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Thesis Abstract

§ ule Demirkol Ertiirk, “The City and its Translators. Istanbul Metonymized and
Refracted in the Literary Narratives of Ahmet Hamdi Tanp nar and Orhan Pamuk
in Turkish, Englishand French”

The present thesis explores the relationship between city and text, examining a
selection of literary narratives of Istanbul by two main figures of Turkish literature:
Ahmet Hamdi Tanp nar and Orhan Pamuk. The selection consists ofa section from
the Turkish of Tanp mar’s narrative “ktanbul” (1945) from his Bes § ehir (1946) and
of a chapter from Pamuk’s ktanbul, Hatiralar ve Sehir (2003) in addition to their
translations into English (Five Cities, trans. Ruth Christie, forthcoming; Istanbul,
Memoirs and the City, trans. Maureen Freely, 2006) and French (Cinq Villes, Paul
Dumont, 1995; I stanbul, souvenirsd uneville, trans. Jean-Francois Pérouse, Valérie
Gay-Aksoy and Savas Demirel, 2007). In two case studies, following parallel
chapters devoted to the contextualization of Tanp nar’s and Pamuk’s narratives, the
selected texts are explored and analyzed in depth in three stages. I n the first stage, the
selected sections in the Turkish of Tanp nar and Pamuk are themselves examined as
“translations” of the “text” inscribed in the city, onthe assumption that cities can be
analyzed as a “discourse” (Barthes, 1985) and read as a “cultural text” (Wirth-
Nesher, 1996). Inthe second stage, the Turkish texts serve asthe “ source texts” of
the interlingual English and French translations that are discussed. A third stage is
explored in the analysis of the chapter from Pamuk in which the author not only
translates Istanbul but Tanp nar’s version of Istanbul as well, by “translating”

Tanp nar as an author, “rewriting” (Tymoczko, 1999a; Lefevere, 1985) him and
“refracting” (Lefevere, [1982] 2000; Damrosch, 2003) hisauthorial identity. Thus, in
three stages, the present thesis examines different representations of | stanbul also by
foregrounding the “metonymics” of translation (Tymoczko 1999; 2000; Paker 2010a)
and therole of all the translators. The choices of the translators of | stanbul are
investigated with special emphasis on the translators “cognitive states” (Boase-
Beier, 2003) and “attitudes” (Hermans, 2007). Based on textual and contextual
analyses, this thesis aims to show that Translation Studies provide useful and
relevant tools, concepts and methodologies for analyzing literary narratives about

cities and their circulation in and between languages and cultures.



Tez Ozeti

Sule Demirkol Ertiirk, “Sehir ve Cevirmenleri. Ahmet Hamdi Tanp nar’ n ve Orhan
Pamuk’un Edebi Anlatlar nda, Tirkge, igilizce ve Frans zca Dillerinde, ktanbul’un

Cevirisinin Metonimik Y 6nlerive Krimlar i’

Bu tez, sehirle metin aras ndaki iliskiyi arast rmakta ve Turk Edebiyatnn iki énemli
yazar nn, Ahmet Hamdi Tanpnar ve Orhan Pamuk’un, ktanbul izerine yazd klar 1edebi
anlatiar aras ndan bir seckiyi incelemektedir. Yapilan inceleme, Tanpmnar’ n Bes § ehir
(1946) kitab nda bulunan “btanbul” (1945) anlats ndan ve Pamuk’un ktanbul,
Hatwralar ve Sehir (2003) baslklikitabndan birer boliimii ve bunlar n hgilizce (Five
Cities, ¢ev. Ruth Christie, yay na hazrlanmakta; Istanbul, Menoirs and the City, cev.
Maureen Freely, 2006) ve Frans ezca (Cing Villes, ¢cev. Paul Dumont, 1995; Istanbul,
souvenirsd'uneville, gev. Jean-Francois Pérouse, Valérie Gay-Aksoy ve Savas Demirel,
2007) cevirilerini ele almaktadr. Kivaka analizinde, Tanpmnar’ n ve Pamuk’un

anlat lar nn baglamlar nin arastrild §1bolimlerin ard ndan, secilen metinler, tg
diizlemde, derinlemesine ¢éziimlenmektedir. Bk diizlemde, sehirlerin birer “soylem”
olarak incelenebilecei (Barthes, 1985) ve “kultirel birer metin” olarak okunabilecegi
(Wirth-Nesher, 1996) kabuliinden yola ¢kilarak, Tanpmnar’ n ve Pamuk’un Tirkge
anlatilar ndan segilen bolimler, sehrin sundugu “metnin” birer “cevirisi” olarak
incelenmektedir. kinci diizlemde, bu Tirkce metinler, Frans ecaya ve igilizceye
yapilan dilleraras icevirinin kaynak metinleri olarak ele alnmakta ve bu asamada
dilleraras iceviriler tart silmaktad r. Uglincii bir diizlem de, Pamuk’un kitab ndan segilen
bélimdin incelenmesi asamas nda ortaya ¢ikmaktad r. Bu diizlemde, Pamuk’un sadece
ktanbul’u cevirmekle kalmadij1, aynizamanda Tanpnar’ n ktanbul versiyonunu da
cevirdigi gorilmekte, bununla birlikte yazarn Tanpmnar’ 1da “cevirdigi”’, “yeniden
yazd i’ (Tymoczko, 1999a; Lefevere, 1985) ve Tanpinar’ n yazarlk kimligini “krilma
ugrattig i’ (Lefevere, [1982] 2000; Damrosch, 2003) anlasimaktadr. Bu tez, bu (¢
diizlemde, Etanbul’un farklitemsil edilme sekillerini incelemekte ve cevirinin
“metonimik” dzelligini (Tymoczko 1999; 2000; Paker 2010a) ve ¢evirmenlerin rollerini
on plana ¢ karmaktadr. btanbul’un cevirmenlerinin kararlar i, gevirmenlerin “bilissel
durumlarna” (Boase-Beier, 2003) ve “tavrlarna” (Hermans, 2007) vurgu yap ilarak
ince lenmektedir. Metin ve baglam ¢éziimlemesine dayanan bu tez, Ceviribilim’in,
sehirler Gzerine kurulu edebi anlatiar 1ve bunlar n diller ve kultirler icinde ve arasinda
dolasmmniincelemek i¢in yararlive uygun kavramlar ve yontemler sundugunu

géstermeyi amaclamaktadr.
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CHAPTER 1

INTRODUCTION

The presert thesis is an attempt to explore and analyze a selection of literary
narratives of the city of Istanbul and their translations into English and French.
Through an analysis of the narrative “ktanbul” (1945) by Ahmet Hamdi Tanp nar
(1901-1962) and of Orhan Pamuk’ s (born1952) book ktanbul, Hatralar ve Sehir
(2003), and of their translations into English (forthcoming; 2006) and French (1995;
2007), | will set out to show that narratives of the city undergo an intricate process of
translation. One principal aim of the thesis is to illuminate the role of the
“translators” (a) in the production of the Turkish narratives about the city of Istanbul
which | will explore as a process of translation (b) in the circulation of these
narratives in the medium of other narratives which “rewrite” or “translate” older ones
and through the translation of these narratives into foreign languages.

At thisstage | would like to explain what | mean by the “narratives of the
city”. Descriptions of cities are abundart in fiction but in some narratives cities not
only provide a space for the story plot to be developed but become one of the major
elements, sometimes even more important than the main characters. Ahmet Handi
Tanp nar’s novel Huzur / A Mind in Peace (1949; 2008) is one such novel: inatalk
dating from 24" January 1950, Tanp nar declared that Istanbul was the main

character of Huzur (Isn, 2003, p. 29). However in my case studies | will not analyze



novels but articles and memoirs. Ahmet Hamdi Tanp nar’s “Istanbul” is a long article
about Istanbul drawing on the author’ s experiences in the city. Orhan Pamuk’s book
is not a novel either. It contains the author's memoirs and his reflections about the
city, as thetitle indicates properly. Both narratives reflect a literary look at the city
and thence deserve a literary investigation.

The narratives to be analyzed were especially chosen because of their literary
importance and the ties between them. Research a propos of literary production on
Istanbul in Turkish and of translations into English and French has become more
relevant due to Orhan Pamuk’s winning the Nobel Prize in literature in 2006. Most
important is the fact that Professor Horace Engdahl, Permanent Secretary of the
Swedish Academy and Member of its Nobel Committee, who made the presentation
speech for Orhan Pamuk at the award ceremony, focused on Istanbul and
congratulated Pamuk for making his native city “an indispensable literary territory,
equal to Dostoyevsky's St. Petersburg, Joyce's Dublin or Proust's Paris— a place
where readers from all corners of the world can live another life, just as credible as
their own, filled by an alien feeling that they immediately recognise as their own”
(Engdahl, 2006). Thereafter Orhan Pamuk’ s Istanbul, Hatralar ve Sehir (2003)
became a world-wide bestseller, being translated into English in 2006 and into
French in 2007. It can serve as guidebook for tourists but also as a literary guide for
those interested in Istanbul, since Pamuk refersto many authors who wrote about
Istanbul before him. Therefore this book is important also for having brought some
canonical figures of Turkish literature like Yahya Kemal Beyatl1 (1884-1958) and
Ahmet Hamdi Tanp nar to the attention of western readers and publishers. In fact
Anglophone publishers are more interested now in the works of Tanp nar who,

strangely, had to wait until the twenty first century to be translated into English. In



the first year of the millennium Saatleri Ayarlama Enstitiisii (1961) / Time
Regulation Institute (2001) was translated by Ender Girol. I n recent years the
interest in Tanp nar’s work has been growing. In February 2008, Erdag Goknar’s
translation of Huzur (A Mind at Peace) was published, and Bes § ehir / Five Cities,
which includes the narrative “I stanbul” has been translated by Ruth Christie into
English and isawaiting publication. The translations of the works of Tanp nar into
French were begun before those into English. Bes § ehir / Cing villes, was translated
into French in 1996 by Paul Dumont and published by Publisud, with the support of
UNESCO, in the series “Collection of Representative Works”. Apart from this, no
translations of Tanp nar appeared in French until 2006, the year Yaz Yagmuru / Pluie
d éé was translated by Haldun Bayri, and was followed by Saatleri Ayarlama
Enstitisl/ L’ Ingtitut de la remise a |’ heure des montres et des pendules, by Timour
Mouhidine, in 2007. Both books were published by Actes Sud.

It can be said that there is an increasing interest in Anglophone and
Francophone receiving cultures in the translation of modern literary texts about
Istanbul. The translations of Mario Levi’ s ktanbul Bir Masald1 into German (2008)
and into Italian and Bulgarian (to be published) and books like | stanbul Noir (2008),
and ReBerth: Soriesfrom Cities on the Edge, (2009) including stories by Hatice
Meryemand M urathan M ungan are also evidence of such an interest.* This interest is
one of the reasons why | wanted to focus on translations of narratives of Istanbul.

Nevertheless, | also would like to mention that, long before the rise of such a

trend, the book s of Latife Tekin, which reflect a very different landscape of the city

1| would liketo note that this interest seems to be in line with the interest in Turkish literature in
general, fed by many sources amongst which the Translation Subvention Project (TEDA) financed by
the Ministry of Culture and Tourismof the Republic of Turkey and the Cunda W orkshop of Turkish
Language (TECCA) initiated by Saliha Paker. The selections edited by Suat Karantay (1993; 2006;
2009) and the website of Contermporary Turkish Literature conceived again by Karantay are also very
important in that context since they aimto “help familiarize the non-Turkish speaking realms with
Turkish literature” (Karantay, retrieved May 24, 2010 from http://www.turkish-
lit.boun.edu.tr/frameset2.asp?CharSet=Turkish).

3



of Istanbul, were translated into English by Ruth Christie, Saliha Paker and Mel
Kenne, and into French by Alfred Depeyrat and Ali Semizoglu and found ground to
be discussed in international literary circles. John Berger (1996), Peter Brooker
(2002) and Saliha Paker (1996; 2001; 20104) are some of the authors who wrote
about Tekin. Paker’sargumert in her latest article about Latife Tekin is very
inspiring and is also at the basis of the present thesis. Paker delves into Tekin's
Buzdan Killar /Swords of Ice and discusses “ Tekin’s original as a translation in
itself, but also as one embodying atranslation poetics that can be read as a manifesto
of literary-political and ideological opposition and resistance, especially to the
expectations of the Turkish leftwing élite” (2010a). I nthe same article Paker reminds
her readers of Tekin’swords who said in an interview given in 1989 that she
considers herself as a translator: “1 choose to describe myself as atranslator... rather
thanawriter. | find it more meaningful to think of myself as one who translates, who
transfers the mute, ‘tongueless world of the dispossessed into the language of this
world” (Tekin quoted in Paker 2010a). Paker’s perspective, in which the original
work is conceived as atranslation, constitutes an important basis of the present
thesis.

Latife Tekin’s works could also be included in the present thesisbut | had to
restrict the case studies to only two cases, in order to analyze the selected works in
detail. I first of all wanted to delve into Ahmet Hamdi Tanp nar’s “Istanbul” because
it focuses onthe transformations that the city underwent during the transition period
from the Ottoman Empire to the Republic of Turkey and on the “civilization change”
that occurred in Turkey in the same period. Apart from its historical importance,
Tanpnar’s “Istanbul” took my attention also for its stylistic features. All these

aspects will be illuminated in following chapters. Orhan Pamuk’s book was selected



for its international reputation and its ties with Tanp nar. In his book, Pamuk not only
reflects his view of the city but also reviews Tanp nar’s look at the city, through
which he “translates” Tanp nar’s Istanbul and hisauthorial identity.

In this thesis, | propose to consider Tanp nar and Pamuk, who gave a special
placeto Istanbul in their oeuvre, asthe “translators” of the city, and to look into their
narratives about Istanbul as “translations”. Tanp nar and Pamuk translated the text
inscribed in the city into their native language which is Turkish. Their narratives or
“translations” were translated, in asecond step into foreign languages by different
translators, who were, in my case studies, Ruth Christie, Paul Dumont, Maureen
Freely, Savas Demirel, Valérie Gay-Aksoy, and Jean-Francois Pérouse. | nother
words, | will consider Tanp nar’s and Pamuk’s texts about Istanbul, in the first step,
as “translations”. They will become, ina second step, “sourcetexts” for interlingual
translations. Another translation process also appears inthe book of Orhan Pamuk
where he not only translates the city, but Ahmet Hamdi Tanp nar’s translation of
Istanbul as well while quoting, paraphrasing, selecting and rewriting Tanp nar’s
words. It can even be said that Orhan Pamuk goes much further to “translate” Ahmet
Hamdi Tanp nar himselfas an author, to “rewrite” him, to “refract” his authorial
identity. An intricate process of translation occurs.

Now, let me explain what | mean by translating a city. While referring to the
narratives of cities as “translations” and to authors of these narratives as “translators”
of cities, | do not use the words “translation” and “translator” just as metaphors. |
also mean that authorsread the city asatext and translate it into a natural language.
Such a conception of translation may bring to mind the classification of Roman
Jakobson, who defined three kinds of translation including “intersemiotic

translation”, which he defined as “an interpretation of verbal signs by means of signs



of nonverbal sign systems” (Jakobson, [1959] 2000, p. 114). Jakobson’'s
categorization is based on his assumption that any linguistic sign may be translated
into another alternative sign. I n this context, he discussed the translation of verbal
signs into other signs be it from verbal or nonverbal systems. However he did not
consider the opposite direction: the translation of nonverbal signs into verbal ones.

A different approach may be found in translation studies. Michaela Wolf
compared the work of the translator to the one of ethnographer and put them together
asthe “the first readers” of the other culture as is presented in the foreign
culture/language text (Wolf, 1995, p. 128). She then explained that according to
Clifford Geertz, social and cultural activities, events and forms of expression could
be regarded as text, as “fantasy products built by social material”. Wolf adopted
GeertZ s definition of culture as a “montage of texts” (Wolf, 1995, p. 128).

The idea of conceiving culture astext is not only present in Geertz's
approach. As early as 1957, Roland Barthes, in his Mythologies, undertook an
analysis of mass culture as adiscourse, providing an ideological criticism of and a
first semiological approach to thisdiscourse. Ten years later, in 1967, he went more
deeply in the semiology of the urban and clearly put that the city could be analyzed
as adiscourse (Barthes [1967] 1985). The importance of his insight was that he did
not want to use the “language of the city” just as a metaphor but was willing to
concretize this language with the contribution of semiology. However Barthes
provided neither a detailed methodology nor examples. Nevertheless, he suggested
starting with readings, adopting the point of view of the readers, who were in this
case, the readers of the city. After having the readings of very different readers with

different relations to the city, Barthes claimed, we can analyze these readings with



scientific tools to reveal the language of the city. But as also mentioned by Barthes,
we only have a few examples of such readings which are all given by authors.?

Since these “readings” are also writings abolt cities, | claim that they can be
studied as “translations” of the city, where the source text inscribed in the city is
read, interpreted and retold in atarget text by the translators, who are in this case, the
authors themselves.

Meanwhile, | would like to mention that writing about a city, or trandating a
city into words, isan intricate intervention. Research of literary scholars, which will
be delved into in the following section, witness a complicated interaction between
personal, cultural and aesthetical influences. But before handling these discussions
more deeply | would like to quote an inspiring passage from Italo Calvino, from his
Invisible Cities, where he told stories of imaginary and fabulous cities. Responding
to Kublai K han, Calvino’s narrator Marco Polo presents a sensitive approach to the

text inscribed inacity:

In vain great-hearted K ublai, shall | attempt to describe Zaira, city of
high bastions. | could tell you how many steps make up the streets
rising like stairways, and the degree of the arcades curves, and what
kind of zinc scales cover the roofs; but | already know thiswould be
the same astelling you nothing. The city does not consist of this, but
of relationships between the measurements of its space and the events

2 Roland Barthes’s discussions on urban semiology had an important place in cultural studies but did
not go without criticisms. Deborah Stevenson stressed the contribution of Barthes buit criticized his
latest work to be more psychoanalytic than social : “in contrast with his earlier formulation of
semiotics with its emphasis on ideology and structural power, this approach totally neglects the social
and political contexts within which the urban text is produced emphasizing, instead, the primacy of
personal readings and sensory experiences” (2003: 61). It is true that Barthes’ approach changed in
time while his work surpassed the limits of structuralism. His stress on human body and subjectivity
was maybe most clear in Plaisir du texte (1973). In fact, as Stevenson pointed out, Barthes’ 1967 text
has traces of his interest in psychology and this can essily be seen since Barthes overtly refers to
Sigmund Freud and Jacques Lacan. Nevertheless Stevenson'’s criticism may be challenged. Stevenson
puts a clear cut differentiation between individual psychological responses and social contexts. She
puts apart the body and the social, voting for the latter. However, as it is asserted by recent research on
the body and on social and cultural psychology, human body is not only a biological phenomenon but
is also a social creation (Synott ,1993) and human psyche is regulated by cultural traditions and social
practices (Shweder, 1991, p. 72). Thereof the distance between psychology and sociology is not to be
taken as insurmountable.
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of its past: the height of a lamppost and the distance from the ground
of a hanged usurper’s swaying feet; the line strung from the lamppost
to the railing opposite and the festoons that decorate the course of the
gueen’s nuptial procession; the height of that railing and the leap of
the adulterer who climbed over it at dawn; the tilt of a gutteringand a
cat's progress along it as he slips into the same window; the firing
range of a gunboat which has suddenly appeared beyond the cape and
the bomb that destroys the guttering; therips in the fish net and the
three old men seated on the dock mending nets and telling each other
for the hundredth time the story of the gunboat of the usurper, who
some say was the queen's illegitimate son, abandoned in his
swaddling clothes there on the dock.

Asthiswave of memories flows in, the city soaks it up like a
sponge and expands. A description of Zairaas it istoday should
contain all Zaira s past. The city, however does not tell its past, but
contains it like the lines of a hand, written in the corners of the streets,
the gratings of the windows, the banisters of the steps, the antennae of
the lightning rods, the poles of the flags, every segment marked in turn
with scratches, indentations, scrolls. (Calvino, 1978, pp.10-11)

In the pages above | tried to illuminate how | conceive of the “translations” of the
city. Now | would like to focus onthe “source texts” of these translations. Putting the
narratives of the city as “translations” | assume their source text to be “the text
inscribed in the city” or the city itself. Each author read the city as a source text but
translate it differently, just as there can be many translations of a same literary text in
agiventarget language. | argue that these differences depend on the “partiality” and
onthe “metonymics” of translation (Tymoczko 1999; 2000; Paker 2010a). As it was
underlined by Maria Tymoczko, “M eaning in atext is overdetermined, and the
information inand the meaning of a source text is therefore always more extensive
than atranslation can convey. [...] Asa result translators must make choices,
selecting aspects or parts of atext to transpose and emphasize. Such choices in turn
serve to create representations of their source texts, representations that are also

partial.” (Tymoczko, 2000, p. 24). The partiality is also the reason why translation is



metonymic. In Tymoczko’'s words, “[f]or the receiving audience the translation
metonymically constructs a sourcetext, a literary tradition, a culture and a people, by
picking parts, aspects, and attributes that will stand for wholes. Such metonyms of
translation play a part in establishing a symbolic order within which a people is
construed or even construes itself” (Tymoczko, 1999a, p. 57).

Considering Tymoczko's insights about the partiality and the metonymics of
translation and the translator’s role in selecting aspectsto translate, | would argue
that authors writing about I stanbul, or translating Istanbul, select parts of it, since it
could not be reflected entirely. I stanbul is different in Orhan Pamuk’s, Ahmet Hamdi
Tanpmnar’s and in Latife Tekin’s books. Authors select parts of the city, fromits
geography or from its cultural history, to reflect in their works. They all focus on
other landscapes of Istanbul, underlining its different characteristics, and on different
persons and communities living in different districts. Asa result it canbe said that
“translators” of Istanbul select parts of the “real” city to represent intheir narrative
and in the final product, the selected parts stand for the whole city and establishes a
symbolic order within which a city and its people is construed. These choices of the
translators of | stanbul which may be in relation with literary, cultural and historical
contexts in which authors and translators worked, will be delved into in the following
chapters with a special focus onthe translators’ “cognitive states” (Boase-Beier,
2003, p. 253) and “attitudes’ (Hermans, 2007, p. 76).

But why not just read the texts as literary narratives instead of translations? |
suggest that adopting such atranslational point of view may provide new space for
exploring cities in literature. Thereby the scope of literary studies concerning cities
may be widened with the support of theoretical approaches developed in the field of

Translation Studies that provides space for studying literature not only within the



boundaries of one language and one culture, but ina larger context considering the
transfer between languages and cultures as well as the role of agents acting in these
processes. Translation is a process of transfer, and focusing on transfers may help the
researcher to better understand the world in which we live. This is what André

Lefevere and Susan Basshett argued about the study of translation:

Translation is, of course, arewriting of an original text. All rewritings,
whatever their intention, reflect a certain ideology and a poetics and as
such manipulate literature to function, in a given society ina given
way. Rewriting is manipulation, undertaken in the service of power,
and in its positive aspect can help in the evolution of a literature and a
society. Rewritings can introduce new concepts, new genres, new
devices, and the history of translation isthe history also of literary
innovation, of the shaping power of one culture upon another. But
rewriting can also repress innovation, distort and contain, and inan
age of increasing manipulation of all kinds, the study of the
manipulative processes of literature as exenplified by translation can
help ustowards a greater awareness of the world in whichwe live
(Lefevere and Bassnett, 1992, p. xi).

| think that what Lefevere and Bassnett stated about the study of translation is also
valid for the study of the narratives of cities, where ideology and poetics play
importart roles.

Today, the importance of translation as a concept and of Translation Studies
as adiscipline becomes more apparent. Translation Studies is now a well established
discipline which isto inspire and feed other disciplines. That's why Susan Bassrett
(1998) called, after the “cultural turn” in translation studies, for a “translation turn”
in cultural studies. Thiscall is having responses. A recent book published in Turkey,
based on a PhD dissertation prepared at Columbia University by Esra Akcan,
explored the interactions between German and Turkish architects in the first half of

the twentieth century. Akcan argued that “translation theory opens up a fruitful
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discussion area for explaining interpenetrating histories of modernization” (my
translation) [“Bu kitap, ¢ceviri kuramnmn, modernlesmenin i¢ ice gegmis tarihlerini
ac klamada Uretken bir tart sma alaniyaratt §gnioneriyor] (Akcan, 2006, p. 10) and
she used the concept of translation as a trope (Akcan, 2006, p. 13). A researchwhich
gave more importance to “translation proper” and which discussed the role of
translation in world literature, was given by David Damrosch (2003), a professor of
Columbia University again, who stressed that “the study of world literature should
embrace translation far more actively than it has usually done to date” (Damrosch,
2003, p. 289). Damrosch' s insights about translation and about the circulation of
literary texts between cultures will be discussed in the following chapters.

Before | proceed with Chapter 2, | would like to provide an overview of the
thesis. Chapter 2 offers areview and critique of literary approachesto the analysis of
cities in fiction. I n the same chapter, | also try to illuminate my theoretical
framework and methodology based on a translational approach to stylistics,
semiology and critical discourse analysis. In Chapter 3, | explore Ahmet Hamdi
Tanp nar’s Istanbul. In the first part of the chapter I try to contextualize Tanp nar’s
“I stanbul” exploring his reception in Turkey, focusing on the discussions which
surrounded the work, discussing his style and his politics. In the second part of
Chapter 3, | undertake a textual and comparative analysis of Tanp nar’s translation of
the city and of its interlingual translations into English and French, and try to
illuminate the effects of the cognitive states of translators and of their attitudes on
their choices which are at the basis of the metonymics of translating the city. Chapter
4 investigates Orhan Pamuk’ s Istanbul. The chapter consists again of two parts. In
the first, | explore the context in which Pamuk produced his “translation” of Istanbul

and discuss the role of the city in the work of the author. | also explore his critical
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views about world politics, which have a determinative role in his “translation” of
Istanbul. Inthe second part of Chapter 4, | provide a textual analysis of a selected
chapter from Pamuk’s Istanbul, Memoir s and the City comparing the Turkish source
text to the translations into English and French. | focus again onthe cognitive states
and attitudes of translators. But in Chapter 4 | do not consider Pamuk only asa
translator of the city but also as one who translated Tanp nar’s Istanbul and refracted

the author’s literary identity.
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CHAPTER 2

THEORETICAL FRAMEWORK AND METHODOLOGY

The present chapter consists of four parts. In the first part, my aim isto provide a
survey about literary studies concerning the representation of cities in literature and
to emphasize the role of translation and translators in the production and circulation
of the narratives of cities. In the second, third and fourth parts of the chapter, |

provide discussions about my theoretical framework and methodology.

The City in Literature

Theoretical studies on cities have developed in the twentieth century and keep its
weight inthe 21st. The wide range of books and articles about the subject and their
multiplicity in numbers (see for exanmple Singh and Pandit 1988), point to the special
attention givento cities in the last century.

Deborah Stevenson (2003) traces back the study of the city to the nineteenth
century, and to the work of the pioneers of sociology, Karl Marx, Friedrich Engels
and Max Weber. She also points to the urban subdiscipline developed within
sociology in the twentieth century (Stevenson, 2003, p. 4). Even if constructed asa
subdiscipline, urban sociology, trying to explore the relationships between city and
society, still cooperates with other disciplines such as human geography, urban
planning, economics and history (Stevenson, 2003, p. 4).
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While the city was being analyzed in the scope of social sciences, literary
scholars undertook analyses of cities in literature. The city in literature was analyzed
from several points of view including how the growing of cities changed literature,
how authors textualized cities and what the relations between real citiesand
imaginary ones were. Nevertheless, literary scholars did not explore the translation of
urban narratives. The subject was not studied in depth by translation scholars as well.
Little research was undertaken in the field of translation studies. A recent book by
Sherry Simon (2006) about Montreal examined linguistic and cultural divisions of
the bilingual city and analyzed them through translation. Another exploration of the
city in translation was undertaken by Maria Papadima (2006) who discussed the
difficulty of translating, in literature, the proper names related to cities such as the
names of streets, squares or quarters, questioning how the local connotations of
various corners of cities may be rendered in translation of fiction for foreign readers
who are not familiar with the everyday life of the city in question. Apart from these
two works, the translation of urban narratives does not seem to be problematized in
translation studies or in literary studies whereas it has a crucial importance since the
cityscape which is reflected in literature may be telling differently in different
cultures, for different reader groups. It is true that authors import elements of “real”
cities into their fictive works and as Hana Wirth-Nesher underlines, “these urban
elements signify to areader within a particular culture awhole repertoire of
meanings” (Wirth-Nesher, 1996, p. 10). But the question what happensto this
“repertoire of meanings” when texts are translated into foreign languages and works
imported into various receiving systems can be problematic since readers from other
cultures may be unfamiliar with the contexts covering such elements. The same

foreignness may be at work for translators as well. Translators would adopt personal
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strategies when faced with such challenges. Asthe process of translation is
multidimensional and depends on agents (Lefevere [1982] 2000; 1992), it may
undergo various interventions. But before investigating the translational aspects of
cities in literature in the following chapters, | would like to give an overview of how
the city was explored in literary studies.

The discussion on cities in literature seemsto originate from the fact that
cities underwent a dramatic expansion during the nineteenth and twentieth centuries.
Raymond Williams (1973) undertook the subject with its various aspects in a book-
length discussion and Irwing Howe (1973) dedicated an article to the changes
observed in literary forms with the emergence of modern cities. Howe offered a
survey of how the city was depicted in western literature, comparing it to pastoral
narratives and discussing the changes in narrative patterns, literary decorum,
vocabulary and character types brought by the entrance of the city in literature,
underlining the complex relationships allowed by the city. Robert Alter also pointed
to the impact of growth of cities, but instead of constructing direct links between
changes inthe real world and literary conventions, he concentrated on the effects of
these changes on urban experience. | nterpreting a series of “imagined cities” by
Gustave Flaubert, Charles Dickens, Virginia Woolf, James Joyce, and Franz K afka,
Alter questioned the ways the city entered literary imagination. He focused onthe
personal response of writersto the shifts of modern cities which transformed the
urban experience. In Alter’ swords “[t] he perception of the fundamental categories of
time and space, the boundaries of the self, and the autonomy of the individual began
to change. What novelists managed to be progressively more subtle and more
persuasive inregistering, what sets them off from journalists, isthe shifting pulse of

experience felt by the individual, how the mind and the senses take inthe world,
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construct it, or on occasion are confounded by it” (Alter, 2005, p. xi) (emphasis
mine). It is clear that Alter makes a difference between the real city and the city
experienced by authors. | find this distinction important for my analysis as well, for
its focus on the author as a person experiencing the city and onthe text, not as a copy
of the outside world but as a mediated production influenced by its author’ s
experience. As | will illustrate in the following chapters, Tanp nar’s and Pamuk’s
narratives of Istanbul have traces of each author’ s personal way of experiencing the
outside world and the city. Such mediatedness is a common point of city narratives
and translations which are produced through a chain of mediations including various
agents.

The changes in “real” cities were not only considered to be affecting literature
in asimple interaction. I nstead, literature has also been conceived as marking the
city. Richard Lehan, explored, in this respect, the interrelations between historical
changes of citiesand literary genres. Inabook dedicated to the study of “The City in
Literature” (1998) he discussed literature in terms of urban modes, and the city in
terms of literary modes. He emphasized the mutual effects of history and urban
literature on each other. He stressed the plurality of “realisms” and explored the ties
between literary genres and changes in urban life underlining both sides of the
interaction.

Lehan first suggested that representations of cities in narratives were not
produced in a vacuum but depended on some “narrative conventionsthat pre-
textualized a work and gave riseto literary movements” (Lehan, 1998, p. xiv). Such
aconception of literature is in line with Lefevere's, who claimed that literature was
“embedded in the environment of a culture or society” (Lefevere, [1982] 2000, p.

235) emphasizing the deterministic role of “poetics” and “ideology” on literature
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(Lefevere, 1992). Departing from this point of view, Lehan found that “the city thet
emerged from these texts would also be part of a larger narrative reality” and
formulated a theory of narrative modes which he explains as following:

Over aperiod of time | formulated a theory of narrative modes,

which took me from the rise of the novel to comic realism, romartic

realism, naturalism, modernism, and post-modernism —each mode

offering aradically different view of reality, including aradically

different view of the city. | came to see that literary elements were

reconceptualized in the face of historical and cultural change,

including the commercial, industrial, and post-industrial realms

through which the city evolved. Thus as literature gave imaginative

reality to the city, urban changes in turn helped transform the literary

text. (Lehan, 1998, p. xiv).
Lehan' s point seems important since, as| will try to illustrate inthe following
chapters focusing on Tanp nar’s and Pamuk’s narratives of Istanbul, representations
of cities in narratives depend not only of the author’s experiences (which have their
importance as well) but also of the “poetics” of the time and space in and for which
the author produces the narrative. Moreover, the “poetics” are also influenced in
their turn by the historical and cultural changes. Taking this mutual interaction into
consideration is important for an extensive analysis of cities in literature.

Lehan' s approach falls into line with Peter Brooker (2002) and Hana Wirth-
Nesher (1996), who also underlined the mutual interaction between real cities and
narrated ones. Hana Wirth-Nesher made the two sidedness of thisrelation more
apparent when she pointed to “tours of London based on Sherlock Holmes and other
detective or crime fiction as well astourist sites originating in fictional texts” (Wirth-
Nesher, 1996, p. 11). Another example given by Wirth-Nesher isthe mark of James
Joyce’s Ulysses in contemporary Dublin “first as actual sites—Larry O’ Rourke’s pub

or Maginni’ s dancing academy, which have been preserved as landmarks solely

because of their appearance in Joyce’s novel; second as literal inscriptions onthe city
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streets —bronze plaques with quotations from the text have been cemented onto the
city sidewalks that mark the spots of Leopold Bloom’s peregrinations” (Wirth-
Nesher, 1996, p. 11). Peter Brooker, on his side, examined “certain kinds of urban
stories, those comprising some of the texts of modernist and postmodernist literature
and film and in how they interpret the changing physical forms, subjective and social
experience of the city” (Brooker, 2002, p. 1). He read these texts to “understand how
they have read the city, but also to discern how urban forms and processes have
enabled or limited those reading” (Brooker, 2002, p. 1). He conceived “the
‘imaginary’ and the ‘actual’ as existing in a constitutive dialogue” and explored
“how urban identities are made, undermined or re-imagined” (Brooker, 2002, p. 1).
He argued thet “literature and film can contribute to a contemporary critical and
reconfigured urban imaginary, by modeling possible alternative narratives of identity
and sociality” (Brooker, 2002, p. 187).

Actually, while discussing the reciprocal relation between narrated cities and
the real cities, one should first meke clear the distinction between the two. As
VirginiaWoolf mentioned well “[a] writer’s country isaterritory within hisown
brain; and we run the risk of disillusionment if we try to turn such phantom cities
into the tangible brick and mortar” (Woolf, quoted in Chapman Sharpe, 1990, p. xi).
Woolf's words make it clear that the ties between real and imaginary cities are not to
be conceived as natural or unmediated. And when it comesto the reading of these
narratives, it can be said that readers or critics should not expect to learn the real
cities from the narrated ones. As William Chapman Sharpe explains, “[w]e cannot
pretend to know, from the study of literary texts, the actual Paris of Baudelaire or the
London of Blake, Wordsworth, or Eliot. But through our reading we can begin to

understand how these cities were perceived by the poets who lived in them, and also
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how the literary representation of that perception has been shaped by earlier texts
about the city.” (Chapman Sharpe, 1990, p. xi). The reading of the narratives of cities
may introduce the reader to the imaginary world of authors, which is of course
determined by poetical and historical factors, but could tell very little about the

actual cities.

It is true that some authors gave important place intheir work to some special
citieswhich caused them to be remembered together. Lawrence Durrell’s Alexandria
Quartet or Paul Auster’s New York Triology are suchworks. This is one reason why
literary research has been focusing on the peculiar relationships between authors and
cities. Susan M. Squier’ s book (1985) on VirginiaWoolf's London, Alexander
Welsh's monograph (1986) on the “City of Dickens” and the volume edited by
Michael Begnal (2002) on “Joyce and the City” are several examples of such a
concern. But moreover, what interests me and what | try to reveal in the present
thesis is the passage from one city into another, from the real one to the imaginary,
from the imaginary to the real, from one language into another. And this passage is
absolutely a mediated one. Sone literary scholars delving into the narratives of cities
have emphasized this mediation.

Susan Squier’ s exploration of the works of VirginiaWoolf is inspiring with
its threefold inquiry and its emphasis on social context. Squier dug into the works of
Woolf to reveal that Woolf used the city of London “to explore the cultural sources
and significance of her experience as a woman writer in a patriarchal society”
(Squier, 1985, p. 3). Squier follows, in her analysis, three interrelated directions: the
personal, the cultural and the aesthetical. Primarily, she exploresthe city scenes in
Wolf's works considering their ties with the author’ s personal and psychic life, but

also paying attention to the culture they symbolize and by which they are inspired.
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Squier also examines how Woolf responded to other literary treatments of the city
while constructing her own aesthetics. Exploring Woolf’s works inthese three
directions, Squier argues that the city was important for Woolf because “she found in
the city the confluence of her personal, cultural, and aesthetic concerns” (Squier,
1985, p. 11).

The personal, cultural and aesthetical aspects of cities in literature, isalso
stressed by Hana Wirth-Nesher. 1n addition to that, Wirth-Nesher conceives the city
asatext, the way | mentioned inthe introduction. Her exploration of cities in
literature is also based on Roland Barthes's conception of the city asadiscourse, asa
language. This approach can be observed in all stages of her argumentation. She
begins by explaining that she explores “the way in which a locale that exists in the
‘real city’, where it already serves as a cultural text, functions as a problematic site
for the novel’s main concerns” (Wirth-Nesher, 1996, p. 9) (emphasis mine). The city
text, as she refers to, is not a classical text and “can never be read in its totality”
(Wirth-Nesher, 1996, p. 10). It is more likely to be a “writerly text” defined by
Roland Barthes, which never ends.

The city text as the “real” city never stands on itsown. It has tiesto older
texts. As Wirth-Nesher puts it “the city text is a palimpsest of the history of its
representation in art, religion and politics” (Wirth-Nesher, 1996, p. 11) because “the
‘real’ city cannot be experienced without mediation as well; it is itself atext that is
partly composed of literary and artistic tropes” (Wirth-Nesher, 1996, p. 10).

HanaWirth-Nester also refers to “translation”. First asa trope. As apart of
her analysis, she identifies four aspects of the cityscapes that could be found inthe
representation of cities in literature: the “natural”, the built, the human and the verbal

and she puts that “in each of the novels|...], an individual author has translated these
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four features of the city into literary strategies of the representation of the metropolis
in fiction. Ineach case, a different aspect of city discourse may be highlighted, such
asthe built environment in Dreiser, the human environment in Woolf and the verbal
in Joyce” (Wirth-Nesher, 1996, p. 14) (emphasis mine).

Ina chapter entitled “Translated Cities: Domesticating the Foreign” she
inquires into The Ambassadors of Henry James and Hernry Roth’s Call It Seep and
explores the experience of atourist and of an immigrant in a foreign city. She finds
that “in ‘translated cities,” landscapes are read against the knowledge of more
familiar places, asthe tourist and the immigrant attempt to familiarize a strange new
place by translating it into their own terms. [...] This is most often accomplished by
the establishment, recognition, and appropriation of landmarks” (Wirth-Nesher,
1996, p. 112). She reveals five features in atourist’s “reading” of landmarks: a
totalizing impulse, an atemporal reductiveness, an analogical tendency, cognizance
of only public landmarks and a perspective of articipated remembrance.

Wirth-Nester’ s reference to translation is valid but translation is used here
only for discussing the position of a stranger in a foreign city. Translation fits well
with Wirth-Nester's context and she undertakes an illuminating analysis but the
importance of translation studies to the exploration of narratives about cities can go
further, and exploring the journey of these “translated” texts in other languages may
widen the scope.

The insights of the literary scholars mentioned above may give an apercu
about recent research in literary studies concerning cities. It can be said that
researchers do not only focus on the representations of cities in literature but they
also question the mutual influences of literature on the cities and of the citieson

literature. Researchers seemto consider cultural and historical contexts as well asthe
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subjectivities of authors and their response to other writings about cities preceding
theirs. Nevertheless, questions considering the translations of narratives about cities

seemto be overlooked in these studies.

Metonymics of Translating Istanbul

Maria Tymoczko stated that “[a] piece of literature customarily evokes its culture
through consequential and telling signals or details, typically parts or aspects of the
culture that are saturated with semiotic significance and emblematic of the culture as
awhole, both in terms of objective structure and subjective experience” (Tymoczko,
19994, p. 45). Inthisrespect she explored the metonymics of translating
“postcolonial” (Tymoczko, 1999a) and “marginalized” (Tymoczko, 1995) texts and
guestioned what happened “when the metonymic aspects of the story are opague
rather than transparent to the receptor audience?” (Tymoczko, 19994, p. 46). Her
discussion was based mainly onthe translation of marginalized texts and onthe
“massive obstacles facing translators who wish to bring the texts of a marginalized
culture to adominant-culture audience” (Tymoczko, 19994, p. 47).

Tymoczko’s approach to the “metonymics of translation” has a central role in
this thesis, but | do not use the notion only in exploring the interlingual translations
of the selected narratives of the city of Istanbul. | also focus on the metonymics of
translating the text inscribed in the city. In this respect, | analyze Ahmet Hamdi
Tanp nar’s and Orhan Pamuk’s selected narratives of the city of Istanbul as
translations of the city and try to illustrate their metonymic aspects. | argue that
Istanbul presents a multitude of overlapping images amongst which translators of the

city choose some to transpose in the texts that they produce, since the city could not
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be reflected entirely. This is also the reason why the city is represented differently in
the writings of the two authors. The “translators” of the city select parts of the “real”
Istanbul to transpose in their writing and in the final product the selected parts stand
for the whole city. | explore in the present thesis, the choices of the translators of
Istanbul which may be in relation with literary, cultural and historical contexts in
which authors and translators worked with a special focus on the translators
“cognitive states” (Boase-Beier, 2003, p. 253) and “attitudes” (Hermans, 2007, p.

76).

Refractions and the “Attitude” of the Translator

The concept of “refraction” is used, in thisthesis, to explore the representation of
Ahmet Hamdi Tanp nar’s work and authorial identity in Orhan Pamuk’s work. As
will be illustrated in Chapter 4, Orhan Pamuk refers many times in his writingsto the
works of Tanp nar and to his writings about Istanbul. While doing so, Pamuk seems
to “refract” Tanp nar’sauthorial identity and his way of representing the city.
Tanp nar’s texts and authorial identity, refracted in Pamuk’s rewritings, travel the
world through the translations of Pamuk’s works in various languages. It can be said
that Tanp nar and his works are subject to a double refraction: first in Pamuk’s
rewritings and secondly in the translations of Pamuk’s works in other languages.

As André Lefevere ([1982] 2000) showed focusing on the translations of
Berthold Brecht's work and as David Damrosch (2003) gave an interesting example
while discussing the reception of Milorad Pavic's Dictionary of the Khazars in

different receiving cultures, the image of a work or of a writer may be very different
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abroad from what it isat home. Difference may be seen in translated texts, as a result
of translation strategies, and also in the writings about these texts and their authors.

Nevertheless, L efevere claims that this difference is not to be seen as a lack,
but as a fact. He explainsthat “[a] writer’ swork gains exposure and achieves
influence mainly through * misunderstandings and misconceptions,” or to use a more
neutral term, refractions. Writers and their work are always understood and
conceived against a certain background or, if youwill, are refracted though a certain
spectrum, just as their work itself can refract previous works through a certain
spectrum” (Lefevere, [1982] 2000, p. 234).

Examples given by L efevere and Damrosch are special cases where the degree
of refraction seemsto be very high. Such a strong refraction may not occur in all
translated works. But discussions provided by Lefevere and Damrosch on this
subject give clues for abetter understanding of the changes that works may undergo
when translated into foreign languages, and rewritten in the works of other writers.
As Lefevere puts it clearly, refractions occur not only in translation but in many other
kinds of writing: “([r]efractions are to be found in the obvious form of translation, or
in the less obvious forms of criticism[...], commentary, historiography [...],
teaching, the collection of works in anthologies, the product of plays. These
refractions have been extremely influential in establishing the reputation of awriter
and hisor her work” (Lefevere, [1982] 2000, pp. 234-235). Italo Calvino, while
writing about the classics, also pointed to the fact that works are surrounded by other
works which rewrite them and defined the classics as “those book s which come to us
bearing the aura of previous interpretations, and trailing behind themthe traces they
have left inthe culture or cultures (or just in the languages and customs) through

which they have passed” (Calvino, 2000, p.5). Unlike L efevere, Calvino reacts
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negatively to paratextual elements which rewrite the text and saysthat “there isa
reversal of values here which is widespread, which means that the introduction,
critical apparatus, and bibliography are used like a smokescreen to conceal what the
text has to say and what it canonly say if it is left to speak without intermediaries
who claim to know more thanthe text itself” (Calvino, 2000, pp. 5-6.). One can
disregard rewritings, like Calvino did, considering that they blur or change the
original works, but | mostly agree with Lefevere, who considered refraction as a fact
rather than condemn it because it istrue that writings always travel through
rewritings and it isthrough travels that cultures touch each other. As Lefevere points
out “[i]nthe past, as in the present, rewriters created images of a writer, awork, a
period, a genre, sometimes even a whole literature. These images existed side by side
with the realities they competed with, but the images always tended to reach more
people than the corresponding realities did, and they most certainly do so now”
(Lefevere, 1992, p. 5).

Taking refractions as facts, it is possible then to focus on them for
questioning the interactions between cultures and exploring how cultures see each
other. Lefevere emphasizesthat “[a] refraction (whether it is translation, criticism,
historiography) whichtries to carry awork of literature over from one system into
another, represents a compromise between two systems and is, as such, the perfect
indicator of the dominant constraints in both systens. (Lefevere, [1982] 2000, p.
237). Therefore, analyzing refractions as a space of negotiation between cultures, it
may be possible to know more about the attitudes of cultures against each other.

It ought to be underlined that agents have a very important role in these
negotiations. Translators as rewriters make choices not ina vacuum but in a cultural

space, where they are confronted by the expectations of both source and receiving
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cultures. Therefore, it can be argued that translators belong neither to the source nor
to the receiving cultures. They are not “in-between” either (Tymoczko, 2003). They
are part of an interculture (Paker 2002) and this interculture is not only the
intersection of source and target cultures but abigger space. That is why translators
can be located, like the works themselves, in an “elliptical space” with two foci,
pointed to by David Damrosch, who used Lefevere’s notion of “refraction” to
explain the dynamics of world literature and said that “[w]orld literature is|...]
always as much about the host culture’s values and needs as it is about a work’ s
source culture; hence it isadouble refraction, one that can be described through the
figure of the ellipse, with the source and host cultures providing the two foci that
generate the elliptical space within whicha work livesasworld literature, connected
to both cultures, circumscribed by neither alone” (Damrosch, 2003, p. 283).

In the light of Lefevere’s and Damrosch's insights, | will focus in thisthesis,
on refractions that occur in the writings and rewritings about cities. But | would like
to emphasize that my use of the notion of “rewriting” is different than Lefevere's.
Actually Lefevere used this notion to refer to several writing practices such as
“interpretation, criticism, historiography, the putting together of anthologies or
translation” (Lefevere, 1985, p. 233). Here | use it to refer to a more specific
practice: Pamuk’s “translation” of Tanp nar’s Istanbul through the “rewriting” of
Tanp nar’s several works. It can be seen in Pamuk’s book that he refers to many
authors who wrote about the city before him. In doing so, he selects parts of the
writings of these authors and rewrites them from his own perspective. Tanp nar is
one of the authors who are referred to many times in Pamuk’s book and it can be
seen that Pamuk “rewrites” Tanp nar in his book, by paraphrasing or quoting his

sentences, commenting on themand rearranging the quotes to fit his own argumert.
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In such a context, | especially use the notion of “rewriting” to emphasize the
mediated nature of Pamuk’s writing. Through the analyses of Tanp nar’s and
Pamuk’s narratives in Turkish and their translations into English and French, | intend
to reveal the role of translators in the reshaping of the narratives of cities, which
travel through translation and through refractions.

At this stage | will explore the choices of the translators of Istanbul, Tanp nar
and Pamuk and the ones of the interlingual translators, Ruth Christie, Paul Dumont,
Maureen Freely, Jean Francois Pérouse, Valérie Gay-Aksoy and Savas Demirel, and
try to find out their “attitude” since as it was underlined by Theo Hermans “[f]or as
long as atranslation remains a translation, then it will always have atranslator’s
presence and therefore atranslator’ s subject position inscribed in it, however well
hidden may be.” (Hermans, 2007, p. 27).

Theo Hermans discussed in arecent book (2007) “what happens when
translators translate texts they strongly disagree with or disapprove of, especially
when ideological and moral values are at stake?” (Hermans, 2007, p. 56). He claimed
that “[i]f the values inscribed in a foreign text are felt to be reprehensible, the
translation itself may attest to the translator’s critical opinion of them even if those
values are being reported word for word” (Hermans, 2007, p. 65), and stated asa
result that “the translation speaks for more than one voice and its words say more
than what they say. The translator both speaks for the original author and signals
reservation.” (Hermans, 2007, p. 65). Inthis context Hermains argued that “ The
translator’ s attitude frames and invades the performance of translation” (Hermans,
2007, p. 83). Hermans' emphasis on the translator’ s “attitude” isworth close
attention. This attitude is not only apparent when translators translate texts they

disagree with but in all translations since translations are marked by the subject-
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position of their translators. Therefore | agree with Hermans on the point that “All
translating is translating with an attitude” and that “all translations contain the
translator’s subject-position” (Hermans, 2007, pp. 84-85). And | would like to add
that, all translations of cities do also contain the translator’s subject position which is
determinative of the way that the city isrepresented intranslation i.e. of the

“metonymics” of translating the city.

Methodology

In the present thesis, | conceive the city as a cultural text, and set out to analyze a
selection of narratives about the city of Istanbul as trandations of the text inscribed
in the city, into a natural language, which is Turkish. | also construct an analysis of
the translations of these narratives into other natural languages, specifically English
and French. | question the reasons why cityscapes appear different in the writings of
different authors. How are these differences reflected in stylistic features? What
connects these narratives and the aesthetical, cultural and historical contexts in which
they were produced? Do translations into other languages modify the representation
of cities? How and why? How do interlingual translators read and interpret the
source narratives of cities? How do they rewrite them? It is clear that, asking such
guestions, | cannot use a simple method. I nstead | prefer adopting a methodology
which could help meto discuss the subject in itstextual and contextual aspects.
AsMaria Tymoczko points out, today, research in translations studies better combine
linguistic and cultural points of view, embracing “microscopic” and “macroscopic”

looks together. | agree with Tymoczko when she says that:

28



[W]ith the explosion of knowledge in both linguistics and social

theory [...] it is no longer possible to approach any text ina simple

or unproblematized manner, least of all translations which de facto

link two languages and two cultures. Inasense two new infinite

orders have opened up: the virtually inexhaustible possibilities

suggested by segmenting texts into smaller and smaller linguistic

units, and the equally inexhaustible possibilities suggested by the

relationship of texts to layer upon layer of context, including the

context of other texts (Tymoczko, 2002, p. 11).
Taking into account the emergence of these “two infinite orders*, Tymoczko argues
that “the best work shows a convergence —working toward the microscopic from the
direction of the microscopic, or vice versa, so that one’ s data from the macroscopic
level are complemented and confirmed by data from microscopic level” (Tymoczko,
2002, p. 17). She suggests that texts and contexts should be analyzed in their both
linguistic and cultural aspects, in other words, with both microscopic and
macroscopic dimensions. In line with the insights of Tymoczko, | would like to
propose in this thesis, a methodology combining stylistics, critical discourse analysis
and semiology referring to Jean Boase-Beier's, Teun A. van Dijk’sand Roland
Barthes's contributions. Let me explain how | combine these three models.

| would like to start by examining how stylistics underwent important
discussions and changes in the second half of the twertieth century and inthe first
years of the 21%, since after Roman Jakobson's preliminary contributions, who is
known as having “acrucial influence on the development of modern poetics”
(Macey, 2000, p. 208) and his famous speech “Closing statements: Linguistics and
poetics” (Jakobson, [1958] 1996) referred to as “one of the great manifestos of
modern structuralism” (Macey, 2000, p. 208). Jakobson insisted on the differences
between literary and non-literary texts and claimed that the poetic function was of a

primordial importance in literary texts, which makes their difference from other text

types. But for Jakobson, the poetic function appears to be anintrinsic property of
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literary texts, and maybe for this reason he does not take into considerationtherole
of the reader. Jakobson’s approach, suitable for the study of the intricate patterns in
literary texts, has been criticized for consisting of “mechanical, lifeless, sterile
exercises, and largely irrelevant to the interpretation of the literary work that they are
describing” (Weber, 1996, p. 2). Jean Jacques W eber explains that Jakobson and his
followers “have no difficulty in identifying the relevart stylistic features, since the
selection is made on the basis of purely formal criteria” (Weber, 1996, p. 2). This
shortcoming of formalist stylistics was challenged by a functionalist approach
pioneered by M. A. K. Halliday, who introduced the criterion of stylistic
significance. As Weber made it clear, in the scope of functional stylistics, “a formal
feature is only considered styligtically significant if it is functional, if it hasa
particular meaning or effect value” (Weber, 1996, p. 2). The contribution of sucha
functionalist point of view seemsto be important since the researcher will have to
make choices in focusing on some aspects of texts and since it appears impossible
and moreover senseless to deal with all the formal elements inherent in texts.
Quarrels in the field of stylistics became more vigorous when Stanley Fish
attacked both formal and functionalist approaches. Weber explainsthat “Fish rejects
Jakobson's view of style as an inherent property of the text and sees style as dynamic
effects produced by the reader in the process of reading the text” (Weber, 1996, p. 2).
Fish votes for areader-oriented stylistics and calls for the study of “reader’s
assumptions, expectations and interpretive process” (Weber, 1996, p. 2).
Nevertheless Fish's approach is bound with the danger of relativism which he tried to
overcome with the notion of “interpretive communities” claiming that the readers
interpretation depends on the interpretive community in which they belong (Weber,

1996, p. 2). Fish' s insistence on the role of the reader has its merit but, as underlined
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by Michael Toolan (1996), his notion of “interpretive communities” needsto be
discussed painstakingly.

What is important for my research isthat in the 1970s, in line withthe
development of critical discourse analysis, the “context” gained more importance in
stylistics as well. The style was searched for, until then, by the formalists only inthe
text, and by the reader-oriented approaches only in the readers mind, but in the
1970s, it started to be seen as “an effect produced in, by and through the interaction
between text and reader” (Weber, 1996, p. 3). As Jean Jacques Weber explains, and
as| assume in the content of this thesis “meaning and stylistic effect are not fixed
and stable, and cannot be dug out of the text as in an archeological approach, but
they have to be seen as a potential which is actualized ina (real) reader’ s mind, the
product of adialogic interaction between author, the author’ s context of production,
the text, the reader and the reader’ s context of reception— where context includes all
sorts of sociological, cultural and intertextual factors” (Weber, 1996, p. 3). The
interaction becomes even more complicated, when in translation studies, are taken
into consideration the context of reception of the translator as a first “real” reader of
the text, the new text produced by the translator, the reader of the translated text and
the final reader’s context of reception.

Jean Boase-Beier and K irsten Malmkjaer, who have undertaken stylistic
analysis of translations, proposed new approaches to translation studies in line with
recent developments in stylistics.

Malmkjaer focused on “writer-orientated” stylistics and searched for a
methodology for writer-oriented analysis of translated texts, where the writer is the
translator. Malmkjaer clearly put that “in the case of translated texts, the writer is, of

course, the translator” and explained that “translators may [...] approach their
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projects with very specific aims in mind for the text to be created” (Malmkjaer, 2004,
p. 13). Asexplained by Malmkjaer, the writer-orientated analyses of non-translated
writings try to understand “why a writer may have chosen to shape thetext ina
particular way to make it mean in the way it does” (Malmkjaer, 2004, p. 14). Delving
into such a questioning, one should of course not forget that writers are not always
free in their choices but are bound by linguistic limitations. Taking this limitation as
granted, then as underlined by Malmkjaer “explanation at the level of writer-
orientation is provided in terms of factorswhich are to a greater or lesser extent
within the writer's more or less conscious control, such as political or religious
persuasion, or ideological or gender position” (Malmkjaer, 2004, p. 15).

When it comesto awriter-orientated analysis of translations, Malmkjaer
argued that such an attempt needs a specific analytical method which she named as
“translational stylistics”. Malmkjaer also provided an example where she analyzed
the translation of Hans Christian Andersen’s Den lille Pige med Svovistikkerne/ The
Little Girl with the Matches. Malmkjaer starts her analysis with the stylistic
comparison of source and target texts and tries to understand why the translation was
produced the way it is. She focuses on the “alternative sets of means of expression”
which are used and which could be used alternatively in translation and discusses
their “effects on the reading mind” (Malmkjaer, 2004, p. 18). Therelativity problem
appears here once more but Malmkjaer, who is aware of such a problem, accepts that
her analysis has subjective aspects, noting that “the reading mind” is “mine, in this
case” (Malmkjaer, 2004, p. 18). Following the discussion on textual elements and
their effects, she also questions possible reasons for the choices of the translator
revealed in the analysis. At this stage, she goes beyond the limits of textual dataand

provides “parameters for translated (mediated) texts” (Malmkjaer, 2004, p. 22). She
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putsthat: “a) A mediated text is affected by the mediator’s interpretation of the
original; b) Mediation through translation always has a purpose; ¢) The purpose the
translation is intended to serve may differ from the purpose the original text was
intended to serve; d) The audience for the translation is almost always different from
the audience for the original text” (Malmkjaer, 2004, p. 22). Malmkjaer’'s emphasis
onthe purpose of the translator reminds the functionalist approach to translation
(Nord 1997) and Hans Vermeer’s (2000) skopos theory.

The relevance of Malmkjaer's method for my research is its use of both
textual and contextual elements to explicate the differences between source and
target texts and to reveal the possible reasons of these differences focusing onthe
translator, questioning how she/he could have read the text and responded to it. One
shortcoming isthe fact that, adopting such an analysis method, the effects of textual
features on the reading mind can nothing but be discussed from the point of view of
the researcher. But today, we all know that the subjectivity of the researcher cannot
be completely avoided. The data obtained from the text may be objective inall
analysis but when it comes to select some of them and arrange ina way to formulate
acoherent argument, the researcher will have to intervene with a purpose and this
intervention will inevitably produce subjectivity. Nevertheless, the subjectivity
should not be seen as something to blame but as an inevitable condition. The most
important isto be aware of the limits of any objective research. Deindre Burton
clearly puts that she is “unhappy with the tacit assumptions behind almost all the
work in this field, that presumes that it is the legitimate task of the stylistician to
observe and describe phenomena in a‘ neutral’ and ‘ objective’ way” and she follows:
“| take it asaxiomatic that all observation, let alone description, must take place

within an already constructed theoretical framework of socially, ideologically and
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linguistically constructed reality, whether the observer/describer of observations is
articulately aware of that framework or not” (Burton, 1996, p. 225). The resistance
to the illusion of “neutrality” in research is also pertinent in critical discourse
analysis (CDA). Teun A. van Dijk strictly underlines that “unlike much other
scholarship, CDA does not deny but explicitly defines and defends its sociopolitical
position. That is CDA isbiased - and proud of it” (van Dijk, 2002, p. 96). However,
this does not meanto leave sciertific principlesat all, since stylisticsand CDA has
always been based on methodological textual analysis and on empirical data.
Therefore, it can be said that today, all research in any field, even based on strongly
constructed theoretical and methodological tools, should be aware of the limits of its
“objectivity” and “neutrality”.

Before going more deeply inadiscussion about CDA, | would like to
concentrate on Jean Boase-Beier’s stylistic approach to translation studies, which is
in line with Malmkjaer’ s.

Jean Boase-Beier’ s approach to stylistics follows recent developments in the
field. She explainsthat “style has ceased to be viewed only in terms of its linguistic
features and has come to include such issues as voice, otherness, foreignization,
contextualization and culturally bound and universal ways of conceptualizing and
expressing meaning” (Boase-Beier, 2006, p. 2). An important aspect of Boase-
Beier's approach to stylistic features of translation is the view that style results from
choices. And she linksthis view to the notion of “mind style” which she defines as
“the linguistic style that reflects a cognitive state” (Boase-Beier, 2003, p. 254). It can
be seen that Malmkjaer and Boase-Beier both underline the mind and choices of

agents: of authors, translators and readers. | would like to explain a little bit more



how Boase-Beier conceives the choices and the cognitive state of agents, to
illuminate the link s between textual data and the world beyond it.

According to Boase-Beier, style is the result of choices which come about as
aresult of the “cognitive state” of the author (or of the translator). The “cognitive
state” isin turn the product of various interacting factors including “knowledge of
linguistic and stylistic forms and constraints, of literary convention, cultural
background, and intended audience” (Boase-Beier, 2003, p. 253). Boase-Beier also
indicates that the term “cognitive state” has a larger scope thanthe “world view” of
the translator since “a world view is in general seen as a‘pattern of beliefs and
cultural assumptions (Wales 410) and thus does not necessarily include the various
types of knowledge (as opposed to belief and assumption) suggested above as
influences on choice” (Boase-Beier, 2003, pp. 253-254). Nevertheless, Boase-Beier
also acknowledges that choice is also influenced by “the personal world view of the
author” (Boase-Beier, 2003, p. 254). Therole of the reader is also underlined by Jean
Boase-Beier. She saysthat “we cannot ignore the role played by the reader in
reconstructing that state of mind from the style of atext” (Boase-Beier, 2003, p. 255)
and claimsthat “reading is a highly interactive process” (Boase-Beier, 2003, p. 257).
The context is also given importance for the reconstruction of the cognitive state.

Jean Boase-Beier illustrates her stylistic approach to translation with some
example analyses. 1 n one of them, she examines two translations of a poem by
Christian Morgenstern. In her analysis, she firstly deals with the source text and
comments on its stylistic features. Then she focuses ontwo following translations to
reveal that different aspects of the source text were highlighted in target texts. Her
conclusion deserves attention: “It is common in stylistics, especially when

considering mind style, to see reading as an attempt to reconstruct from clues in the

35



style the cognitive state of the author with the set of attitudes, beliefs, and intentions
that influence it. But in fact what the contrasting analysis of two different translations
of the same poem has shown is that the reader adapts the reconstitution to his or her
own view of the world” (Boase-Beier, 2003, p. 263). Boase-Beier’ s conclusion
stresses the influence of the world view of the translator as well as the factors
surrounding the production of the translation, such as the cultural and professional
background of translators, the intended audience and marketing strategies.

It appears clearly in Kirsten Malmkjaer’ s and Jean Boase-Beier’ s works that
stylistics no longer consists of “mechanical, lifeless, sterile exercises” (Weber, 1996,
p. 2) and goes beyond the text to discussiit in a larger context. It can be said that
these analyses merge textual and contextual data, adopting both microscopic and
macroscopic points of view as recommended by Maria Tymoczko (2002).

In line with the stylistic approaches discussed above, CDA covers also, by
definition, textual and contextual factors. As Teun A. van Dijk explains, CDA is not
just a method, nor atheory to be simply applied to social problems. It israther a
“critical perspective ondoing scholarship” (van Dijk, 2002, p. 96). “It focuseson
social problems and especially onthe role of discourse in the production and
reproduction of power abuse or domination” (van Dijk, 2002, p. 96). The narratives
of the city of Istanbul whichwill be examined in thisthesis, have an important social
aspect since they produce discourse about the identity of the city. Inthose texts, “the
reproduction of power abuse or domination” may not be so apparert as for example
in texts produced as a part of political campaigns. But the world view and the
political attitude of the author may be inserted between the lines and may intervene
in the construction of an identity for the city through textual representation.

Therefore, an analysis of narratives about cities and of their translations should
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consider this social aspect and for such an analysis, the point of view of CDA is of
major relevance.

Teun A. van Dijk’ sapproach to CDA focuses on social and cognitive aspects
of discourse. But he also mentionsthat “CDA needsasolid ‘ linguistic’ basis” (van
Dijk, 2002, p. 97) and that “discourse analysis obviously always needs to account for
at least some of the detailed structures, strategies and functions of text and talk,
including grammatical, pragmatic, interactional, stylistic, rhetorical, semiotic,
narrative or similar forms of verbal and paraverbal organization of communicative
events” (van Dijk, 2002, p. 97). It appearsthat to analyze social and cognitive
aspects of discourse, linguistic tools are needed, which supports again Tymoczko’ s
claim for putting microscopic and macroscopic approaches together.

It can be seenthat stylistic analysis and CDA both consider the text and
context together. The cognitive state and social environment of the author are given
importance, while the role of the reader and of her/his context of reception are
underlined with special attention. This kind of a conception seems to have ties with
the innovative contributions made to literary studies by Roland Barthes, who also
emphasized, inall hiswork, the role of the reader and the interaction between the
author, the text and the reader, as well as the importance of the context.

Therefore, in the present thesis, | shall adopt a methodology considering these

developments in stylistics, CDA and semiology.® | shall analyze some narratives of

% Stindiiz Oztiirk Kasar also emphasized that semiotics could contribute to various literary and
translatorial practices. She said: “the semiotics provides, in the field of literature, a method of reading
and analysis for both the reader, editor, publisher and literary critic or for the semiotician, i.e. for
everyone who undertakes the quest of meaning in literary texts” (my translation) [“la sémiotique
fournit, dans le domaine de la littérature, une méthode de lecture et d’analyse ala fois pour le lecteur,
leréviseur, I’éditeur et le critique littéraire ou I'analyste sémioticien, donc pour tous ceux qui
entreprennent la quéte du sens a partir du texte littéraire]. (Oztiirk Kasar, 2009, p. 164). Oztiirk Kasar
explored the interactions between semiotics and translation studies in several other articles more in
details. (Oztiirk Kasar 2005; 2006; 2009). Her research is deeply rooted in Emile Benveniste's and
Jean Claude Coquet’s contributions to linguistics and to semiotics (Coquet, 2002; Benveniste, 1966;
1974).
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the city of Istanbul and their translations, focusing onthe roles of authors (who |
consider as translators of the city), and the translators (who translate these texts into
other languages), delving into the respective historical, cultural, social and linguistic
contexts surrounding the production and reception of narratives in Turkish, English
and French. Inthisresearch, each interlingual translator will be considered as areal
reader of the source text and as the writer of the target text. The possible readings
and the interpretations of source and target texts will be discussed considering the
contexts which can influence the agents (authors and translators). I nthis perspective,
before delving into a deep reading and analysis of the chosen narratives of Istanbul, |
will question their contexts of production and reception. | will discuss literary,
cultural and historical milieus in which Ahmet Hamdi Tanp nar and Orhan Pamuk
produced their narratives and the respective milieus in which translations were
produced.

When it comesto textual analysis, | will use a critical approach fed by the
insights of Jean Boase-Beler, Teun A. van Dijk and Roland Barthes. Basically | wil
follow the line proposed by Barthes in his S/Z but | will use his methodology partly,
just as atool for analysis. | will not, like Barthes, try to find out several codes upon
which the narrative is constructed, but will try to reveal the “plurality” of the texts.
The relevance of Barthes’s methodology to my research is its emphasis on the
reading experience and on the “plurality” of the text, which covers ideological and
stylistic features. Let me explain.

Barthes gave a primordial importance to the notion of écriture, which he
defined as “a variety of literary style, a somehow collective version of it, the body of
the traits of language through which an author assumes the historical responsibility

of her/his form and is connected through her/his verbal work to an ideology of the
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language” (my translation). [“une variété du style littéraire, sa version en quelque
sorte collective, I'ensemble des traits langagiers a travers lesquels un écrivain assume
la responsabilité historique de sa forme et se rattache par son travail verbal a une
certaine idéologie du langage”] (Barthes, 1999, p. 25). It can be seen that Barthes's
conception of écriture was strongly linked to style. The relation between écriture
and style became more apparent when he said that “Yet this style serves to praise a
new value, writing, which is excess, overflow of style toward other regions of
language and subject, far from a classed literary code (exhausted code of a doomed
class)” (Barthes, 1994a, p.76) and concludes that “style is somehow the beginning of
writing [écriture]” (Barthes, 1994a, p.76). Given the importance of style and
écriture, Barthes also indicates that the style is to be searched for, “in the plurality of
the text” (Barthes [1969] 1984, p. 158) (my translation). | would like to quote a

passage where Barthes explains his approach to textual analysis:

Textual analysis does not attempt to describe the structure of a work;
it is not a matter of recording a structure, but rather of producing a
mobile structuration of the text (a structuration which shifts from
reader to reader down through History), of staying within the
signifying volume of the work, within its signifying process. Textual
analysis does not seek to know by what means the text is determined
[...] but rather how the text explodes and scatters. Hence we shall take
anarrative text, a tale, and shall read it, as slowly as will be necessary,
stopping as often as we must (deliberation is a crucial dimension of
our work), trying to locate and to classify without rigor, not all the
meanings of the text (whichwould be impossible, for the text is open
ad infinitum: no reader, no subject, no science can exhaust the text)
but the forms, the codes which make meanings possible. We shall
locate the avenues of meaning. Our goal is not to find the meaning,
nor even a meaning of thetext[. . . .] Our goal is ultimately to
conceive, to imagine, to experience the plurality of text, the open-
endedness of its signifying process. (Barthes, 1994c, p. 262)

Following Barthes' s insights, | will inquire the “plurality” of the narratives of

Istanbul. Comparing source and target texts, | will try to discuss how translators read
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the “plurality” of source texts and how their readings shaped the mind style in the

target texts as aresult of their cognitive states.
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CHAPTER 3

AHMET HAMD ITANPINAR’S NARRATIVE OF ISTANBUL

The present chapter is an attempt to explore Ahmet Hamdi Tanp nar’s Istanbul with a
special focus on his long article titled “Istanbul” (1945)*. The chapter consists of two
parts. In the first | set out to contextualize Tanp nar’s “Istanbul” exploring the
discussions that surrounded Tanp nar’s work. By this means I intend to illuminate the
social, cultural, historical and literary contexts in which the work was produced and
received. For this purpose, | examine several articles and criticisms about Tanp nar
together with hisresponses. | discuss, in this context, the issue of “civilization
change” in Tanp nar’s fictional and non-fictional works and his approach to politics.

I also explore in the first part of the chapter, the discussions about Tanp nar’s style
and his use of language. The data collected inthe first part provides the basis for the
textual analysis presented in the second part of the chapter.

The textual analysis covers the examination of a selected section from
Tanpnar’s “Istanbul” and of its translations into English by Ruth Christie,
(forthcoming) and into French by Paul Dumont (1995). During the analysis, | read
Tanp nar’s selected narrative as a “translation” of the text inscribed in the city and
try to illuminate the “attitude” (Hermans, 2007, p. 76) of Tanp nar as a “translator”

of the city who chose aspects of it to emphasize in the text that he produced.

4 Ahmet Hamdi Tanp nar’s “Istanbul” was published for the first time in 1945, in the 92nd, 93rd and
94th issues of the magazine Ulkil. Then it was included into a compilation titled Five Cities, published
in 1946 by Dergah Yay nlary together with four other articles of the author published earlier in
magazines about Ankara, Erzurum, Konyaand Bursa. In the present thesis | refer the 22" edition of
Bes § ehir by Dergah Yay nlar which dates from 2006.
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Meanwhile, | examine the interlingual translations into English and French and try to
illustrate the role of interlingual translations in the reconstruction of the narrative of
the city in foreign languages. Inthis process, | try to illuminate the interpretation

processes of translators as the readers of Tanp nar’s text.

Contextualizing Ahmet Hamdi Tanp nar’s “Istanbul” (1945) Narrative

The present section exploresthe social, cultural, historical and literary contexts in
which Tanp nar’s “Istanbul” was produced and received. For this purpose, | examine
several articles about Tanp nar’s work published during and after his lifetime.
Through this examination I try to illuminate the reception of Tanp nar’s work by
professional readers such as critics, reviewers and other authors. | also examine
Tanp nar’s reactions to his contemporaries, focusing on his diaries. By this means |
discuss in the present section Tanp nar’s main themes, his style, his ties to other men
of literature and to government circles. The data collected in the present section
provide the basis for the textual analysis which is presented in the second part to

Chapter 3.

Ahmet Hamdi Tanp nar’s Reception in Turkey: Critical Views on Tanp nar

and his Response

“The only man of letters recognized both by the right and left wings and even by the
state.” (my translation). [Sagc #lar n, solcular n hatta devletin bile Uzerinde anlasti1
tek edebiyatc1] (Pamuk 2001). That’s how Orhan Pamuk talks about Ahmet Hamdi

Tanp nar, responding to the reporters of the newspaper Milliyet, in the context of a
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series of interviews, covering the new reprints of Tanp mar’s works by Yap 1Kredi
Yaynlary which made the works of the author accessible to an expanded group of
readers. Pamuk appraises the value of Tanp nar’s works and points that Tanp nar was
an uncommon intellectual, whose writings subverted binary oppositions such as
“leftist” — “rightist” or “conservative” — “progressive”. Nevertheless Pamuk’s
statement turns out to be simplistic when the whole career of Tanp nar is taken into
consideration, in so far as it can easily be reversed and still be valid, since Tanp nar
was also “a man of letterswho has been appreciated neither by the left or right
wings, nor by the state”. Tanp nar’s intellectual career and his experiences asan
author need to be explored closely.

Ahmet Hamdi Tanp nar wrote poems, novels, short stories and essays about
literature, arts and cities. As he indicated in his diaries (Tanp nar, 2007), he suffered
from being neglected by his contemporaries, had difficulties finding publishers, lived
inisolation and in debt, suffered illnesses and was never received enthusiastically,
the way he wished, during his lifetime.

The data base of the Turkish National Library confirmsthat very few books
of Tanp nar were published before 1961, the year when he died. Reprints are also
very rare. Inthe online catalogues of the National Library, there can be found 6
books by Tanp nar published in 1940s, amongst which a collection of short stories
titled Abdullah Efendi’nin Riyalari (1943) / The Dreams of Abdullah Efendi, his
famous novel Huzur (1949) / A Mind at Peace (2007), a collection of long articles
about five cities in Turkey, Bes § ehir (1946) / Five Cities, and a series of literary
investigations: a monograph about Tevfik Fikret (1941), an anthology of Namk
Kemal (1942) and a huge historiography of Turkish literature in the nineteenth

century (1949). In 1950s, apart from the reprints of the monograph about Tevfik
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Fikret and of the history book, Tanp nar published another collection of short stories,
Yaz Yagmuru (1955) / Summer Rain. He wrote an article about Istanbul that was
published in a collection of three articles with the other contributions by Y ahya
Kemal Beyatly Abdulhak Sinasi Hisar, all about the city of Istanbul (1956). The Five
Citieswas reprinted in 1960, and in 1961, Tanp nar assented to the publishing of his
Siirler / Poems “reluctantly” (my translation) [“istemeye istemeye”] (Tanp nar, 2007,
p. 122). Saatleri Ayarlama Enstitiisii (1961) / The Time Regulation Institute (2001)
was published in the same year. Tanp nar, who lived his final years in a disgruntled
mood, discontented with himself and of his environment, wrote in hisdiary, on 18
August 1961, that even the publishing of his book could not suffice to make him
happy: “The Ingtitute is being published. [...] What good is it? At thisage, man is
even tired of dreaming” (my translation). [“ Saatleri Ayarlama bas iwor. [...] Ne
¢kar? hsan bir yasta hiilyadan bile yoruluyor™] (Tanp nar, 2007, p. 320).

Few books by Tanp nar were published before the 1970s, the decade his
writings were being reconsidered by the Turkish elite. My research in the catalogues
of the National Library showed that the numbers of books by Tanp nar published in

Turkey varied as follows, between 1941 and 2008:

Years Nurmbers of published books
1941-1950 6
1951-1960 4
1961-1970 7
1971-1980 15
1981-1990 15
1991-2000 17
2000-2008 64




The increase in the numbers of published books by Tanp nar in the seventies and
more precisely in the first years of the new millennium pointsto some changes in his
reception in Turkey and is one of the parameters that indicate the growing interest to
Tanp nar’s work in Turkey’s literary circles. Another parameter is the increasing
number of reviews and articles about Tanp nar published in journals and newspapers
in these periods. Anextensive bibliography of articles about Tanp nar, edited by
Abdullah U¢gman and Handan ihci (2008) also indicates such an interest.
Tanp nar’s diaries bear witness to his loneliness and reveal the author’s

attitude towards the critics who neglected him and his writings. On 1 June 1961,

close to death, he wrote:

What have | done? With the Five Cities, the unread, the disregarded
Five Citiesand with all these short storiesand novels, | stand as an
essential part of Turkish literature!l... Am | satisfied with these works?
That’s another problem. But how could The Dreams of Abdullah
Efendi, and especially the first short story in it, be overlooked and
have no criticisms or reviews at all? How come that A Mind at Peace,
appreciated by everyone who has read it, was only discussed inthree
articles and The Summer Rain aroused no reflections at all? Didn' t all
these add something to Turkey? To Turkey and to Turkish language?
(my translation). (Tanp nar, 2007, p. 300).

[Ne yaptm! Bes § ehir’ le, okunmayan, bahsedilmeyen Bes § ehir’le
bitin o hikayeler, romanla Turk edebiyatnin bittn bir tarafyy im!...
Bu eserlerden memnun muyum? Oras 1baska. Fakat Abdullah
Efendinin Riyalar ibilhassa birinci hikdye boyle tenkitsiz mi
gececekti? Huzur kiokuyanlar n hepsi sevdiler, ¢ makale ile, Yaz
Yagmuru hicbir akissiz mi gececekti? Bunlarn Tirkiye’ye getirdigi
hicbir sey yok muydu! Turkiye’ye ve Turkceye?] (Tanp nar, 2007, p.
300).

Tanp nar not only lamented the neglect, but questioned the possible reasons of the
situation. He sometimes accused himself of not having good relationships with other

writers:
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Onthe other hand, | amstill in struggle with myself. | till don’t
reckon| amdone. Maybe | am destroying myself, with my own
hands. Maybe I, myself, amone of the causes of this assassination
with silence. | can’'t keep company with men of literature. | was
intimate with them when | was about twenty five or thirty, now | stand
off. There isawhole cultural difference between us. A distance... (my
translation). (Tanp nar, 2007, p. 300).

[ kin 6biir tarafihala kendimle cenklesmem. Hala kendimi olmus
addetmemem? Belkide kendi kendimi mahveden benim. Hakk mdaki
stk (t suikastnn bir sebebi de belki benim. Edebiyatc arla dislp
kalkamwyorum. Yirmi ile otuz bes yasarasnda olanlarla (onlarla
olacak sanrm, s.d.e.) cok yak nd m, simdi cok uzagm. Arameda
bitin bir kultar ayr dg1var. Mesafe...”] (Tanp nar, 2007, p. 300).

Tanp nar’s writings reveal his own reasoning about why he was rejected by his
contermporaries. It is understood that he questions himself and thinks that his own
hands-off attitude is one mgjor reason. He feels that there isa cultural difference
between him and other intellectuals. He also finds another reason for his isolation:
his political insights, which differ from other mainstream ideas and his insistence on

not changing them. He says:

In Turkey, politics is in everything. And | see in my work the politics
of the Turks, the real politics of the Turks. The right wing doesn't
think 1’ mtotally one of them, they don't find me as ignorant as
themselves and monopolist enough. The left wing treats me asan
enemy [...]. The rightists only insist on Turkey, ona Turkish history
written blindly and recited always by heart, which cannot go beyond
swaggering, they are only involved in internal politics and
propaganda. The left says there is no Turkey at all and no need for it
to be; or something similar [...]. And me | am looking forward to a
Turkey, which has its place inthe world, looks ahead and revaluates
its history. That's how | stand in homeland. (my translation).

(Tanp nar, 2007, pp. 300-301).

[Turkiye’de her sey politika miicadelesi. Ben ise eserimde Turk
politikas n1hakiki Tirk politikas n1gériyorum. Sag taraf beni kafi
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derecede kendisinden, kafi derecede inhisarc y kendisi kadar cahil
gérmuyor. Solbana disman. [...] Sagclar yalne Tirkiye, gozi
kapaly ezberde kalms 6glinmenin otesine gecmeyen bir Turk tarihi,
yalne i¢ politika ve propaganda diyor. Sol, Turkiye yoktur ve

olmas na da ltizum yoktur diyor; yahut benzerini séyliyor [...]. Ben
ise dlinya icinde, ileriye a¢ Kk, mazi ile hesab ni1goren bir Turkiye’nin
pesindeyim. kte memleket icindeki vaziyetim”] (Tanp nar, 2007, pp.
300-301).

This quote by Tanp nar shows that politics was very important for the author, but that
he was in struggle with both the right and left wings which he criticized harshly. It is
very clear that Tanp nar dreamed of a Turkey that would surpass the combat between
left and right, whichwould consciously reconsider its history, and whichwould
construct its own future. It appears that Tanp nar’s insights about Turkish politics,
isolated him from others. Considering the factsthat he was reviewed very little and
that his books were not published abundantly in his lifetime, and taking into account
his diaries, where he complained of an “assassination with silence”, it can be said
that Tanp nar was left alone both by the intellectuals of left and right wings and by
the state. Considering all these facts, it can be said that Orhan Pamuk’s words about
Tanp nar, cited above, which appear to be true today, were not fitting the actual
circumstances of Tanp nar’s lifetime. As | mentioned in previous pages, Tanp nar’s
works had to wait until the 1970s and especially urtil the first years of the 2000s to
reach a larger public and to be reviewed and reconsidered more deeply. Now | would
like to explore how and why Tanp nar’s works were given special attention in the
1970’s.

Oguz Demiralp, who dedicated a book- length survey on Tanp nar’s work,
Kutup Noktasi(1993), explained in hisarticle “ Aydaki Adam” (2000) / “Manon the

Moon”, how Turkish intellectuals became more aware of Tanp nar’s literature and
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ideas. He said: “We started as late as the 1970s to read Tanp nar seriously” and

followed:

[I]t was not just a coincidence that Tanp mar was on the agenda in the
1970s, withabigdelay. [...] The inflexible clichés or prejudices of
the left wing, who considered any interest in the Ottoman tradition as
an act against the republic, were beginning to collapse in those years.
It was understood that the Ottoman heritage was to be regained.
Thereafter, Ahmet Hamdi Tanp nar’s work was reconsidered from a
different point of view. It was understood then, that Tanp nar, who
was left aside for the concern of ‘ nationalist / conservative' wing, was
in fact a modern man of culture. He did not belong to passé but to
present and moreover to the future” (my translation). (Demiralp, 2000,
p. 93)

[Ancak 1970’ lerde baslad k Tanp nar’ 1gercekten okumaya. [...]
Tanpnar’ n blydk bir gecikmeyle ancak 1970’ lerde giindeme gelmesi
rastlantideqildi elbette. [...] Osmanlryla olumlu gézle ilgilenmeyi
Cumhuriyet’in karskigéren kalplasmis bak s, daha dogrusu
onyargiar Turk solunda 6zellikle o yilarda sars imaya baslad 1
Osmanlry1yeniden kazanmak gerektigi o yilarda anlasimaya
baslamestt kte o zaman Ahmet Hamdi Tanp nar’ n yap tlar na da yeni
bir gozle bak id 1 Goruldd ki, okunmas tuzun suredir “milliyetci/
muhafazakar” kesime b rak im s Tanp nar, aslinda modern bir kltur
adamd r. Eskinin degil yeninin, giderek geleceginadamur.]
(Demiralp, 2000, p. 93).

Demiralp also discusses the reasons why Tanp nar was “misunderstood”:

The foundation of the republic was also the period where the nation-
state was created and where the nation was shaped out. | ntellectuals
had a very important role in this process, as ideologues and as social
engineers. The main controversy that divided intellectuals was the
guestion of how to reconstruct the history of the nation. The dominant
intention was to leave the Ottoman Period aside and to identify it with
troubles, while another group of intellectuals amongst which Tanp nar
may be seen as a part, argued that the Ottoman heritage had to be
appropriated” (my translation). (Demiralp, 2000, p. 94).

[Cumhuriyet’in kurulmas 1bir bak ma ulus-devlet yaratimasive
ulusun bicimlendirilmesi surecidir. Ayd nlar bu strecte dnemli rol
oynamsslard r, hem ideolog hem de toplum mihendisi olarak.

Ayd nlarien gok bolen konu ulusun ge¢misinin nasil yeniden inga
edilece@i olmustur. Basat anlayis Osmanlidénemini geri plana itip
blylk 6l¢ide olumsuzluklar ila sunarken, A. Hamdi’nin aralar nda
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say #labilecedi bir bolim ayd n Osmanlrya sahip ¢ k imasi1gerektigini

savunmuglard r]. (Demiralp, 2000, p. 94).

Demiralp also indicated that there were quarrels between those who voted for the
conservation of the Ottoman heritage as well, but as Demiralp made it clear, they
were all “labeled as against westernization and reformation, and accused? of
passéisme” (my translation). [“Bat i lagmaya, ilerlemeye karsym s gibi
damgalanmaya, passéisme’ le suclanmaya (yetiyordu)”] (Demiralp, 2000, p. 94).

Hilmi Yavuz (2008) undertook the same subject ina newspaper article where
he underlined the importance of canon formation in the shaping of the nation-state
and indicated that “authors like Tanp nar had, of course, no chance of being admitted
in the canon of the republic” continuing that “they became subjects of a broader
intellectual circulation finally (yes finally!) after 1970. This was due to the fact that
the literary canon of the republic was constructed in line with the Official 1deology.
The 1970s saw the breakdown of the supreme authority of Kemalism on literary
canon” (my translation). [“Ahmet Hamdi Tanp nar gibi, Nahid Srr1Orik gibi
romanc larn [...] Cumhuriyet’in edebi kanonu iginde yer alabilmesi s6z konusu
degildi elbet, ama onlar n genis 6lgekli bir entelektiel dolasima girmeleri, ancak
(evet ancak!) 1970’ten sonrad r. Sebebi, Cumhuriyet’in edebi kanonunun, Resmi
beoloji ile tahkim olmas d r. 1970’ ler, Kemalizm’in edebi kanon tizerindeki
hakimiyetinin k r ima tarihidir] (YYavuz 2008).

Oguz Demiralp and Hilmi Yavuz support the idea that Tanp nar fought for
the conservation of the Ottoman heritage, without being reactionary, and that his
ideas, clearly apparent in hiswritings, were not in line with the official ideology,
which dominated the first years of the new republic, and which disregarded the

Ottoman past as it was explained by Yavuz (2008). The themes and discussions in
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Tanp nar’s fictional and nonfictional writings confirm their views. It is true that

Tanp nar wanted to be inspired by both eastern and western traditions to create a new
synthesis which would be peculiar to Turkey. Today, one of the reasons why

Tanp nar has emerged as so important, and maybe the major reason for his re-
evaluation, is perhaps his discussions about the crossings between past and present,
east and west, tradition and modernity, as well as his esthetical way of undertaking
such critical subjects. All the expressions that caused him pain and solitude in his
lifetime have become major reasons for his importance today.

The quote from Orhan Pamuk at the beginning of this section, that Tanp nar
was “the only man of letters recognized both by the right and left wings and even by
the state” may not be true considering the period in which Tanp nar lived, but today
they may explain his wide ranging recognition in Turkey. Actually Tanp mar’s works
have been reprinted in the last two decades by different publishing houses from
different backgrounds, as well as by the Ministry of Education. The growing number
of reprints of his books, aswell as the lawsuits for the possession of copyrights,
witness the concurrence between publishing houses from different back grounds, for
being the one to publish Tanp mar’s works.

After seventeen reprints published in the 1990’ s, sixty four reprints were
distributed between 2000 and 2008. This increase was accompanied by an ongoing
lawsuit between two publishing houses, for the possession of the copyrights of
Tanp nar’s works. Both editors were reprinting the same books and distributing them
to the market. Dergah Yaymnlary known as a conservative and right wing publishing
house, had been reprinting Tanp nar’s works since 1976. In the second half of the
1990’s, Yap1Kredi Yaynlari1(YKY) wanted to purchase the copyrights of

Tanp nar’s books from Dergah Yaynlart YKY, founded by one the biggest banks of

50



Turkey and, profiting from its monetary support and well structured printing and
distribution facilities, was targeting to reach a larger audience. Its proposition refused
by Dergah Yaynlary, YKY contacted Meliha Blyukcelebi, who had legal proof of
her family connection to Tanp nar. YKY, then, bought the copyrights from her and
started to reprint Tanp nar’s works in 1997. This has been the beginning of a lawsuit
between the two publishing houses, which kept onreprinting and distributing the
same books for years.

At the end of the lawsuit in Turkey, Dergah Yaymnlarikept the copyrights and
YKY had to pay amends. Nevertheless, as underlined by Ayfer Tung, one of the
main editors of YKY, “Tanp nar reached, by this means, a new audience, while by
the same occasion, the larger public met Tanp nar for the first time” (my translation).
[“Hem Tanp nar yeni bir okur kitlesiyle karsilasty hemde bu genisokur kitlesi
Tanpmnar’ 1tand ] (K, A., Tung, A., 2001). It can be said that YKY’ s attempt to
make Tanp nar’s works available for a larger audience had a positive result in
opening up a more extensive and in depth discussion of his contributions to Turkish
literature. Today Tanp nar appears to be received as a central figure in Turkish
literature to the point that his name is given to an international literary festival. The
first “Istanbul Tanp nar Literature Festival” organized by Kalem Agency took place
between October 31% and Novermber 3 2009. The festival is supposed to be repeated
each year and will be accompanied in 2010 with an international symposium to be

organized by Mimar Sinan University and focusing on the work of the author.
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“Civilization Change” in Ahmet Hamdi Tanp nar’s Work

Ahmet Hamdi Tanp nar gave a very important place to the question of “civilization
change” in Turkey, both in his fictional and non-fictional writings. Undertaking the
issue of “civilization change”, Tanp nar referred to westernization movements that
started mainly withthe “Tanzimat” (the Ottoman Reformation) of 1839 and kept
going on after the proclamation of the republic in 1923. The westernization
movements were discussed by Saliha Paker (1998), Sehnaz Tahir Gircaglar (2008)
and Ozlem Berk (2004a; 2004b) with a special focus on the role of translation. Tahir
Gircaglar took up “the concepts of westernization and “humanism’” as “the main
ideological and philosophical infrastructure of the republican reforms” (Tahir
Gircaglar, 2008, p. 29). She stated that “[t]he first twenty years of the republic were
marked by intensive planning activity which aimed to westernize Turkey while
building a nation equipped with a unique Turkish identity” (Tahir Gurcaglar, 2008, p.
49-50). She underlined the role of the reforms realized in the first fifteen years of the
republic and especially the role of the alphabet reform in “creating and maintaining
the new Turkish identity which was based on a new repertoire composed of a largely
western inventory” (Tahir Glrcaglar, 2008, p. 51) and revealed the importance of
translation in nation building process.

As explored by Sehnaz Tahir Gircaglar in detail, there were as many
different ways of conceiving and defining the “West” as there were different views
on “westernism”. Nevertheless, these different views tended to follow two basic
directions, as explained by Tar k Zafer Tunaya, who summed up these views under
two groups, one called “Bitinci” (Wholist) and the other called “K smici”

(Partialist) (Tahir Glrcaglar, 2008, p. 61-62). The partialist group, in which Ziya
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Gokalp —the founder of the Turkist movement- took part, suggested adopting western
science and technology but to reject its cultural and moral values. The wholists, on
the other hand, supported the ideathat western civilization was a whole and could
only be adopted entirely (Tahir Gurcaglar, 2008, p. 62).

Before exploring the approach of Ahmet Hamdi Tanp nar to the question of
“civilization change”, | would like to discuss the insights of one of the main figures
of westernization movement in republican period, N urullah Atag (1898-1957). Atag
defended the idea that western civilization had to be appropriated as awhole and that
the eastern tradition wasto be left behind. He said “I think that we can get out from
our ancient civilization, get rid of its traditions and take the road for the west.” (my
translation). [Bizim eski uygarlgm edan syrip, onun yaratt i1 gelenekleri b rak p
batya yonelebilecegimizi sanyorum] (Atag, [1980] 2000, p. 105). He argued that
even if Turkish people were fed only by western culture, they would still produce

works that would be “ours”. In this context he explained his ideas as follows:

If we can bring them (the masters of European art) into this society,
if we cantruly inject them here, don't youworry, we will not obey
themas prisoners, we will produce, withthe force taken from them,
works that will still be our own. Just like Racine, who followed
Euripides but produced again art in French style. But we should
abandon ourselves, our personality, we shouldn't always think of our
identity, if so we will be prisoners of ourselves and this will add
nothing to us, we will kill ourselves. (my translation). (Atag, [1980]
2000, p. 118).

[Biz onlar 1(Avrupa sanatnn baslca buyuklerini) bu topluma
getirebilirsek, gercekten getirebilirsek, hi¢ tzilmeyin, bir kéle gibi
uymay e onlara, onlar n eserlerinden ald gime hela gene bizim olan
eserler yaratr . Euripides’e uyan Racine’in gene bir Frans z sanat1
yaratmas1gibi. Ama b rakmaliy z kendimizi, benligimizden
gecmeliyiz, boyuna benligimizi distinmemeliyiz, yoksa benligimizin
kulu kdlesi oluruz da o benlige bir sey katamay i, 6ldririz onu.]
(Atag, [1980] 2000, p. 118).
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Ata¢c maintained that, even if the new nation-state would leave all its ancient
traditions behind and look only to the West, Turkish authors and artists would still
produce works that will be “our own” because, as explained by Ata¢ “the art of a
society can never totally get out fromiits traditions. Eventhe most innovative, the
most creative and the peerless artist is, ina way, consciously or unconsciously,
attached to tradition, her/hiswork carries the traces of that society, and these traces
come from centuries ago”. (my translation). [“Bir toplumun sanatigeleneklerden
busbutin syridamaz, kurtulamaz. En yeni, en yaratc i, en essiz sanat adamuidahi bir
yandan, belkikendisinin bilmedigi bir yandan, gelenege bagld r, eserinde o
toplumun damgas 1 vard r, 0 damga da yuzy ilar 6tesinden gelir”’]. (Atag, [1980]
2000, p. 118). It can be said that Atag conceived of tradition as something inherert,
which is always present in the minds of creative people. But such a conception might
be too optimistic since one can question how tradition would be challenged and
renovated if not discussed and reconsidered from different points of view.

Tanp nar had a different understanding of tradition and a dissimilar approach
to civilization. He gave a primordial importance to the inner world of people and
focused onthe psychological crisis caused by an intensive civilization change that
occurred in a very short time. He admitted that Turkish people, torn between eastern
and western civilizations, were living ina discord. Tanp nar had no readymade
solutions for the problem, but discussed the issue focusing on human’s inner world.
Inan article titled “Mediniyet Degigtirme ve E hsan”/ “Civilisation Change and the
Inner Man” published originally in the newspaper Cumhuriyet, he said: “ This discord
first started in civil life, then divided our community spiritually, and finally

deepening and altering its activity, ensconced into us as individuals”. (my
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translation). [Bu ikilik, evvela umumi hayatta baslams, sonra cemiyetimizi zihniyet
itibariyle ikiye ayrmus, nihayet ameliyesini derinlestirerek ve degistirerek ferd olarak
daicimize yerlesmistir”]. (Tanp nar, [1951] 1996, p. 34). Tanp nar also discussed the
reasons of this discord:

This reality, shaped in the course of time, was the result of many facts,

beginning with Tanzimat’s unplanned attempts, its lack of knowledge

and absence of a precise target, in short, its groping in the dark, added

to the economic decline which started before the Tanzimat but grew

enormously after 1850, as well as the political issues which caused

this economic decline with some other factors”. (my translation).

(Tanpnar, [1951] 1996, p. 34).

[Zaman iginde tesekkiil eden bu realitede, Tanzimat’ n iSe programs z

baslamas nn, bilgi noksaninmn, sarih hedef yoklugunun, hilasa el

yordamiyla yUriimenin, biraz daha evvel baglayan, fakat 1850

yilar ndan sonra gittikgce k zgn bir sekil alan iktisadT ¢okUstin, bu

¢okisun amillerinden biriolan siyasi hadiselerin blyuk hisseleri

vard r”’] (Tanp nar, [1951] 1996, p. 34).
Tanp nar focused, inthe same article, on the psychological crisis caused by the
dividedness, the in-betweenness. He said: “We can neither resist nor surrender to
change. As though we have lost the essence of our existence, of our history; we are
inacrisis of values. We receive everything without really adding them to ourselves;
and we keep all that we receive under lock, ina corner our mind.” (my translation).
[“Bizi degistirecek seylere karsine bir mukavemet gosterebiliyoruz, ne de ona
tamamiyle teslim olabiliyoruz. Sanki varlk ve tarih cevherimizi kaybetmisiz; bir
kiymet buhranrigindeyiz. Her birini bliytk manas nda kendimize ilave etmeden her
seyi kabul ediyor; ve her kabul ettigimizi zihnimizin bir ko sesinde adeta kilit alt nda
saklwyoruz”] (Tanp nar, [1951] 1996, p. 35).

According to Tanp nar, the main reason of this crisis was the loss of integrity

in civilization because he assumed that “civilization was a whole” (my translation).

[“medeniyet bir bitlnddr”]. (Tanp nar, [1951] 1996, p. 35). On the other hand, the
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corruption of continuity in tradition was another factor influencing thiscrisis.

Tanp nar emphasized the importance of continuity while discussing “our ancient
civilization”: “Vani Efendi was perpetuating Zembilli Ali Efendi, who himself
continued Her Bey, the first local religious governor of Istanbul; kmail Hakk 10f
Bursa was carrying on Aziz Muhmud Hidai, who followed Uftade, who himself
came after Hac 1Bayram, who carried traces of Yunus Emre, in whose works you
could find Mevlana, perpetuating with the same fire”. (my translation). [“Vani
Efendi’ de Zembilli Ali Efendi, Zembilli Ali Efendi’de ilk ktanbul Kad s1H zr Bey,
Bursali Bmail Hakk rda Aziz Mahmud Hiidai, Hiidai’de Uftade, Uftade’de Hac
Bayram, onda Yunus Emre, Yunus’ta Mevlana ayniocagn atesiyle devam
ediyordu”]. (Tanp nar, [1951] 1996, p. 36). Tanp nar suggested that “they were not
living in adivided time. Their present and their past were linked to each other in a
harmony, in their minds”. (my translation). [“onlar parcalanmbir zamani
yasamuorlard 1 Hal ile mazi zihinlerinde birbirine baglyd i’]. (Tanp nar, [1951]
1996, p. 36). Tanp nar has clearly put that the notions of continuity and integrity
were lost after Tanzimat. | would like to quote a passage which reveals how

Tanp nar’s insights about culture and civilization were strictly different from the
dominant ideology which envisaged a break up with ancient tradition while adopting

western tradition as a whole:

| don’t mean that we managed nothing since Tanzimat, that we all
fizzled. On the contrary, many things were done, even though with big
delays. The inner and outward appearances of our community have
changed from generationto generation. Our women entered civil life.
Our community became familiar with western thought and arts, people
met the machine, the state became European. [...]. But the most
importart isthat our inner reactionto all these new enterprises was
nothing but hesitation. We never considered the women’s issue, the
changes in our congtitution or the real western culture and art as being
parts of a unique way of life, with no alternative. We were always
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divided inside. Inaword, we didn't believe in what we have dore.
That’s because an alternative was always, and is till available for us.
This psychology is what makes our difference from westerners and
fromour M uslim grandfathers. (my translation). (Tanp nar, [1951]
1996, p. 36-37)

[Tanzimat’tan beri higbir sey yapmad Kk, hep yar m kald k demek
istemiyorum. Bilakis, biyuk zaman kayplarwyla da olsa, gene de
bircok seyler yap id 1 Nesilden nesle cemiyetimizin ic ved B
manzaras 1degisti. Kad nme hayata girdi. Cemiyetimiz Garp
fikirlerine ve sanatna alty insanme makineyi tand y devlet
Avrupaldagtt [...] Fakat en mihimi, bu yeni kuruluslar n kargs ndaki
ic vaziyetimizin stpheden ileriye gecmemisolmasdr. Ne kad n
meselesini, ne kanunlar medaki degisiklikleri, ne de esas ndan garpli
kiltur ve sanatibaska tirltsi olmayan, olmamasticap eden hayat
sekilleri halinde alamad k. Daima i¢imizden ikiye bélinmis yasad k.
Bir kelime ile yaptgme n coguna inanmad K. Clnk{ bizim i¢in bir
baskas | baska trliisii daima mevcuttu ve mevcuttur. kte bizi
garpldan, Misliman dedelerimizden ayran ruh hali budur.]

(Tanp nar, [1951] 1996, p. 36-37).

Tanp nar indicated that the civilization change occurred not in a natural way,
resulting in a discontinuity between generations. The suddenness of the change was
also the reason why innovations were not internalized and western values were not
appropriated. Nevertheless, it can be understood from Tanp nar’s words that the new
gererations are anyhow different from the old ones once a modification process was
undertaken. Therefore it was not possible anymore to turn back. This isthe reason
why he thought that it was necessary to shape a new way of life. Tanp nar argued, in
thisrespect, that Eastern and Western civilizations were both included in the reality
of Turkish people and had both to take part inthe new way of life to be forged. The
“ancient” traits would not be totally neglected but modified and intervene in the
construction of new life styles. However, Tanp nar thought that people had to regain
their creativity to be able to produce new customs, thence economical conditions had

to be ameliorated. | f economical comfort was provided, then people could
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themselves create a new way of life appropriate to their conditions. Tanp nar
emphasized in “Istanbul” the crucial role of economics: “Until a fruitful new life [“is
hayati’ / “business life” in source text] gives the city back its own particular
appearance, and until we live our lives creatively again, the people of | stanbul will
surely continue to amuse themselves in solitude”. (Ruth Christie’' s translation).
[“Suras imuhakkak ki yeni, verimli bir is hayatisehre hususi ¢ehresini iade edinceye
kadar hayatm eda yaratciolacagme giine kadar, btanbul halk 1tek basna
eglenecektir”] (Tanp nar, [1946] 2006, p. 131). Tanp nar believed that when an
efficient economic system would be established and when people would have better
living conditions, they would then produce themselves a new style of living. But it
seems that Tanp nar did not consider the potential that new economical conditions
might impose their own rules. Berna Moran also discussed Tanp nar’s insights about
the interaction between economics and social life but he concluded that Tanp nar was
wrong in neglecting the imposing character of economics. Moran suggested thet
“Tanp nar was mistaken when he overlooked the fact that new lifestyles that would
rise in an industrialized county will be shaped by the ideology surging from the
economic system which dominates the country, he was wrong in believing that these
new lifestyles would naturally bear the hallmark of our tradition, of arefined sense”.
(my translation). [“Sanayilesmis bir tlkede dogacak hayat sekillerine, orada egemen
olan ekonomik diizenin yaratacagtideolojinin yon verecegini gdrmeyerek, bunlarn
otomatik olarak kendi damgame 1taswyan, ince bir zevkin Uriini hayat bigimleri
olacagna inanmakla aldand i’]. (Moran, 1998, p. 218).

Tanp nar’s insights about economics and production systems were subject to
agrowing discussion in the 1970s, between Selahattin Hilav and Hilmi Yavuz, ina

series of articles. Selahattin Hilav emphasized in an article dating from 1973 that
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“Tanp nar has noticed that problems about the metastructure were results of material
factors and of production systems”. (my translation). [(Tanp nar) “Ustyap yla ilgili
sorunlar n altnda maddi sartlar n ve dretimin yattgni1sezmis”]. (Hilav, [1973]
20084, p. 189). Hilav explained his suggestion following that Tanp nar handled the
changes inthe ancient lifestyle of Istanbul referring to economical notions such as
production, craftsmanship and world commerce (Hilav, [1973] 2008a, p. 190). Hilav
also stated in the same article that Tanp nar was in considerable dissent with the

dominant ideology which Hilav summed up as follows:

The official ideological standpoint was based on the idea that Turkish
society could pass from eastern civilization to the western one easily,
without changing the material i.e. economical and social conditions. It
supposed that modifications that would be made in metastructure by
force, with orders and using state authority might be sufficient to
reach the aim. The official ideology did not conceive of human as an
individual living in aparticular society, under particular economical
conditions and having organic relations to the spiritual world created
by these material conditions; it considered human as a machine- man
who could change its world by obeying orders or by imitating others”.
(my transaltion). (Hilav, [1973] 2008a, p. 188).

[Resmi ideolojik goris, maddi sartlara yani ekonomik ve sosyal
sartlara dokunmadan, Turk toplumunun dogu medeniyetinden bat1
medeniyetine kolayca gegecegini ilerisiirer. Buamac 1gerceklestirmek
icin, emir vererek ve otoriteyi seferber ederek Ustyap da degisiklikler
yapmaya kalk smann yeterli oldugunu sanr. Resmi ideolojik goris
a¢ endan, insan, belli bir toplumda ve belli maddi sartlar icinde
yasayan, bu maddi sartlar n olusturdugu manevi bir diinyaya organik
olarak bagltbulunan bir fert degildir; emir yoluyla veya taklit
mekanizmas lyla diinyas nidegistirebilecek bir makine-insand r”]
(Hilav, [1973] 2008a, p. 188).

Hilav then stated that Tanp nar, who took all the social and economical conditions
into consideration, could go beyond official ideology.
Hilmi Yavuz responded to Hilav and criticized him following Louis

Althusser’s distinction between ideology and science. Yavuz stated that “even if
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Tanp nar broke away from the official ideology as regards the investigation of our
cultural history [...] hedid not depart from ‘ideology’ understood as conceiving of
the society and the history through pre-sciertific abstractions”. (my translation).
[Kaltdr tarihimizin irdelenmesi konusunda ‘resmi’ ideolojiden kopmus olsa bile [...]
Toplumu ve Tarihi bilim-6ncesi tasar mlar sistemiyle kavramak anlamnda
‘ideoloji’den kopmus degildir.] (Yavuz, 2008, p. 202). Selahattin Hilav, inturn,
accused Yavuz of “presenting Tanp nar as someone longing after the past and having
adopted idealism as philosophical standpoint”. (my translation). [“Tanp nar’ 1ge¢gmis
0zlemi ceken, felsefe a¢ e ndan idealizmi benimsemisbir kimse olarak gostermek™].
(Hilav, 2008b p, 217). The discussions between Hilav and Yavuz, point to the fact
that Tanp nar’s work wasreceived very differently by different intellectuals in

Turkey.

Tanp nar’s Politics

Just like his relations to literary intelligentsia, Tanp nar’s ties to government circles
had changed in time and needs to be investigated closely. Orhan Pamuk has put, in
his ktanbul, Hatiralar ve Sehir (2003), that Tanp nar was a “milliyetci” (Pamuk,
[2003] 2007, p. 234) (“nationalist™) author and explained his view about Tanp nar’s
ties to government circles, in a sentence inserted between parentheses in the Turkish
original and deleted in the English translation (Pamuk, 2006 p, 250). Pamuk explored
Tanp nar’s politics in line with Yahya Kemal Beyatlrs and stated that: “They did not
complain about the necessity of having to be nationalists and keeping silent on acts
of ethnic violence against Christianity and western civilization, such as the ones

occurred in 6-7 September, an obligation that facilitated their relations to government
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circles and made them ambassador or deputy”. (my translation). [“ Beriki yilarda
devletle iliskilerini kolaylast rarak onlarielci ve milletvekili yaptracak bu
zorunluluktan, milliyetci olmaktan, 6-7 Eylul gibi Hristiyanlk ve Batikarskietnik
siddet olaylar 1tkarse nda sessiz durmaktan sikayetci degildiler”] (Pamuk [2003]
2007, p. 234). Pamuk’s discussions about Tanp nar and their translations into English
and Frenchwill be explored more deeply in Chapter 2, but his statement quoted
above, may be criticized at this point for the anachronismin it. Pamuk mekesa
causal link between the silence of Beyatliand Tanp nar about the ethnic violence of
6-7 Septermber 1955 in Istanbul and their intentions to take part in a ministry or in
external affairs. But the governmental functions of Beyatliand Tanp nar had ended
long before 1955. Beyatliretired in 1949 from his position as ambassador in Pakistan
and Tanp nar had been in the parliament only in the 1940s. Nevertheless it istrue
that Tanp nar did not react to these violent acts for years and expressed his anger
against the Democrat Party regime, so late, inan article published after the military
coup 0f 1960 (Tanp nar, [1960] 2002) where he also blamed the violence acts of 6-7
September. Tanp nar’s tardiness in revealing his reaction may be subject to another
discussion but this delay may, by no means, be interpreted as an expression of a
desire for a seat in the assermbly. Orhan Pamuk’s insights about Tanp nar’s authorial
identity will be explored in following chapters, focusing on each author’s special
way of representing the city of I stanbul and onthe role of translation in reshaping
these representations. I n the pages below, | will examine Tanp nar’s relations to
governmernt circles.

Tanp nar gave courses of art history, aesthetics and mythology at the
Academy of Fine Arts between 1933 and 1939, and was appointed to the head of the

newly established Department of New Turkish Literature at Istanbul University in
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1939. He took part in the national assembly in the 1940s as a deputy from
Kahramanmaras. These facts may lead one to think that he had close ties to
government circles. There isalso a letter that he wrote to Cevat Dursunoglu on 19
January 1943, making explicit hisown intentionto be adeputy: “I write to you this
letter to give you happy news, or rather to announce you a decision of mine. Of
course, you have understood, | want to be adeputy. And | want to be it my way. |
mean, by your mediation, by your guidance.” (my translation). [“Size son derece
sevineceiniz bir havadisi, daha iyisi bir karar mibildirmek igin bu mektubu
yaziyorum. Tabii anlad ne, mebus olmak istiyorum. Ve benim tarzmda olmak
istiyorum. Yani sizin elinizle, sizin delaletinizle”] (Tanp nar, 1974, p. 56). Tanp nar,

than explains to Dursunoglu why he wants to join the parliament. He says:

First of all, I’ ve got tired of living in monotony in the last twenty
years. [...] But don't take it for I' m complainant about teaching. [...]
However, itsroutine and repetitive aspectsannoy me. [...] But I’'min
such aprolific mood. | could now perform my best. If | become a
deputy, I’ ll have more time. I’ Il be comfortably off. Because my
working time and my time for literature will be separate. Besides|’ |l
get closer to social live and to society. Politics intrigue me alot.” (my
translation). (Tanp nar, 1974, pp 56-57).

[Evvela bir rutinin iginde yirmi senedir yasamaktan b ktm,
yoruldum. [...] Zannetmeyinki hocalktan sikayet ediyorum. [...]
Fakat rutin ve teknik tarafibenis kwor. [...] Halbukitam velud
durumday m. Ne yapabilirsem simdi yapabilirim. Mebus olursam
daha genis vakit bulacagm. Daha rahat olacagm. Cunki vazife
mesaim, edebi mesaimden ayriolacaktr. Diger taraftan hayatla ve
cemiyetle temasmdaha genisolacak. Politika cok hosuma gidiyor]
(Tanp nar, 1974, pp 56-57).

It’s clear in Tanp nar’s letter, that he was willing to join the national assembly. But
his explanation about why he wanted to be a deputy reveals that his main intention

was to spare histime for literature which surpassed his interest in delving into

political issues or community affairs. It can be said that, by this means, Tanp nar
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wanted to get rid of the workload at the university and have more time for writing.
For financial reasons, he could not just resign from his job. Considering his
consecration in literature and his monetary problems, one can say that he might have
seen deputyship as a solution that could provide him with enough time and monetary
support to follow his literary career. The witnesses of his acquaintances support this
understanding. Tatyana Moran, who knew him from Istanbul University, and who
arranged for him the flat at NarmanliHan, where he worked for years, commented
on his governmental function as follows: “He was elected as deputy from Maras. He
entered the parliament. When | asked him why, he said that he joined the parliament
to recover financially. But, as far as | know, he didn’'t make any speech at the
assembly, he didn’t even say a word”. (my translation). [“Maras milletvekili secildi.
Milletvekili olarak Millet Meclisi’ne girdi. Ne diye bunu yaptynisordugum zaman,
mali durumunu dizeltmek igin Meclis’e girdigini soyledi. Fakat bildigim kadar wyla
Meclis’te kursiiye ¢ k p hi¢c konusmad 1 agznibile agmad i’] (Moran, 2000, p. vi).
Mina Urgan also believed that Tanp nar had financial reasons in his decision. She
explained, in an interview, how she reacted to him saying “don’t you feel ashamed,
you have sold yourself to the party for money” (my translation) [“Utanmiyor musun,
para i¢in kendini partiye sattn”] and he answered “don’t rage!” (my translation)
[“Ofkelenme”] (Urgan, 2000, p. vii). Inaddition to the statements of his
acquaintances, his own writings dating from the days following his experience in the
parliament show that he did not have an affection for active politics and that
literature was always of primary importance for him, as he said: “| understood,
during my deputyship, that | am, and | could only be, a poet” (quoted in Demiralp,
2000, p. 93) (my translation). It appearsthat his relations to government circles and

to politicians were always limited, that he always kept his distance from the knotty
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world of politics. The wordsthat he wrote in hisdiary in the latest days of his life

make this distance clear:

1 June 1961. | slept last night for eight hours, thanks to two sleeping
pills. A new month has come, the month | was born. In nineteen daysl|
will be sixty one. Considering these sixty years from adistance, | see
inmy life, akind of success several times, or at times a conflict and
only pain. And that’s all because | have always been a man of the
generation in which | have grown up, | have always kept my own way
and my faith, | have lived without compromises, even when| was a
member of aparty, led by the man | believed in, | accepted distress,
and bothered only about my aesthetical ideals. (Tanp nar, 2007, p.
299) (my translation).

[1 Haziran 1961. Bu gece iki uyku ilac 1sayesinde sekiz saat uyudum.
Yenibir aya, dogdugum aya giriyorum. On dokuz giin sonra altm bir
yasima girecegim. Bualtmsbir seneye uzaktan bak nca hayatmi
bazen bir tirli muvaffakiyet, bazen bir anlasmazlk ve sadece strap
goriyorum. Bunun baslca sebebi yetistigim nesil icinde yol ve akide
degistirmeden, bir fikkrann mensubu oldugum zamanlar bile inand gm
adamn bu fkra basinda olmas na ragmen, lizumunda ta’vizat
vermeden yasayan, fkaralfyina raziolan ve sadece kendi sanat
idealini géren insan olmusumdur] (Tanp mnar, 2007, p. 299).

It can be seen that, even if Tanp nar had some relations to government circles,
politics had never been more important to him than literature. He gave a primordial
importance to social and political issues concerning civilization change in Turkey but
it appearsthat he preferred expressing his ideas not in the national assembly but
through his writings. Therefore it can be said that creative writing and poetry have
always been more important for Tanp nar than active politics. It' salso clear that he
never tried to flatter the government to obtain a chair in the assembly or in any other

public organization, as suggested by Orhan Pamuk.



Poetic Prose and the Notion of “Mazmun” in Tanp nar

I have emphasized that Tanp nar gave an important place in his work to the
discussion on civilization change that occurred in Turkey, in line with westernization
movements which have been going on since the Tanzimat and | tried to reveal that he
focused onthe inner world of people while dwelling on social changes. | have also
tried to demondtrate that he did not appreciate active politics but wanted to express
his insights through his fictional and non-fictional writings. Nevertheless, one crucial
point is to be emphasized here: Tanp nar did not write only to express his ideas,
stylistic features were also of primordial significance for him. Berna Moran (1998),
who has pointed to the special place of social discussions in Tanp nar’s works, has
also stated that Tanp nar expressed his ideas in astyle akinto his subject matters. In
this section | will investigate some critical writings about the stylistic aspects of
Tanp nar’s works. Through a critical reading of a selection of articles by Fethi Naci
([1973] 2008), Selahettin Hilav ([1973] 2008), Berna Moran (1998) and Orhan
Pamuk ([1995] 2008), | will try to reveal the mostly discussed characteristics of
Tanp nar’s style. By this means, | will set out to find clues for the stylistic analysis of
Tanpnar’s “Istanbul” and of its translations into English and French. For this
account, | will firstly focus on the discussions of Fethi Naci and Berna Moran about
Tanp nar’s style, which they have found “exaggerated”. Then I will tackle with the
notion of “mazmun” / “conceit” emphasized in Selahattin Hilav' sand Orhan
Pamuk’s articles.

Fethi Naci, exploring Ahmet Hamdi Tanp nar’s famous novel Huzur (1949) /
A Mind at Peace (2007), inan article firstly published in 1973, stated that he found

the style in the novel much exaggerated. He argued that Tanp nar’s “concern for
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style” damaged the novel as for the desire for lyrical expressiondid not fit the novel
genre in general (Naci, [1973] 2008, p. 182). Naci concluded his discussion as
follows: “If | till appreciate Huzur, despite the shortcomings in its social basis and
despite Tanp nar’s will to make long sentences as well as his passion for telling big
words, | guessthat’ s for the unforgettable love between M Umtaz and Nuran, told
with a strong poetical sense”. (my translation). [“Sosyal 6zl bak mndan
yetersizliklerine, Tanp nar’ n ssli climle yapmak merak na, biyik laf etmek
tutkusuna ragmen Huzur’ u seviyorsam, bu M imtaz la Nuran’ n biyik bir sanat
guclyle anlatdan o unutulmaz asklar nin etkisinden olsa gerek diyorum”] (Naci,
[1973] 2008, p. 185). It's interesting that Naci, who criticized the novel’s much
poetical tone, declared finally thet he liked the novel for the love story “told witha
strong poetical sense”.

Berna Moran also stressed the same point, while discussing Tanp nar’s style
in Huzur. He stated that some chapters of the novel were written “in a language
which seems to be much labored, full of images and therefore overly loaded and
excessively poetical”. (my translation). [“Uzerinde ¢cok ugrasiimis duygusunu
uyand ran, imgelerle sislii ve bundan 6tiri gereginden fazla yikli, fazla sairane bir
dil”] (Moran, 1998, p. 212). Moran also indicated that Tanp nar “sometimes exhausts
the limits of the concern for style” and that he “sometimes falls victim of hisown
passion for beauties that he himself adores”. (my translation). [“Ol¢ iy kag rd gni,
kendinin de duskiin oldugu guzellikler karss nda kendi cogkusunun kurbani
oldugunu”] (Moran, 1998, p. 213). It can be said that Moran agrees with Naci on that
matter. But it seems that Moran delves more deeply in the work of Tanp nar to find
that “Tanp nar’s exaggerated style was the result ofa conscious decision” and

explains as follows: “I think that, instead of accusing Tanp nar for the excessively
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poetical tone of the chapter about Nuran, it could rather be seen there a reflectionon
the style of the aestheticism, discussed and finally found insufficient by M tmtaz”.
(my translation). [“Nuran bolimunin abartim s sairane anlatmny, oldugu gibi

Tanp nar’a mal etmek yerine, Miimtaz’ n, yetersizligini daha sonra kendisinin de
itiraf edecegi estetizmin, Usluba yans iy is1olarak gérmek daha dogru olur
kansndaym”]. (Moran, 1998, p. 213). Morantries to explicate the main issue of the
novel, focusing onthe struggle of M imtaz, the main character of the novel. He says:
“As far as| understand, Huzur tells the inquietude of M Umtaz, in-between a heavenly
world full of beauties, just like in fairy tales, and the real painful world of oppressed
people, inother words, the struggle of a petit-bourgeois intellectual between personal
satisfaction found in aestheticism and his responsibility towards society”. (my
translation). [“Anlad §im kadar yla Huzur, Mimtaz’ n bir masal diinyas na
benzeyen, guzelliklerle dolu cennet hayatuile, ezilmis insanlarla dolu, ac i1 gercek
dunya aras ndaki huzursuzlugunu, yani bir kiictk burjuva ayd nn estetizmde
buldugu Kisisel mutlulugu ile topluma olan sorumlulugu aras ndaki bocalay snidile
getiriyor”] (Moran, 1998, p. 222). However, Berna Moran states, after having
discussed various aspects of the novel, that the struggle of M imtaz was not
expressed solidly: “I think that the novel is not read today for the struggle of
Miimtaz, but for Tanp nar’s sensitive outlook on life froma highly cultivated,
highbrow perspective. Just as his Bes § ehir, which is not a novel, isread withthe
same pleasure and curiosity”. (my translation). [“Herhalde bugiin Huzur’ u ok utan,
romandaki bu catsma degil, Tanp nar’ n dlinyaya ve yasama belli bir kilkdr
dizeyinden, ince bir zevk ve duyarlkla bak sdr. Nitekim yazarn bir roman

olmayan Bes § ehir baslklikitab 1da aynitirden bir ilgi ve zevkle okutur kendini”]
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(Moran, 1998, p. 223). It seems that Berna Moran finds Tanp nar’s poetical prose
sometimes exaggerated, but attaches importance to his sophisticated perspective.

Considered together, it can be said that Fethi Naci and Berna Moran's articles
both find Tanp nar’s style too poetical on some occasions but they both emphasize
the “aesthetical strength” and the “highly cultivated, highbrow perspective” in
Tanp nar’s works.

Another notion which sticks out in articles examining Tanp nar’s style, is one
having roots in divan poetry: the notion of “mazmun”. Selahattin Hilav and Orhan
Pamuk accentuate this notion while discussing some features of Tanp nar’s poetical
prose.

Selahattin Hilav ([1973] 2008) examined Tanp nar’s works inan article
dating from 1973 with a social and philosophical focus. While considering social
aspects of Tanp nar’s works, Hilav also discussed some stylistic features and
explained his ideas as follows: “Tanp nar, balanced his ‘escape’ caused by his
excessive concern for style (aestheticism) based on the motifs of ‘ reverie’ and
‘dream’, with the *humor’ and ‘criticism’ that he undertook in the philosophical and
again in aesthetical grounds; he organized a conflict and an equivalence between
them”. (my translation). [“Tanp nar, sanat alannda “hayal’ ve ‘riya’ Gzerinde
temellenen asriestetik diskinligu (estetizm) ve bunun dogurdugu ‘kag ¥, hem
fikir hem de yine sanat planinda gergeklestirdigi ‘mizah’ ve ‘elestirme’ ile
dengelemis, bunlar aras nda hem celisme hem de esitlik kurmusbir yazard r”]
(Hilav, [1973] 2008, p. 196).

Hilav then elaborates his statement about Tanp nar’s tendency to “escape

literature” [“kac B edebiyati’], focusing on the frequent repetition of some specific
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words in Tanp nar’s works, which Hilav qualifies as “mazmun”. That’s how Hilav

explains his ideas about “mazmun”:

(The use of mazmun) can be seen in our literature, in the alienation
from the spiritual world, in the summing up of the real world through
some hollow and abstract ideas or images (reveries), where the
abstract ideas stand for the concrete world. The most evident
example of this spiritual alienation is divan poetry. However, we
notice that our contemporary authors and even such an author like
Tanp nar, can not get rid of that killing and sterilizing burden of
history and of social life. (my translation). (Hilav, [1973] 2008, p.
196).

[Bizde, manevi dinyann yabanc lasmas |y i¢i bosalmis ve soyut fikir
ya da imgeler (hayaller) ¢evresinde somut diinyann toplanip
Ozetlenmesi; somut diinyann sinrs e gerekliliginin yerine soyut
merkezlerin gecmesi seklinde gerceklesiyor. Bu manevi

yabanc lasmann en glizel 6rneqi, divan edebiyatd r. Ne var Ki,
tarihin ve sosyal hayatin getirdigi bu 61durtcu ve kurutucu
agrlktan, cagdasedebiyatmizin ve bu arada Tanp nar gibi bir
yazar n bile kurtulamad g n1 gériyoruz] (Hilav, [1973] 2008, p.
196).

Hilav's highly subjective and too restricted explanation of “mazmun” makes clear
that he did not appreciate it anymore. The adjectives that he used (“killing”
[“OldUricu”] and “sterilizing” [“kurutucu’]) reveal his disapproval of it. Before
providing a more efficient definition of the notion and exploring its use indivan
poetry, | would like to illuminate the stylistic feature which could be found in

Tanp nar’s prose, referred to as “mazmun” by Hilav. Therefore let me quote a

passage Where Hilav expressed his approach:

The use of “mazmun’ in Tanp nar’s works reveals to be a kind of
‘freezing’, akind of * stagnancy’, around several images, notions and
words, as also observed in divan poetry and later on in many other
works. Tanp nar has constructed a real world of * mazmun’ through
some words such as ‘altn’ / “gold’ which appears in every two or
three pages in hisworks or through some other words which he uses
again so frequently like ‘ mtcevher’ /‘jewel’, ‘ macera /‘adventure’,
‘saltanat’ / * sovereignty’, “‘billdr’ / “crystal’, “tism’ / “magic’,
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‘meyva /‘fruit’ or ‘riya /‘dream’. (Huzur, pages 74, 101, 104, 106,
164, 166, 168, 169). The words suchas‘ masal’ / ‘fairy tale’, ‘iklim’ /
‘season’, ‘bahce’ /*garden’, ‘hilya / ‘reverie’, ‘zaman' /‘time’,
‘glimis’ / *silver’ and “sedef’ / “nacre’ should also be added to this
list. (my translation). (Hilav, [1973] 2008, p. 196).

[Tanp nar'daki "mazmunlasmaya gelince, buolaymn, tpkidivan
edebiyat nda gorildigi ve daha sonra da stregeldigi gibi, belli bir

tak m imge, kavram ve kelimeler ¢evresinde bir ¢esit ‘donup kalma’
oldugunu goriyoruz. Tanp nar bltin yazdar nda hemen iki ¢ sayfada

bir gecen "altn”, yine s k sk kulland j1"miicevher”, "macera”,
"saltanat”, "billar", "tism", "meyva" ve "rlya" kelimeleri gevresinde
tam bir mazmun dinyas 1kurmustur. (Huzur.s. 4, 101, 104, 106, 164,
166, 168, 169). Bunlara "masal”, "iklim", "bahce", "hulya", "zaman",
"gimis", "sedef" ve benzerlerini de eklemek gerekir.] (Hilav, [1973]
2008, p. 196).

Hilav has also stated that the use of “mazmun” was “the weakest aspect of Tanp nar
asan author” (my translation). [“sanatc¢ 1olarak Tanp nar’ n en zayif yani’]. (Hilav,
[1973] 2008, p. 197). That’s of course Hilav's own opinion. It can be understood
from hiswords that he disliked the repetition of some words which hereferred to as
“mazmun” and discredited as the cause of some sort of “stagnancy”.

Selahattin Hilav' s detection of several words frequently used in Huzur
deserves consideration. These lexical itemswould hold the attention of any attertive
reader, not only in Huzur, but also in many other texts by Tanp nar, just like in his
“I'stanbul”, which will be explored in the following chapters. Nevertheless, to
question if these specific words form a “mazmun”, 1 would like to illuminate the
notion and its use in divan poetry.

As explained by Omer Faruk Akiin (1994), the topics of divan poetry and the
sourcesto be inspired were determined centuries ago by tradition and the aesthetical
principles through which these subjects could be treated were also set definitely.

Poets had to use some readymade elements such as some specific topics or feelings
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which were established as inflexible motifs of divan poetry. In such a constructed
systemof motifs, each element had special relations to others and each motif
consisted of a group of interrelated elements. When an element was used, others
followed it intrinsically. These interrelated elements formed altogether the
“mazmun” and the term was used to explain the definite and inflexible ties between
interrelated elements of a motif (Aktn, 1994, p. 422).

Akln also explicated the mechanism of “mazmun”. He stated that the words
that forma “mazmun”, ina given context, refer to some hidden meanings, besides
the one understood at first glance. They point to some being or to some situation
which is not mentioned overtly. The hidden meaning can be understood through just
one or more interrelated elements which form the “mazmun”. The aim isto point to
some object or to some situation indirectly, covertly, without telling its name (Aktn,
1994, p. 422).

But “mazmun” did not consist only of stereotyped clichés since it was
expected to be “original” at the same time, as it was underlined by bkender Pala
(Pala, 2007, p. 407) who said that the reader of a peom considered the hints found in
the words used and had the emotion and joy of discovering for the first time, in the
poem, something which she/he already knew, paying attentionto the colors, forms,
functions or qualities of that hidden thing. According to Pala, the reader joins, by this
means, the poet’ s game giving way to a surprise (Pala, 2007, p. 407) [“Okuyucu,
siirde dogrudan sdylenen tzerinde belli ipuclar nidegerlendirerek renk, sekil,
fonksiyon veya nitelik a¢ s ndan aslinda kendisinin de gayet iyi bilip gozlemledigi
bir seyi, anlamn derinligi icinde bulmann heyecannitadar ve boylece sairin sipriz
oyununa katdmm, duygular niorjinal siir ile birlestirmigolur.”]. In fact, it is true that

poets of Ottoman tradition had to face a strange challenge, as it was also reminded by

71



Saliha Paker who draw attention to the “the tradition's critical straightjacket that
forced poets to an almost impossible position as they tried to express both what had
and had not already been said” (Paker, 2010b). As underlined again by Saliha Paker
(2010b) and Kemal Kahramanoglu (2006), the words of Fuzuli, “considered one of
the greatest of classical Ottoman Turkish poets of the sixteenth century” (Paker,
2010b) from his preface to his Persian Divan, explain well the strange situation of the
poet. Explaining how he tried hard to come up with a “mazmun” that is considered
satisfactory, Fuzuli says: "It is not acceptable to write something that has been
expressed before, because it has already been expressed; nor is it acceptable to write
something that has not been said before, because it hasn't already been expressed”
(Saliha Paker’s translation) (Paker, 2010Db).

It can be seenthat the use and the function of “mazmun” seemto take part in
abroad conception of poetry and could not simply be qualified as “stagnancy”, just
like Selahattin Hilav did. But it appears that Hilav was not the only oneto
oversimplify the content of the notion. Omer Faruk Akiin noted in his article that the
term was used by some authors and men of literature to mean “clichés, stereotypical
dreams or metaphorical expressions”. (my translation). [“klise s6z, basmakalp hayal
veya mecazli1s6z”]. (Akln, 1994, p. 422). Hilav may also have used the termin this
sense but this is, of course, his personal statement.

Orhan Pamuk’ s approach to this discussion is quite different. Inan article
(Pamuk 2008) where he investigated Tanp mnar’s style, focusing again on Huzur, he
also stressed the frequent use of some specific words and qualified them as
“mazmun”. That’s how Pamuk explained the stylistic features of Tanp nar’s works,

after quoting a passage from Tanp nar:

72



I’ve read to you a characteristic page by Tanp nar. A page where he
[...] has created a special atmosphere by slightly and skillfully
interchanging love with arts, like he did in many other scenes of love.
Sentences which are more or less complicated, Tanp nar’s sentence
structures which have become stereotyped and the special words of
Tanpmnar which have turned into mazmun. These sentences don't
really follow a logical construction nor do they directly point to a
rational meaning but they influence us throughthe interaction
between some specific words and elements compiled especially —like
the color spots in a painting. [...] In Tanp nar’s sentences, the
importarnt is the collection of the elements, of the words, of
Tanpmar’s mazmuns, it's their lining up which is importart, or their
compilation as it would be in Ottoman painting. (emphasis mine). (my
translation). (Pamuk, 2008, p. 440).

[Tipik bir Ahmet Hamdi Tanp nar sayfas 1okudum size. ktanbul
kiiltiriinii merkez alan, Anadolu’ya ktanbul’dan bakan, ok renkli
Turk-Osmanlikulttrini ve musikisini tad ni¢ kara ¢ Kara tanmis
Ahmet Hamdi Tanp nar’ n pek cok ask sahnesinde yaptijigibi, agklar
ile sanat1hafifce, ustaca yer degistirerek, belirli bir atmosfer yarattgi
bir sayfay1okudum. Clmlelerin ¢ok fazla olmasa da karmasklgi
artk hafif hafif kalplasmss hale gelen Ahmet Hamdi Tanp nar ciimle
konstriksiyonlar y kuruluslar 1ive mazmunlasmis olan Ahmet Hamdi
Tanp nar kelimeleri. Bunlar bir mantja boyun egen, ak ic 1bir anlama
dogrudan isaret eden cumleler olmaktan ¢ok, kendilerini olusturan
baz16zel kelimelerin ve yap k£ klarin kendiaralar nda —tpk ibir
resimde renk lekelerinin olacagi gibi- olusturdugu istif iliskileri
yuziinden bizi etkiler. Tanp nar’ n ciimlelerine hakimiyeti burada
kuvvetlidegildir; fakat cimleleri olusturan unsurlar n, kelimelerin,
Tanp nar mazmunlarnn yan yana gelisi ve bunlarnsralansi
Osmanliresminde olacagigibi—istifi onemli.] (Pamuk, 2008, p. 440).

It can be seen in this passage, where Pamuk has expressed his ideas about Tanp nar’s
way of telling his narratives, that Pamuk has noticed the frequent use of some
specific words, which he moreover identified with Tanp nar, referring to them clearly
as “special words of Tanp nar” [“Ahmet Hamdi Tanp nar kelimeleri”]. At the same
time, Pamuk qualified them as “mazmun”, just like Selahattin Hilav does.
Nevertheless, Pamuk did not see, inthe repetition of these words, akind of

“stagnancy” or an intentionto “escape”. He focused on their interactions and on their
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organization. He compared their function in Tanp nar’s writing to the function of
color spots in Ottoman painting.

In this section, | explored some critical writings about stylistic features of
Tanp nar’s works and | have stated that Fethi Naci and Berna Moran have sometimes
found Tanp nar’s style much “exaggerated” and “excessively poetical” (Naci [1973]
2008; Moran 1998). But | have also shown that they have emphasized Tanp nar’s
“highly cultivated, highbrow perspective” and the “aesthetical strength” in hisworks.
Besides, | have stated that Selahattin Hilav and Orhan Pamuk have stressed the
abundant use of some specific words which they qualified as “mazmun”. However,
comparing Hilav' s understanding of the notion to its function in divan poetry, | tried
to show that Hilav misinterpreted the termand used it to mean “clichés, stereotypical
dreams or metaphorical expressions” [“klise s6z, basmakalp hayal veya mecazli
S0z (Akdin, 1994, p. 422). Pamuk’s stress on the repetitive words in Tanp nar
opened a new perspective which consisted of the comparison of Tanp nar’s writings
to Ottoman paintings. Inthe light of the discussions provided in this sectionand in
the earlier ones, | will set out to analyze, inthe following sections, the thematic and
stylistic features of Tanp nar’s “Istanbul” and of its translations into English and

French.

A Textual Analysis of Ahmet Hamdi Tanp nar’s “ ktanbul”

in Turkishand in English and French Translations

In the following pages | attempt to explore and analyze the first section of Ahmet
Hamdi Tanp nar’s “Istanbul” and its translations into English (by Ruth Christie,

forthcoming) and into French (by Paul Dumont, 1995). Inthis first section which
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consists nearly of 1322 words, Tanp nar presents his conception of Istanbul and
explores the various feelings that the city awakened in different people and in
different generations. Unlike the sections where Tanp nar focuses on specific aspects
of the city, such as its economic conditions, its music and distraction traditions, its
architecture and especially the mosques, its saints, cemeteries, tombs, trees, fires,
coffee houses and the Bosporus, the first section provides a general overview of the
city from Tanp nar’s perspective. As it appears unfeasible to undertake a detailed
analysis of the whole narrative, | decided to select a special sectionand analyze it
entirely. To undertake adetailed analysis, | divided the text into textual segments and
discussed in each segment the traits which | found significant. The textual segments
consisted sometimes only of unique sentences and sometimes of longer passages. In
the analysis, | mainly adopted the position of the reader and explored the whole text
starting from the beginning and moving through the end. But | also strolled around
the text to provide more examples on the discussed subject.

During the analysis, | read Tanp nar’s selected narrative as a “translation” of
the text inscribed in the city and tried to illuminate the decisions of Tanp nar as a
“translator” of the city who chose aspects of it to emphasize in the text that he
produced. Simultaneously | examined the interlingual translations into English and
French and tried to illustrate the role of interlingual translations in the reconstruction
of the narrative of the city in foreign languages. Inthis process, | tried to illuminate
the interpretation processes of interlingual translators as the readers of Tanp nar’s
text.

| compared source and target texts to find out how the representation of the
city of Istanbul was re-created in the target texts through the choices made by

interlingual translators, and | questioned why translators might have translated the
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way they did and not another. Inthe analysis, | acted asa “real” reader of the source
and target texts and focused on “alternative sets of means of expression” (Malkjaer,
2004, p. 18) used in English and French translations and discussed their “effects on
the reading mind” (Malkjaer, 2004, p. 18), which is mine, in the present
investigation. For this purpose, | explored textual features such as the choice of
lexical items, their repetitions, use of adjectives, sentence structures, omissions,

inserts and explanations.

Metonymics of Translating Istanbul: Tanp nar’s Translation of the City

In the present thesis, | assume that cities can be analyzed as a “discourse” (Barthes,
1985) and read as a “cultural text” (Wirth-Nesher, 1996, p. 9) and argue that it may
be possible to explore the narratives of cities as “translations” of the text inscribed in
the real cities. Such a conception helps to explain why a given city may appear very
differently inthe writings of different authors, insofar as narratives of cities, just like
translations, are “metonymic” (Tymoczko, 1999, p. 42) and “partial” (Tymoczko,
2000, p. 24). Maria Tymoczko explains as follows:
Meaning in atext is overdetermined, and the information inand the
meaning of a source text istherefore always more extensive than a
translation can convey. [...] As aresult translators must make choices,
selecting aspects or parts of atext to transpose and emphasize. Such
choices in turn serve to create representations of their source texts,
representations that are also partial. (Tymoczko, 2000, p. 24).
Considering Tymoczko's insights about the partiality of translation and the
translator’ srole in selecting aspects to translate, it can be argued that authors writing

about Istanbul, or translating | stanbul, select parts of it, since it could not be reflected

entirely. Aseach author selects different parts of the city, from its geography or from
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its cultural history, to reflect in her/hisworks, and tells these characteristics with
her/his own style, each author creates a different “translation” of the city.

These “intersemiotic translations” (Jakobson, [1958] 2000, p. 114) are
translated in a second step, into foreign languages and undergo a second process of
selection and re-creation. They become the “source texts” of these interlingual
translations. No meatter how long the path, translations reach target readers and as
explained by Tymoczko “[f]or the receiving audience the translation metonymically
constructs a source text, a literary tradition, a culture and a people, by picking parts,
aspects, and attributes that will stand for wholes. Such metonyms of translation play
apart in establishing a symbolic order within which a people is construed or even
construes itself” (Tymoczko, 1999, p. 57). The case of the narratives of cities is
similar in that they represent selected parts of the “real” city but in the final product,
the selected parts stand for the whole city and establishes a symbolic order within
which a city and its people is construed.

In the present analysis, based on the conception of “translation” explained
above, | explore the selected section from Ahmet Hamdi Tanp nar’s “Istanbul” as a
“translation” of the city-text and examine his choices and his “attitude” (Hermans,
2007, p. 76) as a translator of the city. The analysis of Tanp nar’s “translation of the
city” isaccompanied with an analysis of its “interlingual translations” into English
and French, where | investigate the choices of interlingual translators, Ruth Christie
for the English version and Paul Dumont for the French. At this stage, Tanp nar’s
translation of the city becomes the “source text” of interlingual translations. | also
would like to emphasize that my focus isonthe role of the translators (both
intersemiotic and interlingual translators) as agents. I n exploring the texts that they

have produced, and considering in the meanwhile their writings and speeches which
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contextualize their works, | try to understand the factors which could have
determined the interpretation and decision processes of translators, such as the
“cognitive state” (Boase-Beier, 2003, p. 253) of agents and their “attitude”
(Hermans, 2007, 76). A more detailed discussion on these notions based on the data

collected from textual analysis is provided in the following sections of the thesis.

A city of Dreams and Poetry (Analysis of Segment 1)

Ahmet Hamdi Tanp nar’s “translation” of Istanbul presents a city of dreams and
reveries described in a poetic discourse. It appears that Tanp nar mainly focuses in
his “translation” on the inner worlds of city dwellers, on their feelings and on the
aspects of the city that evoke the imagination. He makes frequent use of metaphors
and utilizes a special vocabulary to create an atmosphere of dream. The whole
section chosen for analysis is dominated by this dreamy atmosphere which is felt so
early in the first pages of the narrative.

The selected text starts with a little story which condenses in itself the main
themes and the atmosphere of the whole section with its stylistic and thematic
features. Therefore the story can be analyzed as a whole. This introduction consists
ofa memoir of the author as a child, where Tanp nar tells the story ofan old woman
he met in an Arabian city and who had a strange habit of whispering the names of the
spring waters of | stanbul anytime she fell ill. It is understood later that the old
woman restores her health by reciting these names. Tanp nar describes the behavior
of the old woman and the atmosphere of the patient’s room ina manner which
deserves closer attention. But before exploring the details, | would like to quote it as

awhole in its Turkish and English versions:
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Segment 1.
Cocuklugumda, bir Arabistan sehrinde ihtiyar bir kad n tanmistk. S k
sk hastalanr, humma baslar baglamaz ktanbul sularnisayklard

- Crer, Karakulak, Sifa suyu, Hinkar suyu, Tasdelen,
Srmakes...

Adeta bir kursun peltesi gibiagrlasan dilinin alt nda ve gergin,
kuru dudaklar nin aras nda bu kelimeler ezildikce fersiz gozleri
canlanr, bitin ytzine bizim duymad gime bir seyler dinliyormus
gibi bir dikkat gelir, yanaklar nin ¢ukuru sankibu dikkatle dolard 1 Bir
gun damad 1habama:

Buonun ilacy tismigibibir sey... Onlarisayklaynca
iyilesiyor, demisti.

Kac defa komsuluk ziyaretlerimizde, désegin yanibasnda,
onunsrfbubiydli adlarisaymak icin, bir mahzenin taskapagni
kald rr gibi giclikle en dalgn uykulardan swyrid g n 1 gérmistim.
Scaktan ve sam yelinden korunmak igin pencereleri koyu yesil
dallarla iyiden iyiye ortilmus odann, berrak su ile doldurulmus havuz
gibi losluguna bu isimler teker teker diistikce ben kendimi bir biyide
kaybolmus sanrd m. Bu miicevher pardtdiadlar benim ¢ocukluk
muhayyilemde bin ¢esit hayal uyand rrdi

Dort yanmisu sesleriyle, glimusg tas ve billur kadeh
skrtilarwyla, givercin uguslar yla dolu sanrd m. Bazen hayalim daha
musahhas olur, bu say klamann tenime gecirdigi Urperisler aras nda,
tand im ktanbul sebillerini, siyah, slak tulumlar ndan yaglibir
serinlik vehmi s zan sakalar, Ustindeki salk m agac 1ytzinden her
bahar bir taze gelin edasikazanan mahallemizin kigik ve fakir stslu
cesmesini gorir gibi olurdum. Bazen de yalne bir defa gittigimiz
Bentler’in yesillik tufan1gdziimin énunde canlanr, 0 zaman biraz da
kendi kendime yapti§im gayretle, bu los ve yesil ayd nl klioda
gbzluimde, icinde hastann, benim, etrafmdakilerinacayip balklar gibi
ylizdugumuz gercekten bir havuz haline gelirdi.

Bu kad nsonra ne oldu, bilmiyorum. Fakat icimde bir taraf,
6liminden sonra bir p nar perisi olduguna hala inanwor.

Her subasnibir hasret masaliyapan bu meraka senelerden
sonra ancak bir mana verebildim (Tanp nar, [1946] 2006, pp 117-
118).

Ruth Chrigti€’ s translation into English:

When | was a child we made the acquaintance of an old woman in an
Arabian city. She often fell ill and whenthe fever began she would
recite the names of Istanbul’s springs:
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‘Crcr, Karakulak, Sifa, Hunkéar, Tagdelen, Srmakes. . .’

As these names squeezed through her taut, dry lips and under
her tongue heavy as nolten lead, her lustreless eyes cameto life, her
whole face grew attertive as though she was listening to things
inaudibleto us, and her hollow cheeks filled out with concentration.
One day her sor+in-law said to my father:

‘It' s like magic, it's her medecine as she tells over the names
she begins to recover.’

Often by her bedside during our visits | have seen her free
herself from the deepest sleep like someone raising the stone lid from
acellar, just to recite the magic names. The windows of her room
were obscured by dark green branchesto protect it from heat and the
sirocco, and asthe names fell one by one into the dim depths of a well
filled with crystal-clear water, | was spellbound. These sparkling
gemlike names revived athousand images in my childhood
imagination.

All around me the air seemed full of the sound of water, the
chink of silver bowls and crystal wine-glasses, the flutter of pigeons
wings. Sometimes my dream became more concrete. Asthe repetition
of names raised goose-pimpleson my skinl seemed to see the familiar
Istanbul fountains, the water-carriers leaking imaginary coolness from
their damp, black, greasy goatskins, and the little fountain of our
neighbourhood, with its simple decorations, that under the drooping
acaciatree assumed the look of a young bride every spring. And
sometimes the flood of greenery round the reservoirs which we had
visited only once, came to life before my very eyes and for a while |
imagined this dim and green-lit room as a swimming-pool where we
all swam like strange fish, the sick woman, myself and those around
uS.

What happened to the woman eventually, | don’t know. But a
bit of me still believes that after her death she became a water-sprite.

It was only years later that | was able to interpret the
melancholy that made every spring of water a source of yearning.
(Ruth Christi€' s forthcoming translation).

The first paragraphs give an idea of the thematic and stylistic features of the whole
section. It can be said that in his translation of the city Tanp mar mainly focuses on
the inner worlds of people, ontheir psychological reactions to changes in their
surroundings. He is likely to delve into the dreams and reveries of people and of

himself as well. The extract can be read as awitness of the greatness of achild's
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imagination which could change the dark atmosphere of the room of a moribund into
an illuminated pool where “the air seemed full of the sound of water, the chink of
silver bowls and crystal wine-glasses, the flutter of pigeons’ wings” (Ruth Christie’s
forthcoming translation). [“Dort yanmisu sesleriyle, gimistas ve billur kadeh
skrtiarwyla, glvercin uguslar yla dolu sanrd m”]. (Tanp nar [1946] 2006, pp 118).
In the previous section®, | explored a selection of Tanp nar’s articles where he
discussed the issue of “civilization change”. | found that while discussing the social
modifications that occurred in line with the “westernization” movements, Tanp nar
gave the most importance to the inner worlds of people and to the psychological
crisis caused by the intensive changes. His “translation” of Istanbul presents again a
sensitive look to the inner worlds of Istanbul’s people and takes up the theme of
dreams and reveries. In the first section of his “Istanbul”, Tanpnar largely explores
the ways that the city awakens the imagination of its dwellers, the feelings thet
different parts of the city arises in its inhabitants. The frequent reiteration of several
words also points to the importance of feelings and imagination. In fact the
expression “insann i¢i” which refers to one’s inner world is repeated seven times in
the analyzed section. I n the dreamy atmosphere of the section, the notion of
“muhayyile” / “imagination” is emphasized. The word “muhayyile” is used five
times and similar words such as “hayal” and *hilya”, which could be translated both
as“dream” or “reverie” depending on the context, are also repeated significantly.
“Hayal” is used seventimesand “hilya” is also present in two sentences. The
frequency of these lexical itemsrelated to the imagination seemsto be in line with
the general theme of the chapter that consists of the city’s power to arouse dreans

and ingpire moods.

® Section titled “Contextualising Ahmet Hamdi Tanp nar’s “Istanbul” (1945) narrative”
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Tanpnar’s “translation” of Istanbul is marked by a specific emotive state
expressed through several related lexical items such as “hasret”, “6zlemek” or
“daiss la”, which were translated into English by Ruth Christie as “yearning”,
“longing” or “nostalgia”’ interchangeably. Actually the word “hasret” was used by
Tanp nar four times in the analyzed section, and “6zlemek” or “6zleyis” appear three
times. Moreover the word “dauss #a” which is used in Turkish to mean a longing for
home or homeland is used again three times. It can be said that through the repetition
of these lexical items Tanp nar presents the city of Istanbul as a space of longings. In
fact, Tanp nar puts it clearly that people from his generation imagined the city with
that very longing or nostalgia. He said: “To tell the truth Istanbul’ sreal face isborn
fromour very nostalgia”. (Ruth Christie’s forthcoming translation). [“ktanbul’un
buglin bizde yagsayan asil ¢ehresini bu dauss a verir, diyebiliriz”] (Tanp nar, [1946]
2006, p. 119).

The themes of “longing” and “dreams” are also dominarnt in the story of the
old woman as she misses | stanbul and recites the names of its spring waters to regain
her health. On the other hand, the dreams of the author as a child witness the power
of imagination which could render adark atmosphere into an illuminated one.

The stylistic features of Tanp nar’s “Istanbul” are also worth attention.
“Istanbul” is written ina very poetic discourse loaded with metaphorical expressions
and using a special vocabulary. Through this poetic discourse it appears that
Tanp nar presents the city as a poetic world, an idea which he overtly expresses near
the end of the chapter when he says “Everyone of its inhabitants is more or lessa
poet”, (Ruth Christie’s forthcoming translation) [“Her Btanbullu az cok sairdir”]
(Tanp nar [1946] 2006, p. 121) or “A pity that the realm of poetry no longer rules our

livesas inthe past” (Ruth Christie’'s forthcoming translation) [“Yazk Kibu siir
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dinyasiartk hayatmeda eskisi gibi hakim degildir”] (Tanp nar [1946] 2006, p.
122).

Inexploring the introductory story that opened the analyzed text, | found that
Tanp nar created a poetic discourse for “translating” the city. Now let me explore
more closely the stylistic features of the passage. The following sentences may

provide a basis to analyze Tanp nar’s poetic telling:

Detail from Segment 1.:

Kac defa komsuluk ziyaretlerimizde, dosegin yantbasnda, onun srf
bu biyull adlar 1saymak icin, bir mahzenin tas kapagnikald rr gibi
glclikle en dalgin uykulardan s yrid gn 1 gérmastim. S caktan ve
sam yelinden korunmak icin pencereleri koyu yesil dallarla iyiden
iyiye ortulmisodanm, berrak su ile doldurulmus havuz gibi losluguna
bu isimler teker teker dustikce ben kendimi bir biylde kaybolmus
sanrd m. Bu mucevher par iti1adlar benim ¢ocukluk muhayyilemde
bin gesit hayal uyand rrd 1 (Tanp nar [1946] 2006, p. 117)

Often by her bedside during our visits | have seen her free herself
from the deepest sleep like someone raising the store lid from a cellar,
just to recite the magic names. The windows of her room were
obscured by dark green branchesto protect it from heat and the
sirocco, and asthe names fell one by one into the dim depths of a well
filled with crystal-clear water, | was spellbound. These sparkling
gemlike names revived athousand images in my childhood
imagination.” (Ruth Christie's forthcoming translation).

Au cours de nos visites, combien de fois ne I'avais-je vue, alorsqueje
me trouvait a son chevet, se dégager des sommeils les plus confus,
avec autant d’ efforts que pour soulever ladalle de pierre de quelque
caverne, rien que pour énumérer ces noms magiques. Des branchages
d’un vert foncé obstruaient entierement les fenétres de la chambre afin
de la protéger contre lachaleur et le simoun, créant des reflets
sombres qui semblaient surgir des profondeurs d’ un bassin empli
d’eau claire. Au fur et a mesure que les noms de source tombaient
dans cette pénonmbre, je me sentais comme ensorcelé et leurs
consonances scintillantes éveillaient dans mon imagination d’ enfant
mille sortes de réves. (Tanp nar, 1995, 29). (Trans. Paul Dumont).

83



The sentences quoted above reflect the general characteristics of Tanp nar’s poetic
prose. As explained in the previous section®, Selahatin Hilav ([1973] 2008) and
Orhan Pamuk (2008) emphasized the fact that Tanp nar made frequent use of some
specific wordssuch as “altn’ / “gold’, *micevher’ / ‘jewel’, “macera’ / ‘adventure’,
‘saltanat’ / “sovereignty’, ‘billar’ / “crystal’, ‘tdsim’ / “magic’, ‘meyva’ / ‘fruit’,
‘riya /‘dream’, ‘masal’ / ‘fairy tale’, ‘iklim’ /*season’, ‘bahce’ / * garden’, ‘ hilya’ /
‘reverie’, ‘zaman’ / ‘time’, ‘gimus’ / ‘silver’ or ‘sedef’ / “nacre’ (Hilav, [1973] 2008,
p. 196). Hilav and Pamuk have qualified these frequently used words as “ mazmun”
(“conceit”). It appears that these words are used again abundantly in Tanp nar’s
“translation” of Istanbul. In the analysis of the first section of Tanp nar’s “I stanbul”,
| observed that they were very apparent once again. Similar lexical items can be
found in the sentences quoted above such as “blyd”, “uyku”, “berrak” “micevher”,
“hayal”. Considering the section as whole, it can be observed that several words
noted by Hilav such as “altn”, “mucevher”, “billur”, “tds m” and “iklim” were used
one time each, several others such as “masal”, “hulya” and “glmus” were utilized
two times and the word “zaman” was presert in four sentences. Besides, several
lexical items which were not cited by Hilav, but which seem to take part of the
atmosphere created by the previous ones such as “sihir”, “par #ti’, “ayna”, “blyd”,
“efsane” and “gul” were used two times each. It appears that Tanp nar’s preferred
vocabulary, his special words noticed by critics in his fictional writing are also very
apparert in his “translation” of the city. Therefore it can be said that a stylistic aspect

which could be found in the author’ s fictional writing was also determinative of his

“translation” of the city.

® Section titled “Poetic prose and the notion of “mazmun” in Tanp nar”
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But the question whether to qualify these words as part of a “mazmun” ill
remains to be discussed. As it was explained in the Encyclopedia of Idam by Omer
Faruk Akiin (1994), “mazmun” had a structure which consisted of the conjunction of
several interrelated elements and when an element was used, others followed it
intrinsically. These interrelated elements, combined to form the “mazmun” and the
term was used to explain the definite and inflexible ties between interrelated
elements of a motif (AkUn, 1994, p. 422). While explaining the mechanism of
“mazmun”, AkUn also stated that the words that formed a “mazmun”, in a given
context, referred to some hidden meanings, besides the one understood at first
glance. The hidden meaning could be understood through just one or more
interrelated elements that formed the “mazmun”. The aim wasto point to some
object or to some situation indirectly, covertly, without telling its name but it appears
that the words that Tanp nar uses frequently do not refer to a hidden meaning.
Selahattin Hilav who qualified themas “mazmun” did not also mention such a
hidden meaning. These words contribute actually to the creation of a dreamy
atmosphere or of an atmosphere of fairy tales while also producing a poetic prose.
Therefore I do not prefer to designate themas “mazmun”. | think that Tanp nar made
use of them to create the atmosphere of his narrative and a poetic tone. Their
compositionand their layout in the tissue of the text [or to use Orhan Pamuk’s
expression, their “stack”, “istif” (Pamuk, 2008, p. 440)] seem to be more important
than any hidden meaning to which they may be referring to.

Asregards their use inthe sentences quoted above and considering their
possible effects on the reading mind (which is mine, in the present analysis), it can be
said that the words “by0d”, “mahzen”, “uyku”, “pariti’ and “hayal” evoke the

atmosphere of dreams or of fairy tales. On the other hand, the words “berrak”, “su”
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and “havuz” carry the dreams into an aquatic milieu. Their use in similes such as “bir
mahzenin tagkapagnikald rr gibi” or “berrak su ile doldurulmus havuz gibi”
strengthens the poetic discourse. The metaphor in “micevher par itdradlar” is also
worth attention. Through this metaphoric expression Tanp nar makes a similarity
between precious gems and the names of the spring waters of I stanbul. In fact it
appears that not only the real elements of the city but even their names are of a
special value for Tanp nar and for the old woman in his narrative. Not only the real
fountains of the city are sources of health, but also their names. It can be said that the
city is presented, in Tanp nar’s “translation” of the city, as effecting people, their
mood and moreover their physical conditions evenwhen they are far away fromthe
city. Dreaming of some special parts of the city or pronouncing their names have a
power on people who lived in the city.

The special words and expressions of Tanp nar were translated into English
with similar ones such as “magic names”, “crystal-clear water”, “sparkling gemlike
names”, “deepest sleep” or “spellbound”, which created in the English “interlingual
translation” aresembling atmosphere of dreams and poetry. They were translated
into French again with words or expressions close in meaning such as “noms
magiques”, “eau claire”, “sommeils confondus” or “réves” creating a similar
atmosphere. But the expression “mucevher paritiiadlar” has been translated a little
bit differently and the interpretation process of the translator may be noticed when
the Turkish and French versions are compared to each other. Inthe Turkish source
text, Tanp nar made a connection between the names of the spring waters and
precious gems, stating that the names scintillated just like gems. Inthe French

version Paul Dumont has put that the names of the spring waters evoked the child’'s

imagination by their “consonances scintillantes”, which could be rendered as
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“seintillating consonances”. The idea of consonance which was not present in the
Turkish source text appears to be added by the translator. The translator may have
questioned himself about how the names of fountains would scintillate like gems and
answered that this could be possible by their consonances. Actually the metaphor in
the source text could be interpreted differently by each reader of the Turkish source
text, but the French version, which appears to be marked by the interpretation of the
translator seems to be more closed and determined. As for the metaphor inthe
Turkish source text, my own interpretation is different than Paul Dumont’s. | think
that the names recited by the old woman as aremedy were not compared to gems by
Tanp nar for their consonances. They were appraised for their power to evoke
imagination and inthe case of the old woman, for their power to regenerate the will
to live and, by this means, to increase the physical strength. Tanp nar explains in the
following pages that the name of the city had also an importance for the people of his
generation and that this name scintillated itself and brought light with it (Tanp nar
[1946] 2006, p. 119). Therefore I think that Tanp nar placed a special value to the
proper names related to the city, not for their consonances but only because they
recalled the city itself.

The length of Tanp nar’s sentences quoted above is also worth discussing. As
they are long, they may slow down the reading, but they do not seem to complicate
the understanding. It can be said that the text sets, throughout this first story, a
rhythm for itsreading. It seemsto invite the reader to a slow reading and to pay
atention to the details. Meanwhile, the sentences are structured in such a way to be
read easily since the ties between the parts of speech are clear and do not maeke the

reader stop and turn back to better understand what was told.
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Asregards the translation into English, it can be said that Ruth Christie tried
to construct sentences long enough to matchTanp nar’s. Nevertheless, it appears that
she transformed the second sentence, which had a complex structure in the Turkish
source text, into acompound sentence consisting of two simple sentences combined
by the conjunction “and”. Christie’ s choice seemsto have rendered the structure of
the sentence simpler than in the Turkish source text but the simpler structure does not
seemto render its reading easier, since there is no logical connection between the
two parts of the sentence. In fact, in the first part of the compound sentence, it is said
that the windows of the old woman's room were covered by dark green branches and
in the second part of the sentence, the windows are left aside and there appears a
“well filled with crystal-clear water”. As there can be found no clear relation
between the two parts of the sentence, the reader may try to create a connection
herself/himself and the reading may be disturbed by the additional effort demanded.
In fact, it was not the case in the Turkish source text, which made the relations
between the parts of the sentence clear enough. The Turkish source text of the
sentence conveys an overt simile, where the old woman’ sroom is compared, for its
shadowy tones, to a pool filled with clear water.

Asregard the sentence structures, it appears that Paul Dumont also tried to
construct long sentences just like Tanp nar and Christie. Besides, the second sentence
isdivided in two and its second part is merged withthe third one. The simile, which
was indistinct in the English version, is more apparent in the French version where
the verb “sembler” [“to resemble”] is used to indicate the similarity. The logical
connections between the parts of the sentences as well as the connections between

sentences are clear in the French version and do not make the reading difficult.
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The analysis of the first textual segment showed that Tanp mar’s “translation”
of Istanbul presented a city of dreams and reveries as opposed to Orhan Pamuk’s
“translation” of the city asaruined space in black-and white, which is explored in
Chapter 4. It can be seen in the first segment of Tanp nar’s “translation” of Istanbul
that he mainly focused on the inner worlds of city dwellers, on their psychological
reactions to changes in their surroundings. Tanp nar contemplated the dreams and
reveries of people as well as himself. His “translation” of Istanbul was marked by the
feeling of “hasret” [“longing”]. The stylistic features of Tanp nar’s translation of
“Istanbul”” were also discussed and | found that Tanp nar used a special vocabulary
and a very poetic discourse loaded with metaphorical expressions. | noticed that,
through this poetic discourse, Tanp nar presented the city as a poetic world. Onthe
other hand, I showed that Tanp nar’s preferred vocabulary, his special words noticed
by critics in his fictional writing were also very apparent in his “translation” of the
city and argued that a stylistic aspect which could be found in the author’s fictional
writing were also determinative of his “translation” of the city. The analysis of the
interlingual translations showed that interlingual translators also created a poetic
atmosphere in their translations but they had different solutions. Actually as it was
underlined by Theo Hermans “[f]or as long as atranslation remains a translation,
then it will always have a translator’ s presence and therefore a translator’ s subject
position inscribed in it, however well hidden may be.” (Hermans, 2007, p. 27). Inthe
following section, | will continue the analysis with textual segments 2 and 3 and
explore Tanp nar’s translation of Istanbul with a special focus on the choices of

interlingual translators.
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The Choices of Interlinqual Translators: Ruth Christie and Paul Dumont

Ore of the main aims of the present thesis is to explore the “metonymics” of
translating Istanbul together with the “metonymics” of the interlingual translations of
the narratives of | stanbul. Inthe analysis, | especially focus on the choices of
translators, i.e. those of Tanp nar as the translator of the city-text and those of Ruth
Christie and Paul Dumont as the providers of the translations into English and French
because the metonymic aspect of translation depends onthe very choices of
translators. I nthe present section, | explore the segments 2 and 3 of the selected
section from Tanp nar’s “translation” of Istanbul together with its interlingual
translations and try to show that different translators may interpret the source text

differently and provide different solutions as aresult of their personal choices.

The Use of Adjectives (Analysis of Segment 2)

In the previous section, | analyzed the story that opened the first section of
Tanpnar’s “translation” of the city. This story is concluded and linked to the body of
the text with a connecting sentence which introduces one of the major ideas put forth
in the text, the idea that the city evoked different feelings in each of its dwellers or

visitors.

Segment 2:
btanbul bu kad n icin serin, berrak, sifalisular n sehriydi. (Tanp nar
[1946] 2006, p. 118)

For the woman, Istanbul was the city of the cool crystal waters of
health. (Ruth Christie’s forthcoming translation).
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Pour cette femme, Istanbul était la ville des sources fraiches, limpides,
bienfaisantes. (Tanp nar, 1995, 30). (Trans. Paul Dumont).

The connecting sentence quoted above is followed by a series of statements about the
different feelingsthat the city evoked in different personsand in different
gererations. Before continuing with these various statements | would like to explore
the sentence quoted above and its interlingual translations more closely.

The use of adjectives is relevant in this sentence. It appears that Tanp nar
used, in the Turkish source text, three coordinate adjectives to describe the spring
waters of I stanbul. Nevertheless, it can be noticed in the English versionthat the
structure was changed and the adj ectives were used as non-coordinate ones, with no
commeas between. Actually the lack of the comma between adjectives modifies the
relationship of the adjectives with the noun they describe. I1nthe case of non-
coordinate adjectives, it can be said that the adjectives and the noun are merged to
forma word group, a lexical entity in itself, which is not the case with the coordinate
adjectives. In Ruth Christie’ stranslation the definite article “the” that precedesthe
word group in “the cool crystal waters of health” also strengthens the unification of
the adjectives and the noun. Such a change seems firstly to alter the rhythm of
reading. The commas in the Turkish source text slowed down the reading and by the
same token emphasized each adjective one by one, but the English version seemsto
accelerate the reading by deleting the commas and combining the adjectives withthe
noun to create awholeto be read in a breath. On the other hand, it seemsthat the
narrator’s relationship to the city is slightly different in the Turkish and English
versions. Inthe Turkish text, the narrator can be said to have a closer relation to the
city compared to the English version where it can be seen that the translator looked at

the city from a distance and maybe had an intention to present the city to the
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receiving audience. Thisdifference can be observed in the use of the adjectivesin the
English version which seems more likely to take part of a presentation or of a
promotion of the city. As regardsthe French version, it can be said that Paul Dumont
tried to follow more closely the style of the Turkish text, using coordinate adjectives

with commas between and produced a similar rhythm.

A Distanced Look at the City (Analysis of Segment 3)

The use of adjectives in Turkish, English and French versions are relevant again in

the sentence which follows.

Segment 3:

Tpkibabam icin, higbir yerde esi bulunmayan biytk camilerin, glizel
sesli miiezzinlerin ve hafelarin sehrioldugu gibi. (Tanp nar [1946]
2006, p. 118).

And for my father it was the peerless city of great mosgues and
muezzins with beautiful voices and of learned reciters of the Koran.
(Ruth Christie€' s forthcoming translation).

Exactement de la méme fagcon qu'elle était pour mon pére la ville des
mosqguees les plus splendides, 1a ville des chantres et des muezzins
aux belles voix. (Tanp nar, 1995, 30). (Trans. Paul Dumont).

Tanp nar develops in the sentence quoted above the idea that the city awakened
different feelings in different persons. For the old woman, Istanbul was the city of
healthy waters and Tanp nar adds that for his father, it was the city of great mosques
that no peer could be found anywhere else, the city of beautiful voiced muezzins and
“hafizs”. “Hafe” is a Turkishword used to refer to the reciters of Koran. I stanbul
was evoked first by Tanp nar in association with its fresh waters and now it is
mentioned for its religious aspects, such as the mosques, muezzins and hafes but it is
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interesting that the lexical items referring to religion are complemented with
adjectives describing aesthetical values. I stanbul’s mosgues are glorified for their
matchless architectural elegance, while the muezzins and hafizs are praised for their
beautiful voices. It can be seen that Tanp nar dwells on religious elements
emphasizing not only their spiritual aspects but also, and maybe more importartly,
their aesthetical values.

In the English version of the text, the relationship between the adjectives and
the nouns is different than in the Turkish source text. The same adjectives are used in
the Turkish and the English versions, but they describe different nouns in each text.
The most apparent change occurs in the translation of “esi bulunmayan” / “peerless”.
In fact the correspondent covers well the meaning of the adjective in the source text
but it describes something else. “Esi bulunmayan” was used to qualify the mosques
of Istanbul in the Turkish source text. Nevertheless “peerless” describes, inthe
English version, the city itself and not the mosgues in the city. To wit, it appears that
the qualification attributed to a fragment of the city in the source text was assigned to
its whole in translation. As a result, while the source text emphasized the
matchlessness of the mosgues of the city, the translation into English put the
emphasis on the uniqueness of the city itself. The difference between the two points
to the disparity between the perspectives of Tanp nar and Ruth Christie. Christie’s
look at the city appears to be more distanced when compared to Tanp nar’s.

In the French version, the relations between the adjectives and the nouns they
qualify are structured just like in the source text. The sentence structures and the
functions of adj ectives follow the source text but the choices of the translator can be
noticed when the target text is compared to its source. For example, the expression

“baska yerde esi bulunmayan”, which could be rendered into English as “that no peer
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could be found elsewhere”, was translated as “les plus splendides” / “the most
splendid”. Or it could be also translated as “dont I’ équivalent ne peut étre trouvé
nulle part ailleurs” but such atranslation would increase the number of words and
disturb the rhythm of reading.

The translation of some culture specific elements present in the source text is
also worth attention. Actually, the words “muezzin” and “hafe” which refer to
Islamic culture may be unknown to European target readers. Moreover, there is no
direct correspondent for “hafe” in English or French languages. Therefore it appears
that translators created their own solutions. In such a situation, translators may have
many possibilities amongst which they need to make choices. As it was explained by
Maria Tymoczko, under such conditions, translators may decide to “omit the
reference or pick some ‘equivalent’ inthe receptor culture on the one hand, on the
other to import the word untranslated (with an explanation in a footnote perhaps),
add an explanatory classifier or an explicit explanation, use arare or recondite word
of the receiving language, extend the semantic field of a word in the receptor
language, and so on” (Tymoczko, 1999, p. 25). When source and target texts are
compared to each other, it can be seen that Ruth Christie and Paul Dumont have
found different solutions. Christie did not propose an English “equivalent” for the
word nor did she leave it untranslated. She omitted the word, instead of adding its
explication, and translated “hafe” as “learned reciters of the Koran”. It can be said
that Christie was aware that target readers may be unfamiliar with several cultural
elements of the source culture. Asregardsthe translation into French, Paul Dumont’s
decision is closer to a “domesticating” strategy, since he translated “hafe” as
“chantre”, which referred to clergymen who directed the chorus at the church. The

word was defined in the electronic dictionary of CNRS' s laboratory ATILF (Analyse
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et Traitement | nformatique de la Langue Francaise) as follows: “ Dignitaire qui
remplit I'office de maitre de chaaur, qui entonne et préside au chant dans un
monastére ou ure église”” [“Dignitary who fills the office of choirmaster, who sings
and presides over the song ina monastery or achurch” (my translation from the
French into English)]. An element referring to Islamic culture was translated with a

word referring to Christianity.

The analysis of segments 2 and 3 showed thet interlingual translators had
their personal choices and their personal ways of re-creating the style of the Turkish
source text. Actually the style of Tanp mar was very important for both translators as
they indicated while talking about their translations. Paul Dumont states that
“translating consigts, as you know, of moving along word by word, sentence by
sentence, of entering the skin of someone else, of becoming another person. While
translating Tanp nar, | entered his aesthetics, | heard the voice of his sentences. What
interests me in Tanp nar is his sentence and his aesthetics”. (my translation).
[“Tercimann isi, bildiginiz gibi, kelime kelime, satr satr ilerlemek, baskasnn
derisine girmek, baska biri olabilmektir. Tanp nar’ n estetigine girdim, Tanp nar’ n
cumle sesi ile karsilast m, Tanp nar’da beni ilgilendiren onun climlesi ve estetigi”]
(Dumont, Kogak and Tung, 2001, p. 183). Inanswering my questions, Ruth Christie
also underlined that the poetry of Tanp nar had a special value for her. She stated that
she “was first drawn to his poems which were musical, metaphysical, exquisite” and
expressed her appreciation of Tanp nar as follows: “In one word, Tanp nar is a
genius.” (see appendices). It can be seen that both translators accorded a special

value to Tanp nar’s poetics but both came up with different solutions in their

" Retreived June 1st, 2010 from
http://ailf atilf .fr/dendien/scriptsitIfivS/advanced.exe?8;5=3810290580;
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translations. | think that these differences depended of the different interpretations of
interlingual translators which reflected their “cognitive states” (Boase-Beier, 2003, p.
253). Inthe following sections | will explore more closely the effects of the cognitive

states of interlingual translators.

Reconstructing the Translators’ Cognitive States

In the previous section | explored the Segments 2 and 3 and stated thet, even though
both interlingual translators gave a special value to Tanp nar’s aesthetics, each had
her/his own way of re-creating the style of the source text. | claimed that these
differences depended on the choices of interlingual translators who interpreted the
style of the source text differently and that their interpretations reflected their
cognitive states.

As| dtated in Chapter 2, Jean Boase-Beier claimed that style was the result of
choices which came about as a result of the cognitive state of the author, or of the
translator. The cognitive state was in turn defined by Boase-Beier as the product of
various interacting factors including “knowledge of linguistic and stylistic forms and
constraints, of literary convention, cultural background, and intended audience”
(Boase-Beier, 2003, p. 253). Here the term “cognitive state” has a larger scope than
the “world view” of the translator since, as it was indicated again by Boase-Beier “a
world view is in general seen as a ‘pattern of beliefs and cultural assumptions
(Wales 410) and thus does not necessarily include the various types of knowledge (as
opposed to belief and assumption) suggested above as influences on choice.” (Boase-
Beier, 2003, pp 253-254). But the world view of the translator is also of great

importance. It can be said that the reconstruction of the cognitive state of the
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translator and the data provided on her/ his world view can help together to a better
understanding of the choices of translators. Boase-Beier came to a similar result in
her examination of two different translations of the same poem:

It is common in stylistics, especially when considering mind style, to

see reading as an attermpt to reconstruct from clues in the style the

cognitive state of the author with the set of attitudes, beliefs, and

intentions that influence it. But in fact what the contrasting analysis of

two different translations of the same poem has shown is that the

reader adapts the reconstruction to his or her own view of the world.

The fact that the reconstruction is thus adapted goes some way

towards accounting for the view common among translators that a

translated text is always a coauthored text, rather than merely a

reproduction of the original. The translator's cognitive state will be

subject to the same sort of influences as the original author's. (Boase-

Beier, 2003, p. 263).
Here | would like to add that the cognitive states of the author and of the interlingual
translators are not only determinative of the style of the text produced but of their
interpretation and re-creation of the source text in general, since style and content are
not to be considered separately. Based on the insights of Jean Boase-Beier and onthe
data to be collected during the present analysis, the scope of the notion of “cognitive
state” as defined by Boase-Beier can be extended for the case of the interlingual
translations of the narratives of cities and conceived of as the ideas of interlingual
translators about the city, their knowledge about its history and culture, about its
representations in literary and critical works and about the language spoken init,
their knowledge and insights about the ideas of the receiving audiences concerning

the city and the source culture in general, or about the lack of information on the part

of the receiving audiences.
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Deciphering Tanp nar’s Conception of Religion (Analysis of Segment 4)

The analysis of segment 3 showed that Tanp nar attributed aesthetical values to
religious elements and glorified the mosques of | stanbul for their greatness and the
muezzins and hafizs for their beautiful voices. The sentence that follows renders
more apparent Tanp nar’s emphasis on the aesthetical values of religious elements.
Explaining his father’s affection to I stanbul, he points again to I slamic culture

highlighting its musical aspects.

Segment 4:

Bu Misliiman adam, kadere yalnz btanbul’dan uzakta 6 Imek
endisesiyle isyan ederdi. Boyle bir ahret uykusunda yabanc
makamlarda okunan Kur’an seslerine var ncaya kadar bir ygn
hoslanmad i1, hatta haks e buldugu sey kar srd1 (Tanp nar [1946]
2006, p. 118)

This devout man's only revolt againgt fate, his one anxiety, was his
fear of dying far from Istanbul. In his eternal sleep he might be
involved with much that was unpleasant and even unjust, including
alien modes of chanting prayers from the Koran. (Ruth Christie’s
forthcoming translation).

Laseule chose qui pouvait conduire ce musulman de bon aloi a

s insurger contre le destin était la crainte de mourir loind’ Istanbul.
Dans I’ idée d’ un sommeil éternel de ce genre, tout lui semblait
déplaisant, et méme injuste, jusqu aux modes « étrangers » Utilisés
pour I’ incantation du Coran. (Tanp nar, 1995, p. 30-31) (Trans. Paul
Durmont).

Tanp nar explains in the quotation given above, the importance of Istanbul for his

father. At the very beginning of the sentence, he statesthat his father was a faithful
Muslim and then dwells on his belief in destiny. Actually he usesthe word “kader”
which could be translated as “predestination” and which is one of the six articles of

Islamic faith. It is one of the principles of Islamto believe ina fate which is assumed
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to be predetermined by Allah and a believer is by definition supposed to accept
whatever happens to her/ him as it was preordained. Here, Tanp mar’s use of the
notion is interesting. After having stated that his father was a devout man, Tanp nar
addsthat he could revolt against “predestination” under one condition only: if he had
to die far from Istanbul. 1 find it important that Tanp nar stresses here the fact that the
affection for Istanbul could prevail the faith of adevout Muslim. The justification of
the revolt is even more interesting. As it is explained by Tanp nar, his father would
revolt against destiny, and for this reason abjure from his religion, for he would not
like to listen to the Koran, in his eternal sleep, as it would be chanted in alien musical
modes, different fromthe ones he used to listen to in Istanbul. Tanp nar’s emphasis
on the musical value of the Koran points to the fact that he considered religion not
only as belief but most importantly as a cultural fact which evoked emotions and fed
personal taste.

Asregards the interlingual translations of the quoted sentences into English
and French, it can be said that both interlingual translations emphasized the
aesthetical and cultural value accorded to Islamin the Turkish source text. It can be
seen that the adjective “Musliman” which was used to describe Tanp nar’s father,
was translated into English as “devout”. Here, the translator’s choice pointsto the
fact that she considered the possible effects of the adjective on source and target
reader groups. I n fact, considering the context of reception of the source text and its
target readers, who were mainly the people of the Republic of Turkey and who
possibly knew that Tanp nar and his father belonged to the Muslim community;, it
can be understood that the adjective “M Usliman” was not used to announce the
religious community into which the man was taking part but the fact that he was a

believer. Ruth Christie’s decision in using the adjective “devout” showsthat she also
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considered the context of the adjective and that she had the linguistic and contextual
knowledge about the denotation and connotation of the word. Nevertheless, | would
like to add that the adjective “devout” may be referring to a stronger faith than it was
expressed in the Turkish source text. On the other hand, Paul Dumont’s solution in
his translation into French is also worth attention. It can be seenthat he translated the
adjective “M Usliman” as “ce musulman de bon aloi”, emphasizing not only the
religious community but also the fact of being a believer. Moreover | find it
important thet the reference to the name of the religion was kept in the French
version, while it was deleted in the translation into English.

There is one more significant difference between the Turkish and English
texts. The expression “yabanc 1makamlarda okunan Kur’an sesleri”, which was used
in the second sentence quoted above, was translated into English as “alien modes of
chanting prayers from the Koran”. It can be seen in the source text that Tanp nar
emphasized the musicality of Koran, by using two lexical items directly linked to
music: the first is “makam” which isatermin Turkish classical music referring to
ways of constructing and playing songs; the second isa more usual term, “ses”,
which could be translated as “sound”. A more literal rendering of Tanp nar’s
expression into English could be “the sounds of Koran chanted in alien musical
modes”. It is clear that, while talking about the Koran, Tanp nar did not use in his
Turkish version, any words with religious connotations such as “prayer” which
appears in the English version. I nstead he preferred the word “ses” / “sound” which
directly referred to musicality. Therefore it can be said that he wrote about the Koran
as if he was writing about a musical work and not about a holy book. Actually it is
clear enough in the source text that the musical value surpassed the spiritual, to the

point that Tanp nar’s father was prepared to revolt against God’s will if he had to
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listen to the Koran chanted in alien musical modes. The word “prayers” which was
added inthe English version seens likely to highlight the religious value of the
Koran. | think that this change does not point to a conscious manipulation on the part
of the translator but again to a look from a distance. A distanced look may be the
reason why the K oran was dealt with using words of the religious context. One other
reason may be the ideas of the translator about Islam, which she was not used to
thinking of as having an aesthetical value. Or, maybe she was not aware of the fact
that Tanp nar usually considered Islam as a tradition which changed with the daily
lives of people and as having cultural and aesthetical value. In his novel titled Mahur
Beste ([1975], 2001) one of the characters explains his understanding of I slam as
being in a strong relation with the city and the country in which he lives. He claims
speaking “not as asimple Muslim, but as one living in thet city and in the country
which surrounds the city” (my translation) [“mucerret bir misliman gibi degil de bu
sehrin ve etrafinda, hulédsa bu memleketin icinde yasayan bir misliman”] (Tanp nar,
[1975] 2001, p. 90) and explains his understanding of Islam as follows:

A conception of Islam which | inherited from my grandfathers who
internalized the living conditions of this country. This conception of
Islam embraces the feelings awakened by Tekirdag water melon,
Manisa melon, Kayseri apricot, Hac bekir delight, Itri composition,
Kandilli painted cloth or Bursa textile. The appearance of thisIslam
changes conpletely together with its surroundings, every thirty to
forty years, with the dining table of Ramadan, fountains of mosgues,
Fatih coffee houses, small bazaar, Divanyolu... thisIslam has its tenets
which | believe in like everyone else. But behind these tenets, there is
the life which illuminates them, which creates their meanings. It isthe
source of thereal magic. It neither comes from madrasah, dervish
lodge, gate of § eyhilislam, nor from the Kazasker mansion; it is at
public’ s command, its spirituality walks with the crowd. Even a
French invention gets into it, but the outlook remains ours. (my
translation). (Tanp nar, [1975] 2001, p. 90)

[ Kkiyliz yd bu memleketin hayatna kar sms yasayan dedelerimden
bana miras kalm bir Mislumanlk. Bu Mislimanlkta Tekirdag
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karpuzunun, Manisa kavununun, Amasya kay s s nn, Hac bekir
lokumunun, Itribestesinin, Kandilli yazmas nin, Bursa dokumas n
hisleri vard r. Bu Mislimanlg n ¢ehresiotuz k rk senede btin
etrafiyle beraber degisir; ramazan sofrasy cami sebili, Fatih kahveleri,
kicUkpazar carssi1Divanyolu... Bu Muslimanlg n benim de herkes
gibi inand iJim akideleri vard r. Fakat onlar n arkas nda kendilerini
ayd nlatan, manalar n1yapan hayat vard r. Asi sihrini o yapar. O ne
medreseden, ne tekkeden, ne seyhilislam kap s ndan, ne kazasker
konagndan gelir; halk n emrindedir, ruhaniyeti onunla beraber y(r(r.
Eine Firenk icad 1bile girer, fakat manzaras ibizim kalr.] (Tanp nar,
[1975] 2001, p. 90)

It can be seen in the quote that Tanp nar referred to Islam as changing according to
the lifestyles and tastes of people living in the city and as having aesthetical value
like in acomposition of Itri, ina hand painted scarf or ina textile from Bursa.

In the French version, Paul Dumont again had a different solution. He
translated the expression “yabanc itmakamlarda okunan Kur’an sesleri” as “modes «
étrangers » utilisés pour I’ incantation du Coran”. Here, the word “incantation”
deserves attention. It isaword used in French to express the use of magical words by
sorcerers and magicians. The definition of the substantive “incantation” is given in
ATILF as follows: “Formule magique (récitée, psalmodiée ou chantée, accompagnée
de gestes rituels) qui, a condition quon en respecte lateneur, est censée agir sur les
esprits surnaturels ou, suivarnt les cas, enchanter un étre vivant ou un objet (opérée
par un enchanteur ou un sorcier, et qui a un caractere soit bénéfique soit
maléfique)”.® It can be understood from the definition that “incantation” refers to the
vocalization of magical words in a musical form but also evoking magic more than
religion. Dumont rendered the emphasis on the musicality of the Koran but used
again a correspondert referring to Western culture, and by this meanstended to

“domesticate” the source text. Onthe other hand, it can be observed that Dumont put

8 Retrived May 15, 2010 from
http:/ailf atilf .fr/dendien/scriptsitifivS/visusel.exe?11;5=3827017815; r=1;nat=;sol=0;
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the word “étranger” [“strange”] in quotation marks. This may be because he wanted
to point to the relativity of the notion as something that could be “strange” for

Tanp nar may be so “familiar” to the translator or to the receiving audiences. The use
of the quotations mark s added by the translator appearsto point to the fact thet the
translation is a mediated text and to the relativity of the feeling of strangeness. It can
also be seen as pointing to the subject position of the interlingual translator.

The analysis of Segment 4 showed that Tanp nar emphasized in his
“translation” of I stanbul the aesthetical values of I slam. After having examined the
interlingual translation into English, | observed that the emphasis on the aesthetical
values of Islam was lightened in the English version. Onthe other hand, | found that
Paul Dumont emphasized again the musical value of Koran, but used a lexical item
referringto Western culture instead of using one referring to classical Turkish music.
| also observed that the quotation marks used to frame the word “étranger” could be
pointing to the position taking of the translator, as someone who did not share the

feelings of the author.

Exploring the Historical Context of Tanp nar’s Source Text (Analysis of Segment 5)

Tanp nar emphasized in the first paragraphs that the city of Istanbul evoked different
feelings and dreams in each of its dwellers and visitors, focusing on the examples of
the old woman in Arabia and of his own father. He then develops his idea, claiming
that the feelings and dreams evoked by the city also changed from generation to

gereration. He says:

Segment 5:
Bir sehrin hayalimizde ald §i1bu cins ¢ehreler tGzerinde duslinulecek

R

seydir. Bu, insandan insana degistigi gibi nesilden nesile de degisir.
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Elbette ki XV. asr baslar nda Uskiidar’da, Anadoluhisar rnda oturan
dedelerimiz, ktanbul’a sadece fethedilecek bir ilke gibi bak yorlar ve
Sultantepesi’nden, Camlca’dan seyrettikleri ktanbul aksamlar nda
sark kayserlerinin er ge¢ bir ganimet gibi paylasacaklar 1 hazinelerini
seyrediyorlard 1 (Tanp nar [1946] 2006, p. 118).

The variety of appearances that a city takes in our imagination is well
worth contermplating. It changes from person to personand from
gereration to generation. Undoubtedly our ancestors who lived in
Uskidar and Anadoluhisar at the beginning of the fifteenth century
regarded | stanbul merely as a country to be conquered, and on

Istanbul evenings when they watched from Sultantepe and Camlica
they were looking at the treasures that eastern potentates would sooner
or later share as booty. (Ruth Christie’s forthcoming translation).

Ladiversité des visages qu’ une ville prend dans notre imagination
mérite réflexion. Les choses ne changent pas seulement selon les
individus, mais aussi d’ une généationa l’autre. 11 est certain que pour
nos ancétres, de début de X Ve siécle qui habitaient Usk idar* ou
Anadoluhisar*, Istanbul ne représentait rien d’autre qu’ une cité a
conguérir et que losgu' ils la contemplaient le soir, du haut des collines
de Sultantepe* oude Camlica*, ils songeaient aux trésors des Césars
d’orient que tot outard ils se partageraient. (Tanp nar, 1995, p. 31).
(Trans. Paul Dumont).

Here the word “hayal”, translated into English and French as “imagination”, is
relevant in Tanp nar’s way of “translating” the city. “Hayal” appears to be a
keyword to better understand Tanp nar’s conception of Istanbul. It can be understood
in Tanp nar’s Turkish source text that the city is for him a source of inspiration.
While “translating” the city, he first of all dealswith its “image” inthe minds of its
dwellers, he attaches the greatest importance not to the built environment, but to
people, to the feelings and dreams that the city evokes in the ones who live inand
lived in it. Therefore it can be understood that the city was not for Tanp nar an
inanimate space, but one endowed with life.

Tanp nar starts announcing, in Segment 5, his opinions about the various

feelings and dreams that the city evoked in different generations by focusing on those
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who lived inthe Anatolian coasts of Bosporus and of the Marmara Sea, long before
1453, when the control of the city had not been taken yet by the Ottoman Enpire.
Tanp nar tells the dreams that Constantinople may have awakened in “his
grandfathers” [*dedelerimiz’] who watched the city from the other side of the strait.
At that time, the Ottoman Enpire dominated the territories that surrounded
Constantinople, the capital of the Byzantine Empire, but had not taken possession of
the city yet. The districts mentioned in the quote, Uskiidar, Anadoluhisar i
Sultantepesiand Camlrca, are all located on the Anatolian coasts of today’s Istanbul.
To explain the feelings and dreams thet the city evoked in older generations,
Tanp nar describes a scene where his “grandfathers” were watching Constantinople
from the hills of the Anatolian coasts of the Bosporus and dreaming of conquering
the city one day to share the treasures of the Byzantine Emperors. But when writing
about a period when the name of the city was different, he uses its current name,
Istanbul. He says that his “grandfathers” were watching “Istanbul”, whereas they
were watching “Constantinople”. Tanp nar’s sentences could be paraphrased as
follows: “Our grandfathers who resided in Uskiidar, Anadoluhisar 1or Camlrca at the
beginning of the fifteenth century, considered Istanbul [Constantinople] as a country
to be conquered and they were watching, from the hills of Sultantepesi and Camlca,
the evenings of Istanbul [Constantinople] and the treasuries of the Eastern Caesars
[Emperors of the Eastern Roman Empire] which they would share soon or later”.
Here, Tanp nar’s use of the name of the city and the notion of “East”
expressed with the word “sark” seems to have created a great challenge for
interlingual translations. It can be said that the ideas of interlingual translators about
Istanbul and about the “East” had a very determinative role in their interpretation of

the source text in Turkish. It appears that the name of the city and the expression
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“sark kayzerleri” have troubled mainly the translator of the English version. In the
second part of the sentence in the English version, it can be seen that “Istanbul” was
used to mean the place where the “ancestors” were living since it is said that they
were watching the treasures “on Istanbul nights”. Nevertheless it is clear that they
could not be in Istanbul at the beginning of the fifteenth century because the city was
still under the control of the Byzantine Empire. Onthe other hand it appears thet the
expression “sark kayzerleri” was translated into English as “eastern potentates” and
used for referring to the Sultans or “potentates” of the Ottoman Empire who would
share the treasures. Tanp nar’s special use of the name of the city and of the notion
“East” may have misled the translator and it can be said that her ideas about Istanbul
and about the “East” had a determinative role in her interpretation of the source text.
When observed from the “West” and fromtoday’s perspective, the term “East” could
easily be linked to the Ottoman Empire and it is reasonable to think of Uskidar or of
Camlrca as parts of I stanbul. But when the context of the passage is taken into
account, it can be understood that such an interpretation would be problematic. Now
let me explore more closely Tanp nar’s use of the name “Istanbul” throughout his
narrative.

It appears that Tanpnar used the word “Istanbul” to refer to different
geographical areas and to different historical periods, depending onthe context, as in
the sentences quoted above.

When Tanp nar’s narrative of Istanbul is analyzed entirely, it can be seen that
Tanp nar used the name of “Istanbul” sometimesto refer to the entire city and
sometimes only to the historical peninsula. Therefore, it can be seen that the name of
“I stanbul” was used in some occasions as the name of the city and in others asthe

name of one of itsdistricts. Let me give several examples:
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Example 1:

Bogazici’nde, Uskiidar’da, ktanbul’da, Silleymaniye veya Hisar’larn
karse nda, Vanikoy iskelesinde veya Emirgan kahvesinde sk s k
baska insanlar oluruz. (Tanp nar [1946] 2006, p. 120).

At Bogazici, in Uskidar, in I stanbul, face to face withthe

Slleymaniye mosque or the fortresses on the Bosphorus, on Vanikdy
pier or in a coffee-house at Emirgan we often become quite different

people. (Ruth Christie’s forthcoming translation).
In the example given above, the proper name “I stanbul” was mentioned amongst the
names of several districts and had the same function with them. 1t appears thet it was
used here to mean the districts in the historical peninsula. Another example is inthe
following extract:

Example 2:

Btanbul’da isinizin glcunlzin arasnda iken birdenbire Nisantasr nda

olmak istersiniz ve Nisantasrnda iken Eyip ve Usktdar behemahal

gormeniz lazmgelen yerler olur. (Tanp nar [1946] 2006, p. 119)

You are in the throes of work in Istanbul and suddenly you want to be

in Nisantas, you are in Nisantas and you must see Eyiip and Uskiidar,

come what may. (Ruth Christie’'s forthcoming translation).
The above example illustrates again the use of the name of “Istanbul” as a name of a
special district in line with “Nisantasi’, “Eyiip” or “Uskiidar”. But in other contexts it
can be seenthat “Istanbul” referred to the entire city, just as in the following
example:

Exanple 3:

Bu degisiklikler hep birden dUstntltince muhayyilemizde tpkibir gul

gibi yaprak yaprak ac lan bir ktanbul dogar. Stphesiz her biylk sehir

az cok boyledir. (Tanp nar [1946] 2006, p. 121).

Aswe contemplate all these changes, an Istanbul is bornthat opens

like arose, petal by petal, in our imagination. Every major city, of

course, is more or less like that. (Ruth Christie's forthcoming
translation).
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It appears that in the sentence quoted above, “Istanbul” was used to refer to the city
as awhole and compared to other big cities. The examples given above show that
Tanp nar used the name of “Istanbul” to mean different spaces, but its meaning could
be understood easily when the context istaken into account. The English versions of
the examples above show that Ruth Christie paid attention to the context and made
the distinction between the two senses of the word. Nevertheless it appears that she
had troubles in translating Segment 5.

Tanp nar’s use of the notion “East” / “Sark” is also worth attention. The term
was used by Tanp nar in the expression “sark kayzerleri”, which had a specific
meaning. Actually to understand what “sark” meant in this expression, the historical
context of the passage may help once again. In fact, Tanp nar referred in this
paragraphto the fifteenth century, i.e. to the period of the Byzantine Empire.
Considering the context, it can be said that “sark” referred to the Byzantine Empire,
also named the Eastern Roman Empire. The word “kayzer” which accompaniesthe
word “sark” justifies this interpretation, since “kayzer” directly referred to the
Emperors of the Roman Empire. “Kayser” was defined in the dictionary of the
Turkish Language Foundation (Turk Dil Kurumu, TDK) asthe title of Roman and
Byzantine Empires [“Roma ve Bizans imparatorlar na verilen san”]®. The historical
context of the sentences quoted above and Tanp nar’s special use of the name of the
city and of the term “sark” seems to have complicated the sentence and challenged
interlingual translators.

Paying attention to the context of the source text may help translators to go

beyond their ideas. Saliha Paker (2002) underlined, in her research in the history of

® Retrieved July 15th, 2010 from
http://tdkterim.gov .tr/bts/?kategori=verilst& kelime=kayser&ayn=tam
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translation, the fact that the terms used in historical texts were time and culture
bound. Cemal Demircioglu (2005) provided a striking example by illuminating the
culture-specific aspects of the concepts of translation in Ottoman culture inthe late
nineteenth century. Tanp nar’s narrative about Istanbul could be explored better if
the termsrelated to | stanbul and to its history are considered as time and culture
bound concepts. Such areading may widen the perspective of the translator and help
her/him to go beyond her/his ideas. Istanbul has always been a space where “East”
and “West” has lived hand in hand, where their meanings have always changed.
While reading and translating a text written about such a historical place from within
itand in aperiod of cultural transformation, it can be helpful for the translator to
consider the historical context. Nevertheless, it appearsthat in the present example,
the translator of the English version had trouble deciphering the historical context,
reading the long sentence without considering the historical references of the proper
name “Istanbul” and of the specific term “sark kayzerleri”.

Asregards the translation into French, it can be said that the proper noun
“I stanbul” and the notion “East” were used compatibly with their historical context.
Here, Paul Dumont’ s professional experience as aresearcher of the history of the
Ottoman Enmpire and of Modern Turkey may have helped him with histranslation, as
well as his experiences in the city. Paul Dumont was born in Beirut in 1945° and
lived in Istanbul until the age of eighteen. He studied history at the University of
Sorbonne (Paris) and at the Ecole des Hautes Etudes en Sciences Sociales (Paris) and
was nominated a professor of Turkish language, literature and civilization at
Strasbourg University. He directed, between 1993 and 1999, a center in CNRS on the

“Turkish and I ranian Worlds” . Between 1999 and 2003, he was the director of IFEA

10 Biographical dataabout Paul Dumont is provided fromthe web page of University Marc Bloch,
Strasbourg, where Dumont teaches currently. Retrieved May 9, 2010 from http://turcologie.u-
strasbg.fr/dets/indexphp?option=com_content& task=view& id=22& Itemid=31
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(Institut Frangais d’ Etudes A natoliennes) in | stanbul. He isthe head of the
Department of Turkish Studies in University Marc Bloch, Strasbourg. At the same
time, he is an editor of the magazine “ Turcica”, which focuses on research about
Turkish history. His professional career and experience in the city of Istanbul have
provided him with a solid background for his translation of Tanp nar’s “Istanbul”.
In the analysis of Segment 5, | tried to illustrate that the ideas of interlingual
translators about the city and about notions such as the “East” and their professional
background may be determinative of their interpretation of the narrative of the city
and that these elements which are parts of their cognitive states can be observed in

the analysis of the texts that they produced.

Re-creating the Poetic tone of Tanp nar’s Source Text (Analysis of Segment 6)

Tanp nar expressed, in Segment 5, his ideas about the feelings and dreams that the
city may have evoked in the generationswho lived in the Anatolian coastal of
Bosporus, when the city was the capital of the Byzantine Empire. In the following
sentences, he explains his ideas about the feelings of the generationswho saw its

“conquest”. In this context, he presents the city as a source of pride:

Segmernt 6:

Buna mukabil fetihten sonrakiler i¢in ktanbul biitiin imparatorlugun
ve Misliman dinyas nin gururu idi. Onunla évinayorlar,
guzelliklerini dviyorlar, her giin yeni bir abide ile susluyorlardL O
glizellestikge, kendilerini sihirli bir aynadan seyreder gibi giizel ve asil
buluyorlard 1 (Tanp nar [1946] 2006, p. 118-119).

For those who came after the conquest the city became the pride of the
Islamic world and of the whole empire. They boasted about it and its
beauties and graced themdaily with new monuments. The finer it
became, the more they saw themselves as fine and noble reflections in
its magic mirror. (Ruth Christie’s forthcoming translation).
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Par contre, pour ceux qui naquirent apres la conquéte, Istanbul éait
I’orgueil de I’ Empire et du monde musulman tout ertier. 1ls s'en
glorifiaient, ils vantaient ses beautés, ils I'Ornaient chaque jour d’ un
nouveau monument. A mesure qu'ils I’embellissaient, ils se sentaient
eux- mémes devenir plus beau et plus nobles, comme s ils S étaient
regardés dans un miroir magique. (Tanp nar, 1995, 31). (Trans. Paul
Durmont).

It can be seen here that, according to Tanp mar, Istanbul was a source of pride for the
gererationswho lived in it, after its “conquest” by the Ottoman Empire. The words
“gurur” / “pride”, “6viunmek” / “boast” and “ovmek” / “glorify” (whichisabsent in
the English version) show the special value attributed to the city. Moreover, Tanp nar
explains here that Ottomans were not only proud of possessing the city, but they also
worked to make it look more beautiful, ornamenting it with architectural
masterpieces.

In the last of the three short sentences quoted above, Tanp nar’s poetic voice
Is apparent. The expression “sihirli bir ayna” / “magic mirror” contributes to the
creation of a poetic prose and of the atmosphere of dreams which dominate the
analyzed chapter. He compares the city to a magic mirror wherein the city dwellers
watched themselves. As the city becomes more and more beautiful, they feel that
they are also beautiful and dignified, just like the city in which they were living. The
metaphor works for the identification of the dwellers with the city itself asthey feel
that they change together and that they are the same.

The English version also presents a poetic telling. The translation is not a
“literal” one but triesto re-create the poetic discourse. Tanp nar’s sentence could be
translated more “literally” into English as follows: “As it became finer, they saw
themselves finer and noble as if they were watching themselves in a magic mirror”.
But such a translation would not do justice to Tanp nar’s poetics. Whereas, as Ruth
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Christie made it clear while answering my questions, Tanp nar’s poetics was the first
factor that attracted her to translate his works. Christie said: “1 was first drawn to his
poems which were musical, metaphysical, exquisite” (see appendices). For this
reason, it appearsthat Christie tried to create a translation that created similar poetic
effects. At the same time, Christie’s sentence “The finer it became, the more they
saw themselves as fine and noble reflections in its magic mirror,” (emphasis mine)
clarifies the relation between the city and the magic mirror. The comparison between
the city and the magic mirror is also present in the source text but is strengthened in
the English version with the use of the possessive adjective “its” instead of the
indefinite article “a”. On the other hand, it appears the word “reflection”, which does
not exist in the source text, was added in the English version. It can be seen that the
dwellers of Istanbul were idertified to that “reflection” inthe translation into
English. The sentence in the source text, which says that the dwellers were watching
themselves in a magic mirror, is open to such an interpretation, but does not state it
clearly. It can be said that Ruth Christie interpreted the text in such a way to produce
a poetic translation.

The French version of the third sentence quoted above follows the structure
of the sentence in the Turkish source text more closely, but this version renders more
apparent the active role of the dwellers of the city in embellishing it, with the use of a
transitive verb “embellir” [“to embellish”] instead of the pronominal form
“s’embellir” which has the meaning of the passive form. Dumont’s sentence could be
rendered into English as follows: “Asthey (the ones born after the ‘conquest’)
embellished the city, they felt that they became more beautiful and more noble as
well, as if they were watching themselves in a magic mirror”. In Tanp nar’s sentence,

aswell in the English version, it isonly said that the city became finer without a
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reference to the oneswho embellished it. Paul Dumont’ s sentence makes more clear
the active work of the people who lived in the city. Such an interpretation is relevant
as it can also be inferred from the source text since the previous sentence affirmed
that the generations who came after the conquest ornamented the city with
monuments.

Onthe other hand, it appearsthat the verb “bulmak” [literally: “to find”] used
in the source text was translated into French with the verb “sentir” [literally: “to
feel”], which pointed to the feelings of the citizens. The choices of the two
translators are different again, since the verb was translated into English as “to see”.
Both interpretations seem to be appropriate as regards their relation to the source
text. Their difference resides on each translator’s own way of interpreting the source
text and on the contexts they have created. Ruth Christie may have chosen to use the
verb “to see” to harmonize it withthe word “reflection” which followed, whereas
Paul Dumont put the emphasis on the feelings of the citizens because he had also
stressed their active work to embellish the city. Both interpretations in the English
and French versions are present in the source text but when both translations are
compared to each other, it can be seen how the translators have chosen other aspects
of the source text to emphasize in their translations. Such details would not largely
affect the interpreting processes of the receiving audiences, who would probably not
dwell onsuch minor factors. Nevertheless, such examples provide datato discuss the
interpreting processes of translators, their choices and their different ways of

producing solutions.
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Recontextualizing the Historical References in Tanp nar’s Source Text (Analysis of

Segment 7)

In Segments 5 and 6, Tanp nar described his insights about the feelings that Istanbul
awakened in the generations who dreamed of “conquering” it and in those who lived
in it after the “conquest”. I nthe sentences which follow, he focuses on a later period
and tellswhat he thinks was the feeling evoked by the city in the people of Tanzimat

I.e. the period of Reformation (1839-1876).

Segment 7:

Tanzimat Btanbul’a biisbiitiin baska bir gdzle bakt1 O, bu sehirde, i
medeniyeti birlestirerek elde edilecek yeni bir terkibin potasni
goruyordu. (Tanp nar [1946] 2006, p. 119).

The period of reforms, the Tanzimat, regarded Istanbul in a
completely different light. It saw in the city acrucible for a new
synthesis, born from the union of two civilizations. (Ruth Christie’' s
forthcoming translation).

Les hommes de Tanzimat*, eux, considérérent Istanbul d’ un cdl tout a
fait différent. lls y voyaient le creuset d’ une nouvelle structure née de
I’union de deux civilisations. (Tanp nar, 1995, p. 31). (Trans. Paul
Dumont).

Tanp nar states that Tanzimat produced a very different understanding of the city. He
claims that the city was considered, inthat period, asa crucible for a new synthesis
that would be obtained by combining the two civilizations. When the translations of
these sentences into English and French are examined, it can be seen that theterm
“Tanzimat”, which may be unknownto target audiences, was explicated in both
target texts. Nevertheless, it appears that each translator had her/his own method for
providing additional information. In the English version, Ruth Christie added a

simple explication in the sentence and defined Tanzimat as “the period of reforms”
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and by the commathat she put between the definition and the noun “ Tanzimat” she
expressed the sameness between the two. The brief definition of Christie givesan
idea about Tanzimat, stating that it was a period of reforms. But the target readership
may be unfamiliar with the history of the Ottoman Empire and with the Republic of
Turkey and may not comprehend whether the mentioned period of reforms occurred
during the Empire or in the new born Republic. On the other hand, adding more
explication in the text could break the harmony. Dumont had another solution and
preferred to add detailed notes at the end of the text when additional information was
needed. Dumont explained in the foreword to histranslation of Cing Villes, that he
found it necessary to explicitate Tanp nar’s text with endnotes. He said that the
“erudition in Cinq Villes, would be problematic even for an instructed Turkish
reader” and stated that “areader of the French translation, if not a specialist of
Turkish civilization, would be lost in the labyrinth of the toponyms, proper nouns
and higtorical allusions”. Therefore he decided “to help the reader to better penetrate
in this universe loaded with culture” even if he would need to use lots of endnotes.
(my translation). [“Méme pour un lecteur turc instruit, I’érudition qui s’ éale dans
Cing Villes pose probleme. Comment le lecteur de langue francaise, & moinsd’ étre
un bon connaisseur de la civilisation turque, ne serait- il pas perdu dans le dédale des
toponymes, des noms propres, des allusions historiques? J ai décidé qu' il convenait
de I'aider a pénétrer dans cette univers chargé de culture, quitte a multiplier les
glosses’]. (Dumont, 1995, p. 10).

It can be seen that both translators tried to make the text easier to understand
for the target readers and provided additional information concerning historical
allusions. But the two translators had different ways of providing additional data.

The publishing houses are also determinant in such decisions. They may try to avoid
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the use of footnotes or endnotes for commercial concerns, assuming that such
paratextual elements would disconcert the reader and decrease sales. But the
publisher of the French version, Les Editions Publisud, isa house that gives more
importance to intercultural communication thanto commercial values. Aswas
indicated on its website, it aimed to contribute to a “necessary and fruitful dialogue
between cultures and peoples, beyond ideologies and conflicts, emphasizing the
spirit of the universality of culture, based on a better understanding of the societies
and peoples of the world”. (my translation). [“contribuer au dialogue nécessaire et
fécond des cultures et des peuples au-dela des idéologies et des conflits dans I’ esprit
de I' universalité de la culture et ce a partir d’ une meilleure connaissance des sociétés
et des peuples de la planéte.”].** Moreover, the Five Cities was published in
collaboration with UNESCO, in the Collection of Representative Works. On the
other hand, Ruth Chrigti€’s translation has not been published yet. When | asked her
if she took into consideration the target readership while translating and how she
overcame challenges caused by cultural differences and by the possible gaps of
knowledge in the target readers about cultural, historical, social and literary features
in the source text, she answered that she did not consider the target readers during the
process of translating, but did in revising, adding that “in Tanp nar’s Five Cities good
historical notes are essertial after each section, and an introduction that locates the
source text ina cultural context” (see appendices). Therefore it is possible that she
will add more explication whenthe text is published.

The comparison of the three versions of the rest of the quotation given above
provides interesting data to better understand the interpretation processes of each

translator and their ideas about the city. In the Turkish version, Tanp mnar tells that the

1 Data collected from the web page of Editions Publisud. Retrieved May 9, 2010 from
http://editionspublisud.hautetfort.comyles_editions_publisud/).
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people of Tanzimat aimed to create a new synthesis by unifying two civilizations, the
“Eastern” and the “Western”. | would like to emphasize here that Tanp nar does not
refer to a synthesis that was already born, but one which is still to be structured. This
can be understood from the use of the future tense as Tanp nar says “iki medeniyeti
birlestirerek elde edilecek bir tertip”. Besides, the use of the active verb
(“birlestirmek” / “to unify”) in the Turkish version, indicates that the people of
Tanzimat wanted to unify the two civilizations themselves. | n other words, the
Turkish source text does not affirm that the two civilizations were combined on their
own, but states clearly that the people of Tanzimat wanted consciously to do it
themselves. Tanp nar refers in that sentence to the discussions about the civilization
change and to the westernization movements discussed in previous sections.*? Bt it
can be seenthat the use of future tense and the presence of the active verb were
overlooked in the English and French translations. The active verb “birlestirmek”
was rendered with the noun “union”, which would not express an activity but a
present state. Furthermore, the use of past participle, “born” in the English version
and “née” inthe French, also refers to a present state, which already exists. It can
briefly be said that while the unification of the two civilizations was mentioned in the
Turkish version as an active plan for the future, the translationsreferred to it asa
current state. They presented the city as a space where the two civilizations were
already interlaced and | think that this reflected the personal ideas of interlingual
translators about Istanbul. Both translators interpreted the source text as representing
the fact that the city gathered many cultures, but did not consider the discussions
amongst the intellectuals of Tanzimat who problematized how to tackle with this

multiculturality, which was a very important issue in the nineteenth century.

12 See section: “ Civilization Change” in Ahmet Hamd i Tanp nar’s work.
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Re-creating the Metaphoric Expressions in Tanp nar’s Source Text (Analysis of

Segment 8)

Having expressed his ideas about the feelings that the city evoked in people from
older gererations, Tanp nar explores in the sentences quoted below, the feelings that
it evoked in people from his own generation. He starts by presenting the “longings”

of Istanbul:

Segment 8:

Bizim nesil i¢cin ktanbul, dedelerimiz, hatta babalar me icin
oldugundan cok ayribir seydir. O muhayyilemize srmaly, altn
islemeli hil’atlere blrunerek gelmiyor, ne de din gcercevesinden onu
goruyoruz. Bu kelimeden tasan ayd nl k bizim i¢in daha ziyade, kendi
ruh haletlerimize gore sectigimiz mazi hatralar nin, hasretlerin

ayd nlg dr. (Tanp nar [1946] 2006, p. 119).

For our generation I stanbul is now a very different place from that of
our grandfathers, or even of our fathers. In our imagination it does not
appear swathed in silver and gold robes of honour, nor do we see it set
in areligious framework. Rather it is illumined for us by the light of
the memories and longings evoked by our own spiritual state. (Ruth
Christie’'s forthcoming translation).

Pour notre génération a nous, | stanbul est toute autre chose que ce
gu elle était pour nos peres. Elle ne se présente pas a notre
imagination drapée de lourds cafetans brodés de filsd’ or. Nous ne la
voyons pas non plus sous I'angle de lareligion. L’ image que nous
nous en faisons varie selon nos états d’ ame, et laclarté qui jaillit en
nous a I’ évocation de son nomest celle de nos souvenirs et de nos
nostalgies. (Tanp nar, 1995, p. 31). (Trans. Paul Dumont).

In the sentences quoted above, Tanp nar compares the feeling that the city awakened
inolder generations to the feelingsthat it awakened in his own generation. While
expressing his ideas about the latter, he usesthe first person singular, and by this

means adopts the position of a messenger as he speaks in the name of all the people
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who lived in his lifetime. He starts describing the feelings that the city evoked in
people of hisown generation but, in actual fact, he attributes his own feelings to his
contemporaries.

Tanp nar explains in the quoted sentences that the city was conceived in a
very different way by his contemporaries, when compared to older generations. It
appears that the new conception of the city resided in the “longings” that it evoked. It
can clearly be seen here that the notion of “muhayyile” / “imagination” had a special
role in Tanp nar’s understanding of the city, as Istanbul was not presented based on
its physical characteristics but on what it evoked on the imagination of its
inhabitants. Indeed, it can be seen in Tanp nar’s quoted sentences that even the name
of the city had the power to evoke imagination, it emitted a light that reflected the
memories and the longings of Istanbulites.

| stated in the previous sections that Tanp nar’s narrative was marked by a
specific emotive state expressed through several interrelated lexical items such as
“hasret”, “0zlemek” or “daiss la”, which were translated by Ruth Christie with
words such as “yearning”, “longing” or “nostalgia” interchangeably. Withthe
sentences quoted above, Tanp nar starts expressing the particularities of that special
emotive state. Here, | find it interesting that Tanp nar refers to that emotion as a
desirable ore. In fact, the reading of words such as “yearning”, “longing” or
“nostalgia” may provoke a dark atmosphere in the minds of the readers, but Tanp nar
uses these words together with others having much happier connotations such as
“ayd nl K” [“brightness™]. The use of such an oxymoron may be referring to the
unsteady moods of the Istanbulites, as well as to the sharp distinctions between the
atmospheres of different districts of the city, which Tanp nar will explore in the

following pages. Before continuing with the rest of Tanp nar’s narrative, let me
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explore more closely the sentences quoted above and their translations into English
and French.

The first sentence of the Turkish version reads briefly as “Bizim nesil i¢in
btanbul [...] cok ayribir seydir” (emphasis mine). The use of the word “sey”
[“thing”] in this sentence is worth discussing as it may trouble the reader with its
ambiguity, since its reference appears to be unknown. Whenthe context is
considered however, it can be understood why Tanp nar may have chosen such an
ambiguous word. | stated earlier that Tanp nar presented the city as s world of
imagination, for the same reason | think that he did not want to restrict the image of
the city by using a word with a more concrete reference since Istanbul was, for him,
more than a land or a territory. | would like to put it clearly here that Tanp nar would
not have used that word carelessly or in clumsiness since the following sentence
makes clear that Tanp nar conceived of the city from a very different perspective as
he claimed that “Istanbul” was more than a place and also had a value as a “word”
when he referred to “the light surging fromthis word.” (my translation). [“Bu
kelimeden tasan ayd nlk”]. (Tanp nar [1946] 2006, p. 119). It can be seen in
Tanp nar’s narrative that Istanbul is not only a territory but a larger “thing” with no
decisive borderlines. | think that’s why Tanp nar has chosen the word “sey”
corsciously. Nevertheless, it can be seen in the English version that the word “sey”
was translated as “place”. Ruth Christie’s interpretation seems to be different from
mine. Perhaps she wanted to avoid the more literal translation “thing”, which she
found irrelevant. But in getting rid of the “thing”, she also precluded the idea that the
city was more than a place. Similarly, the last sentence of the English version quoted
above excludes again the idea that even the name of the city had a value on its own,

that “Istanbul” was also precious only as a word. Tanp nar’s sentence could be
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paraphrased into English as follows: “The light surging from thisword, is for us,
before all else, the light of old memories and longings that we choose according to
our spiritual mood”. It can be seen in Tanp nar’s metaphoric expression that the
name of the city is presented as emitting light by itself, while in the English version
the city appears to be illuminated in turn by the light of memories. It can be said that
the English version emphasized, just like in the Turkish version, the importance of
“muhayyile” and the emotive state of “hasret” with the use of the words
“imagination” and “longings”, but it excluded the ideathat the city could be more
thana “place”.

Asregards the translation into French, it can be seen that the word “sey” was
translated with the word “chose”, which also covers an ambiguity. The translation of
the last sentence is also worth attention. Paul Dumont translated the expression “bu
kelimedentasan ayd nlk” as “la clarté qui jaillit en nous a I’évocation de son nom”.
It can be seen inthe French version that it was not the name “Istanbul” which
emitted light but the ones who pronounced it. It can be said that the metaphor was
constructed differently in French but expressed again the idea that the name of the
city had a special power onthe dwellers of the city.

It can be seen that both translators interpreted Tanp nar’s metaphor
differently, but the oxymoron was constructed similarly. The emotive noun “hasret”
accompanied with the word “ayd nlk” in the Turkish version was translated into
Englishas “longing” and into French as “nostalgie”, and it was accompanied again in
both translations with words “light” and “clarté”, which also created an oxymoron
that could be interpreted as hinting to the unsteady moods of the Istanbulites and to

the sharp distinctions between the atmospheres of different districts of the city, asin
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the source text. Tanp nar will explore this emotive state more in details in the rest of

the chapter.

Problematizing the Use of Personal Pronouns in Tanp nar’s Source Text (Analysis of

Segment 9)

In the previous sentences, Tanp nar introduced the emotive state of “hasret”. In
Segment 9, he starts exploring it more closely and explains itsties to the daily lives

of the people of his generation. Meanwhile he usesthe first person plural again:

Segment 9:

Fakat bu hasret sade gegmis zamana ait olan ve buglnk hayatmela,
mantiym ela zaruri olarak ¢atgan bir duygu degildir. Bu ¢ok kar sk
duygunun bir kolu gundelik hayatmea, saadet hulyalar mea kadar
uzanr.

O kadar ki ktanbul’un bugiin bizde yasayan as i ¢ehresini bu daiiss la
verir, diyebiliriz. Onu bizde, en basit hususiyetleriyle sehrin kendisi
besler. (Tanp nar [1946] 2006, p. 119).

But this nostalgia is not an emotion that belongs only to the past, in
conflict inevitably with our modern life and good sense. One channel
of this very complex feeling reaches right to the heart of our daily
lives and dreams of happiness.

To tell thetruthIstanbul’ sreal face isborn from our very nostalgia
and it isthe simplest characteristics of the city itself that nourish the
feeling in us. (Ruth Christie’s forthcoming translation).

Mais ce sentiment de nostalgie n’est pas seulement tourné vers le
passé et ne s oppose pas obligatoirement aux modes de vie, aux
mentalités actuels. |1 s’agit d’ un sentiment trés complexe qui touche
aussi, en partie, a nos réves quotidiens de bonheur.

Celaest si vrai que c'est de cette nostalgie, pouvons nous dire,

gu émare le visage «réel » d'Istanbul. Et c’est la ville elle-méme, qui
entretient en nous ce sentiment. (Tanp nar, 1995, p. 31). (Trans. Paul
Dumont).
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Tanp nar explains in the quoted sentencesthat the feeling of “hasret” which he refers
to isdifferent fromany other longing or nostalgia. As he puts it, that special “hasret”
is not only a longing for the past, it is deeply rooted in the everyday life of the city
dwellers and their “dreams of happiness”. Meanwhile it appears that Tanp nar uses
the first person plural and writes about what he calls “our daily lives” (emphasis
mine). It can be said that Tanp nar evokes in this very expression the idea that the
Istanbulites shared acommon daily lifestyle. Asregards his use of personal pronouns
it can be said that Tanp nar created an image of “us” in the name of which he was
writing. But what he writes conveys of course his personal ideas, and constructs a
part of the image that he wanted to create for the city.

The expression “blginku hayat me” was translated into English as “our
modern life”. The adjective “modern”, which appears in the target text, seemsto be
used to mean “contemporary” or with its first definition given in Merriam-Webster
Online Dictionary: “of, relating to, or characteristic of the present or the immediate
past”. But within the context of the 1940’s, when Tanp nar published the article, one
can imagine that the word “modern”*® had a different connotation. As| mentioned
while discussing the context in which Tanp nar produced his work, the issue of
“civilization change” was a central problem for Tanp nar and for his contemporaries.
In such a context “modern” would also connote “western” as opposed to
“traditional”. It is clear, however, that Tanp nar would not refer to a western lifestyle
whenwriting about the traditional daily lifestyles of | stanbul. Therefore the use of
the adjective “modern” may generate contrasting interpretations. On the other hand,
the same expression was rendered into French as “modes de vies [...] actuels”. The

adjective “actuel” used here refers to an actual state in the period when Tanp nar

13 Retrieved May 15, 2010 from http://www.merriam-webster.comydictionary/modern
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wrote hisarticle, and therefore does not seem likely to produce contrasting
interpretations. Nevertheless, the expression used inthe French version deleted the
possessive pronoun “our”. When the Turkish source text refers to a lifestyle shared
and appropriated by a special community as “theirs”, the French versionrefers to a
more general lifestyle and widening the context. Furthermore, while the word
“hayatmi” was singular in the source text, its correspondent in the French target
text was used in plural and therefore referred to more than one lifestyle, enlarging the
context once again.

It can be seen in Segment 9 that Tanp nar uses different lexical items to
explore the emotive state of “hasret”, such as “daiss#a”. “Dalissia” is very similar to
“hasret” and it is defined in the online dictionary of Turkish Language Foundation

(Tirk Dil Kurumu) as “yurt 6zlemi” *4

which could be rendered into English as
“homesickness”. When the English and French versions are analyzed, it can be seen
that “dalss #a” was translated as “nostalgia” into English and as “nostalgie” into
French. In fact these are words the translators also used for the translation of
“hasret”. Nevertheless their choices are relevant once it is understood that Tanp nar
uses “daussila” and “hasret” as synonyms. Having dwelled on “hasret” in the
previous sentence, he follows by saying “bu dauss la” (emphasis mine) and
idertifies, by this means, the values of both emotive nouns.

What is striking in the sentences quoted above and intheir translations into
Englishand French is the non-translation of the expression “bugiin bizde yasayan”.
Notice its use in the clause: “ktanbul’un bugiin bizde yasayan asil cehresi”. Inthe

paragraphs explored in the previous sections, Tanp nar expressed his ideas about the

various feeling that the city aroused in different persons and different generations.

14 Retrieved May 15, 2010 from
http://tdkterim.gov.tr/bts/?kategori=verilst& kelime=da%FCss%FDla& ayn=tam
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Now he explores the feelingsthat it arises in his own generation in details. But what
Tanp nar expressed as being the feeling that the city aroused in the people of his own
gereration was rendered in both translations as the “real” meaning of the city in
general, and this was due to the omission of the expression “bugtin bizde yasayan”. It
is possible that the translators shared the ideas of Tanp nar, and that the city evoked
the same feelings in them. This may be the reason why they presented the “ nostalgia”
asbeingthe “real” face of Istanbul, whereas Tanp nar only stated that the people of
his generation had such an understanding of the city. Another possibility, which does
not contradict the first, is that the translators may have wanted to reveal the “real”
face of Istanbul intheir translations and present a “true” image of the city for their
target readerships. The analysis of Segment 10 seems to give more clues about the

interlingual translators’ ideas of the “real Istanbul”.

Tanp nar, Christie and Dumont Describing the “Real Istanbul” (Analysis of Segment
10)

Having introduced a special emotive state expressed through the emotive nouns
“hasret” and “dalssla”, Tanp nar started to explain its extent. He stated that “hasret”
was not only a longing for the past, but a feeling that governed the daily lives of the
dwellers of the city. He added that | stanbul wasthe very source that created this
special “hasret” or “dalissla” due to its special characteristics. In the following
paragraphs Tanp nar will follow his argument, claiming that each district of | stanbul
hed a different character and thet | stanbulites would suddenly start longing for one of
them with no earthy reason. Let me start with Segment 10, where Tanp nar explains

that each district of the city evokes the imagination in a different way:
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Segment 10:

Asil ktanbul, yani surlardan beride olan minare ve camilerin sehri,
Beyoglu, Bogazici, Uskiidar, Erenkoy taraflar y Cekmeceler, Bentler,
Adalar, bir sehrin icinde ddeta baska bagka cografyalar gibi kendi
guzellikleriyle bizde ayriayriduygular uyand ran hayalimize bagka
tirll yasama sekilleri ilnam eden peyzajlard r. (Tanp nar [1946] 2006,
p. 119).

The real Istanbul consists of landscapes that inspire our daydreams
with very different ways of living, and arouses various emotions in us,
it is not only the city of mosques and minarets within the walls, but
also of such diverse geographical locations with their own particular
beauties, as Beyoglu, Bogazici, Uskidar, the shores of Erenkdy, the
lakes at Cekmece, the Reservoirs and the Islands. (Ruth Christie’s
forthcoming translation).

La véritable Istanbul, ¢ est-a-dire non seulement la ville des minarets
et des mosquées enfermée dans ses murailles mais aussi Beyoghlu*,
Uskidar*, le Bosphore, les|les*, les parages d’ Erenkoy*, de Bentler,
de Cekmece*, est constituée de paysages d’ une grande diversité ayant
tous leurs beautés propres. Ceux-ci éveillent en nous des sensations
variées et nous font imaginer des styles de vie constamment différents.
(Tanp nar, 1995, pp. 31-32). (Trans. Paul Dumont).

Tanp nar cites the names of several districts of Istanbul from different sections of the
city and states that each had a special beauty and awakened special feelings. It can be
observed here, once again, that for Tanp nar the value of adistrict resided in itsway
of inspiring the imagination and awakening feelings. Both conveyed the idea that
each district had special beauties and inspired dwellers ina special way. But there
seems to be a significant difference between the Turkish source text and the two
interlingual translations, which consists of the disparity between the “real Istanbul”
of Tanp nar and the one of interlingual translators.

| stated earlier in my analysis that Tanp nar used the proper noun “Istanbul”,
sometimes to refer to the entire city and sometimes only to the historical peninsula.

In the present example, it can be seen in the Turkish source text that “Istanbul” was
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referring to the districts inside the city walls, i.e. to the ancient city. That is to say, it
was used to refer not to the entire city but only to a part of it. It had the same function
in the sentence with the names of other districts cited one after the other.
Nevertheless it can be observed in the interlingual translations that “Istanbul” was
used to refer to the entire city and that the interlingual translators expressed what
they conceived of as the “real Istanbul”. The English version reads as follows: “The
real Istanbul consists of landscapes that inspire our daydreams with very different
ways of living, and arouses various emotions in us” (emphasis mine). Here,
“Istanbul’” refers to the entire city. Besides, the role of the adjective “asil” translated
as“real” isalso very different in source and target texts. I nthe Turkish source text, it
was used to refer to the old city; the “real Istanbul” was, for Tanp nar, the old one. In
the English version it apparently refers to a new understanding of the city which is
different than it is supposed to be known in general. The translation actually says:
“there isadifferent | stanbul which youdon't know”. The rest of the sentence in the
English version also followsthis idea and states that “it (the real Istanbul) is not only
the city of mosgues and minarets within the walls, but also of such diverse
geographical locations with their own particular beauties”. The personal
interpretation of the translator and her own conception of the city become apparent
here as she inverted the meaning of the “real Istanbul”. | think that her insights about
the ideas of the receiving audiences concerning the city were also determinant of her
translation. She may have wanted to explain to the readers of the English version,
who are supposed to have very little knowledge about the city, that Istanbul did not
only consist of the historical peninsula, which is one of today’ s most popular tourist
destinations. She may also have wanted to emphasize that Istanbul had more beauties

than the ones presented in tourist guides. When | asked Christie about what she
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thinks of Istanbul’ s image in the U.K., in Europe and in North America, about how,
in her opinion, people inthe “West”, imagined Istanbul, she replied that they
imagined the city “probably like an updated * Arabian Nights' as in the James Bond
film shot in Istanbul, ‘city of spiesand intrigues’.” (see appendices). But the “real
Istanbul” seemsto be different for her. That's how she explainsthe feelingsthat the
city awakens in her:

At first adream city that changed my perspective onthe world.

Always an enigma. Currently | seem to relate to | stanbul better than in

the past but | am aware that this is probably a superficial reactionto

‘westernization’ inthe city. It was a pleasure last year to meet friends

for coffee in charming Pera M useum with every form of cosmopolitan

convenience: at the same time it was wonderful to find still in Besiktas

the same old-style tea-garden unchanged, with its air of provincial

solidity which | found again recently in Antalya (Christie, personal

correspondence, see appendices).
It canbe seen in Christie's words, that her own feelings about the city were different
from what she thinks to be the image of the city in the “West”. The difference that |
observed between Turkish and English versions of the analyzed sentence may be
resulting froma simple misinterpretation on the part of the translator. But even so,
this difference reveals to importart for it pointsto the first reaction of the translator
to what she read and gives hints about her interpretation process. Here, it could be
said that the translator wanted to explain to her target readers that “the real Istanbul”
was more than the “oriental” city of mosgues and minarets. The reaction of Paul
Dumornt is in line with Ruth Christie’'s. He also used the noun “Istanbul” to refer to
the entire city and expressed his ideas about what he thought was the “real | stanbul”,
“la veritable Istanbul”. | think that this example illustrates how different

perspectives of translators, who are the first readers of the Turkish source text, may

be effective in the translators interpretation reflected in their interlingual
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translations. This example also illustrates that the ideas of interlingual translators
about the city and their insights about and reactionsto what could be the ideas of the
receiving audiences about the city, all taking part of the interlingual translator’s
cognitive state and being determinative of the interpretation process, can be observed

through a comparative analysis of source and target texts.

Re-creating the Metaphors and Cultural References in Tanp nar’s Source Text

(Analysis of Segment 11)

Tanpnar claimed in Segment 10 that each district of Istanbul evoked the imagination
in adifferent manner. He develops his argument in Segment 11 and claims that the
Istanbulites could suddenly start longing for one of the districts of the city, since they

all have different characteristics.

Segment 11
Onun icin bir Btanbullunun giindelik hayat nda bulundugu yerden
baska tarafi16zlemesi cok tabiidir. Goztepe’de, hisrtilibir aga¢ altnda
bir yaz sabah nitadarken kiguk bir ihsas, teninizde gezinen higten bir
Urperme veya gozlnuze tak dan bir hayal, hatta birdenbire duydugunuz
bir cocuk sark s1sizi daha dinayrid gne bir Bogaz kdyiine, cok
uzak ve degisik bir dinya imis gibi¢agrr, rahatneibozar.
btanbul’da, isinizin giictiniiziin aras nda iken birdenbire Nisantasr nda
olmak istersiniz ve Nisantasr nda iken Eyiip ve Uskidar behemahal
gérmeniz lazmmgelen yerler olur. Bazen de hepsini birden
hatrlad gne ve istediginiz icin sadece bulundugunuz yerde kalrs ne.
Bu ani 6zleyis ve firarlar n arkas nda tabiat glzelligi, sanat eseri,
hayat sekilleri ve bir yin hatra calisr. Her ktanbullu Bogaz icinde
sabahn baska semtlerinden busbtun ayr 1bir lezzet oldugunu,
Camlrca tepelerinden aksam saatlerinde ktanbul’da sklarn
yanmas niseyretmenin insann igini bagka turlt bir hiiziinle
doldurdugunu bilir. Mehtapli gecelerde Bogazla Marmara ag¢ klar 1 ne
kadar birbirinden ayriise, Blyukdere korfezinden yuz kulag ilerisi,
Sar wer uzaklarida 6yle ayrdr. hsan birkag kirek darbesiyle siiri
gundelik ekmek yapan ¢cok munis bir hayal diinyas ndan hi¢
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tanmad g 1hasin ve efsanevi bir Argonotlar gecesine girer.
Cekmeceler’ de glinin herhangi bir saati biraz ilerdeki deniz
kenar ndan ¢cok baska sekilde guzeldir.

Genigdenizin yanibasnda bu goller, bir Beste ve Kar’ n yannda,
ayni makamdan klcuk bir sark ya ne kadar benzerler; sonra nispet
olcUsu degisir degismez hiviyet nas il degisir!

Gunes, eski elaynalarniand ran bu géllerde dehas nisadece
peyzaj kabartmas ina sarfetmekten hoslanan bir eski zaman ustas na
benzer; her saz, her ot, her kanat ¢ rp nisy bitiin kenarlar ve renkler
gibi glimus bir paritiicinde erir. (Tanp nar [1946] 2006, p. 119-120)

So it is very natural for an inhabitant of Istanbul to yearn for aplace
other than that of hisdaily life. At Goztepe, as you are enjoying a
summer morning under a rustling tree, a tiny sensation, goose-pimples
from nowhere will wander over your skin, a vision or evenachild’s
song will suddenly summon you to some village onthe Bosphorus
which you left only yesterday, ruining your peace of mind, calling you
froma far distant, other world. You are in the throes of work in
Istanbul and suddenly you want to be in Nisantas, you are in Nisantas
and you must see Eyiip and Uskidar, come what may. And sometimes
you remain just where you are because what you remember and desire
isall of it.

We are moved to momentary longings and flights of escape by the
beauty of nature, a work of art, our life-styles and a host of memories.
Every inhabitant knows that morning on the Bosphorus is an entirely
different delight from any other neighbourhood’s, and the heart of the
man who watches the lights of Istanbul from the heights of Camlrca at
dusk is filled with a unique sadness. On moonlit nights, the difference
between Sariyer and the gulf of Blyikdere, only a hundred fathons
further on, is as great as the difference between the open sea of
Marmara and the Bosphorus. With a few strokes of the oar the man
whose daily bread is poetry leaves his familiar dreamworld and enters
aharsh, legendary Argonaut night. At any hour of the day the lakes at
Cekmece have a conpletely different beauty from the neighbouring
seashore.

These lakes by the open sea are just like a little song in the same
mode compared with a major musical composition like a Beste or Kér;
as soon as the scale changes how great the change in character!

The sunon the lakes that are like old-fashioned hand- mirrors
resermbles an old master who enjoys using his talent only on landscape
in relief; every reed, every blade of grass, every wingbeat, all contours
and colours dissolve ina single silver gleam. (Ruth Christie’s
forthcoming translation).
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Aussi est-il tout a fait naturel, pour un habitant d’ Istanbul, de soupirer
apres un quartier de la ville différent de celui ou se déroule sa vie
guotidienne. Alors que vous étes entrain de savourer a Goztepe* la
fraicheur d’ un matin d’ été sous un arbre agité de bruissements, les
moindres sensations, un tressaillement imperceptible qui parcourt
votre peau, ou une vision qui se fixe dans vos yeux, ou méme
simplement une chanson enfartine suffisent a troubler votre repos et
vous appellent vers un village de Bosphore ou vous étiez encore la
veille, comme s il s'agissait d’ un monde trés lointain et trés différent.
Tandis que vous étes a Stamboul*, vaquant a vos affaires, vous
éprouvez le désir d’étre a Nichantachi* et, si vous étes a Nichantachi,
se sont Eyip et Uskidar que vous souhaitez voir toutes affaires
cessantes. Parfois encore, vous restez tout simplement a I’ endroit ou
VOUS VOUS trouvez parce que tous les autres lieux s’ imposent a votre
mémoire et vous attirent en méme tenmps.

Ces nostalgies et ces soudaines envies d’ évasion tirent leur aliment
des beautés de la nature, des ceuvres d' art, des styles de vie et d’ une
multitude de réminiscences. Tout habitant d’ Istanbul sait bien que, sur
le Bosphore, les premieres heures du jour ont une saveur particuliere
et qu aucune tristesse ne ressenble a celle qui emplit le coaur lorsque
I’on contemple les lumiéres de la ville, a la tombée du soir, du haut
des collines de Camlica. Par les nuits de lune la différence est aussi
grande entre la baie de BlyUkdere et le secteur de Sariyer*, acent
brasses de la, qu entre lesrives du Bosphore et celles de Marmara. ||
suffit de quelques coups de rame pour passer d’ un univers de réve
aimable et chargé de poésie a une nuit sauvage et mystérieuse, tour
droit sortie de la |égende des Argonautes. Les lacs de Cekmece sont, a
chague heure du jour, d’ une toute autre beauté que les rivages marins
gu'ils avoisinert.

Ces modestes éendues d’ eau situées aupres de la vaste mer sont
comrme de petites chansons comparées aux amples compositions des
musiques savantes. Et combien les choses se métamorphosent dées que
change latonalité!

A I'instar des maitres d’ autrefois, le soleil semble avoir mis tout
son génie a sculpter sur ces lacs pareils aux miroirs a main de jadis les
moindres détails du paysage. Chaque jonc, chagque herbe, chaque
battement d’ aile, de méme que les contours et les couleurs, se fondent
en une méme brillance d’ argent. (Tanp nar, 1995, pp. 32-33). (Trans.
Paul Dumont).

It can be understood from the text that onabright day, while the Istanbulite isina

happy mood, a strange sensation, a physiological (“ihsas”, “hicten bir Grperme”) or a
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psychological (“gdzlniize tak dan bir hayal”) impulse irritates her/him, and she/he
starts longing for another neighborhood of the city. The same feeling also captures
the inhabitant of the city in her/his work and it becomes necessary for her/him to visit
the districts which call her/him. It can be seen here that in Tanp nar’s “translation” of
Istanbul, the feeling of “hasret” / “longing” not only refers to a longing for the past,
for the old prosperous days. It is also and most importantly a state of mind said to
govern all the Istanbulites and is not presented solely as a negative and dark mood.
Specifically, Tanp nar claims that the feeling of longing that suddenly captures the
Istanbulites is caused by the beautiful natural environments of the city, the artistic
masterpieces, the different lifestyles and memories. It can be seen here that Tanp nar
mentions “hasret” and “hizin” together with the beauties of the city and gives them
aspecial value by using both words to refer to a happy mood instead of adark ore.
Having stated the reason why Istanbulites could suddenly start longing for a
special district of the city, Tanp nar explains how each neighborhood of | stanbul
look s different from others. While exploring the beauties of various digtricts,
Tanp nar uses a very poetic voice loaded with metaphors. The sentences where
Tanp nar narrates how the moods of districts and the landscapes of the seas can
suddenly change in a very short distance, while passing from the southern parts of
Bosporus to Marmara Sea or from the northern parts of the Bosporus to the Black
Sea, is worth attention. Tanp nar says: “Mehtapli gecelerde Bogazla Marmara
ac klarine kadar birbirinden ayrise, Blytkdere korfezinden yuz kulag ilerisi,
Sar yer uzaklarida 6yle ayrdr. hsan birkag kiirek darbesiyle siiri giindelik ekmek
yapan ¢cok munis bir hayal diinyas ndan hi¢c tanimad 1 hasin ve efsanevibir

Argonotlar gecesine girer.” Here it is important that Tanp nar refers again to the
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inner worlds of people and to their imagination even when describing the differences

between the landscapes of seas. The second quote above deserves closer attention:

Detail from Segment 11

hsan birkac kirek darbesiyle siiri giindelik ekmek yapan ¢cok munis
bir hayal diinyas ndan hic tanimad 1 hasin ve efsanevi bir Argonotlar
gecesine girer. (Tanp nar [1946] 2006, p. 120).

With a few strokes of the oar the manwhose daily bread is poetry
leaves his familiar dream-world and enters a harsh, legendary
Argonaut night. (Ruth Christie's forthcoming translation).

Il suffit de quelques coups de rame pour passer d’ un univers de réve
aimable et chargé de poésie a une nuit sauvage et mystérieuse, tout
droit sortie de la Iégende des Argonautes. (Tanp nar, 1995, p. 32).
(Trans. Paul Dumont).

It can be seen in the Turkish source text that Tanp nar identifies the Bosporus to
poetry and the Black Seato the legend of the Argonauts. The use of the adjectives is
also worth attention. To qualify the dream-world of the Bosporus, Tanp nar uses the
adjective “munis” and opposes it to “hasin” chosen to describe the Black Sea. It
appears that a contrast was created between the two, Bosporus being depicted as
calmand the Black Sea as disordered.

The interlingual translators seem to have re-created the poetic telling in the
target texts, indifferent manners. Both translations convey the idea that the dreams
evoked in the minds of people may change in a very short distance, while leaving the
Bosporus for the Black Sea but the connotations of adjectives seem to be different
slightly. Actually “munis” which is derived from the Arabic, was defined in TDK
dictionary as follows: “1. Familiar, which is not foreign. 2. Amiable, peaceful,

charming. 3. metaphorically. appropriate” (my translation) [“1. Alssidan, alsims,
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yabanc1olmayan. 2. Cana yak n, uysal, sevimli, 3. mecaz. Uygun™].*® Tanp nar used
this adjective both in its first and second meanings and constructed two oppositions:
the first between tranquility and disorder, the second between the familiar and the
foreign. But it can be seenthat Ruth Christie decided to use the adjective “familiar”,
which emphasized the first meaning of “munis”, and underlined the opposition
between the familiar and the foreign. What is more, the possessive determiner “his”
used in the English version [“his familiar dreamworld”] strengthens this opposition
by adding the idea that the mood of Bliytkdere was “appropriated” by people as
opposed to the unfamiliar atmosphere of the Black Sea. At the same time, whenthe
opposition between familiar and foreign was underlined in the English version, the
opposition between tranquility and disorder became indistinct. I nterestingly, it can be
seen that the exact opposite happened in the French version. Under analysis, it can be
seen that Paul Dumont preferred to translate “munis” with its second meaning and
used the adjective “aimable” in histext. By this means, he created an opposition
between “aimable” and “sauvage” just like that between “munis” and “hagin” in the
Turkishtext. Nevertheless, the opposition between “familiar” and “foreign” was lost
in that version. This example shows how different translators may choose to
emphasize some aspects of the source text while eliminating others.

The metaphoric expression that Tanp nar uses while describing the two lakes
of Istanbul near the Marmara Sea and its interlingual translations are also worth
discussion.

Detail from Segment 11.:

Genis denizin yanibasnda bu gbller, bir Beste ve Kar’ n yannda,
ayni1makamdan kii¢iik bir sark a ne kadar benzerler; sonra nispet
6lcUsu degisir degismez hiviyet nas il degisir! (Tanp nar [1946] 2006,
p. 120).

15 Data collected from the online dictionary of the Turkish Language Foundation, TDK. Retrieved
May 9, 2010 from http://tdkterim.gov .tr/bts/ ?kategori=verilst& kelime=munis& ayn=tam
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These lakes by the open sea are just like a little song in the same mode
compared with a major musical composition like a Beste or Kar; as
soon asthe scale changes how great the change in character! (Ruth
Chrigtie’s forthcoming translation).

Ces modestes étendues d’ eau situées aupres de la vaste mer sont
comrme de petites chansons comparées aux amples compositions des
musiques savantes. Et combien les choses se métamorphosent dés que
change latonalité! (Tanp nar, 1995, p. 32-33). (Trans. Paul Dumont).

Here, Tanp nar draws a simile between geographical places (the lakes and the sea)
and musical works (“Beste”, “Kar” and “sark 1”). For this purpose, he refers to the
forms of classical Turkish music such as “Beste”, “Kar” and “sark . In fact, “beste”
and “kar” are the longest forms of classical Turkish music, while “sark i’ is a shorter
one. To explainthat there was a big difference between the moods of the lakes and
the one offered by the sea, Tanp nar reminds the difference between the long pieces
of music, such as “beste” or “ka&r” and the shorter ones like “sark I’. By this means,
he attributes musical value to the lakes and to the sea as well.

When the English version of the sentence is analyzed, it can be seen that the
two special terms of classical Turkish music “beste” and “kéar” were left untranslated
and appeared in Turkish in the target text, while “sark i” was translated as “little
song”. It can also be seen that the translator added an explanation in the sentence, to
designate that “beste” and “kar” were longer forms of composition and she translated
“Beste ve Kér” as “a magjor musical composition like a Beste or Kér”. By this means,
she could express the comparison in length. Furthermore, Christie avoided once
again to domesticate culture specific notions and kept their specificity in translation.
It can be observed in the French version that Dumont made use of terms that diluted

the culture specificity of Tanp nar’s terms. He recreated the comparison between
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geographical places and the musical forms well, but effaced the reference to classical
Turkish music. Instead he used terms more familiar to the readers of the receiving
cultures such as “chanson”, “composition” or “tonalité”. It can be said that the lakes
and the seas of the city were identified in the source text to the music produced in the
land, which also hinted to the harmony between various elements of the city. The
French version however deleted again the culture specific references, at the same
time overlooking the hint to the harmony.

The sentence where Tanp mar compares the lakes to ancient hand- mirrors is

also worth attention:

Detail from Segment 11:

Gunes, eski elaynalar ni1and ran bu géllerde dehas nisadece peyzaj
kabartmas na sarfetmekten hoslanan bir eski zaman ustas na benzer;
her saz, her ot, her kanat ¢ rp nsy buttin kenarlar ve rerkler gibi
glmusbir pardtriginde erir. (Tanp nar [1946] 2006, p. 120).

The sun on the lakes that are like old-fashioned hand- mirrors
resembles an old master who enjoys using his talent only on landscape
inrelief; every reed, every blade of grass, every wingbeat, all contours
and colours dissolve ina single silver gleam. (Ruth Christie’s
forthcoming translation).

A I'ingtar des maitres d’ autrefois, le soleil semble avoir mis tout son
génie asculpter sur ces lacs pareils aux miroirsa mainde jadis les
moindres détails du paysage. Chaque jonc, chagque herbe, chaque
battement d’ aile, de méme que les contours et les couleurs, se fondent
en une méme brillance d’argent. (Tanp nar, 1995, p. 33). (Trans. Paul

Durmont).

Here, Tanp nar refers to the traditional handicrafts and reminds the readers of the
hand- mirrors covered with reliefs. While comparing the lakesto mirrors, he also
draws an analogy between the sun and the ancient masters of handicrafts and posits

that the sun ornaments the contours of the lakes. The reeds, grasses and the flights of
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the birds are parts of the picture that decorates the mirror. Here some of Tanp nar’s
particular language discussed in previous sections catches attention; “ayna”,
“gumis” and “par ity form part of the poetic vocabulary.

As regards the translation into English, Tanp nar’s special words were
translated into similar ones such as “mirror”, “silver” and “gleam”, but it appears that
the reference to the old handicrafts was altered in translation. The adjective “eski”
which appears in the source text is not used to qualify the hand- mirrors as “old-
fashioned” but to mean that these mirrors were used in the past, which is different.
Therefore | think that another adjective could be chosen; “ancient” for example. The
description of the craftsman who ornamented the mirrors isalso different inthe
English version. While the Turkish source text refersto a master who lived inthe
past, the English text refersto an “old” man. It can be seen that the two descriptions
in the Turkish source text referring to an art practiced inancient times affirmed a
decrepit status and old age in the English version. Asaresult, the old handicraft
mentioned inthe source text turned in the English version into an old fashioned

object and the craftsman who produced it became an aged man.

In the analyses of Segments 4, 5, 6, 7, 8,9, 10 and 11, | illustrated that the
differences observed between the Turkish source text and the interlingual translations
may give clues for understanding the ideas of interlingual translators about the city,
about Islam and about several notions such as “East” and “West”. | also observed
that the professional background of interlingual translators and their knowledge or
lack of knowledge about Tanp nar’s conception of the city and of religion and about
his use of language, their insights about and reactionsto what the ideas of the

receiving audiences about the city could be were determinative of their interpretation
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of the Turkish source text and of the textsthat they produced. All these factors
pointed to the interlingual translators “cognitive states” which affected their choices
and by this means the translations they produced. The cognitive states of the
translators of the city and of the interlingual translators are also at the basis of their
“attitude” (Hermans, 2007, 76). Inthe following pages, | will discuss Hermans

notion and explore the “attitude” of Tanp nar as a translator of the city.

Tanp nar’s “Attitude” as the City’'s Translator

Theo Hermans asks in arecent book (2007) “what happens when translators translate
texts they strongly disagree with or disapprove of, especially when ideological and
moral values are at stake?” (Hermans, 2007, p. 56). In his discussion, he claims that
“[1]f the values inscribed in a foreign text are felt to be reprehensible, the translation
itself may attest to the translator’s critical opinion of themeven if those values are
being reported word for word” (Hermans, 2007, p. 65), and states as aresult that “the
translation speaks for more than one voice and its words say more than what they
say. The translator both speaks for the original author and signals reservation.”
(Hermans, 2007, p. 65). Insuch a context, Hermans argues that “the translator’ s
attitude frames and invades the performance of translation” (Hermans, 2007, p. 83).
Here think that Herman's emphasis on the translator’ s “attitude” is worth attention.
This attitude is not only apparent when translators translate a text they disagree with,
but in all translations since translations are marked by the subject- position of their
translators. Hermans' conclusion on the subject is also relevant for the position of the

translators of cities. Hermans writes as follows:
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[T]he attitudes [of translators] frame but also inform and subtend the
actual translation. Attitude, then, applies across the board, to routine
professional as well as to ideologically motivated translating. In
accepting a request or acommission translators may indicate that they
agree with the import of what they are about to translate, that they
remain indifferent to it, or indeed that financial gain or pressure
overrides other considerations. This attitude is written into the
resulting product and remains separate from the translation’s
representational aspect. For this reason, attitude and position-taking
cannot be written out of the picture of what translators do. All
translating is translating with an attitude. It could not be anything else,
since all translations contain the translator’s subject-position.
(Hermans, 2007, pp 84-85).

| strongly agree with Hermans onthe point that “all translating is translating with an
attitude” and that “all translations contain the translator’ s subject-position”
(Hermans, 2007, pp 84-85) and would add that all translations of cities also contain
the translator’ s subject position which is determinative of the way that the city is
represented in translation i.e. of the “metonymics” of translating the city. The
following pages explore the attitude and the subject-position of Tanp nar as a

translator of Istanbul, while continuing to examine in the meanwhile, the choices of

interlingual translators.

The Translator’s Value Judgment (Analysis of Segment 12)

Tanp nar claimed in the segments analyzed earlier, that the landscapes of different
districts of Istanbul had special characteristics and special beauties. Tanp nar
explains, in Segment 12, the similarities between the outlook s of the districts and the
feelings they arise in the people who live inor who visit them. The comparison that

he makes between the old districts of the city and the new ones hintsto his “attitude”.
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Segment 12:

Fakat bu degisiklik daha derinlere gider; saatlerin manzarasigibi
insanlar n calsma sekilleri ve tembellikleri, distnce ve yeisleride bu
yerlerde birbirinden baskad r. Beyoglu, hamlesi yar1yolda kalms
Paris taklidiyle hayatmizn yoksullugunu hatrlatrken; btanbul,

Usk tidar semtleri kendisine yetebilen bir dederler diinyasnin son
miraslar yla, biz fark nda olmadan i¢imizde bir ruh bitinligu kurar,
hulyalar m e, isteklerimiz degisir. Bogazi¢i’nde, Uskiidar’da,
btanbul’da, Silleymaniye veya Hisar’lar n karss nda, Vanikdy
iskelesinde veya Emirgan kahvesinde sk sk bagka insanlar oluruz.
Hangi ktanbullu, Beykoz korusunda veya Bebek s rtlar nda dolasrken
kendisini d salemin o kavurucu zaruretlerine karsimidafaa edecek
zengin ve calikan bir uzleti 6zlememis, ksa bir an icin olsa bile onun
celik zrhlarnigiyinmemistir? (Tanp nar [1946] 2006, p. 120-121).

But the change goes even deeper; as in a mediaeval landscape of a
Book of the Hours, the work-patterns of human beings, their times of
idleness, their thoughts and despairs, differ according to place.
Imitating Paris in a half- hearted way, Beyoglu reminds us of the
poverty of our lives; the neighbourhoods of old Istanbul and Usk idar
with their last vestiges of values inherited from a self- sufficient world
create, unknownto us, awholeness of spirit, and alter our dreams and
desires. At Bogazici, in Uskidar, in Istanbul, face to face with the
Slleymaniye mosque or the fortresses on the Bosphorus, on Vanikdy
pier or in a coffee-house at Emirgéan we often become quite different
people. Which inhabitant of Istanbul, roaming the woodlands of
Beykoz, or the hills behind Bebek, hasn’'t longed for a rich studious
solitude as a defence against the desiccating demands of ‘ the real
world’, and who hasn’'t donned, if only for one short moment, a
protective armour of steel? (Ruth Christie’ s forthcoming translation).

Mais les différences que I’ on peut observer d’ un endroit a I’ autre sont
plus profondes encore qu’ il ne parait. Le travail des hommes et leur
paresse, leurs pensées et leurs désespoirs changent selon les lieux,
comme change le spectacle des heures. Tandis que Beyoghlu, dans
son effort resté a mi-course de ressembler a Paris, nous rappelle

" indigence de notre vie, les quartiers de Stamboul et d’ Usk idar,
dépositaires des derniers vestiges d’ un univers qui se suffisait a lui-
méme, suscitent en nous, a notre insu, une plénitude spirituelle et nous
poussent vers d’ autres réves, d’ autres désirs. 11 arrive frequemment
gue nous changions d’ identité selon que nous sommes sur le
Bosphore, a Uskidar, a Stamboul, devant la Stileymaniye*, du coté
des Chéateaux (footnote 2), aux débarcadére de Vanikdy* oudans le
café d’ Emirgan*. Quel est I’ habitant d’ Istanbul qui, se promenant
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dans le bois de Beykoz* ou sur les pentes de Bebek*, n'a jamais
aspiré a ure riche et laborieuse solitude, capable de le protéger contre
les obligations dévorantes du monde extérieur, et qui n'a revétu, ne
serait-ce que pour un bref instant, I’armure d’ acier d’ une telle retraite?
[Footnote 2 : |1 S agit des forteresses de Anadolu hisari (« Le chateau
d Anatolie ») et de Rumeli hisari (« Le chéteau de Roumélie »),
placées I’ une en face de I’autre, sur chacune desrives du Bosphore. La
forteresse de Rumeli hisari fut bétie par le sultan M ehmet Il en 1452,
un anavant la prise de Constantinople. Elle est beaucoup plus
imposante que son pendant asiatique, construit un demi siecle plus
tot.] (Tanp nar, 1995, p. 33). (Trans. Paul Dumont).

The first sentence quoted above develops the ideathat each district of Istanbul has
special characteristics, and adds that the people living or working in those digtricts
also feel and behave differently in line with the landscape, which changes following
the hours of the day. It can be observed that, after having dwelled onthe outlook of
various districts, Tanp nar explores the moods of the people living in them. When
writing about people he focuses ontheir inner worlds. Even when speaking about
their working manners, he adds “their thoughts and despairs”. The expressions such
as “ruh bitinlugu” / “wholeness of spirit”, “hulyalar” / “dreams”, or “d isalemin
kavurucu zaruretleri” / “desiccating demands of ‘the real world’”, refer all to the
inner worlds of people and to their feelings. Onthe other hand, while making an
opposition between the inner worlds of people and the world outside or the “real
world”, Tanp nar praises the former and blames the latter for its “desiccating
demands”.

Another opposition is created between the old districts of the city and the
new. Tanp nar compares the old districts to the modern ones by considering their
originality. He confronts, for example, Beyoglu and Uskiidar. He states that Beyoglu
tried hard to imitate Paris without achieving its aim. Therefore Tanp nar associates

Beyoglu to the “poverty of our lives”. It canalso be seen that Tanp nar praises older

141



districts such as Usk idar as the “last vestiges of values inherited from a self-
sufficient world” and relates them to “a wholeness of spirit”. It appears that he makes
an opposition between originality and imitation and stands for the former. Tanp nar’s
appraisal of Uskidar for its self sufficiency and his criticism of Beyoglu for its
imitativeness result from his own judgment and from his “attitude” as a translator of
the city.

It is also interesting that Tanp nar starts using again, at this stage of his
narrative, the first person plural while still expressing his own feelings and thoughts.
Here the expression “biz fark nda olmadan” translated into English as “unknown to
us” deserves attention. Tanp nar uses this expression while explaining how the old
neighborhoods created a “wholeness of sprit”. Asit is understood from the sentences
quoted above, the old neighborhoods host the “last vestiges of values inherited from
a self-sufficient world”, and for this reason they “create, unknown to us, awholeness
of spirit” (emphasis mine). It could be questioned how Tanp nar could write about
such a feeling if he was not aware of it. However, it can be assumed that Tanp nar
was certainly speculating about how he felt in the old neighborhoods, comparing it to
his feelings in the new ones. Asa result of his introspection, he found that one should
feel a “wholeness of spirit” in the old districts. Nevertheless, it appears that he
presented his own thoughts as the heartfelt mood of all Istanbulites.

As for the translations into English and French, it can be said that they both
emphasized the inner worlds of people, just like in the source text. The opposition
between originality and imitation was also apparent in both translations. But when
the Turkish source text is compared to the English version, it can be seenthat there is
avery striking difference between the two texts, as regards the translation of the

expression “saatlerin manzarasi’. It is challenging to translate this expression into
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English, since a literal rendering such as “the landscape of the hours” would be
nonsense. But it can be understood in the source text that Tanp nar referred to the
variety of landscapes presented by the districts of I stanbul in different hours of the
day. However, it is surprising here to see that the expression was translated into
English as the “Book of the Hours”. There is no reference in the Turkish source text
to the illustrated devotional books of the Middle Ages, yet it appears that something
in Tanp nar’s narrative reminded the translator of the illustrations of these medieval
books, and this can be a simple misunderstanding or misinterpretation. Asregards
the translation into French, Paul Dumont found a solution to translate the expression
quite literally as “spectacle des heures”. Here the word “manzara” (“landscape”) was
translated as “spectacle” (“spectacle”) and Dumont rendered the challenging

expression into French with thet little lexical change.

The Translator’ s Perspective (A nalysis of Segment 13)

In the following sentences, Tanp nar continues explaining how the moods of the
dwellers of the city change in different places. He compared, in Segment 12,

Beyoglu to Uskiidar. Now he compares Beyazk and Beylerbeyi to Tarabya:

Segment 13:

Bayezk veya Beylerbeyi Cami’inin duvarlar na yaslanarak distntlen
seylerle, Tarabya’nn igimizdeki bir tarafa hala yabanc irhtmnda,
aksammn bir ten cimbdstnu and ran skKlarricinde duslinilecek seyler
elbette birbirine benzemez. Birincilerinde her sey icimize dogru kayar
ve besleyici bir hiiziin halinde bizde kiilgelenir. kincisinde bu koklii
hasretten mahrum kalr . (Tanp nar [1946] 2006, p. 121).

There is certainly no likeness between our thoughts aswe lean in

contemplation against the walls of the Beyazit or Beylerbey mosques,
and the thoughts induced by the riot of evening lights on the shores of
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Tarabya— aplace still aliento apart of us. Inone, everything slips
straight into our hearts and gives rise to a nourishing sadness, in the
other we are without any deep-rooted yearning. (Ruth Christie’'s
forthcoming translation).

Il "y aassurément rien de commun entre les choses auxquelles nous
pensons adossés aux murs de la mosguée de Beyazit ou celle de
Beylerbeyi* et les pensées qui nous envahissent a Tarabya*, dans
I’orgie des lueurs vespérales, sur ce quai qu’ une partie de notre étre
considere encore comme tellement étranger a nous- méme. Dans un
cas, tout nous touche, donnant naissance a une tristesse nourriciere.
Dans I’ autre nous sommes prives de cette féconde nostalgie.

(Tanp nar, 1995, p. 33-34). (Trans. Paul Dumont).

Once again, Tanp nar appraises the districts of the city for the feelings and thoughts
that they inspire. He finds that Tarabya was “a place still alien to apart of us”. In
comparing Beyazk and Beylerbeyi to Tarabya, he mentions the feelings of “hizin”
and “hasret” translated into English as “sadness” and “yearning”, and into French as
“tristesse” and “nostalgie”. He uses these emotive nouns to describe a mood which
he appraises by saying that these feelings are “nourishing”. Inthe process Tanp nar
appropriates the feelings of “hiizin” and “hasret” as hisown, and attributes them to
all the Istanbulites, while rejecting the “riot of evening lights on the shores of
Tarabya” which he qualifiesas “alien”. It canbe argued here that Tanp nar proposes
his ideal figure for the Istanbulite by defining her/his moods and preferences.
According to Tanp nar, an Istanbulite would feel at ease in Beyazk or Beylerbeyi and
certainly feel alienated in Tarabya. Here it should be emphasized that Tanp nar’s
description of the | stanbulite, which pointsto his perspective, derives apparently
from his personal views discussed in previous sections*® and results again from his
“attitude” as a translator of the city. Tanp nar develops his description of the

Istanbulite inthe following paragraphs.

16 See section titled “Contextualising Ahmet Hamdi Tanpnar’s “Istanbul” (1945) narrative”
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The Translator’s |deals (Analysis of Segment 14)

Tanp nar explored in the previous segments the changing moods of the Istanbulites.
In analyzing his discourse critically, | showed that Tanp nar presented a figure of the
Istanbulite based on his own feelings and thoughts, that he projected his own moods
to all the dwellers of the city. Finally, | found that Tanp nar proposed in his narrative,
an ideal figure for the Istanbulite by defining her/his moods and preferences. In
Segment 14, Tanp nar provides more details about the sentiments and affections of

the Istanbulite:

Segment 14:

Cunkd, bu kugik ve mimarisinin zevki hakk nda oldukca stpheli
oldugumuz camiin [Beylerbeyi Camii] etrafnda bitin bir eski
btanbul’u buluruz. Oyle ki, konustugumuz zaman siiphesiz
Tarabya’dakinden pek de ayry, farklibulmayacagme buradaki
insanlar bize kendi iclerine gekilmisbir mazi daiss as nda
yasiyormus gibi gelirler. Stphesiz tpk 1oradaki gibi alelade gazete
tefrikalar ndan duygu hayatnitatmin eden, aynisinema yid ezlarni
seven ve hayranolan ve hayatnn fakirligi icinde aynisekilde cani
skilanbu genc kz 1l. Mahmut’un debdebeli binislerine sahit
oldugunu bildigimiz ve butiin o kicik saraylarda, yalive kosklerde
yap #lan musiki fasdlar ndan bir seyler saklad §nizannettigimiz bu
sokak larda ve meydanlarda yasad fj1icin bize daha baska ve zengin bir
alemden geliyor hissini verir, onu daha glizel degilse bile bize daha
yak n buluruz. (Tanp nar [1946] 2006, p121).

Around the little mosque [the mosque of Beylerbeyi], whose
architectural quality israther suspect, we find the complete old
Istanbul of our fathers. When we talk with them, the people here now
are not so very different from people in Tarabya but they seem to have
withdrawn into themselves and to be living inadream of the past. The
young girl here is just like any other girl, bored with the emotional
poverty of her life, admiring the same filmstars and satisfying her
appetite for life with cheap newspaper installments, but she seents, if
not more beautiful, nearer to us, and daughter of adifferent, richer
world; for she inhabits streets and squares where we imagine there are
echoes of the music performed in all the little palaces and summer-
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houses and villas from which we know Mahmud Il witnessed
magnificent equestrian displays. (Ruth Christie’s forthcoming
translation).

C’est gue nous retrouvons dans cette petite mosquée (footnote 3) d’ un
golt architecturale passablement douteux la vraie ville de nos péres,
toute I’ Istanbul d’ antan. Lorsgue nous parlons avec eux, les gensd’ici
ne paraissert pas tres différents, certes, de ceux de Tarabya, maisils
vivent comme repliés sur eux- mémes, dans le sillage du passé. Cette
jeune fille nourrit son esprit des mémes feuilletons médiocres que

n' importe autre jeune fille, elle aime et admire les mémes vedettes de
cinémg, elle souffre de la méme fagon de la banalité de son existence,
mais nous latrouvons sinon plus belle, du moins plus proche de nous
parce que, vivant dans ces lieux dont nous savons que s’y sont
déroulées les cavalcades somptueuses de Mahmud |1* et qui nous
donnent I'impression de conserver encore quelque chose des musiques
dont retentirent jadis ces palais et ces villes, elle nous sermble venir
d’un monde différent et d’ une grande richesse. [footnote 3 : 11 s’ agit
probablement de la mosquée de Beylerbeyi a laguelle I' auteur a fait
allusion un peu plus haut.] (Tanp nar, 1995, p. 34). (Trans. Paul
Durmont).

Up to the Segment 14 quoted above, Tanp nar explored the different landscapes of
different districts and focused on the feelings that these various parts of the city
ingpired inthe dwellers. In Segment 14, the dwellers of the districts also become
elements of the landscape. Tanp nar proposes that people living indifferent districts
arouse different kinds of feelings even if they look similar since their environment
changes their image as perceived by the observer. It is also interesting here that
Tanp nar keeps writing in the first person plural and adopts the position of the
spokesman of the I stanbulites. When considered critically, it can be seenthat

Tanp nar explains only his own feelings and thoughts, since there is no evidence
about if all the dwellers of the city shared his insights. Moreover, it can be argued
that Tanp nar observes the real dwellers of the city as a part of the picture. One can

question whether the girl, described by Tanp nar in the sentences quoted above, fits
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the type of the I stanbulite described by the author. She is more likely to be presented
as an element of the landscape observed by the ideal Istanbulite, who in turn, seems
to be nobody but Tanp mar himself. Tanp nar, as the prototype of the ideal Istanbulite
that he presents, observes the girl and recreates an identity for her in his imagination,
and explains quite honestly that he attributes her a meaning which goes beyond her
real existence. Notice how Tanp mnar starts imagining the history of the streets while
looking only to a girl living there: “The young girl here is just like any other girl,
bored with the emotional poverty of her life, [...] but she seems, if not more
beautiful, nearer to us, and daughter of a different, richer world; for she inhabits
streets and squares where we imagine there are echoes of the music performed in all
the little palaces and summer-houses and villas from which we know Mahmud 11
witnessed magnificent equestrian displays”. Here Tanp nar writes about the real
dwellers of the city as a part of the landscape observed by the ideal type of dweller,

who appears to be presented in the text as Tanp nar himself.

The Translator’s Personal Style (Analysis of Segment 15)

The analysis provided in the previous sections showed that Tanp nar attributed a
particular meaning to the city of Istanbul and presented an ideal figure of the
Istanbulite based on his own feelings and insights about the city. | also indicated that
Tanp nar explored the diverse landscapes of the various districts of the city,
comparing the old neighborhoodsto the new ones and focusing mainly on their
special ways of evoking imagination. | found that Tanp nar gave more importance to
the dreams and inspirations instead of the physical environments of various districts.

The paragraphs which conclude Tanp nar’s text chosen for analysis sum up the main
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ideas of the narrative. Having explored the various beauties of the city, Tanp nar

compares the city finally to a rose that opens “petal by petal”:

Segmernt 15:

Oliim bile bu koselerde baska cehreler takni.

Bu degisiklikler hep birden distnilince muhayyilemizde tpkibir gul
gibi yaprak yaprak ac #an bir ktanbul dodar. Stiphesiz her bilyik sehir
az cok boyledir. Fakat btanbul’un iklim hususiligi, lodos poyraz
mucadelesi, degisik toprak vaziyetleri bu semt farklar nibagka
yerlerde pek az gorulecek sekilde derinlestirir.

e ktanbul bu devamlisekilde muhayyilemizi isletme sihriyle
bize tesir eder. Dogdugu, yasad iy1sehri iyi kéti bilmek gibi tabii bir
is, btanbul’da bir nevi zevk inceligi, bir nevi sanatkarca yasay 6 tarz1
hatta kendi nev’inde saglam bir kiiltir olur. Her btanbullu az gok
sairdir, clnk( irade ve zekésiyla yeni sekiller yaratmasa bile, blyuye
cok benzeyen bir muhayyile oyunu igcinde yasar. Ve bu, tarihten
gundelik hayata, asktan sofraya kadar genisler.

‘Tesrinler geldi, lufer mevsimi baslayacak’ yahut ‘Nisanday i,
Bogaz s rtlarna Erguvanlar agmmstr’ diye diistinmek, yasad gmiz ani
efsanelestirmeye yetisir. Eski ktanbullular bu masaln iginde ve
sadece onunla yasarlard 1 Takvim, onlar icin Heziod”un Tanr dar
Kitab 1gibi bir seydi. Mevsimleri ve gunleri, renk ve kokusunu
yasad g1 sehrin semtlerinden alan bir ygin hayal halinde gorirdd.
(Tanp nar [1946] 2006, p. 121- 122).

Even death wears a different face in these parts.

Aswe contemplate all these changes, an Istanbul is born that opens
like arose, petal by petal, in our imagination. Every major city, of
course, is more or less like that. But Istanbul’ s special climate, the
conflict between the north and south winds, the various conditions of
the soil, emphasize differences between neighbourhoods that are rare
elsawhere.

Thus I stanbul continually exerts its magic influence over our
imaginations. It is natural to know the good and bad sides of the city
where we were born and where we now live. Istanbul has a certain
artistic way of life, adelicacy of taste, a healthy culture of itsown.
Everyonre of its inhabitants is more or less a poet, for even if he
doesn’'t create new forms intelligently and decisively, he lives inside
an imaginary magical drama that extends from history to daily life,
from love to the dining-table. When he thinks, ‘ October and
November are here, the blue-fish season will begin’, or “ It s April.
The Judas-tree blossom must be out along the Bosphorus’, he
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manages to make the present moment into a legend. The people of old
Istanbul lived only inside this legend. For them the calendar was like
Hesiod’s Book of the Gods. Days and seasons unrolled before their
eyes in adream-state that took colour and smell from their particular
neighbourhoods. (Ruth Christie’s forthcoming translation).

Dans ces quartiers, méme la mort présente un autre visage.

Quand ces multiples aspects se présentent a notre esprit
simultanément, Istanbul s épanouit dans notre imagination comme une
rose s ouvrarnt feuille a feuille. Certes, il enest apeu presainsi dans
toute grande ville. Mais le climat d’Istanbul, les ventsqui S'y livrent
combat, les particularités de relief accentuent les différences d’ un
guartier a I’autre d’ une fagon tout a fait exceptionnelle.

Oui, I stanbul possede le pouvoir magique de faire travail ler notre
imagination en permanence. Connaitre plus ou moins bien la ville ou
I’onest né, ou I'on a vecu, est chose naturelle. A Istanbul, cela devient
une certaine finesse de go(t, un art de vivre et méme une culture d’ un
genre particulier. Tout habitant d’ Istanbul est un peu poéte, car méme
si son intelligence et sa volonté ne lui servent pas créer de nouvelles
formes, il vit dans un monde magique surgi desjeux de I'imagination.
Et cela vaut aussi bien pour les choses du passé que pour tout ce qui
touche a la vie d’ aujourd’ hui, depuis les joies d’amour jusqu aux
plaisirs de latable.

Se dire en soi-méme : « Les moisd automne sont 13, la saison de
|Ufer (footnote 4) va bientbt commencer », ou bien « Nous voici en
avril, lesarbres de Judée ont sans doute fleuri sur les collines de
Bosphore », suffit a faire de cette instant de vie un instant de |égende.
Toute I’ existence des Stambouliotes d’ autrefois se déroulaient &
I"image d’ un conte. Pour eux, le calendrier était quelque chose comme
la Théogonie d' Hésiode. Les saisons et les jours formaient a leurs
yeux toute une nébuleuse de phantasmes tirant sa couleur et son
parfumdes quartiersou ils vivaiert. [footnote 4 : « Temnodon sauteur
», un des poissons les plus répandus dans les mers baignant | stanbul.]
(Tanp nar, 1995, pp. 34-35). (Trans. Paul Dumont).

Aside from comparing the city to a flower, Tanp nar adds that the special weather
conditions endow the districts with unique characteristics. I nthe sentences thet
follow, Tanp nar argues that the city has a magical power to influence the dwellers,
and turns them into poets. It can be said that Tanp nar attributes a poetic value to

everything about I stanbul, to its foods, seasons, fishes or trees. The poetic discourse
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which dominates the whole narrative with the metaphorical expressions and the use
of a special vocabulary appears to be in line with Tanp nar’s conception of the city.
The tone and the content complement each other. Tanp nar produces a poetic
“translation” of I stanbul from a highly cultivated perspective with references to the
history of the city, to its geographical characteristics, to its culture, arts and lifestyles.
I think that these choices of Tanp nar are in line with the stylistic and thematic
properties of his other works examined by critics and discussed in previous sections'’

and that they reflect again his “attitude” as a translator of the city.

The Translator’s “ Attitude” (Analysis of Segment 16)

Tanp nar explored throughout his narrative the tension between traditional lifestyles
and the new ones, while differentiating the feelings inspired by the old districts of the
city and the modern ones. At the end of his narrative, Tanp nar complains about the

change that captures the city:

Segment 16:

Yazk ki bu siir dunyas1artk hayatmeda eskisi gibi hakim degildir.
Onu simdidaha ziyade yabanc 1dauss falar idare ediyor. Paris,
Holivud, - hatta diinkii Peste ve Bikres- btanbul’'un sKlar niicimizde
her giin biraz daha k stilar. Ne ¢ kar btanbul semtleri biitiin vatan gibi
orada duruyor; biyik mazi gili bir giin bizi elbette ¢ag racak.

(Tanp nar [1946] 2006, p. 122).

A pity that the realm of poetry no longer rulesour lives as in the past.
Now we are more often influenced by longings for foreign parts—
Paris, Hollywood — even for the Budapest and Bucharest of yesteryear
— every day the lights of | stanbul grow just a little dimmer in our
hearts. But the neighbourhood quarters of Istanbul remain there
complete and whole like one’ s native country. One day for sure the

17 See section titled “Contextualising Ahmet Hamdi Tanp nar’s “Istanbul’ (1945) narrative”

150



great rose of the past will summon us. (Ruth Christie's forthcoming
translation).

Il est dommage que cet univers de poésie ne joue plus dans notre vie
le méme réle qu' autrefois. || a éé remplace par les attirances
étrangerérs : Paris, Hollywood —ou méme jusgu’ a un passe assez
récent, des villes comme Budapest et Bucarest- ont peu a peu affaibli
en nous les lumieres d’Istanbul. Mais qu’ importe ! Tous les quartiers
de la ville sont encore 13, comme le reste de la patrie. Et assurément,
un jour, la grande rose du passé nous appellera a nouveau. (Tanp nar,
1995, p. 35). (Trans. Paul Dumont).

The last paragraph of the narrative expresses Tanp nar’s anguish for the loss of the
poetical aspects of living in Istanbul. He argues that the dreams of people living in
Istanbul change and that they mostly long for foreign cities. He closes his first
section stating that | stanbul loses its brilliance day after day and wishes that the
prosperous days of the past come back again one day.

Tanp nar’s attitude as a translator of the city-text reflects his cognitive state
and his world view. As stated earlier, Tanp nar was also a poet and his prose was
marked by a poetic tone, as it was also underlined and sometimes criticized by critics
such as Berna Moran, Selahattin Hilav or Fethi Naci. At the earliest stages of the
analysis, I tried to illustrate that the poetic tone which governed Tanp nar’s fictional
prose was also determinative of his “translation” of the city with the use of a special
vocabulary which created the atmosphere of dreams and with a metaphoric
expression. | claimed asaresult thet the stylistic features which could be found in the
author’s fictional writing were also determinative of his “translation” of the city
described in a poetic tone. The usual themes and discussions of Tanp nar in line with
his style, determine his “translation” of the city aswell. While trying to contextualize
Tanp nar’s “Istanbul”, | explored the critical views on Tanp nar together with his

responses and examined his approach to social problems and to politics in Turkey,
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observing that Tanp nar gave an important place to the discussion on civilization
change that occurred in Turkey in line with westernization movements going on
since the Tanzimat. | also showed that Tanp nar focused on the inner worlds of
people while dwelling on social changes.

When the data collected from both contextual and textual analyses are
considered together, it can be said that Tanp nar’s approach to style and to political
issues had a significant influence on his attitude as a translator of the city-text.

First, Tanp nar presented the city as a poetical work, and the Istanbulite as a
poet. He created an atmosphere of dreams and reveries. He focused on the inner
worlds of people living in the city while actually describing his own feelings and
atributing them to an ideal prototype of | stanbulite that he produced throughout his
“translation”. Furthermore it can be seen that Tanp nar made a comparison and
opposition between several districts of the city. For example, he compared Beyoglu
to Usk Udar and Tarabya to Beylerbeyi and overtly expressed his criticisms for the
former while praising the latter. His comparison reflects his value judgment and his
insights about the issue of “civilization change”.

It should be clear in the section dedicated to that notion only® that Tanp nar
had a dissimilar understanding of tradition and civilization. He gave a primordial
importance to the inner worlds of people and focused on the psychological crisis
caused by the change which occurred ina very short time and reacted to the loss of
integrity in tradition and of continuity between generations, since he thought that the
innovations were not internalized by people. He admitted that Turkish people, torn
between eastern and western civili zations, were living in adiscord. It cannot be said

however that Tanp nar resisted change and “Western” civilization as a whole. In fact,

18 See section titled “ “Civilization Change’ in Ahmet Hamdi Tanp nar’s work”
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he recognized that the new generations were different, arguing in this respect that
Eastern and Western civilizations were both included in the reality of Turkish people
and had both to take part in the new way of life to be forged. The “ancient” traits
would not be totally neglected but modified and intervene in the construction of new
life styles. It can be said that he did not react to Western civilization as a whole but to
imitating its styles blindly.

When Tanp inar’s suggestions about civilization change and his “translation”
of the city are considered together, it can be seenthat his “translation” of the city
reflected his criticisms about civilization change and about the imitation of Western
styles. Inother words, his “translation” of the city was marked by his “attitude”
toward the city. It canbe seenin Tanp nar’s “translation” that he chose to focus on
the traditional districts of the city inhabited largely by the M uslim population.
Districts such as Beyoglu or Tarabya, where the non-Muslim communities lived and
the consulate buildings and summer houses of Western governments could be found,
appeared in Tanp nar’s “translation” of Istanbul only as parts of the city to blame. In
Tanp nar’s words translated by Ruth Christie, “Beyoglu reminds us of the poverty of
our lives” and Tarabya is “aplace still aliento apart of us”. Such aspects of
Tanp nar’s writings may be the reason why his work still arouses discussions in
Turkey and why he has been a figure much appreciated and much criticized. This
may also be the reason why Orhan Pamuk presented Tanp nar asa “nationalist
author” (Pamuk, [2003], 2007, p. 229-236). In Chapter 4, | will explore Pamuk’s

“translation” of Istanbul, together with his “translation” of Tanp nar.
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Conclusions

In Chapter 3, I explored Ahmet Hamdi Tanp nar’s “translation” of Istanbul and its
interlingual translations into English and French provided by Ruth Christie and Paul
Dumont. The chapter consisted of two parts. Inthe first | tried to contextualize
Tanpnar’s “Istanbul” and explored the discussions that surrounded Tanp nar’s work.
By this means| tried to illuminate the social, cultural, historical and literary contexts
in which the work was produced and received. For this purposed | examined several
articles and criticisms about Tanp nar together with his responses. | discussed, in this
context, the issue of “civilization change” in Tanp nar’s fictional and non-fictional
works and his approach to politics. | also explored the discussions about Tanp nar’s
style and his use of language. The data collected in the first part provided the basis
for the textual analysis which followed.

The textual analysis covered a selected section from Tanp nar’s “Istanbul”
which | conceived as a “translation” of the text inscribed in the city while
considering Tanp nar, in turn, as a “translator” of the city-text. The selected section
from the Turkish source text and its translations into English and French were
divided into textual segments and analyzed together entirely. Throughout the analysis
| focused on the choices of translators, i.e. the choices of Tanp nar, who translated
the city and the ones of Ruth Christie and Paul Dumont, who translated Tanp nar’s
Turkish source text into English and French. | tried to reconstruct from the clues in
the text the “cognitive states” of Tanpmnar and of interlingual translators and
questioned their “attitudes”. | also used extra-textual material such as Tanpmnar’s
own writings, the talks of Paul Dumont and the interview that | undertook with Ruth

Christie, to better understand the interpretation process of each translator.
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Considering the data collected from both contextual and textual analyses, |
found that Tanp nar’s approach to style and to politic issues had a significant
influence on his “attitude” asa “translator” of the city-text. Throughout the textual
analysis | observed that Tanp nar’s “translation” of Istanbul presented a city of
dreams and reveries. | noticed that Tanp nmar mainly focused on the inner worlds of
city dwellers, on their psychological reactions to changes in their surroundings. | also
noticed that his “translation” of Istanbul was marked by a specific emotive state
expressed through several related lexical items such as “hasret”, “6zlemek” or
“dalssda” translated into English by Ruth Christie with words such as “yearning”,
“longing” or “nostalgia” interchangeably. | also discussed the stylistic features of
Tanp nar’s “translation” of Istanbul and | found that Tanp nar used a special
vocabulary and a very poetic discourse loaded with metaphorical expressions. |
noticed that, through this poetic discourse, Tanp nar presented the city as a poetic
world. I also found that Tanp nar’s preferred vocabulary, his special words noticed
by critics in his fictional writing were also very apparent in his “translation” of the
city and argued that a stylistic aspect which could be found in the author’s fictional
writing were also determinative of his “translation” of the city.

The position taking and the attitude of Tanp nar as a translator of the city was
most apparent in his description of the Istanbulitesand in his comparisons of several
districts of the city. As stated earlier, Tanp nar focused, in his translation, onthe
inner worlds of people living in the city. But it can also be seen through textual
analysis that he actually described his own feelings and attributed them to an ideal
prototype of Istanbulite that he produced throughout his “translation”. Tanp nar
created this ideal prototype of | stanbulite based on his own feelings and insights and

reflecting in the meanwhile hisown world view. Tanp nar’s comparisons between
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several districts of the city were also striking. For example while comparing Beyoglu
to Usk idar or Tarabya to Beylerbeyi he overtly expressed his criticisms for the
formers and praised the latter ones, reflecting his value judgment and his insights
about the issue of “civilization change”. Considering Tanp nar’s suggestions about
civilization change and his “translation” of the city together, | found that his
“translation” of the city reflected his criticisms about the civilization change which
occurred in Turkey. As a result | claimed that Tanp nar’s “translation” of the city was
marked by his “attitude” toward the city and its history.

The interlingual translations were analyzed together with the Turkish source
text, considering extra-textual material as well. The interview undertaken with Ruth
Christie and the statements of Paul Dumont about Tanp nar indicated that both
translators accorded a special value to Tanp nar’s poetics, but the textual analysis
showed that both interlingual translators came up with different solutions in their
translations. | argued that these differences depended on the different interpretations
of interlingual translators that reflected their “cognitive states” (Boase-Beier, 2003,
p. 253). Comparing the Turkish source text to the English and French versions | saw
that the differences which could be observed between the Turkish source text and the
interlingual translations may give clues for understanding the ideas of interlingual
translators about the city, about Islam and about several notions such as “East” and
“Wegt”. Considering extra-textual material together with textual data, | observed that
the professional background of interlingual translators and their knowledge or lack of
knowledge about Tanp nar’s conception of the city and of religion and about his use
of language, their insights about and reactionsto what could be the ideas of the
receiving audiences about the city were determinative of their interpretation of the

Turkish source text and of the texts that they produced. | claimed that all these
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factors pointed to the interlingual translators “cognitive states” which were

determinative of their choices and by this means of the translations they produced.
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CHAPTER 4

ORHAN PAMUK’S NARRATIVE OF ISTANBUL

The present chapter consists of two parts. Inthe first, | set out to contextualize Orhan
Pamuk’s ktanbul, Hatralar ve Sehir (2003) and its translations into English and
French (2006; 2007) focusing on the discussions that surround Pamuk’s work. By
this means, | try to construct a basis for a textual analysis of the Turkish source text
and of the English and French versions of a selected chapter from Pamuk’ s book:
“Y kntilarn Hiznl: Tanp nar ve Yahya Kemal Kenar Mahallelerde” (Pamuk,
[2003] 2007, p. 229). In the second part, | provide atextual analysis of this chapter
with a special focus on Orhan Pamuk’s choices in his “rewriting” of Ahmet Hamdi
Tanp nar’s writings about the city of Istanbul, which I conceive as Pamuk’s
“translation” of Tanp nar. | explore at the same time Pamuk’s choices in
“translating” the city from his own perspective and the role of the interlingual
translators, Maureen Freely, Jean-Francois Pérouse, Valérie Gay-Aksoy and Savas
Demirel, in the re-creation of Pamuk’s version of Tanp nar’s authorial identity and of

the representation of the city of Istanbul.

Contextualizing Orhan Pamuk’s ktanbul, Hatwralar ve Sehir (2003)

The present section is an attempt to contextualize Orhan Pamuk’s istanbul, Hatralar

ve § ehir (2003) and its translations into English and French (2006; 2007). Inthe
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following pages, | analyze and explore several writings of Pamuk together with
writings about him relevant for a better understanding of his context of “reading” and

“translating” the text inscribed in the city of Istanbul.

A Novelist of | stanbul

The city of Istanbul always had a central role in Pamuk’s oeuvre, to the point that
Pamuk declared himself to be a “novelist of Istanbul” (my translation) [“Bir ktanbul
romanc sy m”] (Pamuk, 1999, p. 64). He said Istanbul was a unique landmark for
him in the world, one of his integral parts: “I was born inIstanbul and have been
living there for fifty years. | have never lived elsewhere except for the three years |
have spent inNew York. | think one may not have another city, another country or
another homeland to be compared to other cities, other countries, other homes, other
lives or other worlds” (my translation). [*btanbul'da dogdum, elli yild r orada
yasiyorum. New York'ta gecirdigim t¢ yin d snda da baska hicbir yerde

yasamad m. Benim i¢cin insanin diger sehirleri, baska ulkeleri, evieri, hayatlary
diinyalar ik yaslayacagi ktanbul'dan baska bir sehir, tilke, vatan, ev yoktur”]
(Pamuk, 2007a).

Pamuk’ s writings about | stanbul and the important role that the city played in
his novels were central not only to his achievements at home but also to his reception
abroad. Azade Seyhan explained, while writing about the Black Book (1994 and
2006) [Kara Kitap (1990)], that Pamuk’s “international fame reststo a great extent
on his untiring and ongoing examination of Istanbul’ s fabulous stories and histories,

on his ability to write and rewrite Istanbul, to map its psychic geography, to decode
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its complex signifying systems, and to restore its histories of the curious and the
marvelous” (Seyhan, 2008, p. 149).

Many authors have written about the city of Istanbul before Orhan Pamuk, to
some of which Pamuk hed referred in his ktanbul Hatwalar ve Sehir (2003), but
when explaining his special look at the city, Pamuk saysthat he loves watching the
city fromadistance. His look is a distanced and a panoramic one which he finds

appropriate for a fiction writer:

When | read Sait Faik or look at the photographs of Ara Gller | feel
that they show us, not the panoramic whole of the city but details
closer to us. Istanbul was depicted urtil now in short stories, in little
details, photographs or images. But its biggest panoramic story was
untold. I am a novelist. In my books, there are lots of lyrical and
poetical moments, experienced from the heart or written by
ingpiration. But the whole panorama and the epic story are equally
important for me. | like seeing the entire picture, | ama novelist of
Istanbul. Until now, no one has seen the whole panorama of the city as
| have, no one has looked into it horizontally and vertically, i.e.
deeply, as| have, penetrating inits history, its soul, observing the full
scope of its positioning; how it has settled and spread out of the seas.
The view from my office isprivileged in a way that befits a novelist. |
sometimes think | deserve all | can see from here (Pamuk, 1999, pp.
63-64) (my translation).

[Sait Faik’ten ve Ara Gller’in fotograflar ndan hissettigim sey [...]
budur. Onlar sehrin panoramik btdndnd degil, insana yak n

ayr ntiarnigoésterir bize. btanbul simdiye kadar hep hikayelerde,
kicUk ayrntilarla, fotograflarda, imgelerde daha iyi dile geldi. Ama
blyik panoramik hikayesi anlatimad 1 Ben romanc iy m. Kitaplar mda
pek cok lirik an, siirsel, hissedilmis, yurekten gelen ya da ilhamla
yazimissayfalar var. Ama biitin panorama, epik hikaye de benim igin
esdegerde 6nemlidir. Ben biitiini gérmekten hoslanrm, bir ktanbul
romanc s lym. Simdiye kadar hi¢c kimse benim kadar, ktanbul’un
bitininl yataylamas na ve dikeylemesine, yaniderinlemesine,
tarihine ve ruhuna isleyen ve konumunu, denizlerin tzerine
yerlesisini, uzansnikapsay c1bir sekilde gérmedi. Benim
yazhanemin gérdugu manzarann, bir romanc iya yak san boyle bir

ayr calgivar. Buradan gordugum her seyi hak ettigimi distinlyorum
bazen] (Pamuk, 1999, pp. 63-64).
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Pamuk’ s choice to look at the city fromadistance can also be noticed in his ktanbul,
Hatiralar ve Sehir. Inthe following section, while analyzing a chosen chapter from
the book, | discuss how Pamuk’s distanced look at the city refers to a concrete
position chosen especially to see the whole picture and also to several choices made
by the author to fulfill the demands of storytelling and to create a harmonious whole.

InPamuk’s look at the city, the direction of his gaze is as important as his
distanced position, since the panorama of the city changes when observed from
different points. His particular standpoint determines his geographical position as
well as his historical position in the city. Both contribute to the creation of hisown
representation of the city. Pamuk stated that his “favorite silhouette of Istanbul isthe
one seen while looking from the northto south”: “I mean the picture one could see
when looking from the top of Pera to Sarayburnu, Topkap § Saint Sophia and to the
old city. In my childhood, 1 always saw that picture from Harbiye and Nisantas and
even from my grandmother’s apartment in § isli, or again from the tall apartment
buildings of Taksim and from Cihangir where my aunt was living.” (my translation).
[“Benim icin ideal ktanbul silueti kuzeyden giineye gdzikendir. Yani Pera
srtlar ndan Sarayburnu, Topkap § Ayasofya ve eski btanbul’a bak nca goziiken
resim. Benin dogdugum yillarda Harbiye, Nisantas, hatta Sisli’den anneannemin
evinden ya da Taksim’in yiksek apartmanlar ndan ve o zamanlar teyzemin oturdugu
Cihangir’ den hep bu siluet gbzik trdd] (Pamuk, 1999, p. 59).

In such a context, Pamuk presents himself as from Pera. This belonging not
only refersto his concrete place in the city space, but also to his position in its
history: “in this context | belong to Pera. | am from the neighborhoods that
developed in Istanbul after the Tanzimat and the Mesrutiyet and inspired from the

West. My first look at the city belongs to someone who was raised in Nisantas, § isli
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and Beyoglu” (my translation). [“bu baglamda ben Peral’ym. Batietkisiyle
Tanzimat ve Mesrutiyet sonras 1 btanbul’un gelisen mahallelerindenim. Nisantas,
Sisli ve Beyoglu’nun yetistirdigi birinin btanbul’a bak 5o r benim ilk bak sm]
(Pamuk, 1999, p. 60).

In these sentences, Pamuk indicates his position in the history of the city,
declaring that he was bornto a family who lived in the heart of the “westernized”
districts of the city, built during the westernization movements in the Ottoman
Empire and in the Republic of Turkey. This historical position is also what makes
him different from Ahmet Hamdi Tanp nar, who was born in the Empire and saw its
defeat during the First World War. Another noteworthy distinction between the two
authors isthat Pamuk was born and lived in the neighborhoods so criticized by
Tanp nar for blindly imitating western architectural styles (Tanp nar [1946] 2006).

The direction of Pamuk’s look at the city also indicates a geographical
position and determines the image of the city in Pamuk’s mind. Pamuk explains as
follows: “The look from Pera, i.e. from northto south, forms in my mind, an image
of Istanbul as a winter city. It reminds me of a northern city, instead of a
Mediterranean one. The side we see when observed from the north is dark, maybe
because it faces north itself. Istanbul’s silhouette in my mind isdifferent from that of
aMediterranean city; it givesthe impression of a city dominated by cold wintry
weather, where grey seagulls fly about in a motionless winter day” (my translation).
[“Pera’dan bak i, yani kuzeyden glineye bak saynizamanda kafamdaki k sl k
btanbul hayalidir. Bana bir Akdeniz sehrinden gok, kuzeyli bir sehri cagrstrr. Belki
de kuzeye baktgiicin olacak, sehrin kuzeyden biz bakarken gérdugumuz cephesi
karanlktr. Benim btanbul siluetim, bir Akdeniz sehrinden ¢ok, soguk bir ks

havas nin surdligd, hareketsiz bir k s glintinde gri martiar n dolastgibir sehir
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izlenimini verir”] (Pamuk, 1999, p. 60). Pamuk’s description of the city asa “cold”
and “dark” space distinguishes it from “Oriental” ones, as Pamuk himself also states:
“For me this is a ghostly, end-of-the-Balkans town, not a hot, Oriental town”
(Pamuk, 2005b).

Pamuk’s Istanbul, Hatralar ve Sehir is similarly dominated by a cold and
dark atmosphere. However, anyone who has seen the “real” city and who has read
the book may contest Pamuk’ s representation, claiming that the “real” |stanbul is not
such a cold place in black-and-white. But this should be no surprise for areader
aware of the fictional distance between real cities and narrated ones, which|
discussed in Chapter 2. Pamuk has never claimed that the city in his book was
narrated “as it was”. He says, “it is more atroubled person's winter memories of a
black and white, snowy Istanbul. My beautiful image of Istanbul is melancholic and
sad and dark and provincial. Of course, that Istanbul has changed.” (Pamuk, 2005b).
Actually as it was indicated by Pamuk and emphasized by Esra Akcan, the city today
is far more different from in Pamuk’s version:

Today, Istanbul isa lively and modern city that serves as a global

capital. Entertainment scenes, shopping malls, construction sites,

business districts with high-tech skyscrapers, and luxurious fivestar

hotels adorn the city, in addition to the common symbols of Istanbul’s

historical peninsula and the Bosphorus. Many visual and verbal

representations today portray Istanbul as a complex and colorful

global city with a cosmopolitan population, hybrid roots, corrupt and

ruthless businesses, and somewhat self-confident and experienced

people. Istanbul is no longer a black and- white city, as it appeared to

Pamuk as a child, but a multicolored booming metropolis, developing

and expanding, generic and flashy, hybrid and nerve-racking, speedy

and enthusiastic, spontaneous and dynamic. (Akcan, 2006, pp. 42-43).
Having stated how the “real” city today looks different from Pamuk’s representation
of it and after giving her own representation of the city, Akcan concludesthat “the

accomplishment of Pamuk’s Istanbul [...] resides in its ability to speak to the readers

163



who can till look through this booming global city and see its melancholy inthe
background (Akcan, 2006, p. 43). | agree with Akcan’s argument to a certain extent,
since | think that the “real” Istanbul presents a multitude of overlapping images
amongst which each city dweller or each visitor chooses one for herself/himself. As|
have already argued, Pamuk’ s book can be read as a “translation” of the city: a
translation which presents Pamuk’s choices as a “translator” who selected several
aspects of the source city-text to transpose in his narrative by way of creating a

consistent literary work.

East — West

Granted that the city of Istanbul had a central role in Pamuk’s oeuvre, what made his
conception of the city so attractive, especially for the international audiences, seens
to be the fact that he presented the city as a space where the borderlines between
“East” and the “West” are blurred. Elizabeth Nelson has already underlined that
“Im]uch of his [Pamuk’ s] writingand thought emerges from the traditional role of
Istanbul as a bridge between East and West, a city of dual identity” (Nelson, 2007).
But, most important seemsto be the fact that Pamuk does not only play with the
conventional dichotomy to strengthen the classical binary opposition between “ East”
and “West”, instead he seemsto create situationsto challenge it.

To undertake such a task, Pamuk delves into the history of the Ottoman
Empire and of republican Turkey to question and to criticize both the Empire’s and
the Republic’s efforts for “Westernization”. As emphasized by Erdag Goknar, Orhan
Pamuk’s works “could be read as an investigation, i.e. asadiscovery of Turkishness

which covers stereotyped binaries such as East-West or Turkish-European” (my
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translation). [“Orhan Pamuk’un “eserlerini bir arast rma olarak, yani Dogu-Baty
Turk-Avrupali gibi kliselesmis ikilikler iceren Tarklugin bir kesfi olarak da okumak
mimkin”] (Goknar, 2000, p. 325). At this point, | must note the importance of
Goknar’ s emphasis on the “double consciousness” [“cifte biling”] (Goknar, 2000, p.
327) of Pamuk’ s narrators, which sets the reader free and does not constrain her/him
to make a choice between one or the other pole (Goknar, 2000, p. 327). By virtue of
this “double consciousness”, Pamuk can stand for “contradictory thoughts” just as
Tanp nar could while discussing the issue of “civilization change” in Turkey, as
discussed in Chapter 3. It can be said that in challenging binary oppositions such as
“East-West” or “Turkish-European”, Pamuk followed Tanp nar whom he praised in

Oteki Renkler (1999):

For me, the greatest Turkish author of the twentieth century is Ahmet
Hamdi Tanp nar. More important than his greatness, is his special
value for me. Tanp mar had profound knowledge of Western culture,
French poetry and novel; for example, he was very fond of Valéry and
Gide but at the same time had a deep affection for traditional
[Turkish] poetry and music. All hisworks were fed by a deep sorrow
born out of the loss of the old aesthetics and lifestyle. But his reaction
was not expressed, as in the case of conservatives, in accusing others
but in a personal sorrow and with a conscience troubled. He knew and
loved Western arts as freely asachild but at the same time with
feelings of guilt. Tanp nar infused his works with a sense of
autherticity by placing his own pangs of conscience and silent hiiziin
in between the East and the West. His books are so profound and his
characters are so complex because they were nourished by both
worlds and could embrace both inone. (Pamuk, [1999] 2006, p. 166).
(my translation).

[Benim i¢in yirminci ylizyd n en blyuk yerli yazar1tAhmet Hamdi
Tanp nar’d r. Blylkten ¢cok da, benim i¢in degerlidir. Tanp nar, hem
Bati1kultirind, Frans g siirini ve romannitanmis, mesela Vakry ve
Gide’i cok sevmis, hem de geleneksel siir ve muzik ile derin bir iligki
kurmustur. Butun eserlerini besleyen derin ac iduygusu eski sanatlar n
ve hayat n kaybolmas ndan kaynaklanr. Ama buna tepkisi yuzeysel
muhafazakarlarda oldugu gibi birilerini su¢lamak degil, Kisisel bir ac
ve vicdan azab 1cekmektir. Cunki Batisanatnihem ¢ocuk gibi
6zgurce, hem de sucluluk duygular yla tanr ve sever. Dogu ile Bat1
arasna kendi vicdan azab ny, sessiz hiiznini yerlestirerek Tanp nar
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eserine olaganisti bir hakikilik duygusu vermistir. Kitaplarther iki
dinyadan beslendigi ve her ikisini de kucaklayabildigi icin dylesine
derin, roman kahramanlarida bu ytzden karmasktr] (Pamuk, [1999]
2006, p. 166).

The lines quoted above show that both Tanp nar and Pamuk placed special
importance on the tension between “East” and “West” as they both tried to challenge
the binary opposition. In that sense, it can be said that Tanp nar must have inspired
Pamuk considerably. But Pamuk seemsto have conducted his discussion of the East-
West tension most particularly in the context of another binary opposition based on a
distinction between “center” and “periphery”, more precisely between being

“European” or “non-European”. The emotions attributed to Tanp nar by Pamuk in

LR 14

the quotation above such as “sucluluk duygusu”, “vicdan azab 1’, “sessiz hizin”
which| translated as “feelings of guilt”, “troubled conscience” and “silent hiiziin”
also point to an asymmetrical relation of power between “first” and “third” world
countries. In I stanbul, Memoirs and the City, while writing about Tanp nar and
Yahya Kemal, Pamuk claimsthat they had “a great and sometimes almost childish

esteem” for French and Western literature as such:

The great and sometimes almost childish esteem in which these
writers held French literature in particular and western culture in
general during their youths informed their modern—western approach
to their own work. They wanted to write like Frenchmen, of this there
is no doubt. But in a corner of their mindsthey also knew that, if they
wrote exactly like Westerners, they would not be as original as the
westernwriters they so admired. For one lesson they’d taken from
French culture and French ideas about modern literature was that great
writing is original, authentic and truthful. They were vexed by
contradictions they felt between these two injunctions —to be western
and yet, at the same time, to be authentic- and this unease can be heard
even in their earliest works. (Pamuk, 2006c, pp. 111-112). (Trans.
Maureen Freely)
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Pamuk finds in Tanp nar’s writings not only a challenge to the opposition between
“East” and “West”, but also the “unease” of being “non-European” while adoring it
and refusing at the same time, to be like it. Pamuk argues later on that Tanp nar and
Yahya Kemal created an aesthetic he calls as “the melancholy of theruins” asa
solution to their contradictory situation.

Ina chapter of Istanbul, Memoirs and the City titled “The Melancholy of the
Ruins” dedicated only to that notion, Pamuk discusses Tanp nar’s literary creation
and his representation of the city of Istanbul. Anin-depth analysis of this special
chapter ispresented in the following section. But the tension between “center” and
“periphery” is present not only in Pamuk’s representation of Tanp nar. It holds a
special place in Pamuk’ swork as a whole. This tension also determinates his
representation of the city of Istanbul as “a poor provincial city” (Pamuk, 2006c, p.
246). (Trans. Maureen Freely). Therefore, Pamuk’s conception of Europe deserves

closer attention.

“Onthe Edge of Europe”

Pamuk defines himself as one who lives “on the edge of Europe” (Pamuk, 2007c, p.
190) and explainsthat Europe has always figured for him “as adream, a vision of
what isto come; an apparition at times desired and at times feared; a goal to achieve
and adanger. A future— but never a memory” (Pamuk, 2007c, p. 190). With these
words Pamuk also refersto the state of mind of many intellectuals from non
European countries who, in Pamuk’s words, aspire to be part of Europe but fear it at

the same time. Referring to Dostoyevsky, Pamuk states:
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When Dostoyevsky published his impressions of Europe ina Russian
newspaper a hundred and thirty years ago, he asked, “Of Russians
who read magazines and newspapers, who does not know twice as
much about Europe as Russia?” and then he added, half inanger, half
injest, “Actually, we know Europe tentimes better, but | said ‘twice
as much' so as not to offend.” This troubled interest in Europe is, for
many intellectuals living on its periphery, atradition that goes back
centuries. To some, it was a sort of overreaching that Dostoyevsky
deemed offensive, while others saw it as a natural and inevitable
process. The quarrel between these two approaches has fostered a
literature that is at times ill- tempered and at times philosophical or
ironic, and it isto this literature, and not the great traditions of Europe
and Asia, for which | feel greatest affinity”. (Pamuk, 2007c, p. 190-
191). (emphasis mine).

Herel find it interesting that Pamuk expresses his closeness not to the “great

traditions of Europe and Asia” but to a quarrel of intellectual mentalitiesonthe

“periphery” of Europe. Pamuk also noted in his Nobel Lecture that he had never felt

at the center of the world, and realized later that many others in the rest of the world

shared this feeling:

As for my place in theworld — in life, as in literature, my basic feeling
wasthat | was ‘not in the centre'. Inthe centre of the world, there was
a life richer and more exciting than our own, and with all of Istanbul,
all of Turkey, | wasoutside it. Today | think that | share this feeling
with most people in the world. I nthe same way, there was a world
literature, and its centre, too, was very far away from me. Actually
what | had in mind was Western, not world, literature, and we Turks
were outside it (Pamuk, 2006b, p. 5).

In his Nobel Lecture, Pamuk also emphasized that for him, to be a writer was “to

acknowledge the secret wounds that we carry inside us” (Pamuk, 2006b, p. 7) and

that many people in the world were suffering from a deep “sense of insufficiency,

lack of security and sense of degradation”. (Pamuk, 2006b, p. 7). For these reasons,

he argued that literature had to express the “basic fears” of humanity, which he

explained as follows:
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Yes, the greatest dilemmas facing humanity are still landlessness,

homelessness, and hunger... But today our televisions and newspapers

tell us about these fundamental problems more quickly and more

simply than literature can ever do. Whet literature needs most to tell

and investigate today are humanity’ s basic fears : the fear of being left

outside, and the fear of counting for nothing, and the feelings of

worthlessness that come with such fears; the collective humiliations,

vulnerabilities, slights, grievances, sensitivities, and imagined insults,

and the nationalist boasts and inflations that are their next of kind...

(Pamuk, 2006b, pp. 7-8).
Pamuk’s insights expressed in his Nobel Lecture are also apparent in his literary
works. In many of his works Pamuk examines the history of republican Turkey to
discuss and criticize its “modernization” and “westernization” movements which
aimed to “Europeanize” the country, placing European and Western values at the
core of the new identity to be forged for the “Turkish nation”. While discussing
Pamuk’s The New Life with a special focus on its criticism of Turkish nationalism,
Erdag Goknar explained how Turkish nationalism was born and developed asa
paradox: “ The Turkish project of nationalism was fighting against colonialism but in
the meanwhile, paradoxically, it was emulating European nations in its aim of
modernization” (my translation). [“Turk milliyet¢ilik programi Turkleri
somurgecilige karsisavunmay1amaglarken, apac k celigkili bir modernlesme
hedefiyle Avrupa uluslar na 6ykunmastir.”] (Goknar, 2000, p. 327). Goknar argued,
in this context, that Pamuk’s The New Life advocated for a reconsideration of the
reforms achieved by Atatlrk instead of endlessly praising them uncritically (Goknar,
2000, p. 334). Azade Seyhan also focused on Pamuk’s discussion of modernization
in Turkey and stated that “in the Black Book, Pamuk tropes the trials of Turkish
modernity as an allegory of loss and disappearance at the level of both individual life
and collective culture” (Seyhan, 2008, p. 150). She also put that in The Black Book

“[t] he extensive tour of Istanbul and the narrator’s quest, interrupted by fantastic
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visions, stories, and intertextual inserts, write the city, in the first instance, asa
critique of failed modernity” (Seyhan, 2008, p. 151). While criticizing the failed
modernity of republican Turkey, Pamuk represented the country as a peripheral one,

as it has been pointed out again by Esra Akcan:

Pamuk often depicts living in Turkey in terms of the ‘ feeling of being
peripheral,” asa feeling that swings between a‘dignified pride’ and an
‘inferiority complex.’

This perspective can, indeed, also be defined as a melancholy that
arises as a consequence of the asymmetric relations operating during
the moment of modernization and Westernization of Turkey.
Ideologies of Eurocentrism imported to Turkey during the process of
moder nization caused the idea of the “Western” (which itself varies
and should not be standardized) to be perceived asthe “ideal” norm
for humanity, its cultural productions as the inescapable “universal”
expression. (Akcan, 2006, p. 4).

Pamuk explained clearly his conception of Europe and his contradictory feelings of
“love” and “hate” inan article published first in Oteki Renkler and revised later in the
English version of the book, (Other Colors, 2007). Inthat article, Pamuk discussed
André Gide' s Journal, including his writings about Istanbul, and Tanp nar’s response
to Gide.

| know that | can best grasp Europe as a concept if | approach it with

two contradictory thoughts in mind: first the dislike that Gide felt for

other civilizations—for my civilization- and second, the great

admiration that Tanp nar felt for Gide and through him for all of

Europe. | canonly express what Europe means to me if | fuse the

contempt with the admiration, the hate with love, the revulsion with

the attraction (Pamuk, 2007c, p. 208). (Trans. Maureen Freely.)
Focusing on Turkey’s relation to Europe dominated by “longing and humiliation”
(Pamuk, 2007c, p. 209) Pamuk criticized Gide who said, “The Turkish costume isthe

ugliest you can imagine, and the race, to tell the truth, deserves it” (Gide quoted in

Pamuk, 2007c, p. 207) and put that “Gide’'s words could easily win him aprize for
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political incorrectness at an American university” (Pamuk, 2007c, p. 208). He also
explained how Turkish intellectuals, who had a very high esteem of Gide, passed
over these insults in silence (Pamuk, 2007c, p. 208). He further argued that the idea
of Europe and Turkish nationalism were interwoven in this asymmetrical relation. He
stated: “Many Westernized Young Turks did share Gide' s opinions. They whispered
them in secret or shouted them aloud, depending on the circumstances. Here we
begin to see where the idea of Europe becomes interwoven with the nationalism that
was to nourish it and give it shape. The views of Gide and other Westerners who
wrote about the Turks, Islam, East, and West were adopted not just by the last Young
Turks, but incorporated into the founding concept of the Turkish Republic” (Pamuk,
2007c, p. 210). (Trans. Maureen Freely). In such a context Pamuk praised Tanp nar
for “refusing to retreat into a narrow patriotism” (Pamuk, 2007c, p. 209) and for
keeping his affection both for European culture and for the Ottoman culture with its
music and poetry (Pamuk, [1999] 2006, p. 353). Pamuk stated that his own idea of
Europe was inspired by Tanp nar’s feelings, which Pamuk expressed as “k riganlk”
[“fragility”] and “karars elk” [“ambivalence”] (Pamuk, 2007c, p. 209). But Pamuk
was critical of both Turkish and European nationalisms: The former for its inner
paradox and authoritarian procedures and the latter for its self pride. In the last
paragraph of the Turkish version of the article in Oteki Renkler, which was deleted in
the English version'®, Pamuk expressed his unfavorable opinion of new European

nationalism as follows:

19 The English version of Pamuk’s Oteki Renkler, Other Colours, presents many differences with the
Turkish version, which could be the subject of further research. It is interesting that some of the
articles where Pamuk explored the writings of internationally renowned authors such as Jorge Luis
Borges, Thomas Bernard, Philip Larkin, Milan Kundera, Mario Vargas-Llosa, Cabrera Infante and
Salman Rusdie were kept in the English version whereas the discussions about the works of several
Turkish authors, namely Kemal Tahir, Orhan Kemal, Aziz Nesin, Yasar Kemal, Ojuz Atay, Fethi
Naci, Kemalettin Tugcu and Savkar Alt nel were omitted entirely. The titles and content of several
articles were changed as well, just like the one discussed here. Actually Orhan Pamuk explained in the
preface of the English version tha the present book was different from the book in Turkish: “ This
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The European nationalism which is currently rising due to the

widespread and mostly acknowledged idea of a union of Europe, does

not share a similar sense of fragility and ambivalence. The new

European nationalism is relishing an idea of Europe which

congratulates itself just like Gide in the worst pages of his Journal.

The idea of Europe devoid of feelings of guilt, shame and human

fragility seems narrow, boring and even speculative. (my translation).

(Pamuk, [1999] 2006, p. 353).

[Simdilerde iyice yaygnlk ve gecerlilik kazanan Avrupa’nn birligi

fikri yUziinden yikselen yeni Avrupa milliyetgiligi ise bu k riganlk

ve karars el kKlardan fazla ilhamalmwyor. Yeni Avrupa milliyetciligi

Gide’in Gunce’sinin en berbat sayfalar nda okudugumuz kendi

kendini tebrik eden bir Avrupa fikrinin tad ni¢ karmakla mesgul.

Catsmalardan, sucluluk duygulary utang ve insanik rilganlklardan

yoksun bir Avrupa fikrini dar, sk cirve itici buluyorum] (Pamuk,

[1999] 2006, p. 353).
Pamuk’ s critical discourse about Europe deserves attention as he is usually blamed in
Turkey for hiscriticisms of Turkish politics and nationalism, while his critical
insights about the “West” are generally disregarded. As pointed out by Y id z Ecevit
(2004, p. 238), Pamuk became a political figure in Turkey with his famous
declaration about Kurds and Armenians who were killed in Turkey, with his
criticisms of the silenced press in Turkey and with his arguments such as that stating
that “it isan act of intolerance to deprive religious orders of their right to organize
activities in Turkey” (Ecevit, 2004, p. 238). But his discussions about Western
politics do not seem to have raised enough interest in Turkey, although they exist and
present clues to his critical approach to nationalisms and to asymmetrical power
relations which feed them. Pamuk’ s criticisms about Western politics and

nationalisms are worth closer attention since they also have an important role in his

“translation” of Istanbul and “rewriting” of Tanp mar.

edition of Other Colors was built fromthe same skeleton as the book of the same name first published
in Istanbul in 1999, but the earlier book took the formof a collection, while this book is shaped as a
sequence of autobiographical fragments, moments, and thoughts” (Pamuk 2007c: x). It appears that
Pamuk reedited his own writings “to formatotally new book” (Pamuk 2007c: X).
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Criticizing Nationalisms

Pamuk’s “translation” of the city of Istanbul and his “translation” of Tanp nar
through the “rewriting” of the author’ sworks can better be explored considering his
insights on world politics and his emphasis on the feeling of living at the
“periphery”. His criticisms about Turkish nationalism in particular and nationalism in
general, which are very apparert in his “translation” of the city and “rewriting” of
Tanp nar, are linked to his criticism of Western politics. That’s why | would like to
take acloser look at hiswritings about Western politics.

Pamuk’s criticism of Western politics is most apparent in two of his articles
published in The New York Review of Books, in 2001 and 2006. I n the first of these,
published after the September 11 terrorist attacks, Pamuk criticized the politics of
The United States and stated “It is neither | slam nor even poverty itself that directly
engenders support for terrorists whose ferocity and ingenuity are unprecedented in
human history; it is, rather, the crushing humiliation that has infected the third-world
countries” (Pamuk, 2001b, p. 1). It appears that Pamuk does not just blame the
terrorists but questions the reasons which may have caused such awful results. He
accuses Western countries of creating conflicts between the “West” and the “third
world” countries. He says: “I nstead of increasing understanding, many current
Western actions, attitudes, and policies are rapidly carrying the world further from
peace” (Pamuk, 2001b, p. 1). Pamuk overtly criticizes America’s aggressive politics
and putsthat they are the very reason of the “artificial” tension between “East” and
“West” or between “Islam” and “Christian civilization”:

Everyone should be aware that the longer the recent bombing lasts,

and the more innocent people die in Afghanistan or any other part of
the world in order to satisfy America's own people, the more it will
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exacerbate the artificial tension that some quarters are trying to
generate between "East” and "West" or "Islam™ and "Christian
civilization"; and this will only serve to bolster the terrorism that
military action sets out to punish. It is now morally impossible to
discuss the issue of America's world domination in connection with
the unbelievable ruthlessness of terrorists responsible for killing
thousands of innocent people. At the same time, we should try to
understand why millions of people in poor countries that have been
pushed to one side, and deprived of the right to decide their own
histories, feel such anger at America (Pamuk, 2001b, p. 1).

Pamuk followed his criticisms of America’ s offensive politics again in his speech of
the PEN festival 2006, focusing on the ongoing war in Irag. He overtly stated that it
was “unreasonable” to bomb countries “in the name of democracy and freedom of
thought” and argued that the war in Irag made conditions even worst in the Middle
East by strengthening “nationalist and anti-Western anger”:

The theme of this year's PEN festival is reason and belief. [...] So let

us now ask ourselves how "reasonable” it is to denigrate cultures and

religions, or, more to the point, to mercilessly bomb countries, in the

name of democracy and freedom of thought. My part of the world is

not more democratic after all these killings. I nthe war against I raqg,

the tyrannization and heartless murder of almost a hundred thousand

people has brought neither peace nor democracy. To the contrary, it

has served to ignite nationalist, anti-Western anger. Things have

become a great deal more difficult for the small minority who are

struggling for democracy and secularism in the Middle East. This

savage, cruel war is the shame of Americaand the West (Pamuk,

20063, p. 1).
It can be seen in Pamuk’ s writings that he is not only critical of nationalist and
authoritarian procedures of Turkish governments, but he also blames Western
politics in causing and aggravating nationalistic intentions inthird world countries
while at the same time creating and developing an “artificial” tension between “ East”

and the “West”, between “Islam” and “Christian civilization”. I n such a context,

Pamuk compares the politics of the United States to the authoritarian politics of
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Turkish Republic, of which he has always been critical. At the same time he blames

the “self-satisfied and self-righteous Western nationalism”:

The members of the wealthy, pro- modernist class that founded the
Turkish Republic reacted to resistance from the poor and backward
sectors of society not by attempting to understand them, but by law
enforcement measures, prohibitions on personal behavior, and
repression by the army. Inthe end, the modernization effort remained
half-finished, and Turkey became a limited democracy in which
intolerance prevailed. Now, as we hear people calling for a war
between East and West, | am afraid that much of the world will turn
into a place like Turkey, governed almost permanently by martial law.
| amafraid that self-satisfied and self-righteous Western nationalism
will drive the rest of the world into defiantly contending that two plus
two equals five, like Dostoevsky's underground man, when he reacts
against the "reasonable” Western world. Nothing can fuel support for
"Islamists” who throw nitric acid at women's faces so much as the
West's failure to understand the damned of the world (Pamuk, 2001b,

p. 1).

Pamuk’s “translation” of the city of Istanbul in his Istanbul, Hatwralar ve Sehir
interlaced with his references to other authors such as Tanp nar and with his criticism
about Turkish politics and nationalism can better be explored considering Pamuk’s
insights of world politics. Most important appears to be Pamuk’s emphasis on his
feeling of living at the “periphery”, which had a determining role in his
representation of | stanbul. Moreover, his criticisms of nationalism in general and of
Turkish nationalism in particular, are also worth attention and can be contextualized
better if his criticism of Western politics is also considered. I n such a context, | will
provide in the following section a critical analysis of a section chosen from Pamuk’s
Istanbul, Memoirs and the City, exploring the Turkish source text together withthe

translations into English and French.
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A Textual Analysis of Orhan Pamuk’s “Y kntdarn Huzni” from

Istanbul, Hatwralar ve Sehir in Turkishand in English and French Translations

The present section explores the twenty sixth chapter of Orhan Pamuk’s ktanbul,
Hatiralar ve Sehir, titled “Y k ntdarn Huzni: Tanp nar ve Yahya Kemal Kenar
Mahallelerde” (Pamuk, [2003] 2007, p. 229), comparing the Turkish source text to
the translations into English and French. The chapter was selected for its special
focus on Tanp nar. Based ona comparative analysis of the Turkish source text and
the English and French versions of the text, | explore in the present section (a) Orhan
Pamuk’ choices in “translating” Ahmet Hamdi Tanp nar through the “rewriting” of
the author’s writings about the city of I stanbul, (b) Pamuk’s decisions in

“translating” the city from his own perspective and (c) the role of the interlingual
translators, Maureen Freely, Jean-Francois Pérouse, Valerie Gay Aksoy and Savas
Demirel, in the re-creation of Pamuk’s version of Tanp nar’s authorial identity and of
the representation of the city of Istanbul.

In the analysis, | explore the selected chapter entirely, dividing the text into
segments which | examine, focusing on elements which | find significart. |
investigate, first of all, the foregrounded lexical groups that contribute to the
construction of the main argument of the chapter. Then | examine the “local”,
“implicit” and “indirect” meanings (van Dijk, 2002, p. 103). | also explore the role of
historical references and discuss them together with the notion of * nationalism”
which seens to hold an important place in Orhan Pamuk’s narrative of the city and
his representation of Tanp nar’sauthorial identity.

Asregards the analysis of translations into Englishand French, | try to

understand why interlingual translators have rendered Pamuk in the way they did. |
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make use of their articles about their translatorial activities and the data thet |
collected in the interviews, to better obtain a view of their “cognitive states” (Boase-
Beier, 2003, p. 253) and their contexts of reading and translating Orhan Pamuk’s

“translation” of the city.

Metonymics of Translating |stanbul: Pamuk’s Translation of the City

Orhan Pamuk’s Istanbul, Hatiralar ve Sehir (Pamuk, [2003] 2007) is marked by a
special emotive noun: “htzin”, which Pamuk had overtly borrowed from several
Turkish authors to whom he referred in his book (especially Ahmet Hamdi Tanp nar
and Yahya Kemal Beyatli) (Pamuk, [2003] 2007, pp. 106- 112) and had finally
appropriated. 1n a chapter dedicated only to “hiizin”, its deep roots and rich
connotations which he differentiated from similar emotive nouns that could be found
in Englishor in French such as “melancholy” or “tristesse” (Pamuk, [2003] 2007, pp.
90-105). Pamuk problematizes the special meanings and implications covered by the
noun, making the question of how to translate such a loaded word into other
languages even more challenging. It can even be argued that Pamuk seems to be
inhibiting its translation consciously, by emphasizing its uniquenessto Turkish.
Actually, the tenth chapter dedicated to the feeling of “hiiziin” canberead as a
discussion not merely about, but as proof of the impossibility of translating this
word, since Pamuk explains throughout the chapter how the feeling particular to
“hizin” isdifferent fromany other concept about melancholy. This seemsto be the
reason why both translators of the English and French versions have kept the notion
untranslated in Chapter 10. Therefore the untranslated Turkish word has gained a

meaning beyond the borders of Turkish language in reaching non-Turkish readers. It
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is possible to think that the non-translation of this word could have emphasized its
importance for target readers by differentiating it from all the other lexical items used
throughout the text and which were translated all; that “hizin”, which was already
emphasized inthe Turkish text, acquired by this means a special value in the English
and French versions. The word transcended the borders of the Turkish language and
the city of Istanbul hasbeen intheend idertified with “hiizin” and “melancholy” in
Anglophone and Francophone receiving cultures. The reviews which highlight the
word “hizin” and its untranslatability testify to this identification (Fluesfeder, 2005;
Roy, 2005; Malcolm, 2005; Zanganeh, 2007; Marc, 2007; Boulanger, 2009).
Actually translators may face big challenges when there is a great distance
between the source and target cultures of translated works, i.e. in cases where target
readers may be unfamiliar with various features of the source culture. As explained
by Maria Tymoczko, insuch conditions, “translators are presented with aspects of
the source culture that are unfamiliar to the receiving audience —elements of the
source culture (such as foods, tools, garments), social structures (including customs
and law), features of the natural world (weather conditions, plants, animals) and the
like” (Tymoczko, 1999b, p. 24). It might be impossible, then, to find “equivalents”
in the target language for such singular features of the source culture. I nthese cases,
translators will need to make decisions between a variety of choices such as to “omit
the reference or pick some ‘equivalent’ in the receptor culture onthe one hand, and
onthe other to import the word untrandated (with an explanation in a footnote
perhaps), add an explanatory classifier or an explicit explanation, use a rare or
recondite word of the receiving language, extend the semartic field of aword in the
receptor language, and so on” (Tymoczko, 1999b, p. 25) (emphasis mine). As it

appears in Tymoczko's suggestions, the importation of lexical items from the source
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text with appropriate explanations is a well-known solution to overcome challenges
created by the distance between source and target cultures. Nevertheless, keeping
several words untranslated in the target text may be expected to break the “fluency”
of discourse and create an effect of “foreignization” (Venuti, 1995) by hinting to the
fact that the text belongs to a foreign culture. Thereby the presence of an untranslated
word in the target text may also call for the “trial of the Foreign” (Berman, [1985]
2000). But the case of “hlizin” deserves closer attention.

The word “hiizin” was kept untranslated in English and French translations
only in places where Pamuk problematized the feeling and its ways of being
contextualized in literature, otherwise it was translated as “melancholy” into English
and “tristesse” into French. The entry hiiziin which can be found in the index of the
translation into English refers most of the time to pages where the word
“melancholy” could be found instead of “hizin”. In fact, the word “hizin” appears
for the first time in the English translation so late in the last paragraph of the ninth
chapter, which introduces the chapter dedicated to that feeling (Pamuk, 2006c, p. 89).
uUntil then, “hizin” is translated as “melancholy” even in the epigraph of the book:
“Manzarann guzelligi hlizninde yatar” (Pamuk [2003] 2007) / “The beauty of a
landscape resides in its melancholy” (2006). When the translator of the English
version used “htizin” for the first time, she added an explanation in the text (cf.

Tymoczko, 1999Db, p. 25) and translated as follows:

Bu karmask hale hizin diyelim. (Pamuk, [2003] 2007, p. 89).

We might call this confused, hazy state melancholy, or perhaps we
should call it by its Turkish name, hiiziin, which denotes a melancholy
that iscommunal rather than private (Pamuk, 2006c¢, p. 89). (Trans.
Maureen Freely).
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In the French translation the word “hiiziin” was used for the first time in the heading
of the tenth chapter (Pamuk, 2007b, p. 297). It seems that the translator who kept
several culture specific lexical items untranslated, such as “kurus” (36), “vapur” (37),
“pide” (39), “konak” (41), “yali’ (43) “poyraz” (51), “dolmus” (53), “tekke” (54) or
“surname” (62), has translated “hizin” as “tristesse” until Pamuk’ s chapter
emphasizing the unigueness of the emotion (Pamuk, [2003] 2007, pp. 90-105). Then,
after the tenth and eleventh chapters focusing on hiiziin and on the authors who were
identified by Pamuk with “hiiziin”, the word was translated again, most of the time as
“tristesse” by the translators of the French version, unless the special meanings of the
emotive noun were emphasized in the text. A similar approach can be found in the
English version where the translator has kept similar culture specific lexical items
untranslated such as “yal i’ (49), “kosk” (64), “simit” (74), “cemaat” (92), “tekke”
(95), “dolmus ™ (96), “hamam” (102), “meyhane” (136), “turbe” (141), or “borek”
(181) but translated “hiizin” as “melancholy” unless its special meaning was
emphasized by Pamuk (Pamuk, [2003] 2007, pp. 90-105; pp. 229-236). All the
translators might have decided to translate “hiizin” as “melancholy” or “tristesse”
throughout the translations, if its special significance had not been underlined by
Pamuk in the Turkish source text. Therefore, it can be said that the Turkish source
text led the translators to keep the word untranslated. It isalso reasonable to think
that by this means Pamuk may have wanted to carry the word beyond the borders of
Turkish language to add it to the special vocabulary of world literature.

Is it possible then to consider the non-translation of “hiiziin” as an indicator of
a“foreignization” strategy adopted by the translators? | think that it might not be the
case since it seems that the non-translation was conditioned by the author. Although

the non-translation of several cultural items by both translators may have worked for
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a“trial of the Foreign” and helped for "receiving the Foreign as Foreign” (Berman,
[1985] 2000, p. 285), | think that the presence of “hizin” intarget texts may not
have created alone, a “foreignizing” translation as defined by Venuti. Actually,
Venuti’s notion of “foreignization” goes beyond Antoine Berman's “trial of the
Foreign” since, unlike Berman, who mainly focused on a literal rendering of the
features of source texts, Venuti has put the emphasis on areaction to the dominant
values of the receiving culture. Venuti made a comparison between “domesticating”
and “foreignizing” translations and stated that while the domesticating strategy was
an attempt to assimilate the source text to the traditional forms, to the dominant
cultural values in the target language culture, the foreignizing strategy was marked
by aresistance to the dominant values. In Venuti’ s words a "foreignizing translation
isadissident cultural practice, maintaining arefusal of the dominant by developing
affiliations with marginal linguistic and literary values at home, including foreign
cultures that have been excluded because of their own resistance to dominant values"
(Venuti, 1995, p.148). That said, can the non-translation of several lexical itemsbe a
resistance today to the dominant values of Anglophone and Francophone target
cultures? It can be argued that both target cultures may be familiar enough today to
foreign words which are inserted in texts in English or French because both cultures
have experienced the post-colonial texts, the “métissés” (M ehrez, 1992, p. 121),
which presented similar features, such as the imported words, “as writers struggle[d]
to translate the cultural metatext” (Tymoczko, 1999, p. 25). As explained by
Tymoczko, the works of Ngugi wa Thiong’ o, Chinua Achebe, Buchi Emecheta
imported African words into English. The same strategy was also adopted by Salman
Rushie, who had an “unusually varied lexis” (Tymozcko, 1999, p. 26) and James

Joyce, who used words that derived from Irish and represented “Irish dialects of
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English speech which include archaic words, imports, loan translations and words
with lexical meanings, semantic fields or semiotic values that differ significantly
from those of standard English (Tymoczko, 1999, p. 26). The presence of a Turkish
word “htzin” in Pamuk’ s Istanbul, Memoirs and the City, which was published after
all the works cited above, might not trouble the reader of world literature, but
provide a permissible dose of foreignness which could be tolerated in target cultures
since the receiving audiences might be familiar to the importation of several foreign
words. Alberto Manguel, who reviewed the English version of Pamuk’ s book, also
focused on “hiiztin” and welcomed the word among similar words such as “saudade”,
“tristeza” or “mufa”’, which were identified with Lisbon, Burgos and Buenos Aires.
In Manguel’ swords, each city isdifferent in its melancholy and so is Istanbull:

All happy cities resemble one another, to paraphrase what Tolstoy

famously observed of families, but each melancholy city is

melancholy in itsownway. The saudade of Lisbon, the tristeza of

Burgos, the mufa of Buenos Aires, the mestizia of Turin, the

Traurigkeit of Vienna, the ennui of Alexandria, the ghostliness of

Prague, the glumness of Glasgow, the dispiritedness of Boston share

only on the surface a common sense of melancholy. According to

Orhan Pamuk, the melancholy of I stanbul is huzun” (Manguel, 2005).
The feeling of “hizun”, which Pamuk identified with Istanbul, also helps him create
relations between himself and the authors who wrote about Istanbul before him and
influenced his own understanding of the city as well as his literary production.
Focusing on the connotations of this emotive noun, Pamuk enters the literary worlds
of several authors such as Ahmet Hamdi Tanp nar, Yahya Kemal Beyatli, Resat
Ekrem Kogu or Abdilhak § inasi Hisar and “rewrites” and “refracts” (Lefevere,
1992; [1982] 2000) their works about the city of Istanbul. Pamuk creates one such

connection in the twenty sixth chapter titled “Y k ntdarn Hiuzni: Tanp nar ve Yahya

Kemal Kenat Mahallelerde” (Pamuk, [2003] 2007, pp. 229-236), where he develops
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a new concept named “Y kntiarn Hizni” / “Melancholy of the Ruins”, based on
the works of Tanp nar and Yahya Kemal. Let me start the analysis of Pamuk’s
chapter and its translations into English by Maureen Freely and into French by Jean+

Francois Pérouse, Valérie Gay-Aksoy and Savas Demirel.

A Ruined city of HUziin (Analysis of Segment 1)

The heading of the chapter to be analyzed entirely announces from the beginning a
new concept which Pamuk will explore all along the chapter and name in the last
paragraph as “the melancholy of the ruins”.

Segment 1:

Y kntilarn Hiznd: Tanp nar ve Yahya Kemal Kenar Mahallelerde

(Pamuk, [2003] 2007, p. 229)

The Melancholy of the Ruins: Tanp nar and Yahya Kemal in the

City' s Poor Neighborhoods (Pamuk, 2006c, p. 245). (Trans. Maureen

Freely)

La mélancolie des ruines : Tanp nar et Yahya Kemal dans les

faubourgs (Pamuk, 2007b, p. 297). (Trans. Jean-Frangois Pérouse,

Valérie Gay-Aksoy, Savas Demirel).
Pamuk’s concept of “yk ntilarn hiizni” / “the melancholy of the ruins” is developed
throughout the chapter with references to the works of Tanp nar and Yahya Kemal
and strengthened with the frequent use of several lexical items participating inthe
lexical fields of two dominant notions: “hiiziin”/ “melancholy” and “yk nti’/
“ruin”. The first one, “hizin”, encompasses the emotion which is emphasized

throughout the book and the other, “ruin” refersto a particular social aspect of the

city, namely to the “poor neighborhoods” (“kenar mahalleler”). Many lexical items
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are used in the book and in this chapter to express the feeling of “hiiziin” and to
describe the ruins and the outlying digtricts of the city.

To start withthe notion of “hiiziin” which dominates the whole book, it can
be said that when it is not mentioned directly, it isreferred to implicitly with the use
of several words of the same lexical field and having more or less similar
connotations such as “skmnti’ (Pamuk, [2003] 2007, p. 7) / “monotony” (Pamuk,
2006c¢, p. X) , “melankoli” (Pamuk, [2003] 2007, p. 7) / “melancholy” (Pamuk,
2006c¢, p. xi) , “mutsuzluk” (Pamuk, [2003] 2007, p. 8) / “to be unhappy” (Pamuk,
2006c¢, p. xi) , “nefret” (Pamuk, [2003] 2007, p. 8) / “hate” (Pamuk, 2006c, p. xi),
“ice gcekilme” (Pamuk, [2003] 2007, p. 233) / “suffering” (Pamuk, 2006c, p. 248). ,
“ac 1’ (Pamuk, [2003] 2007, p. 234) / “pain” (Pamuk, 2006c, p. 251) or “kayp”
(Pamuk, [2003] 2007, p. 236) / “loss” (Pamuk, 2006c, p. 252). The headings of the
chapters also witness the dominance of “hiiztin”, since the word is directly mentioned
in the headings of three chapters in addition to the one which is being analyzed:

Example 1:

Y kilan Pasa Konaklar nin Hizni: Sokaklar n Kesfi (Pamuk, [2003]

2007, p. 7) (all italics mine unless otherwise indicated).

The Destruction of the Pashas' Mansions: A Sad Tour of the Streets

(Pamuk, 2006c, p. ix). (Trans. Maureen Freely)

Latristesse des konak de pachas qu on detruit: la découverte des rues

(Pamuk, 2007b, p. 445) (italics in the original). (Trans. Jean-Francois

Pérouse, Valérie Gay-Aksoy, Savas Demirel).

Example 2:

Hlzun — Melankoli — Tristesse (Pamuk, [2003] 2007, p. 7).

HUzin (Pamuk, 2006c¢, p. ix) (italics in the original). (Trans. Maureen

Freely).

Hlzin— Mélancolie — Tristesse (Pamuk, 2007b, p.445) (italics in the

original). (Trans. Jean-Francois Pérouse, Valérie Gay-Aksoy, Savas

Demirel).

Exanple 3:

Dort HuzonlG Yalne Yazar (Pamuk, [2003] 2007, p. 7)

Four Lorely Melancholic Writers (Pamuk, 2006c, p. x ). (Trans.
Maureen Freely).
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Quatre écrivains solitaires du hiizin (Pamuk, 2007b, p. 445) (italics in
the original). (Trans. Jean-Francois Pérouse, Valérie Gay-Aksoy,
Savas Demirel).

Apart from these direct references, the feeling of “hizin” isalso inferred through the
use of related lexical items such as “karanlk”, “siyah-beyaz” or “skmnti’ used in the

headings, which formall together a mood of dark ness:

Exanple 1:

Karanlk Muze Evin Fotograflari(Pamuk, [2003] 2007, p. 7).

The Photographs in the Dark Museum House (Pamuk, 2006c, p. ix).
(Trans. Maureen Freely).

Les photographies de la sombre maison- musée (Pamuk, 2007b, p.
445). (Trans. Jean-Francois Pérouse, Valérie Gay-Aksoy, Savas
Demirel).

Example 2:

Syah-Beyaz (Pamuk, [2003] 2007, p. 7).

Black and White (Pamuk, 2006c, p. ix). (Trans. Maureen Freely).
Noir et blanc (Pamuk, 2007b, p. 445). (Trans. Jean-Francois Pérouse,
Valérie Gay-Aksoy, Savas Demirel).

Exanple 3:

OkulunSkintilari ve Zevkleri (Pamuk, [2003] 2007, p.7)

The Joy and Monotony of School (Pamuk, 2006c, p.x). (Trars.
Maureen Freely).

Désagréments et plaisirs de I école (Pamuk, 2007b, p. 445). (Trars.
Jean-Francois Pérouse, Valérie Gay-Aksoy, Savas Demirel).

Exanple 4:

MutsuzZiuk Kendinden ve § ehrinden Nefret Etmektir (Pamuk, [2003]

2007, p. 8)

To Be Unhappy Isto Hate Oneself and One' s City (Pamuk, 2006c, p.

xi). (Trans. Maureen Freely).

Etretriste, ¢’ est se détester et détester la ville (Pamuk, 2007b, p. 446).

(Trans. Jean-Francois Pérouse, Valérie Gay-Aksoy, Savas Demirel).
The mood of “hiiziin”, which can be sensed so early in the headings of chapters, is
also strengthened by means of the photographs interspersed in the book, as it isalso
clearly apparent in the first portrait representing Pamuk as a child close to tears

(Pamuk, [2003] 2007, p. 9).

185



The photographs used in Istanbul, Hatralar ve Sehir are not only in line with the
ongoing theme of “hiizin”, but they also reinforce the representation of the city of
Istanbul as a “ruined” space. The two photographs below are taken from the book
(Pamuk, [2003] 2007, p. 33). The first one, taken by Selahattin Giz, represents one of
the firesthat demolished the city’s wooden architecture and the second, by Ara

Gler, represents their remains. Together they represent a “ruined” image of the city.

The photographs are in keeping with Pamuk’ s discourse as he makes frequent use

phrases such as “yangn yerleri” (Pamuk, [2003] 2007, p. 229) / “burned-out streets”
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(Pamuk, 2006c, p. 246), “harap eserler” (Pamuk, [2003] 2007, p. 229) / “the ruins”
(Pamuk, 2006c, p. 246), “yKk k duvarlar” (Pamuk, [2003] 2007, p. 229) / “the
crumbling walls” (Pamuk, 2006c, p. 246), and of adjectives such as “lcra” (Pamuk,
[2003] 2007, p. 229) / “remote” (Pamuk, 2006c, p. 245), “fakir” (Pamuk, [2003]
2007, p. 229) / “poorest” (Pamuk, 2006c¢, p. 245), “yoksul” (Pamuk, [2003] 2007, p.
236)/ “destitute” (Pamuk, 2006c, p. 253), “sse” (Pamuk, [2003] 2007, p. 236) /
“barren” (Pamuk, 2006c, p. 253), “izbe” (Pamuk, [2003] 2007, p. 236) / “isolated”
(Pamuk, 2006c, p. 253), “yenik” (Pamuk, [2003] 2007, p. 235) / “defeated” (Pamuk,
2006c¢, p. 252), “ezik” (Pamuk, [2003] 2007, p. 235) / “deprived” (Pamuk, 2006c, p.
252) to describe the outlying districts of | stanbul and to underline the notions of the
“ruins” and “isolation”.

The lexical fields of the two dominant notions: “hiizin” / “melancholy” and
“yknti’ / “ruin” are strongly related to each other and have a crucial role in Pamuk’s
way of representing | stanbul. These two lexical fields, together with the names of
Tanpnar and Yahya Kemal mentioned in the heading of the chapter, provide an

introduction to Pamuk’s Istanbul.

A Mediated Look (Analysis of Segment 2)

The use of several words from the lexical fields of the two dominant notions:
“hizin” / “melancholy” and “yk nti’ / “ruin” are sensed in the first sentences which

introduce the chapter:

Segment 2: )

Tanp nar ile Yahya Kemal ktanbul’un lcra, uzak ve fakir semtlerine
birlikte uzun yiriyuslere ¢ karlard1 kinci Dinya Savasis rasnda
Tanp nar bir kere tek basina gene o yerlerde, “Kocamustafapasa ile
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surlar aras ndaki o genis ve fakir semtlerde” dolasrken bu

yurayts lerin kendisi icin ne kadar égretici oldugunu anlat r. (Pamuk,

[2003] 2007, p. 229).

Tanpnar and Yahya Kemal took long walks together through

Istanbul’ s poorest sections. Revisiting them on his own during the

Second World War, Tanp nar recalled how much he had learned

strolling earlier through ‘those vast impoverished neighborhoods

between Kocamustafapasa and the city walls” (Pamuk, 2006c, p. 245).

(Trans. Maureen Freely).

Tanp nar et Yahya Kemal sortaient ensemble faire de longues

promenades dans les quartiers isolés, lointains et pauvres d’ Istanbul.

A I'époque de la Seconde Guerre mondiale, lors d’ une promenade

solitaire dans ces mémes endroits, « dans ces quartiers vastes et

miséreux entre Kocamustafapasa et les remparts », Tanp nar raconte

combien ces déambulations éaient instructives pour lui (Pamuk,

2007b, p. 297). (Trans. Jean-Francois Pérouse, Valérie Gay-Aksoy,

Savas Demirel).
The first sentences of Pamuk’s chapter quoted above set out to introduce the main
theme of the chapter and Pamuk’s principal way of conceiving and representing
Istanbul inthe whole book. The lexical fields of the “ruins” of the “poor
neighborhoods”, already noticed in the title, gradually develops with a series of
adjectives, suchas “Ucra”, “uzak” and “fakir” in the Turkish source text. Asregards
the translation into English, the three adjectives present in the Turkish source text
were translated with only one adjective. The expression “ ktanbul’un iicra, uzak ve
fakir semtleri” seemsto be simplified in English as “Istanbul’ s poorest sections”.
Therefore the emphasis in the Turkish version appears to be softened in English,
while the translation into French seems to follow the source text more closely,
rendering each adjective one after the other. Orhan Pamuk underlines more firmly
the poverty of these neighborhoods, again inthe following sentence, by quoting
Tanp nar, who had referred to these districts as “genis ve fakir semtler” / “vast

impoverished neighborhoods”. With this reference, Pamuk starts at the same time to

“rewrite” Tanp nar and to “refract” his writings, by quoting him and commenting on
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his writings. Now let me explore Pamuk’s “translation” of Tanp nar through the
“rewriting” of the author’s works, and his “translation” of the city of Istanbul.

André Lefevere referred to several writing practices such as “interpretation,
criticism, historiography, the putting together of anthologies or translation” as
“rewriting of literature” (Lefevere, 1985, p. 233) and emphasized the importance of
“rewritings” by stating that “the non-professional reader increasingly does not read
literature as written by itswriters, but as rewritten by its rewriters” (Lefevere, 1992,
p. 4). | find it very important that rewritings reach more people than the “original”
writings asthey provide “images” of “realities” as is made clear again by Lefevere:
“In the past, as in the present, rewriters created images of a writer, awork, a period, a
genre, sometimes even a whole literature. These images existed side by side with the
realities they competed with, but the images always tended to reach more people than
the corresponding realities did, and they most certainly do so now”. (Lefevere, 1992,
p. 5). Inthe present analysis, | explore Pamuk’s selected chapter, not only asa
“translation” of the city and the source text of English and French translations but
also as a “translation” of Tanp nar’s Istanbul through the “rewriting” of Tanp nar’s
several works.

Froma theoretical perspective, Pamuk’s writing about Tanp nar and about the
city of Istanbul as reflected inTanp nar’s works could also be studied as an
“intralingual translation” 2° (Jakobson, [1959] 2000, p. 114). Here | prefer exploring it
as “rewriting”. It can be seen in Pamuk’s chapter chosen for the present analysis that
Pamuk “rewrites” Tanp nar by paraphrasing or quoting his sentences, commenting

onthem and rearranging the quotes to fit his own argument. | think it is relevarnt to

20 Roman Jakobson defined “intralingual translation” as an “interpretation of verbal signs by means of
other signs of the same language”. Although Jakobson's definition was based on alinguistic approach,
the notion was also used in research focusing on socio-cultural factors together with textual ones such
as Sehnaz Tahir Glrgaglar’s research on the different versions of Kerem ile Asli (Tahir Glirgag lar,
forthcoming).
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conceive of Pamuk’s writing about Tanp nar as “rewriting” since it is possible from
such a perspective to explore the “refractions” (Lefevere, [1982] 2000, p. 299) that
occur inthe process.

Here, it is important to emphasize that | use the term “rewriting” in a more
specific sense compared to Lefevere's conception of the term as a general notion
covering various writing practices such as interpretation, criticismor historiography
(Lefevere, 1992, p. 4). | especially use the notion of “rewriting” to emphasize the
mediated nature of literature which is “as much about literature as about life”
(Tymoczko, 19993, p 41). Asdemonstrated in Chapter 2, narratives of cities are not
only bound by the personal experiences of their authors and by the cultural
environment of the cities but also by aesthetic concerns. Narratives of cities are
marked by the author’ s response to other literary treatments of the city and by the
gerre. Therefore the book of Pamuk can be conceived of asa “rewriting” in its sense
explained by M aria Tymoczko, who has put that “every writing isarewriting” and
emphasized the derivative nature of all writings. Tymoczko stated that “there are not
only text and context, but a fabric of intertextuality that links texts to other literary
works, both textual predecessors and contemporaries”. (Tymoczko, 1999, p. 41).
Fromthis perspective it can be said that Pamuk rewrote in his book the writings of
various authors who wrote about the city before him. Among all the writers and
artists rewritten by Pamuk, my focus, in the present thesis, is on Tanp nar. Let me
explore Pamuk’s “rewriting” more closely.

Pamuk’s I stanbul, Memoirs and the City incorporates passages from the
author’s life, from his experiences in the city and his discussions about the
representation of the city inthe works of several authors and artists. Pamuk describes

the city while narrating his own experiences in the urban space, but his gaze upon the
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city seems to be fed not only by his experiences, but also by his readings. It can even
be said that the latter outweighs the former since Pamuk also acknowledges the
determining role of the writings of several authors when he says “I wrote thisbook in
constant -and sometimes fierce- dialogue with four lonely authors [Yahya Kemal,
Resat Ekrem Kogu, Ahmet Hamdi Tanp nar, Abdulhak Sinasi Hisar] who (after
voracious reading, long hesitant discussions, and meandering walks strewn with
coincidences) gave modern | stanbul its melancholy”. (Pamuk, 2006c¢, p. 107). (Trans.
Maureen Freely). Pamuk does not only refer to his “four lonely authors” of hiiziin but
also to a wide range of authors and artists fromthe “West” as also pointed out by Elif
§ afak who said “Istanbul takes up numerous exchanges with a series of Western
writers, ranging from Gerard de Nerval to the Russian- A merican poet Joseph
Brodsky”. (§ afak, 2005). Actually what is interesting in§ afak’s discussion of
Pamuk’s book is her statement about Pamuk’s “distance” from the “city of his
childhood” and from his “narrated self” which Pamuk creates, according to § afak,
using literary references. § afak explains as follows: “Pamuk uses this literature not
only to provide an intellectual foundation but also, paradoxically, to attain a
distancing effect whereby the narrating self can be split off from the narrated self. It
iswithin this rift that Pamuk attemptsto distance himself fromthe city of his
childhood”. (§ afak, 2005). Here, the split between the “narrating self” and the
“narrated” one deserves discussionjust like Pamuk’s “distance” to the city of his
childhood.

It is important to emphasize here the difference between the narrator and the
real author, which tends to ease in autobiographical writings where it appears to be a
direct link between the narrator, the hero and the author. Just as the narrated cities are

different from the real ones (Sharpe, 1990, p. xi), the narrated selves are also
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different from their living counterparts. One reason may be that literary texts do not
directly correspond to the outside world. The authors may reshape reality, by
choosing to highlight or “exaggerate” special everts, for example, and by
overlooking others, so as to give an inner harmony to the text. We find asimilar idea

in Pamuk’ s description of his “fights” with his brother:

Later, when reminded of those brawls, my mother and my brother
claimed no recollection of them, saying thet, as always, I’d invented
themjust for the sake of something to write about, just to give myself
acolorful and melodramatic past. They were so sincere that | was
finally forced to agree, concluding that, as always, I'd been swaying
more by my imagination than by real life. So anyone reading these
pages should bear in mind that | am prone to exaggeration. But what is
important for a painter is not athing’s reality but its shape, and what is
important for a novelist is not the course of events but their ordering,
and what is important for a memoirist is not the factual accuracy of
the account but its symmetry. (Pamuk, 2006c¢, p. 295). (Trars.
Maureen Freely).

Here it seems that Pamuk reshaped his memories to fit them in hisbook in sucha
way to create “symmetry”. His explanations about the writing process of his memoirs
are in line with Paul de Man'’s suggestion that the cause and effect relationship
between life and autobiography could be reversed:
We assume that life produces the autobiography as an act produces its
consequences, but canwe not suggest, with equal justice, that the
autobiographical project may itself produce and determine the life and
whatever the writer does is in fact governed by the technical demands
of self-portraiture and thus determined, in all its aspects, by the
resources of his medium? (de Man, 1984, p. 69).
Pamuk’s explanations about his own writings and de Man's suggestions about
autobiographical writing in general indicate that there is no unidirectional relation

between the real life of the author and the content of her/his written memoirs or

autobiography. It can be said that thereal life is not narrated “as it is” in the text but
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the “technical demands of self-portraiture” may make it necessary to modify the
experiences while telling them. Such necessary interventions or rearrangements may
create a challenge for the author and may also be the reason of the distance between
the narrating self and the narrated one. Actually it may be very difficult to describe a
whole from within and one may need to go outside and look from a distance to get a
holistic picture. Similarly, while writing about her/his own life, one may need to look
at oneself from adistance. The result may seem unfamiliar to the author as in
Barthes' case when viewing himself in photographs:

But | never looked like that!

- How do you know? What isthe 'you you might or might not look

like? Where do you find it -by what morphological or expressive

calibration? Where is your authentic body? You are the only one who

can never see yourself except as an image; you never see your eyes

unless they are dulled by the gaze they rest upon the mirror or the

lens. (I am interested in seeing my eyes only whenthey look at you):

even and especially for your own body, you are condemned to the
repertoire of its images. (Barthes, 1994a, p. 36).

The difference and the distance between Barthes s own bodily existence and “the

repertoire of its images” is like the distance between Pamuk’s “ narrating self” and
the “narrated” Orhan of the book. One is the “image” of the other reflected in the
text. This distance is also present between Pamuk and the city. Pamuk’s look isa
mediated one. He looks at the city through the eyes of others, through the writings of
other authors who have written about the city before him. This is why his writing can
beread asa “rewriting”. Pamuk reads and “rewrites” the photographs of the city
taken, so to speak, by former authors intheir texts and gathers them with those taken
by photographers like Giz and Gller and by himself. Pamuk’s look at the city isa

mediated one and one froma distance. Pamuk stated himself inan interview that he

always looked at the city froma distance without entering the picture: “My favorite
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silhouette of Istanbul isthe one seen while looking from the north through the south.
I mean the picture one could see when looking from the top of Perato Sarayburnu,
Topkap § Saint Sophia and to the old city. [...] When we went to Kad kdy or to the
Princes’ Islands in summer we seem to have passed along the edge of this picture but
never really wert into it”. (my trarslation). [“Benim icin ideal ktanbul silueti
kuzeyden giineye gozikendir. Yani Pera s rtlar ndan Sarayburnu, Topkap y Ayasofya
ve eski btanbul’a bak nca goziken resim. [...] Kad kdy’e ya da yazlar1adalara
giderken bu resmin kenar ndan gecilir, ama ta icine girilmezdi sanki hi¢”] (Pamuk,
1999, p. 59).

In the same interview, he mentioned looking at the city fromoutside: “I was
not a part of the silhouette of Istanbul which existed in my mind”. (my translation).
[“benim kafamdaki ktanbul siluetinin icinde ben yoktum”] (Pamuk, 1999, p. 59).
Pamuk’s statements about his distance to the city are in line with Elif § afak’s
suggestions about the distance between Pamuk’ s “narrating” and “narrated” selves as
well as that between Pamuk and the city. § afak also pointed that “Pamuk is not a
flaneur. HisIstanbul is not one that is discovered and described through its dark sides
or seamy streets but always fromadistance, behind a glass -- the glass of the camera.
Gazing through a window, Pamuk is not writing "Istanbul," he is painting it, or
perhaps he is concocting a photograph album.” (§ afak, 2005). § afak’s analysis
becomes even more interesting when she compares Pamuk to “Sultan Abdulhamid”
(Abdulhamid 11), who “maintained a fearsome distance from the masses, using
photography as a means to see beyond hisrange of sight” and to “watch his own city
and country” (3 afak, 2005).

Moreover, Pamuk’s is not only a distance in space by also intime—a

historical distance- for he recreates the city of his childhood and adolescence, i.e. the
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sixties and the seventies and also the much older city of the Ottoman Enpire. His
choice of the city's ideal silhouette also indicates a historical positioning. As Pamuk
himself explained, his position inthe concrete space of the city is in line with his

position in its history:

The modernization movement escaped from the Old Istanbul, from
Topkap § from the historical city to fulfill itself. It founded its own
civilization in the neighborhoods of Pera. | am achild of that
civilization. Now, with historical novels, with curiosity of modern
history and with many other things, it takes the historical city back. |
amthe child of this retrospective look. In this context, my position
suits me fine. When | speak to foreign journalists, | sometimes
ironically say “I am the only historical novelist who can point his
finger at what he is writing”. | can show Topkap 1Palace or the
Treasury by pointing my finger. This indicates a topographic
establishment and a look from Pera at the old city, at the Ottoman
history or a look of awesternized Republican child at the Ottoman
heritage... | have these in my books. (my translation). (Pamuk, 1999,
p. 61).

[Modernlesmeci hareket kendini gerceklestirmek igin Eski
ktanbul’dan, Topkap rdan, tarihi sehirden kagt1 Pera’nin arkalar nda
kendi medeniyetini kurdu. Ben de o medeniyetin cocuguyum. Simdi
tarihi romanlar ila, modern tarih merak wyla, pek ¢ok seyle orayitekrar
geriye alwor. Benbu geriye bak sn ¢gocuguyum. Bu baglamda
konumum da buna uyuyor. Benimle roportaj yapan yabanci
gazetecilerle konusurken bazen alayc ibir sekilde sunu séyliyorum.
“Ben diinyada yazd gikonuyu parmaguile isaret ederek gosterebilen
tek tarihi romanc yim”. kte diye, parmagmla Topkap 1Sarayrniya da
Hazine’yi gosterebiliyorum. Bu hem topografik bir kurulus gosteriyor,
hem de aslinda Pera’dan eski kente, Osmanlrya bak is ya da

bat idlasms Cumhuriyet cocugunun Osmanlrya bak sL.. Benim
kitaplar mda bunlar var.] (Pamuk, 1999, p. 61).

Pamuk’ s statements present an important aspect of his “cognitive state” (cf. Boase-
Beier, 2003, p. 253), as a “westernized child of the Republic” who “looks behind” at
the old imperial city. This look from a historical distance is a major difference
between him and Tanp nar, who was born in the Empire and saw its fall. Tanp nar,

who lived inadifficult transition period, reflected upon the future of the city and

discussed the conditions of a new identity between “east” and “west”, between
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“tradition” and “modernity”. He had a strong historical sense and probed the history
of the city to imagine its future. Hiswas a look back and at the same time a look
forward while Pamuk’s is mainly a “look back”, as he stated in the paragraph quoted
above. Pamuk’s reading of Tanp nar is similar to his reading of the city. It is again a
reading froma time’s distance. Tanp nar reflected upon what the city would become
in the future; Pamuk, in his turn, looks back at Tanpnar’s writings as someone who
is actually living in that “future” imagined by Tanp nar.

Having considered the mediated nature of Pamuk’s look at the city and his
distanced reading, it is appropriate now to explore the “refractions” which his
distanced rewriting may present. These refractions may best be described in terms of

“implicit meanings” (van Dijk, 2002, p. 104).

Refractions and | mplicit Meanings

André Lefevere wrote that “[w]riters and their work are always understood and
conceived against a certain background or, if youwill, are refracted though a certain
spectrum, just as their work itself can refract previous works through a certain
spectrum” (Lefevere, [1982] 2000, p. 234). Pamuk’s rewriting of Tanp nar and of
Tanp nar’s Istanbul also presents such refractions, which can be noticed in “implicit
or indirect meanings” (Van Dijk, 2002, p. 104).

In Teun A. Van Dijk’s “socio-cognitive” (Van Dijk, 2002, p. 97) approach to
critical discourse analysis, the “local meanings” such as “the meaning of words, [...]
the structure of propositions, and coherence and other relations between
propositions” (Van Dijk, 2002, p.103) have a crucial importance. Asthese local

meanings result from “the selection made by speakers or writers in their mental
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models of events or their more general, socially shared beliefs”, and as, at the same
time, “they are the kind of informationthat [...] most directly influences the mental
models, and hence the opinions and attitudes of recipients” (van Dijk, 2002, p. 103),
these “local meanings” deserve special attention. As underlined by van Dijk, the
choice of words may have various implicationsand | claim that focusing on these
choices may be helpful to explore refractions because “implicit meanings are related
to underlying beliefs, but are not openly, directly, completely or precisely asserted,
for various contextual reasons, including the well-known ideological objective to de-
emphasize our bad things and their good things”. (van Dijk, 2002, p. 104).

In the first sentences of Pamuk’s chapter chosen for analysis, the word
“Ogretici” [literally translated as “instructive”] deserves special attention since it has
some implications regarding Pamuk’s representation of Tanp nar’s authorial identity.
Pamuk uses this adjective or related verbs, such as “to learn”, several times in this
chapter and while doing so identifies Tanp nar as someone who had things to learn,
as someone who was learning things. Such a statement is not completely false since
Tanp nar had himself declared that “there are very few things as enlightening as
roaming those shabby districts of Istanbul”. (my translation). [“ btanbul’un bu izbe
mahallelerinde dolasmak kadar dgretici sey pek azd r”’] (Tanp nar, [1943] 2006, p.
211). Tanp nar uses here the word “6gretici” / “instructive” but the word
“enlightening” may cover better what Tanp mar meant since he went on to say:
“because, with itsall dilapidation and desolation, it lays before you a whole history,
with all its layers”. (my translation). [“C Unk( bitin bak ms el §1ve haraplguicinde
size Ustuste btin tarihi verir”] (Tanp nar, [1943] 2006, p. 211). Tanp nar placed

special importance on those places, for he could find in them many interlaced traces
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fromdifferent periods in history. Not only did he “learn” things but rather explored
and investigated them.

Taking the matter a little bit further, and questioning the implicit and indirect
meanings of the choice of the word “Ogretici” / “instructive”, one can question
whether Pamuk puts himself, in opposition to Tanp nar, as someone who “knows”
things. Suchaclaim is not explicitly expressed in the text and the choice of one word
cannot suffice solely to decide on such an implication. Nevertheless, Pamuk does not
use this adjective and related verbs only once, but repeats them remarkably:

Tanpmar [...] bu yuriyuslerin kendisi icin ne kadar 6gretici oldugunu

anlatr (Pamuk, [2003] 2007, p. 229).

Tanp nar recalled how much he had learned strolling earlier through

‘those vast impoverished neighborhoods between Kocamustafapasa

and the city walls’ (Pamuk, 2006c, p. 245). (Trans. Maureen Freely).

Nerval ve Gautier okuyarak [...] 6grendigi melankoliyi, Tanp nar

yerli bir hiizne gevirir (Pamuk, [2003] 2007, p. 231).

The melancholy Tanp nar first discovered inNerval’sand Gautier' s

arresting observations. (Pamuk, 2006c, p. 247). (Trans. Maureen

Freely).

Ama [...] milliyetci olmalar 1gerektigini 6grenir 6grenmez [...]

(Pamuk, [2003] 2007, p. 233)

As soon as they have learnt that they needed to be nationalists|...]

(my translation of the part of the sentence which lacked in Maureen

Freely's translation).

The repetition of the verb “6grenmek” / “to learn” seems meaningful but is still not
enough on itsown. Nevertheless, it has the value of opening up a new discussion and
may be more telling together with some other “local meanings” in the rest of
Pamuk’s chapter. One such important implication can be found in the structure of
Pamuk’s sentences describing Tanp nar, which are all assertive ones. Exploring the

implicit and indirect meanings of words and sentence structures chosen by Pamuk, |

argue that through the use of several special words such as “0Qretici” and the use of
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assertive sentence structures, Pamuk presents himself as someone who knows
everything about Tanp nar while proposing his own ready- made reading of Tanp nar
to his readers.

Nevertheless the translation process does not come to an end with Pamuk’s
“translation” of Tanp nar since Pamuk’s “translation” is translated, in a second step,
into foreign languages and is “refracted” again through the perspectives of the
interlingual translators. At this stage, the choices of translators that depend on their
“cognitive states” (Boase Beier 2003) and ontheir “attitudes” (Hermans, 2007, p. 76)

are worth discussing.

The Choices of I nterlinqual Translators: Maureen Freely,

Jean-Francois Pérouse, Valérie Gay-Aksoy and Savas Demirel

Jean Jacques Weber stated that “meaning and stylistic effect are not fixed and stable,
and cannot be dug out of the text as inan archeological approach, but they have to be
seen as a potential which is actualized ina(real) reader’s mind, the product of a
dialogic interaction between author, the author’s context of production, the text, the
reader and the reader’ s context of reception— where context includes all sorts of
sociological, cultural and intertextual factors” (Weber, 1996, p. 3). The interaction
becomes even more complicated in translation between languages, where the chain
also includes the translator who acts asa first “real” reader of the text, the

translator’ s context of reception, the new text produced by the translator, the reader
of the translated text and the final reader’ s context of reception. Inthis long chain of

interactions, the factors surrounding the translation process deserve closer atention

21 See section titled “The “attitude’ of Pamuk as Tanp nar’s translator”
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as it isthrough translation that cultures and languages touch each other. Therefore, a
principal aim of the present analysis is to explore the “refractions” that occur inthe
process of interlingual translations, when Pamuk’ s “translation” of the city of
Istanbul interwoven with his “rewriting” of Tanp nar are translated into English and
French through the perspectives of interlingual translators. For this purpose, |
compare the Turkish source text to the translations into English and French to find
out how the representation of the city of Istanbul and of Tanp nar as an author were
refracted in the target texts through the choices made by interlingual translators and
guestion why they might have translated the way they did. Inthe analysis, | act asa
“real” reader of source and target texts and focus on “alternative sets of means of
expression” (Malkjaer, 2004, p. 18) used in the translations into English and French
and discuss their “effects on the reading mind” (Malkjaer, 2004, p. 18), which is
mine, in the present investigation. For this purpose, following Jean Boase-Beier, |
explore textual features such asthe choice of lexical items, their repetitions, the use
of adjectives, sentence structures, omissions, inserts and explanations and by
analyzing them | discuss the choices of translators, since such choices have a
determining role in the style of the text produced and result from the “cognitive
state” of the translator, which is the product of various interacting factors including,
“knowledge of linguistic and stylistic forms and constraints, of literary convention,
cultural background, and intended audience” (Boase-Beier, 2003, p. 253). Boase-
Beier also stresses the influence of the world view of the translator as well as the
factors surrounding the production of the translation, such asthe cultural and
professional background of translators, the intended audience and marketing

strategies (Boase-Beier, 2003, p. 263). Let me now propose a few points about the
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“cognitive states” and “attitudes” (Hermans, 2007, p. 76) of Pamuk’s translators:
mainly on Maureen Freely, who translated most of his works into English.??

Maureen Freely explains that she was not “atranslator by profession” when
she agreed to translate Pamuk’ s Kar (2002) / Show (2005), her first translation from
Pamuk, she was “a novelist, ajournalist, and a university lecturer” and was interested
inquestions of language (Freely, forthcoming). It is interesting to follow how her
definition of the translator’s job changed in time, not only in the experience of
translating the text but more importantly after the publication of Show. Actually her
experience tells a lot about the role of translators as intercultural agents, as she makes
it clear that she not only tried “to find the right words, and to arrange them into
sentences that evoked the same powerful narrative trance as in Turkish” (Freely,
forthcoming), but had a lot to do after having submitted the translated text to the
publishing house. First she struggled to correct “many innocent (and telling)
mistakes” made by copyeditors who revised the text. Then she discovered “how little
even very best people in the industry knew about the Turkey and its history” (Freely,
forthcoming). Freely says, after the publication of Show, a new challenge started for
her and she changed her definition of the translator’sjob:

A translator did not just need to find the right words, stay in close

conversation with the author, and run interference for him as the book

made its way through the publication process. She also had to

contextualise the book for readers who were not familiar with Turkey

— not inside the text but outside it, in journals and newspapers, at

conferences, symposia, literature festivals, and a long line of very
frustrating dinner parties”. (Freely, forthcoming).

22 Actually most of the data could be collected about her activity as atranslator and | could find very
little about the translators of the French version. That's why | prepared a questionnaire which | have
sent to each translator. | had the answers from Valérie Gay-Aksoy and Jean-Francgois Pérouse which
helps me to discuss the choices of translators.
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Freely's statement points to the translator’s significant role that continues
even after the publication of atranslation. But we must remember that translators
may also choose to keep silent after having finished translating and submitted the
final draft to the editor. However this was not the case for Maureen Freely, who
chose to be more active even during all the stages of Show’s circulation. Freely
appears to have supported Pamuk as she continued to contextualize the author’s work
for the receiving audiences. For this purpose, she not only provided the literary and
cultural background and context for his works, but she also acted as Pamuk’s
spokesperson for Anglophone readers she met in 2005 when Pamuk was accused of
insulting Turkishness, explaining why the author was prosecuted in his home
country. Freely progressively became more involved and finally became “a part of
the story” as she was “attending trials, walking through funnels of riot police, and
coming face to face with deep state thugs” (Freely, forthcoming). And her definition
of the translator’s job changed again:

It was not enough to find the right words, and defend them, and work

onthe literary peripheriesto provide some sort of context, and fight to

protect the author as he was attacked on all sides in the name of 1001

political agendas— 1 also had to fight for room to breathe — not just for

the writers and translators of fiction, but for literature itself (Freely,

forthcoming).

Freely's intriguing definition of the translator’s job and her experience in translating
Show provide clues for understanding her approach to translation in general and her
decisions while translating Istanbul. M aureen Freely’ s explanations about her
translatorial experiencesand her definition of the translator’ stask give some idea

about her “cognitive state” and her professional background to understand why she

may have translated the way she did.
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Freely’s insights about target readers’ reception is also worthy of attertion.
Talking about Show, she says that target readers “do not need to understand this in
the same way as a Turkish reader or areader familiar with Turkey: the story is strong
enough to pull them across this foreign terrain and described so clearly that even if
they do not understand it, they can see it”. (Freely, forthcoming). This is important
since such an understanding of reading does not impose definite expectations from
the readers and leaves them free in their interpretation. Freely’s statement shows that
she gives importance to the role of the readers and recognizes the various conditions
that may affect the way they read and interpret the book. Freely’ s statement also
points to her “attitude” as atranslator. As it was underlined by Theo Hermans “[a]ll
translating is translating with an attitude. It could not be anything else, since all
translations contain the translator’s subject-position” (Hermans, 2007, p. 85). Having
recognized the role of the readers in interpreting the text, it seems that Freely has
also set herself an area free for re-creation while translating Pamuk. Even if she says
she was “faithful not only to the sentences but also to the music and the spirit and the
culture” (Freely, 2006b), it appearsthat her fidelity did not block her own creativity,
for she also says that her translation reflected her own aesthetic as well as Pamuk’ s
(Freely, forthcoming).

This claim may be the reason for the principal differences between Freely’s
English translation and the French version. A comparison of source and target texts
shows that the English version seems to take more liberty in recreating the Turkish
source text, while the French version seemsto follow the source text more closely.
Let me now returnto acomparative analysis of Pamuk’s Turkish text and its English

and French translations.
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Repetitions and Historical References (Analysis of Segment 3)

The first two sentences of Pamuk’s chapter introduced the main movemert of the
chapter which consists of “walking”, expressed in the Turkish version with the words
“yuriyds” and “dolasmak”, in the English translation with the words “walk” and “to
stroll”, and in the translation into French through the words “promenade” and
“déambulation”. Focusing on Tanp nar’s and Yahya Kemal’s walks in the city’s old
neighborhoods, Pamuk sets out, in this chapter, to represent Tanp nar and Yahya
Kemal as two authors who visited the old districts of Istanbul to observe and “learn”
things. The following sentences emphasize the same motion:

Segment 3:

Buralar, Gautier' nin de 1853’ te yUrUyUp sehrin hiiznind igcinde

hissettigi yerlerdir. Tanp nar ile Yahya Kemal bu mahallelerde

‘mitareke yillarinda’ yirimeye baslamslard 1 (Pamuk, [2003] 2007,

p. 229).

These were the neighborhoods in which Gautier sensed the gloom that

had fallen over the city by 1853; Tanp nar and Yahya Kemal began

their excursions during the humiliating ‘armistice years (Pamuk,

2006¢, p. 245). (Trans. Maureen Freely).

Ce sont les lieux ou Gautier, qui les avait arpentés en 1853, avait

profondément ressenti la mélancolie de la ville. Tanp nar et Yahya

Kemal avaient commenceé a se rendre dans ces quartiers pendarnt «les

années de I’armistice » (Pamuk, 2007b, p. 297). (Trans. Jean-Francois

Pérouse, Valérie Gay-Aksoy, Savas Demirel).
The verb “ylrumek” / “to walk” which Pamuk uses repeatedly does not appear so
many times in the English translation. This may be because of Maureen Freely’s care
for not repeating the same words successively and to use various expressions having
nearly the same meanings such as “to take walks”, “to revisit” or “to stroll”. Inthe

translation into French, it seems that the translators had the same intention of not

repeating some words abundantly and used several alternatives such as “faire des
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promenades”, “arpenter” or “serendre &’. The same intention of translators can be
observed throughout the chapter. I n fact, Pamuk seems inclined to repeat several
lexical items abundantly even in the same sentence or in the same paragraph. The
nouns and adjectives describing the ruined scenes of the city are such examples. Let
me provide an example from Segment 7, which will be analyzed more closely in the
following pages:

Tanpnar’ n “Kenar Semtlerde Bir Gezinti” basljiyla anlatt gikendi

ylrdyUst ve daha ¢cok da Yahya Kemal’le beraber yapt Klar ndan soz

ettigi yurGytslerde yalneca fakir ve Gcra tanbul’a, kenar

mahallelere gitmek degil, Turkiye ve btanbul’un dlnyada fakir ve

tcra bir yer olmasna ruhsal bir hazrlk da vard r. Kenar semtlerin bir

manzara olarak kesfi, Turkiye’nin ve ktanbul’un da kenar mahalle

olmaswyla ilgilidir. (Pamuk, [2003] 2007, p. 229).
The sentences quoted above illustrate the repetition of several lexical items such as
“kenar semt”, “yurtyts” or “fakir ve tcra” in Pamuk’s writing. Another example is
the repetition of the words “millet”, “milliyet” and “milliyetci”, which | will explore
more closely in following sections. I n each of the cases where Pamuk makes
excessive use of several lexical items, translators reduce this abundance with the use
of synonyms or related words. Saliha Paker (2007) already emphasized thet in
Turkish, the same verbs or adjectives could be used frequently in the same sentence,
while the English language did not support repetitions and proposed the use of
synonyms which could also create new allusions and redouble the rich meanings of
the source text. 2> Valérie Gay-Aksoy, one of the translators of the French version,

explained in her responses to my questions, how she had difficulties in translating

such repetitions and moreover how her decisions were in the meantime guided by the

= “Turkce bir cimlede aynifiilin ya da sfatn sik aral klarla kullanilmas 1bigemsel olarak kabul
edilebilir bir olgu, ama hgilizce bir anlatda degil. hgilizce anlatigeleneginde tekrar 16nle mek,
esanlamlisay ilabilecek kelimelere bagvurmak gerekiyor. [...] Esanlaml darla kaynak metindeki
kelimenin anlamiceviride farklicagrsimlar da yaratabilir, bunun ¢eviri metnin anlam zenginlig ini
arttrmas thakimndan beklenmedik yararlar 1da olabilir.” (Paker, 2007, p. 92).
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expectations of the editors. She said: “Another difficulty, the repetitions: fortunately,
there are lots of synonyms in French. If you repeat words excessively (French
language doesn' t support it) you are accused of having mistranslated although it was
written like that” (my translation)?*. Valérie Gay-Aksoy’ s statemert does not only
point to an incompatibility between Pamuk’ s way of telling and the logic of French
language, which “does not support” repetitions but also hint to the expectations of
the readers and most probably to the ones of the editors who intervene in the process
of publication as the first readers of the translations. Both the translators of the
English and French versions seem to have adopted a similar approach while
translating such repetitions and preferred synonyms and related words to avoid
redundancy. Such a choice could be the result of the care for the reader’ s
expectations and in the same time for the editor’ s demands.

One noteworthy distinction between the decisions of the translators of
English and French versions appears in the historical references. While the French
version follows the Turkish source text closely, the English version adds several
explanations. For example, Pamuk’s sentences quoted above are marked by an
important historical reference to the so called “mutareke yilari’, “armistice years”. It
can be understood from the quotation marks that Pamuk refers to Tanp nar or Yahya
Kemal, and calls the reader to question the further meaning of hiswords. “M Utareke
yillar i’ can simply be translated into English as the “armistice years” but they refer
specifically to the Armistice of Moudros (30 October 1918), which is not mentioned
overtly in the source text. The Armistice of Moudros was signed at the end of the
First World War between the Ottoman Empire and the Allies, declaring the defeat of

the Ottoman Empire that surrendered control of its armiesto the Allies, while also

24 « Autre difficulté, les répétitions : heureusement, il y a beaucoup de synonymes en francais. Si on
répéte trop les mémes mots (le francais ne supporte pas) on nous reproche d’avoir mal traduit, alors
gue C' était écrit comme ¢a’
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conceding them the right to use all strategic points such as the ports, railways and
gtraits. The Armistice was followed by the occupation of Istanbul by the Allies (13
November 1918), creating an atmosphere of acute loss and defeat. The expression
“mutareke yilar i’ used by Pamuk refers to those years during which Istanbul was
under occupation. Such areference in Turkish may be clear enough for Turkish
readers but not so for the readers of the interlingual translations. It stands to reason
that the translator added in the English version, the adjective “humiliating” to
describe the “armistice years” with an emotive adjective. No such addition was made
in the translation into French. Evidently the translator of the English version,
Maureen Freely, tried to clarify an essential aspect of the armistice years for readers
who would be unfamiliar with modern Turkish history, by adding an adjective that
would illuminate the implications of Pamuk’s reference to such a specific historical

fact.

Stylistic Choices (Analysis of Segment 4)

A striking difference between English and French versions concerns the re-creation
of stylistic features and syntactic structures. The comparison of the Turkish source
and the translations into English and French shows again that the French version
follows more closely the Turkish source text while the English version provides
alternative ways of expression. A clear example taken from Pamuk’s sentences
quoted above is the translation of “sehrin hiizni” into English as “the gloom that had
fallen over the city”, which could have beenrendered “literally” as “the hiiziin of the
city”, just as it was into French: “la mélancolie de la ville”. The more paraphrastic

English version illustrates the intervention of Freely in the re-creation of the style of
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the Turkish source text. As regards the syntactic structure, it appears that the two
distinct sentences of the source text were merged in English translation. The
translator may have chosen to create such alternative ways of expression again with
stylistic concerns. However, not all syntactic differences seem to result only from
stylistic care but also from the “logic” of English language and the
morphosyntactical differences between languages. > Mareen Freely has emphasized
how Turkish language has a very different grammatical and syntactic structure

compared to English:

There is no verb to be in Turkish, nor is there a verb to have. It'san
agglutinative language, which means that root nouns in even the
simplest sentences can carry five or six suffixes. (‘ Apparently, they
were inside their houses’ isa single word.) There are many more
tenses — you use one mode for events you have witnessed with your
own eyes, for example, and another for anything you know by
hearsay. There isa special syllable you can add to a verb to emphasize
the active role someone played in whatever you are describing. The
passive voice is as graceful as the active voice, and rather more
popular, with the result that a fine Turkish sentence may choose to
obscure exactly who did what. It may also decline to be precise about
gender, there being only one word for he, she, and it (Freely, 20063,
p.463).

Having stated several characteristics of Turkish language from her own point of

view, Freely also explains her priorities as a translator:

And it’sthe music | love most in Turkish. This comes from my time
asan American child in 1960s Istanbul, listening and not
understanding, but catching the emotional undercurrents that words
can so easily hide. So when| sat downto try my hand at translating
Turkish, it seemed that | should begin there, with the music. | would
start at the heart of the sentence and work my way out, rather than the

%5 Jean-Paul Vinay and Jean Darbelnet provided a conmparative grammatical and stylistic analysis of
French and English in their book Comparative Stylistics of French and English,and they showed how
the two languages worked differenly, obeying different rules. Research on comparative stylistics of
English and Turkish as well as French and Turkish may provide ground for further research on the
“obligatory and optional shifts” (van den Broeck, 1985, p. 57) between source and target texts; the
obligatory shifts being “rule-governed, i.e. imposed by the rules of the target linguistic and cultural
systemt’ and the optional shifts being “determined by the translator’s norms” (van den Broeck, 1985,
p. 57), such as “adequacy” or “acceptibility” (Toury, 1995).
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other way around. The challenge was to reorder the various parts of
the sentence ina way that allowed it to unfold and reveal its heart. |
was not done until | had managed to order themin away | felt to be
an accurate reflection of the author’s [Pamuk’s] original intentions.
Because | came, withtime, to understand how his long sentences
contributed to the narrative trance, | tried, wherever possible, to keep
them at their original length. But | also wanted them to be clear, or
clear enough. (Freely, 20063, p. 464).

It can be understood from Freely’ s statements regarding her translation of Kara
Kitap (1990) that she gave a crucial importance to the music and that she reordered
the parts of sentences in away which seemed her appropriate for reflecting the music
of the source text and the “author’s original intentions”. As for the long sentences of
Pamuk, she says that she tried to keep them to their original length but “also wanted
themto be clear, or clear enough”. The analysis of the sentences which follow show

that she changed the sentence structures to make them “clear, or clear enough”.

Segment 4.

Nerval ve Gautier’nin sehre gelisi ile, bu iki Frans z arkadas yazar n
eserlerini hayranlkla bilen, onlar n yolculuk kitaplarny, ktanbul
hakk nda yazd klar nigok dikkatle okumusbu en buyik iki Turk
yazarnin bu uzak mahallelerde yiirtyisi aras ndaki yetmis yida,
Osmanli Devleti butin Balkan tlkelerindeki ve Ortadogu’daki
topraklar nikaybede kaybede, kiigiile kiigiile yok olmus, ktanbul’u
besleyen gelir kaynaklar tkurumus, 6zellikle Balkanlarda kurulan yeni
devletlerin uygulad §ietnik temizlikten kacan Misliman gé¢cmenlerin
ktanbul’a ak n ak n gelmesine karsn yizbinlerce kisi de Birinci
Diinya Savasrnda 6ldigu icin sehrin niifusu ve zenginligi artmamsti
hic. (Pamuk, [2003] 2007, p. 229).

When these two great Turkishwriters set out ontheir first walk,
seventy years had passed since the visits of Nerval and Gautier, the
two French friends whose works they so admired; during that time the
Ottoman Enpire had slowly lost its territories in the Balkans and the
Middle East, growing smaller and smaller urtil it finally disappeared;
the source of income that nurtured | stanbul dried up; despite the
steady steam of M uslim refugees fleeing from the ethnic cleansing in
the new Balkan republics, the death toll of the First World War ran
into the hundreds of thousands, so both the city’s population and its
wealth were much diminished. (Pamuk, 2006c¢, p. 245). (Trans.
Maureen Freely).
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Au cours des soixante-dix ans qui séparent la venue de Nerval et

Gautier alstanbul et les promenades dans ces quartiers périphériques

des deux plus éminents écrivains turcs, fervents admirateurs des

cauvres des deux écrivains frangais et lecteurs attertifs de leurs récit de

voyage et de leurs textes sur Istanbul, I’ Empire ottoman, perdant peu a

peu tous ses territoires dans les pays des Balkans et au Moyen-Oriert,

avait périclité, les sources de revenus alimentant Istanbul s étaient

taries, et I'afflux permanents d’ immigrants musulmans fuyarnt le

nettoyage ethnique pratiqué par les nouveaux états fondés dans les

Balkans n'avaient en rien accru la population et larichesse de la ville

dont la Premiere Guerre mondiale avait emporté des centaines de

milliers d’ habitants (Pamuk, 2007b, p. 297). (Trans. Jean-Frangois

Pérouse, Valérie Gay-Aksoy, Savas Demirel).

Pamuk’s long and complex source sentence was translated by Maureen Freely
according to “the simpler and more straightforward logic of English” (Freely, 20063,
p. 464), where the translator avoided the use of “cascading clauses” (Freely, 2006a,
p. 464) and preferred to construct a series of juxtaposed sentences, which seem to
have rendered the sentence easier to follow and to understand in English. From this
perspective, it can be said that the translator of the French version have tried to
render the source sentence more “literally”, keeping its complicated structure in
translation. But it also appears that the English version renders more “clearly” not
only the syntactic structure, but also the information content of the sentence. Let me
explain:

In the sentences quoted above, the names of Nerval and Gautier are cited
together and both are referred to as the predecessors of Tanp nar and Yahya Kemal,
who are themselves qualified by Pamuk as “en blyik iki Tirk yazar” / “two great
(“greatest’ in the original) Turkish writers”. To explain that Tanp nar and Yahya
Kemal inherited some ideas from Nerval and Gautier, Pamuk proposes that Tanp nar

and Yahya Kemal had the knowledge of Nerval’s and Gautier’ sworks, which they

admired a lot; that they read their travel writings and all that they wrote about the
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city of Istanbul. But it appearsthat all this information is lacking in the English
translation, which simply says that Tanp nar and Yahya Kemal had only “admired”
the two French authors. No such omission is present in the French version. Freely
may have decided to omit this detailed information maybe to render the text easier
for target readers and maybe again to be able to construct a simpler sentence
structure. Freely’s choices can also be interpreted as pointing to her intervention and
to her “attitude” as atranslator. She stated, in her piece about her translation of Snow,
that she was surprised at discovering “how little even very best people in the industry
knew about the Turkey and its history” (Freely, forthcoming). Therefore it is possible
that she tried to avoid troubling the minds of target readers with details about
subjects and persons who she thought were unknown to them. She may also have
thought that target readers “do not need to understand this in the same way as a
Turkish reader or a reader familiar with Turkey” (Freely, forthcoming) just like she
did in her translation of Show. | think that Freely acted as someone who assumed the
responsibility of her position and made decisions considering the expectations and

the back ground of the receiving audiences.

The “ Attitude” of Interlingual Translators inthe “Interculture”

(Analysis of Segment 5)

| stated in the analysis of previous segments that Freely tried to render Pamuk’s
complex sentences easier to follow and to understand in English and that she omitted
several details. Freely ssimplification strategy appears again in the translation of the

sentences which follow:
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Segment 5:

Tam tersi, bu yetmis yilda Avrupa ve Batigok biytk bir teknolojik

ilerleme ve zenginlesme yasarken ktanbul fakirlesmis, diunyadaki

glclind ve gekimini kaybettigi i¢in issiz ve Ucra bir kent olmaya

baslamst1(Pamuk, [2003] 2007, p. 229).

During the same period, Europe and the West were getting richer,

thanks to huge technological advances. As|stanbul grew even poorer,

it lost its importance in the world and became a remote place burdened

with high unemployment (Pamuk, 2006c, p. 245). (Trans. Maureen

Freely).

A I'inverse de I' Europe et de I’ Occident, qui durant ces soixante-dix

ans connurent un grand essor technologique et matériel, Istanbul

S était appauvri, et ayant perdu sa puissance et son rayonnement dans

le monde, commenca a devenir une ville en proie au chdmage et isolée

sur lascéne du monde (Pamuk, 2007b, p. 297). (Trans. Jean-Francois

Pérouse, Valérie Gay-Aksoy, Savas Demirel).
The English version of the sentences quoted above has a simpler structure compared
to the Turkish and French. More important isthat, in line with this simplification,
some emphases have changed as well. I1nthe English translation, Pamuk’s long
sentence isdivided in two, but more striking is that the cause-and-effect relation has
been constructed differently in Turkish and English versions. I n fact, Pamuk does not
set a cause-and-effect relation between Europe’ s technological improvements and its
enrichment, but states themonly as simultaneous progresses. Nevertheless the
Englishtranslation states that Europe and the West got richer “thanksto”
technological improvements. This causal link is clearly added by the translator and
may give clues about the interpretation process. | n point of fact, Pamuk’s sentence is
open to various interpretations. The two statements about Europe’s enrichment and
its technological advances may be linked to each other in various ways depending on
the reader’ s own cognitive state. One might believe that the richness of Europe and

of the West depended not on their technology, but ontheir colonial activities while

another might remember the pioneers of European science and technology and their
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contribution to today’s society. These various interpretations have very minor and
even negligible functions in Pamuk’s narrative since he does not set such a causal
link himself, and since his main focus ison I stanbul, he mentions European
achievements only to compare | stanbul’ s conditions to Europe’s. But comments
added by translators deserve attention since such contributions may give clues for a
better understanding of their cognitive state, of their conscious or unconscious
decisions. Here it can be understood that the translator explains Europe’s enrichment
with its technological progress. Nevertheless, | think that the main aim of the
translator was not to add such a comment but when she divided Pamuk’s sentence in
two and she had to construct two district but coherent sentences she had to add a
causal link which did not exist in the original. While dividing sentences of the source
text to create sentences which would better fit the “the simpler and more
straightforward logic of English” (Freely, forthcoming), she had to create new
connections between the parts of sentences. Asregards the translation into French, it
still tried to follow the source text by reconstructing similar sentence structures and
similar causal links between statements.

The analysis of the sentences quoted above showed that the English version
simplified the sentence structures and omitted several information presert in the
source text, while the French version followed the source text more closely as
regards the sentence structures and the information conveyed. The syntactical
differences observed in the English version may be the result of the translator’ s
concern for the “logic” of English language and of her own stylistic sense as awriter.
But while the sentences were being reconstructed depending on the laws and the
harmony of the target language, their information content and the logical connections

within sentences could change as well. Such differences are not to be classified as
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“mistakes” but they may result from conscious decisions of the translator. As stated
earlier, Maureen Freely belived that target readers “do not need to understand this
[“the complex endgame” in Show] in the same way as a Turkish reader or areader
familiar with Turkey” (Freely, forthcoming). If the translator expected that the
receiving audiences understood the target text in the same way as a Turkish reader of
the source text, she would have to adopt a different translation strategy. She might
maybe choose to use footnotes, to convey all the content of the source text. Vladimir
Nabokov said he wanted “translations with copious footnotes, footnotes reaching up
like skyscrapersto the top of thisor that page” (Nabokov, 2000, p. 83), but Maureen
Freely's concern is far from Nabokov’s. She seems more likely to render Pamuk’s
works more understandable for and more familiar to target readers. As she explained
herself, she works for thisaim not only in the translation process, but also after the
publication, with articles published in journals and newspapers, with conferences and
even in personal conversations. (Freely, forthcoming).

Maureen Freely’s definition of the translator’s job and her active involvement
in the process illustrates the translator’ s position as an intercultural agent in the
“interculture”. But | would like to make it clear that | do not use the notion of
“interculture” to present translation and translators as outside cultures. Inthis
context, | agree with the arguments of Mona Baker (2005) and Maria Tymoczko
(2003) when they criticize the discourse about translation and about translators based
on notions such as “interculture” and “in-between”. Baker accurately states that “the
idea of interculture is used to create a neutral space for translatorsto act as honest
brokers who are not embedded in either culture, who can transcend any cultural or
political affiliation, at least while they' re engaged in the highly romarticised task of

translating” (Baker, 2005, p. 8). Tymoczko' s criticism about the discourse presenting
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the translator as in a space between cultures, belonging to neither one isalso worth
attention:

Rather than promoting a view of atranslator as embedded in and

committed to a specified cultural and social framework and agenda,

however broad, the discourse of translation as a space between

embodies a rather romantic and even elitist notion of the translator as

poet. If the place of enunciation of the translator is a space outside

both the source and the receptor culture, the translator becomes a

figure like romantic poets, alienated from allegiances to any culture,

isolated by genius” (Tymoczko, 2003, p. 199).
Agreeing with the criticisms of Baker and Tymoczko, | use the notion of
“interculture” not as a space outside cultures or as only the intersection of two
cultures, as it was schematized by Anthony Pym (1998, p. 177) but as a bigger space
which transcends the borders of each culture. Inthis context, Saliha Paker’s concept
of “Ottoman interculture as atri-cultural (Turkish, Persian, Arabic) site for the
activity of poet-translators and their works” (Paker, 2002, p. 140) and where the
“boundaries are not clear” (Paker, 2010b) covers a larger space where poet-
translators have got in touch and produced their works. This space is broader thanthe
intersection of cultures as the Ottoman culture was conceived by Paker “as gradually
gaining systemic autonomy” (Paker, 2002, p. 140). Paker went more deeply, ina
recent paper (2006), into this “hypothetical space” and explored it as a space “where
more than one target culture [...] and source culture meet, in other words, where
centres and periphery(ies) are in contact, for negotiation or for resistance as well”
(Paker, 2006).

Considering the witnesses of translators and theoretical discussions about the
subject, | think it isrelevant to argue that the “interculture” within which the

translators perform their works has the form of an “elliptical space” with two foci,

pointed out by David Damrosch who argued that “[w]orld literature is|...] always as
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much about the host culture’'s values and needs as it is about a work’ s source culture;
hence it isa double refraction, one that can be described through the figure of the
ellipse, with the source and host cultures providing the two foci that generate the
elliptical space within whichawork lives as world literature, connected to both
cultures, circumscribed by neither alone”. (Danrosch, 2003, p. 283).

Danmrosch's insights about the works of world literature can be transposed for
describing the space in which translators work as they are imbedded as much in the
host culture' s values and needs as in the ones of the source culture; hence they have a
double belonging, they are connected to both cultures in the same time. Their
“cognitive states” depend on both cultures and they may occupy different positions
inthat elliptical space asa result of their choices. They may approach one of the two
foci while receding from the other and the works they produce will also bear the

traces of these choices.

Pamuk’s “Attitude” asthe City's Translator

Throughout the first paragraph of the selected chapter, Pamuk explained from his
own point of view the conditions of the city of Istanbul in the period when Tanp nar
and Yahya Kemal visited the old neighborhoods of the city. He described a city of
loss, focusing on the landscape of ruined old districts. His description of the city asa
ruined space which does not have an importance at the stage of the world is linked to
hisemphasis in his work on the feeling of living at the “periphery” or “on the edge of
Europe” (Pamuk, 2007c, p. 190), which | discussed while contextualizing Pamuk’ s
ktanbul, Hatwalar ve Sehir. As stated earlier, Pamuk expressed his closeness not to
the “great traditions of Europe and Asia” but to a quarrel of intellectual mentalities

onthe “periphery” of Europe (Pamuk, 2007c, p. 190-191). Inthe following pages|
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will set out to show that Pamuk’s reflections about literature and about hisplace in

the world were reflected in his “attitude” as a “translator” of Istanbul

Pamuk’s | stanbul: A Poor Provincial City (Analysis of Segment 6)..

The last sentence in the first paragraph of Pamuk’s chapter which is being analyzed
states clearly and very strongly Pamuk’s main reflection about | stanbul:

Segment 6:

Ben cocuklugumu bir biyik dinya sehrinde degil, buyik ve yoksul

bir tagra sehrinde yasad i mu hissederek gecirdim. (Pamuk, [2003]

2007, p. 229).

Asachild | had no sense of living ina great world capital but rather in

apoor provincial city. (Pamuk, 2006c¢, p. 246). (Trans. Maureen

Freely).

Jai passé mon enfance avec le sentiment de vivre non dans une des

grandes villes du monde, mais dans une grosse et indigente bourgade

de province (Pamuk, 2007b, pp. 297-298). (Trans. Jean-Frangois

Pérouse, Valérie Gay-Aksoy, Savas Demirel).
Pamuk claims here precisely that his Istanbul was not a mgjor metropolis but abig
but poor provincial city. His representation of | stanbul as such is in line with his
emphasis of the outlying neighborhoods of the city in Tanp nar’s time. It can be said
that both Tanp nar and Pamuk emphasize thet the city had lost its old prosperity but
each author’s way of telling this loss is different. According to Tanp nar, the city
evoked a feeling of “hasret” / “longing” in his contemporaries but did not create a
dark or somber mood since the “longing” which it inspired was an “illumined” one.
Tanp nar said: “For our generation Istanbul is now a very different place from that of

our grandfathers, or even of our fathers. Inour imagination it does not appear

swathed in silver and gold robes of honour, nor do we see it set inareligious
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framework. Rather it is illumined for us by the light of the memories and longings
evoked by our own spiritual state”. (Ruth Christie’s forthcoming translation). The
feeling of loss is expressed in Tanp nar’s narrative by several emotive synonymous
nouns such as “6zlem”, “hasret” and “dalss la” (meaning longing) and is described
as a mood dominating the everyday life of people living in the city. But this is not
only a longing for the past prosperous days. In Tanp nar’s narrative, someone living
in Istanbul may experience a longing for the special beauties of any neighborhood in
the city and be tempted to visit it on the spur of the moment. Tanp nar’s Istanbul may
have lost its wealth and grandeur just like Pamuk’s city, but it is still ornamented
with special attractions, each neighborhood presenting a unique natural and historical
charm. The different functions attributed to emotive nouns such as “huzin” or
“hasret” (longing) seem to be the main difference between the representation of the
city of Istanbul in Tanp nar’s and Pamuk’s narratives. Both authors represent a city
of loss and “hlzin” but Tanp nar’s “hizin is a luminous one, while Pamuk’s
creates an atmosphere of darkness and sorrow.

Pamuk’s I stanbul is also a “poor provincial city” and his decisionin
presenting the city as such hints to his “attitude” asthe city’stranslator. Today
Istanbul presents a multitude of overlapping images amongst which each city dweller
or visitor may choose one for herself/himself. Aswas stated by Esra Akcan,
“I'stanbul is no longer a black and white city, as it appeared to Pamuk asachild, but a
multicolored booming metropolis, developing and expanding, generic and flashy,
hybrid and nerve-racking, speedy and enthusiastic, spontaneous and dynamic.
(Akcan, 2006, pp. 42-43). But Pamuk chooses to look to the melancholic scenes of
city and emphasizes those melancholic scenes in histranslation. Hischoice is in line

with his reflections about literature. Pamuk says: “Whet literature needs most to tell
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and investigate today are humanity’ s basic fears : the fear of being left outside, and
the fear of counting for nothing, and the feelings of worthlessness that come with
such fears; the collective humiliations, vulnerabilities, slights, grievances,
sensitivities, and imagined insults, and the nationalist boasts and inflations that are
their next of kind...” (Pamuk, 2006b, pp. 7-8) (Trans. Maureen Freely). Considering
Pamuk’s emphasis onthe “fear of being left outside” and “the fear of counting for
nothing”, it can be said that his “translation” of the city of Istanbul as “a poor
provincial city” reflects an “attitude” and his emphasis onthe feelings of living at the

“periphery”.

Pamuk’s “Attitude” as Tanp nar’s Translator

In the first paragraph of the chapter, Pamuk introduced the conditions of the city of
Istanbul inthe lifetime of Tanp nar and Yahya Kemal, presenting a city of loss and
defeat. Meanwhile he started to rewrite their writings, mainly those by Tanp nar, by
quoting passages from hiswritings and commenting on them. I1nthe second

paragraph Pamuk develops his rewriting and his “translation” of Tanp nar.

Assertion Through Translation (Analysis of Segment 7)

Pamuk starts the second paragraph of the selected chapter by drawing a parallel
between the position of the poor districts of Istanbul and Istanbul’ s own position in
the world. At the same time he develops his “translation” of Tanp nar’s authorial

identity:
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Segment 7:

Tanpnar’ n ‘Kenar Semtlerde Bir Gezinti’ baslyla anlatt gikendi
yurtytsu ve daha ¢ok da Yahya Kemal’le beraber yapt klar ndan s6z
ettigi yuruytslerde yalneca fakir ve icra btanbul’a, kenar mahallelere
gitmek degil, Turkiye ve Btanbul’un diinyada fakir ve (cra bir yer
olmasna ruhsal bir hazrlk da vard r. Kenar semtlerin bir manzara
olarak kesfi, Turkiye’nin ve ktanbul’un da kenar mahalle olmas yla
ilgilidir (Pamuk, [2003] 2007, p. 229).

When Tanp nar wrote ‘A Stroll Through the City’s Poor
Neighborhoods', he was not just describing his own most recent visit
and hisearlier walks. His purpose was more than merely to reacquaint
himself with the poorest and most remote areas of | stanbul; he was
attempting to accustom himself to the fact of living in an
impoverished country, in acity that no longer mattered inthe eyes of
the world. To explore the poor neighborhoods as a landscape, then,
was to address the reality that Istanbul and Turkey were themselves
poor neighborhoods. (Pamuk, 2006c, p. 246). (Trans. Maureen
Freely).

Dans son parcours solitaire, que Tanp nar raconte dans Une périple
dans les faubourgs, et plus encore dans ses promenades en compagnie
de YahyaKemal, il se dispose non seulement adécouvrir la ville
miséreuse et isolée des quartiers excentrés, mais aussi a constater que
la Turquie et Istanbul sont un coin pauvre et retiré du monde. La
découverte des faubourgs en tant que paysage refléte cet état de
banlieue du monde de la ville et du pays (Pamuk, 2007b, p. 298).
(Trans. Jean-Francois Pérouse, Valérie Gay-Aksoy, Savas Demirel).

Pamuk’s “translation” of Tanp nar consists more of clear cut statements instead of

discussions. This can clearly be seen in the structure of Pamuk’ s sentences, all of

which are assertive. Through those assertions, Pamuk proposes his own ready- made

reading of Tanp nar to his readers. As demonstrated in Chapter 3, Tanp nar was an

author difficult to categorize, not only in his lifetime but also after his death. Being

nearly neglected both by the left and right wings and also by the state for a very long

time, he became one of the canonical figures of Turkish literature after the 1970’ s

and hisworks gained awider audience especially in the first years of the new

millennium. The intriguing character of hiswork depended mostly on his outstanding

and critical discussions about the social change in Turkey and his special way of
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questioning and subverting binary oppositions such as “East” and “West”. Pamuk
naturally does not delve into a discussion of Tanp nar’s literary career, since his book
is not ascholarly thesis on the author but a literary narrative emerging from hisown
memoirs and experiences in the city. Pamuk also refers, in his book, to many authors
who had an important role in his understanding of the city in which he has been
living. He explains what these authors have meant to him by representing them
through his own perspective, as he also does for Tanp nar. Nevertheless, the question
whether the readers might recognize the mediated nature of Pamuk’s representations
gtill remains. The assertive tone of Pamuk’ s sentences is far from expressing
subjectivity. Rather they propose Pamuk as someone who knows everything about
Tanp nar. In fact, Pamuk expressed many times that Tanp nar was ofa primordial
importance for him as an author (Pamuk, [1999] 2006, p. 166) and therefore one can
expect that Pamuk had really examined the details of Tanp nar’s whole oeuvre. But
Pamuk goes beyond the written work of Tanp nar when he makes statements about
Tanp nar’s inner world, such as when he writes that Tanp nar “was attempting to
accustom himself to the fact of living in an impoverished country”. It might be very
difficult or even impossible to know what authors really have in their minds while
producing their writings. One cantry to understand, speculate or imagine why a
given author had written in a given way. Pamuk however gives the impression that
he “knew” what Tanp nar was trying to do when he was visiting those old
neighborhoods. Pamuk is projecting, here, his own ideas on those of Tanp nar and

selects parts of Tanpnar’s texts to support his statements.
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Translating a Translation (Analysis of Segment 8)

Throughout the chapter Pamuk continues to quote from Tanp nar and to rewrite
Tanp nar’s suggestions. By this means Pamuk rewrites Tanp nar’s writings and
translates his narrative of the city. It can also be said that Pamuk “translates”
Tanp nar’s “translation” of the city, by quoting him and commenting on his writings.
In Segment 8, Pamuk refers to an article from Tanp nar: “Kenar Semtlerde Bir
Gezinti”, which was not translated into English. Before exploring Pamuk’ s
translation of Tanp nar, let me focus firstly on Tanp nar’s article quoted by Pamuk.
In this article (Tanp nar [1943] 2006), Tanp nar tells his walk in the “vast
impoverished neighborhoods between Kocamustafapasa and the city walls” (Pamuk,
2006c¢, p. 245) (Trans. Maureen Freely) as also mentioned by Pamuk. The main
theme and the mood of the article are structured on the antagonistic relationship
between the defeats caused by the First World War and the vitality of nature®.
Tanp nar explains at the beginning that the news from the frontline dominated his
thoughts during his stroll and that he was “reflecting on the fate of mankind” (my
translation) while observing the neighborhood. [“Butin bunlar beni insanoglunun
talihi Uzerinde distiinmeye géturiyordu”] (Tanp nar, [1943] 2006, p. 211). It appears
that he placed special importance on the traces of history which could be found in
those old districts and which differentiated them from newly developed areas like
Taksim. Tanp nar found in the remote neighborhoods a conflict between the defeats
and disasters resulting from the wars and the nature's resistance through which he

could explain the “will to survive” (“yasama iradesi”) (Tanp nar, [1943] 2006, p.

26 «Cihan harbiy kt 1bir kas rga gibi devamediyordu. Cepheler, onlar n bizdeki yiizii olan

tahmin lerle beraber, mukavva koskler gibi yikilyordu. [...] Ve etrafimda, her ad imda, bahar
dedigimiz mucizenin, ikide bir rastlad § imyangn yerleri ve harap eserler aras nda daha sasrtrciolan
fekriy tabiat n insanoglu ile alakas izl g n 1gdsteren gencligi, nesesi vard i’. (Tanp nar, [1943] 2006,
p. 211)
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213) and “continuity in life” (“hayattaki streklilik”). (Tanp mnar, [1943] 2006, p.
214). Tanp nar’s conclusion results froma coincidence. He explains that he walked
by some little girls playing an old game accompanied by an old rhyming song which
he remembered from his childhood. Tanp nar finds in this little rhyme a continuity

between generations. | would like to quote Tanp nar’s conclusion:

This children’s game was surely there hundred and fifty or two
hundred years ago. [...] It probably will be played hundred years later
in a life whose conditions | cannot conceive. Everything will change,
but it will persist, and because it persists, we will be the same in spite
of thousand changes. This continuity will work the wonders of life,
gererations would hold each other’s hand among the voices of
twittering children... this voice of twittering children was the freshest
secret of the continuity in life”. (my translation). (Tanp nar, [1943]
2006, p. 214).

Bu ¢ocuk oyunu bundan yiizelli, ikiytiz yi 6nce yine muhakkak vard 1

[...] Simdi benim sartlar nidisiinemeyecedim bir hayatn icinde yiz

yil sonra yine oynanacakt1 Her sey degisecek, fakat o kalacaktive o

oldugu gibikald gricin biz de, bir ygn dedisiklik tsttinden, yine

eskisi olarak kalacakt k. Kte bu sireklilik, hayatin mucizesini

yapacak, bu c Mt 1gocuk sesleri aras ndan nesiller birbirine el

uzatacakt1... Bucocuk sesleri, hayattaki surekliligin en taze srriydu..

(Tanp nar, [1943] 2006, p. 214).
Tanp mar was looking for something which could resist and survive loss and found it
in a game played by children in the streets. It could also be said that he was searching
for things which could survive changes. As| also tried to show in Chapter 3,
Tanp nar was not resisting change in general but only change which resulted in a
rupture. The quotation given above also shows Tanp nar’s search for continuity in
change.

Now let me continue with Segment 8, where Pamuk focuses on Tanp nar’s

above mentioned article and rewrites it:
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Segment 8:

Tanp nar, benim de ¢ocuklugumda bol bol gérdlgim yang in
yerlerinden, harap eserlerden, yk k duvarlardan soz eder. Sonrabu
fakir ve ykntimahallede “nas isa ayakta kalmisbuyik ve ahsap bir
Hamit devri konagindan” gelen kad n seslerine (eskialgkanlkla
“haremc vilt s I’ der Tanp nar) dikkat kesilir ama yazinin kurdugu
siyasi-kultirel programa uygun olarak bu seslerin Osmanlrdan degil,
“bir gorap fabrikas nda ya da dokuma tezgahnda” ¢alian fakir sehirli
kad nin modern ¢alsmas ndan geldigini anlatr. Tanpmnar’ n
“hepimizin ¢ocuklugumuzdan beritand gime i’ soyledigi ve Ahmet
Rasim’in herhangi bir sayfas nda okudugumuzu hat rlatt g1 ve bir
kosesinde ““klglk asma veya salk m ¢ardaklicesmesi, giinese serilmis
camasiri, cocugu, kedisi kdpegiyle, mescidi ve mezarli§ iyla” kenar
mahalledir buras1 Nerval ve Gautier okuyarak sehrin tcra
mahallelerinden, ykintilardan, izbelerden ve sehir surlarmn carpc
goruntisunden 6grendigi melankoliyi, Tanp nar yerli bir hiizne cevirir
ve bu hiiznii yerli bir manzaraya ve ¢alsan modern kad nin hayatina
ustalkla tasr (Pamuk, [2003] 2007, pp. 229-231).

Tanp nar writes at length about the burned-out streets, the ruins, and
the crumbling walls familiar to me asachild. Later during his stroll he
hears women’s voices (out of habit Tanp nar refersto thisasthe
“chirping of harem”) coming from “a big wooden mansion from the
Abdulhamit period that is only just managing to stay in one piece,”
but in keeping with the political-cultural program he has set himsalf,
he is obliged to explain that these are not Ottoman sounds but rather
those of poor women working in the city’ s new cottage industries—‘a
stocking factory or atextile weaving shop.” On every page, Tanpinar
repeats the phrase “ as we' ve all known since childhood” ; he
describes a neighborhood Rasim once mentioned in a column as“a
fountain shaded by atrellis of vines or grapes, clothes hanging inthe
sun to dry, cats with dogs, little mosgues and cemeteries.” The
melancholy Tanp nar first discovered in Nerval’s and Gautier’s
arresting observations about the poor neighborhoods, the ruins, dingy
residential districts, and city walls, he transforms into an indigenous
hiziin through which to apprehend a local landscape and, most
particularly, the everyday life of a modernworking women. (Pamuk,
2006c¢, pp. 246-247). (Trans. Maureen Freely).

Tanp nar évoque les endroits dévastés par lesincendies, les
monuments en ruine et les vestiges des remparts que j’ ai moi aussi
beaucoup vus dans mon enfance.

Puis, dans ce quartier pauvre et délabré, son attention est ensuite
attirée par les voix des femmes (un « bruissement de harem », dit
Tanp nar a la maniére ancienne) provenant d’un « grand konak en bois
de la période hamidienne, resté debout on ne sait commert », mais en
adéquation avec la thématique politico-culturelle sur laquelle est
congtruit son texte, il explique que ces voix ne sont pas I écho des
Ottomans, mais proviennent du labeur moderne de pauvres citadines
travaillant « dans une usine de chaussettes ou sur un métier atisser ».
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Cet endroit est I’ un des faubourgs « que nous connaissons tous depuis

I’enfance », comme le dit Tanp nar, et que la lecture de n’importe

guelle page d’ Ahmet Rasim rappel le a notre souvenir, « avec sa

fontaine recouverte d’ une petite tonnelle ou de vigne vierge, son linge

étendu au soleil, son enfant, son chat et son chien, sa petite mosguée et

son cimetiere ». La mélancolie, que la lecture de Nerval et de Gautier

lui aapprisa percevoir dans les quartiers retirés de la ville, les

vestiges délabrés, les coins déserts et les images saisissantes des

remparts, Tanp nar la transforme en une tristesse autochtone et la

transfére avec talent sur un paysage local ou la vie d’ une femme

moderne au travail. (Pamuk, 2007b, pp. 298-300). (Trans. Jean-

Francois Pérouse, Valérie Gay-Aksoy, Savas Demirel).
The Turkish source text of the sentences quoted above exenplifies Pamuk’s
repetitive use of adjectives such as “fakir” (poor), “licra” (remote), “yk K” (ruined)
or “izbe” (secluded). In fact “fakir” or “yoksul” (both meaning “poor” in Turkish),
are used 11 times alone in this chapter. “Ucra” (remote) is repeated 6 times while
“izbe” (secluded) appears in 3 sentences. The expressions “kenar mahalle” and
“kenar semt” are repeated 10 times and Pamuk uses the verb “ykimak” (to be
ruined) or related adjectivesand nouns such as “yk ntf’ (ruin) or “yk K” (ruined) 15
times throughout the chapter. It is worth noting that in the article that Pamuk
mentions, Tanp nar also described the same districts but did not employ so many
“disagreeable” epithets. He made use of some similar adjectives such as “harap”,
“fakir”, izbe” or “bak ms 2” but instead of repeating the same statements, he delved
into the history of these neighborhoods, of their people and focused ontheir lives.
Tanp nar not only described the neighborhood’s physical properties, but also
explored what they evoked in him and emphasized the interlaced traces of different
periods in history. He represented the people living in those districts as leading very
different lives compared to people who lived in the same places in the old days. The

women working in cottage industries, referred to by Pamuk, were described by

Tanp nar in such a context, the old konak (mansion house), from where spreadsthe
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women' s voices, being transformed into a factory. Pamuk however, preferred to
underline the ruined landscape in Tanp nar’s text while overlooking the emphasis on
the history and on changing lifestyles.

In the first sentence quoted above, Pamuk makes a connection between
Tanp nar and himself, noting that he had also seen in his childhood, the scenes told
by Tanp mar, such as the “burned-out streets, the ruins, and the crumbling walls”. By
this means he positions himself as someone who had similar experiences, as someone
who also knew what Tanp nar had known. Therefore he claims the right to write
about those districts as someone who did not only read about them but also as
someone who experienced them at first hand.

Pamuk then announces that Tanp nar set himself a “political-cultural
program” and brings forward the idea that Tanp nar created this program reading the
travel writings of Nerval and Gautier and investigating the poor neighborhoods of the
city. Pamuk uses here once again the verb “6grenmek” / “to learn” and states that
Tanp nar learnt (“discovered” in the English translation) the “melancholy” of those
gpaces from Nerval and Gautier. As also discussed by Pamuk in the tenth chapter of
his book, the “melancholy”, the “tristesse” and the “hiizin” all have deep roots in
both Oriental and Occidental literatures and therefore to argue that Tanp nar had
learnt the melancholy from and only fromNerval and Gautier and then transformed
it “into an indigenous hizin” might be oversimplifying. Moreover, Pamuk does not
seemto provide enough textual evidence about his statement concerning Tanp nar
and does not clearly explain how Tanp nar creates this “indigenous hiiziin”. In fact
Pamuk’s quotation from Tanp nar does not really describe a gloomy, melancholic
place. It represents the landscape of the neighborhood with “a fountain shaded by a

trellisof vinesor grapes, clothes hanging in the sunto dry, cats with dogs, little
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mosques and cemeteries.” These elements do not necessarily illustrate a melancholic
space. Each reader might have a different feeling while reading such a description,
but it seems that Pamuk preferred to stress the melancholy.

It can be understood in this passage that Pamuk represents the neighborhoods
portrayed earlier by Tanp nar from his own point of view, and rewrites them as a
space of melancholy. It can be seen that Pamuk “refracts” Tanp nar’s writings to fit
them into his own argument and states that Tanp nar was using the notion of “hiiziin”
to fulfill a political-cultural program. Pamuk explainsthis programin the rest of the
chapter.

As regards the translations of Pamuk’ s Turkish source text into English and
French, it appears that the sentence where Pamuk has quoted Tanp nar had troubled
each translator. The English translation says that “[o]n every page, Tanp nar repeats
the phrase *as we' ve all known since childhood’” but there is no such information in
the source text. Pamuk does indeed quote Tanp nar but the Turkish source text does
not mean that Tanp nar repeats that phrase in all pages. Moreover, the most
important point is that the longer quote from Tanp nar, describing the neighborhood,
Is said to be by Ahmet Rasim, inthe English translation. The ambiguity of the word
“kose” may have troubled the translator. It hastwo distinct meanings in Turkish: it
“literally” means “corner”, but isalso used for the articles published in newspapers.
In the analyzed sentence, Pamuk uses it inits first meaning, asacorner in the street,
but it seems that the translator thought that “kose” meant here “article” and linked it
to Ahmet Rasim. All these misinterpretations may be the result of the complicated
structure of Pamuk’ s sentence. Inthe translation into French, there does not seemto
be such a misinterpretation, but there is an ambiguity, since it's not very clear

whether the quote is from Tanp nar or Ahmet Rasim. Considering the fact that
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Pamuk rewrites in this chapter several older writings from Tanp nar and Yahya
Kemal, it can be said that translators had to deal with a twofold translation, i.e.
translating atranslation. Therefore their task became a more complicated one. Such
misinterpretations may inevitably occur in such translations, and they are again not to

be discussed only as “mistakes”.

The Omniscient Translator (Analysis of Segment 9)

Having stated that Tanp nar created an “indigenous hiizin”, Pamuk continues to
rewrite Tanp nar by quoting him and commenting on his writings. But Pamuk
sometimes does more than comment, since he writes as if he knew what Tanp nar
had in his mind, as if he knew Tanp nar’s real purpose better than the author himself.

Pamuk says:

Segment 9:

Yaptigiseyin anlaminin tam ne kadar fark ndaydi bilemeyiz. Ama
kenar mahallelere, sehrin y k ntiar na, unutulmus bos sokaklar na,
“izbe” dedigi yangn yeri, yk nty imalathane, depo ve y k imakta olan
ahsap konaklara 6zel bir guzellik ve anlam yiklemeye calistiginin
farkindaydi Cunki ayniyazda soyle der Tanp nar:

‘Bu harap semtlerin maceras nibir sembol olarak gortyordum. Bir
sehrin sadece bir semtine bu yiizi verebilmek i¢in ne kadar zaman ve
ne kadar vaka, hadise lazimd 1 Kag fetih, ka¢ bozgun, kag hicretle bu
insanlar buralara gelmisler, hangi y ki slar ve yap il slardan sonra bu
gorinls b alabilmistiler?” (Pamuk, [2003] 2007, p. 231-2).

We cannot know if hewas fully aware of doing this. But he was aware
that the burned-out lots, workshops, depots, and ramshackle wooden
mansions he found in the crumbling and forgotten empty streets of
these “isolated” sections carried a special beauty and significance.
Because in the same piece, Tanp nar writes:

‘| see the adventures of these ruined neighborhoods as symbolic. Only
time and the shocks of history can give a neighborhood such a face.
How many conquests, how many defeats, how many miseries did its
people have to suffer to create the scene before us? (Pamuk, 2006c¢, p.
247). (Trans. Maureen Freely).
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Dans quelle mesure était-il conscient de ce qu'il faisait, difficile dele

savoir, toujours est-il qu' il avait parfaitement conscience de tenter de

donner une beauté et une signification particuliéres aux faubourgs,

aux vestiges délabrés de la ville, aux rues dépeuplées et oubliées

dévastées par les incendies, aux ruines, aux fabriques, aux dépots et

aux maisons en bois partant a vau-I'eau. Car dans le méme texte,

Tanp nar déclare :

« L’aventure de ces quartiers en ruine m'’ apparaissaient comme un

symbole. Combien de temps, d’ incidents et d’ événements avaiert- ils

fallu pour donner & un seul quartier d’ une ville ce visage ? A la suite

de combien de conquétes, de défaites et de migrations ces gens

étaient-ils venus jusque- la, apres quels effondrements et redressements

avaient-ils pu prendre cet aspect ? » (Pamuk, 2007b, p. 300-301).

(Trans. Jean-Francois Pérouse, Valérie Gay-Aksoy, Savas Demirel).
It’s interesting here that Pamuk puts himself as someone who knows what Tanp nar
had done, better than Tanp nar himself since he says “yaptgi1seyinanlamnmn tam ne
kadar fark ndayd ibilemeyiz”. A “literal” translation into English might be “we
cannot know if he was fully aware of the meaning of what he had done”. Pamuk’s
statement can make one question whether Pamuk implicitly meansthat he himself is
aware of that meaning which Tanp nar might have missed. At the same time, it
appears that Pamuk creates an alliance between himself and the reader using the first
person plural and by this means calls the reader to be with him throughout his
argumentation. He makes it difficult for the reader to disagree with him. It can be
said that Pamuk acts here as an omniscient author or as an omniscient translator.

Having announced himself as someone who knew the latent purpose of
Tanp mnar, better than the author himself, Pamuk claims that Tanp nar was
consciously trying to attribute to those places a special meaning and a special beauty.
He cites a passage from Tanpmnar as a proof of his purposeful writing. But Pamuk
still does not clearly explain what he thinks Tanp nar had in mind. He keeps the

attention of the reader with this delaying tactic, giving several clues and making

several statements before revealing what he thinks was Tanp nar’s ultimate purpose.
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Asregards the translations into English and French, the English version keeps
simplifying the source text. Here the sentence structure is unchanged but some
details are erased in the phrases and therefore some implications present in the source
text are eliminated in the English target text. The English version of Pamuk’s first
sentence quoted above erases the reference to a special “meaning” mentioned by
Pamuk in his Turkish text, when he says “yaptij1 seyin anlaminin ne kadar
fark ndayd 1bilemeyiz”. As noted in the previous paragraph, this sentence could be
translated a little bit more literally than the current translation, as “we cannot know if
he was fully aware of the meaning of what he had done”. Using the phrase “the
meaning of what he had done” Pamuk also implies that what Tanp nar had done was
not nonsense, that it had a special meaning. But in the English translation this
implication is erased. More importantly, in the second sentence, a critical part of the
frame is omitted. Pamuk’s sentence can be briefly paraphrased as “he was aware that
he tried to attribute a special beauty and a special meaning to those ruined districts of
the city”. Pamuk uses here, once again in the same paragraph, the word “meaning”.
He emphasizes that Tanp nar tried to attribute a special meaning to those places.
Pamuk does not say that those districts had a meaning of their own, as in the English
translation, but argues that Tanp nar tried, by himself, to give thema special
meaning, while hinting that Tanp nar had a hidden purpose to be revealed by Pamuk
in following pages. Nevertheless the English version states that these areas “carried a
special beauty and a special significance” on their own, independent from Tanp nar’s
literary concern. Therefore the English version of these sentences does not present
Tanp nar as someone who consciously attributed meaning to several places in the
city for a special purpose. The English version narrows the content of and the

implications in the source text. At the same time it impedes the development of the
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text while clouding Pamuk’s promise to reveal Tanp nar’s hidden purpose, also
hinted at by Pamuk himself.

The translation into French, also simplifies the phrase “yaptgi1seyin anlami’ /
“the meaning of what he had done” and translates, just like in the English version, as
“conscient de ce qu’il faisait” and not “conscient de la valeur de ce qu'il faisait” for
example. The intention observed in both translations may be the result of an inherent
characteristic of the sentence, which mekes use of two related words together

“anlam” and “fark nda olmak”.

Articulating the Argument (A nalysis of Segment 10)

Up to here, Pamuk has set out to explain in his own perspective, i.e. to “rewrite”
Tanp nar’s special way of representing Istanbul’ s poor neighborhoods, by focusing
onone of Tanp nar’s articles, namely “Kenar Semtlerde Bir Gezinti” / “A Stroll
Through the City’s Poor Neighborhoods”. He has been more inclined towards
statements than to discussions, positioning himself as someone who “knew” what
Tanp mar might have thought about. Meanwhile he has announced that Tanp nar was
writing according to a “political-cultural program” and given some clues about what
he thought was Tanp nar’s essential purpose. In the following paragraph he clearly
asks the question which will help him to explicate his statements about Tanp nar’s
political aims. Let me go more deeply into Pamuk’s way of articulating his argument.

Segment 10:

§ imdi, belki okurun da aklinrkurcalayansu soruya bir cevap

verebiliriz: OsmanliDevleti’nin y kidsnn, btanbul’un Bati

karsenda bir yandan kendi kimligini kaybederken, bir yandan da

fakir distisuiniin, bitiin bu blyik kayplar n uyand rd §1 melankoli-

hiizin duygusu, sehre bu kadar baglibu iki blyUk yazarda niye Nerval
tarzibir ice gekilme, bu ice ¢cekilmeye denk disecek bir “saf siir”
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(Yahya Kemal “halis siir” derdi) aray s1yaratmad ? Nerval’in
Aurélia’s nda, askta kaybedince yikselen melankolinin, onun
hayattaki diger faaliyetleri “kaba saba oyalanmalar” diizeyine
indirmesine neden oldugunu goriyoruz. Nerval, btanbul’a
melankolisini unutmak igin gelmisti. (Fark na varmadan bu
melankoliyi Gautier’nin sehre bak sina tas 1) Turk edebiyatnin
yirminci ylzyidaki en blytk sairiyle en biyuk romanc s10lacak
Yahya Kemal ve Tanp nar bu hiizlnlu, tcra semtlerde dolasrken
sanki kaybettikleri seyleri ve melankoliyi daha da fazla iclerinde
duymak istiyorlard 1 Niye? (Pamuk, [2003] 2007, p. 233).

We can give ananswer that is probably already nestling in the

reader’ s mind: If people were preoccupied by the destruction of the
Ottoman Enmpire and the decline of Istanbul in the eyes of Europe, on
the one hand, and onthe other by the melancholy- hiiziin that all great
losses awaken, why did they not transform their Nervalian suffering
into the sort of “pure poetry” to which it was so well suited? In
Nerval’a Aurelia, when he loses his love and his melancholy darkens,
we can understand his claim thet there is nothing left to life but
“vulgar digtractions.” Nerval came to Istanbul to leave his melancholy
behind. (Without knowing it, Gautier allowed this melancholy to seep
into his own observations.) When Tanp nar, Turkey’s greatest
twentieth-century novelist, and Yahya Kemal, its greatest twentieth
century poet, strolled together through the city’s poor neighborhoods,
they did so to feel their losses and their melancholy all the more
keenly. Why? (Pamuk, 2006c¢, p. 248-249). (Trans. Maureen Freely).

Nous sommes dés lor s en mesure d’ apporter une réponse a cette
guestion qui taraude peut-étre aussi le lecteur : pourquoi le sentiment
de tristesse-mélancolie éveillé par lachute de I' Empire ottoman, la
pauvreté dans laguelle s’enfoncait Istanbul par ailleurs en perte
d’identité face a I’ Occident, n-a-t il pas provoqué chez ces deux
grands écrivains, si attachés a la ville, unrepli sur soi alaNerval, et
de pair avec ce renfermement, larecherche d’ une poésie « uniquement
poésie » (« pure poésie », disait YahyaKemal ) ? Dans I’ Auréliade
Nerval, nous voyons la mélancolie qu accroit I' échec amoureux
rabaisser toutes les autres activitésde sa vie aurangd’  «enivrements
vulgaires ». Nerval était venu a | stanbul pour oublier sa mélancolie.
(Et, sans s’enrendre compte, il imprégna de cette mélancolie le regard
de Gautier sur la ville)) Ondirait qu’ en arpentarnt ces quartiers tristes
et lointains Yahya Kemal et Tanp inar, qui deviendront les plus grands
poétes et romanciers de la littérature turque du XX e siecle, cherchaient
a éprouver de maniere plus profonde encore la mélancolie et les
choses qu ils avaient perdues. Pourquoi ? (Pamuk, 2007b, p. 301-302).
(Trans. Jean-Francois Pérouse, Valérie Gay-Aksoy, Savas Demirel).

Pamuk starts the paragraph with “simdi”, (“now” which is absent in the English

version) indicating a new stage in the development of the chapter and in his
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argumentation as well. After some preliminary statements he is now ready to be more
precise about the matter. He opens the new stage of the argumentation witha
question and asks why Tanp nar’sand Yahya K emal’ s reactions to the melancholic
scenes of the poor neighborhoods were different from those of Nerval and Gatier.
He asks why Tanp nar and Yahya Kemal did not need to isolate themselves from
worldly affairsjust like Nerval. He compares Tanp nar’s and Yahya Kemal’s
melancholy to that of Nerval and questions why they tried to delve more deeply into
that sadness in contrast to Nerval, who came to Istanbul to forget his melancholy.

But Pamuk’s question is more rhetorical than real as it may not be very
meaningful to investigate why two people who were depressed for different reasons
did not react similarly. It isclear in Pamuk’s sentences that Nerval’s melancholy was
caused by an unlucky love affair, while Tanp nar and Yahya Kemal were distressed
due to ongoing wars and social troubles. Considering their dissimilar situations, it
seems natural that they had different reactions. Therefore Pamuk’s question does not
look like areal question, but functions more asanentry to a new stage in his
argumentation. 1nanswering this question, Pamuk reveals his statements about
Tanpnar’s and Yahya Kemal’s political agendas.

However, before following with Pamuk’s answer, | would like to examine the
translations of this paragraph into English and into French. The translation into
English reads differently than the Turkish source text. The first sentence inthe
Turkish version introduces, using a colon, a long question that will be answered in
the following paragraph. Yet the English version announces an “answer” but the
colon is followed by a question instead of the promised answer. Moreover, the
question is also differently paraphrased in the English version. Inthe source text it is

about Tanp nar and Yahya Kemal, referred to as “sehre bu kadar baglibu iki biyik
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yazar” (“those two great writers who were so devoted to the city”), but in the target
text the reference to Tanp nar and Yahya Kemal is omitted and the query seems to
cover “people” in general. As| emphasized earlier, my aim in thistextual analysis is
not to seek “mistakes” or “faults”. | try to explore how Pamuk represented the city
and the authorial identity of Tanp nar in his text and how the translators have read
and interpreted it. As| have also stated in the previous sections, Pamuk seems
inclined to use long and complicated sentence structures but, trying to follow several
indicators which are used in the articulation of the argument, such as the adverb
“simdi” used at the beginning of the analyzed paragraph, may help translators to
overcome such challenges. For instance, the translator of the French version has
deciphered Pamuk’s argumentation and retold it in French, while the argumentation

appearsto have lost its strength in the English version.

Tanp nar as a “Nationalist” Author (Analysis of Segment 11)

Pamuk opened a new stage in his argumentation with arhetorical question and asked
why Tanp nar’s and Yahya Kemal’s reactions to the melancholic scenes of the poor
neighborhoods were different than the ones of Nerval and Gautier. | n answering this
question he will finally reveal what he thinks was Tanp nar’s and Yahya Kemal’s

latent purpose.

Segment 11:

Siyasi bir amagclar1vardr. ktanbul’un yk ntilarricerisinde Tiirk
milletini ve Turk milliyetgiligini kesfetmek, biylk Osmanli
Imparatorlugu’nun yk ild §§n 1, ama onu yapan Tirk milletinin
(Rumlary, Ermenileri, Yahudileri, Kurtleri ve diger aznl klar1 Trkiye
Cumbhuriyeti Devleti’yle birlikte unutmaya hevesle hazrd dar) hizinle
de olsa ayakta durdugunu gostermek istiyorlard 1 Ama Tirk
milliyetciligi fikrini, milliyetci olmalar 1gerektigini 6grenir 6grenmez,
guzellikten yoksun otoriter bir sdylem kullanan milliyetci Turk

234



Devleti’nin ideologlarigibi degil, emir ve zordan uzak bir “guzellik”
ile gelistirmek istiyorlard 1 Yahya Kemal Paris’te Frans e Siirini ve
edebiyat nitanwyarak on yil gecirmisti ve Turk milliyetciliginin, ancak
“Batiligibi” digtnerek, bu milliyetcilige uygun Batitarzibir imgeyle
“guzellestirilerek” yapilabilecegini biliyordu. (Pamuk, [2003] 2007,
pp. 233-234).

They had a political agenda. They were picking their way through the
ruins looking for signs of a new Turkish state, a new Turkish
nationalism: The Ottoman Empire might have fallen, but the Turkish
people had mede it great (like the state, the two were happy to forget
the Greeks, the Armenians, the Jews, the K urds, and many other
minorities) and they wanted to show that though suffused in
melancholy they were till standing tall. Unlike the ideologues of the
Turkish state who expressed their nationalism in unlovely and
unadorned authoritarian rhetoric, they expressed their patriotism in a
poetic language far removed from decrees and force. YahyaKemal
had spent ten years in Paris studying French poetry; ‘thinking like a
Westerner,” he longed for awestern-style image that would make
nationalism ‘look more beautiful’ (Pamuk, 2006c, p. 249-250).
(Trans. Maureen Freely).

Cest guilsavaient un but politique : ils voulaient découvrir dans les
décombres d’ Istanbul |e peuple et Ie nationalisme turcs et montrer que
le grand Enmpire ottoman s était certes effondré, mais que le peuple
turc qui le constituait (ce que les Rum, les Arméniens, les Juifs, les
Kurdes et les autres minorités étaient tout disposés a oublier avec la
République), méme accablé de tristesse, N étaient pas encore abattu.
Mais ils tenaient a développer cette idée en la parant d’ une « beauté »
absente de la phraséologie lourde et autoritaire utilisée par les
idéologues de I’ Etat turc nationaliste, de ce concept de nation et de la
nécessité d'y adhérer a peine intégrés. Yahya K emal avait passé dix
ans a Paris au contact de la poésie et de la littérature francaises, et il
savait que le nationalisme turc ne pourrait exister qu' a la condition de
penser « comme un Occidental », et de le « sublimer » avec une
représentation adaptée et inspirée de I’ Occident. (Pamuk, 2007b, p.
302). (Trans. Jean-Francois Pérouse, Valérie Gay-Aksoy, Savas
Demirel).

Pamuk answers his rhetorical question precisely, proposing that Tanp nar and Yahya

Kemal had a special political aim. He then explains that their political agenda was

based on “ Turkish nationalism”. He overtly insists on the notions of “milliyetcilik”

(“nationalism™) and “millet” (“nation”) as it can be seen in the frequent repetition of

these words, eight times in this paragraph alone. Nevertheless Pamuk does not
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clearly explain what he means here by “nationalism” although the notion can have
different meanings in different contexts. Turkish nationalism had various aspects and
changed its content depending on various historical factors. Therefore maybe it can
even be better to talk about Turkish nationalisms. Tanil Bora (2001) had
distinguished, for instance, five different nationalist intentions in Turkey, namely (1)
“Resmi milliyetcilik veya ‘Atatirk milliyetciligi” (“official nationalism or
‘nationalism of Atatirk’”); (1) “Kemalist sol-milliyetcilik veya ‘ ulusal solculuk’”
(“Kemalist left-nationalism or ‘ nationalist leftism'”); (111) “Liberal milliyetgilik”
(“Liberal nationalism™); (1V) “Etnisist milliyetcilik” (“Ethnicist nationalism”); (V)
“M uhafazakar-milliyetcilik” (*Conservative-nationalism”) (Bora, 2001, pp.19-20).

Pamuk keeps the term “milliyetcilik” undefined and presents Tanp nar and
Yahya Kemal astwo poet-writers who wanted to discover (“kesfetmek™), to improve
(“gelistirmek™) or to realize (“yapmek”) Turkish nationalism. It’ strue that Turkish
nationalism was in its preliminary stages in the young days of Yahya Kemal and
Tanp nar. Frangois Georgeon (2001) has explained that at the beginning of the
twentieth century, a M uslim Ottoman did not have the consciousness of being part of
a Turkish nation (Georgeon, 2001, p. 36). He has also stressed that sucha
consciousness had arisen after the successive defeats in the First and the Second
Balkan Wars (1912 and 1913) and in the First World War (1918) as aresult of
suffering and pain (Georgeon, 2001, p. 36). As also reminded by Georgeon, the
impact of the defeats and shared pains in the appearance of a Turkish nation
corresponds to the suggestions of Ernest Renan, who had declared that “[w] here
national memories are concerned, griefs are of more value than triumphs, for they
impose duties, and require acommon effort” (Renan, 1882). The writings of

Tanp nar about Yahya Kemal and other intellectuals of his generation also confirm
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these statements as Tanp nar also pointed out that Yahya Kemal and the people of his
time had seen the occupation and the capturing of the half of the empire by enemies,
including the lands in which Yahya Kemal was born himself (Tanp nar, [1962] 2007,
p. 55). Tanp nar had also mentioned that the nationalisms of Yahya Kemal and of
others from his generation were all shaped by the defeat in the Balkan Wars and by
the consequent sufferings (Tanp nar, [1962] 2007, p. 55). Therefore Pamuk’s words
referring to Yahya Kemal and to Tanp nar as the ones who discovered, realized or
developed Turkish nationalism could be understood in this perspective.
Nevertheless, the content of the nationalism offered by YahyaKemal and also
approved by Tanp nar is not explained clearly by Pamuk, but it appears that the two
authors are mainly presented as ethnicist nationalists.

Even if Pamuk does not clearly define Yahya Kemal’s and Tanp mnar’s
national intentions, he refers to several ethnic groups and maintains that Tanp nar
and Yahya Kemal were eager to forget about the Rums (Anatolian Greeks), the
Armenians, the Jews, the K urds and other minorities living in Turkey. Sucha
statement given in parenthesis may make the reader think that Yahya Kemal and
Tanp nar were ethnicist nationalists eager to ignore non-Turkish communities.
Nevertheless, to better understand the insights of these two authors, one should
consider their historical situations.

As underlined by Cengiz Aktar (2001), the Ottoman Empire in which Yahya
Kemal and Tanp nar were born had a non-national structure and the Ottomars tried
hard to keep this order (Aktar, 2001, p. 80). Various national movements were being
developed in the enpire, curiously as a result of the westernization process, which
aimed originally at putting an end to the flourishing national claims (Aktar, 2001, p.

77). Aktar points out, referring to Frangois Georgeon, that Turkish nationalism, as
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the latest ore of all those national movements, had been a “defensive” and an
“unwilling” one (Aktar, 2001, p. 77). Aktar’ swords indicate that Turkish nationalism
did not arise in the empire as a feeling of superiority amongthe Turksor asan
hostility towards the “others”, but as an inevitable reaction to the nationalisms of
various ethnic communities of the empire which fought for independence, mainly in
the Balkans.

Asdiscueed earlier, the notion of “nationalism” may have different meanings
indifferent contexts. For instance Etienne Copeaux makes a distinction between the
two meanings of the term in everyday French, the first referring to an established
State and to its ideology maintaining that its citizens were superior to and more
valuable than others and the second expressing the efforts of an oppressed
community (or of acommunity thought to be oppressed) for autonomy,
independence or decolonization (Copeaux, 2001, p. 44). Copeaux also indicates that
the first has a negative effect when the second can be positive even for those
gererally against such movements (Copeaux, 2001, p. 44). The French way of
considering “nationalism”, as summarized by Copeaux, may be inconsistent but it
has the value to reckon various factors that may feed national feelings. As regardsthe
Turkish case, it can be said that at the beginning it was more akin to the second
meaning explained by Copeaux and having a positive connation. However, this may
not be case for today’ s various nationalistic movements. Therefore it is important to
emphasize again and to consider the notion of “nationalism” in its contexts and to
distinguish between historical facts and today’ s conditions.

To continue with the textual analysis of the paragraph quoted inthe previous
pages, it should be mentioned that Pamuk once again uses the verb “6grenmek” (“to

learn”) for Tanp nar and Yahya Kemal and by this means qualifies them as two
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writers who were “learning” things from others. I ndeed, Pamuk clearly suggests that
they have learnt that they had to be nationalists. But the questions from whom they
learned that obligation and moreover why they needed to be nationalists remain
opague for the moment.

Pamuk addsthat Tanp nar and Yahya Kemal had a different understanding
compared to the authoritarian ideologues of the Turkish state and he wanted to
enhance Turkish nationalism with a “western” “beauty”. The use of the verb
“bilmek” (“to know”) deserves attertion since it may imply that Pamuk agreed with
YahyaKemal on the ideathat Turkish nationalism could be realized only by
embellishing it with a western image. Pamuk develops his argument about
Tanp nar’s and Yahya Kemal’s nationalistic intentions in subsequent paragraphs but
before following his statements and presenting my criticisms, | would like to focus
onthe English and French translations.

The English version of the sentences quoted above also gives a nationalist
image of Tanp nar and Yahya Kemal, but this image is not as emphasized as it is in
the source text. First of all, the terms “nation” and “nationalism” are not repeated
abundantly. The translator might have tried to avoid repetition which would not suit
the English language but by using related words such as “people” or “patriotism” she
has done (consciously or unconsciously) more justice to Tanp nar, compared to
Pamuk’s original. On the other hand, several verbs such as “kesfetmek” (to
discover), “gelistirmek” (to improve) or “yapmak” (to realize), which in the source
text give the idea that Yahya Kemaland Tanp nar were amongst the first who opened
up the way to a new born Turkish nationalism, do not appear in the English target
text. Moreover some details examined in the previous pages are deleted in the

English version. For example some clauses are omitted, e.g. one that is stating that
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Tanp nar and Yahya Kemal have learnt that they had to be nationalists. At the same
time, the verbs “to learn” and “to know” discussed before have disappeared in the
translation together with their implications.

The translation into French has also lightened the emphasis on the notions of
“nation” and “nationalism”, as in the English version, using the word “people”
instead of “nation” in several cases. The verbs “découvrir”, “développer” and
“sublimer” give the ideathat the two poet-writers were amongst the first to discuss
nationalism, as in the source text. Nevertheless, there is one change that catches the
attention in the French version. Orhan Pamuk’ s statement, given in parenthesis and
having a negative connotation for the reference to ethnicist nationalism, is totally
reversed in the French target text. The statement in the source text means that Yahya
Kemal and Tanp nar were eager to forget about the Rums (Anatolian Greeks), the
Armenians, the Jews, the K urds and other minorities. But the French translation says
that the above mentioned minorities were ready to forget that the Turkish people had
constituted the empire. It isdifficult to understand why such an important change
may have happened.

The analysis of the English and French versions shows that Pamuk’s
emphasis on the notions of “nation” and “nationalism” was lightened in both
versions, being accompanied by several notions such as “patriotism”. It also appears
that the English version omitted again some details resulting in the loss of some

implications.

Flash Forward (Analysis of Segment 12)

Pamuk stated that Tanp nar and Yahya Kemal had to be nationalists but he did not
explain why. His explanation comes in the following paragraph where he describes

240



the unfavorable conditions that may have influenced the reflections of the two
authors. But, while narrating the circumstances of the first years following the end of
the First World War, when the Ottoman Empire was defeated and | stanbul was
occupied by the Allies, as seen in the excerpt below, Pamuk leaps abruptly to 1955
and flashes forward to the acts of ethnic violence that occurred then against non

muslim minorities in Turkey.

Segment 12

Osmanli Devleti’nin Birinci Dinya Savasfndan yenik ¢ kmasi,
btanbul’un Tanp nar’ n Sahnenin Disindakiler adliromanndaki
degisiyle “esir sehir” olmas i, Bogaz’da, padisahn kald ij1 Dolmabahce
Saray rnn éniinde demirleyen hgiliz ve Fransz zrhllary ktanbul’un
ve Anadolu’nun geleceginde Tirk kimliginin 6ne ¢ kar imad g 1¢esitli
siyasi tasar flar onlar 1Tiirk milliyetcisi olmaya zorlamist1. (ileriki
yillarda devletle iliskilerini kolaylastirarak onlarielci ve mill etvekili
yaptiracak bu zorunluluktan, milliyet¢i olmaktan, 6-7 Eylul gibi
Hiristiyanl ik ve Batikarsitietnik siddet olaylarikarsisinda sessiz
durmaktan sikayetci degildiler.) (Pamuk, [2003] 2007, p. 234).

When the Ottoman Empire emerged defeated from the First World
War, the Allies occupied | stanbul, and French and English battleships
were sitting on the Bosphorus in front of Dolmabahce Palace, there
were various political projects in play that did not put Turkish identity
at the forefront (Pamuk, 2006c, p. 250). (Trans. Maureen Freely).

La défaite de I' Empire ottoman dans la Premiére Guerre mondiale,

' état de « ville prisonniére » d’Istanbul (selon I'expression de

Tanp nar dans son roman Ce qui sont en dehorsde la scene), la
présence des cuirassés francais et britanniques sur le Bosphore, devant
le palais de Dolmabahce ou résidait le sultan, et divers projets
politiques ne favorisant pasa I’ avenir I’ identité turque a Istanbul et en
Anatolie les contraindront a adhérer au nationalismeturc. (Les
années suivantes, cette contrainte qui facilita leurs rapports avec

' Etat et les mena au fonctions d’ ambassadeur et de député, leur
nationalisme, leur silence face a des violences ethniques
antichrétiennes et antioccidentales, comme celle du 6-7 septembre, ne
firent I’ objet d’aucune plainte.) (Pamuk, 2007b, p. 302). (Trans. Jean-
Francois Pérouse, Valérie Gay-Aksoy, Savas Demirel).

Pamuk starts to explain to the reader the unfavorable circumstances under which the

two writers lived and produced, referring to the defeat in the First World War and to
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the occupation of I stanbul. He says that these conditions forced them to become
nationalist but he does not stop here. He goes further and accuses them (again in
parenthesis) by proposing that they did not complain about the necessity of being
nationalists as they had acquired, by this means, governmental functions. Pamuk’ s
accusation, deleted in the English translation, could be translated as follows: “ They
did not complain about the necessity of having to be nationalists and of keeping
silent on acts of ethnic violence against Christianity and western civilization, such as
those that occurred on 6-7 Septermber, an obligation that facilitated their relations to
government circles and made them ambassadors or deputies”. Pamuk’ s statemert,
which | also discussed in Chapter 3, may be criticized, first of all, for the
anachronism in it, since Yahya Kemal and Tanp nar did not have any governmental
functions after 1955, the year whenthe direful ethnic violence of 6-7 September had
occurred. Therefore they could not have kept silent for becoming deputies or
ambassadors since Yahya Kemal had retired in 1949 from his position as ambassador
in Pakistan and Tanp nar had been in the parliament only in the 1940’s.
Nevertheless, it is true that Tanp nar did not react to these violent acts for years and
waited for the military coup of 1960 to express his anger ina newspaper article
against the Democrat Party regime, which he also blamed for the violent acts of 6-7
September (Tanp nar [1960] 2004). The tardiness of Tanp nar’s reaction may be
subject to another discussion but this delay cannot be interpreted as the expression of
adesire for aseat in the assermbly. What is interesting about Pamuk’ s approach in
undertaking the issue of nationalism is that even when he considers the various
conditions under which Yahya Kemal and Tanp nar have discussed the matter, he

can make adirect connection, by virtue of anachronism, between their suggestions
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and an the direful events of 1955. A similar flash forward can be noticed in the
remainder of Pamuk’s chapter.

It salso interesting that Pamuk’ s accusation is deleted in the English version,
which also erased, in the previous paragraph, Pamuk’s suggestion that Tanp nar and
Yahya Kemal needed to be nationalists. The reference to Tanp nar’s book Sahnenin
Disindakiler, is also omitted in the English version. It seems that the English
translation erases several details and renders the text less “complicated” and more
“neutral”.

The translation into Frenchtries to follow the details and the sentence
structures more closely but the sentence in parenthesis is slightly altered. The source
text presents an irony when it states that the two authors were constrained to be
nationalists, but did not complain about thet constraint since they were rewarded for
it. The French target text also makes it clear that they were rewarded for their
obligatory nationalism, creating a similar irony. Nevertheless, it does not mention
that they accepted to be nationalists without complaint but states that their nationalist
attitudes did not arouse complaint in general. The function of “complaint” appears to

be different in source and target texts.

“Tirk btanbul” (Analysis of Segment 13)

Having presented Yahya Kemal and Tanp nar as nationalist writers in the previous

paragraphs, Pamuk sets out to explain YahyaKemal’s “political program”.

Segment 13:

Anadolu’da Yunanistan ordusuna kargisavas sirerken, savasy siyaseti
ve askerleri cok da fazla sevmeyen Yahya Kemal Ankara ya
gitmemis, Tanp nar’ nromannn baslg nda ima ettigi gibi,
ktanbul’da “sahnenin d snda” kalm s ve bir yandan ge¢mis Tiirk
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zaferlerini anan siirler yazarken, bir yandan da bir “Tirk btanbul”
imgesi gelistirmeyi Gzerine vazife edinmisti. Yahya Kemal’in

bagar yla tamamlad §i1bu siyasi programn edebi yany Farisi
edebiyattan devralmnmis geleneksel siir bigimleri ve 6lguleri (aruz) ile
yazil p konusulan Tirkcgenin havas nive edas nibirlestirmek ve Turk
milletini buyuk zaferler kazanmms ve blylk eserler vermis biyik bir
millet olarak anlatmakti ktanbul’u milletin en biyiik eseri olarak
gostermesinin iki amac 1vard £ Birinci Dunya Savasrndan sonra,
Miitareke yilar nda eger btanbul bir Batisémirgesiolacaksa, bu
sehrin yalnez Ayasofya ve Kiliselerle hat rlanan bir yer olmad gni,
Btanbul’un “Tirk” kimliginin de g6z 6niinde tutulmas 1 gerektigini
somurgecilere anlatmak. Kurtulus Savasindan ve Turkiye
Cumhuriyeti’nin kurulmas ndan sonra ise Yahya Kemal btanbul’un
Turklugindn altni*“yenibir millet olmaya” calsid §iicin ¢iziyordu.
Her iki yazar n da ktanbul’un kozmopolit, gok dilli, gok dinli yanin
gormezlikten gelen, ktanbul’un “Tirklestirilmesine” ideolojik destek
veren “Tirk ktanbul” adliuzun makaleleri vardir (Pamuk, [2003]
2007, p. 234).

While the war was raging in Anatolia with Greek army, Yahya Kemal,
who was not very fond of war, politics, or armies, stayed away from
Ankara. He chose to remain “offstage” in Istanbul, where he devoted
himself to poetry about past Turkish victories and also to creating an
image of ‘ Turkish Istanbul’. The literary aspect of his successful
political program was to use traditional poetical forms and metrical
rules (the aruz) in such away asto evoke manners and atmosphere of
spoken Turkish, while also confirming the Turks to be a people who
had seen great victories and produced great works | n presenting
Istanbul asthe people’ s greatest work of art, he had two aims. Firgt, if,
following the First World War, during the armistice years, Istanbul
was to become a colony of the West, it was important to explain to the
colonizersthat thiswas not just aplace to be remembered for Hagia
Sophia and its churches; they had to be made aware of the city’s
“Turkish” identity. And second, after the War of Independence and
the founding of the Republic, Yahya K emal emphasized | stanbul’s
Turkishness to herald “the creation of a new nation.” Both writers
wrote long articles that overlooked | stanbul’s multilingual,
multireligious heritage to support this‘ Turkification' (Pamuk, 2006c,
p. 250-251). (emphasis in the original). (Trans. Maureen Freely).

Tandis que la guerre se poursuivait contre I’ armée grecque en
Anatolie, Yahya Kemal, qui n'éprouvait pas un enthousiasme
immodeéré pour la guerre, la politique et les soldats, ne partit pas
rgjoindre Ankara; il resta a Istanbul, « en dehors de la scéne » comme
le dit Tanp nar dans le titre de son roman, et, tout en écrivant des
poémes évoguant les victoires turques du passg, il s’ attelait a
développer I'image d' un « Istanbul turc ». L’ aspect littéraire, que

Y ahya K emal développa avec succes, de ce projet politique fut de
méler les formes poétiques traditionnelles et la métrique (aruz)
héritées de la littérature persane a la couleur et au style du turc écrit et
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parlé, et de décrire le peuple turc comme un grand peuple ayant fait de

grandes conquétes et produit de grandes cauvres. En présentant la ville

d’Istanbul comme I’ cauvre la plus grandiose qu’ ait réalisé le peuple,

Yahya Kemal avait deux objectifs : apres la Premiére Guerre

mondiale, pendant les années d’ armistice, montrer aux occupants que

si jamais Istanbul devait devenir une colonie occidentale, cette ville

n'était pas un lieu dont on se rappelle seulement pour Sainte-Sophie et

les églises, mais que son identité turque était également a prendre en

compte. Quant aux années suivart la guerre d' I ndépendance et la

fondation de la République, ¢ était pour souligner que le peuple turc

d Istanbul s efforgait de « devenir une nouvelle nation ». Chacun de

ces deux ecrivains a écrit de longs articles « Istanbul turc », apportant

un soutien idéologique a la « turquification » d’ I stanbul, en passant

outre son coté cosmopolite, multilingue et multiconfessionnel.

(Pamuk, 2007b, p. 302-303) (emphasis in the original). (Trans. Jean-

Francois Pérouse, Valérie Gay-Aksoy, Savas Demirel).
Here Pamuk makes two statements about Yahya Kemal’ s political aims: the first is
presented as the creation of the image ofa “Tirk ktanbul” / “Turkish Istanbul”, and
the second, in Pamuk’ s perspective, consisted of representing the Turkish nation as
one that had won great victories and given great masterpieces. Then, Pamuk follows
on his statements about Yahya Kemal’s “political agenda” and considers, once again,
the unfavorable circumstances under which Yahya Kemal had produced his works,
referring to historical facts such as the occupation of I stanbul and the risk of
colonization. But he leaps again to the direful events of 1955 by mentioning the
“Turkification” of Istanbul. It is very clear that Pamuk is referring, with this
expression, again to the events of 6-7 September 1955, since the 19" chapter of the
book titled “Fetih mi Disus mu: Constantinople’un Turklestirilmesi” / “Conquest or
Decline? The Turkification of Constantinople” focuses onthat matter. Talking about
the “Turkification” of Istanbul and the events of 6-7 September 1955, Pamuk says in

that chapter:

[T]he Turkish state deliberately provoked what you might call
‘conquest fever’ by allowing mobs to rampage through the city,
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plundering the property of Greeks and other minorities. A number of

churches was destroyed during the riots and a number of priests were

murdered, so there were many echoes of the cruelties western

historians describe in accounts of the *fall’ of Constantinople. I n fact

both Turkish and the Greek states have been guilty of treating their

respective minorities as hostages to geopolitics, and that’ swhy more

Greeks have left Istanbul over the past fifty yearsthan in the fifty

years following 1453. (Pamuk, 2006c, p. 173). (Trans. Maureen

Freely).
Considering that “ Turkification” means for Pamuk ethnic violence towards non-
Muslim communities, his suggestions that Yahya Kemal and Tanp nar have
reinforced the “Turkification” of Istanbul, may be understood as an accusation of
support for hostilities against minorities who have been living in I stanbul for
centuries. Pamuk’s statement therefore needs to be discussed closely.

While it is true that Yahya Kemaland Ahmet Hamdi Tanp nar wrote articles
titled both “Turk ktanbul” (Beyatly, [1942] 1969a; [1954] 1969b; Tanp nar, [1946]
2006), these articles do not propose the “ Turkification” of Istanbul in the sense thet
Pamuk uses it, nor do they give any hostile messages about minorities. I n fact
Tanp nar’s article ([1946] 2006) is all about the civilization change that occurred in
Turkey mainly after the period of Tanzimat and the ideathat he brings forward isin
line with his suggestions discussed in Chapter 3. Inthat article, Tanp nar focuses
mainly on the architectural changes that the city had undergone and criticizes the
statesmen of Tanzimat for their ignorance about urbanism (Tanp nar, [1946] 2006, p.
186). His main concern is the conservation of the heritage of the Ottoman past
instead of imitating western styles blindly. Primarily, he criticizes the loss of green
areas and the covering up of all the coastal hills of the city by gigartic building

blocks. In this respect he criticizes the extension of the treeless and stony texture of

Beyoglu and says:
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Today the coastal hills of Uskidar are faced with a similar danger. |
wish there are people who recognize that if gigantic buildings climbed
one day the shores between the Harem Pier and the PasalimaniPort
until the hills of Camlrca, this would absolutely encumber the city. If
Uskudar will grow one day like one more Beyoglu with no trees, no
visible sky and no domestic character, the real | stanbul and our own
taste will fall down. The treeless areas and the building masses at the
heights of Tophane, Cihangir and F nd kli[...] are the first biggest
defeats of our urban perspective. (my translation). (Tanp nar, [1946]
2006, p. 188).

Buglin Uskidar tepelerini aynitehlike bek lemektedir. Harem
iskelesinden baslayarak Pasa limanna giden kiydan Camlra’ya
Kadar yUkselecek —eski tabirle soyleyelim- seddadi binalar m,
Btanbul’u bir k skag icine alacagni tmid ederiz ki, simdiden
dustinenler vardr. Eger Uskidar’ n ikincibir Beyoglu gibiagacs i,
ufuksuz, milli karaktersiz inkisafina birgiin yol verilirse asi btanbul
ve kendi zevkimiz gergekten ezilir. Tophane’nin, Cihangir’in, Fnd ki

Ustlerinin agacs e bina kimeleri, sehir anlaysmen [...] ilk buyik
magllbiyetidir. (Tanp nar, [1946] 2006, p. 188).

Tanp nar’s anxiety is all about the loss of the old style of the city, which he thinks is
endangered due to unreasoning imitation and adoption of western forms. He does not
call for the eviction of non-Turkish communities or the ridding of untraditional ways
of life but tries to conserve the old tradition of the city, which he thinks is in danger
of being destroyed. More briefly he does not assault non-Muslim communities but
tries to conserve something which could be lost forever as he says at the end of his
article that “To keep the Turkish Istanbul from disappearing could only be possible
by the shape to be given to the Bosphorus and to Uskidar”. (my translation),
(emphasis mine). [“Tiirk btanbul’un kaybolmamasiancak Bogaz’a ve Uskiidar’a
verilecek sekille kabildir”] (Tanp nar, [1946] 2006, p. 189). To put it clearly, it
should be mentioned that Tanp nar does by no means call, in that article, for
banishing non-M uslim communities of Istanbul, for rendering the city more
“Turkish”, asit is evoked in Pamuk’ stext. His central discussion is about the

westernization movement and the intense architectural changes thet the city had been
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subjected to. Why then did Pamuk make a connection between Tanp nar and the
violence acts of 19557 Before delving into this question | would like to focus on
Yahya Kemal’s “Tirk btanbul” and Pamuk’s statements about the author.

Yahya Kemal’s two articles both titled “Tiirk ktanbul” ([1942] 1969; [1954]
1969) are much longer than Tanp nar’s. They focus on the conquest of the city by the
Turks in 1453 and on the history of Turkish people in Anatoliaand in the Balkans.
Yahya Kemal presentsthe city of Istanbul in those articles, as Pamuk accurately
described, as “the peopl€e’ s greatest work of art” (Pamuk, 2006¢, pp. 250-251).
(Trans. Maureen Freely). Y ahya Kemal makes his suggestion very clear early in the
first paragraph of his second article when he states that “if the Turks of Turkey had
no other work of art on earth, that masterpiece could suffice on its own for glory”

(my translation). [“Turkiye Turklerinin yerytzinde bagka bir eseri olmasayd , tek
basna, yalne bu eser seref nammna yeterdi.”’] (Beyatly [1954] 1969, p. 26).

Pamuk’s suggestion that Yahya Kemal tried to confirm that the Turks were “a
people who had seen great victories and produced great works” (Pamuk, 2006c¢, p.
250) (Trans. Maureen Freely) is also accurate since Y ahya K emal praises, through all
histwo articles, the victories of Turkish people both in warsand in arts, especially in
the reconstruction of the city of Istanbul. Nevertheless, Yahya Kemal' s boastings do
not end with hostile messages against non-Muslim communities, as could be
implicated from Pamuk’ s book.

Actually, Yahya Kemal explains in the first paragraphs of his first article that
his purpose was to give an answer to the “malevolent” writings of several historians
who “did not deem the Turks worthy of the inheritance of Byzantium’ s capital” (my
translation). [“Bunu sdylemekten maksad me eski zamanlardan kalmabir gayretle

TirklGge Bizans’ n payitahtna varis olmayicok géren bazimiverrihlerinel’an
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Kitaplar nda, btiin vesikalara ragmen, gittikleri kine bir cevap vermektir”] (Beyatly,
[1942] 1969, p. 7). Yahya Kemal’s intention in those articles appears far from
provoking hogtilities between Turkish and non-M uslim communities and more likely
to show that the Turkish people, who had “inherited” the territories of the Eastern
Roman Enpire, have developed themand ornamented with architectural
masterpieces.

Y ahya Kemal mentions several times in his articles that the Turks had
“inherited” the old territories of the Eastern Roman Empire and had struck roots in
there. He insistsonthe fact that all these territories and especially the city of Istanbul
became the “homeland” (“vatan”) of Turkish people as aresult of “the complete
harmony between its landscape, its architecture and its people” (my translation)
(Beyatly [1942] 1969, p. 5). To prove his suggestion Yahya Kemal examines the
history of different Turkish communities in Anatolia and explains how they had
fought against the Crusaders and the armies of the Eastern Roman Empire to survive.
More important isthat Yahya K emal emphasizes the architectural and artistic
victories of Turkish people in Anatoliaand inlstanbul especially. His making use of
the word “inheritance” is important as it implicates appropriation, continuity and
affection instead of hogtility, violence or devastation. Why then, again, did Pamuk
make a connection between Y ahya Kemal and the violence acts of 1955, just as he
also did for Tanp nar?

| think that Pamuk’s cognitive state and his attitude are determinant here
since he lives in a different period from that of Yahya Kemal and Tanp nar. Pamuk
approaches the issue of Turkish nationalism and the condition of minorities from the

perspective of hisown time, i.e.today. Even when he tries to consider the
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unfavorable circumstances under which Tanp nar and Yahya Kemal produced their
works, he cannot stop thinking of what had followed many decades later.

Onthe other hand, Tanp nar’s and Yahya Kemal’s narratives of the city of
Istanbul can be criticized for focusing mainly, or maybe only, to its Turkishand
Muslim people’s lives and traditions. They do not dwell much on the cultures of non
Muslim communities of Istanbul. When Tanp nar and Yahya Kemal talk about an
“us”, they overtly mean the Turkish and M uslim people of the city. But, any
representation of the city of Istanbul today which neglects the different cultures of
various minorities would give arestricted image of the cultural richness of the city
and therefore do injustice to it. Nevertheless, one should not forget that it might be
impossible to give a conmplete image of the city in a narrative just like it seems
impossible to provide a complete translation of a given source text ina given target
language. As Maria Tymoczko had underlined, and as | discussed in my introduction,
translations are marked by the choices of translators just like the narratives of cities
are marked by the choices of authors. Each are bound to be partial but “this partiality
is not merely a defect, a lack, or an absence” (Tymoczko, 2000, p. 24). This is what
makes them “engaged and committed” (Tymoczko, 2000, p. 24) while also creating
the difference between various images of the city of Istanbul as narrated by Tanp nar
and by Pamuk, and broadening the perspective, by Latife Tekin, Moris Farhi, Mario
Levi, Elif § afak or by many other authors who have written about the city of Istanbul
from very different perspectives. Taking all these differences as “facts”, it might then
be possible to discuss the reasons which could have created them. To undertake such
adiscussion, it may be helpful to try to explore the circumstances of agents who have
created and re-created these narratives. Then let me now provide a closer look at the

conditions under which Ahmet Hamdi Tanp nar and Yahya Kemal have produced
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their works mentioned by Pamuk, and given suggestions about nationalism and about
minorities.

Tanp mar and Y ahya Kemal were born ina shrinking empire and had seenthe
occupation of its capital, Istanbul, by the Allies. Tanp nar, who had been a student of
Yahya Kemal, explains the atmosphere of his first lesson in the class of the author, in
November 1919 and says: “It was the painful days of the armistice. Disasters were
precipitating each day as if to grab the will to live in us. We were the children of a
condemned generation. Nevertheless, we were young, we loved poetry. We had great
hopes for the future even under darkening lights” (my translation). [“ M Utareketin
ac hrgunleriydi. Her giin yeni bir felaket, icimizde yasama kuvvetini kdkiinden sokip
koparmak ister gibi sald r yordu. Mahkdm bir neslin gocuklar yd k. Bununla beraber
genctik, siiri seviyorduk. Cok zalim sklar altna olsa bile gelecege ait buyik
umitlerimiz vard '] (Tanp mnar, [1962] 2007, p. 17).

Tanp nar’s words describe how they kept their hopes alive while they
suffered. Under such conditions various Turkish nationalisms were born, as
explained in the pages above. Moreover, it should be noted that Turkish nationalism
had emerged and been accepted as an undesirable, but also as the only and the
irresistible solution to survive the disintegration of the old Empire. Yahya Kemal had
explained, in anarticle dating from 1921 (Beyatl1[1921] 1966), how he and his
friends reacted, as a few Turkish students of the Ecole libre des sciences politiques,
in Paris, to the insights of Albert Sorel, who had stated that the Turks, who were then
trying to keep the various communities of the Ottorman Empire together, by courtesy
of congtitutional reforms, would soonor later fail and be carried away by the

nationalistic feelings just like the Bulgarian and Serbian peoples (Beyatly [1921]
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1966, p. 19), as nationalistic movements were a malady of the century (Sorel quoted
in Beyatli [1921] 1966, p. 18).

Regarding the Rums (A natolian Greeks) who had been living in Istanbul for
centuries, Yahya Kemal had stated that both Turkish and Rum communities were
living in peace even when the war was going on between the Ottoman Empire and
Greece in Thessaly (1897) and that the Turkish people did not even have the idea that
the Rums could have a connection to Greece (Beyatly [1922] 1966, p. 236). Such a
connection came into the picture, accordingto Yahya Kemal, after the occupation of
Istanbul by the Allies, asthe Rums had overtly expressed their support to the Greek
army by flying Greek flags and ornamenting their shops with its colors (Beyatly
[1921/1337] 1966, p. 107). The reaction of Yahya Kemal to the minorities of
Istanbul appeared in such a context and he criticized Turkish people of continuing to
do their daily shopping at the stores of Rum citizens who, he argued, were financially
supporting the Greek army (Beyatli, [1921/1337] 1966, p. 107). Yahya Kemal’s
reaction can be understood in its context as an act of defense, but what is problematic
about it is its malicious recontextualizations today, to encourage hostilities towards
minorities. If it is true that Yahya Kemal’s words are unfairly used today to provoke
enmity toward minorities and towards western civilization in general, the discussion
of such recontextualizations is beyond the limits of the present thesis. It should be
underlined however that Yahya K emal was not against western civilization and did
not present it as an enemy in hiswritings. His reaction, as well as the reaction of
Tanp nar, is against the “imitation” of the “west” and the neglect of Ottoman past.
They both accepted the influence of western civilization and discussed the possibility

of new urban styles and lifestyles which people would create under the new

252



conditions. Yahya Kemal had clearly expressed his ideas about that matter in the

conclusion of his “Tiirk ktanbul”:

The Turks who created the beautiful districts of the Old | stanbul had
lived in the Eastern Civilization; at that time they had created these
districts with the spiritual climate, with ethical principles, with the
living conditions of thet civilization. Now, the Turks live within the
conditions, with the principles of Western Civilization, therefore they
have to create districts and cities based oniitsrules. If Turks stand by
their national consciousness, their life and existence, though different
in style than that of the past, it can be beautiful again. (my translation).
(Beyatly [1954] 1969, p. 65).

Eski ktanbul’un giizel semtlerini yaratan Tirkluk, Sark Medeniyeti

icinde yasiordu; o zaman o medeniyetin manevi havasiyle, ahlak ve

muaseret kaideleriyle, hayat sartlariyle onlarryaratmustg simdi Garp

medeniyetinin havas 1ve onun kaideleri, hayat sartlar1iginde yaswyor,

ona gore mesken, semt ve sehir yaratmaya mecburdur. Turk Itk milli

suliruna sahip olursa, hayat ve varlk manzaras eskisinden baska

UslOpta, fakat gene glizel olabilir. (Beyatly [1954] 1969, p. 65).
As s result, it can be said that Yahya Kemaland Tanp nar did not seem to have any
intention to provoke hostilities towards non-Muslim communities of I stanbul. But the
fact that they both focused on the M uslim community of the city and kept silent for a
long time about the violence acts of 1955, is problematic and seems to be the reason

why they are also considered as “nationalist” authors. This is what Pamuk does as

well.

The Translator’s | ntervention: How to Weave a Tangled Tale?

In the paragraphs analyzed in previous pages, Pamuk stated that Y ahya K emal and
Tanp nar had a political agenda based on the creation of a new Turkish nationalism
that would “look more beautiful” (Pamuk, 2006c¢, p. 250) (Trans. Maureen Freely).

Pamuk also claimed Yahya Kemaland Tanp nar aimed to “Turkify” the city of
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Istanbul through their writings. Now let me corntinue with the rest of Pamuk’s

argumern.

Selecting Parts of the Source Text (Analysis of Segment 14)

Pamuk develops his ideas about the “political agenda” of Yahya Kemal and Tanp nar
in the following paragraph explaining through his own perspective how the two

authors worked to create the image of a “ Turkish Istanbul”.

Segment 14:

Tanp mnar, yilar sonra yazd §ibir yazda “Biz ac 1 miitareke senelerinde
mazideki eserlerimize nasi sarimist k!” diye hatrlar. Yahya Kemal
de “ btanbul Surlar nda” baslklibir yaze nda, ayniyilarda
ogrencileriyle Topkap 1tramvaymna binip “Marmara’dan Hali¢’e kadar
kule kule, dis dis, g6z alabildidine giden surun yanndan” yiridigind,
“yekpare dismis duvar kitlelerinin” Ustiinde oturup dinlendigini
anlatr. btanbul’un bir Ttrk sehri oldugunu kanklamak igin bu iki
yazar “turistik” Bati 1 gdzlemcinin altni¢izdigi sehrin uzaktan
gozikensiluetiyle, camiler ve kiliselerle yap imis golgesiyle
yetinemeyeceklerinin fark ndayd dar. Lamartine’den Le Corbusier’ye
kadar btiin yabanc 1gozlemcilerin dikkat ettigi siluet (Ayasofya’nn
da hakimiyeti yiiziinden) Turk Btanbul’un etrafinda toplanabilecegi
“milli” bir imge degil, kozmopolit bir glzellikti. Yahya Kemal ve
Tanp nar gibi milliyetci btanbullular n yenik, ezik, yoksul btanbul’un
Musliman nifusunu vurgulayacak, onun varlgnive hala kimligini
hi¢ kaybetmeden yasad ginikantklayacak ve kayp ve yenilgi
duygusunu ifade edecek bir glzellige ihtiyaclarivard 1 Bu yuzden
kenar mahallelere yurlyuslere ¢ Ktdar, sehirde yagayan insanla
eskinin, yk mtnmn, gegmisin hiiziinle bulustugu guzel goruntileri

arad lar ve Gautier gibi gezginlerin yetmis yil 6nce kesfettigi (ve cok
iyi okuduklar ) melankolik kenar mahalle manzaralar nibuldular.
Butun milliyetciligine ragmen Tanp nar Batiibir gezgin bak siyla
kimi zaman “pitoresk”, kimi zaman da “peyzaj” dedigi kenar
mahallelerin geleneksel, bozulmams ve Batieksenine girmemisbu
yannianlatmak igcin “harapty fakir ve bicareydi, fakat kendine gore
bir hayat1ve Gslubu vard i’ diye yazmst1(Pamuk, [2003] 2007, pp.
234-236).

Tanp nar recalls this ina piece he wrote many years later entitled
‘How We Embraced the Great Works of Our Past During the Painful
Armistice Years!’. In an essay entitled ‘On the City Walls of
Istanbul,” Y ahya Kemal recounts how he and his students boarded the
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tramway at Topkap 1and walked *from the Marmara to the Golden
Horn along the walls, whose towers and crenelations spread as far as
the eye could see,” and paused to rest on ‘ great lumps of fallen wall.’
To prove thet theirs was a Turkish city, these two writers knew it was
not enough to describe the skyline so beloved of western tourists and
writers, or the shadows cast by its mosgues and churches. Dominated
as it was by Hagia Sophia, the skyline noted by every western
observer from Lamartine to Le Corbusier could not serve asa
‘national image’ for Turkish Istanbul; this sort of beauty was too
cosmopolitan. Nationalist ktanbullus like Yahya Kemaland Tanp nar
preferred to look to the poor, defeated, and deprived Muslim
population, to prove they had not lost one bit of their identity and to
satisfy their craving for a mournful beauty expressing the feelings of
loss and defeat. This is why they went out on walks to poor
neighborhoods in search of beautiful sights that endowed the city’s
dwellers with the hiiziin of the ruined past; they found it by following
the footsteps of Gautier. All his nationalist fervor notwithstanding,
Tanp nar sometimes resorted to words like ‘picturesque’ and
‘paysage’ ; to convey these neighborhoods as traditional, unspoiled,
and untouched by the West, he wrote that * they were ruined, they were
poor and wretched,” but they had ‘retained their own style and their
ownway of life' (Pamuk, 2006c, p. 251-252). (Trans. Maureen
Freely).

Comme nous avons embrassé nos ceuvres du passé, pendant ces
douloureuses années d’armistice ! », se souvient Tanp nar des années
plustard. Yahya K emal également, dans un texte intitulé « Sur les
remparts d’ Istanbul », raconte avoir pris a la méme époque le tramway
de Topkap 1avec ses etudiants, avoir marché « le long des remparts
profilant & perte de vue, de laMarmaraa la Corne d Or, leurstours et
leurs créneaux », et s étre reposé sur « les blocs entiers de murs
éboulés ». Pour prouver qu Istanbul éait turc, ces deux auteurs étaient
conscients qu' ils ne pourraient pas, comme tant d’ observateurs «
touristiques » occidentaux, se contenter du panoramada la ville vue de
loin avec sa silhouette hérissée de minarets et d’ églises. La silhouette
a laguelle avaient succombé tous les observateurs étrangers, de
Lamartine a Le Corbusier, n'était pas (a cause de la dominance de
Sainte-Sophie) une image « nationale » autour de laguelle pourrait se
rassermbler tout Il stanbul turc, mais demeurait une beauté
cosmopolite. Comme Yahya Kemal et Tanp nar, les Stambouliotes
nationalistes avaient besoin d’ une beauté empreinte de tristesse,
mettant I’ accent sur la population musulmane vaincue, écrasée et
pauvre d'Istanbul, démontrant que cette population subsistait sans
avoir rien perdu de son identité, et exprimant le sentiment de
déchéance et de la défaite. C’ est pour celaqu’ils se rendirent dans les
faubourgs, en quéte d’ images esthétiques rassemblant dans une méme
tristesse les habitants de la ville, I'ancien, le délabré et le passé, et
retrouverent les paysages mélancoliques des quartiers périphériques
gue des promeneurs comme Gautier avaient découverts soixante-dix
ans auparavant. Pour décrire |’ aspect traditionnel, intact et resté en
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dehors de I" influence de I’ Occident de ces faubourgs, qu’avec le

regard d’ un promeneur occidental, en dépit de tout son nationalisme, il

gualifiait soit de « pittoresque » soit de « paysage », Tanp nar écrit : «

C'’ éait une ruine, pauvre et pitoyable, mais il y avait néanmoins une

vie et un caractére indéniables. (Pamuk, 2007b, pp. 303-304). (Trans.

Jean+Francois Pérouse, Valérie Gay-Aksoy, Savas Demirel).
In the paragraph quoted above Pamuk emphasizes that Yahya Kemal and Tanp nar
would not rest on adescription of the silhouette of the city seen from a distance, to
fulfill their political aims, since “the skyline noted by every western observer from
Lamartineto Le Corbusier could not serve asa ‘ national image’ for Turkish
Istanbul” as it was dominated by Hagia Sophia and because “this sort of beauty was
too cosmopolitan”. In Pamuk’s words, the “nationalist ktanbullus like Yahya K emal
and Tanp nar” needed a “beauty” that would express the feelings of loss and defeat
and “prove” that the M uslim population of the city was still alive and preserved its
identity. Therefore, Pamuk says, they strolled in the ruined districts of the city and
rediscovered the melancholic scenes of poor neighborhoods already observed by
travelers like Gautier seventy years earlier. Here, it is interesting that Pamuk makes
an opposition between “nationalism” and “cosmopolitanism” to emphasize his
suggestion about Yahya Kemal’s and Tanp nar’s political agenda based onthe
creation of a “Turkish Istanbul”. | have already explained what Yahya Kemal and
Tanp nar searched for while writing about the “Turkish Istanbul”. They did not try to
“Turkify” the city, by getting rid of non-Turkish communities, as it was suggested by
Pamuk, instead, they tried to conserve the Ottoman tradition, in literature, in arts and
in architecture. Nevertheless, they were not against change as well. They looked for a
new tradition to be born, not by imitating western styles blindly but by forging new

forms, being influenced by the tradition and by the “West” in the same time.

Meanwhile Pamuk’s suggestion that the two authors rediscovered the melancholic
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scenes of ruined neighborhoods to create the image of a “Turkish Istanbul” deserves
attention. Such a suggestion is not false, but partial. Yahya Kemal and Tanp mar
really gave a special importance to those ruined districts and to their people as
outlined in previous sections, but they also wrote about the larger panorama of the
city. Above all, Tanp nar deemed Ottoman architectural tradition and its
masterpieces very important. For him, the idea of a “Turkish I stanbul” resided in that
architecture:

While passing fromone civilization into another, or while just living

asusual, several things are lost but alongside them there exist real

royalties dominating time. A culture’s glory resides in its ability to

dress the souls of its permanent colors through these royalties. An

architectural tradition born inlstanbul so early in the first years

following the conquest has lived together with all generations. The

real Turkish Istanbul isto be searched for in this architectural

tradition. (Tanp nar, [1945] 2006, p. 133) (my translation).

[Bir medeniyetten 6birine gecerken, yahut dipediz yasarken

kaybolan seylerin yanibasnda zamana hikmeden gergek saltanatlar

davardr. Bir kUlttrin as i serefli tarafida onlar vas kas wyla ruhlara

degismez renklerini giydirmesidir. btanbul’da ta fetih glnlerinden

beri baglayan bir mimari nesillerle beraber yaswyor. Asil Tirk

btanbul’u bu mimaride aramald r] (Tanp nar, [1945] 2006, p. 133)
The quote fromTanp nar shows that he did not only focus on the ruined aspects of the
city, as Pamuk suggests. It seems that Pamuk preferred to underline those parts of the
city himself and therefore he chose to rewrite special parts of Tanp nar’s writings
where the author was dwelling on the ruins. At this stage, it is worth questioning why
Pamuk selected those parts only, for his “translation” of Tanp nar. My answer isthat
Pamuk had a literary agenda. He selected parts of Tanp nar’s works to fulfill his own
literary purpose. The last paragraph of the chapter discloses Pamuk’s way of weaving

his narrative. But before analyzing the last paragraph it is worth focusing onthe

English and French versions of the present one.
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The English version effectively recreates the emphases found in the source
text, by creating a similar opposition between nationalism and cosmopolitanism, by
referring to Tanp nar and Yahya Kemal as “nationalist ktanbullus” and by stating
that they tried to “prove that theirs was a Turkish city” (emphasis mine). The English
expression “mournful beauty” translates the confusion of a feeling of defeat witha
concern for beauty well. Nevertheless, there isa misinterpretation at the beginning of
the paragraph. The sentence that Pamuk quoted from Tanp nar appears in the English
version as the title of Tanp nar’s article. The translator could avoid such a simple
misinterpretation by paying attention to formal features, since the initials of titlesare
normally written in capitals, in Turkish. The French version also recreatesthe
emphases of Pamuk’ s source text, just like the English one. Now, let me continue

with the last paragraph which concludes Pamuk’s chapter.

Reorganizing the Selected Parts (Analysis of Segment 15)

| stated earlier that Pamuk selected some parts of Tanp nar’s writings to rewrite in
his “translation”, based on his own literary agenda. Pamuk explains inthe last

paragraph of the chapter how he weaved his narrative:

Parisli iki arkadas sair-yazardan, btanbullu iki arkadas sair-yazarn
Osmanli Devleti’nin yk ld g 1ve Tlrkiye Cumhuriyeti’nin kuruldugu
yilarda etkilenmesinin milliyetcilik, y km, Batidilasma, Siir, manzara
gibi iplerle teker teker 6rilmis hikayesini digim digim anlatmaya
calstm. Bazan ipleribirbirine istemeden dolayarak ortaya ¢ karmaya
calgtym bu hikayenin sonunda ktanbullular n daha sonra

yayg nlast rarak benimseyecekleri bir fikir, bir hayal ¢ ktiortaya. ¥k
kaynagnisehir surlarnda ve civarnda sse, izbe ve yoksul
mahallelerden alan bu hayale “y k ntiar n hiiznii” demek, bu hiznin
en iyi hissedildigi sehir manzaralar na da, d gar dan bakan birinin

bak Bac B wla (Tanp nar gibi) pitoresk demek uygun olacak. Bk olarak
pitoresk manzarada bir glzellik olarak kesfedilen hizin,
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btanbullular n kay p ve yoksullasma yiiziinden daha yiiz y i
yasayacaklar thiizne denk distyordu (Pamuk, [2003] 2007, p. 236).

So this is how two friends living in Istanbul — one a poet, the other a
prose writer — drew upon the work of two friends from Paris—one a
poet, the other a prose writer — to weave together a story from the fall
of the Ottoman Empire: the nationalism of the early republican years,
itsruins, its westernizing project, its poetry, and its landscapes. The
result of this somewhat tangled tale was an image in which ktanbullus
could see themselves and adream to which they could aspire. We
might call this dream — which grew out of the barren, isolated,
destitute neighborhoods beyond the city walls— the “melancholy of
theruins,” and if one looks at these scenes through the eyes of an
outsider (as Tanp nar did) it is possible to see them as picturesque.
First seen as the beauty of a picturesque landscape, melancholy also
came to express the sadness that a century of defeat and poverty
would bring to the people of Istanbul (Pamuk, 2006c, pp. 252-253).
(Trans. Maureen Freely).

J ai essayé de retracer |” histoire de I’ influence de ces deux amis poetes
et écrivains parisiens sur les deux amis poétes et écrivains
stambouliotes a I époque de la chute de I' Empire ottoman et de la
fondation de la République de Turquie, en dénouant un a un les fils
qui latissent : les themes comme le nationalisme, I’ effondremert,
I’occidentalisation, lapoésie, les vues de la vie. A travers cette trame
complexe que j’ ai tenté de faire apparaitre au risque de voir les fils
sentreméler parfois, une idée, une vision que les Stambouliotes
allaient s’ approprier en la généralisant, se fait jour. Qualifier de

« mélancolie des ruines » cette vision—qui prend initialement sa
source dans les remparts de la ville et les quartiers déserts, reculés et
pauvres des environs —et, du point de vue d’ un regard extérieur
(comme Tanp nar), de « pittoresgue » les paysages urbainsouon la
ressert le plus, me semble assez approprié. Latristesse mélancolique,
d’ abord découverte comme une beauté émanant d’ images
pittoresques, coincidait, parfaitement avec celle que vivraient encore
une cent ans les Stambouliotes, a cause du déclin er de

I appauvrissement (Pamuk, 2007b, pp. 304-305). (Trans. Jean
Francois Pérouse, Valérie Gay-Aksoy, Savas Demirel).

The last paragraph is based on a metatextual discourse where Pamuk comments on

the very text that he has written himself and sums up the main plot of the chapter. He

says he hastold the story of two authors from | stanbul who were influenced by two

authors from Paris. The metaphor that he uses here isworth attention. Pamuk

compares his story to awoven texture and describes it with attributes suchas “ip” /
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“cord”, “digum” / “node” or “6rmek™ / “to weave”. In this weaving process, he
positions himself as the weaver who knots the cords to compose the textile. But, he
says he sometimes entwined the lines “unwittingly” / “istemeden”. This isan
important detail missing in the English translation. Onthe other hand, Pamuk’s
suggestion fits his explanations about the writing process of his memoirs discussed in
the beginning of the analysis. Pamuk overtly explained, while writing about his
“fights” with his brother, how he reshaped his memories to fit them in hisbook in
such away to create a “symmetry”. As “the technical demands of self-portraiture”
(De Man, 1984, p. 69) constrained Pamuk to modify his memories, the technical
demands of loop weaving also seem to have pushed him to knot the cords in a special
way. As the narrated Pamuk and the narrated | stanbul are different from their
counterparts in thereal life, there is also a considerable distance between the works
of Tanp nar as narrated by Pamuk and Tanp nar’s larger corpus. | suggest that this is
because they are all derivative and partial (Tymoczko, 1999a), they depend onthe
rewriter's choices and his own purposes. I nlstanbul, Memoirs and the City, Pamuk
apparently seemsto have decided to present Istanbul as acity in “black and white”
and as acity of “hiizin”. Asshown in previous pages, Pamuk’s Istanbul is also a city
of loss and defeat; it is a “poor provincial city” in the stage of theworld. Insucha
context, it seems that Pamuk has chosen parts of Tanp nar’s writings which could be
integrated into his own narrative and created a partial representation of the author’s
works and “refracted” them through his own perspective. Yet it is important to
mention again that the partiality and selectivity of rewritings are not to be considered
as a shortcoming but as a fact, since as Lefevere has explained it well “[a] writer's
work gains exposure and achieves influence mainly through * misunder standings and

misconceptions,” or to use a more neutral term, refractions. Writers and their work
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are always understood and conceived against a certain background or, if youwill, are
refracted though a certain spectrum, just as their work itself can refract previous
works through a certain spectrum” (L efevere, [1982] 2000, p. 234). Pamuk’ s
rewriting of Tanp nar may be partial but it certainly reaches more people than

Tanp nar’s original and translated works.

Conclusions

In Chapter 4, | explored Orhan Pamuk’s “translation” of Istanbul and its interlingual
translations into English and French provided by Maureen Freely, Jean-Francois
Pérouse, Valérie Gay-Aksoy and Savas Demirel. The chapter consisted of two parts.
In the first one, | contextualized Orhan Pamuk’ s ktanbul, Hatralar ve Sehir (2003)
and its translations into English and French (2006; 2007) focusing onthe discussions
that surrounded Pamuk’s work and | illuminated the social, cultural, historical and
literary contexts in which the work was produced and received. By this means|
constructed a basis for atextual analysis of the Turkish source text and of the English
and French versions of a selected chapter from Pamuk’s book: “Y k ntiar n Hiiznu:
Tanp nar ve Yahya Kemal Kenar Mahallelerde” (Pamuk, [2003] 2007, p. 229).

The second part of the chapter covered atextual analysis of this chapter
comparing the Turkish source text and the translations into English and French. In
Chapter 4, | explored Pamuk’s selected chapter, not only as a “translation” of the city
and the source text of “interlingual translations” into English and French, but also a
“translation” of Tanp nar’s Istanbul through the “rewriting” of Tanp nar’s several
works. | focused throughout the analysis on Pamuk’ s choices and “attitude” in

“translating” Tanp nar and in “translating” the city from his own perspective and the
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choices of the interlingual translators, Maureen Freely, Jean-Francois Pérouse,
Valérie Gay-Aksoy and Savas Demirel, in the re-creation of Pamuk’ s version of
Tanp nar’s authorial identity and of the representation of the city of I stanbul. |
discussed the “cognitive states” and the “attitudes” of Pamuk and of interlingual
translators. | tried to understand why interlingual translators have rendered Pamuk in
the way they did. | made use of their articles about their translatorial activitiesand
the data that | collected in the interviews, to better obtain a view of their “cognitive
states” (Boase-Beier, 2003, p. 253) and their contexts of reading and translating
Orhan Pamuk’s “translation” of Tanp nar and of the city.

In the first part of Chapter 4, through the analysis of a selection of articles and
reviews about Pamuk’s works and of Pamuk’s ownwritings, | tried to show that the
city of Istanbul always had a central role in Pamuk’ s ceuvre. | also illustrated thet
Pamuk’s look at the city was a distanced and a panoramic ore. | discussed Pamuk’ s
position inthe history of the city and indicated that Pamuk was born to a family who
lived in the heart of the “westernized” districts of the city. | argued that Pamuk’s
historical position made him different fromthat of Ahmet Hamdi Tanp nar, who was
born in the Empire and saw its defeat with the First World War. | tried to illustrate
that the difference in the historical positions of both authors was also at the basis of
the difference between their “translations” of Istanbul.

Considering the discussions on the “civilization change” that had an
important place in Tanp nar’s work, | found that both Tanp nar and Pamuk placed
special importance on the tension between “East” and “West” and both tried to
challenge the binary opposition. But | saw that Pamuk appeared to conduct his
discussion of the “East”-“West” tension most particularly in the context of another

binary opposition based on a distinction between “center” and “periphery”, more
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precisely between being “European” or “non-European”. | discovered that Pamuk’s
emphasis on the tension between “center” and “periphery” was apparent in his
“rewriting” of Tanp nar and in his “translation” of Istanbul which he presented as a
“poor provincial city”. (Pamuk, 2006c¢, p. 246). (Trans. Maureen Freely).

Based on the idea that the “real” | stanbul presents a multitude of overlapping
iImages amongst which each city dweller or each visitor chooses one for herself/
himself, | showed that Pamuk’s book could be read as a “translation” of the city: a
translation which presented Pamuk’s choices as a “translator” who selected several
aspects of the source city-text to transpose in his narrative by way of creating a
consigtent literary work. The analysis of Pamuk’s book and of a selected chapter
from it showed that Pamuk has chosen to “translate” the city as a melancholic space,
a“poor provincial city” dominated by a cold and dark atmosphere.

| also found that Orhan Pamuk’ s Istanbul was marked by a special emotive
noun: “hiztn”. The mood of “hizin”, which could be sensed so early inthe chapter
headings, was strengthened by means of the photographs interspersed in the book. In
my analysis | discovered that Pamuk attributed a special function to “hiiztin” and
limited its interlingual translation by emphasizing its difference from similar emotive
nouns which could be found in English and French such as “melancholy” or
“tristesse”. Asaresult the word was kept untranslated in the English and French
versions in some special chapters. | argued that by this means the word “hiiziin” was
carried beyond the borders of Turkish language and added to the vocabulary of world
literature as it was welcomed by Alberto Manguel among similar words such as
“saudade”, “tristeza” or “mufa”’, which were identified with Lisbon, Burgos and

Buenos Aires (Manguel, 2005).
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For a better understanding of Pamuk’ s “attitude” as a “translator” of
Tanp nar, | compared Pamuk’s rewritings of Tanp nar to Tanp nar’s source texts. |
read and analyzed the articles of Tanp nar from which Pamuk selected passages to
rewrite in his book. I argued that Pamuk rewrote Tanp nar’s writings and by this
means he “translated” Tanp nar’s “translation” of the city while presenting at the
same time his version of Tanp nar’s authorial identity. | found that Pamuk’s
“translation” of Tanp nar and of Tanp nar’s Istanbul were both “partial” and
“metonymic” (Tymoczko, 1999; 2000). | discovered that Pamuk selected special
parts from Tanp nar’s source texts and rearranged them in such a way to fulfill his
own argument.

| observed that while rewriting Tanp nar, Pamuk did more than quoting
Tanp nar and commenting on his writings but acted as someone who knew Tanp nar
better than Tanp nar himself and presented him as a “nationalist” author. | argued
that Pamuk acted as an omniscient author, or as an omniscient “translator”, and
proposed his own ready-made reading of Tanp nar, using assertive sentences. |
proposed that Pamuk has chosen parts of Tanp nar’s writings which could be
integrated into his own narrative and created a partial representation of the author’s
works and “refracted” them through his own perspective. However, | did not
consider that partiality and selectivity asa lack but as elements which pointed to
Pamuk’s “attitude” as a “translator”.

Comparing Pamuk’s Turkish source text to its interlingual translations, |
noticed that the interlingual translations sometimes narrowed the implications in
Pamuk’s source text and toned down Pamuk’ s emphasis on the notions of “nation”

and “nationalism”, replacing them in some occasions by several notions such as
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“patriotism”. The comparison of source and target texts also pointed to the different
“attitudes” of interlingual translators.

| observed that there were significant differences between the choices of
interlingual translators. | noticed that the English version seemed to take more liberty
in recreating the Turkish source text, while the French version seemed to follow the
source text more closely. Actually | stated that Maureen Freely intervened in the
process of translation sometimes by inserting additional informationto clarify the
content which could be unfamiliar to receiving audiences or sometimes by omitting
several details. | also stated that she used different sentence structures in her
translation compared to Pamuk’s Turkish source text. She sometimes divided them
or sometimes preferred to construct a series of juxtaposed sentences instead of
“cascading clauses” (Freely, 20063, p. 464). Onthe other hand, | found thet the
French version did not generally add comments or delete details, nor did it change
the sentence structures significantly. Comparing my observations to Freely’s writings
about her activity as a translator, | stated that her choices reflected her “attitude” asa
translator and that she seemed to set herself an area free for re-creation while
translating Pamuk.

Freely's statements about her translatorial activity also helped me to discuss
the position of translators as intercultural agents. Based onthe insights of Translation
Studies scholars such as Mona Baker, Maria Tymoczko, Saliha Paker and Antony
Pymand considering David Damrosh' s insights about the works of world literature, |
argued that the space in which translators work could be described asan elliptical
gpace with two foci, which covered both the source and the receiving cultures since
translators are imbedded as much in the receiving culture’s values and needs as in the

ones of the source culture, they have a double belonging, they are connected to both
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cultures in the same time. | also argued that the “cognitive states” of interlingual
translators depended on both cultures and that they may occupy different positions in
that elliptical space as aresult of their choices. They may approach one of the two

foci while receding from the other.
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CHAPTERS

CONCLUSION

In the present thesis | explored and analyzed a selection of literary narratives of the
city of Istanbul and their translations into English and French: Ahmet Hamdi
Tanp nar’s (1901-1962) narrative “ btanbul” (1945) and Orhan Pamuk’s (born 1952-)
book ktanbul, Hatwralar ve Sehir (2003), and their translations into English (Ruth
Chrigtie, forthcoming; Maureen Freely, 2006) and French (Paul Dumont, 1995; Jean+
Francois Pérouse, Valérie Gay-Aksoy and Savas Demirel, 2007). Through a
comparative analysis of selected sections from the Turkish source texts and of their
translations into English and French, | illustrated that narratives of the city undergo
an intricate process of translation.

Based on the assumption that cities can be analyzed as a “discourse” (Barthes,
1985) and read asa “cultural text” (Wirth-Nesher, 1996, p. 9) | argued in the present
thesis that it was possible to explore the narratives of cities as “translations” of the
text inscribed in the real cities. | claimed that such a conception could help
explaining why a given city may appear very differently in the writings of different
authors. At this stage, exploring Ahmet Hamdi Tanp nar’s and Orhan Pamuk’s
selected texts as “translations” of Istanbul, | showed that the difference between the
two was aresult of the “metonymics” of translation (Tymoczko, 1999, p. 42) and
depended on the choices of the translators of Istanbul which reflected their

“cognitive states” (Boase-Beier, 2003, p. 253) and their “attitudes” (Hermans, 2007,
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p. 76) together with the literary, cultural and historical contexts in which translators
worked.

The present thesis also explored a second translation process that the selected
narratives of the city of Istanbul underwent when the “translations” of the text
inscribed in the city became the source text for “interlingual translations” i.e. when
the “translations” of Tanp nar and Pamuk became the source text of the translations
into English and French. At this stage | focused onthe choices of interlingual
translators and discussed their “cognitive states” and “attitudes”.

| also examined a third translation process observed in Pamuk’ s book where
Pamuk translated not only the city, but Ahmet Hamdi Tanp nar’s translation of
Istanbul aswell by way of quoting, paraphrasing, selecting and rewriting Tanp nar’s
words. | also observed that Pamuk went much further to “translate” Ahmet Harmdi
Tanp nar as an author, to “rewrite” him, to “refract” his authorial identity. At this
stage, Tanp nar’s writings about the city were examined as the source texts of
Pamuk’s “rewriting”.

In Chapter 2, | provided a discussion onrecent research in literary studieson
literary production about cities. | found that researchers underlined the distinction
between the “real” cities and the narrated ones (Chapman Sharpe, 1990, p. xi). They
focused on cultural and historical contexts of the narratives of cities and considered
the subjectivities of authors together with their response to other writings about cities
preceding theirs. | also observed that the mutual interaction between cities and
literary works, i.e. the influences of literary works onthe “real” cities and the
influences of the “real” cities on literature, was also examined by literary scholars,
but questions considering the translations of narratives about cities seemed to be

overlooked in their research. This subject was not studied in depth by translation
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scholars as well apart from Sherry Simon in a recent book (2006), where she
examined the linguistic and cultural divisions of the bilingual Montreal and Maria
Papadima’ s research focusing on the difficulty of translating, in literature, the proper
names related to cities.

Considering that there was still much research to do about the translation of
the narratives of cities and based on the theoretical and methodological framework
outlined in Chapter 2, I analyzed in my thesis the selected narratives of Tanp nar and
Pamuk and explored the processes of translations that they underwent.

In Chapter 3, I explored Ahmet Hamdi Tanp nar’s translation of Istanbul and
of its interlingual translations. In the first part of the chapter, | tried to illuminate the
social, cultural, historical and literary contexts in which Tanp nar produced his works
and his “translation” of Istanbul. Through an examination of a selection of articles
and criticisms about Tanp nar’s works together with Tanp nar’s responses, |
discussed the issue of “civilization change” in Tanp nar’s work and his approach to
politics. My examination also covered the discussions about Tanp nar’'s style and his
use of language. Inthe second part of Chapter 3, | analyzed the Turkish source text
of a selected section from Tanp nar’s “Istanbul” together with its translations into
English and French provided by Ruth Christie and Paul Dumont. Throughout the
analysis, | focused on the choices of translators, i.e. the choices of Tanp nar, Christie
and Dumont and tried to reconstruct from the clues in the text their “cognitive states”
and their “attitudes”.

| found that Tanp nar’s “attitude” as a “translator” of the city-text had traces
of his approach to style and to politic issues. | illustrated that Tanp nar’s
“translation” of |stanbul depicted the city as a poetic world, as acity of dreams and

reveries, which was different from Orhan Pamuk’s “translation” of the city asa
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ruined space in black-and white. | demonstrated that Tanp mar mainly focused on the
feelings of city dwellers and used a special vocabulary and a poetic discourse loaded
with metaphorical expressions. His “translation” of Istanbul was marked by a
specific emotive state which Tanp nar expressed through several related words such
as “hasret”, “0zlemek” or “datss la” translated into English by Ruth Christie with
words such as “yearning”, “longing” or “nostalgia” interchangeably and into French
by Paul Dumont with words such as “nostalgie” “ soupirer” or “aspirer”.

Tanp nar’s description of the Istanbulites and his value judgment while
comparing several districts of Istanbul were indicative of his “attitude” a “translator”
of the city. Through an examination of Tanp nar’s translation of the city | found that
Tanp nar mainly focused on the inner worlds and on the feelings of the Istanbulites.
What was interesting was that he actually described his own feelings about the city
and attributed those feelings to an ideal prototype of Istanbulite that he created based
on his own “attitude”. Tanp nar’s position-taking as a translator of the city was also
apparent in his comparisons of the districts of the city since he overtly expressed his
criticisms for Beyoglu and Tarabya, while praising Uskidar and Beylerbeyi. In my
analysis | illustrated that Tanp nar’s “translation” of Istanbul was “metonymic” of his
critical approach to the civilization change which occurred in Turkey, and the literary
features which could also be observed in his fictional writings.

In the analysis of the interlingual translations of the selected section from
Tanp nar’s “translation” of the city, based on textual and on extra-textual material
such asthe talk of Paul Dumont and my interview with Ruth Christie, | found that
both translators accorded a special value to Tanp nar’s poetics, but they came up
with different solutions in their translations. | argued that these differences depended

onthe choices of interlingual translators and illustrated that the examination of the
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choices of interlingual translators gives clues for exploring their “cognitive states”
and discussing their ideas about the city, about Islamand about several notions such
as“East” and “West”. | also discovered that the professional background of
interlingual translators and their knowledge or lack of knowledge about Tanp nar’s
conception of the city and of religion and about his use of language, their insights
about and reactions to what could be the ideas of the receiving audiences about the
city were determinative of their interpretation of the Turkish source text and of their
interlingual translations.

In Chapter 4, | explored Orhan Pamuk’s “translation” of Istanbul and its
interlingual translations into English by Maureen Freely and into French by Jean-
Francois Pérouse, Valérie Gay-Aksoy and Savas Demirel. In the first part of Chapter
4, | set out to contextualize Orhan Pamuk’s ktanbul, Hatiralar ve Sehir (2003) and
its translations into English and French (2006; 2007). | tried to illuminate the social,
cultural, historical and literary contexts in which the work was produced and
received. Inthe second part of the chapter, | analyzed a selected chapter from
Pamuk’s book: “Y k ntiarn Hiznl: Tanp nar ve Yahya Kemal Kenar Mahallelerde”
(Pamuk, [2003] 2007, p. 229) exploring the Turkish source text together with the
translations into English and French. | focused on Pamuk’s choices and “attitude” in
“translating” Tanp nar and in “translating” the city from his own perspective and on
the choices of the interlingual translators, Maureen Freely, Jean-Frangois Pérouse,
Valérie Gay-Aksoy and Savas Demirel, in the re-creation of Pamuk’ s version of
Tanp nar’s authorial identity and in the representation of the city of Istanbul. |

explored again the “cognitive states” and the “attitudes” of translators, i.e. of Pamuk,

Freely, Pérouse, Gay-Aksoy and Demirel.
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In the first part of Chapter 4, | analyzed a selection of articles and reviews
about Pamuk’ sworks and of Pamuk’s own writings. | found that Pamuk’s position in
the history of the city as a child who was born to a family who lived in the heart of
the “westernized” districts of the city made him different from Ahmet Hamdi
Tanp nar who was born in the Empire and saw its defeat with the First World War. |
observed in the second part of Chapter 4 that the difference in the historical positions
of both authorswas also at the basis of the difference between their “translations” of
Istanbul.

In contextualizing Pamuk’s work, | discovered that the discussion between
center” and “periphery”, or more precisely between being “ European” or “non
European” had a central role in Pamuk’ swork. Inthe textual analysis which
followed, | noticed again that Pamuk’s emphasis on the tension between “center” and
“periphery” was very apparent in “translation” of Istanbul, which he presented asa
“poor provincial city” (Pamuk, 2006c, p. 246). (Trans. Maureen Freely).

| found that Pamuk chose several aspects of the city-text and parts of the
writings of several authors who wrote about the city before him such as Tanp nar or
Yahya Kemal, and he transposed them in his writing from his own perspective in
such a way to create a consistent literary work.

| observed that Pamuk has chosen to “translate” the city as a melancholic
space, a “poor provincial city” dominated by a cold and dark atmosphere. His
Istanbul was marked by a special emotive noun: “hiiziin” which was kept
untranslated in the English and French versions in some special chapters.

| showed that Pamuk’s “translation” of Tanp mar and of Tanp nar’s Istanbul
were both “partial” and “metonymic” (Tymoczko, 1999; 2000). | illustrated that

Pamuk selected special parts from Tanp nar’s source texts and rearranged them in
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such away to fulfill his own argument and that he presented Tanp nar as a
“nationalist” author. | argued that Pamuk offered a partial representation of
Tanp nar’s works and “refracted” them through his own perspective. I claimed that

this selectivity pointed to Pamuk’s “attitude” as Tanp nar’s “translator”.

| also compared Pamuk’s Turkish source text to the interlingual translations
and explored the different “attitudes” of interlingual translators. | found that in both
translations, certain implications and emphases in Pamuk’s source text were toned

down.

There were also significant differences between the choices of interlingual
translators. | noticed that Maureen Freely took more liberty in recreating Pamuk’ s
Turkish source text while the French version followed it more closely. | found that
Maureen Freely was more inclined to intervention as she inserted additional
information or sometimes omitted several details. She also made significant changes
in the structures of sentences. | argued that her intervention was fed by her ideas
about the receiving audiences since she stressed that the receiving audiences knew
very little about Turkey (Freely, forthcoming). Considering Freely’s statements about
her translatorial activity and based on the insights of scholars such as Mona Baker,
Maria Tymoczko, Saliha Paker, Antony Pym and David Damrosch, | argued thet the
space in which translators work could be described as an elliptical space with two
foci, which covered both the source and the receiving cultures. | also argued that the
“cognitive states” of interlingual translators depended on both cultures and that they

may occupy different positions in that elliptical space as a result of their choices.

The present thesis was based on my observation that topics concerning the

translation of the narratives of cities were overlooked in literary studies. | illustrated
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in thisthesis that translation and translators had a very important role in the
production and circulation of these narratives and thence deserved closer attention. |
also illustrated that Translation Studies could provide relevant tools, concepts and
methodologies for analyzing literary narratives abodut cities and their circulation
between languages and cultures. Onthe other hand, my textual analyses showed that
the “metonymics” of translating Istanbul was marked by the translators choicesand
that a comparative analysis of source and target texts could give clues for exploring
these choices and through them the “cognitive states” and “attitudes” of the

translators of the city.

My research also had some restrictions. Inthe context of the present thesis, |
decided to explore the “metonymics” of translating | stanbul based on comparative
textual analysis. I compared two translations of the city: Tanp nar’s and Pamuk’s and
| compared them to their interlingual translations into French and into English.
Throughout my analysis | acted asa “real” reader of the texts and discussed the
choices of translators focusing on their “ effects on the reading mind” (M alkj aer,
2004, p. 18) which was mine. My research on the subject can be followed by further
research which would include the response of the target readers of interlingual
translations. Such aresearch could help questioning the part that the metonyms of
translation play “in establishing a symbolic order within which a people [or acity] is

construed” (Tymoczko, 1999, p. 57).

| hope my research proves illuminating for future researchers in both
translation and literary studies who are interested in conducting research about the

narratives of cities and the processes of translation that they present.
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APPENDIX A:INTERVIEW WITH RUTH CHRISTIE

1. How and why did you start trandating?
It seems |’ ve always been interested in translating (especially poetry) since
my schooldays when | was trying to translate Latin poets like Catullus and
Horace into English, and later French poets like Baudelaire.

2. How long have you been trandating as a professional?
Can | call myself a ‘professional’? I’'m not sure. It would depend on a
definition of ‘professional’.

3. Do you (or did you) have other professions?
Yes. My own profession has been the teaching of English language and
literature to undergraduate students, which | did for many years before
retiring.

4. From and into which languages have you been trandating?
Principally from Turkish to English.

5. What does trandation mean to you? A profession? A part of your affection for
literature? Agency between cultures? Or other?

I"d say | translate mainly from an interest and liking for a particular work. As
acorollary, with a hope to bridge a gap between two cultures. Sometimes as a
commission, and apart from the latter it has seldom been for financial reward
(though | was not at all averse to this form of recognition!)

6. How do you choose the texts that you would trandate? How do you decide to
trandate or not to trandate a book offered to youfor trandation?

I’ve chosen texts &) because | liked the poetry, e.g. Oktay Rifat and
A.H.Tanp nar. Working on Oktay | discovered that Richard McKane was also
translating the poet, moved by a similar love, which led to an agreement to
work together, resulting in a very fruitful outcome. or b) because they have
been recommended by someone whose judgement | respect. e.g. I'd never
heard of Latife Tekin until Saliha Paker encouraged me to collaborate with
her on translating ‘ Berci Kristin’.

Also, it was Feyyaz Fergar who drew my attention to the poems of Melisa
Gurpmnar, many of which | had great pleasure in translating. They seemed ‘to
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7.

work’ in English. He also introduced me to the work of two contemporary
Turkish poets, Guven Turan and Tugrul Tanyol. The latter too had been
discovered by Richard and we are currently in search for a publisher for our
English translations of Tugrul.

Sometimes more recently I’ ve been unwilling to undertake a translation for
health reasons or because of other pressing commitments.

May the political activities or speeches of the authors influence your decision
to trandate or not to trandate her/his works? Would you translate books of an
author if you don’t share her/his political views?

If the work iswell-written or interesting it is worth being translated.
Would you translate books of an author if you don’t like them as literary
works?

I’d think twice. There are always translators for non-literary works. On the
other hand | have collaborated on translating a work that turned out to be the
more original and engaging the more we worked on it.

Do you take into consideration the target readership while trandating? How
do you overcome challenges caused by cultural differences and by the
possible gaps of knowledge in the target readers about cultural, historical,
social and literary featuresin the source text?

| don't much consider the target readers during the process of translating,
which can be such a struggle to ‘get it right’, e.g. Tanpmnar's prose. But
revising, | do. And there are various techniques to help the reader, e.g. | note
that Maureen Freely will often retain a specific Turkish word and add a brief
explanation in parenthesis. Or, as in Tanpmnar’s ‘Five Cities, good historical
notes are essertial after each section. And an introduction that locates the
source text inacultural context.

10. Where were you born?

11.

In Glasgow, Scotland.

In which different cities have you lived and for how long?

Glasgow 9 years
Aberdeen 2 years
Arbroath & St Andrews (not strictly speaking ‘ cities’) 11 years
| stanbul 2 years
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London 62 years

12. Which city has influenced you most and why?
The 11 years of school and university life were both formative and
influential, but my brief spell in Istanbul, with frequent later visits, was also
influential in a totally different way, hard to defire. In a concrete sense it
realised a course | was to follow later, but it revealed a world | wanted to
know and understand better.

13. When did you first come to Istanbul? How long did you stay in the city?
1945-47

14. What does Istanbul mean to you? What kind of feglings does it inspire in you?
How do you relate to it currently?
At first a dream city that changed my perspective on the world. Always an
enigma. Currently | seem to relate to I stanbul better than in the past but | am
aware that this is probably a superficial reaction to ‘westernization' in the
city. It was a pleasure last year to meet friends for coffee in charming Pera
Museum with every form of cosmopolitan convenience: at the same time it
was wonderful to find still in Besiktas the same old-style tea-garden
unchanged, with its air of provincial solidity which | found again recently in
Antalya.

15. How did you learn Turkish? Do you find it a “ difficult” language?

It wasn/t until | went to SOAS (University of London) to study thr language
and literature that |1 began to understand the complexity of this very foreign
tongue.
Yes, | found it a ‘difficult language. | have always envied a friend who for
two years nightly frequented the coffeehouses, lokantas and bars of North
London, hearing the language spoken, urtil one night he realised he
understood and could speak!

16. What attracted you to Turkish literature? Which other writers or poetsdo you

like?
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| was lucky enough to spend time in Istanbul with young Turkish teachers of
English who spoke freely about their art and literature, e.g. Berna Moran,
Erciment Atabay, Mine Urgan and Halide Edip’s granddaughter who became
afriend. (But we always spoke in English!)
Later at SOAS | attended many classes on Turkish literature and was
especially struck by Yunus Emre and the Turkish ‘halk’ poets. I'm afraid |
failed to appreciate the Ottoman divan poets and it wasn't till we touched on
19th and 20th century literature that | realized the wealth of Turkish
literature. Then | met with and was fascinated by the poems of Ahmet Hamdi
Tanp nar.
Tevfik Fikret, Ahmet Hasm, Orhan Veli, Cahit Kilebi, Cemal Sireya,
Gulten Ak, Nazm Hikmet, Bejan Matur have all written poems | cherish,
and the stories of Sait Faik, Adalet Agaoglu, Furlizan, Murathan Mungan,

17. What do you think about Tanpinar’s works?
In one word, Tanp nar is a genius. His novel ‘Peace’ is Tolstoyan in its scope
and Dickensian in its rich social detail, Proustian in its emotional and
psychological depths.

18. Why did you want to translate Tanpmnar?
| was first drawnto his poems which were musical, metaphysical, exquisite.
In 1960 | was sent a gift of the charming pocket-book edition of “Bes § ehir’
and knew just enough Turkish to hope that one day | might venture to
translate it.

19. Which is more important for you in Tanpmnar’s fiction? The literary features
of hiswork or hisdiscussion of social change in Turkey?

(Unanswerable) Both.
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20. Do you share Tanpinar’s ideas about Istanbul? What does his Istanbul inspire
in you? How do you relate to his Istanbul?
| see Tanpmar as looking both back and forward. But it is his backward-
looking that most engages him and me, as hisreader. His forward progressive
self is like onewho ‘toesthe line'. His is adivided self.
My own experience of Istanbul as a city is also divided. The city | saw in
1946 (two million inhabitants?) bears little resemblance to that of the present.
(seventeen million?). | miss so many aspects, characteristics, events that were
intriguing and fascinating, and have seen shadows of them occasionally in
neighbourhoods like Besiktas, but there is an energy and vitality around the
new city that carries uswith it.
21. Do you think that Istanbul, as narrated by Tanpnar, is close to the one in
which you lived? In what way/s?
Probably Tanp nar’s city is closer to my memory of it than Orhan Pamuk’s. |
do not remember (though perhaps they were there and | didn't meet them)
nouveau riche young playboy types of Pamuk’s new novel of the 70s and 80s,
the young of that period were serious, hard-working, and optimistic for their
country.
22. What do you think about Istanbul’s image in the U.K., in Europe and in North
America? How, in your opinion, do peoplein the west, imagine Istanbul ?
Probably like an updated ‘ Arabian Nights' as in the James Bond film shot in
Istanbul, ‘city of spiesand intrigues’.
23. Where would you place Istanbul? Inthe“ east” or inthe“ west” ?

Againadifficult query. Both.
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24.

25.

Do you think that your translation may change I stanbul’s image in the minds
of your target readers? Should it changeit?

I would hope that my translation of Tanpmar’s Istanbul would reinforce
readers who are already aware of its history, and give new readers a more
solid basis for the myths and legends woven around the city, and demonstrate
the mixed feelings of regret and passionate devotion of one of its inhabitants.
Do you think that trandations of the literary narratives of the city of Istanbul
in general, (for example the translations of Tanpmnar’s, Pamuk’s or Latife
Tekin’s bookstelling different aspects of the city) may change the image of the
city abroad, in the minds of people who have never seen the city? Do you think
that readers of these books in trandation will imagine the city in a different
way than they imagined it before, in line with the epithets attributed to the city
in those texts?

Yes. All three writers have explored different times and aspects; inevitably
readers will see perspectives which will replace fantasies of ‘the orient’ with
substance and solid realism (e.g. Tekin's narratives of the city’s invisible poor,
Pamuk’s images of the gilded youth of the 70s and 80s, Tanpmar’s
reconstruction of the 19™" century bazaar). But the reader is also aware that
these narratives are fiction and in their turn are subject to the personal

fantasies of their authors. That is always the reader’ s dilemma.
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APPENDIX B: INTERVIEW WITH VALERIE GAY-AKSOY

1. Ou est-ce que vous étesnée ?
jesuis néea Lyon.

2. Dans quelles différentes villes est-ce que vous avez vécu et pour combien de
temps ?
Jai vécu jusgu’a 18 ans a Lyon (avec une parenthese de 4 ans dans un village
de Sabre et Loire). 2 ans & Saint-Etienne, puis a Paris (depuis 20 ans!). De
2000 a2004, alstanbul.

3. Quelleville vous atouché le plus et pourquoi ?

Lyon et Istanbul sont les deux villes qui comptent le plus dans ma mémoire.

Je leur trouve d'ailleurs des points communs. Lyon est aussi une ville de
confluence (géographie : 2 fleuves s’y rejoignent, le Rhdne et la Sabne, ville
entre Nord et Sud, collines) Ancien lieude migrations, carrefour commercial,
ancienre industrie de la soie) Architecture qui fait dga penser a I'ltalie:
facades colorées de rose, jaune, beige et ocre) et surtout, la présence de I'eau
avec les deux grands fleuves qui la traversent. Dans le quartier de Pera et
Beyogluy, j'ai trouvé des aspects me rappelant de vieux quartiers lyonnais
(cours intérieures, escaliers, grandes fenétres, immeubles entassés sur les
flancs d’ une colline) peut-étre en raison du passé levantin. Ce qui me touche
dans ces villes, c'est I'aspect cache, labyrinthique. Ce sont des villes qui,
pour bien les connaitre, demandent qu' on S'y plonge de fagcon émotionrelle.
Elles sont chargées de passé, on sent les strates. |stanbul se caractérise par
son chaos. Sa beauté provient de son site exceptionnel au bord de la mer et de
I’entrechoquement des facettes les plus diverses. Istanbul serait-elle toujours
aussi séduisante si elle était plus propre, plus organisée, mieux conservéee ?
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Jai I'impression que, ici, tout est beaucoup plus a vif. La vie, la mort, le
beau, le laid... on les percoit sur les fagades des bétisses, dans lesrues... Il y
a plus de « sauvagerie » (impression qui m'est donnée, notamment, pas les
foules (trés jeunes), les groupes de chiens errants, les chats, les hordes de
mouettes, les corbeaux, la météo tres changeante, les risques de séisme...
L’énergie de cette ville est impressionnante. Elle est chargée de tant
d’histoire qu'on a I'impression d’'y étre chez soi et, en méme temps, il est
difficile d'y implanter ses racines. C'est un peu tous ces aspects qui la
rendent si attachante...

. Quand vous étes venu a Istanbul pour la premiére fois ?

En 1998, je crois, ou 1997. Pour un voyage en Turquie avec un groupe
d amis.

. Pour combien de temps est-ce que vous avezvécu a Istanbul ?

Presde 4 ans. J aurais aimé rester plus longtemps.

. Queveut dire Istanbul pour vous ? Quel s sentiments vous inspire —t- elle ?
(voir éléments de réponse a la question 3). Un fort attachement, assez
viscéral... C'est ure ville aussi complexe que le sont les étres humains, mais
elle a une présence qui dépasse les individus. La personnalité de cette ville
imprime sa marque sur les vies. Elle est trés présente. En méme temps, par
rapport a Paris, c’'est aussi une ville de restriction. Le regard des autres, les
codes (vestimentaires, comportementaux différents d’ un quartier a I'autre...).
Ville fatigante! De fortes pluies, et on est trempé pour la journée, les
transports sont compliqueés, la foule trés dense, sentiment de claustrophobie
parfois... Lorsque j'y habitais, je voyageais tous les deux ou trois mois

d’Istanbul a Paris. Est-ce parce que je connais Paris comme ma poche, mais
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parfois, je me sentais plus légere la-bas, plus libre de mes mouvements et de
mes pensées (slrement parce gque je suis francaise, et femme!) Quand on
parle avec les gens a Istanbul (peut-étre que C’est ainsi dans toute la Turquie),
on sent toyjours qu’il y a quelque chose qui pése sur eux, qui les coince (que
ce oit pour des raisons sociales, psychologiques, économiques, politiques...)
En méme temps, amour d’Istanbul toujours renouvelé (mer, commodités de la
vie (il est facile de trouver un taxi, de manger ou de boire quelque chose pour
pas cher, caybahcesi, ambiance, musiques, beauté de la ville, coté drole et
parfois surréaliste...) Keyif yapmak daha kolay sanki ! Personnellement, mon
sgowr a Istanbul a marqué une étape importante dans ma vie et ma
beaucoup, beaucoup appris. Humainement parlant. Jai notamment appris ce
gue C'était qu étre un éranger (mais peut-étre aurait-ce été la méme chose
dans un autre coin du monde). Cela m'a permis de comprendre « du dedans »,
et pas seulement intellectuellement, comment la France et la Turquie
senblaient fonctionner en miroir, par exermmple, de mieux voir le regard
«orientaliste » (c’est-a-dire extérieur, les projections ) que les Européens
portaient sur les Turcs, et les Turcs sur les Européens.

. Comment vous avez appris la langue turque ? Pensez-vous que c'est une
langue « difficile » ?

Jai abordé la langue par la musique. Jai commencé par apprendre des
chansons auxquelles je ne comprenais pas grand-chose. Mais étrangemert,
cela ne me paraissait pas inconnu. En fait, en Europe, il existait une grande
tradition des troubadours au Moyen Age. A I'époque, j’ écrivais moi-méme et
j étais trés intéressée par I'époque ou musique et texte étaient liés. Jai

découvert que les musiciens actuels soccupant de musique médiévale
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utilisaient des instruments orientaux comme le oud, le saz et certaines
percussions... En fait, ¢'est par cette tradition de poétes musiciens que s est
opérée, pour moi, la jonction avec la Turquie ou les ask sont encore
nombreux. Je connaissais des Turcs a Paris avec qui j’ apprenais la musigue,
ensuite j’ai fait un voyage en Turquie... Et comme je ne comprenais rien, ¢a
m’a énerve, je me suis juré de casser ce mur de la langue et je me suis mise
sérieusement au travail. Javais un peu appris par moi-méme mais ensuite,
apres ce voyage, je me suis inscrite a I'lnalco (Institut des langues et des
civilisations orientales). La troisieme année, je suis partie a Istanbul pour
suivre les cours de I université Marmara, dans le cadre d’ un cursus intégré en
lien avec I'lnalco. Peu a peu, je n'ai plus fait de musique, je me suis
seulement occupeée de littérature.

Le turc n'est pasdifficile en soi. C’est une langue extrémement logique. M ais
cette logique est a I'inverse de celle du francais, c'est cela la plus grande
difficulté : la syntaxe! Autant le francais peut étre analytique, précis dans les
nuances, autant le turc est synthétique et peut se permettre d’ adorer les
longues phrases, les répétitions.... |l ne craint pas la redondance, ce que
déteste le francais!

. Qu'est-ce qui vous a attiré a la littérature turque ? Qui sont lesauteurset les
poétes que vous aimez le plus ?

Jai d'abord connu la littérature populaire par les tirki. Ensuite, j'ai
commencé par aimer Yasar Kemal, Nazim Hikmet (parce qu’ils étaient
traduits en francais!), Orhan Veli, Yunus Enre... Tanpinar... J ai adoré les
romans de Orhan Pamuk et surtout, j’ai eu un coup de foudre pour les livres

d’Elif Shafak. J’aime beaucoup la poésie de Mehmet Yasin. Asli Erdogan est
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10.

11.

une voix singuliére... Latife Tekin, Ahmet Umit, Murat Uyurkulak... Je suis
slre que j’oublie des tas de nons... Et il y a aussi beaucoup d auteurs que je
n'ai malheureusement pas encore Ius...

QU est-ce que vous pensez des oauvres d Orhan Pamuk?

Je pense qu' il a apporté un nouveau souffle a la littérature turque, il a tenté
des choses (Kara Kitap, Yeni Hayat). Son ceuvre est nourrie d’'une grande
connaissance non seulement de la littérature turque mais mondiale. Ses
cauvres sont extrémement intelligentes, sinceres, et toujours traversées par
une certaine émotion. C’est un vrai architecte, méme si on peut Iui faire des
reproches de style. Ca manque de finesse dans |’ expression mais j’ai fini par
comprendre que, enréalité, il ne s'enoccupait pas tant que ¢a. |1 béatit mais ne
fignole pas. Ce n' et pas un orfévre de la belle phrase (et ¢’ est pénible parfois
quand on traduit) mais au final, ¢ca fonctionne trés bien. Ce qui explique que
parfois, ca marche mieux entraductionqu en turc!

Pourquoi avez-vous voulu traduire Istanbul, Hatralar ve $Sehir ?

Cest Gallimard qui m'a contactée. Pamuk venait d obtenir le Nobel, et il
fallait rapidement traduire son dernier livre. C' était naturellement un honneur
de le faire!

Lesguels sont plus importants pour vous dans I’ cauvre littéraire de Pamuk :
les aspects littéraires ou les discussions sociaux ?

Tout le discours politique autour de Pamuk est démesuré d’ aprés moi. Pamuk
peut avoir certains avis mais on ne peut pas le qualifier d' auteur engagé. On
I’accuse d’opportunisme... Tout cela est a replacer dans le contexte turc je
crois ou tout peut prendre des proportions démesurées. |l régne une certaine

paranoia... L’ Europe aime trouver des dissidents partout, ¢’ est sir, mais ¢’ est
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12.

une autre question... La Turquie devrait se r§ouir d’avoir un prix Nobel de
littérature ! Aprés, on aime ou on n'aime pas. Reste qu’on parle plus souvent
de politique que de littérature. Jai vu des tas de gens qui détestaient Pamuk
sans jamais 'avoir lu. C'est vrai que son style peut avoir des détracteurs.
Mais il faut savoir fonder sa critique sur des choses précises, sur une analyse
littéraire, donc. Comme chez tout auteur, il y ades qualités et des défauts.
Partagez-vous les idées de Pamuk concernant la ville d’'Istanbul ? Quels
sentiments vousinspire la ville en tant que représentée par Pamuk ?

Comme Pamuk connait mieux Istanbul que moi, | apprends des tas de
choses! Istanbul est une ville assez riche pour que chacun la vive a sa fagon.
Mais je suis d’ accord sur le caractéretriste, le HUzun, il est palpable quand on
y vit, plus que lorsqu’ on passe en touriste. Chez Pamuk, c’est une ville en
noir et blanc, alors que nous, Européens, préférons la voir sous le soleil,
chatoyante de couleurs. Pour les Européens, ¢’ est dgja I'Orient. Alors que par
certains aspects, elle a un coté gris et soviétique des années 50 (batiments
administratifs). Peut-ére que maintenart, je verrais davantage la ville a
travers les yeux de Pamuk. Ce regard est aussi nourri par les films de Nuri
Bilge Ceylan (c6té ville sous la neige!) Mais comme je n'ai pas connu cette
ville 30 ou 40 ans plus t6t, je la vois plutbt en couleur, dans ses aspects
morcelés et chaotiques. Pamuk a trouvé une esthétique nourrie d’ histoire. Il
s opéere une synthese entre lui et la ville. Il fait ainsi ceuvre littéraire. Son
regard est singulier, méme s'il existe aussi chez d'autres auteurs comme

Tanpinar ou Demir Ozl{.

13. Pensez-vous qu’Istanbul, dans la narration de Pamuk, ressemble a la ville

dans laquelle vous avez vécu Aous vivez actuellement ? Pourquoi ?
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14.

15.

Pas tellemernt, parce que je n'ai pas vecu dans les mémes milieux. Je n'ai pas
en moi le méme passé. Mais j'y retrouve bien sr certaines sensations,
certains aspects cachés comme le hizin (surtout quand il pleut et quand
S élévent en méme temps toutes les voix des mosquées). Je percois aussi le
coté provincial dont parle Pamuk, quelquefois, on a I'impression qu’ Istanbul
est unénorme village. C’ est immense, mais on croise tout le temps quelqu’ un
gu on connait. Les nouvelles vont vite, on est moins anonyme qu a Paris.
Quelle est I'image d’Istanbul, d'aprés-vous, dans I'Europe et surtout en
France ?

Cest ure ville qui jouit d'une image prestigieuse, ce nom fait réver.
Beaucoup de Frangais connaissent la Turquie, mais beaucoup lui collent des
images qui ne correspondent pas a laréalité. Les gens sont enclins aporter un
regard orientaliste. Mais comme Istanbul est plus moderne que cela, ¢a les
déstabilise parfois. Beaucoup pensent qu’on écrit avec I’alphabet arabe par
exemple... Ou quon s habille comme en Iran! On navigue entre minarets,
clichés dignes des milles et une nuit, et le souvenir du film Midnight
Express!

Ou placeriez-vous Istanbul ? Dans « I’ Ouest » ou dans « I'Est » ?

A la confluence des deux. En méme temps, personne ne sait vraiment ou et
la frontiere entre Est et Ouest. C'est une question toujours un peu
embarrassante, parce que, en fait, la réalité est beaucoup plus complexe et
déborde largement cette catégorisation. Actuellement, derriére les termes Est
et Ouest, se cache surtout la différence entre islamet chrétienté ! Tout est une
guestion de nuances. Et par rapport a quoi détermine-t-on les limites de I’ est

et de I'ouest ? A partir de quel centre ? Certainement a partir d’ un regard
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16.

17.

ethnocentrique européen occidental. Si Istanbul regarde du coté de I' Europe
de I'Ouegt, elle essaie de se situer, de se comparer et de mettre en avant la
diversité de ce qui la compose. Finalemert, elle se targue d’ étre décalée par
rapport ace centre imaginaire, et c'est ainsi qu' elle trouve sa personnalité. Ni
ceci, ni cela, mais tout a la fois. C'est sa richesse et ce qui lui crée des
problemes d’ identité. Quand elle regarde en elle-méme, c’est le monde entier
qui afflue vers elle et la traverse en laissant des traces. Ainsi, |stanbul est un
grand centre mondial.

Pensez-vous que I'image d’lstanbul commence a changer dans I’ Europe ou
en France?

Depuis cing ans, je trouve quil y a beaucoup d’'oauvres littéraires,
cinématographiques, des documentaires, qui contribuent a faire connaitre
cette ville et donc a changer son image. Peut-étre qu on la connait mieux,
dans saréalité actuelle. Elle cesse justement d’ étre une image.

Pensez-vous que votre traduction a changé (ou peut changer) I'image
d’Istanbul dans I'esprit des lecteurs francais? Voudriez-vous qu'elle le
change ? Dans quel sens ?

Chague cauvre littéraire apporte un autre regard et comme Pamuk est célébre,
ses ceuvres ont énormément contribué a mieux faire connaitre cette ville. Les
auteurs frangais qui en ont parlé y cherchaient toujours un Orient plus ou
moins révé. Avec Pamuk, on a la chance de la découvrir de I'intérieur, a
travers le vécu quotidien de ses personnages, de lui-méme. Et il questionne
justement le regard extérieur, étranger, porté sur cette ville. C'est I'un des
aspects les plus intéressants de son ceuvre. La traduction est bien sir un

vecteur tres important. Les Francais sont tres ouverts et curieux de connaitre
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18.

19.

les autres. Lors des conférences que j’'ai éé amenée a donner, j'ai constaté
gue les Francais étaient étonnés souvent, ¢ méme un peu dégus, de cette
image en noir et blanc que Pamuk donnait de la ville. Ce n’est pas I'image
gu'ils avaient d’ Istanbul. Mais je suis contente qu'ils la découvrent sous un
autre jour que celui donné par les guides touristiques, qui jouent plus sur le
réve.

Pensez-vous que les traductions des récits littéraires sur la ville d’Istanbul

(comme par exemple ceux d’Ahmet Hamdi Tanpminar, d’Orhan Pamuk ou de
Latife Tekin, qui représentent la ville, chacun a sa maniére) peuvent changer
I'image d’Istanbul en France, dans I'esprit des lecteurs qui n’ont jamais vu
la ville ? Pensez- vous que les lecteurs qui lisent cesrécits en traduction, vont
imaginer la ville d'un autre perspective, différent de ce qu’ils avaient avart,
suivant les épithétes attribués a la ville dans ces cauvres ?

Oui, bien sir. De ce point de vue, la littérature est plus riche que n'importe
guel documentaire ou n' importe quel film, & mon avis, méme s'il en existe de
trés bons. Mais on recherche encore les auteursturcs parce qu' ils parlent de la
Turquie et d’ Istanbul ! Leur personnalité est d’abord connue parce qu'ils sont
turcs, et comme ils sont turcs, on attend d’eux quelque chose qui soit turc !

Un auteur qui parlerait de tout autre chose aurait-il du succes en France et en
Europe ? Le jour ou les auteurs turcs dont les cauvres parlent de tout autre
chose que d’Istanbul et de leur pays seront aussi traduits a I’étranger, cela
marguera une nouvelle phase de la littérature turque.

Est-ce que vous avez eu des difficultés en traduisant Istanbul, Hatralar ve
§ ehir ? Quelles sortes de problemes avez-vous eu ? Comment les avez-vous

surmontés ?
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On a toujours des difficultés quand on traduit du turc vers le francais! La
longueur des phrases notamment. Le turc, et Pamuk adorent mettre des tas
d’ eléments a laqueue lew-leu et en francais, il faut veiller a ne pas alourdir les
phrases par une accumulation de pronoms relatifs (qui, que, dont, auquel,
duquel etc.) Il faut jouer avec les virgules, les tirets, pour que tout y soit sans
gue le lecteur s'essouffle ! 1l faut trouver le bon rythme. Certains mots n’ont
pas d’ équivalent en frangais, tout simplement parce que la chose n'existe pas
(vapur, meyhane, konak, yali etc.) on met des notes et puis voila. Mais
parfois, c’est plus conmpliqué. Jean-Francois Pérouse, par exermple, a da
conserver le terme HUzun, pour garder la nuance entre tristesse, mélancolie.
Les médias ont mémorise ce nmot! Autre difficulté, les répétitions:
heureusement, il y a beaucoup de synonymes en francais. Si on répete trop les
mémes mots (le frangais ne supporte pas) on nous reproche d avoir mal
traduit, alors que c’était écrit comme ca (chapitre 17 : le plaisir de dessiner,
par exenple). 11 fallait aussi retrouver les citations en exact en frangais quand
Pamuk citait Nerval ou Gauthier par exenple. Parfois, il méle lacitation a ses
propres phrases, il fallait redécouper correctement. Mais le plus difficile,
C'était de reconstruire ces longues phrases. Et puis a la fin, I'ambiance
«ruines et tristesse » était pesante ! Et les délais &aient tres serrés.

20. Comment avezvous collaboré avec les autres traducteurs? Avez-vous
travaillé ensemble sur tout le livre ou est-ce que vous avez traduit chacun
différents partiesdu livre ?

Nous avons travaillé chacun de notre coté. Nous étions pris par le temps. La
préparatrice et la correctrice ont harmonisé le tout a la fin. Car il est arrivé

guon ait traduit différemment certains mots. Il fallait parfois garder
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I’orthographe turque et ne pas franciser, sauf quand le terme était passé dans

le dictionnaire (comme pacha par exemple et non pasa)

21. Avez-vous réfléchi, en traduisant Istanbul, Hatwalar ve Sehir, sur le groupe

22.

de lecteurs ciblé ? Comment avez-vous résolu les problémes causés par les
différences culturelles ou bien par la manque de connaissance de la part des
lecteurs frangais concernant les traits historiques, culturels, sociaux et
littéraires qui se trouvent dansle texte en turc?

Non, je n'ai pas spécialement réfléchi aux lecteurs, pas plus que lorsque je
traduis N’ importe quelle autre cauvre du turc. Je veille toujours a ce que tout
soit parfaitement compréhensible, méme si je suis dans I'obligation de
conserver un mot turc. Ensuite, c'est au lecteur de s approprier le livre. 1l a
toutes les clefs en main pour en savoir plus, a la lecture de I'ceuvre et par
d autres recherches, s'il le désire. Mon souci majeur est de produire un texte
fluide en francais ou I'on ne percoive pas la traduction, qui ne pose aucun
souci de compréhension. Ensuite, ¢’ est une histoire qui se passe entre |’ auteur
et le lecteur.

Est-ce que vos expériences per sonnelles et vos vécus a Istanbul vous ont aidé
pendant la traduction ?

Oui, bien slr, ca me permet de mieux visualiser ce que veut dire I'auteur. Je
«déverbalise » pour reconstruire la phrase en frangais en m’'appuyant sur
I"image évoquée par I'auteur, une image que je fais mienne. Avoir vécu a
Istanbul m’'aide a mieux sentir ce qu'il veut dire. Je peux puiser dans mes
propres sensations, ce qui m'aide a reformuler, comme si c’est moi qui
écrivais, ce que 'auteur veut dire. Mais je me plonge surtout dans son

imaginaire a lui.
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23.Quelles autres oaivres est-ce que vous avez traduitset traduisez-vous

actuellement?
Aprés Istanbul, j’ai traduit Bit Palas et recemment Siyah Sit d’ Elif Shafak.
Entretemps Oteki Renkler de Pamuk, Kayip S6z de Oya Baydar, Destina de
Mine Kirikkanat et actuellement, je travaille sur Masumiyet Mzesi de
Pamuk.

24. Quels autres livres voudriez-vous traduire ? Pourquoi ?

Pour I’ instant, je voudrais plut6t prendre des vacances !

25. Considérez-vous la traduction comme un métier ? Ou fait-elle partie de votre

affection pour la littérature ? Est-ce que, d’apres-vous, la traduction sert a
rapprocher les différentes cultures ?
La traduction est un metier, naturellement, un métier passion, certes, mais un
métier. Sans passion, on ne pourrait pas tenir longtemps! C'est trés
éprouvant. Ca prend énormément de temps, on ne compte pas ses heures et on
na plus de vie! Mais traduire des ceuvres littéraires n’est pas une chose
gu on peut faire mécaniquement. Ca engage toute la sensibilité, dans les deux
langues. Ca rapproche les différentes cultures bien s, puisqu’on donne a
entendre une voix dans une langue compréhensible par d’autres gens. Le
traducteur est un pont. Invisible. Il est au service du texte et de I’ auteur, de la
langue qu'il traduit et de celle dans laguelle il écrit. D’ une culture a I’autre,
au-dela des différences, ¢’ est surtout I humanité commune qui ressort.

26. Avez-vous d’ autres professions ?

Je travaille a la télévision, au service des informations internationales de
TV5Monde.

27. Pour guelles raisons, une oauvre mériterait-il d’ étre traduite, d’ apresvous ?
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28.

29.

Pour des raisons de qualité littéraire, a priori. Si elle peut faire entendre une
voix singuliére, apporter un éclairage nouveau, faire découvrir d autres
univers, ¢’ est mieux.

Est-ce que les activités ou les affirmations politiques des auteurs pourraient
changer votre décision de traduire ou de ne pas traduire leurs livres?
Traduirez-vous I’cauvre I'un auteur S vous ne partagez pas son approche
politique ?

Si I cauvre prére le racisme, la violence, ou que sais-je encore, certainement
non. Mais si |’ ceuvre est forte littérairement parlant, les positions politiques
de sonauteur m’ intéressent peu (sauf s' il tombe dans |’ extrémisme, mais cela
se verrait dans son cauvre). Certains peuvent ne pas apprécier certains auteurs,
je pense a Salman Rushdie dont les traducteurs japonais et italiens ont été
assassinés. Mais la littérature est au-dela de la politiqgue. C'est pourgquoi
certains lajugent dangereuse. Par exenple, je ne traduirais pas un auteur dont
je partage I"approche politique mais dort |’ ceuvre serait purement didactique
et politique.

Traduirez— vous une cauvre s vous ne |’ aimez pas comme cauvre littéraire ?
Capeut arriver ! 11 y a des textes que j’aime plus que d’ autres. Par exemple,
j’ai parfois du mal avec des romans policiers. Quand la langue est tres pauvre,
¢a mennuie. L’ histoire est sympathique, ¢a se lit tout seul, mais quand on

traduit, la langue manque de matiére, ca m’ennuie.
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APPENDIX C: INTERVIEW WITH JEAN-FRANCOIS PEROUSE

1. Ouest-cequevous étesné ?
A Lyon, dans le Rhdne (69).

2. Dans quelles différentes villes est-ce que vous avez vécu et pour combien de
temps ?
Curis-au-mont d’or (ou vit le traducteur enallemand de O.P. ; quel
hasard !!1) (17 ans), puis Lyon (4 ans), puis Paris (5 ans), puis Toulouse (9
ans), puis (enfin) Istanbul (10 ans).

3. Queélleville vousatouché le plus et pourquoi ?
Istanbul, incontestablement. Pour mille et une raisons. C'est une ville, au sens
de la possibilité infinie d’anonymat et d’ errance ; de la permanence de
I"impreévisible. Une ville qui cumule tous lesrégimes de vivre lavilleet n’a
pas encore été totalement soumise au rouleau compresseur de la mise aux
normes internationales. Enfin c’est une ville dotée d’ un site et d’ une situation
exceptionnels.

4. Quand vous étes venu a Istanbul pour la premiere fois ?
Unjour de juillet 1987, le siecle dernier donc ; j’enrougis. Comme un
vulgaire touriste qui i’ avait pas les clés.

5. Pour combien de temps est-ce que vous avezvécu a Istanbul ?
Cela fait 10 ansaprésent que je visalstanbul. Je suis venu pour unan... et
m'’ efforce de rester depuis.

6. Queveut dire Istanbul pour vous ? Quel s sentiments vous inspire-t-elle ?
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Des sentiments qui associent I'inscription dans une histoire vertigineuse a
toujours interrogée et mon histoire propre, comme un trait dérisoire et
éphémeére dans la mer.

7. Comment vous avez appris la langue turque ? Pensez- vous que C'est une
langue « difficile » ?
Jai apprisd’abord alI’Université (INALCO), puis a Tomer (Arkara), et
ensuite et surtout en lisant, et dans larue, ou avec mes amis.

8. Qu'est-ce qui vous a attiré dansla littérature turque ? Qui sont les auteurs et
les poétes que vous aimez le plus ?
Laconcision, lasortie des logiques dominantes d’ entendement et la pluralité
des enracinements lexicaux. Yasar Kemal et Orhan Kemal, puis I hsan Oktay
Anar ; et K igctk Iskender du coté de la poésie.

9. Qu’est-ce que vous pensez des oauvres d Orhan Pamuk?
Je ne peux pas en parler globalement. Les premiersromans m’ont enchanté,
les suivants m’ont intrigué et les derniers me chagrinent un peu.

10. Pourqguoi avez - vous voulu traduire Istanbul, Hat ralar ve Sehir ?
Pour Istanbul avant tout et le plaisir de me plonger dans I’ écriture de cette
ville ; et puis apres avoir traduit Kar, |’ étais dans les papiers de Gallimard.

11. Lesquels sont plus importants pour vous dans |’ cauvre littéraire de Pamuk :
les aspects littéraires ou les discussions sociaux ?
Celaest variable selon les textes. La composition de Kar par exemple est
intéressante. Et les questions sociales évoquées ne manquent pas d’ intérét,
alors que la langue n' apparait tres lourde.

12. Partagez-vous les idées de Pamuk concernant la ville d’I stanbul ? Quels

sentiments vous inspire la ville en tant que représentée par Pamuk ?
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13.

14.

15.

16.

Mavisiond’Istanbul est biendifférente, en tant qu elle cherche a

s émanciper des lieux communstrop usés par la littérature orientaliste. Elle se
nourrit plutot des territoires récemment émergés, dans ces périphéries qui
représentent désormais plus de 90% des Stambouliotes. La vision de Pamuk
est trop élitiste (elle est celle de ceux qui se pensent au centre culturel et

S estiment envahis par de marges incultes), trop néo-orientaliste et trop
égocentrée pour pouvoir rendre compte d’ une quelconque maniére de

I’ Istanbul contemporain.

Pensez-vous gqu'’ Istanbul, dans la narration de Pamuk, ressemble a la ville
dans laquel le vous avez vécu Aous vivez actuellement ? Pourquoi ?

C’est commessi je vivais dans un autre temps a dire vrai, tant Pamuk noircit le
tableau et en reste a des clichés des années 1950 et 1960. Ara Guler
appartient au passé. Beyoglu n'est qu' un des 39 arrondissements d’ I stanbul.
Quelle est I'image d'Istanbul, d’ aprés-vous, dans |’ Europe et surtout en
France ?

Cela constituerait le theme de plusieurs livres... Pour résumer, |’ Istanbul en
Europe est par trop issue de I’ imaginaire touristique des classes moyennes par
ailleurs obsédées par de fausses questions comme celle de la montée de

I islamisme. Bref un mélange de fascination et de peurs culturalistes.

Ou placeriez-vous Istanbul ? Dans I’ Ouest ou dans|’Est ?

Pensez-vous que I'image d’ Istanbul commence a changer dans I' Europe ou
en France ?

Je ne pense pas ; et ce n’est pas 2010 ou Orhan Pamuk qui vont y

contribuer...
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17. Pensez-vous que votre traduction a changé (ou peut changer) I'image
d’Istanbul dans|’esprit deslecteursfrancais? Voudriez-vousqu'ellele
change ? Dans quel sens?

Je ne crois pas, O.P. allant largement dans le sens des images dominantes. Je
souhaiterais qu’elle change - mais est-ce la la mission de la littérature ? —
dans le sensd’ une sortie des lieux touristiques. ..

18. Pensez-vous que les traductions des récitslittéraires sur la ville d’ Istanbul
(comme par exemple ceux d’Ahmet Hamdi Tanpinar, d’Orhan Pamuk ou de
Latife Tekin, qui représentent la ville, chacun a sa maniéere) peuvent changer
I'image d’ Istanbul en France, dans I’ esprit des lecteurs qui n’ont jamaisvu
la ville ? Pensez- vous que les | ecteurs qui lisent ces récits en traduction, vont
imaginer la ville d une autre per spective, différent de ce qu’ils avaient avant,
suivant les épithétes attribués a la ville dans ces cauvres ?

Certainement, mais cela reste un mystere. Et comme le dit si bien Proust,
chague lecteur n'est en définitive que le lecteur de lui- méme.

19. Est-ce que vous avez eu des difficultés en traduisant Istanbul, Hat ralar ve
§ ehir ? Quelles sortes de problémes avez-vous eus ? Comment les avez-vous
surmontés ?

Jenai eubcp moins que pour Kar... J' ai essayé de les surmonter enen
discutant avec des personnes de confiance.

20. Comment avez-vous collaboré avec les autres traducteurs ?

Cela été trop informel malheureusement et surtout trop rapide et centralisé
par la maison d’ édition. Donc ce fut assez décevart.

21. Avez-vous réfléchi, en traduisant Istanbul, Hatwralar ve Sehir , sur le groupe

de lecteursciblé ? Comment avez-vous résolu les problémes causés par les
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différences culturelles ou bien par le manque de connaissance de la part des
lecteurs francais concernant les traits historiques, culturels, sociaux et
littéraires qui se trouvent dansletexte en turc?

Jaurais aimé écrire plus de notes infrapaginales, maisj’ai été limité. Ceci dit,
jepense qu un O.P. est plus simple qu un Y. Kemal, dans la mesure ou le
premier parle davantage de la culture internationale. Le local n'est laqu’'a
titre pittoresque.

22. Est-ce que vos recherches sur la ville d’ Istanbul et votre vie professionnelle
vous ont aidé pendant la traduction ?

Je pense, al’évidence. Cela m'aentout cassimplifié la vie de traducteur.
Méme i la géographie de O.P. est assez restreinte entermes de territoires
investis. J ai méme pu corriger certains petits point parfois discretement, au
besoin.

23. Avez —voustraduit d autreslivres ? Quelles autres cauvres est-ce que vous
avez traduits ?

Jai traduit Kar donc.

24. Avez-vousjamais considéré la traduction comme un métier ? Ou fait-elle
partie de votre affection pour la littérature ? Est-ce que, d’ apres-vous, la
traduction sert a rapprocher les différentes cultures ?

Je ne considére pas cela comme un métier. Cela a été une discipline et un
apprentissage pour moi. Le rapprochement opéré est indéniable. La traduction
ouvre des horizons (individuels et collectifs) de réve, éveille des curiosités,
mais peut aussi participer a figer des stéréotypes culturels.

25. Quels autres livres voudriez-vous traduire ? Pourquoi ?
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Je voudrais traduire plus de poésie, K Ugik Iskender par exemple, ou alors
Yilmaz Odabasi...

26. Pour guelles raisons, une oaivre mériterait-il d’ étre traduite, d’ apresvous ?
Pour son pouvoir de nous sortir de nous- mémes, tout en résonnant en nous.
Pour sa cohérence et sa sincérité.

27. Est-ce que les activités ou les affirmations politiques des auteurs pourraient
changer votre décision de traduire ou de ne pastraduire leurs livres ?
Traduirez-vous |’ cauvre d’ un auteur s vous ne partagez pas son approche
politique ?

Celan'apasd importance, si I’auteur est sincére dans son systeme, quel qu' il
soit et si sa langue porte au-dela de larecherche d’ effets. J aime des auteurs
frangais classes « de droite » comme Maurras, Barrés ou Brasillach... Jaime
aussi parfois Necip Fazil Kisak Urek.

28. Traduirez— vous un caivre s vous ne I’ aimez pas comme cauvre littéraire ?

Oui, pour I’ exercice et le métier...
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APPENDIX D: SEGMENTATION OF THE ANALYZED SECTION FROM

TANPINAR'S “ISTANBUL” (TANPINAR' S TURKISH SOURCE TEXT)

(SEGMENT 1) Cocuklugumda, bir Arabistan sehrinde ihtiyar bir kadn
tanmistk. Sk sk hastalanr, humma baslar baslamaz ktanbul sular nisayklard ¢

- Crcr, Karakulak, Sifa suyu, Hiinkar suyu, Tasdelen, S rmakes...

Adeta bir kursun peltesi gibi agrlasan dilinin altnda ve gergin, kuru
dudaklarnin arasnda bu kelimeler ezildikge fersiz gozleri canlanr, bitin yizine
bizim duymad gme bir seyler dinliyormus gibi bir dikkat gelir, yanaklarnn gukuru
sanki bu dikkatle dolard 1 bir giin damad 1babama:

Buonun ilacy tdsmigibibir sey... Onlarisay klaynca iyilesiyor, demisgti.

Ka¢ defa komsuluk ziyaretlerimizde, dése@in yani basnda, onun srf bu
blyuli adlar1saymak igin, bir mahzenin tas kapagnikald rr gibi gl¢likle en dalgn
uykulardan syridgni goérmustum. Scaktan ve sam yelinden korunmak igin
pencereleri koyu vyesil dallarla iyiden iyiye o6rtulmis odann, berrak su ile
doldurulmus havuz gibi losluguna bu isimler teker teker distikce ben kendimi bir
biylide kaybolmus sanrdm. Bu micevher paridtidi1 adlar benim cocukluk
muhayyilemde bin gesit hayal uyand rrd

Dort yanmi su sesleriyle, gimis tas ve billur kadeh skrtilaryla, glvercin
ucuslaryla dolu sanrdm. Bazen hayalim daha muisahhas olur, bu sayklamann
tenime gecirdigi Urperisler arasnda, tandgm Fbtanbul sebillerini, siyah, i
tulumlarndan yagh bir serinlik vehmi sean sakalary Gstindeki salkm agaci
ylzinden her bahar bir taze gelin edasitkazanan mahallemizin kigik ve fakir stsll

cesmesini gorir gibi olurdum. Bazen de yalne bir defa gittigimiz Bentler’in yesillik
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tufan1 gdzimin 6niinde canlanr, 0 zaman biraz da kendi kendime yaptim gayretle,
bu los ve yesil ayd nlkli oda gdziimde, icinde hastanm, benimi etrafmdakilerin
acayip balklar gibi yuzdigimuz gercekten bir havuz haline gelirdi.

Bu kad n sonra ne oldu, bilmiyorum. Fakat icimde bir taraf, 6luminden sonra
bir pnar perisiolduguna hala inanwor.

Her su basnibir hasret masali yapan bu meraka senelerden sonra ancak bir
mana verebildim. /

(SEGMENT 2) ktanbul bu kad n igin serin, berrak, sifalisularn sehriydi. /
(SEGMENT 3) Tpki babam icin, hicbir yerde esi bulunmayan biyik camilerin,
glizel sesli muezzinlerin ve hafelarn gsehri oldugu gibi. / (SEGMENT 4) Bu
Msliiman adam, kadere yalne btanbul’dan uzakta 6Imek endigesiyle isyan ederdi.
Boyle bir ahret uykusunda yabanc 1 makamlarda okunan Kur’an seslerine var ncaya
kadar bir ygn hoslanmad i1 hattd haks z buldugu sey karsrd1 /

(SEGMENT 5) Bir sehrin hayalimizde aldigr bu cins c¢ehreler (zerinde
disuntlecek seydir. Bu, insandan insana degistigi gibi nesilden nesile de degisir.
Elbette ki XV. asr baslarnda Uskidar’da, Anadoluhisarrnda oturan dedelerimiz,
btanbul’a sadece fethedilecek bir iilke gibi bakworlar ve Sultantepesi’ nden,
Camlca’dan seyrettikleri btanbul aksamlar nda sark kayserlerinin er ge¢ bir ganimet
gibi paylasacaklari hazinelerini seyrediyorlardt / (SEGMENT 6) Buna mukabil
fetinten sonrakiler icin ktanbul bitin imparatorlugun ve Misliiman dinyasnn
gururu idi. Onunla évunuyorlar, guzelliklerini 6viyorlar, her giin yeni bir &bide ile
stsliyorlardi O guzellestikce, kendilerini sihirli bir aynadan seyreder gibi giizel ve

asil buluyorlard 1/
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(SEGMENT 7) Tanzimat ktanbul’a biisbiitiin bagka bir gozle baktt O, bu
sehirde, iki medeniyeti birlestirerek elde edilecek yeni bir terkibin potasni
gortyordu. /

(SEGMENT 8) Bizim nesil icin btanbul, dedelerimiz, hatta babalarme igin
oldugundan cok ayribir seydir. O muhayyilemize srmaly, altn islemeli hil’atlere
birinerek gelmiyor, ne de din gergevesinden onu goruyoruz. Bu kelimeden tasan
aydnlk bizim icin daha ziyade, kendi ruh haletlerimize gdre sectigimiz mazi
hatralarnin, hasretlerinaydnlhgdr. /

(SEGMENT 9) Fakat bu hasret sade gecmis zamana ait olan ve bugtnkt
hayatmela, mantigimela zaruri olarak catgan bir duygu degildir. Bu ¢ok kar sk
duygunun bir kolu giindelik hayatmea, saadet hulyalar mea kadar uzanr.

O kadar ki ktanbul’un bugiin bizde yasayan asi ¢ehresini bu daiss la verir,
diyebiliriz. Onu bizde, en basit hususiyetleriyle sehrin kendisi besler. /

(SEGMENT 10) Asil btanbul, yani surlardan beride olan minare ve camilerin
sehri, Beyoglu, Bogazici, Uskiidar, Erenkdy taraflary Cekmeceler, Bentler, Adalar,
bir sehrin icinde adeta baska bagka cografyalar gibi kendi guzellikleriyle bizde ayri
ayr1 duygular uyandran hayalimize baska turli yasama sekilleri ilham eden
peyzajlardr.

(SEGMENT 11) Onun igin bir btanbullunun giindelik hayatnda bulundugu
yerden baska tarafidzlemesi ¢ok tabiidir. Goztepe’de, hsrtiibir agac altnda bir yaz
sabahni tadarken kicik bir ihsas, teninizde gezinen hicten bir Urperme veya
g6zinlze tak dan bir hayal, hattd birdenbire duydugunuz bir cocuk sark B1sizi daha
din ayrddgne bir Bogaz kdyune, ¢cok uzak ve degisik bir dinya imis gibi cagrr,
rahatmezi bozar. ktanbul’da, isinizin giiciinizin arasnda iken birdenbire

Nisantasynda olmak istersiniz ve Nisantasrnda iken Eyip ve Uskidar behemahal
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gérmeniz lazmgelen yerler olur. Bazen de hepsini birden hatrlad gne ve istediginiz
icin sadece bulundugunuz yerde kalrsne.

Bu ani 6zleyis ve firarlarn arkasnda tabiat glzelligi, sanat eseri, hayat
sekilleri ve bir yg§n hatra calsr. Her btanbullu Bogaz icinde sabahn baska
semtlerinden busbitin ayri bir lezzet oldugunu, Camlra tepelerinden aksam
saatlerinde btanbul’da sklarn yanmasni seyretmenin insann icini baska tiirlii bir
hizinle doldurdugunu bilir. Mehtapli gecelerde Bogazla Marmara a¢ klar1 ne kadar
birbirinden ayruise, Blyikdere kérfezinden yiz kulag ilerisi, Sar iyer uzaklarida dyle
ayrdr. hsan birkac kiirek darbesiyle siiri giindelik ekmek yapan cok munis bir hayal
dinyasndan hi¢ tanmad g1 hasin ve efsanevi bir Argonotlar gecesine girer. /
Cekmeceler’de gunun herhangi bir saati biraz ilerdeki deniz kenarndan ¢ok baska
sekilde glzeldir.

Genis denizin yani basnda bu goller, bir Beste ve Kar’'n yannda, ayni
makamdan kucuk bir sarkiya ne kadar benzerler; sonra nispet Olcisi degisir
degismez hiiviyet nasil degisir!

Glnes, eski el aynalarmi andran bu gollerde dehasni sadece peyzaj
kabartmas na sarfetmekten hoslanan bir eski zaman ustas na benzer; her saz, her ot,
her kanat ¢ rp nsy, bitun kenarlar ve renkler gibi guimisbir par dtricinde erir. /

(SEGMENT 12) Fakat bu degisiklik daha derinlere gider; saatlerin manzarasi
gibi insanlarn ¢alsma sekiller ve tembellikleri, diigiince ve yeisleri de bu yerlerde
birbirinden baskadr. / (SEGMENT 13) Beyoglu, hamlesi yari yolda kalmss Paris
taklidiyle hayatmen yoksulluunu hatrlatrken; btanbul, Uskidar semtleri
kendisine yetebilen bir degerler diinyasnn son miraslaryla, biz fark nda olmadan
icimizde bir ruh batunltgu kurar, hulyalarmiz, isteklerimiz degisir. Bogazici’nde,

Uskidar’da, ktanbul’da, Siileymaniye veya Hisar’larm karssnda, Vanikdy
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iskelesinde veya Emirgan kahvesinde sk sk bagka insanlar oluruz. Hangi ktanbullu,
Beykoz korusunda veya Bebek srtlar nda dolasrken kendisini d isalemin o kavurucu
zaruretlerine kars1 miidafaa edecek zengin ve calikan bir uzleti 6zlememis, k sa bir
anicinolsa bile onun gelik zrhlar ni1 giyinmemistir? /

(SEGMENT 14) Bayezk veya Beylerbeyi Cami’inin duvarlarina yaslanarak
dustintlen seylerle, Tarabya’nin icimizdeki bir tarafa hala yabanci rhtmnda,
aksamn bir ten climbisinid andran sKlart icinde dusinilecek seyler elbette
birbirine benzemez. Birincilerinde her sy icimize dogru kayar ve besleyici bir hiiziin
halinde bizde kuicelenir.

kincisinde bu koklii hasretten mahrum kalre. / (SEGMENT 15) Ciinki, bu
kiclk ve mimarisinin zevki hakk nda olduk¢a sipheli oldugumuz camiin etrafinda
biitiin bir eski btanbul’u buluruz. Oyle ki, konugtujumuz zaman siiphesiz
Tarabya’dakinden pek de ayry farklibulmayacagme buradaki insanlar bize kendi
iclerine c¢ekilmis bir mazi daussdasnda yasyormus gibi gelirler. Siphesiz tipki
oradaki gibi alelade gazete tefrikalar ndan duygu hayatni tatmin eden, aynisineme
yidelarni seven ve hayran olan ve hayatnin fakirligi icinde ayni sekilde cani
skian bu gen¢ ke Il. Mahmut’un debdebeli binislerin sahit oldugunu bildigimiz ve
bitin o kicik saraylarda, yali ve kosklerde yap dan musiki fasilarndan bir seyler
saklad gn1 zannettigimiz bu sokaklarda ve meydanlarda yasad g1 icin bize daha
baska ve zengin bir &lemden geliyor hissini verir, onu daha guzel degilse bile bize
daha yak n buluruz. /

(SEGMENT 16) Oliim bile bu késelerde baska cehreler tak nr.

Bu degisiklikler hep birden disunilince muhayyilemizde tpkibir gil gibi

yaprak yaprak agian bir ktanbul dogar. Siphesiz her bilyik sehir az cok boyledir.
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Fakat btanbul’un iklim hususiligi, lodos poyraz miicadelesi, degisik toprak
vaziyetleri bu semt farklar nibaska yerlerde pek az gorulecek sekilde derinlegtirir.

ke ktanbul bu devamh sekilde muhayyilemizi isletme sihriyle bize tesir
eder. Dogdugu, yasad i1 sehri iyi kotii bilmek gibi tabii bir is, btanbul’da bir nevi
zevk inceligi, bir nevi sanatkarca yasaystarzy hatta kendi nev’inde saglam bir kltir
olur. Her Btanbullu az ¢ok sairdir, ¢iinkii irade ve zekaswla yeni sekiller yaratmasi
(“yaratmasa” olacak sanrm) bile, blylye ¢ok benzeyen bir muhayyile oyunu icinde
yasar. Ve bu, tarihten gundelik hayata, asktan sofraya kadar genisler.

“Tesrinler geldi, lifer mevsimi baslayacak” yahut “Nisandaye, Bogaz
srtlarma Erguvanlar agmetr” diye dislinmek, yasad gime ani efsanelestirmeye
yetisir. Eski btanbullular bu masalin icinde ve sadece onunla yasarlardi Takvim,
onlar igcin Heziod’ un Tanrilar Kitabi gibi bir seydi. Mevsimleri ve giinleri, renk ve
kokusunu yasad gi1sehrin semtlerinden alan bir ygin hayal halinde gorird. /

(SEGMENT 17) Yazk ki bu siir dinyasartk hayat mizda eskisi gibi hakim
degildir. Onu simdi daha ziyade yabancidaussalar idare ediyor. Paris, Holivud, -
hatta diinkii Peste ve Biikres- btanbul’un sklarni icimizde her giin biraz daha
kstilar. Ne ¢ kar btanbul semtleri biitiin vatan gibi orada duruyor; bilyik mazi giilii

bir giin bizi elbette cagracak.
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APPENDIX E: SEGMENTATION OF THE ANALYZED SECTION FROM

TANPINAR'S “ISTANBUL” (RUTH CHRISTIES TRANSLATION INTO

ENGLISH)

(SEGMENT 1) When | was a child we made the acquaintance of an old
woman in an Arabian city. She often fell ill and when the fever began she would
recite the names of Istanbul’s springs:

‘Crcr, Karakulak, Sifa, Hunkar, Tagdelen, Srmakes. ..’

As these names squeezed through her taut, dry lips and under her tongue heavy
as nmolten lead, her lustreless eyes came to life, her whole face grew attentive as
though she was listening to things inaudible to us, and her hollow cheeks filled out
with concentration. One day her sor+in-law said to my father:

‘It's like magic, it's her medecine as she tells over the names she begins to
recover.’

Often by her bedside during our visits | have seen her free herself from the
deepest sleep like someone raising the stone lid from a cellar, just to recite the magic
names. The windows of her room were obscured by dark green branches to protect it
from heat and the sirocco, and as the names fell one by one into the dim depths of a
well filled with crystal-clear water, | was spellbound. These sparkling gemlike names
revived a thousand images in my childhood imagination.

All around me the air seemed full of the sound of water, the chink of silver
bowls and crystal wine-glasses, the flutter of pigeons’ wings. Sometimes my dream
became more concrete. Asthe repetition of names raised goose-pimpleson my skin |
seemed to see the familiar Istanbul fountains, the water-carriers leaking imaginary

coolness from their damp, black, greasy goatskins, and the little fountain of our
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neighbourhood, with its simple decorations, that under the drooping acacia tree
assumed the look of a young bride every spring. And sometimes the flood of
greenery round the reservoirs which we had visited only once, came to life before my
very eyes and for a while | imagined thisdim and green-lit room as a swimming-pool
where we all swam like strange fish, the sick woman, myself and those around us.

What happened to the woman eventually, | don't know. But a bit of me still
believes that after her death she became a water-sprite.

It was only years later that | was able to interpret the melancholy that made
every spring of water a source of yearning. /

(SEGMENT 2) For the woman, Istanbul was the city of the cool crystal
waters of health. / (SEGMENT 3) And for my father it was the peerless city of great
mosques and muezzins with beautiful voices and of learned reciters of the Koran. /
(SEGMENT 4 ) This devout man's only revolt againg fate, his one anxiety, was his
fear of dying far from Istanbul. In his eternal sleep he might be involved with much
that was unpleasant and even unjust, including alien modes of chanting prayers from
the Koran. /

(SEGMENT 5) The variety of appearances that a city takes in our
imagination is well worth contemplating. It changes from person to person and from
generation to generation. Undoubtedly our ancestors who lived in Uskidar and
Anadoluhisar at the beginning of the fifteenth century regarded | stanbul merely as a
country to be conquered, and on Istanbul evenings when they watched from
Sultantepe and Camlica they were looking at the treasures that eastern potentates
would sooner or later share as booty. / (SEGMENT 6) For those who came after the
conquest the city became the pride of the Islamic world and of the whole enmpire.

They boasted about it and its beauties and graced them daily with new monuments.
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The finer it became, the more they saw themselves as fine and noble reflections in its
magic mirror. /

(SEGMENT 7) The period of reforms, the Tanzimat, regarded Istanbul in a
completely different light. It saw in the city a crucible for a new synthesis, born from
the union of two civilizations. /

(SEGMENT 8) For our generation | stanbul is now a very different place from
that of our grandfathers, or even of our fathers. In our imagination it does not appear
swathed in silver and gold robes of honour, nor do we see it set in a religious
framework. Rather it is illumined for us by the light of the memories and longings
evoked by our own spiritual state. /

(SEGMENT 9) But this nostalgia is not an emotion that belongs only to the
past, in conflict inevitably with our modern life and good sense. One channel of this
very complex feeling reaches right to the heart of our daily lives and dreams of
happiness.

To tell the truth Istanbul’ s real face is born from our very nostalgia and it is
the simplest characteristics of the city itself that nourish the feeling in us. /

(SEGMENT 10) The real Istanbul consists of landscapes that inspire our
daydreams with very different ways of living, and arouses various emotions in us, it
Is not only the city of mosques and minarets within the walls, but also of such diverse
geographical locations with their own particular beauties, as Beyoglu, Bogazici,
Uskidar, the shores of Erenkdy, the lakes at Cekmece, the Reservoirs and the
Islands. /

(SEGMENT 11) So it is very natural for an inhabitant of Istanbul to yearn for
a place other than that of his daily life. At GOztepe, as you are enjoying a summer

morning under a rustling tree, a tiny sensation, goose-pimples from nowhere will
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wander over your skin, a vision or even a child’ s song will suddenly summon you to
some village on the Bosphorus which you left only yesterday, ruining your peace of
mind, calling you from a far distant, other world. You are in the throes of work in
Istanbul and suddenly you want to be in Nisantas, you are in Nisantas and you must
see Eyip and Uskidar, come what may. And sometimes you remain just where you
are because what you remember and desire is all of it.

We are moved to momentary longings and flights of escape by the beauty of
nature, a work of art, our life-styles and a host of memories. Every inhabitant knows
that morning on the Bosphorus is an entirely different delight from any other
neighbourhood’s, and the heart of the man who watches the lights of Istanbul from
the heights of Camlica at dusk is filled with a unique sadness. On moonlit nights, the
difference between Sariyer and the gulf of Blylkdere, only a hundred fathoms
further on, is as great as the difference between the open sea of Marmara and the
Bosphorus. With a few strokes of the oar the man whose daily bread is poetry leaves
his familiar dreamworld and enters a harsh, legendary Argonaut night. At any hour
of the day the lakes at Cekmece have a conpletely different beauty from the
neighbouring seashore.

These lakes by the open sea are just like a little song in the same mode
compared with a major musical composition like a Beste or Kér; as soon as the scale
changes how great the change in character!

The sun on the lakes that are like old-fashioned hand-mirrors resembles an
old master who enjoys using his talent only on landscape in relief; every reed, every
blade of grass, every wingbeat, all contours and colours dissolve in a single silver

gleam. /
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(SEGMENT 12) But the change goes even deeper; as in a mediaeval
landscape of a Book of the Hours, the work-patterns of human beings, their times of
idleness, their thoughts and despairs, differ according to place. / (SEGMENT 13)
I mitating Paris in a half-hearted way, Beyoglu reminds us of the poverty ofour lives;
the neighbourhoods of old Istanbul and Uskidar with their last vestiges of values
inherited from a self-sufficient world create, unknown to us, a wholeness of pirit,
and alter our dreams and desires. At Bogazici, in Uskidar, in Istanbul, face to face
with the Stleymaniye mosgue or the fortresses on the Bosphorus, on Vanikdy pier or
in a coffee-house a Emirgan we often become quite different people. Which
inhabitant of | stanbul, roaming the woodlands of Beykoz, or the hills behind Bebek,
hasn't longed for a rich studious solitude as a defence against the desiccating
demands of ‘ the real world’, and who hasn't donned, if only for one short moment, a
protective armour of steel?/

(SEGMENT 14) There is certainly no likeness between our thoughts as we
lean in contemplation against the walls of the Beyazit or Beylerbey mosgues, and
the thoughts induced by the riot of evening lights on the shores of Tarabya — a place
till alien to a part of us. In one, everything slips straight into our hearts and gives
rise to a nourishing sadness, in the other we are without any deep-rooted yearning. /

(SEGMENT 15) Around the little mosque, whose architectural quality is
rather suspect, we find the complete old Istanbul of our fathers. When we talk with
them, the people here now are not so very different from people in Tarabya but they
seemto have withdrawn into themselves and to be living in a dream of the past. The
young girl here is just like any other girl, bored with the emotional poverty of her
life, admiring the same filmstars and satisfying her appetite for life with cheap

newspaper installments, but she seems, if not more beautiful, nearer to us, and
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daughter of a different, richer world; for she inhabits streets and squares where we
imagine there are echoes of the music performed in all the little palaces and
summer-houses and villas from which we know Mahmud I witnessed magnificent
equestrian displays. /

(SEGMENT 16) “Even death wears a different face in these parts.”

As we contenmplate all these changes, an Istanbul is born that opens like a
rose, petal by petal, in our imagination. Every major city, of course, is more or less
like that. But Istanbul’ s special climate, the conflict between the north and south
winds, the various conditions of the soil, emphasize differences between
neighbourhoods thet are rare elsewhere.

Thus Istanbul continually exerts its magic influence over our imaginations. It
is natural to know the good and bad sides of the city where we were born and where
we now live. Istanbul has a certain artistic way of life, a delicacy of taste, a healthy
culture of its own. Everyone of its inhabitants is more or less a poet, for even if he
doesn’t create new forms intelligently and decisively, he lives inside an imaginary
magical drama that extends from history to daily life, from love to the dining-table.
When he thinks, “October and November are here, the blue-fish season will begin”,
or “It’s April. The Judas-tree blossom must be out along the Bosphorus”, he manages
to make the present moment into a legend. The people of old Istanbul lived only
inside this legend. For them the calendar was like Hesiod's Book of the Gods. Days
and seasons unrolled before their eyes in a dream-tate that took colour and smell
from their particular neighbourhoods./

(SEGMENT 17) A pity that the realm of poetry no longer rules our livesas in
the past. Now we are more often influenced by longings for foreign parts- Paris,

Hollywood — even for the Budapest and Bucharest of yesteryear — every day the
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lights of Istanbul grow just a little dimmer in our hearts. But the neighbourhood
guarters of Istanbul remain there complete and whole like one’s native country. One

day for sure the great rose of the past will summon us.
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APPENDIX F: SEGMENTATION OF THE ANALYZED SECTION FROM

TANPINAR'S “ISTANBUL” (PAUL DUMONTS TRANSLATION INTO

FRENCH)

(SEGMENT 1) Lorsque ' éais enfant, nous avions fait la connaissance,
guelque part en Arabie, d' une vieille femme. Elle tombait souvent malade et, des que
la fievre S emparait d’elle, elle énumérait dans son délire les sources d’ | stanbul :

- Circir, Karakulak, Chifa suyu, Hunkar suyu, Tachdelen, Sirmakes...
[footnote: Situées en différents endroits de la ville, ces sources sont, aujourd’ hui
encore, fort prisées. Elles portent des noms évocateurs: la petite source (Circir),
I'oreille noire (Karakulak), I'eau de guérison (Chifa suyu), I'eau du souverain
(Hunkar suyu), celle qui perce la pierre (Tachdelen), labrodeuse d or (Sirmakes)]

A mesure que ces nons S’ écrasaient sous sa langue, soudain aussi lourde que
du plomb fondu, et que ses lévres, tendues et seches s entrouvraient pour leur livrer
passage, Ses yeux éteints s’animaient, ses joues creuses S enplissaient d’ attention,
tout son visage s éclairait d’ une concentration intense, comme si elles écoutaient des
choses que nous ne pouvions entendre. Son gendre avait dit un jour a mon pere :

- C'est son remede, quelque chose comme untalisman... Des qu' elle a déliré
ainsi, elle va mieux.

Au cours de nos visites, combien de fois ne I'avais-je vue, alors que je me
trouvait a son chevet, se dégager des sommeils les plus confus, avec autant d’ efforts
que pour soulever la dalle de pierre de quelque caverne, rien que pour énumérer ces
noms magiques. Des branchages d’ un vert foncé obstruaient entiérement les fenétres
de la chambre afin de la protéger contre la chaleur et le simoun, créant des reflets

sombres qui semblaient surgir des profondeurs d’ un bassin empli d’ eau claire. Au fur

324



et a mesure que les noms de source tombaient dans cette pénombre, je me sentais
comme ensorcelé et leurs consonances <cintillantes éveillaient  dans mon
imagination d’enfant mille sortes de réves.

Je me croyais entouré de bruits d’eau, de vols de pigeons, de tintements
d écuellesd argent et de verresde cristal. Parfois, monréve se faisait plus concret, et
parmi les frissons que le délire de la vieille femme faisait passer sur ma peau j’ avais
I"impression de revoir les fontaines d’Istanbul que je connaissais, les porteurs d' eau
dont les outres noires et humides laissaient filtrer la sensation d’une fraicheur
onctueuse, la petite et modeste vasgque de notre quartier a laquelle une acacia
redonnait, chaque printemps, un air de jeune mariée. Parfois s'animait aussi devant
mes yeux le déluge de verdure de Bentler* ou nous n'étions allés gqu une seule fois,
et cette chambre ombreuse et d’ une clarté glauque se transformait alors —en partie
parce que je forcait mon imagination- en une Vvéritable piscine dans laquelle nous
nagions, la malade, moi-méme et ceux qui nous entouraient, comme d’étranges
p0i SSOIS.

J ignore ce que cette femme est devenue. Mais j’ai comme |’ obscur sentiment
qu elle s est métamorphosée, apres sa mort, en naiade.

C’est seulement bien des années apres que j’ai été en mesure de donner un
sens a ces invocations insolites qui faisaient de chaque point d’eau un objet de
nostalgie. /

(SEGMENT 2) Pour cette femme, Istanbul était la ville des sources fraiches,
limpides, bienfaisantes. / (SEGMENT 3) Exactement de la méme fagon qu’elle était
pour mon pére la ville des mosguées les plus splendides, la ville des chantres et des
muezzins aux belles voix. / (SEGMENT 4) La seule chose qui pouvait conduire ce

musulman de bon aloi a sinsurger contre le destin était la crainte de mourir loin
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d Istanbul. Dans I’ idée d’ un sommeil éternel de ce genre, tout lui semblait déplaisart,
et méme injuste, jusqu aux modes « étrangers » utilisés pour I'incantation du Coran. /

(SEGMENT 5) La diversité des visages qu une ville prend dans notre
imagination mérite réflexion. Les choses ne changent pas seulement selon les
individus, mais aussi d’ une génération a I’autre. 11 est certain que pour nos ancétres,
de déout de XVe siécle qui habitaient Uskiidar* ou Anadoluhisar*, Istanbul ne
représentait rien d’autre qu’une cité a conquérir et que losqu’ s la contemplaient le
soir, du haut des collines de Sultantepe* ou de Camlica*, ils songeaient aux trésors
des Césars d’orient que t6t ou tard ils se partageraient. / (SEGMENT 6) Par contre,
pour ceux qui naquirent apres la conquéte, Istanbul était I'orgueil de I'Empire et du
monde musulman tout ertier. lls sSen glorifiaient, ils vantaient ses beautés, ils
I’Ornaient chaque jour d’ un nouveau monument. A mesure qu’ils I'embellissaiert, ils
se sentaient eux-mémes devenir plus beau et plus nobles, comme S'ils s'étaient
regardés dans un miroir magique. /

(SEGMENT 7) Les hommes de Tanzimat*, eux, considérérent Istanbul d’'un
adl tout a fait différent. 1ls y voyaient le creuset d une nouvelle structure née de
I union de deux civilisations. /

(SEGMENT 8) Pour notre génération a nous, Istanbul est toute autre chose
gue ce qu elle était pour nos péeres. Elle ne se présente pas a notre imagination drapée
de lourds cafetans brodés de fils d’or. Nous ne la voyons pas non plus sous I' angle de
lareligion. L’image que nous nous en faisons varie selon nos états d’ ame, et la clarté
qui jaillit en nous a I'évocation de son nom est celle de nos souvenirs et de nos
nostalgies. /

(SEGMENT 9) Mais ce sentiment de nostalgie n'est pas seulement tourné

vers le passé et ne s'oppose pas obligatoirement aux modes de vie, aux mentalités
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actuels. 11 sagit d’ un sentiment tres complexe qui touche aussi, en partie, a nos réves
guotidiens de bonheur.

Cela est si vrai que c'est de cette nodtalgie, pouvons nous dire, gu émare le
visage «réel » d'Istanbul. Et c'est la ville elle-méme, qui entretient en nous ce
sentiment./

(SEGMENT 10) La véritable I stanbul, ¢ est-a-dire non seulement la ville des
minarets et des mosquées enfermée dans ses murailles mais aussi Beyoghlu*,
Uskidar*, le Bosphore, les lles*, les parages d Erenkoy*, de Bentler, de Cekmece*,
est constituée de paysages d’ une grande diversité ayant tous leurs beautés propres.
Ceux-ci éveillent en nous des sensations variées et nous font imaginer des styles de
vie constamment différents. /

(SEGMENT 11) Aussi est-il tout a fait naturel, pour un habitant d’ Istanbul,
de soupirer aprés un quartier de la ville différent de celui ou se déroule sa vie
quotidienne. Alors que vous étes en train de savourer a Goztepe* la fraicheur d’ un
matin d'été sous un arbre agité de bruissements, les moindres sensations, un
tressaillement imperceptible qui parcourt votre peau, ou une vision qui se fixe dans
VoS yeux, ou méme simplement une chanson enfantine suffisent a troubler votre
repos et vous appellent vers un village de Bosphore ou vous étiez encore la veille,
comme s il s agissait d’un monde tres lointain et trés différent. Tandis que vous étes
a Stamboul*, vaquant a vos affaires, vous éprouve le désir d’étre a Nichantachi* et,
si vous é&es a Nichantachi, se sont Eyiip et Uskiidar que vous souhaitez voir toutes
affaires cessantes. Parfois encore, vous restez tout simplement a I’endroit ou vous
Vous trouvez parce que tous les autres lieux s imposent a votre mémoire et vous

attirent en méme temps.
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Ces nogtalgies et ces soudaines envies d évasion tirent leur aliment des
beaytées de la nature, des cauvres d'art, des styles de vie et d une multitude de
réminiscences. Tout habitant d’ I stanbul sait bien que, sur le Bosphore, les premieres
heures du jour ont une saveur particuliére et qu’aucune tristesse ne ressenble a celle
qui emplit le coar lorsque I'on contemple les lumiéres de la ville, a la tombée du
soir, du haut des collines de Camlica. Par les nuits de lune la différence est aussi
grande entre la baie de BlyUkdere et le secteur de Sariyer*, a cent brasses de la,
gu entre les rives du Bosphore et celles de Marmara. |l suffit de quelques coups de
rame pour passer d’ un univers de réve aimable et chargé de poésie a une nuit sauvage
et mystérieuse, tour droit sortie de la légende des Argonautes. Les lacs de Cekmece
sont, a chagque heure du jour, d’ une toute autre beauté que les rivages marins qu' ils
avoisinent.

Ces modestes étendues d’eau situées auprés de la vaste mer sont comme de
petites chansons comparées aux amples compositions des musiques savantes. Et
combien les choses se métamorphosent dés que change latonalité !

A I'instar des maitres d’ autrefois, le soleil semble avoir mis tout son génie a
sculpter sur ces lacs pareils aux miroirs & main de jadis les moindres détails du
paysage. Chaque jonc, chaque herbe, chaque battement d'aile, de méme que les
contours et les couleurs, se fondent en une méme brillance d’argent. /

(SEGMENT 12) Mais les différences que I'on peut observer d’ un endroit a
I"autre sont plus profondes encore qu’il ne parait. Le travail des hommes et leurs
paresses, leurs pensées et leurs désespoirs changent selon les lieux, comme change le
spectacle des heures. / (SEGMENT 13) Tandis que Beyoghlu, dans son effort resté a
mi-course de ressenbler a Paris, nous rappelle I'indigence de notre vie, les quartiers

de Stamboul et d Uskidar, dépositaires des derniers vestiges d’ un univers qui se
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suffisait a lui-méme, suscitent en nous, a notre insu, une plénitude spirituelle et nous
poussent vers d’autres réves, dautres désirs. Il arrive fréguemment que nous
changions d’ idertité selon que nous sommes sur le Bosphore, a Usk tidar, a Stamboull,
devant la Slleymaniye*, du cbté des Chéteaux (footnote 2), aux débarcadére de
Vanikdy* ou dans le café d Emirgan*. Quel est I'habitant d Istanbul qui, se
promenant dans le bois de Beykoz* ou sur les pentes de Bebek*, n'a jamais aspiré a
une riche et laborieuse solitude, capable de le protéger contre les obligations
dévorantes du monde extérieur, et qui n'a revétu, ne serait-ce que pour un bref
instant, I’armure d’ acier d’ une telle retraite ? [Footnote 2 : || S agit des forteresses de
Anadolu hisari («Le chéteau d Anatolie ») et de Rumeli hisari (« Le chateau de
Roumélie »), placées I’ une en face de I'autre, sur chacune des rives du Bosphore. La
forteresse de Rumeli hisari fut bétie par le sultan Mehmet 1l en 1452, un an avant la
prise de Constantinople. Elle est beaucoup plus imposante que son pendart asiatique,
construit un demi siécle plus tét.] /

(SEGMENT 14) Il n'y a assurément rien de commun entre les choses
auxquelles nous pensons adossés aux murs de la mosquée de Beyazit ou celle de
Beylerbeyi* et les pensées qui nous envahissent a Tarabya*, dans I’ orgie des lueurs
vespérales, sur ce quai qu’ une partie de notre étre considere encore comme tellement
éranger & nous-méme. Dans un cas, tout nous touche, donnant naissance a une
tristesse nourriciére. Dans I autre nous sommes privés de cette féconde nostalgie. /

(SEGMENT 15) C'est que nous retrouvons dans cette petite mosguée
(footnote 3) d’'un golt architecturale passablement douteux la vraie ville de nos
peres, toute I'lstanbul d’antan. Lorsque nous parlons avec eux, les gens d'ici ne
paraissent pas tres différents, certes, de ceux de Tarabya, mais ils vivent comme

repliés sur eux-mémes, dans le sillage du passé. Cette jeure fille nourrit son esprit
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des mémes feuilletons médiocres que N’ importe autre jeune fille, elle aime et admire
les mémes vedettes de cinéma, elle souffre de la méme fagon de la banalité de son
existence, mais nous la trouvons sinon plus belle, du moins plus proche de nous
parce que, vivant dans ces lieux dont nous savons que Sy sont déroulées les
cavalcades somptueuses de Mahmud [1* et qui nous donnent I'impression de
conserver encore quelque chose des musiques dornt retentirent jadis ces palais et ces
villes, elle nous semble venir dun monde différent et d'une grande richesse.
[footnote 3 : 11 S agit probablement de la mosguée de Beylerbeyi a laquelle I'auteur a
fait allusion un peu plus haut.] /

(SEGMENT 16) Dans ces quartiers, méme la mort présente un autre visage.

Quand ces multiples aspects se présentent a notre esprit simultanément,
Istanbul s’épanouit dans notre imagination comme une rose souvrant feuille a
feuille. Certes, il en est a peu prés ainsi dans toute grande ville. Mais le climat
d Istanbul, les vents qui S'y livrent combat, les particularités de relief accentuent les
différences d’ un quartier & I’autre d’ une fagon tout a fait exceptionrelle.

Oui, Istanbul possede le pouvoir magique de faire travailler notre imagination
en permanence. Connaitre plus ou moins bien la ville ou I'on est né, ou I'on a vécu,
est chose naturelle. A Istanbul, cela devient une certaine finesse de golt, un art de
vivre et méme une culture d’ un genre particulier. Tout habitant d’ Istanbul est un peu
poéte, car méme si son intelligence et sa volonté ne lui servent pas créer de nouvelles
formes, il vit dans un monde magique surgi des jeux de I'imagination. Et cela vaut
aussi bien pour les choses du passe que pour tout ce qui touche a la vie
d aujourd’ hui, depuis les joies d’amour jusqu aux plaisirs de la table.

Se dire en soi-méme: «Les mois d'automne sont 14 la saison de lufer

(footnote 4) va bientét commencer », ou bien « Nous voici en avril, les arbres de
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Judée ont sans doute fleuri sur les collines de Bosphore », suffit a faire de cette
instant de vie un instant de Iégende. Toute I’ existence des Satmbouliotes d’ autrefois
se déroulaient a I'image d un conte. Pour eux, le calendrier était quelque chose
comme la Théogonie d’Hésiode. Les saisons €t les jours formaient a leurs yeux toute
une nébuleuse de phantasmes tirant sa couleur et son parfum des quartiers ou ils
vivaient. [footnote 4 : « Temnodon sauteur », un des poissons les plus répandus dans
les mers baignant | stanbul.] /

(SEGMENT 17) Il est dommage que cet univers de poésie ne joue plus dans
notre vie le méme role qu’ autrefois. Il a été remplaceé par les attirances étrangerers :
Paris, Hollywood —ou méme jusgua un passe assez récent, des villes comme
Budapest et Bucarest- ont peu a peu affaibli en nous les lumiéeres d’Istanbul. Mais
qu importe! Tous les quartiers de la ville sont encore 13, comme le reste de la patrie.

Et assurément, un jour, la grande rose du passé nous appellera a nouveau.
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APPENDIX G: SEGMENTATION OF THE ANALYZED SECTION FROM

PAMUK'S ISTANBUL, HATIRALAR VE SEHR (PAMUK’S TURKISH SOURCE

TEXT)

(Segment 1) Y kntiar n Huzni:

Tanp nar ve Yahya Kemal Kenar Mahallelerde /

(SEGMENT 2) Tanp nar ile Yahya Kemal btanbul’un iicra, uzak ve fakir semtlerine
birlikte uzun yuriyiislere ¢ karlard1 kinci Diinya Savasisrasnda Tanp nar bir kere
tek basmna gene o yerlerde, “Kocamustafapasa ile surlar aras ndaki o genis ve fakir
semtlerde” dolasrken bu yirlyuslerin kendisi i¢in ne kadar 6gretici oldugunu anlatr.
/ (SEGMENT 3) Buralar, Gautier’'nin de 1853’te yirlyUp sehrin hiiznind icinde
hissettigi yerlerdir. Tanp nar ile Yahya Kemal bu mahallelerde “mitareke yilarnda”
yurimeye baslamsslardL / (SEGMENT 4) Nerval ve Gautier’nin sehre gelisi ile, bu
iki Frans e arkadas yazar n eserlerini hayranlkla bilen, onlarn yolculuk kitaplarni,
btanbul hakk nda yazd klar ni¢ok dikkatle okumus bu en biyik iki Tirk yazarnn
bu uzak mahallelerde yiruyust arasindaki yetmis yida, Osmanli Devleti bitln
Balkan ulkelerindeki ve Ortadogu’daki topraklar ni kaybede kaybede, kigcile kigle
yok olmus, ktanbul’'u besleyen gelir kaynaklari kurumus, 6zellikle Balkanlarda
kurulan yeni devletlerin uygulad i1 etnik temizlikten kacan Musliman gé¢cmenlerin
btanbul’a ak n ak n gelmesine karsn yiizbinlerce Kisi de Birinci Diinya Savasr nda
6ldugu icin sehrin nifusu ve zenginligi artmamuti hic. / (SEGMENT 5) Tam tersi,
bu yetmis yida Avrupa ve Baticok biylk bir teknolojik ilerleme ve zenginlesme

yasarken ktanbul fakirlesmis, diinyadaki giiciini ve cekimini kaybettigi icin issiz ve
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ticra bir kent olmaya baslamstL / (SEGMENT 6) Ben ¢ocuklugumu bir biytk dinya
sehrinde degil, blyuk ve yoksul bir tagra sehrinde yasad g m 1 hissederek gecirdim. /
(SEGMENT 7) Tanpnarmn “Kenar Semtlerde Bir Gezinti” baslgila
anlattgrkendi ylriyisu ve daha ¢ok da Yahya Kemal’le beraber yapt klar ndan soz
ettigi yuriytslerde yalneca fakir ve ticra ktanbul’a, kenar mahallelere gitmek degil,
Tirkiye ve btanbul’un diinyada fakir ve ticra bir yer olmasma ruhsal bir hazrlk da
vard r. Kenar semtlerin bir manzara olarak kesfi, Turkiye’nin ve btanbul’un da kenar
mahalle olmas wla ilgilidir. / (SEGMENT 8) Tanp nar, benim de ¢ocuklugumda bol
bol gordigim yangn yerlerinden, harap eserlerden, ykk duvarlardan soz eder.
Sonra bu fakir ve ykntimahallede “nasisa ayakta kalmsbiyik ve ahgap bir Hamit
devri konagindan” gelen kadin seslerine (eski algkanlkla “harem cwitsr’ der
Tanp nar) dikkat kesilir ama yaznn kurdugu siyasi-kUltirel programa uygun olarak
bu seslerin Osmanlrdan degil, “bir corap fabrikasnda ya da dokuma tezgahnda”
calgan fakir sehirli kadnn modern calismasindan geldigini anlatr. Tanpnar’n
“hepimizin cocuklugumuzdan beri tandgmei’ soyledigi ve Ahmet Rasim’in
herhangi bir sayfas nda okudugumuzu hatrlatt g1 ve bir kosesinde “kiciik asma veya
salk m cardakligesmesi, giinese serilmis camasri, cocugu, kedisi kdpegiyle, mescidi
ve mezarlgiyla” kenar mahalledir burast Nerval ve Gautier okuyarak sehrin (cra
mahallelerinden , ykntiardan, izbelerden ve sehir surlarnn carp ci1 géruntistinden
ogrendigi melankoliyi, Tanpmnar yerli bir hizne cevirir ve bu huznl vyerli bir
manzaraya ve calsan modern kad nin hayatna ustalkla tasr. / (SEGMENT 9)
Yaptgiseyinanlamnn tam ne kadar fark ndayd ibilemeyiz. Ama kenar mahallelere,
sehrin ykntilarna, unutulmus bos sokaklarna, “izbe” dedigi yangmn yeri, yknty
imalathane, depo ve ykimakta olan ahsap konaklara 6zel bir gizellik ve anlam

yuklemeye calistginin fark ndayd 1 Clnki ayniyazda sdyle der Tanp nar:
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“Bu harap semtlerin macerasni bir sembol olarak goériyordum. Bir sehrin
sadece bir sentine bu yizl verebilmek icin ne kadar zaman ve ne kadar vaka, hadise
lazmd1 Kag fetih, ka¢c bozgun, kac¢ hicretle bu insanlar buralara gelmisler, hangi
ykislar ve yap islardan sonra bu goruntst alabilmigtiler?” /

(SEGMENT 10) Simdi, belki okurun da aklnikurcalayan su soruya bir cevap
verebiliriz: Osmanli Devleti'nin ykiisnn, btanbul’un Bati karsenda bir yandan
kendi kimligini kaybederken, bir yandan da fakir disusunun, bitin bu blylk
kay plarn uyand rd 51 melankoli- hiizin duygusu, sehre bu kadar baglibu iki blyuk
yazarda niye Nerval tarzi bir ice ¢ekilme, bu ice ¢ekilmeye denk disecek bir “saf
siir” (Yahya Kemal “halis siir” derdi) aray i yaratmad £ Nerval’in Aurélia’s nda,
askta kaybedince yukselen melankolinin, onun hayattakidiger faaliyetleri “kaba saba
oyalanmalar” diizeyine indirmesine neden oldugunu gérilyoruz. Nerval, btanbul’a
melankolisini unutmak i¢in gelmisti. (Fark na varmadan bu melankoliyi Gautier’ nin
sehre bak sna tasd1) Turk edebiyatnin yirminci yizyidaki en biyuk sairiyle en
biyik romancei olacak Yahya Kemal ve Tanpmar bu hizunli, tcra semtlerde
dolasrken sanki kaybettikleri seyleri ve melankoliyi daha da fazla iclerinde duymak
istiyorlard 1 Niye? /

(SEGMENT 11) Siyasi bir amaclari vardt ktanbul’un yk ntiari icerisinde
Tirk milletini ve Tirk milliyetcili§ini kesfetmek, biiyik Osmanli Imparatorlugu’nun
ykidgnyi ama onu yapan Tirk milletinin (Rumlary Ermenileri, Yahudileri, Kirtleri
ve diger aznlklari Tirkiye Cumhuriyeti Devleti’yle birlikte unutmaya hevesle
hazrdiar) hizinle de olsa ayakta durdugunu gostermek istiyorlardt Ama Turk
milliyetciligi fikrini, milliyetci olmalari gerektigini égrenir 6grenmez, glzellikten
yoksun otoriter bir soylem kullanan milliyetci Turk Devleti’nin ideologlar 1gibi degil,

emir ve zordan uzak bir “guzellik” ile gelistirmek istiyorlard1 Yahya Kemal Paris’te

334



Franse siirini ve edebiyatni tanwyarak on yi gegirmigti ve Tirk milliyetciliginin,
ancak “Batil1 gibi” disunerek, bu milliyetcilige uygun Bati tarzi bir imgeyle
“guzellestirilerek” yap abilecegini biliyordu. /

(SEGMENT 12) Osmanli Devleti’nin Birinci Dunya Savasrndan yenik
¢ckmasy btanbul’un Tanpnar’ n Sahnenin Disindakiler adli romanndaki degisiyle
“esir sehir” olmasy Bogaz’da, padisahn kald j1 Dolmabahge Sarayrnn 6ninde
demirleyen hgiliz ve Franse zrhllary ktanbul’un ve Anadolu’nun geleceginde
Turk kimliginin 6ne ¢karidmad 91 cesitli siyasi tasardar onlari Turk milliyetcisi
olmaya zorlamst1 (Heriki yilarda devletle iliskilerini kolaylastrarak onlarielgi ve
milletvekili yaptracak bu zorunluluktan, milliyet¢ci olmaktan, 6-7 Eylul gibi
Hristiyanlk ve Bati karski etnik siddet olaylarit karseinda sessiz durmaktan
sikayetci degildiler.) / (SEGMENT 13) Anadolu’da Yunanistan ordusuna karsisavas
slirerken, savasy siyaseti ve askerleri ¢ok da fazla sevmeyen Yahya Kemal
Ankara’ya gitmemis, Tanpnar’ n romannn baslgjnda ima etti§i gibi, tanbul’da
“sahnenin dsnda” kalmes ve bir yandan gecmis Tirk zaferlerini anan giirler
yazarken, bir yandan da bir “Tirk btanbul” imgesi gelistirmeyi Uzerine vazife
edinmigti. Yahya Kemal’in basaryla tamamlad g1 bu siyasi programn edebi yany
Farisi edebiyattan devralnm s geleneksel siir bicimleri ve dlculeri (aruz) ile yazip
konusulan Turk¢enin havasni ve edasni birlestirmek ve Turk milletini blyuk
zaferler kazanmis ve bulylk eserler vermis blylk bir millet olarak anlatmakti
btanbul’u milletin en biyik eseri olarak gostermesinin ki amaci vardr Birinci
Diinya Savasfindan sonra, Mitareke yilarnda eger btanbul bir Bati sdmirgesi
olacaksa, bu sehrin yalne Ayasofya ve Kiliselerle hatrlanan bir yer olmadgny
btanbul’un “Tirk” kimliginin de gdz oninde tutulmasi gerektigini somiirgecilere

anlatmak. Kurtulus Savasrndan ve Turkiye Cumhuriyeti’nin kurulmasndan sonra
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ise Yahya Kemal btanbul’un Tirkliguniin altni “yeni bir millet olmaya” calisid i1
icin giziyordu. Her iki yazarn da btanbul’un kozmopolit, ok dilli, cok dinli yanni
gormezlikten gelen, btanbul’un “Tirklestirilmesine” ideolojik destek veren “Tirk
btanbul” adl1uzun makaleleri vardr. /

(SEGMENT 14) Tanp nar, yillar sonra yazd gibir yazda “Biz ac 1 mitareke
senelerinde mazideki eserlerimize nasil sarimistk!” diye hatrlar. Yahya Kemal de
“btanbul Surlarnda” baslkli bir yazenda, ayni yillarda 6grencileriyle Topkap
tramvaymna binip “Marmara’dan Hali¢’e kadar kule kule, dis dig, g6z alabildigine
giden surun yanndan” ydradugund, “yekpare dismus duvar kitlelerinin” Gstlinde
oturup dinlendigini anlatr. Etanbul’un bir Tiirk sehri oldugunu kanklamak icin bu
iki yazar “turistik” Bati 1 gozlemcinin altnicizdigi sehrin uzaktan goziken siluetiyle,
camiler ve Kkiliselerle yapimis golgesiyle yetinemeyeceklerinin fark ndayd iar.
Lamartine’den Le Corbusier’ye kadar bitln yabanc 1 gdzlemcilerin dikkat ettigi siluet
(Ayasofya’nin da hakimiyeti yizinden) Tirk ktanbul’un etrafnda toplanabilecegi
“milli” bir imge degil, kozmopolit bir glizellikti. Yahya Kemal ve Tanpmnar gibi
milliyetci ktanbullularn yenik, ezik, yoksul ktanbul’'un Mdusliman nifusunu
vurgulayacak, onun varlgni ve hala kimligini hi¢ kaybetmeden yasadgni
kantlayacak ve kayp ve yenilgi duygusunu ifade edecek bir guzellige ihtiyaclari
vardL Bu ylzden kenar mahallelere yuriyuslere ¢ktilar, sehirde yasayan insanla
eskinin, yk mtnn, gecmisin hiziinle bulustugu gtizel gorintuleri arad dar ve Gautier
gibi gezginlerin yetmis yi dnce kesfettigi (ve ¢ok iyi okuduklari) melankolik kenar
mahalle manzaralarni buldular. Bitin milliyetgiligine ragmen Tanpnar Bati bir
gezgin bakewla kimi zaman “pitoresk”, kimi zaman da “peyzaj” dedigi kenar

mahallelerin geleneksel, bozulmams ve Batieksenine girmemis bu yannianlatmak
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icin “harapty, fakir ve bicareydi, fakat kendine gore bir hayati ve Gslubu vard i’ diye
yazmusti/

(SEGMENT 15) Parisli iki arkadas sair-yazardan, btanbullu iki arkadas sair-
yazarn OsmanliDevleti’nin y Kk id g1 ve Turkiye Cumhuriyeti’nin kuruldugu yilarda
etkilenmesinin milliyetcilik, ykmm, Batdidasma, siir, manzara iplerle teker teker
orulmis hikayesini dugim digim anlatmaya calstm. Bazi ipleri istemeden
dolayarak ortaya ¢karmaya calstgym bu hikayenin sonunda btanbullularn daha
sonra yaygnlast rarak benimseyecekleri bir fikir, bir hayal ¢ ktiortaya. ilk kaynagni
sehir surlarnda ve civarnda ssk, izbe ve yoksul mahallelerden alan bu hayale
“ykntlarn hizni” demek, bu hiznin en iyi hissedildigi sehir manzaralarna da,
dar dan bakan birinin bak s a¢syla (Tanp nar gibi) pitoresk demek uygun olacak.
0k olarak pitoresk manzarada bir giizellik olarak kesfedilen hiiziin, ktanbullularn

kayp ve yoksullasma ytizinden daha yuz yil yasayacaklarthiizne denk distyordu.
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APPENDIX H: SEGMENTATION OF THE ANALYZED SECTION FROM

PAMUK'S ISTANBUL, HATIRALAR VE SEHIR (MAUREEN FREELY’S

TRANSLATION INTO ENGLISH)

(Segment 1) The Melancholy of the Ruins:

Tanpnar and Yahya Kemal in the City’s Poor Neighborhoods /

(SEGMENT 2) Tanpmnar and Yahya Kemal took long walks together through
Istanbul’s poorest sections. Revisiting them on his own during the Second World
War, Tanp nar recalled how much he had learned strolling earlier through “those vast
impoverished neighborhoods between Kocamustafapasa and the city walls.” /
(SEGMENT 3) These were the neighborhoods in which Gautier sensed the gloom
that had fallen over the city by 1853; Tanpmnar and Yahya Kemal began their
excursions during the humiliating “armistice years.” /

(SEGMENT 4) When these two great Turkish writers set out on their first
walk, seventy years had passed since the visits of Nerval and Gautier, the two French
friends whose works they so admired; during that time the Ottoman Empire had
slowly lost its territories in the Balkans and the Middle East, growing smaller and
smaller until it finally disappeared; the source of income that nurtured Istanbul dried
up; despite the steady steam of Muslim refugees fleeing from the ethnic cleansing in
the new Balkan republics, the death toll of the First World War ran into the hundreds
of thousands, so both the city’ s population and its wealth were much diminished.
During the same period, Europe and the West were getting richer, thanks to huge
technological advances. / (SEGMENT 5) As Istanbul grew even poorer, it lost its
importance in the world and became a remote place burdened with high
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unemployment. / (SEGMENT 6) As | child | had no sense of living in a great world
capital but rather in apoor provincial city. /

(SEGMENT 7) When Tanpnar wrote “A Stroll Through the City's Poor
Neighborhoods”, he was not just describing his own most recent visit and his earlier
walks. His purpose was more than merely to reacquaint himself with the poorest and
most remote areas of Istanbul; he was attempting to accustom himself to the fact of
living in an impoverished country, in acity that no longer mattered in the eyes of the
world. To explore the poor neighborhoods as a landscape, then, was to address the
reality that Istanbul and Turkey were themselves poor neighborhoods. /

(SEGMENT 8) Tanp nar wrote at length about burned-out streets, the ruins,
and the crumbling walls familiar to me as a child. Later during his stroll he hears
women’s voices (out of habit Tanpmnar refers to this as the “chirping of harem”)
coming from “a big wooden mansion from the Abdulhamit period that is only just
managing to stay in one piece,” but in keeping with the political-cultural program he
has set himself, he is obliged to explain that these are not Ottoman sounds but rather
those of poor women working in the city’s new cottage industries — “a stocking
factory or a textile weaving shop.” On every page, Tanp nar repeats the phrase “as
we' ve all known since childhood”; he describes a neighborhood Rasim once
mentioned in a column as “a fountain shaded by a trellis of vines or grapes, clothes
hanging in the sun to dry, cats with dogs, little mosques and cemeteries.” The
melancholy Tanpmnar first discovered in Nerval’s and Gautier’s arresting
observations about the poor neighborhoods, the ruins, dingy residential districts, and
city walls, he transforms into an indigenous hiiziin through which to apprehend a
local landscape and, most particularly, the everyday life of a modern working

women./

339



(SEGMENT 9) We cannot know if he was fully aware of doing this. But he
was aware that the burned-out lots, workshops, depots, and ramshackle wooden
mansions he found in the crumbling and forgotten empty streets of these “isolated”
sections carried a special beauty and significance. Because in the same piece,
Tanp nar writes:

“l see the adventures of these ruined neighborhoods as symbolic. Only time
and the shocks of history can give a neighborhood such a face. How many conquests,
how many defeats, how many miseries did its people have to suffer to create the
scene before us?” /

(SEGMENT 10) We can give an answer that is probably already nestling in
the reader’s mind: If people were preoccupied by the destruction of the Ottoman
Enmpire and the decline of Istanbul in the eyes of Europe, onthe one hand, and onthe
other by the melancholy-htzin that all great losses awaken, why did they not
transform their Nervalian suffering into the sort of “pure poetry” to which it was so
well suited? InNerval’a Aurelia, when he loses his love and his melancholy darkens,
we can understand his claim that there is nothing left to life but “vulgar distractions.”
Nerval came to Istanbul to leave his melancholy behind. (Without knowing it,
Gautier allowed this melancholy to seep into his own observations.) When Tanp nar,
Turkey’s greatest twertieth-century novelist, and Yahya Kemal), its greatest
twentieth century poet, strolled together through the city’s poor neighborhoods, they
did so to feel their losses and their melancholy all the more keenly. Why? /

(SEGMENT 11) They had a political agenda. They were picking their way
through the ruins looking for signs of a new Tukish state, a new Turkish
nationalism: The Ottoman Empire might have fallen, but the Turkish people had

made it great (like the state, the two were happy to forget the Greeks, the Armenians,
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the Jews, the Kurds, and many other minorities) and they wanted to show that though
suffused in melancholy they were still standing tall. Unlike the ideologues of the
Turkish state who expressed their nationalism in unlovely and unadorned
authoritarian rhetoric, they expressed their patriotism in a poetic language far
removed from decrees and force. Yahya Kemal had spent ten years in Paris studying
French poetry; “thinking like a Westerner,” he longed for a western-style image that
would make nationalism “look more beautiful”. /

(SEGMENT 12) When the Ottoman Empire emerged defeated from the First
World War, the Allies occupied Istanbul, and French and English battleships were
sitting on the Bosphorus in front of Dolmabahge Palace, there were various political
projects in play that did not put Turkish identity at the forefront. / (SEGMENT 13)
While the war was raging in Anatolia with Greek army, Y ahya Kemal, who was not
very fond of war, politics, or armies, stayed away from Ankara. He choose to remain
“offstage” in Istanbul, where he devoted himself to poetry about past Turkish
victories and also to creating an image of “Turkish Istanbul.” The literary aspect of
his successful political program was to use traditional poetical forms and metrical
rules (the aruz) in such a way as to evoke manners and atmosphere of spoken
Turkish, while also confirming the Turks to be a people who had seen great victories
and produced great works. / (SEGMENT 14) In presenting Istanbul as the people's
greatest work of art, he had two aims. First, if, following the First World War, during
the armistice years, | stanbul was to became a colony of the We<t, it was important to
explain to the colonizers that this was not just a place to be remembered for Hagia
Sophia and its churches; they had to be made aware of the city’ s “Turkish” idertity.
And second, after the War of I ndependence and the founding of the Republic, Yahya

Kemal emphasized Istanbul’s Turkishness to herald “the creation of a new nation.”
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Both writers wrote long articles that overlooked Istanbul’s multilingual,
multireligious heritage to support this “ Turkification”. /

(SEGMENT 15) Tanp nar recalls this in a piece he wrote many years later
entitled “How We Enmbraced the Great Works of Our Past During the Painful
Armistice Yeard!”. In an essay entitled “On the City Walls of Istanbul,” Yahya
Kemal recounts how he and his students boarded the tramway at Topkap 1and walked
“from the Marmara to the Golden Horn along the walls, whose towers and
crenelations spread as far asthe eye could see,” and paused to rest on “great lumps of
fallen wall.” To prove that theirs was a Turkish city, these two writers knew it was
not enough to describe the skyline so beloved of western tourists and writers, or the
shadows cast by its mosgues and churches. Dominated as it was by Hagia Sophia, the
skyline noted by every western observer from Lamartine to Le Corbusier could not
serve as a “national image” for Turkish Istanbul; this sort of beauty was too
cosmopolitan. Nationalist istanbullus like Yahya Kemal and Tanp nar preferred to
look to the poor, defeated, and deprived Muslim population, to prove they had not
lost one bit of their identity and to satisfy their craving for a mournful beauty
expressing the feelings of loss and defeat. This is why they went out on walks to poor
neighborhoods in search of beautiful sights that endowed the city’s dwellers with the
hiiziin of the ruined past; they found it by following the footsteps of Gautier. All his
nationalist fervor notwithstanding, Tanpmar sometimes resorted to words like
“picturesque” and “paysage”’; to convey these neighborhoods as traditional,
unspoiled, and untouched by the West, he wrote that “they were ruined, they were
poor and wretched,” but they had “retained their own style and their own way of

life.” /
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(SEGMENT 16) So thisis how two friend living in Istanbul —one a poet, the
other a prose writer — to weave together astory from the fall of the Ottoman Empire:
the nationalism of the early republican years, its ruins, its westernizing project, its
poetry, and its landscapes. The result of this somewhat tangled tale was an image in
which ktanbullus could see themselves and a dream to which they could aspire. We
might call this dream — which grew out of the barren, isolated, destitute
neighborhoods beyond the city walls — the “melancholy of the ruins,” and if one
looks at these scenes through the eyes of an outsider (as Tanp nar did) it is possible
to see them as picturesque. First seen as the beauty of a picturesque landscape,
melancholy also came to express the sadness that a century of defeat and poverty

would bring to the people of Istanbul.
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APPENDIX |: SEGMENTATION OF THEANALYZED SECTION FROM

PAMUK'S ISTANBUL, HATIRALAR VE SEHIR (JEAN-FRANCOIS PEROUSE,

VALERIE GAY-AKSOY AND SAVAS DEMIREL’S TRANSLATION INTO

FRENCH

(SEGMENT 1) La mélancolie des ruines :

Tanp nar et Yahya Kemal dans les faubourgs /

(SEGMENT 2) Tanpmnar et Yahya Kemal sortaient ensemble faire de longues
promenades dans les quartiers isolés, lointains et pauvres d'Istanbul. A I'éoque de
la Seconde Guerre mondiale, lors d une promenade solitaire dans ces mémes
endroits, «dans ces quartiers vastes et miséreux entre Kocamustafapasa et les
remparts », Tanp nar raconte combien ces deambulations étaient instructives pour
lui. / (SEGMENT 3) Ce sont les lieux ou Gautier, qui les avait arpentés en 1853,
avait profondément ressenti la mélancolie de la ville. Tanpmar et Yahya Kemal
avaient commencé a se rendre dans ces quartiers pendant «les années de
I’armistice ». / (SEGMENT 4) Au cours des soixante-dix ans qui séparent la venue
de Nerval et Gautier a Istanbul et les promenades dans ces quartiers périphériques
des deux plus éminents écrivains turcs, fervents admirateurs des cauvres des deux
écrivains francais et lecteurs attentifs de leurs récit de voyage et de leurs textes sur
Istanbul, I'Empire ottoman, perdant peu a peu tous ses territoires dans les pays des
Balkans et au Moyen-Orient, avait périclité, les sources de revenus alimentant
Istanbul s'éaiert taries, et I'afflux permarents d’ immigrants musulmans fuyant le
nettoyage ethnique pratiqué par les nouveaux états fondés dans les Balkans n'avaient
en rien accru lapopulation et larichesse de la ville dont la Premiére Guerre mondiale
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avait emporté des centaines de milliers d’ habitarts. / (SEGMENT 5) A I'inverse de
I’ Europe et de I'Occident, qui durant ces soixante-dix ans connurent un grand essor
technologique et matériel, Istanbul s était appauvri, et ayant perdu sa puissance et
son rayonnement dans le monde, commenca a devenir une ville en proie au chdmage
et isolée sur la scéne du monde. / (SEGMENT 6) Jai passé mon enfance avec le
sentiment de vivre non dans une des grandes villes du monde, mais dans une grosse
et indigente bourgade de province. /

(SEGMENT 7) Dans son parcours solitaire, que Tanpnar raconte dans Une
périple dans les faubourgs, et plus encore dans ses promenades en compagnie de
YahyaKemal, il se dispose non seulement adécouvrir la ville miséreuse et isolée des
quartiers excentrés, mais aussi a constater que la Turquie et Istanbul sont un coin
pauvre et retiré du monde. La découverte des faubourgs en tant que paysage reflete
cet éat de banlieue du monde de la ville et du pays. / (SEGMENT 8) Tanp nar
évoque les endroits dévastés par les incendies, les monuments enruine et les vestiges
des remparts que j’ai moi aussi beaucoup vus dans mon enfance.

Puis, dans ce quartier pauvre et délabré, son attention est ensuite attirée par
les voix des femmes (un «bruissement de harem», dit Tanpmnar a la maniere
ancienne) provenant d'un «grand konak en bois de la période hamidienne, resté
debout on ne sait comment », mais en adéquation avec la thématique politico-
culturelle sur laguelle est construit son texte, il explique que ces voix ne sont pas
I’écho des Ottomans, mais proviennent du labeur moderne de pauvres citadines
travaillant « dans une usine de chaussettes ou sur un métier a tisser ». Cet endroit et
I’un des faubourgs «qgue nous connaissons tous depuis |’enfance », comme le dit
Tanp nar, et que la lecture de n’importe quelle page d’Ahmet Rasim rappelle a notre

souvenir, «avec sa fontaine recouverte d’ une petite tonnelle ou de vigne vierge, son
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linge étendu au soleil, son enfant, son chat et son chien, sa petite mosquée et son
cimetiére » La mélancolie, que la lecture de Nerval et de Gautier lui a appris a
percevoir dans les quartiers retirés de la ville, les vestiges délabrés, les coins déserts
et les images saisissantes des remparts, Tanpmnar la transforme en une tristesse
autochtone et la transfére avec talent sur un paysage local ou la vie d’ une femme
moderne au travail. /

(SEGMENT 9) Dans quelle mesure était-il conscient de ce qu'il faisait,
difficile de le savoir, toujours est-il qu'il avait parfaitement conscience de tenter de
donner une beauté et une signification particuliéres aux faubourgs, aux vestiges
délabrés de la ville, aux rues dépeuplées et oubliées dévastées par les incendies, aux
ruines, aux fabriques, aux dépdts et aux maisons en bois partant a vau-I’ eau. Car dans
le méme texte, Tanp nar déclare :

« L’aventure de ces quartiers en ruine m’apparaissaient comme un symbole.
Combien de temps, d’incidents et d événements avaient-ils fallu pour donner a un
seul quartier d' ure ville ce visage ? A la suite de combien de conquétes, de défaites
et de migrations ces gens étaient-ils venus jusque-1a, apres quels effondrements et
redressements avaient- ils pu prendre cet aspect ? » /

(SEGMENT 10) Nous sommes dés lors en mesure d’apporter une réponse a
cette question qui taraude peut-étre aussi le lecteur : pourquoi le sentiment de
tristesse-mélancolie éveillé par la chute de I'Empire ottoman, la pauvreté dans
laguelle s enfoncait Istanbul par ailleurs en perte d’ identité face a I'Occident, n-at il
pas provoqué ches ces deux grands écrivains, si attachés a la ville, un repli sur soi a
la Nerval, et de pair avec ce renfermement, la recherche d’ une poésie « uniquement
poésie » («pure poesie », disait Yahya Kemal ) ? Dans I'Aurélia de Nerval, nous

voyons la mélancolie qu’ accroit I’échec amoureux rabaisser toutes les autres activités
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de sa vie aurang d «enivrements vulgaires ». Nerval était venu a Istanbul pour
oublier sa mélancolie. (Et, sans s en rendre compte, il imprégna de cette mélancolie
le regard de Gautier sur la ville)) On dirait qu en arpentant ces quartiers tristes et
lointains Yahya Kemal et Tanpmar, qui deviendront les plus grands poeétes et
romanciers de la littérature turque du XXe siecle, cherchaient a éprouver de maniere
plus profonde encore la mélancolie et les choses qu' ils avaient perdues. Pourquoi ? /

(SEGMENT 11) C'est qu’ilsavaient un but politique : ils voulaient découvrir
dans les décombres d’ Istanbul le peuple et le nationalisme turcs et montrer que le
grand Empire ottoman s était certes effondré, mais que le peuple turc qui le
constituait (ce que les Rum, les Arméniens, les Juifs, les Kurdes et les autres
minorités éaient tout disposés a oublier avec la République), méme accablé de
tristesse, n' étaient pas encore abattu. Mais ils tenaient a développer cette idée en la
parant d’ une «beauté » absente de la phraséologie lourde et autoritaire utilisée par
les idéologues de I'Etat turc nationaliste, de ce concept de nation et de la nécessité
d'y adhérer peine intégrés. Yahya Kemal avait passe dix ans a Paris au contact de la
poésie et de la littérature francaises, et il savait que le nationalisme turc ne pourrait
exister gqu’'a la condition de penser « comme un Occidental », et de le «sublimer »
avec une représentation adaptée et inspirée de I’ Occident. /

(SEGMENT 12) La défaite de I'Empire ottoman dans la Premiére Guerre
mondiale, I'éat de «ville prisonniére » d’Istanbul (selon I’expression de Tanp nar
dans sonroman Ce qui sont en dehors de la scene), la présence des cuirasses francais
et britanniques sur le Bosphore, devant le palais de Dolmabahce ou résidait le sultan,
et divers projets politiques ne favorisant pas a I' avenir | identité turque a Istanbul et
en Anatolie les contraindront & adhérer au nationalisme turc. (Les années suivantes,

cette contrainte qui facilita leurs rapports avec Etat et les mena au fonctions
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d ambassadeur et de député, leur nationalisme, leur silence face a des violences
ethnigues antichrétiennes et antioccidentales, comme celle du 6-7 septembre, ne
firent I’objet d’ aucune plainte.) / (SEGMENT 13) Tandis que la guerre se poursuivait
contre I'armée grecque en Anatolie, Yahya Kemal, qui n'éprouvait pas un
enthousiasme immodéré pour la guerre, la politique et les soldats, ne partit pas
rgoindre Arkara; il resta a Istanbul, «en dehors de la scéne» comme le dit
Tanpnar dans le titre de son roman, et, tout en écrivant des poémes évoquant les
victoires turques du passg, il s'attelait a développer I'image d’un «Istanbul turc ».
L’agpect littéraire, que Yahya Kemal développa avec succes, de ce projet politique
fut de méler les formes poetiques traditionnelles et la métrique (aruz) héritées de la
littérature persane a la couleur et au style du turc écrit et parlé, et de décrire le peuple
turc comme un grand peuple ayant fait de grandes congquétes et produit de grandes
cauvres. /| (SEGMENT 14) En présentant la ville d’'I stanbul comme I’ cauvre la plus
grandiose quait réalise le peuple, Yahya Kemal avait deux objectifs: apres la
Premiere Guerre mondiale, pendant les années d’armistice, montrer aux occupants
que si jamais Istanbul devait devenir une colonie occidentale, cette ville n'était pas
un lieu dont on se rappelle seulement pour Sainte-Sophie et les églises, mais que son
identité turque était également a prendre en compte. Quant aux années suivant la
guerre d’I ndépendance et la fondation de la République, ¢’ était pour souligner que le
peuple turc d’Istanbul s efforcait de «devenir une nouvelle nation ». chacun de ces
deux écrivains a écrit de longs articles « Istanbul turc », apportant un soutien
idéologique a la «turquification » d’Istanbul, en passant outre son c6té cosmopolite,
multilingue et multiconfessionnel. /

(SEGMENT 15) « Comme nous avons embrasse nos ceuvres du passe,

pendant ces douloureuses années d armistice ! », se souvient Tanpnar des années
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plus tard. Yahya Kemal également, dans un texte intitulé «Sur les remparts
d'Istanbul », raconte avoir pris a la méme époque le tramway de Topkap 1 avec ses
étudiants, avoir marché «le long des remparts profilant a perte de vue, de la
Marmara a la Corne d'Or, leurs tours et leurs créneaux », et S étre reposé sur « les
blocs entiers de murs éboulés ». pour prouver qu’ Istanbul était turc, ces deux auteurs
étaient conscients qu’ ils ne pourraient pas, come tant d’observateurs «touristiques »
occidentaux, se contenter du panorama da la ville vue de loin avec sa silhouette
hérissée de minarets et d' églises. La silhouette a laquelle avaient succombé tous les
observateurs étrangers, de Lamartine a Le Corbusier, n’'était pas (a cause de la
dominance de Sainte-Sophi€) une image « nationale » autour de laquelle pourrait se
rassenbler tout I'lstanbul turc, mais demeurait une beauté cosmopolite. Comme
Yahya Kemal et Tanpmnar, les Stambouliotes nationalistes avaient besoin d’une
beauté empreinte de tristesse, mettant I'accent sur la population musulmane vaincue,
écrasée et pauvre d' Istanbul, démontrant que cette population subsistait sans avoir
rien perdu de son idertité, et exprimart le sentiment de déchéance et de la défaite.
C’est pour cela qu'ils se rendirent dans les faubourgs, en quéte d’ images esthétiques
rassemblant dans une méme tristesse les habitants de la ville, I’ancien, le délabré et le
passe, et retrouverent les paysages mélancoliques des quartiers périphériques que des
promeneurs comme Gautier avaient découverts soixante-dix ans auparavant. Pour
décrire I'aspect traditionnel, intact et resté en dehors de I' influence de I' Occident de
ces faubourgs, qu Avec le regard d’ un promeneur occidental, en dépit de tout son
nationalisme, il qualifiait soit de « pittoresgue » soit de « paysage », Tanp nar écrit :
«C’était une ruine, pauvre et pitoyable, mais il y avait néanmoins une vie et un

caractere indéniables. »/
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(SEGMENT 16) Jai essayé de retracer I' histoire de I'influence de ces deux
amis poetes et écrivains parisiens sur les deux amis poetes et écrivains stambouliotes
a I'époque de la chute de I' Empire ottoman et de la fondation de la République de
Turquie, en dénouant un a un les fils qui la tissent: les themes comme le
nationalisme, I'effondrement, |’occidentalisation, la poésie, les vues de la vie. A
travers cette trame complexe que j’ai tenté de faire apparaitre au risque de voir les
fils Sentreméler parfois, une idée, une vision que les Stambouliotes allaient
S approprier en la généralisant, se fait jour. Qualifier de « mélancolie des ruines »
cette vision —qui prend initialement sa source dans les remparts de la ville et les
quartiers déserts, reculés et pauvres des environs —et, du point de vue d un regard
extérieur (comme Tanp nar), de « pittoresque » les paysages urbains ou on la ressent
le plus, me semble assez approprié. La tristesse mélancolique, d’abord découverte
comme une beauté émanant d images pittoresques, coincidait, parfaitement avec
celle que vivraient encore une cent ans les Stambouliotes, a cause du déclin er de

I appauvrissemert.
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