T.C.
DOKUZ EYLUL UNIVERSITESI

SOSYAL BILIMLER ENSTITUSU
MUTERCIM-TERCUMANLIK ANABILIM DALI
INGILIZCE MUTERCIM-TERCUMANLIK PROGRAMI
YUKSEK LISANS TEZI

FROM MOVIE/SCRIPT TO NOVEL:
TRANSLATED POPULAR CINEMA NOVELS
IN TURKEY FROM 1944 TO 1957

Ceyda OZMEN

Damsman
Yrd. Do¢. Dr. Mlge ISIKLAR KOCAK

2010



Y emin Metni

Yiksek Lisans Tezi olarak sundugum “From Movie/Script to Novel:
Translated Popular Cinema Novels in Turkey from 1944 to 1957” adl1 ¢aligmanin,
tarafimdan, bilimsel ahlak ve geleneklere aykir1 disecek bir yardima basvurmaksizin
yazildigim ve yararlandigim eserlerin kaynakcada gosterilenlerden olustugunu,

bunlara atif yapilarak yararlanilmis oldugunu belirtir ve bunu onurumla dogrularim.

Tarih
12/08/2010
Ceyda OZMEN

imza



OZET
Yiksek Lisans Tezi
Filmden/Senaryodan Romana:
Turkiye'de Ceviri Sinema Romanlar (1944-1957)
Ceyda OZMEN

Dokuz Eylil Universites
Sosyal Bilimler Enstitisi
M dtercim Tercimanhk Anabilim Dalh

ingilizce M itercim Terclimanhk Y iiksek Lisans Program

Dunyada ceviri tzerine yapilan calismalarda, film ve geviri iliskis altyazi
ve dublaj konulariyla simirlh kalmakta; Turkiyede ise filmler ceviri
arastirmalarinda cok az yer bulmaktadir. Her iki durumda da ceviri edebiyat
ile snema arasindaki yakin iliski goz ardi edilmektedir. Bu tezin amac, geviri
populer edebiyat ve sinema arasindaki iliskileri sorunsallastirmak ve yabanc

filmlerin ceviri populer edebiyati etkiledigini ortaya ¢ikar maktir.

Bu calhismada, erken Cumhuriyet donemi Turkiyes’'nde 0zel
yayinevlerinin gogunun seyircinin filmlere olan ilgisinden faydalanmak istedigi
ve bu amagla bir cok ceviri sinema roman yayimladigi bulgulanmistir. Ceviri
sinema romanlar ile yabana filmler arasindaki karmasik iliskinin incelenmes
icin bir ssniflandirma 6nerilmis ve farkh gruplar altina giren, farkhh zamanlarda
basilmis (1944 ve 1957) iki ceviri sinemaroman, barindir diklari karmasik geviri
yapilarim analiz etmek icin inceleme konusu olarak segilmistir. Bu romanlari
olusturulduklar1 baglamdan soyutlamamak icin 1933 ve 1960 arasinda
yayimlanmis olan ceviri ve yerli populer sinema romanlardan meydana gelen
bir veri tabam olusturulmus ve bu veri tabanminin €lestirel incelemes
yapilmistir. TUm bunlarin sonucunda; Turkiye'de ilk defa yapilan bu ¢alisma,
erken cumhuriyet doneminde yabana filmlerin -Tilrkiye de gosterilsin ya da
gosterilmesin- ceviri populer edebiyat1 etkiledigini, Turk edebiyatina yeni bir

tir —sinema roman- kazandircigim ve Turk kultlr repertuarina farkl ceviri



tammlary getirdigini ortaya koymustur. Bununla birlikte, bu tez erken
Cumhuriyet doénemi ceviri tarihi ile ilgili Turkiye'de yapilan calismalari
tamamlayia nitelikte olup, ceviri sinema romanlari ceviribilimin arastirma
konusu olarak sunmustur.

Anahtar Kelimeler: Ceviri Sinema Roman, Sinema Roman, Kultlr Repertuari,
Populer Edebiyat.
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Resear ches on the relationship between film and translation are mostly
restricted to subtitling and dubbing in the world; as for Turkey, films are
hardly subjects of trandation studies. In any case, the close relationship
between trandated literature and cinema is disregarded. This thesis, by
problematizing the relations between foreign films and novels, aims to reveal

that foreign films areinfluential on transated popular literature.

In the present study, it isdiscovered that in the early republican Turkey,
many private publishers wanted to capitalize on the popularity of films and
published numerous cinema novels. A classification is proposed for analyzing
the complex relations between translated cinema novels and foreign films. Two
trandated cinema novels which fall under different groups and were published
in different years (1944 and 1957), are taken as case studies with a view to
explore the complex trandation practices they harboured. In order to
contextualize the novels, a database including translated and indigenous cinema
novels published between 1933 and 1960 is established and its critical analysisis
provided. As a result; this study, which will be the first in Turkey, concludes
that in the early republican Turkey, foreign films —whether screened or not-
influenced the translated popular literature; introduced a new genre —cinema
novel- to Turkish literature and brought diverse aspects of trandation into

Turkish culture repertoire. Moreover; being complementary to the studies of



trandation which focus on the early republican Turkey, this thesis presents
trandated cinema novels as a reseach subject for trandation studies.

Key Words: Trandated cinema novel, cinema novel, culture repertoire, popular
literature.
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INTRODUCTION

Cinema has been a popular form of entertainment and a field of art. The correlation
between cinema and literature has been the subject of many scholarly studies.
However, the studies have mainly revolved around the novels as sources of film
scenarios and the exchange between these two media has been thought to be as a one-
way affair: from novels to films. Hardly anyone has analyzed the opposite situation
and taken an in-depth look at the influence of films on authors' works. Little changes
in the field of trandated literature. While a great deal of transation scholars have
studied on subtitling and dubbing in films; the influence of films on the “repertoire”
of trandated literature is a virgin area waiting to be unearthed (Even Zohar 1994,
1997a; 1997b; 2000; 2005a; 2005b). The present thesis, which will be the first of its
kind, is an attempt to reveal that the outcomes of films' extend to the repertoire of
literature and literary trandation. It will be argued that foreign films not only shaped
the repertoire of cinema and culture but also influenced the “norms’ (Toury 1995)

and policies of trandated popular literature in early republican Turkey.

The findings of my initia research have revealed that there are many novels
published under the title of “cinema novels’ in Turkey in the early republican era.
When | expanded the research, | have discovered that many other novels were
published with the influence of films without introducing themselves as “cinema
novels’. It aso becomes evident that while only a limited number of these novels
were written and published with the influence of Turkish films; a vast number of
them were related to foreign films. Besides the novels of the indigenous films, there

are,

1. the re-editions or retranglations of the previously published books with the
influence of foreign films
2. the trandations of the foreign film scriptsin the form of novel

3. the novels which were written in Turkish, yet based on foreign films

! Although “film” may be used in a more comprehensive sense including all kinds of recorded
audiovisual material; in thisthesisit will only refer to feature films.



4. the novels which were based on the foreign films which were dubbed or
subtitled in Turkish

5. the trandations which were based on two sources (both films and source
novel/play)

6. the rewritings of Turkish films which were in fact based on other foreign
films or film scripts.

7. the original books which were based on the characters, concepts or settings
of the foreign films and which might have been received as trandations by the
readers.

These findings regarding the direct or indirect influence of the foreign films
on the literary repertoire led me to a series of questions. Can the novels published
under the influence of foreign films be investigated within the scope of trandation
studies? Then, why are there diversified concepts of trandations in cinema novels?
How can the complex relations between foreign films and novels be explained? How
were these cinema novels presented by the publishers? Were there any strategies
followed in chosing the films whose novels would be published? Did the films have
influence on trandation policies, decisions and strategies of translators? How were
the tranglators/writers presented in these novels? What was the share of the filmsin
the retranglations of the novels? Did cinema novels of the foreign films trigger the
case for Turkish films? In the course of the thesis, these questions guided me in
problematizing some of the generally accepted arguments, developing different

viewpoints and formul ating the hypothesis of the thesis.

In the present study, | have collected all the seven cases mentioned above
under the title of trandated cinema novels. The urge to problematize the complex
relations between the foreign films and these novels have led me to propose a general
classification for analyzing the close relationships between the worlds of cinema and
trandated literature. The classification which will be explained in depth in Chapter 2
has ssimplified my comprehension and exposition of the labyrinthian ties between
films and novels. Moreover, in order to take a closer ook on the strategies followed
in the production of cinema novels which fall under different groups in my



classification and exemplify the relations between translated popular literature and
cinema; | have chosen two case studies which are different from what is understood
as “trandation proper” (Paker 2002) today. The two books; Seni Bekleyecegim (1944)
and Baby Doll (1957), published within the years which designated the title of the
thesis, exemplify two different groups proposed in Chapter 2. Seni Bekleyecegim
which was translated by Vahdet Guiltekin and presented as the translation of Robert
Lord' s novel is in fact a translation of a source film. On the other hand Baby Doll
which was transated under a pseudonym, A. Kahraman, and presented as the
trandation of Elia Kazan's film is in fact a trandation of the source script written
before the production of the film. With these case studies, which will be dealt with in
Chapter 4, it becomes evident that cinema novels, implying an excessive expansion of
the concept of translation and spreading of its meaning over too many paths, open up

new research avenues to researchers of trandation.

In order to contextualize the chosen case studies and provide a general view
of the relations between foreign films and novels which emerged in early republican
Turkey; | have also established two databases, one for trandated cinema novels and
one for indigenous cinema novels®. The time frame chosen for the databases, which
will be analyzed in detail in Chapter 3, includes the years from 1933 to 1960. The
reason for taking 1933 as a starting point for the databases is that this seems to be the
year in which the first trandated and indigenous cinema novels in Latin script
appeared. On the other side, the reason for ending the period with 1960 is that a
quota was applied to the American films by 1958 and foreign film importation
started to show discontinuation by the 1960s’. The period chosen for the databases
are also significant because of several reasons. First of all, it included the 1940s
which were the hey-days of the cinema’, particularly foreign films and cinema
novels. Secondly, choosing such a period enables me to analyze the influence of
foreign cinema isolated from that of television broadcasts, DVDs and videos. Since

television programmes started to be shown in 1968 in Turkey and Turkish films

2 Besides these; in Appendices 3 and 4, the lists of texts on cinema and films published between 1933
and 1960 are provided in order to give a general idea on the influences of cinema on publishing
business.

3 See Scognamillo (2008:83)

* See Evren 1993; Scognamillo 2003, 2008; Akcura 1995; K aragdzoglu 2004; Ozon 1962, 1968.



increased in number from the mid 1950s, it may be suggested that the period under
study was the most active time of the genre of translated cinema novels. Finally, the
timeframe, including the years from 1940 to 1960, also becomes meaningful when
the trandation activities of the period and research on trandation history in Turkey
are taken into consideration. There are severa academic studies that deal with
trandated popular literature, trandlated classics, non-literary trandated texts and
focus on the same period. However; among them, the works of Sehnaz Tahir-
Gurcaglar (2001, 2005) and Muge Isiklar Kogak (2007) are closely related to the
present thesis as they dwell on popular trandlated literature and private publishing
houses in the same period. Thus this thesis, focusing on the same time period of the
trandation history from a different point of view, will complement and strengthen
those of Tahir-Glrgaglar (2001, 2005) and Isiklar-K ocak (2007).

Tahir-Girgaglar’'s study (2001) demostrates that in the period between 1940
and 1960, the repertoire of translated literature was shaped by different norms which
were introduced by Trandlation Bureau and private publishers. She argues that the
trandations of popular literature published by private publishing houses resisted the
norms of the central planning carried by the Tranglation Bureau. Private publishing
houses also occupy a central place as far as cinema novels are concerned. My study
evinces that all the cinema novels in my database were published by private
publishing houses while drama translations constituted the major part of the central
planning carried by the state® (Tahir-Giircaglar, 2001:40). Moreover it appears that
89% of the cinema novels in my database were published between 1940 and 1960.
Especially in the years between 1943 and 1946 when Translation Bureau was in its
most productive year® and the production of cinema novels reached its peak; private
publishing houses got the utmost out of the cinema. However, the neglect of the
cinema and its affects by Tranglation Bureau may be due to the negative attitudes
towards cinema, which was despised when compared with the theatre and was only

® Tahir-Giircaglar (2001:40) reveals that between the years 1938 and 1948, % 72.5 (50 books out of
69) of the drama trandations were published by the Ministry of Education. 23 books were published
by the Trandation Bureau. This number, when compared with the activities of the Bureau regarding
other genres, evinces that the Bureau concentrated on the field of drama.

® Tahir-Giircaglar's chart regarding the translations published by the Bureau reveals that these years
were the most productive era of the institution. (2001: 265)



taken as a ssimple entertainment in its early years by the literary and theatrical circles

in Turkey.

Cinema came up with its cultural meanings in the discussions of the
period; it was, at first, a recreation activity and in this respect it was
seen neither astheatre nor literature. Like any other popular productions
and arts received as recreation activities; cinema was also belittled, seen
corrosive and met with reactions most of which were moralist.

Snema o0 donemin tartiymalar:nda kdltirel anlamlariyla konu
edilmektedir; dncelikle bir eglence arac:dir ve bu anlaneyla ne tiyatro ne
de edebiyat olarak gorilmektedir. Eglence arac: olarak tanzmlanan tim
populer Urin ve sanatlar gibi sinema da kicimsenmis, yozastiric:
bulunmus, cogu oldukca ahlakg: olan tepkilerle tanumlanmust:r. (Cantek,
2008:116)’

The sharing of the visual arts among different repertoires may indicate that the
duality between the private publishing houses and Translation Bureau went on
manifesting itself in the choices of drama and cinema novels. In the cultura field
which harbours struggle among different groups of agents and institutions, the genre
‘cinema novel’ became one of the “options’ used efficiently by most of the private
publishing houses in the peripheral “planning” (Even-Zohar 1997a; 1997b; 2005a). It
seems that in accordance with the imported films, a significant number of private
publishers and trandators were in a form of translation planning through their
selection of works, publishing, marketing and trandation strategies. And, with the
options (films) they “imported”; film importer companies indirectly got involved in
such a planning which took place in the repertoire of translated popular literature
(Even-Zohar 1997b). In this respect, it may be suggested that private publishing
houses and film companies in Turkey were in cooperation with each other, though

such cooperation was not a planned one.

It seems that the genre of cinema novel was aimost cut out for the institutions
which published works in line with the norms of popular literature. The films may

have provided most of the private publishing houses with the things they looked for,

" For more information regarding debates on cinema and theatre, see Cantek 2008 (117-121). The
articles mentioning such discrimination between cinema and theatre can be also found in magazine
Yildiz (Star) [1940-1954].



as the norms of the popular literature were characterized with “a melodramatic
conceptualization of human life and emphasis on action” (Tahir-Glrgaglar,
2001:246). However, such a case contradicts with “the realist literature which was
canonized particularly in the first fifty years of the Republic” (Tahir-Girgaglar,
2001:238). Creating the imaginary world of the silver screen in literature and
emphasizing the action parts and melodramatic feautures of the story, may have
contributed to establishing a genre which does not carry a social concern. In this
respect, it may be claimed that the genre ‘ cinema novel’ appeared as an alternative to
the redlist fiction®. On the other side, publishing the novels of the films which were
screened in Turkey at the time may have made a major contribution to the private
publishing houses in advertising their books. These institutions, which were mostly
devoid of the state aid at the time®, may have well benefited from the popularity of
the films of the novels they published and found a new route for attracting attention

to their books.

Before delving into this new ‘route’ of the publishing houses and continuing
with the first chapter, let me provide the route of the present study: In Chapter 1, a
critical review on the existing works regarding the relation between the worlds of
cinema and literature will be offered. Cinema novels will be traced in various fields:
trangdlation studies, literature and cinema. Moreover non-scholarly works which touch
on the genre will be scrutinized. In Chapter 2, theoretica framework and
methodology of the thesis will be provided. As it will be the pivotal element of the
theoretical framework, Itamar Even-Zohar's systemic approach will be explained
briefly and the way it avails my analysis on the relation between different repertoires
will be revealed. Moreover, based on existing methodologies, a general classification
for analysing the relations between films and novels in a culture repertoire will be
proposed. In Chapter 3, the detailed analysis of the databases will be carried out.
The diachronic and synchronic distribution of translated and indigenous cinema
novels, publishers, seriesin which cinema novels were published and translators will

be analyzed in order to set the contextual basis for my examination of the agents and

8 For a detailed explanation on canonization of realism and attitude of popular literature and private
publishing houses towards this new literature, see Chapter 4 in Tahir-Glrcaglar (2001).
® See Tahir-Giircaglar (2001:230)



institutions taken as case study. In Chapter 4, | will undertake a “descriptive,
explanatory and interpretative comparison” (Toury 1995) of the two translated
cinema novels with their respective sources. Translators and publishers decisions
governing the selection and tranglation of these works will be explored, the strategies
that the translators undertook in their texts in order to produce cinema ‘novels from

different sources will be dwelled on and different aspects of trandation will be
discussed.



CHAPTER 1

A NEGLECTED FIELD OF RESEARCH: “CINEMA NOVELS’

This chapter will trace the print of “cinema novels’ in the works of translation
studies, literature and cinema. | will scrutinize many studies in these fields and
search for the arguments on the relation between films and novels. However, it will
become obvious that the works in trandation studies, literature and cinema -
regarding the relation between films and novels- will contribute to the present thesis
not with what they have covered, but with what they have not. The scarce studies on
cinema novels and on relations between films and novels will manifest the need for
considering film and literature interaction —particularly translated literature- from a

different angle.

The present chapter will proceed on three levels. At first, works on films
carried out within the scope of trandation studies will be investigated. A brief survey
on these works will be provided in order to give a genera idea on which subjects

trangation scholars —both in the world and in Turkey- elaborate on regarding films.

In the second part of the chapter, going beyond the trandation studies, | will
delve into the repertoire of literature and cinemain Turkey in order to trace different

viewpoints towards the relation between cinema and novels.

Following these mentioned above; | will head for diversified studies carried
by cinema historians, researchers in the popular culture. | will dwell on the limited
number of works by Ali Ozuyar, Erol Uyepazarci, Oguz Eren and Levent Cantek
who have mentioned “cinema novels’ superficially while dwelling on other subjects
in their studies. As these works mention the relation between films and novels
without problematizing them in the repertoire of literature and cinema; | will
subsume these under the title of “Cinema Novels in Odd Corners’ which will also
constitute the third and last part of this chapter.



1.1. CINEMA AND TRANSLATION STUDIES

In this section, | will elaborate on several selected studies carried out within the
scope of trandation studies and attempt to provide a sight on the subjects which the
scholars have pondered over when films are considered. At first | will provide a
general outlook at the scholarly studies regarding films. It will become evident that
there have been many studies carried out on cinema and translation and these have
mainly focused on subtitling and dubbing. Following these, the studies of Sehnaz
Tahir-Gurgaglar (2001, 2005) and Dirk Delabastita (1989) will be dealt with under a
separate subheading as they, dissimilar from others, point to the relations between
trandlated literature and films in their works which mainly dwell on other subjects.
The information provided in these exceptional studies by the two scholars are of vital
importance as they help me to establish and problematize the relationship among

trandation, cinema and novel.

1.1.1. Common Tendencies Regarding Filmsin the Studies of Trandation

A considerable number of translation studies scholars have focused on films in their
studies thus far. The terms -film and translation- have most commonly come together
under various titles such as, “Film Tranglation” (Snell- Hornby 1988), “Film and TV
Trandation” (Delabastita 1989), “Screen Trandation” (Mason 1989), “Audiovisua
Trandation” (Luyken 1991, Dries 1995, Shuttleworth and Cowie 1997, Baker 1998,
Orero 2004), or “(Multi)Media Trandation” (Gambier and Gottlieb 2001).

Most of the studies focus on the constraints which a trandlator faces while
transferring the film script via subtitling or dubbing from one language to another.
The studies present their own models or methods to tackle these constraints. In
Routledge Encyclopedia of Trandlation Studies, Mona Baker and Brano Hochel
(1998) briefly mention the constraints of dubbing in film trandations. They explain
the reasons of giving dubbing preference over subtitling. Moreover they touch on the

cultural constraints in dubbing process. Similarly, Xenia Martinez (2004) deals with



the process of dubbing and argues that dubbing is a complex process carried on

individual basis.

Asfor subtitling, great many studies have been done. Henrik Gottlieb (1994),
in his article “Subtitling: Diagonal Trandation” defines subtitling as a “diagonal
trandation”. He uses the term for the modulation from spoken to written language.
Moreover he argues that audiovisual elements of the film should be taken into
consideration by the trandators. Gottlieb in another article (1998), explains the
process of subtitling, its distinctive features and factors which are dominant in the
process. He classifies the types of subtitling linguistically and makes comments on
the future of subtitling. Frederic Chaume (2004) emphasizes the need for an
interdisciplinary approach in audiovisual trandation and a colloboration of film
studies and translation studies. He mentions that the significance of the knowledge of
all signifying codes in the audiovisual texts is extremely relevant in addition to the
linguistic codes. Following Chaume and Gottlieb, Ying-Ting Chuang (2006) argues
that subtitle trandlation is an intersemiotic translation and emphasizing the semiotic
modes involved in the film, Chuang investigates the multimodality in the process of

subtitle translation.

Fatios Karamitroglou (2001) in his study, presents a proposed set of subtitling
standards in Europe. He provides “a unifying formula based on thorough scientific
research that could bridge the different subtitling conventions currently operating
within the various European countries’ (Karamitroglou, 2001:1). Lena Hamaida
(2006) explores whether subtitling process governs the communicative meaning of
the colloquia sentence structures and analyzes a French film as a case study
following the other examples. She discovers certain strategies used to preserve the
impact of spoken dialog in the tranglated written form. In addition to these, Hamaida
(2007) examines subtitling of slang and dialect with a case study and concludes that
there may be strategies for trand ating the slang in the spoken language.

Except for the works mentioned above, film translation has been studied in
many books such as Dubbing and Subtitling: Guidelines For Production and
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Distribution (Dries 1995), Overcoming Language Barriers in Television (Luyken et
al. 1991) and Topics in Audiovisual Translation (Orero 2004); extensive information
is provided on filmsin the context of subtitling, dubbing and their constraints.

Different from the studies above, some other studies on films and transation
handle the subject from a didactic approach. Jorge Diaz Cintas' (2008) The Didactics
of Audiovisual Trandlation is a collection of essays in which a variety of subjects
such as teaching audiovisual trandation, training in subtitling and audiovisua
trandation in language learning are taken up. Marjike Van de Pod and Gery
d Ydewalle (2001), using 10-minute long movies and different age groups in their
case study, concludes that children watching a subtitled movie acquire a real but

limited foreign language.

The relationship between films and trandlation studies is also studied from the
perspective of ideology. Gottlieb (2001) mentions how subtitling practices in Danish
contribute to Anglicism. He talks about “ overt” and “covert” (ibid: 256) Anglicismin
subtitling and with a case study, concludes that the cinematographic styles of the
films have an effect on the types of Anglicism chosen by the translator/subtitler.
Except for Gottliebh, Abé Mark Nornes (2008), in her book, discusses
subtitling/dubbing and how these practices deal with cultural, linguistic and

ideological limitations.

Descriptive trandation studies have also influenced the analysis of film
texts'". Considering Gideon Toury’s (1995) term “norms’ and drawing upon Itamar
Even Zohar's “systemic” approach (Even-Zohar, 1990a; 1990b; 1997a), “culture
repertoire” (Even Zohar 1994; 1997a; 1997b; 2000; 2005a; 2005b) and the notions
such as “producer” (Even-Zohar, 1997a), “product” (Even Zohar, 1997a; 1997b),
“consumers’ (Even Zohar 1997a); Fotios Karamitroglou (2000), in Towards a

Methodology for the Investigation of Norms in Audiovisual Translation, takes the

19 Descriptive approach is not only used in film translations, but aso in literary transations. Many
tranglation scholarsin Turkey, too, adopted the descriptive approach . See Paker, S. (1986). Trandated
European Literature in the Late Ottoman Literary Polysysytem. New Comparison (1) 67- 82. See
Demircioglu,C. (2005); Tahir-Gurgaglar, S (2001), Isiklar-Kogak M. (2007).
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subtitling or dubbing as a part of alarger system rather than seeing them in a vacuum
and investigates “the particular situational parameters of the norms which operate
within audiovisua trandation” (Karamitroglou, 2000:69). Rather than restricting
the “trandation product” to the transferred text (only the subtitled or dubbed text),
Karamitroglou takes into consideration the totality of the semiotic elements that are
mingled within the text (ibid:72). He mentions that all the semiotic and linguistic
features of a film determine the trandation process. Basing his main argument on
such a definition, he investigates the norms in action in the choice between subtitling
and dubbing in the target culture repertoire — Greece. In asimilar vein, Jan Pedersen
(2005), in his study, investigates the points which he names as “trandation crisis
points’. According to Pedersen these features can be seen as “symptomatic of the
norms’ and with the emergence of these crisis points, norms which are not in action
come to the forefront. Thus, Pedersen suggests that this case constitutes what Toury
calls “coupled pairs’ (1995:38). In another study, Pedersen (2007) deals with the
interchangibility of the culture and seeks the answer for the question whether one
item of source culture could be substituted for another in target culture —in his case
Scandinavian culture. He calls the strategy “cultural substitution” (Pedersen,
2007:30) and after exemplifying the points, concludes that this kind of substitution
is possible in certain cases where target text audience is liable to accept, such asin
the domains of government, education, titles, food and beverage and in comedy
films. Pedersen with the examples he provided, suggests that the expectations of the
viewers are mirrored in the norms active in the trandation process. Following
Karamitroglou's methodology, Jenny Mattson (2006), in the paper in which she
analyzes subtitled tranglations of the swearwords and discourse markers in a case
film, Nurse Betty, investigates the subtitling in connection with other systems in the
target culture. While studying on the subject, Mattson mentions certain norms which

shape the trandation process in the target culture.

Among these studies on films from the perspective of trandation studies,
Michael Cronin’s Trandation Goes to Movies (2009) approaches the subject from a
different point of view. Drawing attention to the thematization of tranglation in films,
Cronin suggests that “motion pictures are a potent source of images and
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representation of what translation might or might not involve’ (2009:xi). Moreover,
he argues that the films may be utilized for pedagogic purposes to teach translation

and its themes.

As far as the scholarly studies in Turkey are considered, films seem not to
have attracted the attention of trandation scholars in Turkey. Only a few trandation
scholars have carried out research on films in Turkey. One of them is Sehnaz Tahir
and Eser Koksal's article (1990) in which simultaneous film trandation is studied.
They state that such a trandation process is ignored among other film tranglation
strategies. They point out the features, constraints of the film translation in general
and then deal with simultaneous film trandation. While investigating the case; they,
too, adopt a descriptive approach. Similarly, Isin Bengi-Oner (1999a) opts for a
descriptive approach in her article and she works through a case study composed of
three dubbed television series in Turkey and restructures the norms determining the
trandation process. Besides revealing the norms at work she also makes other
inferences. She suggests that film translation may not be composed of only textual
material, other codes should be taken into consideration. In another article (1999b),
Bengi-Oner proposes a model for investigating constraints of dubbing. She bases her
model on Andre Lefevere's (1992) concepts of “controlling factors’: “poetics’,
“patronage”, “universe of discourse’, “language” and “original text”. Anayzing the
system of trandated TV programmes in the whole system of TV programmes by
means of charts, she aims to explain the constraints of dubbing in Turkey. Apart
from these studies on film trandation, there are aso some interviews on film
trandations with the people who were closely related to the film trandation at the
time (Giirsoy and Karantay, 1990)™.

! Except for these mentioned studies in Turkish regarding English cases; there are also a few studies
in French and German regarding film trandation. See Avci, Mehmet Ali (2003) L'adaptation et la
traduction cinematographiques: Une etude sur les problemes de soustitrage et de doublage
[Sinemada uyarlama ve geviri: Altyazi ve dubla sorunlari Uzerine bir inceleme]. Unpublished Ph.D.
Dissertation in Trandation Studies submitted to Hacettepe University. See Bas, Nurhan (1997) Zur
filmibertrgung aus dem Deutschen ins Tirkische im rahmen der (bersetzungswissenschaft
[Ceviribilim cercevesinde Almancadan Turkceye film cevirisi]. Unpublished M.A. thesis in
Tranglation Studies submitted to Hacettepe University.
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Considering all these mentioned studies on films carried out within the
framework of tranglation studies, it can be easily inferred that, with afew exceptions,
abundant literature on films mainly center attention on certain topics: subtitling and
dubbing. It may not be surprising of course, if “the reluctance of film scholars to
dwell on language for fear of relegating image to a secondary position” is taken into
consideration (Cronin, 2009:xii). These studies carried out by translation scholars are
certainly vital for understanding how films are used for ideological, pedagogical or
any other reasons in the target culture and for investigating the norms in the
trandation process which is beyond a simple textual practice. Yet, my study on
cinema novels reveals that films open up new research avenues in translation studies
except for these mentioned above. Investigation of the interrelations between films
screened and the novels published at a time period brings mutually complementary

results both for cinema and translation studies.

In the following section; a critical review of the studies of Tahir-Gurcaglar
and Delabastita will be offered under a separate heading as they have, exceptionally,

mentioned such a relationship between films and translated literature.

1.1.2. First Steps Towardsa New Field of Study in Trandation Studies

In his article “Trandation and Mass Communication” (1989), Delabastita aims to
pose questions concerning both films and trandation studies. Although his
investigation largely relates to the subtitling and dubbing as in the other studies of
trandation mentioned above, the points he mentions widen our horizon on the

relationship between films and trandlation studies.

Delabastita’s study is claimed to be grounded on Toury’s (1995) threefold
distinction between “competence’*?, “norm" and “performance”. He explains “the
level of competence” (Delabastita, 1989) as “theoretical possibilities’ defined with

the words “can be”’ (Delabastita, 2008:234). Following Toury, Delabastita claims that

12 While Delabastita uses the term “level of competence” in “Translation and Mass Communication”
(1989); in his another paper “Status, Origin, Features’ (2008) in Beyond Descriptive Translation
Sudies, hetermsit as “the level of systems”.
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there are many possible ways for trandating a source film. At the first level, he
Investigates the sequence of possible relations while transferring a source film to a
target culture. He develops a model based on two axes. One of them involves the
verbal and non-verbal signifying codes transmitted by acoustic and visual channels;
the other involves the techniques (repetitio, adiectio, detractio, substitutio,
transmutatio) used in textual construction by the scholars of classical rhetoric. Thus,
one may analyze the trandation process according to the techniques used in the

transfer of the different elements belonging to each code.

At the second level, “the level of norms’; rather than dwelling on possible
relationships, he centers attention on “only ones that can generate ‘genuine
trandations’ (Delabastita, 2008:234). Some general questions regarding individual
film trandations posed at this level dea with (1) the target language, (2) different
major geographical variants involved in target language, (3) the trandation
strategies/methods used for different cases, (4) the additions or reductions in the
trandated text, (5) trandation alternatives offered to the public, (6) the treatment of
source products which contain dialogues in more than one language, (7) the way
trandated texts are accepted, (8) the intermediated trandation (Delabastita,
1989:206,207).

Delabastita also suggests a systemic examination for film trandations in a
culture. At this point he considers “whole series of texts’ in a culture and questions
the source language and culture; target culture; the relationship between these
cultures; the audience; cultural status of the film genre both in source and target
culture (1989:208, 209,210). With the questions involving these, Delabastita claims
that the scholar may form hypothesis on the impetus underlying the behaviours of the
trandator. He states that the norms that emerge with all these questions may be
related to the target film and genres active in the system; the structure of the target
literary polysystem; the linguistic organisation of the target culture; the openness of
the target culture to other cultures; and the dominant conception of trandations in
other fields such asliterary tranglation (1989:210,211).
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At the third and last level, “level of performance’, Delabastita “observes
which relationships have actualy materialized in a given cultura setting”
(2008:234). This level is defined as “empirical discursive practice” (ibid).
Delabastita argues that these practices “constitute a subset of the possible
relationships; their degree of frequency in a given cultural situation is a crucial
indication that certain norms have been at work” (ibid). At his level, he proposes
some research areas. (1) Inventories of various companies, institutions, televisions
which are closely related to film translation may be taken. With the help of the data
deduced from these, the connections of the film trandation in and beyond the target
culture may be discovered. (2) With periodization of the film trandations, a
statistical repertoire may be inferred. Then these inferences may be used to make
comparisons among institutions. (3) International comparisons of the trandated
programmes, films, serials which are aired in various cultures, may be carried out.
(4) The didactic use of subtitling in language acquisition may be investigated (5) The
close relationships between literary texts and films may be dwelled on. At this
juncture, Delabastita points to the close relationship between literary texts and films
and proposes it as a research area within the scope of trandation studies. He
expounds the point he makes with the following words and the chart, which provides

arepresentation of the relationships between literary texts and films:

The fact that a large majority of films is based on written (literary)
sources and the trandlational activities are taking place in literary
communication just as much as in film communication will frequently
offer excellent opportunities for interesting “square” comparisons
involving: the written work both in the source language and in the target
language, and the film version both in the source language and in the
translated version. (Delabastita, 1989:212)
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Table 1. Representation of the Relationships Between Literary Textsand Films

Written work % Film version

Original H ﬁ < ﬁ

Translated {} @ < @

Source: Delabastita, 1989:212

He also draws attention to the abundance of the examples which may well fit
the chart cited above and emphasizes that inferences which are resultant of such an

investigation will be of primary importance.

It should not be hard to find examples which will fit this chart if one
selects and systemically compares examples that belong to different
genres (literary genres, film genres), to different source and target
cultures, to different stages in the evolution of a single target culture,
etc., one is likely to find various significant convergences and
divergences. By the same token it is obvious that similar comparisons
will shed light on the dynamic relationships between the literary system
and the film system in the relevant cultures. Nowadays one finds many
books which are based on and posterior to popular TV series or films.
Trandations of such films/books will also offer important evidence
concer ning the study of these relationships.(ibid)

Delabastita is criticized as “lacked coherence, strategic planning”
(Karamitroglou, 2000:104). He is also found to be restrictive and “fluctuating
between aspects of the source system and others in the target system” (ibid:105).
Despite all, his open-ended questions not restricted only with the subjects such as
subtitling and dubbing can make a researcher view the relationships between films
and trandation studies from a different standpoint’®. Especialy the fifth point
regarding the relations between films and literary texts, noted in the level of

performance will certainly open up new frontiers for describing the diverse

3 Considering al the questions raised by Delabastita and possible answers to them, it may be
suggested that the study which will be carried on film trandations and on the relations between films
and other fields will be complementary for analyzing a culture repertoire.
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trandated literary texts in a certain target culture repertoire, which will be dealt with

throughout the present study.

However, my initial survey has revealed that the complexity of the relations
between the realm of cinema and trandation are far beyond the suggestions of
Delabastita who ignores reactions of the audience to the films which are vita for
establishing unthinkable connections and more complex situations. For instance,
except for the common transfer, from novel to novel, there may be various kinds of
cross relations: film-to-film, film-to-novel, etc. Therefore | think that Delabastita's

chart falls short for showing the complex relations existent in a culture repertoire.

There are many cases in the history of Turkish literature which may get
beyond his chart and set examples for these complex cases. For instance, in his
article titled “Serbest Tercime and Tirk Edebiyati” [Free Translation and Turkish
Literature], Muvaffak Thsan Garan (1949); after mentioning the judicial latitude of
free trandation and adaptation in Turkey in certain years, makes a complaint on the
inferiority of the novel trandations. Garan labels the trandations as “worthless’,
“pestilent” and “full of erroneous words’ (ibid:6). He attributes such “free
trandations’ to the close relations between films and the novels (ibid). He
exemplifies the situation as follows:

In the previous season, a publisher, hearing that a film with famous
artists will be showed in the city, decides to publish the translation of the
novel of the film and distribute the translated novel at the same with the
film. In thisway, he aims to sell a great number of the book. However, he
can not access the original novel. Then he consults to the film company.
He requests the dialogues which has been sent with the film. The list he
gets involves only a three or four-page summary of the film dialogues. He
gives the dialogue list to a friend and says. “ Set a topic out of these
dialogues, exaggerate it and put it into a novel format”. That friend
writes a fictitious novel in one or two weeks and presents it to the
publisher. Although the book is attributed to a foreign author, it has no
relation with the original work. However it is published and distributed
parallel to the time of film showing. In such a case, it is clear that the
latitude of free trandation is no good for our culture and the
translators™.

14 All trand ations are mine, unless otherwise indicated.
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Gegen mevsimde meshur artistler taraf:ndan gevrilen bir filmin gehrimize
gelecegini haber alan bir tab, bu filmin roman:n: da terctiime ettirip ayni
tarihte piyasaya c¢:ikarmag: ve o sayede fazlaca satmag: kafasna
koyuyor. Aray:p taradig: halde, roman:n asl:n: bulduramwyor. O zaman
filmi getiren sinemac:lara bagvurarak, terciime edilmek ve seridin altina
yazlmak Uzere filmle birlikte gonderilen diyalog, yani muhavereler
listesini istiyor. Sadece filmin igindeki mukamelerin bir huldsasindan
ibaret olan bu Uc, dort sayfal:k listeyi aliyor ve bir arkadas:na verip:
“Sen su muhaverelerden bir mevzu ¢ikar, onu adamak:ll: sisir ve roman
haline koy” diyor.Bu arkadag da bir, iki hafta icinde uydurma bir roman
kaleme alip talie sunuyor. Ve bdylece, kapag: Uzerinde meshur bir
ecnebi muellifin ismini tas:dzg: halde onun eserile hicbir alékas: olmayan
bir roman ¢abucak basil:p filmle birlikte piyasaya ¢ikar:Imus oluyor. Bu
vaziyette serbest terciime misaadesinden ne memleket kiltdrinin, ne de
tercime isini kendilerine meslek edinmis iyi mitercimlerin fayda
gormedigi asikardir. (Garan, 1949:6,7)

Having read Garan; Sehnaz Tahir-Gurgaglar (2001) takes Garan’s arguments
into another dimension. Although her study, which comprehensively deals with
trandated popular literature in Turkey, is not closely related to the films as it is in
Delabastita; Tahir-Gurcaglar mentions the complex relations between films and
trandated texts. Drawing attention to the prevalence of cinema novels in the field of
popular literature in Turkey in a certain period (1923-1960) and presuming that the
case is not restricted to Turkey; she suggests that these relations should be
investigated in depth (Tahir-Gurcaglar, 2005:186). Thus, Tahir-Glrcaglar may be
suggested to be the first scholar to make a leap into a new territory to conquer and
put forth the subject for the consideration of translation studies scholars in Turkey —

and may be in the whole literature of trandation studies. She writes:

Cinema was a popular form of entertainment in the Turkish cities
throughout the period under study. This also had a large impact on the
field of trandlated and indigenous popular literature. Publishers tried to
follow new foreign films coming to Turkey and showed an effort to
publish their novel simultaneously (Garan 1949). Some of these novels
were trandations of novels which were made into popular feature films
such as Olmiyen Ask and Yagmurlar Gelince. A number of novels were
launched under the name “ sinema roman:” (“ cinema novel” ) combining
two forms of popular representation: cinema and novel. This
combination appeared to have a great deal of commercial success which
is evident from the fact that it was widely available in the market. The
strategy used by publishers was to acquire the synopsis or the dialogue
list of popular feature films and to have them trandated, or rather,
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enlarged into full novels (Garan 1949). An example is an abridged and
anonymous trandation of Gulliver’'s Travels published in 1941 by
Turkiye Yay:nevi. The book claims to be the “ novel of the film” [“filmin
roman:” ] and features numerous illustrations from Gulliver’s Travels,
an animated cartoon by Paramount Pictures. These findings require one
to go beyond the level of the individual work, or even beyond an
individual field within the larger system of popular culture while
studying translated popular literature. Some translated works, such as
Tarzanin Canavarlar: played on the popularity and familiarity of their
characters mainly through their films. There is little doubt that the
kinship between these examples of popular fiction and popular cinema
would have a bearing on the way translated popular literature was
received. By referring to the films and using stills as illustrations in those
books, publishers emphasized the relationship between the book and the
film, thus creating a new intertextual field, where the metonymic context
of the book was no longer confined to the field of trandated or
indigenous literature, but also expanded into the realm of cinema.
(Tahir-Gurgaglar, 2001: 385,386)

Moreover in the case study “Guliver Ciceler Memleketinde” [Gulliver in the
Land of Dwarfs], Tahir-Gurcaglar reveals that the realm of the cinema novels were
not restricted with adult readers (2001:515-527). There were cinema novels for
children as well. The deductions of Tahir-Glrcgaglar regarding this case, again, open

new horizonsfor us.

The source text could have been the synopsis supplied by the film
company. It is also possible that there was no tranglation involved in the
production of the book and that the plot and some dialogues were
“rewritten” by one who saw the film. In any case, Guliver Cuceler
Ulkesinde needs to be included in a study that explores retransations,
since it also played a role in the creation of the position occupied by
Gulliver’s Travels as a children’s classic in the Turkish system of
children’s literature. It cannot be suggested that the target text emerged
as a reaction to previous tranglations or that it indicates a disagreement
over trandation strategies as is the case in some “ active retranslations’ .
Its intentions and functions were probably different than other
trandations. It was clearly intended for use as entertainment material
and used the source text in a selective manner, extracting the
entertaining parts. The film, which formed a basis for the book,
introduced several new characters to the story and added a romantic
twist to the plot. Furthermore, there were songs composed for the film
whose lyrics were translated for the Turkish book.

20



Tahir-Gurgaglar points out that films may be one of the driving forces in the
retranslations of the books. She also mentions the probability of alack of trandation
process in cinema novels and argues that despite the lack of atrandation, this kind of

novel well deserves to be investigated in the scope of trandation studies.

Furthermore, Tahir-Gurgaglar (2005), in Kapelar, draws our attention to the
reader letters on cinema and cinema novels in magazines. Her study on the reader
letters in Varl:k unveils the influence of cinema on readership in the 1950s
(2005:185). “There were many readers who requested Varlik Y ayinevi to publish the
novels of the films they watched and enjoyed” [“Varlik Yayimnlari’mn sinemada
izleyip begendikleri filmlerin kitaplarim yayimlamasini isteyen pek c¢ok okur
olmustur”] (ibid:186). After comprehensive research, she finds out that many
publishing houses, in addition to Varlik, published cinema novels. She suggests that
this relation fuel very diverse research paths in trandation studies and points the
necessity of research on this interesting case which is particularly observed within

the scope of popular literature in Turkey (ibid).

However, except for Tahir-Gurcaglar, none of the tranglation studies scholars
in Turkey (and may be in the whole literature of translation studies in the world) have
mentioned and searched for these complex relationships. There are a few researchers
outside the sphere of tranglation studies who have mentioned these cinema novelsin
their works. But, for sure, their dealing with the subject is restricted with their fields
of study and they do not investigate the case from the point of translation studies.

As mentioned by the scholars quoted above, it is obvious that there are
complex and interactive relationships between films and trandated literature waiting
to be unearthed by scholars of trandation. However, after reinterpreting these
mentioned above in line with the findings of my research, | have found that the
relations between films and trandated literature are even more complex than they are
thought to be. | have ascertained that there are many other relations in addition to
those indicated in Delabastita (1989) and Tahir-Gurgaglar (2001).
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1.2. CINEMA AND LITERATURE

The relationship between novels and films have also been on the agenda of men of
literature and cinema. The influence of cinema on the language used in novels and
adaptations from novels to films are largely dwelled upon in the scope of these fields.
The works, centering on certain issues, have not attempted to problematize
indigenous and translated cinema novels and their roles in the popular literature.
Below, several selected works will be dwelled on in order to give a general idea on

which the studies in the fields of cinema and literature mainly focus on.

Nijat Oz6n™ (1964); in his article “Roman ve Sinema’ [Novel and Cinema]
describes the similarities of literature and cinema. Considering these similarities, he
recognizes the give and take relationship between these two arts and dwells on the
scenarios written out of novels. He argues that the novel plays a key part in the
development of a cinema language and that cinema also influences the narration of
the authors and develops a cinematic way of telling. Ozon comments that both of
these arts gain advantage over each other in certain cases. He gives concrete notions
as examples for the advantage of cinema and abstract subjects for the advantage of
novel over cinema. At this point the differences between visual elements and words
become part of the process. The power of words and visual elements change sides

according to the concreteness or abstracness of the narration.™

In another study, Turk Snemas: Tarihi (DUnden Bugline) [The History of
Turkish Cinema (From Past to Present)], Ozon (1962) investigates the history of
cinema in Turkey between 1896 and 1960. He divides the history into 3 periods: the
period under the influence of theatre, the period of transition and the period of
cinematography. Oz6n also informs the readers on the cinema industry -its structure
and process- and documentary films produced by Turkish entrepreneurs. It is curious

that Ozon, neither in the article which is interestingly named as “ Roman ve Sinema’

*> A man of letters, cinema historian and translator.
%11 his article, Oz6n (1964) also mentions Allain Robbe-Grillet and Marguerite Duras, the leading
names of the Nouveau Roman (New Novel) trend which has close relations with cinema.
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[Novel and Cinema] nor in his book which dwells on the history of Turkish cinema,

problematizes the indigenous cinema novels let alone the translated ones.*’

Another scholar, Cema Aykin (1983a), in “Bati Toplumlarinda Roman ve
Sinema Iliskileri 1”7 [The Relations Between Novel and Cinema in Western
Societies], provides us various suggestions on the relationship between novel and
cinema. He claims that in the evolution process of the novel; the descriptive,
constative, constitutive language and structure that appeared in the novel are the
second crucial tendencies following those of Faubert and Zola. At this point, he
allows for Claude-Edmonde Magny’s argument on the subject and mentions
Magny’s claim that imitating filmic methods consciously or unconsciously
influenced this movement. In addition to this, Aykin also points out the Nouveau
Roman [New Novel] style'®. He claims that the investigation of relations between
cinema and novel showed an increase after the Nouveau Roman trend. However
Aykin is against explaining all these new narrative methods only with the effect of

cinema or films and he finds those claims as impetuous. He argues that the

" However, in his book Tirk Snemas: Tarihi (Diinden Bugiine) [The History of Turkish Cinema
(From Past to Present)], Ozon mentions some indigenous and translated books on cinema published in
Turkey (1962:247). At this juncture, he also draws attention to “concealed trandations’ (Toury,
1995:70,71). Ozon argues that Sedat Simavi's Sedli, Sessiz ve Renkli Sinema (1931) is not an
indigeneous work: “In fact, this book was not an indigenous work. It was an ‘adaptation’ of Le
Cinema published by Hachette Publishing House, under the series of ‘Encyclopedie par I'image’”
[Gercekte bu kitap telif bir eser olmayip Fransa daki Hachette Kitabevi'nin “Encyclopedie par
I"image” adl1 serisinden ¢ikan Le Cinema’ min bir “adaptasyon” uydu] (Ozon, 1962:247). In addition to
this, Ozon also speaks of another concealed trangation; Snemarn:n Igyiizii by Ant. Ap. He reveals that
this book, which was attributed to Ant. Ap., was in fact atrand ation of the book Behind The Screen by
Stephen Watts. He states that Ant. Ap. changed the source text, omitted or abridged some of the parts
of the book (Oz6n, 1962:248). Ozon castigates the book Sinema Tarihi (1960) with the same reasons:
“Snema Tarihi [The History of Cinema] prepared by Zahir Glivemli was in fact the summary of the
famous work, Histoire du cinéma mondial. Des ortgines & nos jours, written by distinguished French
cinema historian Georges Sadoul” [Zahir Guvemli'nin hazirladigi bu ‘Sinema Tarihi’, gercekte
taminmus Fransiz sinema tarihgisi Georges Sadoul’ un taninmis eseri Histoire du cinéma mondial. Des
ortgines & nos jours adl1 eserin dzetiydi] (Ozon, 1962:250). From all these explanations, it becomes
evident that, though he does not mention translated and indigenous cinema novels which were
published abundantly at the time, Ozon raises awareness of trandation and points to the “concealed
trandations’ regarding the books written on cinema. Ozon's findings are also significant since they
show the diversified trandation activities of Varlik Publishing House, which is known for publishing
canonical trandations in the 1950s (Tahir-Gurcaglar, 2001:276).

8 The Nouveau Roman is a trend in literature formed in the 1950s in France. Marguerite Duras,

Allain Robbe Grillet are two of the authors who experimented with this style in their novels. The

authors following the trend side with the plurality of the stories, voices, and realities in a novel. For

more information see Heath, S. (1972) The Nouveau Roman: A study of the Practice of Writing.

Philadelphia: Temple University Press. See Robbe-Grillet A. (1989) Yeni Roman. istanbul: Ara
Y ayincilik.
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techniques in the novel which were asserted to be originated from cinematograpy,
have existed since the nineteenth century, long before the emergence of cinema.
Aykin, in agreement with Marc Sporta, maintains that the developments and changes
in the novel were influenced with the social and political conditions of the time,
which aso paved the way for cinema. In his article, Aykin also mentions the
differences between the languages of novel and cinema. He claims that, because of
the differences in the narrations of these arts, there are restrictions which hinder the
transition from one to another. After quoting Andre Gardies, he mentions that there
are five different types of narration in cinema language: written descriptions,
dynamic phenomenon, utterance, noise and music and claims that this structural
diversity in film language is not compatible with that of the novel, which includes

only unilinear structure.

In another article, Aykin (1983b) analyzes the relation between cinema and
novel under three headings: visuality, time and language problem. He particularly
dwells on the differences between the cinema language and novel language. He
argues that the origin of the differences mainly gather around the visual elements
used in cinema and the words used in the novel. He states that despite the affinity in
fictional production, there are differences between the mediums of cinema language
and novel language. Furthermore, Aykin writes that “the success and the originality
of both cinema and novel are dependent on telling their stories in ‘their own
languages [Sinemanin da romanin da turesel 6zgunlik ve basarilarn dykdlerini
‘kendi dillerinde’ anlatabilmelerine baglidir] (Aykin, 1983b:494). He also mentions
the difficulty in “trandlating” one medium to another (ibid). Aykin claims that the
difficulty in such atrandation arises from the originality of languages used in arts.
He also quotes S.M. Eissenstein who wrote, “The visual incarnation in one of the
sparkling pages of Balzac is so glorious and literary that these can not be directly
transformed into visual imagery system” [Balzac’'in parlak sayfalarindan herhangi
birindeki gorsel olarak somutlanis, dogrudan dogruya bir gorsel imgeler dizgesine
donusturilemeyecek derecede gorkemli ve yazinsal gozukir] (Eissenstein in Aykin,
1983b:494).
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Figen Ozdemir; in “Roman Dili, Sinema Dili, Dus Dili” [Language of Novel,
Language of Cinema, Language of Dream] points out, too, the relations between
cinema and novel. The argument of Ozdemir centers on the originaity of cinema
language and its correlations with the language of the novel and dream. She echoes
Aykin and Ozo6n in assuming that cinema has its own language. She states that
cinema is a language because it has a meaningful discourse and elements identical to
atext. Ozdemir maintains that memories, associations, impressions, conscious fiction
and the scene in the foreground are the common denominators of films, novels and
dreams. (Ozdemir, 2006:3-5)

Tahir Arabaci, in “Sinema Edebiyat Yaparken” [While Cinema is Taking to
Literature], approaches the films out of novels from the literary perspective. He
investigates the subject under interesting headings: “The Visible State of Language”’,
“Camera Which Reads Novel”, “The Greatest Scenarist: Shakespeare”, “The Novel is
in Yesilcam”, “When Adaptation Does Not Adapt” (Arabaci, 2006:6-13). Arabaci
mentions that the relation between the novel and cinema is examined mostly by
cinema researchers rather than professions of letters. He mentions Jakobson's
discussion on the originality of the cinema language and claims that “Even though it
Is assumed that cinema has a semiotic characteristic and an origina style, the
signifiers and styles do not overlap while they are being transformed one (literature)
to another (cinema) due to the differences between the signifiers and stylesin cinema
and the literature” [Sinemanin gostergesel nitelik tasidigim kabul etsek, hatta
sinemaya 0zgu bir Usluptan sOz etsek bile, edebiyattaki gdsterge diizeni ve Uslup,
sinemanminkinden farkli oldugundan, biri (edebiyat) Gtekine (sinemaya) aktarilirken,
gostergeler ve Uslup cakismayacaktir] (Arabaci, 2006:8). Arabaci maintains that the
literary work is reproduced by film producers or the film director and such a
reproduction does not usually coincide with that in the reader’s mind. Then the result
is often a disappointment from the perspective of the readers (Arabaci, 2006:6-13).

As seen above, a great number of studies in literature and cinema mainly

evaluate the relationship between cinema and literature from the points such as
cinematographic or visual narration in the novel, novels as sources for film scenarios,
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the differences in the languages of two media and critique on the films out of
novels'. Yet, none of them deals with cinema novels and their functions in the
repertoire of cinema or literature.

However different from the above mentioned scholars in literature and
cinema; Dogan Hizlan (1998), a literary critic, discusses the relationship between
cinema and novels from another perspective. In his article “Romandan Film Degil,
Filmden Roman Cekmek” [Shooting Novel Out of Film, Not Film out of Novel];
Hizlan (1998) draws attention to the opposite relations between cinema and literature.
He takes his point of departure from Saving Private Ryan ‘written’ by Max Allen
Collins. Hizlan writes the name of the author in bold characters because the novel is
transferred from a film of Stephen Spielberg. He explains. “The exact opposite
situation became redlity. The novel is not transferred to the cinema, the cinema is
transferred to the novel” [“Simdiye kadar 6rnegine ¢ok rastladigimiz bir islemin ters
gerceklestiriliyor. Roman sinemaya aktarilmiyor, sinemadan romana aktariliyor”]
(Hizlan, 1998). Hizlan also supposes that “the conservative readers of the field who
advocate the autonomy of literature will not condone and approve such a
deformation” [“Edebiyatin 6zerkligini, romanin kendine Ozgurligini savunan, bu
alamn tutucu okurlari, samirim roman turindeki boyle bir deformasyona g6z
yummazlar ve onaylamazlar’] (ibid). Moreover he mentions that he did not judge the
process of transferring from cinema to novel: “If transferring from novel to cinemais
possible, so why can not the opposite direction be valid? If novel is transferred into
another form; cinema, scenario may well be transformed into another” [*Romandan
sinemaya aktariliyor da, sinemadan romana neden aktarilmasin? Roman bir baska

1 asitis impossible to give an exhaustive survey of al works regarding the relationships between
cinema and literature, the studies which come to the forefront are referred in the present study. There
are also many other studies on the subject . For example, Faruk Ugurlu, in “Edebiyat ve Sinema’
(Literature and Cinema), echoes the views of the above mentioned researchers in different aspects of
the languages in these arts. Moreover, he mainly dwells on cinema’ s resorting to literature. He argues
that cinema capitalizes on novels, authors and their audiences. Ugurlu also claims that the audience of
cinema and novels are very similar to each other and thus cinema, apart from the publicity of novels,
benefits from the habits of the readers (Ugurlu, 1992:135-149). Another researcher, Zeynep Cetin-Erus
(2005) presents a comparative study on American and Turkish film adaptations in the 1990s. At first
she gives her brief definition of adaptation as adapting or transferring the literary work to the screen
and provides the readers with American and Turkish adaptations in the next chapters. Resorting to the
novels, she analyzes the additions and deductions in the films.
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tlre donustyorsa, sinema da, senaryo da bir baska tire donusebilir’] (ibid). Hizlan
explains this “literary process’ as “novelization” and claims that this kind of an
“adaptation” or “creation system” does not exist in Turkey (ibid). Furthermore he
suggests a method as brand new: “The scenarios written by the novelists can be
novelized by others or these scenarios may be written in the form of a novel by the
same novelist” [“Romancilarin yazdig: senaryolari bir bagkasi romanlastirabilir, ya da
aym romanct onu roman turtinde yazabilir. Tarler arasi, bir yarati ¢esitlemesine
girilebilir’] (ibid).

Hizlan's defining this complex case as “adaptation”, “novelization”, “literary
process’, “creation system” becomes much more complicated when one starts to
consider it in the scope of more than one language. My research has shown that
Hizlan’s emphasis on the lack of such a process in Turkey seems to be speculative.
Hizlan claims that the Turkish literary system lacks the genre of cinema novels or in
his words “novelizations’. However | found out that there are many cinema novels of
both Turkish and foreign films at the time. Moreover, the method he presents “ newly”
isnot “new” as there are many methods, including his, experienced before. All aside;
considering the common discussions in the realm of literature and cinema on the
relationship between films and novels, Hizlan seems to be the only scholar who
points out the direct relations between film and novels without problematizing the

trandlated or indigenous cinema novels.

1.3.“CINEMA NOVELS’ IN ODD CORNERS

Different from the above discussed studies, some researchers who work on the history
of literature or cinema have pointed out that cinema novels had a specia place at the
time. While dwelling on other subjects in their studies, these researchers also treated
the cinema novels cursorily. Although none of them investigates and questions the
relationship between cinema, novel and trandation; these studies are still important

because they give cluesin the relationship between foreign films and trandlation.
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Ali Ozuyar (2008), in his book Snemar:n Osmanl:ca Seriiveni [The
Ottoman Adventure of Cinema), investigates the cinema activities and the function of
cinema in the late Ottoman culture and in the early republican era. He analyzes the
subject under five main headings. In the first part he gives alist of cinema magazines
which were published between the years 1923 and 1928. In the second part, he
analyzes the contents common in these cinema magazines. The advertisements of the
films and cinema houses are dealt with in the third part. In the fourth part, he makes
explanations regarding the cinema writers of the period and cites some of these
writers articles. In the last part of the book, unknown Turkish films such as Bican
Efendi films are presented to Turkish readers. Cinema novels are dealt with under a
separate sub-heading in the second part, “The Contents’ (Ozuyar, 2008:69,70).
Although a very brief commentary is presented on the subject, it is crucia enough to
form opinions on the history of cinema novels between the years 1923 and 1928 in
Turkey. However, the cinema novels on which Ozuyar dwells, were not published
books in the sense we understand today. They were the scripts or topics of the films —
especialy of the foreign films as there were hardly any indigenous production in the
film sector at that time- serialized in each issue of the magazines. Only the names of

these were ‘novels'.

The cinema novels to be published were chosen among the films which
were well-known and favourite. The subjects of the films were situated
on at least two pages and continued in the following issue. On the top of
the cinema novels, usually, the names of the director of the film, cast and
film stars were provided. The narration was supported with the
photographes chosen from film scenes. The name of the trandlator of the
work was written either on the top or at the end of the novel. At the time,
the number of the people writing for the magazines was too low. [ ...] And
most of these authors, sometimes mentioning the source of the
translation, signed their own names under the translations done from
foreign cinema magazines. Thus the cinema novels were composed of
these authors' tranglations.

Nesredilecek sinema romanlar: daha ¢ok bilinen ve sevilen filmlerden
seciliyordu. Bu filmlerin konular: her say:da en az iki sayfa halinde yer
aliyor ve devam bir sonraki say:da sirtyordu. Snema romanlar:n:n
bas:nda genelde filmin yonetmeni, oyuncular: ve yapim sirketinin ad: yer
aliyor, anlatim filmden secilen fotograf kareleri ile destekleniyordu.
Eserin cevirisini yapan yazar:n ad: sayfanin basinda ya da sonunda
belirtiliyordu. Bu dénemde sinema dergilerinde kalem oynatanlar:n
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say:lar: oldukga azd:. [ ...] Bu yazarlar:n gogunlugu da daha ¢ok yabanc:
sinema dergilerinden yapt:klar: cevirilerin altlarina, bazen kaynak
belirterek, kendi imzalar:n: atiyorlard:. Dolay:syla da sinema romanlar:
bu yazarlar:n yapti:klar: gevirilerden olusuyordu. (Ozuyar, 2008:69)

As the quotation and examples indicate; Ozuyar, a cinema historian, draws
our attention to the role of translation and trandators played in cinema magazines
which were very popular at the time. Paris'in Sirin Kirlang:c: [The Cute Swallow of
Paris] translated by Vedat Orfi Bengii [Snema Postas;, 1923(2)]; Broadway Gl
[The Rose of Broadway] [Opera-Sne, 1925 (2):2]; Saadet Perdesi [The Curtain of
Heaven] trandated by Kemalettin (Snema Yildiz, 1924); Istiklal Hayali [The Dream
of Independence] translated by Kemalettin (Snema Yildiz, 1924); Ask Ve llham
[Love and Inspiration] (Snema Yild:z, 1924); Cehennem Gibi Bir Sehir [A City Like
Hell] (Snema Yildizz, 1924) translated by Kemalettin; Irk:n /zmihlali [The Collapse
of a Nation] (1926)* may well constitute examples for these cinema novels and their
trandlators. However, the number of the translators was not restricted to the above
mentioned names. Most of the trandations are stated to be published unsigned
(Ozuyar, 2008:70).

Similar to Ozuyar, Erol Uyepazarci (1997, 2008) who has studied translated
and indigeneous detective stories from the Ottoman period to republican Turkey,
allocates a place for cinema novels that were popular in both Ottoman period and
republican era. However, the cinema novels mentioned in Uyepazarc are somewhat
different from those of Ozuyar's. These novels were not published in cinema

magazines. They were separately available in the market.

Uyepazarc: gives some other examples of cinema novels which were popular
in the republican era and were mostly signed by the same name: Selami Munir
Y urdatap, “aliterary jack of all trades’ (Tahir-Girgaglar, 2001:329) . As Uyepazarc
concludes that Y urdatap did not know any foreign languages except for Arabic; he

clams that some of these cinema novels were not translations but indigeneous

2| am grateful to Ozuyar for kindly answering my questions via e-mail and sending the names of
some cinema novels which were published in the Ottoman period. (E-mail interview with Ali Ozuyar,
23.08.2009)
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productions (Uyepazarci, 2008, first vol.:210). Basing his argument on this, he
clams that Yurdatap wrote the trandation of an Edgar Wallace-story after he
watched the film of the work.

The name of Edgar Wallace, a famous English detective writer whose
works were most-widely translated into Turkish at that time, referred to
be the original author of the book ‘Bir Harp Hatiras’” (Memorial of A
War). It is expected to be related to one of Wallace's stories. The subject
of the book is peculiar to him, but there are disconnections in the
translated story arising from the gaps and inaccuracies in the phrases.
The only thing which comes to mind is that , as will be dealt with later,
the practice of writing novels out of film storiesisvalid in this case too.
With a high degree of probability, Wallace's story was shown as a film
and Selami Munir, after watching the film, novelized the film subject.

‘Bir Harp Hatiras” adl: eserin yazar: olarak donemin Turkge ye en cok
eseri cevrilen yazarlar:ndan unlii /ngiliz polisiye roman yazar: Edgar
Wallace':in ad: verilmistir. Bu 6ykinun Wallace' :n oykuleri ile iliskisi
olmas: gerekir. Konu ona 6zgu konulardand:r, ancak baz irtibats:zl:klar
ve anlat:m hatalar: nedeniyle dykide kopukluklar vard:r. Aklzmiza gelen
tek durum, daha sonra da deginecegimiz film dykulerinden roman yazma
bicimindeki uygulaman:n burada da gecerli olmasidir. Biyik olasl:kla
Edgar Wallace':n bu oykusti film olarak gosterilmis, Selami Mnir filmi
seyredip buradan konuyu alarak kitaplast:rmustzr. (Uyepazarci, 2008,
first vol.:211)

In another analysis of one of Yurdatap's trandations, Dusseldorf Canavar:
[The Vampire of Dusseldorf]; Uyepazarci again draws attention to the relation

between film and the translated novel - in his terms “the indigeneous novel” .

It is improbable that the book is a trandation, because we ascertained
that Yurdatap could not even speak German, let alone any other Western
language. So how did Yurdatap ‘convey' the story for us? A possible
answer for this may be related to a film which was produced in Germany
under the name of Dusseldorf Canavar:-M [ The Vampire of Dusseldorf-
M]. Probably, the film was shown in Turkey and Yurdatap, after
watching the film, wrote the book.

Kitab:n ceviri olma ihtimali yoktur, ¢cinki Yurdatap':n degil Almanca
hicbir Bat: dilini bilmedigini saptamus bulunuyoruz. Oyleyse Gykiy
Yurdatap bize nasl “ nakletmis” tir? Bunun bir aciklamas: 1930larda

2t Uyepazarci (2008) investigates these novels under thetitle of “Indigeneous Detective Novels”,
which constitutes the second chapter of the first volume in his book.
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Almanya’'da cevrilen Dusseldorf Canavar:-M adl: bir filmle ilgili
olabilir. Buyuk ihtimalle bu film Glkemizde oynans, Yurdatap da bu filmi
iZledikten sonra kitab: yazmstir. (Uyepazarci, 2008, first vol.:233)

Similar to Yurdatap, Omer Turgut who introduced himself as “conveyor from
English” on the books published under the series “ Teksas Fedaileri” [Bodyguards of
Texas], issuggested to be the writer of them (Uyepazarci, 2008, first vol.:228).

We do not think that the books were translated from English. During the
process of reading, it is like we are watching a cowboy detective in
American films which were very popular at the time. The author was
virtually telling us a cowboy film, yet with the idioms and phrases
peculiar to Turkish. The serial “ Teksas Fedaileri Serisi-En Heyecenl:
Amerikan Romanlar:” [Series of Bodyguards of Texas-The Most Exciting
American Novels] starts with a cowboy named Jim Hatfield seeing his
uncle in a town Rio Grande. The course of events continues with typical
knacks seen in a cowboy film and our hero becomes sheriff of Rio
Grande and chases bandit Lopez. [...] Omer Turgut’s narration is simple
with rapid strides. However anyone who has a talent may write such a
book after watching two or three cowboy films.

Kitaplar:n Ingilizce’'den ceviri oldugunu distinmiyoruz. Kitaplar:
okurken sanki o gunlerde ¢ok populer olan Amerikan filmlerindeki bir
kovboy hafiyeyi izler gibiyiz. Yazar bize adeta bir kovboy filmi anlatzyor,
ancak tamamen bir Turk yazar:n:n deyim ve ifadeleriyle yazyor. “ Teksas
Fedaileri Serisi-En Heyecenl: Amerikan Romanlar:” adl: diz Jim Hatfild
adl: bir kovboyun Rio Grande kasabasindaki amcasin: gormeyle bagliyor
.Olaylar geleneksel kovboy filmlerindeki triklerle gelisiyor ve
kahramanimiz Rio Grande serifi olup bu kez de azl: haydut Lopezin
pesine distiyor. [...] Omer Turgut’un anlat:m: basit ama hizl: gelisen bir
Gizgidedir, ancak yetenegi olan herhangi biri de iki, t¢ kovboy filmi
iZledikten sonra bu kitab: yazabilir. (Uyepazarci, 2008, first vol.:228)

As mentioned in Uyepazarci, these books were neither published under the
series of cinema novels nor called by their authors as cinema novels. Moreover they
were all introduced as tranglations by the publishers. Yet; Uyepazarci, after reading
and analyzing the books, claims that these are “indigenous’ cinema novels (ibid: 210,
228, 233).

The relation between films and novels established by Uyepazarc: seems to be

very well possible when the 1940s are taken into consideration. Y et, the case brings
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forth some questions waiting to be answered. Although | am totally satisfied with the
classification of these books as “cinemanovels’, | can not say the same thing for the
word written before it: indigeneous. The inference — “It is improbable that the book
is a trandation”- urges me to question Uyepazarci’s argument. If al the films
mentioned by Uyepazarci were foreign, how could we certainly label them as
“indigeneous’ production? What is the extent of such a relation between the foreign
films and these “indigeneous’ novels? How were these novels received by the

audience: trandations or indigenous novels?

However in such a complex web of relations, Uyepazarci, too, seems to
become confused. Uyepazarci, in the chapter where he explains and exemplifies
trandated detective novels in the period between 1908 and 1928, gives Sarlo Polis
Hafiyess and GulUncglu Serguzestleri [Detective Charlie Chaplin and his Comic
Adventures] as an example (Uyepazarci, 1997:155; 2008, first vol.:564). The seria
was published by Ikbal Kitaphanesi. The novels consisted of 32 pages and there were
16 novels in the series. Uyepazarc suggests that Charlie Chaplin was at the height
of his career in 1925 and the novel series on his adventures, which were found
engrossing by the publishers, were trandated into Ottoman Turkish. Uyepazarc: also
mentions the translator of the serial: Bedia Servet. He claims that the translator made
some additions in the novels, especialy in the story where Chaplin the detective was
in Istanbul. At this point he not only makes a claim, but also confers on the
trandator’'s right (Uyepazarci, 2008, first vol.:564). Moreover he states that the
author of Chaplin series is unknown (Uyepazarci, 1997:156). He, in the footnote,
reports that he could not identify who Bedia Servet was. Uyepazarc: suspects Bedia
Servet to be related to one of the pseudonyms used by Peyami Safa® but maintains
that he could not find any confirmation strengthening his assumption. However, in
the 2008 edition of his book he draws attention to Tahsin Yildinm’'s*® mentioning
Bedia Servet as one of Peyami Safa' s pseudonyms and still continues to analyze the

series under the same heading: Translated Detective Novels (Uyepazarci, 2008, first

%2 peyami Safa wrote many popular novels (detective, romance) under pseudonyms one of which was
“Server Bedi” (Uyepazarci, 2008, first vol.:169).
% Tahsin Y1ldirim studies on pseudonyms and has published a book named Edebiyat:mizda Miistear
Isimler [Pseudonymsin Our Literature] in 2006.
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vol.:519-573). Therefore it appears to be a discrepancy in his handling of the novels
of Yurdatap, Turgut and Servet. Although Uyepazarc: classifies Yurdatap's and
Turgut’s novels, which were suggested to be written with the influence of foreign
films, under the title ‘indigenous novels'; he did not take the same attitude towards
the Chaplin series which was, most probably, written under a pseudonym with the

influence of Charlie Chaplin films.

Considering all these mentioned above, | propose that the questions and
relations al float in the air if we deactivate the notion of trandation in such complex
cases. | suggest that even if there was not an interlingual tranglation involved in the
production of the books, analyzing these novels may well yield useful results for the
trandation history.

Uyepazarc: also mentions other books which were, in their own rights,
presented as cinema novels to Turkish readers (Uyepazarci, 2008, first vol.:231).
These books were published in a series format. The names of the series under which
these novels were published are: Resimli Cinai Polis ve Macera Romanlar:
[IMustrated Criminal Police and Adventure Novels| or Resimli Cinai Snema Polis
Romanlar: [Illustrated Criminal Cinema Police Novels] (ibid)?*. He points out that
these were the novelizations of foreign films. However, in addition to these foreign
films, novelizations of Turkish films were in the market in the same period™.
Uyepazac: also points out that Y urdatap was one of the authors who wrote for these
series. He provides the readers with some of the examples® which he suggests to be
“written” by Y urdatap.

% Uyepazarc: gives some cinema novels as examples: Doktorun Ask: [Doctor’s Love], Racann

Definesi [The Treasure of Raca], Kizl Rakkase [Red Dancer], Tarzan, Arsen Lupen, Baytekin Yeni

Dinyalarda [Flash Gordon in New Worlds], Sarlok Holmes [Sherlock Holmes] (Uyepazarci, 2008,

first vol.:231)

% For instance: Bir Tirke Gonul Verdim [l Set My Heart on a Turk], Kahveci Giizeli [Beauty of the
Coffee House], Nasrettin Hoca [Nasreddin Hodja], Canakkale Gecilmez [No Entry to Canakkale].

gUyepazarm, 2008, first vol.:231)

® Maskeli Onikiler [Twelve Masked Men], Hafiye Kdpek [Detective Dog] , Asilamayan Adam [The
Man Who Can Not Be Hanged] (Uyepazarci, 2008, first vol.:231).
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On the classification of these cinema novels, firstly, my survey has revealed
that not all of these novels were published under the series Resimli Cinai Polis ve
Macera Romanlar: [Illustrated Criminal Police and Adventure Novels| or Resimli
Cinai Snema Polis Romanlar: [Illustrated Criminal Cinema Police Novels|. The
novels which involved the characteristics of crime, police, detective stories (Arsen
Lupen, Sherlock Holmes) were named after both cinema and crime. Yet, the others
were only cinema novels. This distinction is vital because in this way one may deduce
that cinema, except for being a subgenre, formed a separate genre within the popular

literary repertoirein Turkey.

Moreover, on the books Maskeli Onikiler [Twelve Masked Men], Hafiye
Kdpek [Detective Dog] , Asilamayan Adam [The Man Who Can Not Be Hanged-
Frankenstein], Yurdatap's name was not presented as the writer or author, but as
nakleden [conveyor]. If Uyepazarc: adopted the notion of ‘nakil’ as only referring to
the indigenous texts. there would be another matter to be discussed because nakil or
nakl has been proved to be a problematic term used both for indigeneous and
trandated texts in Ottoman and early republican Turkey (Tahir-Gircaglar, 2001.:
206,207,315; Isiklar-Kogak, 2007:58,133,171,176; Demircioglu, 2005:143,332).
Defining these novels only as “indigeneous cinema novels’ might be considered as
disregarding the role of translation within this genre.

In addition to the previous examples, Uyepazarci argues that some of the
series or books were written, and thus signed with the name of the original author
without referring to their being trandation, with the influence of film genres and
movie characters which were popular in Turkey. Danis Remzi Korok’s serial
Kovboylar Kiral: Jeff Howart [The King of the Cowboys|, Mdunir Sileyman
Capanoglu’s Unlii Kovboy Tom Miks in Hatiralar: [The Memorials of the Famous
Cowboy Tom Miks], and the serial Maskeli Kovboy Hafiyenin Maceralar: [The
Adventures of Cowboy Detective in Mask] constitute examples for the case
(Uyepazarci, 2008, first vol.:222,227,311). These are also investigated as indigeneous
detective novels by Uyepazarc.
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Uyepazarc: does not comment on the reception of these cinema novels by the
readers, their distribution and marketing strategies. inal Karagézoglu, while writing
his memoirs as a projectionist, mentions that at the time foreign cowboy films were
amply shown as full-length movie called 36 kissm tekmili birden [36- parts-at-once]
(Karagdzoglu, 2004:46).>" Considering Karagdzoglu and cinema historians
statements, one may infer that the readers of these indigeneous cinema novels may be
well aware of these films and their origins. It is also probable that they receive these

books with western characters as trand ations.

Oguz Eren (2009) is another researcher who mentions cinema novels in his
study. Defining the attribute “cinema novel” as a literary genre in his article
“Romanimizda Korku” [Horror in Our Literature]; Eren draws an interesting
deduction on the popularity of the genre at the time. He suggests that people who
could not go to the cinema because of the high prices showed great interest to these
books (ibid). Furthermore, Eren, similar to Uyepazarci, claims that “Y urdatap, even
without feeling the necessity to read, wrote the books after watching their films’
(ibid). Just like Uyepazarci, Eren gives Drakyola/ Kan /cen Adam [Dracula/The
Blood-drinking Man] and Asilamayan Adam [The Man Who Can Not Be Hanged-
Frankenstein] as examples for indigeneous cinema novels.

Unlike Eren who classifies Drakyola/ Kan /cen Adam [Drakula/ The Blood
Drinking Man] under indigeneous literature; Tahir-Gurgaglar draws our attention to
its being a trandation. Tahir Girgaglar, in her study, investigates Selami Munir
Yurdatap and his works (2001: 329-338). She analyzes Drakyola Kan /cen Adam
[Dracula, the Blood-drinking Man] as an abridged trandation (Tahir-Gurcaglar,
2001:328-340)%. Tahir-Giircaglar draws attention to its film version which was
produced in 1931. She questions whether the film had been preceded the translated

7" Karagozoglu (2004:46) also gives examples for these movies: Olim Sivarileri  [Chevaliers of
Death] and Fumancu [Fu-Manchu].

% Tahir-Gircaglar, in her study, also analyzes two other works of Yurdatap in detail: Serlok
Holmes'in Arsen Lipen ile Sergiizestleri: Hindistan Ormanlar:nda [The Adventures of Sherlock
Holmes and Arséne Lupin: In the Forests of India] as a pseudotrandation; Mehmetcik Canakkale' de
[Mehmetcik in the Dardanelles] as an indigeneous collection of battle stories. (2001:342-366)
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novel (ibid). My survey on the film® revealed that the film had preceded the novel. It
was screened in 1935 in Turkey, and the novel was published in 1940 by Glven
Y ay1nevi, a publishing house active in the 1940s.

Tahir-Gircaglar examines the peritextual elements of the novel as well. She
states that the book was presented as “borrowed from/ quoted after the work by the
famous English author B. Stoker [Akillara hayret veren bu esrarengiz ve korkung
roman meshur Ingiliz muharriri B. STOKER’in eserinden iktibas edilmistir](Stoker
1940)” (ibid). She dwells on the term iktibas [borrowed from/quoted after] and
mentions that the term was used for both poetry trandlation and indigeneous writing
in Turkey in the 1940s. Furthermore she argues that Yurdatap’'s use of iktibas
[borrowing] for the book may be because he did not fully trandate the novel, but

borrowed from Stoker’ s work (ibid).

In addition to Tahir-Gurgaglar's arguments, in this case where the film had
preceded the novel, the use of “iktibas’ [borrowing] (Demircioglu 2005; Tahir-
Girgaglar, 2001:206) may also indicate that the film is the source text of the novel. If
we assume that Y urdatap translated the book from two sources, translated film and
original novel, it may be claimed that he preferred to use the term *borrowing’ for his
novel. Yurdatap's dilemma seems to exist till among the scholars from different
fields today. They are in disagreement on naming such cinema novels whether as
trandations or adaptations. Tahir-Gurcaglar states that;

Indeed, my comparison of source and target texts shows that Kazkl:
Voyvoda, however manipulated, is a trandation of Soker’s Dracula.
This means that throughout the 69 years that elapsed between the first
edition of Kazkl: Voyvoda and the publication of Scognamillo’s articles
drawing attention to its status as an “ adaptation” , the novel functioned
in the Turkish system of popular literature as a “ concealed trandation” ,
as defined by Gideon Toury. [ ...] Kazkl: Voyvoda was not only produced
and received as an indigenous novel; it was also adapted to the screen.
Umit Deniz, a popular writer of detective fiction, wrote a script based on
Kazkl: Voyvoda and the film “Dracula /stanbul’da’ [Dracula in
Istanbul] was released in 1953. The credit titles of the film explicitly
acknowledged Ali Riza Seyfi as the author of the book. Kazkl: Voyvoda
was reprinted in 1997 under the title Dracula /stanbul’ da, this time

2 gee http://www.imdb.com/title/tt0021814/
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accompanied by a preface by researcher Giovanni Scognamillo (Ali Riza
Seyfi 1997). Although this most recent edition also credited the novel to
Ali Riza Seyfi, Scognamillo mentioned its true source and presented the
book as an interesting case of abridgement and adaptation. He wrote:
“What Ali Riza Seyfi did was to carry out an adaptation, a summary and
a form of Turkicization” [“Ali Riza Seyfi’'nin ad:inda yaptig: bir
uyarlamayd:, bir 6zetleme ve de bir Turkcelestirme”] (Scognamillo in Ali
Riza Seyfi 1997: 5). Scognamillo did not specify what he meant by
“adaptation” , “summary” or “ Turkicization” . Nevertheless, his preface
isimportant as regards Count Dracula’ s trajectory in Turkish, because it
was the first peritextual element that presented the book as a form of
translation. For the first time, the readers were offered the information
that they were about to read a trandlation, instead of an indigenous
novel. (Tahir-Glrgaglar, 2001:389,390)

| suggest that Scognamillo’s labeling the novel as “adaptation” rather than
“trandlation”, arises from the different approaches to adaptation by the scholars in
trandation studies and adaptation studies. As “adaptation studies usually deal with
intersemiotic and intralingual versions monolingually” (Milton, 2009:54) and
scholars in the realm of cinema, theatre and adaptation studies take this definition for
granted; the underlying reason for Scognamillo’s calling Kazkl: Voyvoda as an
“adaptation” may have originated from his consideration of Ali Riza Seyfi’s book as
a intralingual and intertextual transference from Turkish dubbed film which was
released at the time. It is probable that Scognamillo, though being aware that there is
a process of “Turkicization”, considered the relation between the book and the film
as intralingual and intersemiotic trandation without accentuating the complex
relationships among the source novel, source film, target novel, target film and

target-culture-production film.

Moreover, other findings of Tahir-Giircaglar in Drakyola Kan /gen Adam
[Dracula, the Blood-drinking Man] also light the way for investigating the relations
among cinema, novel and trandation. For example while dwelling on the narrational
structure of the book, she draws attention to Y urdatap’s writing the book in third
person singular which makes an impression that there is an omniscient and implicit
narrator telling the story (Tahir-Glrgaglar, 2001:332). Also she claims that by
omitting a number of events and characters in the trandation, Y urdatap rewrote an

action-oriented story (ibid:333). Tahir-Gurgaglar's findings on narrative structure
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somehow reminds me of the technique “camera eye’ (Aykin, 1983b:498) used by
many authors one of whom was John Dos Passos, who “spoke of the new aesthetic
potentials opened up by cinema and integrated cinematic techniques into his writing”
(Cohen, 1991:1). Thus, it may be discussed that Y urdatap opted for using the camera
eye technique in the book and omitted a number of events, a practice “which reminds
the work of a film editor, who ‘cuts the raw material of the fabula into scenes and
sub-scenes’ (Allan, 2007:105).

Tahir-Gurgaglar also calls attention to the characteristics of omissions made
by Yurdatap. She mentions the omissions which relate to Christianity (Tahir-
Gircaglar, 2001:334) These kinds of omissions can also be evidence of the
relationship between the film and the book. Because, according to “The Regulation
on the Control of Films and Film Scripts’ [Filimlerin ve film senaryolarimin
kontroluna dair nizamname] adopted in 1939, the films which made propaganda on
the religion and politics of other countries were cut or fully banned (Oztirk,
2005:165). This may be another sound argument that Y urdatap who watched the cut
film, wrote a cinema novel or “summarized the story quite freely rather than

tranglating it sentence by sentence” (Tahir-Gurcaglar, 2001:334).

Different from Eren and Uyepazarci; Levent Cantek (2008) considers the
cinema novels of foreign films as trandations. In his book Cumhuriyetin Bllug Cag:
[The Puberty of the Republic], in which he touches on the the socia life and the
popular daily activities of people in the years between 1945 and 1950, Cantek states
that cinema was one of the most popular entertainment activities of the period. He
deals with the subjects such as censorship applied for the films, their utilization as
educational tools and the politics of the films. Moreover, Cantek allocates place for
the Egyptian films which were very popular in the years under his study. He
mentions the outcomes of such a popularity: gramaphone records and the novels of
these films. He centers attention particularly on the works of Y urdatap: “ Selami
MUnir Yurdatap who translated the films from Arabic, made stories out of the film
scripts and converted them into dime novels. [Filmleri Arapgadan tercime eden

Selami Munir Yurdatap senaryolari hikayelestirip ucuz fiyatlarla satilan romanlara
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dénustirmiistir] (Cantek, 2008:178)*°. However, his brief data on the case do not
elaborate how he comes to the conclusion that these are trandations. And the
examples in the book remain limited only with Egyptian cinema novels.

1.4. CONCLUSIONS

Chapter 1 has offered a survey of issues and approaches concerning the relationship
between films and novels in the selected works of literature, cinema and trandation
studies as well as the studies of researchers from diversified fields. Therefore this
section has set out to give a genera idea of which subjects the research in literature,
cinema and tranglation studies in the world and, particularly, in Turkey centered on.
After anayzing the selected works, | have discovered that although films have been
the subject of many studies in literature, cinema and trandation studies, somehow
“cinemanovels’ have remained to be a neglected area of research in these fields.

Exploring many scholarly works on films from the perspective of transation
studies, this chapter has displayed that the texts under examination have been either
written (such as novels, stories, poetry, etc.) or audiovisual (films, TV series) in the
discipline of trandation studies. There have been hardly any studies where both of
these have been analyzed in the same pot. It has been revealed that the studies on film
trandation have centered on certain subjects. subtitling and dubbing. The tranglation
“product” in film studies has been mainly restricted to subtitled, dubbed texts or to
the totality of the semiotic elements which are mingled in those texts as in the case of
Karamitroglou (2000: 72). Except for Delabastita (1989) and Tahir-Gurcaglar (2001,
2005) who have drawn attention to the relationship between films and novels,
tranglation scholars have not mentioned these mutual interactions between films and
trandlated novels. In addition to Delabastita and Tahir-Glrgaglar’'s arguments, this
chapter has also revealed that there are much more complicated cases where the
border of indigenousness and translation becomes confusing. All these constitute a

virgin areain translation studies waiting to be investigated.

% Cantek also gives examples for these cheap film novels: Askin Gozyaslar: (1940), Mes ut Giinler
(1941), Leylaile Mecnun (1941).
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Asfor the works in the disciplines of literature and cinema, it appears that the
fields of research regarding both films and novels have been too restricted with the
subjects such as cinematographic or visual narration in the novel; novels as sources
for film scenarios, and the differences in the languages of two media. However, the
exchange between these two media has been thought to be as one-way traffic, from
novels to films. Hardly anyone has analyzed the opposite situation. Setting aside the
article of Dogan Hizlan, it is seen that the studies about the relation between cinema

and literature are stuck in alimited number of topics, excepting cinema novels.

The researchers in literature and cinema, have aso remained silent when it
comes to questioning the trandations. No one has investigated the case for translated
literature; how translated literature is affected with the realm of cinema; whether the
trandations and trandators choices are impressed with films and by film-goers,
whether there are any published novels based on foreign films; and if there are, what
will be the status of them in Turkish literature. Instead, in much of the research the
word ‘trandation’ has remained restricted to the meaning of ‘transforming from one

medium to another’ or from ‘trand ating from novel language to cinema language’.

Chapter 1 has also given place to the researchers from different fields who
mention cinema novels without problematizing them in the repertoire of literature. As
a result of analyzing Ozuyar’s study, | have discovered that complicated relations
between trandation and films go back to the Ottoman period and they have ranged
over along period of time. Thus, it has become evident that the relations have a long
record. Moreover, Ozuyar’s research on cinema magazines in the Ottoman period has
revealed that there is more than one definition for ‘cinema novel’ in Turkey. It seems
that the concept of cinema novel may refer both to serials in the magazines and
books published singly in the Turkish literary repertoire. On the other hand, my
critical review on different arguments of the researchers from different disciplines
regarding cinema novels has reveded that although the findings of previously
mentioned researchers provide us with invaluable data on complex relationships

between foreign films and novels, disregarding the role of tranglation within the genre
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of cinema novels provides little place for analyzing these relations in the target

culture.
In Chapter 2 the theoretical framework of the thesis will be presented.

Following that, a general methodology for analyzing trandated cinema novels in a
target culture and the methodology to be used in this study will be exposed in detail.

41



CHAPTER 2

THEORETICAL FRAMEWORK AND METHODOLOGY

In the first part of this chapter | will introduce the theoretical framework of the
present study. | will focus on Even Zohar’s notions of “culture repertoire”,” culture
planning” and the elements constituting these (1994; 1997a; 1997b; 2000; 2005a;
2005b). In the second part, | will move to a survey of methodologiesin order to build
a general methodology for analyzing translated cinema novels listed in my database.
Following this, | will present the methodology to be used particularly in this study.

2.1. THEORETICAL FRAMEWORK

Because (1) this study is a historical research on cinema novels which are thought to
have an important role in the cultural and artistic context of the period chosen for the
study and (2) trandlation is of vital importance in such a process; | regard
contextualization of translated cinema novels in Turkish culture between 1930 and
1960, significant. At this juncture, Itamar Even-Zohar's systemic approach (1994,
1997a; 1997b; 2000; 2005a; 2005b) will be used as theoretical framework.

2.1.1. Culture Repertoire: Culture-As-Goods and Culture-As-Tools

Even-Zohar states that there are two major concepts of culture: “culture-as-goods”
and “culture-as-tools” (2000:389). While “culture-as-goods’ refers to “a set and
stock of evaluable goods, the possession of which signifies wealth, high status and
prestiges’ (ibid); “culture-as-tools’ indicates “a set of operating tools for the
organization of life, both on the collective and individua levels (ibid:392). These
tools may be either “passive” or “active’ (ibid). Passive tools help people make the
world comprehensible. On the other hand, active tools help people both handle the
situations and produce any such situations (ibid). Thus in the active aspect, the main
thing is “making active decisions and perform rather than ‘make sense’ of given
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situations’ (Even-Zohar, 1997:357). He maintains that all these tools, active or
passive, constitute a complex set of options which brings him to the concept of
“culture repertoire” (1994, 1997a, 1997b, 2000, 2005a, 2005b).

Even-Zohar includes all the factors which constitute any cultural event,
under the term of “culture repertoire”. He defines culture repertoire as “the aggregate
of options utilized by a group of people and by the individual members of the group,
for the organization of life” (1997b:355). The groups who are dependent on specific
culture repertoires are called “cultural entities’ (ibid:1997b). Different options
provided to these cultural entities give way to “competing and conflicting
repertoires’ (Even Zohar, 1997a:21). Thus Even-Zohar states that “there is never a
situation where only one repertoire may function for each set of circumstances in

society” (ibid). Moreover he draws our attention to the dynamism of the repertoire.

The culture repertoire, although sensed by the members of the group as
given, and taken by them for granted, is neither generated nor inherited
by our genes, but need be made, learned and adopted by people, that is
the members of the group. This making is continuous, although with
shifting intensity and volume. On the one hand, it may be made
inadvertently (1) by anonymous contributors, whose names and fortune
may never be known, but also deliberately, (2) by known members who
are openly and dedicatedly engaged in this activity. (Even-Zohar, 1997b:
357)

2.1.2. Making of Repertoire

Even-Zohar states that the making of a repertoire takes place via “invention” and
“import” (Even-Zohar, 1997b:358). He assumes that these two procedures are not
opposed because “inventing may be carried out viaimport, but may relate to the labor
involved in the making, within the confines of the home system without any link to
some other sytem” (ibid:358). On the other hand, he defines “import” as “bringing in
goods to fill in certain functions which are absent in the target” (ibid:359). At this
point, in order to perform an activity of import, he also emphasizes the necessity of
two points: a certain deficiency in the home market and willingness of the consumers

in the target (ibid). Furthermore, Even-Zohar suggests that imported goods which are
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successful in the target repertoire, become “integral part of the target repertoire’
(ibid:358). He calls this “integrated importation” in the target repertoire as “transfer”
(ibid:359). He explains the notion of transfer as “the process whereby imported goods
are integrated into a home repertoire, and the consequences generated by this
integration” (ibid). Whether via import or invention; in such a making process,
“agents’ (Even-Zohar, 1997b; 2005b) are of vital importance®' He argues that the
integration of cultural options are materialized “by the people engaged in the making
of repertoire, who are in the particular case of transfer agents of transfer” (Even-
Zohar, 1997h:361). These agents may be groups or individuals. While approaching
schools, publishing houses and etc. as “institutions’, he labels the individuals such as
authors, trandlators, etc. as “agents’. Whether an institution or a free agent, the

common point of all these are that they are influential in shaping a repertoire.

Moreover, in “ldea-Makers, Culture Entrepreneurs, Makers of Life Images,
and the Prospects of Success’ (2005b), Even-Zohar enlarges on the agents. But, just
before explaining these agents he provides us with the definition of “success’ of
human societies, which expedites the apprehension of the importance of the agents

rolein a certain culture repertoire (ibid: 185).

As “more options yield various types of capital and riches’; Even-Zohar
asserts that success is “a state of affairs in which there is a proliferation of options’
(ibid). Such a proliferation is suggested to depend on two variables: (1) “the handling
of changing circumstances’, (2) “the presence of options possessed and practiced by
another group” (ibid). In the first variable, societies produce proper measures in
order to keep up with the time. In the other one, they transfer repertoires from
another group to proliferate the options in the home repertoire. Even-Zohar states

that these two variables can be or not be related to each other.

3 Even Zohar's (1990a; 1990b; 1997a) previous papers on “polysystem theory” do not emphasize the
notion of agency and human elements. Thus he has been criticized by many scholars for not paying
attention to these elements (e.g. Hermans, 1999; Tahir-Glrcaglar, 2001; 2005). However in recent
papers, Even Zohar (1997b; 2005b) dwells upon not only institutions but also free agents and their
rolesin the culture repertoire.



After describing the notion of “success’, he dwells on the importance of the
“dedicated individuals or dedicated groups of individuals” who can “produce ideas —
or at least images- that can be converted to alternative or new options for the
repertoire of culture by which the life of societies is shaped and organized” (ibid:
184). He uses three different concepts in order to define these agents: “idea-makers’,

“culture entrepreneur” and “makers of life images’ (2005b).

“ldea-makers’ are stated to be the people who “produce ideas that may be
converted to new or alternative options for the cultural repertoires of socia groups’
(Even-Zohar, 2005b:193). At this point, it is necessary to underline that Even-Zohar
sets up a condition that an agent to be called as “idea-maker” should both produce
ideas and generate “unprecedented processes’ via the things they produce. Thus he
elucidates the concept at length with the words: “idea-makers-as-option-devisers’
(ibid:194). Moreover, Even-Zohar also makes a distinction between the idea-makers
who “engaged in producing and preaching their ideas” and those who “in addition
also become active in attempts towards their implementation” (ibid). He calls the

second group of active idea-makers “ culture entrepreneurs” (ibid).

“Makers of life images’ are the other types of agents Even Zohar (2005b)
dwells on. He emphasizes that apart from explicit and direct ideas, “the making of
options has also been carried out throughout history through images, metaphors, and
the depiction of alternative, different or new models of life” (ibid:198). With these
mentioned semiotic products, which are also named as “life images’, Even-Zohar
refersto therealms of literature and cinema (ibid). He states that, by providing tools
for both understanding and operating in actual life, these life images contribute to the

organization of people’slives.

While many of these semiotic products certainly have served the purpose
of reinforcing socio-cultural control by promoting preferred
interpretations of life circumstances, others turned out to be at odds with
the prevailing preferences. Like many types of intellectual products, these
images could then clash with the contemporary accepted options of life
by possibly showing that there might be some other possibilities. | am of
course referring to the vast activity that is nowadays called “ literature”,
and to the variety of texts we habitually refer to as poetry, fiction and
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drama. It can easily be extended to similar and parallel media like
motion pictures. [...] These products can be most adequately described
as “life images’. [...] The people who read or watch these products not
only get from them conceptions and coherent images of what is supposed
to be “reality,” but can also extract from them practical instructions for
daily behavior. Thus, the texts propose not only how to behave in
particular cases, but how life should be organized: whether to execute,
and in what ways, various options. For example, fall in love, eat
profusely or scantily, get married, have children, work or avoid working,
feel happy for dying for the fatherland. (Even-Zohar, 2005b:198)

Even Zohar calls the people who produce life images that serve as a source
for ideas which give rise to alternative options, such as writers, poets, paintersor film
directors, as “makers of life images’ (Even Zohar ,2005b: 199). However, he states
that these images function as “part-time generators of proliferation of options’ when
they serve only to promote, encourage or explain the propositions of idea-makers and
entrepreneurs (ibid). Having explained the notion of agency as “idea-makers’,
“cultural entrepreneurs’ and “makers of life images’, Even-Zohar states that the role

of these agencies are vital for a society to exist and compete with others.

2.1.3. Culture Repertoire and Culture Planning

Even-Zohar's systemic approach also includes another important concept: “culture
planning”. He states that “culture planning is concelved of a deliberate act of
intervention , either by power holders or by ‘free agents, into an extant or a
crystallizing repertoire” (2005a: 97).

However, he highlights that not all of the imported or invented options that
are associated with a certain cultural planning activity integrate into the repertoire
easily. These may well face with a “resistance” (2005a: 101). Even-Zohar explains
resistance as “a form of unwillingness towards the advocated, or inculcated ,
repertoire” (ibid). With a special emphasis on the notion of resistance, Even-Zohar
points out that culture or socio-cultural groups can not be homogenous and that there
may be different groups of agents who are struggling for different purposes in a
culture. He suggests that there may be two kinds of resistance: “passive’ or “active’

(ibid). With a passive resistance people only ignore the planning and the options that
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are the result of it (ibid). But with an active resistance, they may engage in an overt

struggle against the planned repertoire (ibid: 102).

Emphasizing on the heterogeneity and dynamism of a culture repertoire,
Even-Zohar points out the correlation of various repertoires in it. Thus, in order to
better understand the nature and function of a particular section of culture, Even
Zohar’s relational thinking leads the researchers to study their subjects in context
rather than isolation. Such a viewpoint also enables the researchers in the field of
Tranglation Studies to approach the translated literature as a repertoire which takes

part in shaping the whole culture repertoire in conjuction with other repertoires.®
2.1.4. Turkish Culture Repertoire and Translated Cinema Novels

From the studies on cinema and popular culture, it is ascertained that cinema was a
popular form of entertainment in Turkish culture in the chosen period®. Films
reached the large masses. It seems that the great majority of these films were foreign

because the movie industry in Turkey was weaker than those of other countriesin the

% Following Even-Zohar, many translation scholarsin Turkey have, too, benefited from this systemic
approach. Tahir-Glrgaglar (2001); drawing on Even-Zohar's notions contextualize the trandation
practicesin the period between 1923 and 1960 within awider cultural and political history. She dwells
on two conflicting parts of the repertoire of translated literature (Trandation Bureau and private
publishing houses) in early republican period when there was an official culture planning in language,
publishing and trandlation. On the other hand Mige Isiklar-Kogak (2007), while problematizing
trandated popular texts on women’s sexuality in Turkey between 1931 and 1959, draws on the
concepts of “culture repertoire” and “culture planning”. She approaches translators, pseudotranslators,
writers as “agents’ and private publishing houses, women’s magazines as “ingtitutions” in her study.
She reveals that these agents and institutions were involved not only in creating options for female
readers but also in planning the discourse on sexuality in the Turkish culture repertoire (I siklar-Kogak
2007: 54). Except for Tahir Gurgaglar (2001) and Isiklar-Kogak (2007), there are many other
trandation scholars who employed systemic, historical, descriptive and critical approach in their
works. For instance; see Paker, S. (1986). Translated European Literature in the Late Ottoman
Literary Polysysytem. New Comparison (1) 67- 82. See Demircioglu,C. (2005). From Discourse to
Practice: Rethinking “ Tranglation” (Terceme)and Related Practices of Text Production in the Late
Ottoman Literary Tradition. Unpublished PhD thesis in Trandlation Studies submitted to Bogazici
University. See Bozkurt, S. (2007). Tracing Discourse in Prefaces to Turkish Trandglations of Fiction
by Remzi Publishing House in the 1930s and 1940s. Unpublished MA thesis in Translation Studies
submitted to Bogazi¢i University. See Ekmekg¢i, A. (2008). The Shaping Role of Retrandlations in
Turkey: The Case of Robinson Crusoe. Unpublished MA thesis in Trandation Studies submitted to
Dokuz Eylul University.

3 Scognamillo 2003, 2008; Ozon 1962; Akcura 1995; Karagézoglu 2004, Giirata 2004; 2007 mention
the popularity of cinemain the chosen period in their works.
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period the present study focuses on (1933-1960).* Thus, it can be concluded that the

repertoire of cinema was mainly shaped by the imported films from other countries.

It was not only the repertoire of cinema which was influenced from these
foreign films, but also the whole cultural repertoire. Ahmet Glrata states that “The
international films are consumed in various different contexts by the audiences. They
generate a number of discourses which shape the construction of cultural identity and
national cinema in a given place” (2004: 79). Glrata also mentions the share of
people, institutions, process of reception, translation® and rewriting in such a

construction.

In some cases, the movies were significantly altered for particular export
markets. More importantly, local distributors, exhibitors and censorship
bodies modified these movies to facilitate their reception by their
culturally specific audiences. Sometimes scenes were removed, or
performances featuring local stars were inserted into the original prints.
These transformations particularly affected the local context of reception
in relation to the experience of modernisation and modernity. (Glrata,
2007: 335)

Moreover, in agreement with Gurata, Scognamillo also emphasizes the role
of film importer companies™ in Turkey at the time: “Just as movie houses hold up a
mirror to the appreciation of audience, the film importer companies are the
ingtitutions which shape, sometimes create, this appreciation” [“Sinema salonlar
seyirci begenisinin nasil bir aynasi oluyorlarsa, disalimc sirketleri de bu begeniyi
sekillendiren — bazen de yaratan — miesseselerdir”] (Scognamillo, 2008:87).

% For more information on cinema industry in Turkey see Oz6n 1962, 1968; Scognamillo 2003, 2008;

Akgura 1995; Karagtzoglu 2004; Girata 2004,2007; Hristidas, 2007:25)

% As Girata (2007) points out in his study; at the time, translation —especially dubbing- played a
key part in the construction of cultural identity. However, in the present thesis | have to be content
with mentioning this briefly. Because this study, rather than dwelling on film translations, accentuates
on the influence of the foreign films on translated popular literature.

% There were many movie houses and film importer companies such as Kemal Film, ipek Film, Fitas,
Lale Film, Opera (Ozen) Film (Scognamillo 2008: 58).
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Looking from Even-Zohar's point of view; | cal al these film importer
companies, exhibitors, censorship organizations®’, which were in a kind of
“planning” activity in the repertoire of cinema, as “makers of life images’. Because,
by producing new options to Turkish culture repertoire via importing “alternative,
different and new models of life” (Even-Zohar, 2005b:198); these “institutions’
played a significant role not only in forming and shaping the repertoire of cinema but
also in contributing to the organization of people’s lives. As suggested by Even-
Zohar, the people who watched these products not only got from them conceptions
and coherent images of what was supposed to be redlity, but could also extract from
them practical instructions for daily behaviours (2005b:198).

The film importer companies, via import, tried to make the repertoire of
cinemain its early yearsin Turkey. The imported films and their success gave way to
the invention of many Turkish films. Thus, another “makers of life images’ in the
repertoire of Turkish cinema: Turkish film directors, emerged with their own films.

The products imported (foreign films) by the film importer companies also
“served as a source for ideas that could be converted to the creation of new or
aternative options” (Even-Zohar, 2005b:199). For example, these foreign movies
became the source of inspiration for Turkish films as in the case of Seyh Ahmet’in
Gozdes (1955) [Sheik Ahmet's Favorite]®. Some of them (e.g. The Way of all
Flesh 1927; Der Postmeister 1940) were transferred to the repertoire of Turkish
cinema. They were re-directed by Turkish directors and presented to the public as
Turkish films at the time®. However new and aternative options which were created

with the influence of those foreign films were not restricted to the realm of cinema.

% The first legal arrangement regarding cinema was included in Hifzisthha Kanunu (Public Health
Law in Turkey) which was adopted in 1930. Then, in the years 1932, 1934, 1937, 1939 many other
restrictive articles on cinema and films were arranged in Turkey. For more information see Oztiirk
(2005: 161-166) and Girata (2004, 2007).

% At the time, foreign films with oriental settings were extremely popular. The Sheik (1921) , The Son
of the Sheik (1926), The Lover of the Sheik (The Barbarian) (1933) and The Sheik Steps Out (1937) all
screened in Turkey and drew great interest of the public. Following these, some Turkish films were
named referring to these foreign films. For instance, Seyh Ahmet’in Goézdesi [Shelk Ahmet’s Favorite]
was directed by Cetin Karamanbey in 1955. (Girata, 2004:60)

¥ The films such as Sehvet Kurban: (1940) and Ucuruma Dogru (1949), which were the
reproductions of the foreign films The way of All Flesh (1927) and Der Postmeister (1940)
respectively, may well set examples for the case. These will be discussed later in detail.
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Interestingly, the initiatives of film importer companies also proliferated many

options in the repertoire of translated popular literature®.

As mentioned earlier, Even-Zohar states that proliferation of options depends
on two variables. “handling the changing circumstances’ and “the presence of
options possessed and practiced by another group” (2005b:185). Thus, being well
aware of another tool (cinema) for the organization of life in Turkish culture
repertoire and its success in the international market; publishing houses, too, desired
to benefit from the effect it produced. They published books of the foreign films
which were, or were to be, shown to the public*. The trandators active in the
process drew on the “life images’ which were produced by the foreign films and
together with the publishing houses introduced a new option (cinema novel) into the
repertoire of literature and culture in Turkey. Thus imported filmsin the repertoire of
cinema led to an invention of option in another repertoire in the culture; i.e. in the

repertoire of translated popular literature.

However, it will not be exact to reduce the number of the option produced by
the private publishing houses to one. Because taking the foreign films as starting,
private publishing houses and free agents introduced many options. (1)They
published tranglations or retrandations of the novels which were filmed in other
countries, irrespective of the fact whether they were released in Turkey or not. (2)
The agents pursued different courses while producing cinema novels and thus, many
cinema novels were presented under diversified attributes. Moreover, (3) many
indigenous novels (some of which were pseudotranslations) based on the characters

“0 Except for the repertoire of translated literature, the repertoire of Turkish music was also influenced
by foreign films, especialy by Egyptian films which were very popular between 1938 and 1950.
Gurata states that “The Egytian films and their music also contributed to the new forms of music in
Turkey. Muhammed Abd al-Wahhab, who introduced dance rhythms like tango, rumba, samba and
foxtrot into traditional music, was especially influential on Turkish composers’ (2004:64).

“! Exact opposite situations may also appear: foreign literary works or foreign films may be filmed in
the home repertoire. For example in Turkey, the source of the film Milyon Avcilar: (1934) was a
German film called Sehnsucht 202 (Scognamillo, 2003:42). The film Batakl: Damin Kiz: (1934/35)
was an interlingual and intermedial translation done from Selma Lagerl6f’s long story Toser fran
Sormyrtorpet (ibid). Semih Evin's Demir Perde (1951) is afilm made out of Erich Maria Remarque's
novel Liebe deinen Nachsten. However present study, which is on translated popular literature and for
which having a novel as an end product is vital, does not involve those practices which may well be
analyzed within tranglation studies.
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or subjects of the famous foreign films were produced. Thus, making a new option
(the genre of cinema novel) which served as a source for the creation of many other
new and aternative options, the individuals active in the process became “makers of
life images’ in the repertoire of trandated popular literature. On the other hand, it is
certain that the success of these options created a market in the repertoire of
literature. Feeding on the popularization of films, the “need” (Even-Zohar,
1997h:359) for such kind of novels were domesticated too. Soon, the cinema novels
of the limited number of Turkish films were released to the market, which proved

that the genre of cinema novel was integrated into the home repertoire.

2.2. METHODOLOGY

Frederic Chaume states that “a model of analysis is justified due to the need to
examine an object of study in a closer, more systematic way. First, a description of
the object is sought, an exercise that could be viewed as an end in and of itself”
(2004:13). Borrowing Chaume’'s notion, it may be suggested that the models of
analysis in trandation studies regarding films have centered on the same subjects:
subtitling and dubbing.** On the other hand, the existing works in the disciplines of
cinema and literature describe the relationship between films and novels particularly
with two “models of analysis’ (Chaume 2004): “adaptation” (Sanders 2006;
Hutcheon 2006; Cetin-Erus 2005; Unser 2004) and “novelization” (Larson 1995;
Allison 2007; Piehler 2007; Queenan 2009). These two notions are often used in the
studies of literature and cinema for explaining the dynamics of the correlation
between films and novels.

In this section, at first, the notions of “adaptation” and “novelization” will be
described and problematized within the contexts they are used. Then, a methodology
for analyzing trandated cinema novels in the Turkish culture repertoire will be
proposed as my database on translated cinema novels urges the need to produce a
classification in order to explain the various relationships among transation, cinema

and novel.

“2 A detailed information on the studies of translation regarding filmsis givenin 1.1.1.
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2.2.1. Why not Adaptation?

Adaptation and adaptation studies are the first two things coming to mind when there
is a change of medium. Thus the case is the same on investigating the relations
between novels and films. Many scholars, without focusing on whether there is a
change of language or not, focus on the adaptation processes, losses, gains, additions,
omissions in the transpositions between film and novel languages. The existence of
different languages are mostly ignored and attention is mainly centered on the

transpositions from novel language and film language or vice versa.

Julie Sanders (2006), in her book Adaptation and Appropriation, defines
adaptation as a “transpositional practice, casting a specific genre into another generic
mode, an act of re-vision in itself ” (Sanders, 2006:18). She focuses on the mediums
rather than languages while explaining the cases under the title adaptation. In The
Literature and Film Reader (2007), the articles of several scholars, again dwell on
the transmutation between the codes and mainly focus on transferences from novels
to films. The main debate points, as in other adaptation studies, appear to be on

interpretation, intertextuality and fidelity to source texts: novels.

In Turkey, the approaches towards adaptation are not different from the ones
in the above studies. They do not step out of the borders of a language and
investigate the complex relations existent in the culture.*® Cetin-Erus's Amerikan ve
Turk Snemalar:nda Uyarlamalar [Adaptations in American and Turkish Cinemas]
(2005); Orhan Unser’s Kelimelerden Gorlintiiye [From Words to Images] (2004)
may well be given as examples for the studies on the adaptations in a single

language.

Similar to other adaptation studies mentioned above, Linda Hutcheon (2006),
in Theory of Adaptation, defines adaptation with the change of mediums. She
suggests.

3 However, it can not be speculated that there is a well-developed field of adaptation studies in
Turkey. These studies are mainly carried out within the scope of literature or cinema; not under the
title of adaptation studies.
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Adaptations are obvioudly least involved in the debates when there is no
change of medium or mode of engagement. It is when adaptations make
the move across modes of engagement and thus across media, especially
in the most common shift, that is, from the printed page to performance
in stage and radio plays, dance, opera, musical, film, or television, that
they find themselves most emeshed in the intricacies of the medium-
specifity debates. (Hutcheon, 2006:35)

Moreover Hutcheon investigates the notion from the point of two visions: asa
product and as a process. She claims that “as a formal entity or product”, an
adaptation ammounts to “an extensive transposition of a particular work or works’
(Hutcheon, 2006:7). She also uses the words “announced, extensive, specific

transcoding” for explaining the concept (ibid: 16).

Different from the above studies; while explaining this “openly
acknowledged and extended reworking”, Hutcheon touches on the comparison made
between trandation and adaptation so far (ibid). Hutcheon, with regard to Susan
Bassnett’s definition of trandation: “an act of both intercultural and intertemporal
communication”, accepts that “this newer sense of trandation comes closer to
defining adaptation as well” (ibid). However, while speaking of adaptations, she
restricts it only to “intersemiotic transpositions’ (ibid:16) and *“ontological
transcodings’ (ibid: 17).

In many cases, because adaptations are to a different medium, they are

re-mediations, that is, specifically trandations in the form of
inter semiotic transpositions from one sign system (for example, words) to
another (for example, images). This is translation but in a very specific
sense: as transmutation or transcoding, that is, as necessarily a recoding
into a new set of conventions as well as signs. (Hutcheon 2006: 16)

Hutcheon gives an example for her case: “Harold Pinter’s screenplay for Karel
Reisz' s film The French Lieutenant’s Woman (1981) transposed the narrative of John
Fowles' novel (1969) into atotaly cinematic code. [...]The self consciousness of the
novel’s narrator was translated into cinematic mirroring” (Hutcheon, 2006:16,17).
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She also uses the notions “trandation” and “paraphrase” in the same sense
while mentioning the “ontological shifts’ such as “from the real to the fiction, from a
historical account or biography to afictionalized narrative or drama’ (ibid:8,17).

The adapted text may be an authoritative historical rendering or a more
indefinite archive (see Andrew 2004: 200), and the form can range from
“biopics’ to “heritage” films, from television docudramas to
videogames, such as JFK Reloaded (by Traffic Games in Scotland),
based on the Kennedy assasination. Sometimes the text being
paraphrased or tranglated is very immediate and available. For example,
the German televison movie called Wannseekonferenz (The Wansee
Conference) was an 85-minute film adaptation scripted from the actual
minutes of the 85-minute meeting held in 1942 and chaired by Reinhard
Heydrich, the chief of the German State Police. (Hutcheon, 2006:18)

Considering the points emphasized by Hutcheon, one may easily understand that
tranglation only takes place in this “adaptation” process in avery restricted sense: that
is as transcoding or transposing. She claims that one may mention translation either in
a case when different “modes of engagement” are in question or, along with the
concept paraphrase, when ontologic transpositions are the subject (Hutcheon 2006:
22). She presents example cases for explaining her point. However, in genera, the
examples she gives, are related with monolingual situations as some of them are
shown above. She dwells on the examples which are written, filmed and played in a
single language. She does not emphasize the cases which are both interlingual and

intertextual or interlingual and intratextual.

Hutcheon after explaining adaptation as a product, moves to explaining it as
“a process of a creative interpretation or interpretive creation” (Hutcheon, 2006:18).
She claims that “the act of adaptation always involves both (-re)interpretation and
then (re)creation” (ibid). She also exemplifies her point: “Morte a Venezia, Luchino
Visconti’s 1971 Italian film version of Thomas Mann's 1911 novella Der Tod in
Venedig , is so different in focus and impact from Benjamin Britten and Myfanwy
Piper’s English opera Death in Venice” (ibid:19). Although it is highly possible that in
this specific case there is an interlingual translation process, Hutcheon, who quotes the
definition of trandation as “an act of both inter-cultural and inter-temporal

communication” from Bassnett, does not mention it (ibid:16).



Considering al the studies mentioned above, | ascertained that although the
notion adaptation clearly explains the “intralingual” and “intersemiotic” (Jacobson
2002) versions, it fals short of explaning al the complex relationships among
“interlingual” (Jacobson 2002) and “intermedial” (Bal, Moarra 2007)* cases in my
database. | suggest that in the complex interlingual and intermedial relations between
novels and films, change of language should aso be taken into account. And at this
point such cases are incumbent on translation studies. Otherwise, how will we explain
the relationships if there is a change of medium and a change of language (from
source novel/play to target film) ? Or which notion will be used for both interlingual
and intertextual cases (from a source film to target novel) or even more complex: for
the cases both from source novel/play and source film to target novel?

2.2.2. Why not Novelization?

Novelization or, in marketing term, movie tie-in book (Larson 1995:3) is the common
term used for cinema novels. However it is not so different from the notion of
adaptation. It constitutes a subcategory in adaptation studies. Although countless
words have been written or said on the subject of literary adaptation, the studies
mostly accentuated on unidirectional affair: transfers from novels to films. Except
for afew articles published (Allison 2007; Piehler 2007; Queenan 2009), Hutcheon’s
brief explanation in her book and Randall D. Larson’s Films into Books (1995); there
are hardly any studies mentioning these diverse direction transfers. from films to

novels; i.e. novelizations.

Deborah Allison (2007) particularly underlines that the source of the
numerous novelizations are not films but their screenplays. “unlike literary
adaptations, film and book do not draw one from the other but instead each produces
in a different medium an adaptation of a shared source” (Allison, 2007:2). She
alleges the synchronicity of the releases of novelizations and films for her
arguement: “since time must be allowed for printing and distribution, this has

generally meant that the book must be completed before the filming wraps. No

“ The notions of “intermedial”, “interlingual”, “intralingual” and “intersemiotic translation” will be
explainedin 2.2.3.
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wonder, then, that novelizations rarely attempt to describe a film’'s mise-en-scene”
(ibid).

Novelizations may precede or follow the film releases. “Sometimes their
function is to drum up interest in a film that has already been shot but not yet
released; sometimes to keep the public's interest stoked during that dark period
between the end of a film's theatrical run and the moment it is released on DVD”
(Queenan 2009). Allison, too, mentions that a novelization can be thought as
preceding and following the film. She claims that a book preceding the film may
adapt an older version of the script and this may result in the differences between the
current film and the novelization which appears to belong to the film that is actually
shot. As for the after-film releases, she states that these “help the readers re-
experience the movie or to develop and augment that experience” (Allison 2007).
Queenan echoes Allison in attributing novelization a facilitating function to
understand the film on which it is based (Queenan 2009). He thinks that

“novelizations are usually much easier to follow than the films they novelize” (ibid).

Although most of the novelizations become popular and bestsellers after
being published, they are often held in contempt by the literary academia. Having
poor quality, being chosen from the genres such as science fiction, western, crime
thrillers and written in avery limited time are al suggested by Allison for the reasons
of this negative approach (Allison, 2007:1). Joe Queenan, after claiming that
“authors of film novelisations, not unlike pornographers, rarely get the respect they
deserve’, annexes other reasons to Allison’s. “one major reason novelisers are
scorned by the writing community is that the genealogy of the works in this genre is
so complex that it is not always clear what relationship to afilm anovelization bears.
Another is the fact that novelizers make so much money” (Queenan 2009). Also the
discussions on the originality of these novels may revea another reason lying behind
the negative attitude towards them. Queenan claims that novelizations are “the
rewording of screenplays written by other people, supplemented by vivid
descriptions of images furnished by the directors’ and then he concludes that
novelizations are not original. (Queenan 2009). Allison, too, reflects this general

opinion while she is mentioning the low quality of the novelizations and argues that
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novelizations are accepted “as pale shadows of the movies deemed to be their source,
in which only the most manifest content of characterisation and plot are reproduced”
(Allison 2007). She also adds that “in contrast with the now customary acceptance in
the cases of from-book-to-film”, novelizations are criticized because of the values
lost in writing (ibid). Because of all these negative attributes; the term novelization
displeases Max Allan Colins, who has written 20 novelizations. He thinks that
“novelization is an unfortunate term that tends to diminish the process, or, anyway,
the end result (in Piehler 2007).

However, in contrast with the negative attitude towards novelizations in
literature, Allison claims that these books may open up new research paths. Allison,
investigating two English novelizations of an American film, suggests that
novelizations can be utilized as “historica documents when considering a film's
developmental process’; they can “provide alternative readings of the film script”
and thus " help to enrich a viewers retrospective relationship with the film itself” and
“they offer an avenue for exploring the differing narrational forms and capabilites of
the two media (Allison 2007).

The process of the novelizations are also under discussion because of the
limited time and challenges in the trandation of the script pages to manuscript pages.
The major difficulty for novelizers is to transform the limited number of pagesin a
film script into a full novel. Thus, the novelizers use different strategies in the
process. Allison mentions that novelizers “employ constituents of their own
invention in order to transform the source material into the format expected by the
readers of any novel” (Allison 2007). She asserts the technique of “fleshing-out of
characters’ which has been also pointed out by Christopher Piehler (2007). In this
technique, the novelizer “elaborates the characterization with considerably greater
fervour, adds passages of back story” (Allison 2007). Allison also shows in her case
study that some novelizers even add new characters to the story. Apart from this
“fleshing-out technique” which is peculiar to the novelizations, she mentions another
technique which is used both in films and books: “cross cutting” (ibid). Allison
explains this method as “a device on which the film regularly draws, both in order to

heighten the tension and so as to suggest dramatic or ironic parallels between
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different narrative strands’ (ibid). She suggests that the technique is adapted by the
novelizers too. Basing on her case study, she ascertains that “the books subdivides
chapters into many segments which are often much shorter than those found in
conventional books” (ibid).

Another scholar Hutcheon, in her book, makes a scant mention on the
adaptations from films to novels (Hutcheon, 2006:30,38). She claims that this
“flourishing industry can not be ignored” (Hutcheon, 2006:38). She suggests that
these are not new phenomena and, like any other adaptations, arise from economic
concerns. She points out that novelizations are published parallel to the film releases
and there may be re-novelizations (Hutcheon, 2006:39). According to Hutcheon who
exemplifies her statements on monolingual cases again, the main problem in

novelization is the size of the work.

Like the readers of earlier popular “ cinemaromanz” or “fotoromanz” ,
the fans of Star Wars or The X-Files can now read novels developed from
the film and television scripts. The problemis, again, one of size or scale.
As William Burroughs contentiously puts it: “ If you took the actual film
script of Jaws and turn it back into a novel, with no reference to the
actual novel and just the filmscript as your given material, you would
most likely end up with a very dull novel and also quite a short one”
(1991: 76). Film adaptations of almost any medium are themselves open
to (re-novelization) today: K.J. Anderson has written a novel adaptation
(2004) of James Robinson’s 2003 film adaptation of Alan Moore and
Kevin O’'Neill’s continuing comic book series/graphic novel called The
League of Extraordinary Gentlemen. Of course, he had to keep the
changes made by the film adaptation to important elements like the
villain and the number of characters, but because the script was so short,
Anderson could add descriptions and develop character motivation, and
to do so he often returned to the graphic novel. (Hutcheon, 2006:39)

Considering the arguments of and examples given by Allison, Piehler,
Queenan and Hutcheon; one can conclude that similar to the cases in adaptation
studies, they all base their conception of novelization on monolingual matters. The
examples given for novelizations and novelizers in the studies are too restricted
within the borders of a single language: English. They do not dwell on the

interlingual cases which reveal more complex relationships.
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However, a the end of his article, Piehler unintentionally touches on an

interlingual case without commenting on it at length:

Asked what his favorite tie-in book is, Cox replies, "One of the best
novelizations I've ever read was Paul Monette's novelization of Nosferatu
the Vampyre, which was a novel based on a German remake of a silent
movieillegally based on Bram Stoker's Dracula. (Not to be confused with
Bram Soker's Dracula by Fred Saberhagen.) The Monette book was
really well written, which is especially impressive when you consider its
complicated pedigree!” (Piehler 2007)

If we think that Paul Monette is an American author and Nosferatu the
Vampyre is a German production based on German remake of a silent movie which
was also based on another source, on Bram Stoker’s Dracula; these reveal such a
“complicated pedigree” that explaining al these only with the attribute of
novelization means underestimating the process of translation.

Preceding all these mentioned studies, Randall D. Larson’s Films Into Books
(1995) remains to be one —to my knowledge, the only- of the most detailed
academic studies on novelizations. He thoroughly investigates what novelizations
are, how they are assigned, written, marketed, received and where they fit in the
literature. Larson claims that “novelizations can be viewed as artistic collaborations
as valid as any other form of literary or creative colloborations’ (Larson, 1995:38).

He groups novelizations under certain headings.

There are, in fact, three distinct kinds of movie tie-ins. The first is simply
a reissue of a previous novel that was adapted into a film; the movie tie-
in edition is repackaged with the movie logo (sometimes with a new title,
if the book’s original title was changed for its big-screen incarnation).
The second kind is a novelization of a film or television screenplay —a
novel specifically adapting a script into prose for book publication. The
third kind of tie-in is an original novel based on a movie'sor TV series
characters, concept, and setting; rather than adapting a script, the writer
simply takes the essence of a film or TV show and creates a new story
involving its characters.* (Larson, 1995:3)

“ | underscore the words for emphasis.
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Larson’s approach and classification of movie tie-ins or novelizations fit
well in the cases when considered within the boundaries of a single language. Let

me show it with Turkish examples:

For the first group (novel — film— re-edited novel), let me start with a
recent example: the film Guz Sancis [The Fall Gripe] (2009). The film was adapted
from Yilmaz Karakoyunlu’'s novel by Tomris Giritlioglu under the same name. The
book, following the release of the film was re-edited by Dogan Y ayinevi. Another
example: Suat Dervis's Fosforlu Cevriye (1968) after being published in a seria
format for a newspaper of the time®, was published in a book format after the
release of the film (1959). Similar to this, Server Bedi's’ Cingdz Recai was
published in a book format after being serialized in a newspaper and filmed by
Metin Erksan (Uyepazarci 2008: 300). The last example: Kivirck Pasa (1941),
which was originally written by Sermet Muhtar in 1933, was rewritten or novelized
by another person: Yurdatap after it was filmed. Although the origina novel
(Muhtar 1933) consisted of 224 pages, novelization (1941) by Yurdatap was in a
dime novel format with 15 pages. However interesting for a novel to be rewritten
under the name of another author after the film, from the statements of Larson we

understand that thisis not an uncommon practice in the field of novelizations.

For the second group (film — novel), again | start with recent novelizations.
Yumurta: Ruha Yolculuk [Egg: Journey to Spirit] was first released as a film in
2007. Semih Kaplanoglu was both the scenario writer and director. It was then
novelized by Secil Biker and Hasan Akbulut in 2009 for the cinema series of
Dipnot Publishing. As an introductory note, on the book cover it was stated that
“people who thought to go out such a journey may again experience it. Moreover
they can surf in the pages of the book as much as they want and recall the scenes of
the film* [“Izleyiciler ... filmi izlerken yolculuga ¢ikmay: dustinmislerse, bu
deneyimi yeniden kitapla yasayabilirler. Ustelik sayfalarda diledikleri kadar
gezinebilirler, ilgili gérunttleri yeniden cagirabilirler”] (Buker and Akbulut 2009).
Another film Dondurmam Gaymak [Ice Cream | Scream] which was released in

* see http:/arsiv.sabah.com.tr/2007/02/13/cp/gnc103-20070211-102.htm
4" a pseudonym used by Peyami Safa (Uyepazarci, 2008, first vol.:169)
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2005 and received many national and international prizes was novelized in 2007 by
Y Uksel Aksu, scenario writer and film director. Moreover, some novelizations of
Turkish films in the 1940s. Kahveci Guzeli (1941), Nasreddin Hoca Duglinde

(1941) may well serve as examples for the case.

For the third group; “movie offshoots’ (Larson, 1995: 37), it is hard to cite a
novel based on Turkish film characters, concepts or settings. On the other hand, as
mentioned previously, the novels or serials which were written with the influence of
foreign film genres and movie characters and which were dealt with as ‘indigenous
cinema novels by Uyepazarci, can be given as examples of this group. These were
Danis Remzi Korok’'s serial “Kovboylar Kiral: Jeff Howart” [The King of the
Cowboy], Munir Sileyman Capanoglu’s “ Unlii Kovboy Tom Miks'in Hat:ralar:”
[The Memorias of the Famous Cowboy Tom Miks], and the seria “ Maskeli
Kovboy Hafiyenin Maceralar:” [The Adventures of Cowboy Detective in Mask]
(Uyepazarci 2008: 222, 227, 311). From the point of Uyepazarci, these may be
given as examples to this category. But | think that these examples constitute a
gray area between indigenous and trandlations because of their characters and

narrative structure.

As shown above, one can easily fit intralingual cases into Larson’'s
novelization categories. However the same is not valid for interlingual cases. When
the existence of another language comes into play in the production of cinema
novels, the term novelization which already refers a “collaboration” in monolingual
cases, fails to elucidate complex relations (Larson, 1995:38). Thus explaining the
situation only within the borders of the term novelization mapped out by Larson and
other scholars, becomes impossible. It falls short of explaining and showing the

complex interlingual relations between films and novelsin the translation history.

However Larson mentions different countries in his study, but with a fine
distinction: he does not refer to the countries speaking different languages. He
comments on the cases in England and United States, one of which is later analyzed
by Allison as mentioned previously.
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Strangely, some novelizations are written by different authors in England
than they are in the U.S. Ron Goulart novelized * Capricorn One' for New
York's Fawcett Books. In England, a different novelization by Ken Follett
appeared. Likewise, ‘My Science Project’ was novelized by Mike
McQuay in the U.S, and by lan Don in England. ‘Ghostbusters was
novelized by Richard Mualler in the U.S and by Larry Milne in England,
‘The Terminator’ by Randall Frakes and Bill Wisher in the U.S and by
splatter-novelist Shaun Hutson in England and so on. (Larson, 1995:7)

Larson aso claims that sometimes the novelization of a certain author may
appear with different bylines in different countries (England and U.S.) and the title
of the novelization may change depending on what title the movie goes by in the
country (ibid).

Moreover, from the statements of Larson one can easily understand that
people who novelize the films, call themselves writers or authors on the book

covers. The situation does not change even when the film is adapted from a novel.

When Well' s novel the Invisible Man was made into a TV series in 1975,
it wasn't his novel that was promoted as a tie-in, but Michael Jahn’s
original novel, based on the series pilot. Smilarly, Ronald Chetwynd-
Hays was asked to novelize the 1980 horror film The Awakening, which
had been based on a Bram Sioker novel entitled The Jewel of the Seven
Sars. The British Magnum paperback appeared with no credit
whatsoever to the film's original source —causing consternation among
the readers and the writers alike. In 1950, King Solomon’s Mines did
credit the movie's original source —the H.R. Haggard classic- but Dell
Books still released a novelization by Jean Francis Webb, based on the
movie that was based on the Haggard novel. (Larson, 1995:8)

The case is not different in Turkish when we consider the examples given
above for the second category of Larson. That poses no problem as the relations are
intralingual. However in trandated works, the situation gets complicated. Some of
the cinema novels of foreign films in the period under study were introduced as
indigenous productions or tranglations without referring to their source authors.
Even sometimes, as in the case of “Drakyola/ Kan igen Adam” [Dracula/The Blood-
drinking Man] (Stoker 1940), although the narration and the events in the book are
paralel to those in its filmed version, the book was claimed to be a translation of
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Bram Stoker’s novel. The rewriters of these novels also used uncertain attributes
which may refer both to trandations and indigenous writings. Moreover, unlike in
the case of novelizations their sources were not always the original film scripts
provided by foreign film companies. These are the points where the attribute
novelization is at a deadlock because we are no more within the borders of atotally

indigenous process. The films are foreign and the novelizers are Turkish.

In light of above discussion, it appears that many scholars in England and
U.S. call these kind of cinema novels as novelizations. Similar to adaptation
scholars they, considering trandation only as an intersemiotic transfer in the
process, mainly deal with intralingual and intersemiotic cases. However, it can be
stated that there is no need for these scholars to think any other interlingual cases.
Because the films they are dealing with are aready English as Hollywood is the
home of the cinema sector. But the same is not valid for another country which
speaks another language and whose cinema sector is mainly dependent upon others.
As mentioned in patches, the cinema novels which were popular between the 1930s
and 1960s in Turkey may well constitute an example for such complicated cases of
trandation. Based on this historical reality, it appears that besides adaptation, the
attribute novelization is not capable of explaining the complicated relations.
However, the studies on novelizations, their characteristics and history expand my
horizon on the subject and give an opportunity for me to compare the cinema novels
in England or in U.S. with those in Turkey. More importantly, Larson’s
categorization of novelizations facilitates building my own methodology while
studying the cinema novels in Turkish culture repertoire, which will be discussed in

coming subchapter.

2.2.3. Towards a Methodology for Analyzing Translated Cinema Novels
Asthere are hardly any surveys on novels from filmsin trandation studies as well as
other fields of study, it is difficult to find a certain classification which directly

facilitates to discuss my findings on a scheme. Thus, based on the methodologies
used in literature and trandation studies previously, | constitute my own
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classification to investigate the cinema novels in the Turkish culture repertoire. One
of the pillars of my methodology will be built on Roman Jacobson’s concepts of
“intralingual trandation”, “interlingual trandation” (2002) and Mieke Ba and
Joanne Morra's concept of “intermedial trandation” (2007). Besides, Randall D.
Larson’s classification of novelizations in literature will provide a basis for the

second pillar.

As mentioned previously, both adaptation studies and the concept of
novelization are incapable of explaining the complex interactions in the realm of
cinema and translation. Although these notions certainly explain the intralingual and
intersemiotic transfers, they do not offer much for the works which are beyond a
single language. In the previous section, it was also disclosed that in adaptation
studies and novelizations, tranglation is restricted with intersemiotic transpositions -
from one sign system to another- in a monolingual system. They do not touch on a
trandation process in the complex interlingual and intermedial relations between

novels and films.

However, it may be stated that change of language should be taken into
consideration in the interlingual and intermedial cases. Thus, | suggest that the notion
of trandation allow us to analyze al these complicated relationships (intralingual,

interlingual, intermedial) under the same roof.

Roman Jacobson (2002) in his article “On Linguistic Aspects of Language’,
mentions a three-way distinction in trandation: “intralingual trandation”,
“interlingual trandation”, and “intersemiotic trandation” (Jacobson, 2002:114). He
uses “rewording”, “trandation proper” and “transmutation” respectively for these
three kinds of translation (ibid).

Jacobson explains “intralingual trandation” as “an interpretation of verbal
signs by means of other signs of the same language” (ibid). He suggests that “the
intralingual translation of aword uses either another, more or less synonymous, word
or resorts to a circumlocution” (ibid). At this point he draws attention to a rule: “a
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synonymy is not complete equivalence’ (ibid). In my study the concept “intralingual
trandation” is used for explaining the transfers which take place between films and

novelsin asingle language: either in a source culture or in atarget culture.

Jacobson defines “interlingual trandation” as “an interpretation of verba
signs by means of some other language” (ibid). Similar to the intralingual translation;
in the case of interlingual translations, Jacobson mentions that “there is ordinarily no
full equivalence between code-units while messages may serve as adequate

interpretations of alien code-units or messages’ (ibid).

Most frequently, however, trandation from one language into another
substitutes messages in one language not for separate code-units but for
entire messages in some other language. Such a trangdlation is a reported
speech; the translator recodes and transmits a message received from
another source. Thus tranglation involves two equivalent messages in two
different codes. (Jacobson, 2002:114)

It may be thought that the translations from one language to another is the one
on which studies on tranglation mainly concentrate while examining the literary
texts. However in this study, except for the literary texts (from novel to novel), the
notion of “interlingual trandation” is used for the transfers -from film to film, from
book to film, from film to book- which take place beyond the borders of a single

language.

As for “intersemiotic trandlation”, Jacobson defines it as “an interpretation of
verbal signs by means of signs of nonverba sign systems’ (ibid). Thus, it is used
only for explaining the transfers from word to image.

However, as far as cinema is considered, one can not speak of a purely
intersemiotic translation®®. Because, the films are no more nonverbal. Then, it may
be suggested that in film studies, “intersemiotic trandation” should be used in

company with the concepts of “intralingual” and “interlingual trandation”. That is

8 Jacobson's classification is also handled by Gideon Toury (1986). He makes a distinction between
intrasemiotic trandating and intersemiotic trandating and approaches intersemiotic trandating as
tranglating from language to non-language.
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the method | would follow if my study had only unidirectional occasions. from
novels to films. However, in regard to cinema novels in the translated literature, my
study reveals that there is more than that. There are also translations made under the
influence of films or, in some cases, directly from the films. Therefore, following Bal
and Morra (2007), | practice on the concept “intermedial translation” which may well
meet all the transfers, including intersemiotic one, regarding films and novels in the
present study.

We are using the term ‘intermedial translation’ to mean, quite simply,
translating across media. To ‘translate across is to work within
discourses and practices of intertextuality, intersemiotics and
interdisciplinarity, which can lead to movements across genres, media,
bodies of knowledge and subjects. More figuratively, trandating across
is concerned with the marginal, the gaps, fissures and contradictions of
working in the interstices between these various boundaries. [...] These
issues are intimately connected with matters of intercultural trandation,
and require us to think and work across nations, ethnicities,
subjectivities, histories, politics and ethics.

On the other hand, it is vital to emphasize that, in the study, the concept of
“intermedial trandation” will also be used in company with “interlingual transation”
or “intralingual trandlation” in order to emphasize what kind of verbal transfer isin
effect.

Considering Jacobson’s concepts of “intralingual and interlingual trandlation”
and Bal and Morra's concept of “intermedia trandation”, it can be suggested that
trandation studies provide us with the necessary tools in order to investigate the

relations between films and novels in a culture repertoire.

Lawrence Venuti (2007) and John Milton (2009) also deal with the
comprehensiveness of trandation theory over adaptation studies. Venuti (2007), in
his article, suggests that trandation theory, by “advancing thinking on film
adaptation”, can play a central role in adaptation studies (Venuti, 2007:25). He
claims that contrary to “the lack of methodology in adaptation studies that enables
the examination of adaptations as cultural objects in their own rights’; trandation

theory provide “amore rigorous critical methodology” (ibid).
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Milton (2009), in his article states that “unlike trandation studies, which
usually deals with interlingual translation, individual studies in adaptation studies
usually deal with inter-semiotic and intralingual versions, and only occasionally look
into interlingual questions’ (Milton, 2009:54). He also makes an interesting
deduction by suggesting that the reason for this restriction of adaptation studies may
arise from the situation that contemporary studies in adaptation studies originate
from monolingual departments (ibid). Morever, he maps out the contours of
adaptation studies by claiming that the common subjects are “the examination of the
adaptation of a classic novel to a play then to a film then to a musical or opera as
well as the novels which appropriate ideas from other novels or plays’ (ibid). Milton
echoes Venuti in admitting that “adaptation studies are dependent on theories from
outside its own particular area” and that translation studies can play a significant role
in adaptation studies (ibid: 56).

Following the notions of “interlingual”, “intralingual” and “intermedial”
trandation, Larson’s (1995) classification of novelizations helps me form the second
phase of my own methodology for analyzing the relations between films and novels

in the target culture.
As indicated earlier, Larson classifies the novelizations under 3 groups. The
first group involves “reissue of a previous novel that was adapted into a film”

(Larson, 1995:3). It can be shown as follows™:

1. group

RE-EDITED

NOVEL — FILM — NOVEL

The second group involves the “a novelization of a film and television
screenplay —a novel specifically adapting a script into prose for book publication”
(ibid).

“9 All figuresin the present study are mine, unless otherwise indicated.
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2. group

FILM  —— NOVEL

The third group involves “an original novel based on movie's or TV series
characters, concepts and setting: rather than adapting a script, the writer ssimply
takes the essence of a film or TV show and creates a new story involving its
characters.” (ibid). | have also discussed that while Larson’s classification well fits
the intralingual and intersemiotic trandations in a single language, it fails to

elucidate the interlingual and intermedial trandlations between cultures.

By studying Larson’s classification and showing the complex relations with
the help of Jacobson and Bal and Morra's concepts, | have developed a broader
classification so as to investigate interlingual, intralingual, intermedial relations
between novels and films in a culture repertoire. However, at this point it should be
emphasized that these are hypothetical categorizations, in other words. possible
ways of trandation. Therefore, they are at “the theoretical level of competence”
(Toury 1980; Delabastita 1989, 2008).

2.2.3.1. A Proposed Classification for Trandated Cinema Novels

Although in Larson’s classification the source or end product is narrowed down to
the genre ‘novel’, my research on the relations between foreign films and target
novels in Turkey has revealed that the source or end product in the classifications
may not always be restricted to the genre ‘novel’. It has appeared that aforeign film
may originate from any kind of literary text such as a play or poem as well as a

novel in the source culture™. The target product in atarget culture may also be other

% “The |evel of performance’, where certain regular patterns of behaviour are distinguished and “the

level of norms’, which determines the suitability of these behaviours in Turkish culture repertoire,

will be investigated in the coming chapters (Toury 1980; Delabastita 1989, 2008).

*! For example, the script of the film Gunga Din (1939) was originated from one of Rudyard Kipling's
poems (Scheider 2005: 161).
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than a novel®®. In the present thesis, while the end product in the target culture is
restricted to the genre ‘novel’; source products for films and target novels are
extended to include the film scripts, plays or any other literary texts as well as

novels or novelizations.

The first group in Larson, takes its starting point from novels. Taking the
source novel, play or any other literary texts as starting point for the transfersinto a
target culture, | suggest that the relations may be analyzed under three subgroups
when two languages and cultures come into play. | analyze these subgroups under
thetitles 1A, 1B, 1C.

1A

In this subgroup, | assume a possible sequence of works™;

SOURCE TARGET TARGET
SOURCE
FILM FILM® NOVEL

54
NOVEL/PLAY* | —> —> [E—

At first, a source novel/play may be written in the source language.
Secondly, a source film based on this may be produced. Third, the film may be
subtitled or dubbed in the target language . Fourth, with the popularity of the film in
the target culture, atranslated cinema novel may appear in the target language.

Then, it can be suggested that the trandation from source novel/play into
source film is intralingual-intermedial; the translation from source film to target film
is interlingual. However, the interactions among the works may not be restricted

only to these. Though the point of destination is the same, that is the target novel;

%2 For example, the script of the French film La Beauté du Diable [ Beauty and Devil] (1950) was
published in Turkish as afilm script under thetitle of Seytan:n Giuzelligi (1957) by Sinema Y ayinlar:.

> Below, while explaining the relations between foreign films and target novels with the help of
figures, the notions * source text’ or ‘target text’ will not be used on purpose. As there are many texts -
novels and films- in this study, theword ‘text’ is not used when it is thought to cause an ambiguity.

> As mentioned previously, other literary texts such as a poem may also be taken as an origin for a
film in source culture. But as it will be too long to write all the alternatives here, only source novel

and play are mentioned in the boxes.

*® | n this study target film refers to the subtitled or dubbed film.
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there may be various ways to reach it. These will be explained under 1A%, 1A2 1A3,
1A%, 1A°.

1AL

Because of the popularity of the film in target culture, the publishers may
release the trandation of the source novel/play which has not been in the target
culture repertoire before. At this point the basic aim of publishing houses is to
capitalize on the popularity of the film and ready-made audience. However, another
precipitating factor for such a trandation process may be the demands of the readers

who see the film and/or are acquainted with its popularity.

In this case, the trandation from source novel/play into target language is
interlingual. Although the target film may not directly influence the process, it
should be considered that there is still an intralingual-intermedial relation between
the target film and target novel. And it is possible for such arelation to be influential
in the reception of the works both by the translator and readers in the target culture.

Therelationsin 1A may be shown asfollows:

intralingual- interlingual
SOURCE intermedial | oy rcE . TARGET TARGET
NOVEL/PLAY tr FILM FILM NOVEL
> —> —>

interlingual translation

It is highly possible to find an abundant number of scholarly studies on such
a relation. Because this kind of direct relationship between source novel and target
novel is one of the cases on which trandlation studies centered on, both in Turkey

and in other countries™.

% |t should be also considered that in a source culture, there may be both novel/play from which the
film is produced and a novelization which is tied to the film with an intralingual and intermedial
relation. The target novel may also be translated from the novelization in the source culture. Rather
than forming a new classification for trandations from novelizations in the source culture, | suggest to
investigate such cases under this group.
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1A2

The second probability is that rather than the source novel/play, the
tranglator may ground his’her work on the target film. Subtitled or dubbed film may
be trandated into novel in the target culture. Then we infer that although the
trandation between source film and target film is interlingual, the trandlation from

dubbed or subtitled film into novel isintralingual-intermedial.

intralingual interlingual
SOURCE 'me”:‘red'a' SOURCE tr TARGET TARGET
NOVEL/PLAY FILM FILM NOVEL
—> — —
intralingual-inter medial
trandation
1A3

In this case, the trandation may be predicated on the visual elements and
script of the source film. Then the trandation from source film into novel in target

culture isinterlingual-intermedial. It can be shown asfollows:

SOURCE
NOVEL/PLAY

intralingual-
intermedial
tr

>

interlingual
SOURCE tr TARGET TARGET
FILM |:'> FILM NOVEL
I )

inter lingual-intermedial

trandation




However, it is possible that 1A% and 1A% may coincide in some cases. But it
Is important to consider the factor of censorship active in a target culture repertoire.
Some parts of the films may be censored, changed or subtitled/dubbed in other
ways. This may well rebound on the novels in the target culture. Thus| find it vital
to investigate the situations under separate categories.

1A4

The trandator in the target culture may take both the original novel/play and
target film as sources for hig/her trandation. Such a translation may aso be called as
a kind of “compilative translation” (Toury 1995: 34).Then compilative translation
from these multiple sources to target language is both interlingual (because of the

source novel/play) and intralingual-intermedial (because of the target film).

intralingual- interlingual
intermedial tr

SOURCE tr SOURCE TARGET TARGET

NOVEL/PLAY | ——> FILM — | FLM |~ | NOVEL

interlingual and intralingual-inter medial
trandlation

1A5

The trandator may trandate the source novel/play under the influence of the
source film. Thus we again encounter two sources, yet these are all in the source
culture, unlike the case 1A* . However, at this point, it may be suggested that the
existence or absence of atarget film does not change the trandation process —except
for the reception of the readers in the target language. Such a compilative translation

isinterlingual and intermedial.
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intralingual- interlingual

SOURCE intermedial tr
NOVEL/ tr SOURCE TARGET TARGET
— FILM ——> | mm | | novEL
PLAY
\ i A
\ P |
~
\£ _________________ J
interlingual-inter medial
trandation
In 1B, the sequence of the works may be as follows:
SOURCE TARGET SOURCE TARGET -
NOVEL/ |=——>| NovEL/ | = —> —> | EPITION
FILM FILM (TARGET
PLAY PLAY
NOVEL)

The case in 1B differs from 1A in having aready published transated
novel/play in the culture repertoire. Thus with the release of the film in the target
culture, there occurs an intralingual-intermedial relation between already published

literary text and the target film. Moreover, with the popularity of the film and on
demand of the readers, the publishers may release a cinema novel simultaneously
with or after the film. Re-editions in this case may also include the abridged

versions of previously translated novels. The relations may be shown as follows:

interlingual interlingual
tr. tr.
SOURCE TARGET RE-EDITION
> SOURCE —> |TARGET
NOVEL/ NOVEL/ |== C—=>| (TARGET
FILM FILM
PLAY PLAY NOVEL)
A

intralingual- intermedial tr.

intermedial relation
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In this case, in addition to abridged re-editions of the novel, it is highly
possible to encounter the retranslations made by other translators and/or published
by other publishing houses. Then we, again, should search for possible cross-

relations mentioned in 1A.

In 1C, target-culture-production films are incorporated into the figure and
the relations get more complicated. In this case, a film based on either a source
novel/play or a source film may be produced in a target culture. When a filmin a
target culture is trandated from a source novel/play, then, such an intertextual
process may be called interlingual-intermedial translation. On the other hand, we
can not explain the transfer from a source-culture-production film to a target-
culture-production film only with the notion of interlingual translation. Because, in
such a case; not only language but also the scenes and characters change. However;
the target-culture-production film, whether from a source novel/play or from a
source-culture-production film, may exist in atarget culture as an indigeneous work.
Because film-goers in the target culture may well perceive these films as indigenous
productions isolated from their foreign origins. At this juncture -although the
transfers from source films or source novels/plays into target films are defined as
“adaptations’ (Scognamillo 2003:42)- | suggest that this kind of transfers may well
be explained with Toury’s notion of “concealed translation”. Toury states,

Knowledge of the existence of a text in another language and culture,
which a target-language text is taken to have replaced, may also serve as
a trigger for adopting the assumption that that text is a trandation. This
last possibility is of paramount heuristic importance for cultures, or
historical periods, where trandations exist as concealed facts — whether
it is only the presentation of a text as being of a derived nature which is
not customary or whether the very distinction between translations and
non-trandlations is not culturally functional and is hence blurred
(1995:70,71).

Although Toury uses the notion particularly for written texts in a target
culture, | propose that it may well be drawn upon while speaking of target-culture-
production films made out of films or novels which belong to a source culture.
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In 1C, the sequence mentioned in 1A or 1B may be followed with a target-
culture-production film. On the other hand there may be some changes or missing
loops in these sequences. However, except for three new cases (1Ct, 1C?, 1C3), the

relations may be analyzed in the same manner mentioned in 1A and 1B.

1Ct

The source culture may lack a film of the novel. Yet the source novel/play
may be trandated into film in the target culture. Following this, a cinema novel may
take its place in the market. This cinema novel may be based on the target-culture-
production film rather than the source novel/play. Then, the translation from source
novel/play into film in the target culture is interlingual-intermedial. The translation

of the target-culture-production film into novel isintralingual-intermedial.

interlingual Target-Culture
SOURCE |nterr;1red|al Production TARGET NOVEL
NOVEL/PLAY — FILM —>
(concealed tr)

intralingual-inter medial
trandation

1C2

Similar to the case in 1C%, the source culture may lack a film of the
novel/play and there may be a target-culture-production film based on the source
novel/play. This time, the trandlator in the target culture may introduce a cinema
novel which is based on both source novel/play and target-culture-production film.
Then such a compilative trandation is both interlingual (because of the source
novel/play) and intralingual-intermedial (because of the target-culture-production
film).
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interlingual- Target-Culture
SOURCE interrtnredial Production TARGET NOVEL
NOVEL/PLAY — FILM —
(concealed tr)
N\ Px = ?
\¢ . ~ ' - .
D _

interlingual and intralingual-inter medial trandation

1C3

Apart from the cases in 1Ct, 1C% the source film may, too, come into play
and afilm in the target language may be produced under the influence of the source
film. Following these, a cinema novel based on the target-culture-production film
may be published.

intralingual-
inter medial Target-Culture
tr _ TARGET
SOURCE SOURCE Production NOVEL
NOVEL/PLAY | T—> FILM . FILM >
(concealed tr)

|

intralingual-intermedial
translation

The second group in Larson, takes its starting point from films. Taking the
source film as starting point for the transfers into a target culture, | suggest that
possible relations in the second group may be examined under two subgroups. |

analyze these subgroups under the titles 2A, 2B.
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2A

A possible sequence of the works may be as follows:

SOURCE
NOVEL
SOURCE TARGET (novelization) TARGET
|:'| > |:'| > noveilizalon |:|I >
FILM FILM NOVEL
or SCRIPT

At first a source film may be produced in the source culture. Then, it may be
subtitled ot dubbed in the target culture. Because of the popularity of the film,
published film script and/or novelization (as they are often bestsellers); the cinema
novel may be published in the target culture too. However, as valid for all possible
cases in this study, there may be changes and missing loops in this sequence too. For
example novelization/film script may be published in the source language before the
release of target film in the target culture. Or it is also possible that source film, may
not be shown in the target culture repertoire. | assume 5 different transfers in this
situation: 2A", 2A%, 2A% 2A%, 2A°,

2A1

The cinema novel may be the trandation of the novelization or published
film script in the source language®’. Then, the translation between these, is only
interlingual. But it is vital to mention that there is still an intralingua -intermedial
relation between the target film and target novel. And it is possible for such a
relation to be influential in the reception of the work both by the trandator and the
readers in the target culture.The relations may be shown as follows:

" The film script or novelization published after/parallel to the film release may not be the same as the
script of the film. As mentioned in Allison (2007), the novelizers may delve into the emotions of the
characters and add new scenesinto their works.
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SOURCE

interlingual NOVEL
SOURCE tr TARGET TARGET

novelization
FILM > FILM [—> ( ) ——> | NOVEL

or SCRIPT

interlingual trandlation

2A2
The trandator may ground his’her work on target film. Then the trandlation

between the works are intralingual -intermedial.

SOURCE
interlingual NOVEL
SOURCE r TARGET rovelization) TARGET
Novellzation
FILM > v | ——>| NovEL
or SCRIPT

intralingual-intermedial translation

2A3

The target novel may be based on the source film. This time the translation is
interlingual-intermedial. As in the case 1A2 and 1A3, 2A%? and 2A® may usualy
coincide with each other. But again thinking on the censorship in the target culture

repertoire, | mention them under separate groups.

SOURCE
interlingual NOVEL
SOURCE tr TARGET (novelization) TARGET
—> ——> | (novelization) | ——>
FILM FILM NOVEL
or SCRIPT
I )

interlingual-intermedial trandation
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2A4

The translator may base his/her translation on multiple sources such as target
film and source novel (novelization)/script. Then the compilative translation is
intralingual-intermedial (because of target film) and interlingual (because of source
novel/published script).

SOURCE
interlingual NOVEL

SOURCE tr TARGET rovelization) TARGET
Novellzation

FILM — | qm | ——>| NovEL
or SCRIPT

~ 7 4

N /
N2 ]

intralingual-intermedial and interlingual

trandation

2A5

The trandlator may translate the source novel/script under the influence of
the source film and source novel/script. Thus we again encounter two sources, yet
these are al in the source culture, unlike the case 2A*. Then the compilative

trandation is interlingual-intermedial.

SOURCE

interlingual NOVEL
SOURCE tr TARGET (novelization) TARGET

|:> |:'> novelization |:|'>

FILM FILM NOVEL

or SCRIPT
~ -~ A

~
~
S~ ~ ~

interlingual-intermedial translation
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2B

In this case, smilar to 1C, target-culture-production film comes into play.

The film in the target culture may be trandated either from the film or a

novelization/published script in the source culture. Following this, a cinemanovel in

the target culture may be produced with the influence of a target-culture-production

film.

intralingual-
intermedial
tr

>

SOURCE
FILM

SOURCE
FILM

SOURCE
NOVEL
(novelization)/
SCRIPT

interlingual-
intermedial
tr

———>

OR

Target-Culture
Production
FILM
(concesled tr)

NOVEL

|

intralingual-intermedial

trandation

Target-Culture
Production
FILM

(concealed tr)

NOVEL

|

intralingual-intermedial

trangation

However, there may be a target film in the target culture repertoire and it

may be also added into these schemes.

Thus far, | have dwelled upon the first group and second group which take

their starting point from source novels/plays and source films respectively. It is

apposite to remind that the schemes in this chapter do not constitute a uniformly

unvarying and systematic presence in practice. The sequence of the works may
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change or some missing loops may be well observed in the real world™.
Nevertheless, | suggest that these changes may not make us build up a new relation.
We can fit them into one of the mentioned relations in the present study. The
primary aim of the figures is to specify diverve relations in the process. While
forming the groups, | have intended to show different cases in every groups and

subgroups.

As for the third group, | will totally cite and accept Larson’s definition: an
original novel based on a movie' s characters, concepts, and setting (Larson, 1995:3).
Larson, in his study gives many examples for these origina novels inspired by the
film characters.

It should have come as no surprise that the immensely popular Star Wars
movies resulted in eight original novel adventures furthering the exploits
of the films' heroes. Alan Dean Foster was requested by George Lucas to
write the first of the new Star Wars novels, Splinter in the Mind's Eye.
Other books followed: three Han Solo adventures by Brian Daley, a
trilogy of Lando Calrissian stories by L. Neil Smith, and an Ewok
adventure for children by Joe Johnson. [..] Popular films such as
Superman and E.T. have likewise inspired their share of new novels.
(Larson, 1995:37)

Following these, | have aso found that there are some indigeneous books
which were based on the characters of the films in Turkey. However, origina
Turkish novels to be investigated under this category take the essence of ‘foreign’
films and their characters, unlike the unilingual cases in Larson. The titles of the
books to be included in this category bear either the names of popular foreign film
characters or the stamp of the popular film genres. For instance, Lorel-Hardi
Istanbul’ da [Laurel and Hardy are in istanbul] (1939) was written by Selami Minir
Y urdatap as a result of the popularity of Laurel and Hardy films shown at the time.
Moreover, Danis Remzi Korok’s serial Kovboylar Kiral: Jeff Howart [The King of

the Cowboys], Mnir Siileyman Capanoglu’s Unlii Kovboy Tom Miks in Hat:ralar:

% Moreover, in Chapter 3, it will become evident that it is sometimes too hard to reach information
to elicit the relations mentioned in these schemes. For instance, the release dates of some old filmsin
target cultures may be unknown. In such cases, many other comparative analysis have to be carried in
order to set up the arguments on sound basis.

% Han Solo, Lando Calrissian, Ewok are the charactersin Sar Wars film series.
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[The Memorials of the Famous Cowboy Tom Miks|, and the serial Maskeli Kovboy
Hafiyenin Maceralar: [The Adventures of Cowboy Detective in Mask] are all
indigenous novels written in the heyday of popular western films. At this juncture,
as foreign films, which were the source of inspiration for these indigenous novels,
were shown prior or paralel to the books and promoted them; it may be suggested
that they may have had a potential influence on the reader’s reading and on the
reception of the works as tranglation.

2.2.4. Methodological Framework of the Thesis

Above, in light of various methodologies belonging to Jacobson, Bal and Mora and
Larson, | have outlined a possible methodology for classifying cinema novels. Y et,
my am in this study is not to sample al the cases mentioned in the above
classifications as such an attempt will go beyond the limit of this thesis. Instead in
the present study | will mainly dwell upon the cases 2A%, 1A, While investigating
the relations between films and novels, | will aso draw upon Gideon Toury’s (1995)
notion of “operational norms’ and Gérard Genette's (1997) concept of “paratexts’.
These concepts will be covered in detail in Chapter 4 under the title of ‘Tools of
Analysis'.

2.3. CONCLUSIONS

Chapter 2 has outlined the theoretical framework, methodology and main hypothesis
of the present thesis. First, it has offered a review of Even Zohar's concepts of
“culture repertoire”, “culture planning” and other elements congtituting a culture
repertoire. It has become evident that Even Zohar’s theoretical approach regarding
culture, will be instrumental in questioning how and why the translated cinema
novels were offered as options to the readers in Turkish culture repertoire. It has been
argued that there was an interactive relation between the repertoires of cinema and
literature in the period chosen for the present study and the planning activities in the
repertoire of cinema have an effect on the planning in the repertoire of trandated
literature. The “agents’ or rather “makers of life images’ (i.e. trandators and film
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companies) who were the factors behind such an interactive process, have been
emphasized and their share in making Turkish culture repertoire has been explained.
Following the theoretical framework, the methodological tools which will be drawn
upon in the study have been mentioned. However, | have launched out with what will
not be used as a methodological tool. A critical review of the concepts “adaptation”
and “novelization” which are often used in order to explain the relations between
novels and films has been offered. | have chalenged these notions based on their
incapability of explaining the complex interactions in the realm of cinema and
literature, particularly when another language takes part in the process. It has been
discussed that athough these notions certainly explain the intralingua and
intersemiotic transfers, they fall behind in clarifying the cases in Turkish culture
repertoire. Therefore based on the methodologies suggested by trandation and
literary scholars, a classification for analyzing trandated cinema novels has been
proposed. It has been revealed that the complex relations between cinema and novels
in a target culture fall into the field of translation studies. In the last part of the
chapter, the methodology of the present study, which will be dwelled on in detail in
Chapter 4, has been mentioned briefly.

Chapter 3 will present a detailed analysis on the databases of cinema novels
provided in the present study. It will explore the general trends in producing cinema
novels, activities of private publishing houses, roles of translators, source cultures of
the films and cinema novels published between 1933 and 1960 in Turkey.
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CHAPTER 3

DESCRIPTION OF PATTERNS IN THE PRODUCTION OF
CINEMA NOVELSIN TURKEY
(1933-1960)

Chapter 3 includes a bibliographic analysis of the corpus of transated cinema novels
between 1933% and 1960. Besides translated cinema novels (see Appendix 1), a list
of indigenous cinema novels (see Appendix 2) will be examined in order to analyze
the genera production of cinema novels in Turkish culture repertoire at the time. It
will become evident that the databases of transated and indigenous cinema novels
unearth various facts and allows a detailed examination of numbers, publishers,
tranglators and source cultures of the films whose novels were translated. Such an
analysis of the databases, while giving hints on the publishing events of the period,
will aso help to build one of the rings of the chain in revealing the socio-cultural
structure of Turkish culture repertoire in the chosen period as far as cinema and

translation are considered.

The chapter starts with the presentation of the sources used in establishing the
databases. Following this, selection criteria for the databases will be determined
along with the problems encountered in the process of collecting the list. Then a
general overview of trends in the production of this genre will be provided with the
help of these databases. Detailed analyses of translated cinema novels published in
the chosen period will be supplied aong with those of indigenous ones. The chapter
will proceed with the investigation of the origins of the films (source cultures),
cinema novel series, publishers and translators active in the production process. Asit
is impossible to give an exhaustive survey of all publishing houses active in
publishing cinema novels, | will dwell upon the activities of several selected

publishing houses. It will be seen that many publishing houses produced various

% To my knowledge, the first translated cinema novel in Latin script was published in 1933 (See
Appendix 1).
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types of cinema novels which set examples for the classifications mentioned in
Section 2.2.3.1.

3.1. METHODSIN ESTABLISHING THE DATABASES

3.1.1. Sour ces of the Bibliographical Data

As novels are the focus of the present study; | started with investigating the
databases of National Libraries in Ankara, istanbul and izmir. However, my search
for cinema novels which were published with the influence of the films, whether
indigeneous or translated, caused a problem immediately because none of the library
catalogues include a category under which cinema novels are gathered. In fact, this
comes as no surprise when the negligence of the genre of cinema novel in the
repertoire of literature is taken into consideration®. Then, because realizing well that
the study on transated cinema novels would be based on a comparative analysis of
films and novels and reaching to the films released in the target culture is
contributory as shown in Chapter 2 (See 2.2.3.1); | decided to start with searching the
foreign and indigenous films released in Turkey between 1933 and 1960. Compiling
alist of indigenous films was not difficult. Nijat Ozon’s Turk Snemas: Kronolgjisi
[The Chronology of Turkish Cinema] (1968) and Giovanni Scognamillo’s Tirk
Snema Tarihi [The History of Turkish Cinema] (2003) were the main sources for
determining Turkish films. However, it soon became evident that | was under a
heavy handicap as the period chosen for the study is very problematic for reaching
sources on foreign films released in Turkey. Unfortunately, except for Scognamillo’s
partial study (2008) listing some of the foreign films shown in Turkey between 1897
and 1949, there are not any bibliographies of the foreign films released in Turkey.
Moreover, the database of Ankara National Library was far from being sufficient in
providing the posters of the foreign films imported between 1933 and 1960. As a
result of my research on the library’s database regarding film posters, | could only
reach some posters of the foreign films imported between 1941 and 1960. However,

it became evident that the dates provided by the library for those films are not

®! The deficiency of studies on cinema novels was mentioned in Chapter 1. (See 1.2.)
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reliable as they contradict with known facts and my other findings from the

“primary” and “secondary” sources (May 2001).% %

| also headed to primary sources such as memoirs of the people who lived in
that period and had an interest for cinema®. Moreover, in order to get more
information on films, cinema and their influences on the society in the chosen period,
| resorted to the secondary sources on cinema in Turkey®. | contacted some scholars
studying on cinema and films. | interviewed them and tried to broaden my scope in
light of the information they generously shared with me®. | also made use of the
internet movie database (IMDB) which provided me with the general information on
the films produced and released worldwide in the chosen period.

| scanned four different magazines on cinema, which were very popular at the

time, in order to find clues both on films screened and cinema novels published at the

%2 Tim May suggests that there are three kinds of documents: primary, secondary and tertiary. Primary
sources are those which are written by the people who withessed the events. Secondary sources are
written by the people who did not witness the event and tertiary sources are indexes, bibliographies,
abstracts, etc. (2001: 180).

%3 | compared the years, which were presented by Ankara National Library with question marks, with
Internet Movie Database, primary and secondary sources and the data in cinema magazines published
between 1933 and 1960. | found out that the release times of many foreign films imported and
indigenous films produced do not verify the years supplied by the library. For instance, according to
Scognamillo (2003) and Ozon's (1968) attentive studies on Turkish films, it becomes evident that the
film Sabahsiz Geceler [Nights Without Mornings] by Atif Yilmaz was produced certainly in 1952
whereas the date of the poster in the database of the National Library refers to 1955. However,
considering the re-releases of the films in different years, | especially abstain from suggesting that
those dates supplied by the National Library are completely incorrect. The films may have also been
screened in the years the database of library refersto.

% For these memoirs; the works of inal Karagdzoglu (2004), Gokhan Akgura (2006), ilhan Mimaroglu
(2007), Cemil Filmer (1984), Sengiin Kili¢ Hristidis' sinterview with Halit Refig (2007) may be given
as examples.

% The studies of Giovanni Scognamillo (2003; 2006; 2008), Mustafa Gokmen (1991), Gokhan Akcura
(1995, 2004), Dilek Tunal1 (2006), Levent Cantek (2008), Nur Onur (2006), Ali Ozuyar (2008), Asl
Selcuk (2002), Serdar Oztiirk (2005) may be given as examples for the secondary sources.

% Dilek Tunal1 (personal interview on 20.03.2009); Giovanni Scognamillo (e-mail interviews on
16.08.2009, 17.08.2009); Oguz Adamr (e-mail interview on 13.07.2009); Ali Ozuyar (e-mail
interview on 23.08.2009); Nezih Erdogan (e-mail interviews on 10.09.2009, 13.12.2009); Ahmet
Gurata (e-mail interview on 15.12.2009); Gokhan Akcura (e-mail interview on 16.12.2009, telephone
interview on 26.01.2010, meeting on 27.05.2010).
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time. | investigated al the issues of magazines Yedigiin®’ (1940-1960), YildiZ®
(1938-1954), Yeni Yildiz* (1954-57), Snemagazin® (1943-44).

3.1.2. Selection Criteria of Cinema Novels and Notes on Establishing the
Databases

As mentioned previously, my survey has shown that there is a strong relationship
between popular literature and the world of cinema. Such a relationship has brought
forth the combination of two popular forms (cinema and novel) under the name of
cinema novel in the repertoire of literature. In the present study, | use the concept of
cinema novel for al the novels which are published with the influence of films.
However such a definition floats in the air if one does not ground his’her study on
evidences and definite criteria. In this study, the above-mentioned problems related
to the sources for foreign films and cinema novels and absence of a similar study on
such a subject, made me set my own criteria for the decision whether or not to
include a novel in my databases or exclude a novel from my databases. First of all, |
determined two main sets of criteria. The first set of criteriais related to establishing
relations between films and novels, which enabled me to cite the novels as cinema
novels. The second set is associated with the determination whether the novels are
trandlated or indigenous, which enabled me to distinguish transated cinema novels
from indigenous ones. Considering these two sets of criteria; | established my
databases as shown in Appendix 1 and 2.” The data provided in the appendices were
arranged according to the publishing dates of the novels. Appendix 1 (the list of
trandated cinema novels) includes the titles, source cultures and first-rel ease dates of

®" Yedigiin was published weekly from 1933 to 1950. The owner of the magazine was Sedat Simavi.

% Yi1diz was published fortnightly until 1954. After 1954, it was called Posta (Post) and published for
avery short time, between 26.09.1954 and 06.11.1954 .

% Following Yildiz, Yeni Yildiz was introduced as “the magazine of theatre, cinema and radio” and
published weekly between 03.06.1954 and 17.07.1957 in istanbul by Ege Matbaasi. The owner of the
magazine was stated to be Arif Hanoglu.

" Snemagazin was published fortnightly between 18.07.1943 and 23.07.1944 by istanbul Basimevi.
The owner of the magazin was E.R. Uzman. (Evren, 1993: 39).

™ Except for the databases of translated and indigenous cinema novels (see Appendix 1,2), the list of
texts on cinema and films published between 1933 and 1960 (see Appendix 3,4) is also compiled in
order to give ageneral idea on the influences of cinema on publishing business. In Appendix 3 the list
of tranglated texts on cinema; in Appendix 4 the list of indigenous texts on cinema are provided.
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the source films (if the release date of the target film is known, this is also supplied
in parentheses); the publishing dates of the novels, names of the publishing houses,
authors and trandlators. The information regarding the translated cinema novels
(author, trandator, publishing house and publishing dates) were gathered from the
covers, title pages of the books or from the catalogue of National Library. The
column regarding the authors was particularly retained in order to highlight diverse
practices in presenting the trandlators of these cinema novels. It will be seen that
while some trandators are introduced with the attributes related to the practice of
trand ation, some others were presented with no attribute or asawriter. Asfor the list
of indigenous cinema novels (Appendix 2), a sSimilar strategy was carried out. The
names of the films, novels, publishing houses and authors were provided according

to the publishing dates of the novels.

3.1.3. The Relationship between Filmsand Novels: Cinema Novel or not?

| started establishing my databases with the novels which were already presented as
cinema novels by their publishers. For this, | searched for the key words “cinema
novel” in the internet database of the Nationa Library. However, such an inquiry
ensued only with 38 books. Throughout my research, | found that the rest of the
novels in the database were published either in different series or separately; which,
too, made it difficult for me to discover the relations between films and novels.
Therefore, it became evident that more intensive research has to be carried to unearth
the close connections between the translated literature and cinema. As | was well
aware that the information on the release dates of foreign films in Turkey facilitate
to make inferences on the findings, | headed for searching the foreign and indigenous
films which were released in Turkey between the years 1933 and 1960. Obtaining the
data regarding the release times of the films in Turkey would make it easier to
compare the publishing dates of the novels and the years those films were produced
and released. This would also constitute one of the sound indications of the
relationship between publishing houses and cinema. Checking over the data provided
in various sources such as the database of National Library (for posters), IMDB, the
memoirs, the works of various scholars studying on cinema and the articles,
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advertisements in the cinema magazines; | tried to find the release dates of some

foreign and indigenous filmsin Turkey in the chosen period.

Finding information on Turkish films was much easier than the foreign ones.
| could find the release times of all Turkish films whose production years and
“paratextual” elements (Genette 1997) exactly matched to the novels | found. On the
other hand, having any information on the release dates of some foreign films in
Turkey was impossible as there were not any film bibliographies and ample studies
on the foreign films released in Turkey. Therefore, only when | had the exact release
date of aforeign film in Turkey, | provided this information on the database attached
in Appendix 1. Otherwise, the first release date of the film in the source culture was

mentioned.

Although internet movie database (IMDB) provides the screening titles of
some foreign filmsin Turkey, mostly it does not mention the screening time. Even if
it does, such an information in some cases has to be checked and certified by any
other evidences’. Thus, after finding the release dates of some foreign films in
Turkey in IMDB, | tried to compare the given information with those of any other
sources. My search on the foreign film posters in the database of the National Library
did not aso provide me with sufficient and reliable data. Because, as mentioned
before, the time periods regarding posters which were accompanied with question
marks in the catalogue may well show the re-release times of those films’. However
| still drew upon the posters the National Library provides. | reached the translated
versions of some foreign film titles and used them while comparing the novels and
films™. | also compiled most of the data regarding the release dates of the target

"2 For instance, in IMDB it is given that the film Le Salaire de la Peur was screened in Turkey in 1955
under the name of Dehget Yolcular:. The novel of the film was trandated under the same titlein 1954
by Caglayan Yayinevi. Such a coincidence regarding names of the film and novel made me think that
the film may have been screened before 1955 in Turkey.

™ The posters of many films which were certainly screened in Turkey in the 1940s such as Laurel
Hardy, Tarzan and Frankenstein series (see Appendix 1), were written to belong to the 1950s in the
database of National Library.

™ For instance, | reached that the film Destination Moon was imported under the name of Merih’'ten
Saldiranlar by Reks Film Company.The nove of the film was also published under the same namein
1954 by Caglayan Yayinevi. Although the database of the library writes that the poster belongs to
1959, | think that it is most probably the re-release screening date and that the novel was published
just before or simultaneoudly with the film screening in Turkey.
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films from first and secondary sources mentioned previoudy. At this juncture, apart
from the absence of a foreign film bibliograpy in Turkey, learning that the foreign
films dubbed in Turkish are eliminated after awhile™, once more made me face with
the difficulties of studying on a risky area. Thus, | made most of the available
sources and compared them with each other carefully, which enabled me to cross-
check my findings and set up such arisky study on a sound basis. The handicap that
resulted from the missing information was dealt with by majoring on the present and
smooth indications. The comparative analysis of the sound evidences in hand, also
led to cite some novels as cinema novels when the data in IMDB, National Library
and magazines contradict with each other and become confusing’®. The sameness of
the names of target films and novels”, the similarities between the film posters and
book covers, other paratextual elements of the novels such as forewords,
advertisements, data on the series it was published within, even a note which
signalizes that the novel was filmed were the factors which made me suspect that
there might be a relation between the novel and film. Such a suspicion triggered
further research on those novels. Reaching the names of some film characters in the
Turkish version enabled me to build up connections between some novels and
foreign films™. Moreover, searching for information in the cinema magazines such
as articles providing data on indigenous and foreign films which were released or
were expected to be released in the coming season, the book advertisements which
certainly revealed the close relation between novels and films; lent assistance during
the selection of the cinema novels. The shortage of the sources, in some cases made
me draw reasonable deductions on the findings. For instance, in cases where | could
not find the release time of the film in Turkey, | thought over the coincidence of the

™ E-mail interview with Giovanni Scognamillo on 17.08.2009 and Nezih Erdogan on 14.09.2009.

8| encountered a number of confusing data on the release years of the foreign films in Turkey. For
instance, the release date of the film Limelight (Sahne Isiklart) in Turkey was cited as 1955 in the
database of National Library , 1954 in IMDB and in the magazine Yeni Yildiz [19.09.1955: 2(16)].
The novel of the film was published by Caglayan Y ayinevi in 1954 (see Appendix 1).

" My research has also revealed that some novels influenced with the foreign films, were named
after the films. For instance Louis Bromfield's novel The Rains Came was published under the name
of Hind Rilyas, the name used in Turkey during the release of the film, by Given Yayinevi. (see
Appendix 1)

"8 For instance, in the films of Marx Brothers, the character Groucho Marx in the source film was
trandated into Turkish as Arsak Paabiyikyan by Ferdi Tayfur (Glrata, 2007:342). Knowing it
enabled me to classify the Arsak Palabiyikyan series (1944) published by Oya Nesriyat as cinema
novels. The same is valid for Baytekin (Flash Gordon) and Balik¢i Osman (Ali Baba) (See Appendix
1).
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date the novel was published and the film was produced”. However, as a result of
my comparative analysis on sources, it has become evident that even the existence of
afilm in the source culture was enough for a novel to be advertised with a reference
to the film in the target culture®®, which made me think that the publishing of some
trandated novels just before or simultaneously with film releases could not be
explained with a simple coincidence. While some of the translated cinema novels
were published following the film releases in Turkey; some others were aso
published just after the advertisement which apprised that the novel was or was to
be filmed in the source culture. This was a kind of marketing strategy used
particularly by certain publishing houses such as Tirkiye Yayinevi®. Therefore, it
can be concluded that publisherstried to follow new filmsin the world of cinema and
published them both before and after the releases of the filmsin Turkey.

In some cases, the missing data on the releases of the foreign films in Turkey
also caused another problem when there were various reproductions of a film in
different countries in certain periods™ or when series of films were produced by a
single country at a given time. Then it was difficult to find out from which film the
publishing houses were affected.®® Therefore, in such situations, the information
regarding all the films which might be related to the novel are provided in the
database.®® Such indefinite cases are mostly related to the cinema novels which fall
into my third category mentioned in detail in Chapter 2 (See 2.2.3.1) and the novels

™ For instance; although the novel Serenade which was written by James M. Cain was first published
in 1937; it was trandated into Turkish by Altin Kitaplar under the series of “Famous Novels’ soon
after the production of the film Serenade (1956) in the USA.

%0ne of the interesting instances for such a case is the advertisement of a novel in the magazine
Yildzz [01.01.1950: 22 (256)]. It says: “This great work, the source of which is English and which has
been trandated into all world languages, was filmed in the past. Now, it is going to be filmed once
more. The subject of the novel - which demands thousands liras of setting; thousands of figurants
and twenty headliners —will be one of the most difficult films to be produced.”

8 More explanatory notes on the case will be provided in coming sections.

8 Asin the case of Carmen, The Soldier and the Lady (Michel Strogoff) or the film series of Arsen
Lupen , etc. (See Appendix 1)

8 Asin the case of Tarzan, Sherlock Holmes, Nick Karter, Laurel and Hardy, Walt Disney films. (See
Appendix 1)

#In order to avoid the misleading of uncertain data regarding the films produced by different
countries, those films will not be taken into consideration in the graphs which will be provided in the
next section . On the other hand, the series of films whose origins refer to the same country will be
included in the graphs as such a case will not influence or mislead the analysis of the data.

8 When there are series or reproductions of a film in a single country, only the time period which
includes all those filmsis given in the database.
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which may be classified as pseudo or concealed translations®. For this category of
cinemanovels, itishard to refer to a certain film as the novel only takes the essence
of the characters, concept or setting of the foreign films produced and became

popular®” within a certain period.

Except for the problem of having plenty of filmsin hand as mentioned above,
| encountered the exact opposite cases where | could not find any foreign films of the
novels which were presented as cinema novels. It may be inferred that, as far as |
could find the data regarding indigenous films which were produced between 1933
and 1960 those unknown films were not indigenous. At this juncture, it needs to be
clarified that the novels, films of which were unknown, added to the database only
when | have certainly any other sound evidences indicating that those novels are

cinema novels®.

While searching for the relations between films and novels, the data on re-
release dates of some foreign films in Turkey may well be taken into consideration.
Because it is certain that some films are shown again and again in different years.
My survey on cinema novels showed that this was also the case for Turkey between
1933 and 1960. Unfortunately, on no account, film re-release dates in Turkey could
be reached for the chosen period in this study. Thus, in some cases, | had to make
some reasonable inferences depending on the other findings in hand. For instance,
Scognamillo (2008:169) writes that the films L’ Atlantide (1921 and 1932) was
screened in Turkey in 1928 and 1932 respectively. However, the book in my hand,
Esrarengiz Ulke Atlantid [Atlantid The Mysterious Country] which was introduced

as the novel of the film under cinema novels series by Ziya Balikgioglu Cahit ve S.

% e 9. Daglar:in aslan: Roy Rogers [ Roy Rogers The Lion of Mountains], Lorel Hardi Acemi Ags:klar
[Laurel and Hardy Clumsy Lovers] or the dime novels published by Bozkurt Kitapevi under the
series of Maskeli Kovboy Hafiyenin Maceralar: [The Adventures of Cowboy Detective in Mask]. (see
Appendix 1)

8 The popularity of these prototypical films such as cowboy films may be inferred from their releases
in various countries and their constant productions in series within a certain time period. The
memoirs a so provide indicative evidences . (see Karag6zoglu 2004; Akgura 1995,2004)

% The list of the films whih were produced between these years are mentioned in Scognamillo 2003,
Oz6n 1962.

® For instance, athough the novels Seyhin Oglu ile Oyuncu Yasemin [The Son of the Sheikh and
Actrist Yasemin] or Kadinlar Hapishanesi [The Prison for Women] were published under the series
of cinemanovels, | could not reach any data on their films.
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Kitabevi was published in 1940. Thus it is highly possible that the film was re-
released in 1940 as the novel referred to the film. There are some similar cases which
you will encounter in the database of trandated cinema novels. The interval between
the release of the film and the publishing year of the novel may be too long and thus
at first sight, the relationship between the film and novel may seem to be irrelevant.
However, it is necessary to underline that | mentioned only the cases which may well
be related with the ‘unknown’ film re-releases as other smooth evidences were in
support of my assumption. In such situations, the general data on the re-releases
provided by IMDB was taken as reference™. Except for these highly probable cases,
| did not investigate all the re-releases in order not to muddle the study which is
already complicated.

On the other hand, the retrand ations of a cinemanovel by different publishers
were shown separately in the database of translated cinema novels™. Thisis done for
showing the influence of cinemaon different publishersin the chosen period. On the
other hand, such an approach was useful to reveal the relations between the films and
novels when the paratexts or advertisements fell short of categorizing a novel of a
publishing house as cinema novel. Because the abundance of retrandations by
different publishers which coincided with the film release reinforces the assumptions
on the relation between films and novels. However, determining the publishers in
some cases was a hard work as some of the novels (particularly dime novels) do not
include publishers name. As far as | understood, the novels of some publishing
houses (e.g. Giiven, Bozkurt, Kemal Ozcan, Z. Balgikoglu) were printed in the same
printing house. The address of the printing house was almost always provided even
when the name of the publishing house was not mentioned. Thus, when there was not
any information regarding the publishing house, it became confusing to designate the
publishing house. In these cases, if the cinema novel was published in series, | tried
to examine other books in the series and tried to find clues about the institution. In
the lack of information, | did not mention the name of the publishing house in the

database. Still, in the database, there may be exceptional cases (particularly dime

% These re-release times were also mentioned in the database.
L |f there are reeditions of the novels will be noted together with the first publishing dates of the
books. These reeditions will not be taken into consideration while forming graphs in the next section.
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noves) which may be attributed to other publishing houses. However, such an
uncertain situation is a result of the imprecise data provided by the publishing
houses.

The trandations of film titles in Turkey, the differences between film and
novel names also raised difficulty for me in making comparisons among foreign
films, Turkish-dubbed versions of them, source and target novels. In order to
overcome such adifficulty, when | had a suspicion that there might be close relations
between a novel and a film, | mostly turned to the books and characters in it and
compared them with the characters in the film. | think that because of such
complexity, | could not reach many other cinema novels or missed the possible

relations which would have been revealed if the titles had overlapped.

[, intentionally, did not focus on the translated novels which may be deemed
as classical and which are published at all times regardless of any influences. Only
the evidential ones are cited as cinema novels™. Although | have some definite
evidences that plenty of dedective films such as Sherlock Holmes, Nick Karter,
Arsen Lupen were produced and released in Turkey in 1940s, | have abstained from
regarding al the translations including pseudo, concealed ones as cinema novels. As
the advertisements on the back covers of some dime novels such as Doktorun Ask:
[The Doctor’s Love], Kahveci Guzeli [Beauty of the Coffee House], Kadin Kalbi
[The Heart of a Woman] cite these detective novels as cinema novels, in the database
| was content with giving only the names of Sherlock Holmes, Arsen Lupen and
Nick Karter™,

While some novels in the databases refer to the films directly and certainly

unfold the relationships between cinema and literature; for the others, | had to carry

%2 For instance, the films The Man in Grey, Madame X, The Adventures of Robin Hood were screened
in Turkey under the names of Y:lan Kad:n, Damgal: Kad:n, Vatan Kurtaran Aslan respectively. (See
Appendix 1)
% For instance; W. Shakespeare’s Romeo and Juliet which was published in dime format under the
series of “Guzel ve heyecanli sinemaromanlar: serisi” [Beautiful and Exciting Cinema Novels Series)
by Ucuz Kitaplar Yayinevi in 1939 was included into the database.

4 However, | suggest that a comparative investigation of the trandations of these series (including
pseudo or concealed translations) and the films produced at the same period may yield interesting
results.
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out more comprehensive investigation and search for smooth evidences. As a result
of my findings, | included not only the novels which definitely point out the close
relations between the repertoires of cinema and literature, but also the others which
are most probably effected by the films, considering the circumstantial evidence
throughout my research. However the cases which | doubted but could not find
adequate evidence supporting my assumption, are written in bold characters in the
database™. In order to categorize them as cinema novels, more evidence or detailed

analyses on both films and novels are requisite.

As the limitations of such a comparative study in Turkey are multiple; it is,
for sure, unredlistic to state that the databases of indigenous and, particularly,
trandated cinema novels established in the present study, cite all the cinema novels
in the literary repertoire or to claim that all the novels included in the database are
undoubtedly connected with the films. Considering numerous problems related to the
sources and being well aware of studying on a risky area, | do not claim the
completeness of the databases. However, the databases may be seen as the first
attempt to list the trandated and indigenous cinema novels separately in order to
interpret the role of cinema novels in Turkish culture repertoire within the chosen
period. | assume that in spite of limitations, the database research presented in this
study may well give an idea on general trends for the production of cinema novels
between the years 1933 and 1960.

3.1.4. The Nature of the Cinema Novels. Trandation or Indigenous?

In the second set of criteria (i.e. determining trandlated and indigenous novels), there

were also cases which had to be dealt with diligence.

As mentioned, | use the concept of cinema novel for all the novels which are
published with the influence of films, when there is some definite evidence to that
effect. In the cases where these films have foreign origins, | think that relationships

between novels in the target culture and the films originated from other cultures fall

% Although these indefinite cases are added to the database in order to attract attention on these
novels; they are not taken into consideration while forming the graphs in the next section.
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within the scope of trandation studies. Therefore, | define translated cinema novels

as the works translated, written, published with the influence of foreign films.

At this point, Gideon Toury’s concept of “assumed trandation” (1995:32)
has aso facilitated the process of determining the nature of cinema novels. Toury
rests his notion of “assumed translation” on the reception of the texts by the target
culture. He argues that target culture mainly determines a text’s status as translation
and sets three postulates™ for a text to be assessed under translation. The first
postulate concerns the source text. A text to be called trandation is assumed to have
“another text, in another culture/language, which has both chronological and logical
priority over it” (Toury, 1995:33,34). The second postulate deals with “the
assumption that the process whereby the assumed translation came into being
involved the transference from the assumed source text of certain features that the
two now share” (ibid:34). The third and last postulate, relationship postulate, adopts
the assumption that the source and target texts are interconnected to each other and
share a definite function (ibid:35). With these three postulates and the concept of
“assumed trandation”, Toury draws all the utterances, which are presented and
regarded as trandations in the target culture, to translation scholars attention. He
emphasizes the function of a text in a target culture and takes the reception of the
works into account. That is why the concept of “assumed trandation” is of vita
importance in my case. As it was discussed in Chapter 1, the cinema novels, though
written under the influence of foreign films, are not regarded to have functioned as
trandations in Turkish culture. Yet, based on Toury's “assumed translation”, all
these are problematized in the scope of trand ation studies in the present study.

While distinguishing trandated dime cinema-novels from indigenous ones,
the attributes in the novels referring to the agents were not always helpful because of
their ambiguous connotations. | discovered that in addition to the attributes terctime

eden, ceviren [trandator], filmi Turkgeye ceviren [one who tranglates the film into

% Demircioglu (2005), in his study, extends the notion of assumed translation and adds a fourth one
to Toury’ sthree postulates: “the receiving culture’ s discourse on trandation” (ibid: 91). He argues that
“in order to assume atext to be atranslation, there must also be ties/connections between that text and
what was said/written on that text in the extratextual discourse of a particular culture in a given
period” (ibid).
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Turkish], Turkceye ceviren [one who translates into Turkish]; the definitions -which
were also used for the agents active in the Turkish cinema novels- such as nakleden
[conveyor], yazan [writer], hazrrlayan [editor] and even yayan [distributor] were all
used in translated cinema novels. Moreover the concepts such as iktibas, nakl and
terceme were all used for defining the translation process in dime cinema-novels. At
thisjuncture, | also benefit from Saliha Paker’s concept of “translation proper” which
has helped me explain the diverse translation practices in Turkish repertoire. Paker
states that just as today’s notion of ¢eviri in Turkish culture; “terceme is a culture-
bound concept of trandation and should be recognized as such and designated as
terceme in trandlation discourse” (2002:120). She draws attention to the necessity of
problematizing the culture-bound concepts of trandation in the “Ottoman
interculture” (ibid:137). Following Paker, Demircioglu (2005), in his study dwells on
the culture-bound notions of tranglation in the Ottoman interculture. He reveals that
“there was no uniform and homogenous definition of trandlation in terms of the
conception of Ottoman tranglation (terceme) practices’ (Demircioglu, 2005: 211). He
affirms that “tranglation strategies in Ottoman culture in that period were multiple
and need to be considered ‘beyond binary’ terms in a range extending from fidelity
to freedom” (ibid:184) . He reveas that iktibas [borrowing] was a trandlation strategy
used in the late nineteenth century. He claims that “terceme [translation] and iktibas
[borrowing] are related concepts and terceme [trandlation] may also be practiced by
means of iktibas [borrowing]” (Demircioglu, 2005:160-161). From Demircioglu’s
study, one may infer that iktibas [borrowing] is generally synonymous with making
adjustments in the source text or rewriting the subject of the source text in the target
language. His study also points out that the concept iktibas [borrowing] was also
used to refer to a trandation strategy which resulted in “diverse writing practices’:
“A text could be trandlated into Ottoman Turkish by means of borrowing, not only in
trandating verse but also in rendering prose” (Demircioglu, 2005:332). He gives
Ahmet Midhat Efendi’ s practices (translations from verse to prose, from an anecdote

to anovel, etc.) as examples.

“Iktibas’ was also used in translated cinema novels for describing the
“diverse writing practices’ in transated cinema novels which referred to the
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practices from foreign and indigenous films to novels in Turkish culture repertoirein
the 1940s. Thus it may be suggested that the notion “iktibas’ was used for explaining
the trandation process in the case of cinema novels. “This novel was borrowed from
the exciting and criminal film which Cim Holt and Virjin Veilet performed in and is
about the adventures of the intelligent police dog” [Bu roman Cim Holt ve Virjin
Veilet tarafindan temsil edilen ve harikulade zeki bir polis kopeginin macerasin
goOsteren heyecanli ve cinai filminden iktibas edilmistir] (Hafiye Kopek, 1941).

As for the notion of “nakl”, Demircioglu states that it was among the
“primary notions that reflected particular varieties of Ottoman translational practice
in the late nineteenth century” (2005:332). He finds out that in the lexicons of late
nineteenth and twentieth centuries, the concept nakl corresponded to terceme and
writing a copy of a text (ibid:140,141). Demircioglu’'s study also points that nakl
[conveyance] was not restricted with written texts, it also consisted of other forms of
transfers such as those from pictures to words (2005:141). Moreover, Tahir-
Gircaglar (2001:206) and Isiklar-Kogak’s (2007:171) studies point out that this
Ottoman trandation practice (nakl) was common in the early republican period,

especially in the realm of indigenous and translated popular literature.

In the case of cinema novels, | arrived at the decision that the attribute
“nakleden” was aso used in the case of trandated cinema novels instead of
“trandator”. Most of the agents active in the production of the novels of indigenous
and foreign films were introduced to be “nakleden” [conveyor], which blurred the
line between the indigenous writing practices and translations™. At this point, the
notion of nakl [conveyance] might point to the transfers from scene to word in the
cases of both indigenous and translated cinema novels. Asit is most probable that the
agents active in the process of ‘conveyance’, wrote the books after seeing the films,
introducing the agents as “nakleden” may not be chosen randomly in the case of

dime cinema-novels®,

" e.g. Londra Kalesi [The Tower of London] (1941); Siveys Fedaileri [The Suez Bouncers] (1939);
Yild:z Sultan (1940), etc.

% My survey has also revealed that the attributes nakil and nakleden were used in the cinema
magazine Yildiz (1940-1957), for labeling the trandations of serial cinema novels, articles on foreign
film sector and film stars.
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On the other hand, the probability related to the assumption that most of the
dime cinema-novels, claimed to be trandated whether from the book or the film,
were written after seeing the Turkish dubbed film; does not prevent me putting these
into the category of translated cinema novels. Resting my suggestion on Toury’s
three postulates; | suggest that these cases can be analyzed under the concept of
trandation aswell. All of these so-called indigenous or conveyed works are the target
culture texts “for which there are reasons to tentatively posit the existence of other
texts, in other cultures or languages, from which they were presumedly derived by
transfer operations and to which they are now tied by certain relationships, some of
which may be regarded — within that culture- as necessary and/or sufficient” (Toury,
1995: 35)®. Moreover the novels which were written with the influence of foreign
film characters and which constitute the third group of cinema novels'™ in my study
(See p. 81) were included into the category of translated cinema novels as
pseudotransations'™ when the work is credited to a translator. Because the
protagonists of these novels were well-known characters in the foreign films, and it
is highly possible that these were received as trand ations by the readers, which make

me analyze them within the scope of translation studies™™

. In such cases, being
written by a Turkish author does not constitute a justification as the borders between

trandation and original were blurred. In addition to these, there were also cases

% In close connection with my findings, a seminal case study by Isiklar-Kogak (2007) aso justifies
my point of view. Isiklar-Kogak (2007) in her study, analyzes two books (Disi Kus: Her Geng Kiz ve
Kadin:n Rehberi (1959) [The Nest-Maker: A Guide to Every Young Girl and Woman] and Tenastl
Hayat:: Herkesicin bir kilavuz (1958) [Reproduction Life: A Manual for All] ). The book (Disi Kus)
which is stated to be taken from ancther translated book (Tenasil Hayati) is investigated under the
notion of trandlation. Therefore, by taking a translation as a source text of another trandation and
making a comparison between them; Isiklar-Kogak redoubles the emphasis on the target culture and
widens the area of trandation studies. Following Isiklar-Kogak, it may be suggested that the novel
which was taken from a Turkish dubbed version of a foreign film may well constitute a case to be
investigated in the scope of trandlation studies.

1% eg. Daglarin aslani Roy Rogers [Roy Rogers The Lion of Mountains] was introduced as
trandation although | could not reach any source novel referring to it (See Appendix 1).

101 Toury (1995) also includes the borderline phenomenas such as “pseudotranslations”, “concealed
trandations’ into the objects of study for trandation studies. At this juncture, he states that “the
crucial thing is that it is not the source text as such, nor even the possibility of actually pointing to it,
but the assumption that one must have existed” (Toury, 1995:34). He defines pseudotranslations as
“the texts which have been presented as translations with no corresponding source texts in other
languages ever having existed” (ibid:40). Toury emphasizes that in these cases there are not any
“transfer operations’ and “trand ational relationships’ (ibid).

192 9. Lorel Hardi /stanbul’da [Laurel and Hardy in istanbul] (1939) was one of the books which
was written by a Turkish author but most likely was received as trandation by the readers. (See
Appendix 1)
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which can be investigated under concealed translations'™. Although there existed the
foreign films of the novels rewritten in Turkish, some works were still introduced to
be ‘written’ by a Turkish author'®.

However, there are two extraordinary cases which have to be mentioned
separately in my database of translated cinema novels. These are the novels which
were written following the production of the films Sehvet Kurban: [The Way of All
Flesh] (1940) and Ucuruma Dogru [Der Postmeister] (1949). The relationship
between the films and novels are undeniable as both novels were introduced under the
series of cinema novels by their publishing houses. My survey on the films showed
that these are Turkish-production films, which at first made me categorize the novels
of these films as indigenous. But a more detailed research on the films revealed that
these are reproductions of the foreign films, the case which may well be explained
with the notion of concealed tranglation in the repertoire of Turkish cinema, as
mentioned in group 1C (see p. 74)'®. Thus, | concluded defining the novels of these
films, which are the trandations of the films in a source culture, as concealed
trandations in the repertoire of transated popular literature. These two cinema novels
will be shown in the database of translated cinema novels and the source cultures of
the original films will be referred in the graphs, which will be provided in the next

section.
3.2.ANALYSISOF THE BIBLIOGRAPHICAL DATA

In this section, | will first dwell on the total production of translated and indigenous
cinema novels | have found and attend to present how my corpus of cinema novels
shows parallelism with the developments in the repertoire of cinema at the time.
However, it is imperative to reiterate that the corpus of cinema novels presented in

103 “Concealed trandation” is a text which has not been originally written in a target culture but
introduced asit has been so (Toury, 1995:70).

104 e.g. Lorel Hardi Acemi Agiklar [Laurel and Hardy Clumsy Lovers] (1941), Kizl Rakkase [Red
Dancer] (1940), Damgal: Kad:n [Condemned Woman] (1939)

105 Sehvet Kurban: (1940), which was directed by Muhsin Ertugrul, was Turkish version of Victor
Flemming's The Way of All (1927). On the other hand, Gustav Ucicky’s Der Postmeister (1940) was
re-directed by Sadan Kamil under the name of Uguruma Dogru in 1949 in Turkey. In the second case,
it is interesting that cinema novels of both films (Der Postmeister and Arabacinin Kiz) were
introduced to the repertoire of Turkish popular literature.
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this study is not complete. Even as | am writing these lines, the number of cinema
novels | have found is increasing and | consistently have to update the data in my
corpus and search for possible relations between any other films and novels which |

doubt on.
3.2.1.Trandated and I ndigenous Cinema Novels

| have found that, except for the year 1937, cinema novels were published every
year between 1933 and 1960; which may well indicate that the combination of two
popular forms of the time, cinema and novel, turned out to be succesful. Up to now,
| have determined 295 translated and indigenous cinema novels, which were
published between 1933 and 1960'®. Of these, 275 novels appear to have been
produced under the influence of foreign films. Only 20 novels seem to have been the
rewritings of the indigenous films. Thus, it will not be wrong to suggest that the
genre of cinema novel in Turkish culture repertoire was mainly constituted under the

influence of foreign films.

The graph below displays the distribution of the translated and indigenous
cinema novels between 1933 and 1960.

1% However the total number of novels | have found is 319. 24 cinema novels are not included into the
bibliographical analysis. Although there are some indications regarding the influence of the films on
these novels, the shortage of sources and thus evidences detain me in categorizing these as “cinema
novels’. Still, they are included to the list in Appendix 1, but written in bold characters to draw
attention on the necessity of a further research.
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Figure 1. Total Production of Translated and Indigenous Cinema Novels
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The graph reveals that the number of both translated and indigenous cinema
novels fluctuated during the periods. The total production of cinema novels between
1941 and 1945 rose two or even three fold when compared with other time periods. It
Is aso obvious that the number of cinema novels published at any other time could
never draw level with the number in the first two periods (1933-1940 and 1941-
1945). We see that the proportion of translated cinema novels was higher al the
time. But between the years 1940 and 1945, the proportion of translated cinema
novels showed a sudden increase, which also designated the heyday of cinema novels
within the limits of this study. However, based on my findings, it seems that the
golden era of the cinema novels started in the late 1930s. The boom in the
publication of translated cinema novels in this time period (1939-1945) may well be
closely related with the developments in the repertoire of cinema. Thus, in order to
discover the whys in the production of translated cinema novels, we have to turn to
the history of cinemain Turkey, to the days when cinema bewitched the people with

the fantasy world it provided. Scognamillo says that

Prior to television, video, VCD and DVDs —-which was a kind of
prehistoric age- ; the event of cinema -which substituted or attended to
substitute the theatre- and all the customs, addictions, constraints came
along with it were the inseparable parts of a life style or concept. A
ceremony and a feast was the cinema, a ceremony which everybody
wanted to join in and share.

Televizyon, video, VCD ve DVD’ lerden 6nce —ki bu adeta bir tarih dncesi
dénem oluyor- sinema olay: ve bu olay:n dogurdugu ve olusturdugu tiim
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aliskanl:klar, tutkular ve zorlamalar bir yasam seklinin, bir yasam
anlayisinin ayrilmaz bir parcasiyd:, daha eski bir donemde tiyatronun
yerini alan, alabilmek igin micadele eden bir olay. Bir toren ve s6len idi
sinema, herkesin katimak istedigi, paylasmak istedigi bir toren.
(2008:133)

This “prehistoric period” started just as the first film was screened in 1896-
1897 in istanbul (Scognamillo, 2003:16; Evren, 1993:13). However it took time for
the cinema sector to develop and spread around the country. Particularly the 1930s
and 1940s became the years when this newly developing entertainment drew the
attention of large audiences and fascinated people of all ages. The repertoire of
cinema in Turkey was mainly shaped with the foreign films up to the 1950s.
However, after the 1950s, although there became a considerable increase in the
production of indigenous films, the predominance of foreign films continued
(Scognamillo 2003, 2008; Ozon 1962, 1968)

In 1932, there were 129 movie houses in Turkey; 30 in istanbul, 8 in Izmir, 5
in Eskisehir, 4 in Adana, 3 in Bursa and the rest in small cities in Anatolia (Malik,
1933:12). The cinematickets were so expensive that many middle-class people could
not afford to watch the films (Scognamillo, 2008:32,62,84) and thus people who saw
the films were telling it to the other members of the family as it was impossible for a
family to go to the cinema frequently al together (Malik, 1933:16). In additon to the
movie-goers, “both the distributors and exhibitors had been complaining about the
levy on ticket prices, arguing that audiences were dropping drastically because the
ticket prices were too high” (Gurata, 2004:57).

On the other hand, Hilmi A. Malik'® gives information on the number of
people going to the cinemas in big cities. “According to the reference taken from
Ankara cinemas, the average number of people going to Yeni and Kulip Cinemas
everyday in Ankara reaches to 200. Thus, the average number amounts to 1400
weekly and 1600 monthly” [“Ankara sinemaarindan alinan malumata gore

97 Hilmi A. Malik was one of the first people who wrote on cinema in the early republican era. In his
study (1933), he discusses about the influence of the films on the people and suggests that cinema as
an effective instrument should be used in planting new and revolutionist ideas. He aso gives
statistical data on cinema of the time.

103



Ankara'daki Yeni ve Kulip Sinemalarina hergiin gidenlerin vasati sayisi 200dUr.
Buna gore haftalik vasati say1 1400 ve aylik ise 6000'i bulur’] (Malik, 1933:15). As
for the numbers regarding the people in Istanbul, Malik draws an interesting
conclusion from his statistical findings. He claims that “the number of people
influenced from the cinema everyday reaches to 12.000-24.000 and such a number
can not be disregarded” [“...her giin sinema fimlerinin tesiri altinda kalanlarin sayisi
12.000-24.000 ni bulur ki bu saygiya deger bir mesele teskil eder”] (Malik, 1933:16).
Claiming that 20 % of the cinema-goers in Ankara and Istanbul were composed of
children (Malik, 1933:43), Malik lists the cases which sparked discussions on cinema
between children and their parents. Among these cases he mentions that children’s
spending money on the grammophone records of the film songs made the parents get
angry. However the by-products of the films were not restricted with the records of
the film songs. Serdar Oztiirk (2005), based on the news published in the newspaper
Aksamin 1932, states

[..] Asit wasin Afyon in 1932; defining the sales of the postcards of film
artists as “the most profitable commercial business’ —however
exaggerated it was- is an interesting case to reveal the wide currency of
cinema and its inluence on the public. According to the news, the shops
selling artist cards were “teemed with the customers everyday”.
Although ordinary postcards were sold for six kurush, the cards of film
artists such as “ Greta Garbo” were sold for seven and a half or ten
kurush. In spite of the economic crisis, “ the sales of cinema postcards”
became a sector which were not affected by the crisis. Another emphasis
in the news was that, in Afyon, people recently took a great interest in
cinema and the newspapers were “amplifying upon” the interest of
public. The deep interest in cinema, even resulted in the use of film
charactersin the newspapers or poems.

[..]1932°de Afyon'da oldugu gibi, shema sanatc¢dar:nn
kartpostallarznin - satiszun “en karl: ticaret sahas”  oldugunun
vurgulanmas: —ne kadar abart:l: bir sav olursa olsun- sineman:n halk
Uzerindeki etkisini ve yayginligini gostermesi  bakimendan ilgingtir.
Habere goére artist kart: satan dikkanlar “her gin misteri ile
dolmakta” yd:. Sradan kartpostallar alt: kurusa satiimasna ragmen,
“Greta Garbo” gibi sinema sanatcilarmn:n kartlar: yedi bucuk ve on
kurusa kadar satiimaktayd:. Ekonomik bunalima ragmen, “sinema
kartpostal: satus:” , buhrandan etkilenmeyen ticaret alan: haline gelmisti.
Haberdeki bir baska vurgu, Afyon’da sinemaya kars: son zamanlarda
buytk bir ilginin baslad:g: ve gazetelerin, halk:n bu sinema merak:ndan
“uzun uzun bahsetmekte” olduklar:na iligkindi. Snemaya yonelik ilgi,
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baz gazetelerin, siirlerin icine sinema kahramanlar: isimleri koymasina
bile yol acryordu. (Aksam, 25.8. 1932) (Oztlrk, 2005:193)

The data given by Malik and Oztirk regarding the by-products of films
clarify that the returns in the cinema sector were not restricted only to films. Other
sectors such as music and publishing also took the credit for the market created by
the makers of life images in the cinema sector. People were willing to touch the
images created in the silver screen and materialize them via the things they bought
related to the films they watched. Picture goers, especialy children, hypnotized with
the fantasy screen, were only too glad to buy all the by-products of the films. On the
other hand, Oztirk’s mentioning of the intensive interest of the people in Afyon
shows that the glamour of cinema started to overflow from the big cities such as

Istanbul and Ankara and grip the audience in other places.

The data regarding the number of cinema magazines in the 1930s are adso a
testament to the irrepressible popularity of the cinema among people at the time.
Burgak Evren (1993) in his study emphasizes the boom in the number of the
publication related with the cinema.

In the beginning of the 1930s; media organs, which were named as
newspaper but published once a week and watched the developments
related with the cinema in a magazinish way, mushroomed. In parallel
with this, the political newspapers focused on cinema news in their
weekly pull-outs. [...] In the middle of the 1930s, there was a boom both
in the quality and quantity of the cinema magazines. [...] The existence
of an audience who had difficulty in making choices because of the
increase in the movie houses and films, necessitate the reading the
cinema as well as watching it.

Otuzu y:llar:n baglar:in: ad: gazete olan ama haftada bir yay:nlanan ve
cogunlukla sinemay: magazin cizgisinde izZleyen yaymn organlar:
kaplamstir. Buna paralel olarak kimi siyas gazeteler de haftalik
eklerinde sinemaya ag:rl:k vermiglerdir. [...] Otuzlu y:llar:n ortalar:nda
sinema dergilerinde gerek nicelik gerek nitelik agzssndan bir patlama
yasanmust:r. [ ...] sinema salonlar:n:n ve filmlerinin gogalmas: karsisnda
tercihlerini yapmakta guclik ceken bir seyircinin olusmas: sinemay:
iZzlemenin yan: ssra okunulmasinz zorunlu bir hale getirmistir. (Evren,
1993: 17-18)

105



Evren aso adds that the weekly circulation of the foreign cinema magazines
sold in istanbul in the 1930s was nearly the same in the 1990s (1993:17). In line
with Evren’'s claims; Malik states that “most of the primary and secondary-school
student —.e. 77 % of the boys and 86 % of the girls- are reading the articles on
cinema and films’ [“Orta ve Lise talebelerinden buyuk bir ekseriyeti yani erkeklerin
% 77s ve kizlarin % 86si filim ve sinema hakkindaki yazilar okurlar’] (1933:35).

The execution of some legal decisions regarding cinema at the time, too,
reveals the growing cinema passion of the public- particularly of children. In the late
1930s, cinema became so popular among children that the government needed to
take step towards the possible disadvantages which might be resulted from it. An
article which came into force in 1937 was concerning that cinema was one of the
forbidden places where students should not be able to go during school time (Oztiirk,
2005:171).

The 1940s became the years when the passion for cinema increased. The
sovereignty of the foreign films over the film industry in Turkey were continuing at
full blast. Cinema was like a remedy for the people in Turkey who were indirectly
affected by the negative aspects of the Second World War ( Karay in Cantek,
2008:117). In 1943, Osman Sevki Uludag defines cinema as the exclusive
entertainment of the time (1943:5) and states that the audience for the films was
composed mostly of children and young people (1943:110). Moreover, Necip Ali
states that “people who get exhausted with the struggle of life during the day, often
try to pick comfort and peace at cinema’ [Guindiiztin hayat miicadel esinden yorgun ve
bitap disen insanlarin geceleri huzur ve idtirahatlarimi  ekseriya sinemada
aramaktadirlar’] (in Uludag 1943: 105). In 1944, a cinema magazine; Snema Alemi
[1944:1(1):3], while explaining the deep motive behind its starting publishing life,
unearths the great interest of people in cinema.

Masses line up in front of the movie theatres just as they do in front of
bakeries. Children play ‘cowboys' in the streets. The best children games
borrow their themes from the silver screen. Once, Paris was the pioneer
of fashion. Now fashion is by and large influenced by the silver screen,
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particularly by Hollywood. Why all this? This is why we are publishing
this magazine- to answer this question.'® (in Erdogan, 2005:124)

On the other hand, the cinema in Turkey started to improve as an industry
after the Second World War. Being indefinite, the statistical data on cinema provided
by Nijat Ozon (1962:201) displays the position of the sector in Turkey just before and
after the war. He states that in 1939 there were 130 movie houses and 12 million
movie-goers. In 1945, although the total population of Turkey increased 1 million -
being 18 million, the number of movie houses went up to 200. Moreover, the number
of tickets per person became 1.3 in 1946-47 whereas it was 0.6 in 1938-39.

Towards the 1950s [ ...] with the increase in the number of movie houses
and seats, the number of the movie goers increased too. Cinema started
to spread to the towns and to the villages near big cities from the
provinces and city centers. The stream of emigration from towns and
villages to the big cities; on the other hand, various factors — the
expansion of education, development of the executive organizations, the
spread of vehicles as a result of the development of municipalities,
improvement of the traffic as a result of the modern highways, setting of
new working centers...- contributed to the increase in the number of
enlightened film audience.

1950'ye dogru [...] salon ve koltuk say:snin artis: ile birlikte, seyirci
sayisnda buylk bir artis basladi. Snema, buylk gsehirlerden, il
merkezlerinden kasabalara, blyik sehir yakinlarindaki koylere dogru
yay:lmaya baglad:; koy ve kasabadan sehirlere dogru sirekli bir ntfus
akimy, buna karsilik cesitli etkenlerden dolay: —egitimin yay:lmas,
yonetim orgutlerinin genislemesi, belediyelerin gelismesiyle uygarlik
araclar:nin daha da yayginlagmas, karayollar:ndaki gelismeyle gidis
gelisin cogalmas, yeni caliyma merkezlerinin meydana gelmesi...-
tasgrada da aydin seyirci topluluklar: belirmeye basladi. (Ozon,
1962:229)

The geographical distribution of movie houses which did not cover a large
areain the 1930s and 1940s, began to include more places in the 1950s because “from
the 1950s, there became an interesting development: electrification movement. Lots
of centers of population were started to be supplied with electricity. Wherever the

electricity was conveyed, a movie house was set up there” [50’li yillardan itibaren

198 Translation belongs to Nezih Erdogan.
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Turkiye'de de ilging bir gelime oldu: elektrifikasyon hareketi. Bircok yerlesim
merkezine elektrik ulastirilmaya baslandi. Elektrik nereye girdi ise orada sinema
acildi] (Halit Refig in Hristidis, 2007:105). Ozon's dtatistical data on cinema
regarding these years, confirms Refig's statements. Below | will present a chart
including Ozon's data for the years from 1938 to 1959. This will also display the
overall picture of the cinema sector between these years.

Table 2. Statistical Data on Cinema Sector (1938-1959)

1938-39 |1946-47 |1954-55 | 1956-57 | 1958-59
Population (million)

18 19 24 25 26
Number of movie houses

130 275 450 600 650
Movie houses per a million

7,2 17,5 19 24 45
Number of seats (thousand)

85 175 300 380 400
Seats per athousand people

5,7 9,2 12,5 15,2 154
Annual movie-goers (million)

12 25 40 50 60

(Source: Ozon, 1962: 205)

Table 2 reveals that the range of the influence of cinema increased year by
year. It is apparent that as the cinema industry developed, the number of people
affected by the cinema increased proportionally. Based on the data provided by Ozon
(1962: 205), the number of tickets per capitawas 0,6 in 1938-39; 1,3 in 1946-47; 2in
1956-57; 2,3 in 1958-59. At this point, Oz6n also mentions that while the number of
movie goers was calculated as 25 million in 1946-47 in Turkey; in 1957 the number
of movie goers solely in Istanbul exceeds this number, reaching 28 million in 1958
(1962: 204).

In Turkey, the years between 1950 and 1960 were also called “the era of
Turkish movie makers’ by Ozon (1962:141, 1968:25). Starting in the 1950s, Turkish
films were growing in number (ibid). Approximately 600 Turkish films were
produced between 1950 and 1960, which made Ozo6n call this period as “the most

important era of Turkish cinema” (1962:177). However, the domination of American
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films continued in this period. Because of the increased cooperation with Americain
political terms and mutual assistance treaties, the silver screen teemed with American
films (Ozon, 1962:143).

From the above-mentioned information and quotations regarding cinema, it is
evident that accessing the films in the 1930s and 1940s was not as easy as it was in
the 1950s. At this point, it may be inferred that the difficulty in accessing the filmsin
the 1930s and 1940s, when foreign films were the sole power, glorified the magic of
the silver screen in the public eye. Thus, particularly in these years, the deep interest
in cinema and foreign films opened up new sources of income for various sectors. It
may be stated that the enchanted audience was not also overlooked by the publishers.
Except for the postcards of the film artists, increasing number of the cinema
magazines; cinema novels, which sheltered two popular forms —novel and cinema- at
one go, peaked in these years. Many publishing houses derived the benefit from the
ready-made audiences of the foreign films and the public’s “necessity of reading
cinema’ as well as watching it. Cinema-novel series started to be published one after
another in these periods. Publishers printed the drawings of film artists or pictures
which were a reminder of the film posters or scenes. In the bestseller cinema
magazines these novels were advertised with references to the films. Moreover, the
names of the popular characters of the films were used in the novels and this aroused
afeeling in the readers that they were watching other adventures of the popular heros
who were known from the foreign films. In line with these, Evren in his study on
cinema magazines of the period, states that “the novelties in the cinema literature
brought by the 1940s were the annuals, special editions approaching the cinema from
the point of photo romance technique and cinema novels’ [Kirkli yillarin sinema
literatUrine getirdigi yenilik ise yilliklar ve sinemaya foto-roman teknigi ile yaklasan

0zel sayilar ve film romanlar: olmustur] (Evren, 1993:18).
In order to observe the increasing and decreasing trends in the production of

trandated and indigenous cinema novels more clearly, another graph is provided
below.
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Figure 2. Trendsin the Distribution of the Transated and Indigenous Cinema Novels
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The sharp increase in the number of translated cinema novels starting from the
late 1930s and continuing in the 1940s may have also resulted from the socio-political
conditions of the period as well as its restrictedness to a small area and being a newly
popular entertainment. Willing to escape from the negative conditions created by the
Second World War and economical, political problems; people who were acquainted
with the imaginary world presented in the films may have been only too glad to ‘read
the films again and again. The statements of Oztiirk, based on the news in the
newspaper Son Posta (13.12. 1940), reveals the escapist attitude of people and their
taking refuge in the foreign films at the time: “Even under the heavy conditions of the
Second World War; -as near as reflected in the press- the conversations among the
young at the coffee houses were concentrated on telling the exciting scenes of
American films [“Ikinci Dinya Savas’’min zor kosullarinda bile, basina yansichg:
kadariyla gencler arasinda kahvehane sohbetleri “Amerikan filminin heyecanl
sahnelerini anlatma’ Uizerine yogunlasmaktaydi] (Oztirk, 2005:167). Considering
this, it may be suggested that people who were so willing to hear about the films may
well constitute a potential group of readers for the publishing houses.

The expensiveness of the cinema tickets at the time may have been another
motive behind the popularity of the cinema novels, especially the dime novels.
Besides Scognamillo, Malik and Gurata’s mentioning of the expensiveness of cinema
tickets in the 1930s; based on the data in the magazine Yild:z, | have understood that

the case was not so different in the 1940s. For instance, in the magazine Yild:z
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(01.12.1948), from the response to areader’ s letter, it can be inferred that the price of
cinema tickets could even rise to 55 Kurush. When compared particularly with the
prices of dime cinema-novels of the time (5 Kurush), it becomes apparent that
publishing houses, with the dime cinema-novels they provided, made people “watch

the film” cheaper.

The steady increase in the production of translated cinema novels started in
the 1930s and continued until the mid 1940s, fluctuating until the 1960s but never
reaching the same numbers as in the 1930s and 1940s. This may well be related to the
increase in the number of movie houses and movie goers after the Second World
War, which was mentioned above in detail. Moreover, the prices of the tickets were
not as expensive as before the war (Ozon, 1962:228). Thus, considering all the data
on these years, it may be suggested that after the Second World War, as the
accesibility of the films increased, “the festival or feast of cinema’ turned into a
‘common, daily entertainment’ which was experienced by many more people than
before. With the prevalence of cinema and films all over the country, the necessity of
‘reading the films' may have decreased as most of the people could easily get the
chance to watch the films themselves. And such a development of conditions in the
cinema sector may have influenced the supply and demand relationship in popular
literature. In addition, the poor quality of imported films in the 1950s may have also
been indirectly influential on publishing cinema novels. People who were not
satisfied with the film at the cinema, of course would not look for the by-products of
it. Still, the existence of cinema novels at all times, even today'®, indicates that the
combination of two popular forms, cinema and novel, makes a prominent trade for

publishing companies.

On the other hand, in Figure 2 we see that the number of indigenous cinema
novels were always outnumbered by translated ones. This may be related to the large
number of foreign films imported. The number of Turkish films screened in Turkey
never outnumbered the foreign films. Even in the 1950s and 1960s, when

approximately 600 Turkish films were produced, the dominance of foreign films over

1% For example: see Golden, A. (2010). Bir Geysarun Anular:. istanbul: Altin Kitaplar.
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the indigenous ones did not change. But, at this point, it is necessary to point out that
the years between 1951 and 1955 was the period when the publishing of translated
cinema novels were in minimum quantities whereas the number of indigenous cinema
novels peaked. Such a case may have resulted from the developments in 1948

regarding Turkish cinema, which will be discussed in the next section.

Another reason for publishers’ supplying higher numbers of foreign film
novels when compared with the indigenous ones may well be related to the technical
superiority of the foreign films. Because they leave a lasting impression with their
interesting plots and shooting effects, the demand for the novels of these foreign films
may be high in number. In the magazine Y:ild:iz [17.10.1953: 2(43)], an article
criticizing the scenarios of Turkish films in the 1950s may clarify the point | have
made. In the article, it is claimed that common problems in Turkish culture such as
bad friends, parents, step-mothers, orphan children, and widows were handled as
subjects in the films by the “inept” scenarists and directors. However, the ineptness of
these people was found to be norma as Turkish cinema was newly developing.
Based on such an assumption, it may be inferred that Turkish films which were shot
in an “amateurish” way did not arouse much interest in the by-products of these films.
On the other hand; in the period under study, the conspicuous increase in the number
of indigenous novels on romances and melodramas in the repertoire of Turkish
literature™® makes me wonder about possible influences of the foreign films on
Turkish authors. This is indeed an observation which could be an interesting subject

of another study .

19 For example between 1937 and 1960; Kerime Nadir -who was criticized by some critics for
turning her back on the factual events (http://www.dogankitap.com.tr/yazar.asp?d=19)- wrote 20
novels. Almost all of these novels were on grievous love stories as in the films of the time. The novels
written by Nadir were so appropriate for being a film plot that most of her works were later translated
into films by Turkish directors. On the other hand, some of the magazines or newspapers of the time
alocated place to the serialized Turkish romances or published short stories whose plots were
melodramatic. At this juncture; Cantek, in his study, mentions that in the 1940s the romances and
melodramatic novels were in extreme demand by the readers (2008:194). Both Nusret Safa Coskun
and Vedat Orfi Bengii — who is known as the founder of Egyptian cinema and was the director of
some Turkish films- wrote grievous novels on love which were seriaized in the newspapers at the
time (ibid).
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3.2.2. Trendsin the Source Cultures

In this section, source cultures of the films which urged the publishing of cinema
novelsin Turkey between 1933 and 1960 will be discussed. The purpose is to display
from which countries film sectors the publishing houses in Turkey were influenced
most in the chosen period. At this point, | believe that foreign film imports and the
policies followed by the film importer companies of the time in Turkey may have had

agreat share on the source cultures of transated cinema novels.

As mentioned previously; in some cases, publishing houses published
translated cinema novels just as they heard that the novel was filmed or to be filmed
in another country. Thus, before the importation of the film into Turkey, the novel of
the film became available to the audience. On the other hand, some other cinema
novels were published simultaneously or just after the release of the foreign film in
Turkey. At this point it may be suggested that with the film choices they made, film
importer companies became the agents which indirectly influenced the repertoire of
popular literature when it came to the production of some of the cinema novels.
Becoming the mediating agents between the cinemas of other countries and the
publishing houses in Turkey, it could be suggested that these film importer companies
were one of the determining agents in the sources of the cinema novels published.
Thus, before dwelling on my findings regarding the source cultures of the cinema
novels, | find it necessary to give some brief information on the history of foreign

filmimportsin Turkey.

In the 1920s and early 1930s, the repertoire of cinema in Turkey was mainly
shaped by films imported from European countries (Malik, 1933:8; Scognamillo,
2008:56,86). Many French, German and Italian films were screened to the Turkish
audience in those years (Scognamillo, 2008:57). However with the outbreak of the
Second World War, things took a new turn and American films became the sole

owner of the Turkish cinemas.

The war had a great influence on the numbers of foreign cinemas in
Turkey. Before the war, the cinemas of both Europe and America were
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represented almost equally. The war changed this proportion: the French
films disappeared from the scene. As all the efforts were spent for
producing documentaries in England, there were not any feature films
coming from there. As German and Russian films speeded up the
propaganda along with the war, the release of their films in Turkey was
creating an “ extra chivalrous’ situation. Thus these were not shown in
Turkish cinemas. Instead of these, the films from America, which had
remained uncommited in the first years of the war and counted its market
in the neutral countries even after the war, dominated the cinemas in
Turkey.

Yabanc: sinemalar:n Turkiye' deki durumunda da savasin etkisi biyik
oldu. Savastan 6nce Avrupa ve Amerika sinemalar: agag: yukar: ayn
Olcude temsil ediliyordu. Savas, bu oran: degistirdi: Fransiz filmleri
beyazperdeden kayboldu. Butin c¢abasn: dokimentere ceviren
Ingiltere’ den hikayeli film gelmiyordu. Savasla birlikte propagandaya
daha cok hiz veren Alman ve Sovyet filmleri ise, tarafsiz Turkiye icin
“fazla nazik’ bir durum yaratt:gindan perdeye pek az ulasabiliyordu.
Bunlar:n yerine, savagsin ilk yillar:nda tarafsiz kalan, savaga kat:ld:ktan
sonra da tarafsiz Ulkelerdeki pazarlar:n: da hesaptan uzak tutmayan
ABD'nin filmleri sinemalar:mizda en biyik yeri kaplad:.. (Ozon,
1962:116)

On the other hand, the cinemas of the countries which were hardly known
before the war started to be represented during the wartime. For instance, Turkish
audience got acquainted with the cinemas of Hungary and Egypt in these years
(Scognamillo, 2008:72). Of these, following the American films, Egyptian cinema

with numerous films had a deep influence on Turkish people.

The American films which were imported into Turkey over Egypt, did not
come alone; they concomitantly brought Egyptian films too.[...]The
popularity of the films which came from Egypt was so high that in
November 1938, when Damu’al-hubb - Tears of Love- was shown in
Turkey, the windows of the cinema were broken and there became a
traffic jam. The audience who had not seen indigenous films for three
years held in high esteem those films [...] in which Arabian singers and
people in loose robe and fez played. Thus, there was an influx of
Egyptian films in Turkey. So much that, in the years between 1938-1944
the numbers of the Egyptian films and the Turkish films produced in the
country were at par.

Savay yuziinden M:sir yoluyla Turkiye'yi bulan Amerikan filmleri yalniz
gelmedi, yan: sira, bizimicin yeni olan bir sineman:n, Misir sinemasinin
Urdnlerini de getirdi. [...] Misir’dan gelen filmlerin Turkiye' de ne kadar
buytk bir ragbet gordigl unutulmamstir: 1938 kasnmnda Damu’ al-
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hubb-Askin G6z Yaslar: gosterilgigi vakit, filmi oynatan sineman:n
camlar: kiriliyor, caddedeki trafik duruyordu. Ug yildan beri yerli film
gbrmemis olan seyirciler, fedi-entareli kisilerin yer ald:igz, taninmes Arap
sarkicilarmn oynadig: [...] bu filmleri el Gstlinde tastyorlard:. Boylece,
Turkiye'ye bir Misir film akime baglad:. Oyle ki, 1938-1944 arasinda
Turkiye'ye giren Musir filmleri ile ayn: yillarda cevrilen filmlerin sayist
basa bas gidiyordu. (Oz6n, 1962:116,117)

Just after the Second World War, there was not a significant shift in the sources
of the films. American films were still taking the lead and Egyptian films were just
following them. Based on the data given by Scognamillo (2008) regarding the
numbers and names of the films screened in the movie houses after 1945, it becomes
apparent that American cinema was still by far in first place. The data provided by
Scognamillo on the number of the films in those years may give an idea on the whole

import at the time.

In 1947-48 season, 100 American, 9 French, 6 Italian, 2 English and 1
Indian films -whose premiers were done in Beyoglu- were shown in
Istanbul cinemas. In the second half of the 1950s, we see that the
situation changed; gradually the adventure movies became dominant and
the European productions were thoroughly dropped back. The cinema
sector was absolutely under the the domination of American films.

1947-48 mevsiminde, Istanbul sinemalar:nda toplam olarak, ilk
gosterimlerini Beyoglu’ nda yapan 100 Amerikan, 9 Fransiz, 6 /talyan, 2,
Ingiliz ve 1 Hint filmi oluyor. 50'li yillar:n ikinci yarisina gectigimizde
durumun daha da degistigini, giderek macera filmlerinin agirlik
kazand:klar:n:, Avrupa yap:mlar:nin iyiden iyiye gerilediklerini gormis
oluruz. Snema piyasasnda hakimiyet art:k kayitsiz sartsz Hollywood
filmlerindedir. (Scognamillo, 2008:77)

As for the Egyptian cinema, the popularity of the films continued until 1948.
After the war, many young film companies attempted to derive profit from the
Egyptian films (Cantek, 2008:181). Cantek suggests that between 1938 and 1948, 110
Egyptian films were screened in Turkey (2008:185). The negative effect of these
Egyptian films on Turkish film industry were so high that Turkish film producers
started to complain about them in 1947. In a short while, the government responded
to the complaints. The levy decrease on Turkish films came into force in 1948,

affecting the status of Egyptian cinemain Turkey.
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In July 1948, local municipality taxes on Turkish films' screening were
reduced from 75 percent to 20 percent. As a result, movie theatres
screening international films were paying 41 percent tax from each ticket
sold while theatres screening Turkish movies were paying 20 percent
(Oz6n 1995:47). [ ...] The effect of this tax reduction played a significant
role in the decrease of filmimports. (Girata, 2004.76)

Although there was a significant decrease in the number of imported films
after this regulation, the number of American films screened in Turkey was not
affected from it as much as Egyptian films were. Glrata states that in 1951 “80
percent of screen timein Turkey was held by US products’ (2004:77). The findings
of Scognamillo also supports those of Gurata's. Scognamillo states that between the
years in 1951 and 1960 the number of American films was 1,762 whereas the total

number of films from other countries were 1,010 (Scognamillo, 2008:83).

To look at the Turkish side, the number of production of Turkish films was
not satisfying until the state intervention in 1948. In the 1930s and early 1940s the
Turkish film industry was weak. Oz6n defines the years between 1922 and 1938 as a
fruitless period (1962:108). According to the data provided by Ozo6n; 3 Turkish films
were produced in 1939, 11 in 1947, 57 in 1955, 53 in 1957 and 95 in 1959
(1962:205). Between 1938 and 1948, “the number of Turkish films produced was
only 53 — and of these, 20 were shot in 1947-48" (Glrata, 2004:56). We can be sure
that state intervention had a great share in the boom of Turkish film production in
these years. With the levy decrease, the number of Turkish films increased in the
1950s. “An average of 50-60 films” were made during these years (Gurata, 2004:77).
In line with this, Ozo6n states that while the average number of Turkish films was 1.46
in the period 1916-1944, it increases to 41.46 in the period 1945-1959, being 56.70
between 1950 and 1959 (1968:24).

As for the audiences preferences, the audience interest in the indigenous
films was little in the 1930s and 1940s. “The only film production company, ipek
Film, suspended all production between 1935 and 1938 as the box office figures for
its films were far from satisfying” (Gurata, 2004:57). There was not any change in the
interest of Turkish audience during the war time. An article from the American
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government’s Motion Picture Herald states that “audience preference in the country
(Turkey) is overwhelmingly in favor of American products. Musical productions are
especialy well liked because the language factor is subordinate, it has been noted,
and pictures with Oriental settings also are popular” (in Gurata, 2004:63). Cantek
takes a similar look at the popularity of Egyptian films of the time and suggests that
their melodramatic elements and musically intensive plots rated high in being
preferred by Turkish audience (2008:174). On the other hand, Scognamillo explains

the warm interest of Turkish people in Hollywood films as follows:

American cinema:Hollywood cinema is always omnipresent with its
superior productions and stars as it is impossible to get rid of it. Neither
film importers nor movie goers can resist these films. On the other hand,
what is the resistance for? The entertainment is there, grandeur isthere,
excitement and feeling are there. In addition to all these there are
numerous beautiful women and handsome men. Then, is it easy to stand
out against Hollywood cinema?

Amerikan sinemas:, Hollywood sinemas: Ustiin yapemlar: ve yildizar: ile
her dénemde hazrr ve nazirdir ¢lnkli Hollywood sinemasindan kurtulmak
mumkiin degildir, ne disalimcilar vazgeciyor ne de seyirci. Hem neden
vazgegsin ki? Eglence onda, gérkem onda, satafat onda, heyecan ve
duygu onda art: nerede ise sayisiz guzel kad:nlar ve yakusikl: erkekler.
Hollywood' a kars: dayanmak kolay m:? (2008:86)

The data on film importation and Turkish film production between 1933 and
1960 revea that there is a relationship between the imported films into Turkey and
the source cultures of the cinema novels published at the time. It seems that the
developing industry of cinema all over the world and the import of foreign films,
which was a part of planning in the repertoire of cinemain Turkey; contributed much
to the planning in regard to the production of translated cinema novels by private
publishing houses. Figure 3 below shows the number of cinema novels in source
culture terms. The “unknown” column includes the cinema novels of the films whose

origins could not be determined.
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Figure 3. The Number of Cinema Novelsin Terms of Source Culture (1933-1960)
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As evident from the figure, the superiority of American cinema novels over
others is incontestable. Therefore it can be concluded that the cinema industry of
America was the most influential one on publishing cinema novels in Turkey. 194
novels out of 295 cinema novels in the database were related to American films. The
great numbers of films imported from the USA may well be influential in producing a
high number of American film novels and composing a cinema novel audience in
Turkey. On the graph, it is also apparent that American cinema novels were followed
by the novels of Turkish, French and Egyptian films, respectively. | have found 20
Turkish, 19 French and 18 Egyptian cinema novels published in Turkey between
1933 and 1960.

My database reveals that, in line with the importation of American films after
the war, the production of American film novels published in Turkey showed
increase™!. During the wartime, publishing houses published American cinema
novels every year. Moreover, it is evident from my findings that most of the
American cinema novels -111 of 194 novels- were published in wartime, when the
importation of the American films peaked. In 1944, only the number of the American

cinema novels was 41. In 1945, America was the source culture of 22 cinema novels

11 However, the rise in the number of works translated from American culture was not particular to
the cinema novels at the time. Tahir-Gur¢aglar statesthat starting in the 1940s and peaking especialy
in the 1950s, there was a general rise in the number of works translated from English and American
literatures (2001: 272).
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out of 23 novels | have categorized as cinema novels. As for the others, 7 of 20
Turkish , 6 of 19 French, 17 of 18 Egyptian cinema novels were published in Turkey
during the war. | could not find any Egyptian cinema novels after 1947. This may be
closely related with the developments in the Turkish cinema industry and with the

state intervention regarding film importation, mentioned above.

In the post-war period, the parallelism between the source cultures of the films
imported and those of cinema novels published continued. American cinema novels
were still taking the lead. Egyptian cinema novels dissappeared from the repertoire of
popular literature and the number of Turkish cinema novels started to increase. 11
Turkish cinema novels were published after 1945. Of these 7 novels were published
between 1951 and 1955, when the production of Turkish films was very high.

Below, in Figure 4, the source cultures of the films whose novels were
published in Turkey between 1939 and 1948 -when the film importation was at its
zenith- are shown. The reason for choosing these years is obvious. 1939, which was
the first year of the Second World War, is taken as the starting point. 1948, when the
regulation on levies came into force and influenced the film imports negatively, is
chosen as the ending year. The purpose of showing these years separately is that the
parallelism between the film imports and cinema novels becomes much more visible.

Figure 4. The Number of Cinema Novelsin Terms of Source Culture (1939-1948)
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As is evident from the graph; the proportion of source cultures regarding the
films whose cinema novels were published between 1939 and 1948, shows a
similarity with those of the imported films mentioned previously. American cinema
novels, as usual, were by far the front runners. 127 of 194 American cinema novels
were published in this period. With its total number, Egyptian cinema novels took the
second rank. Following American and Egyptian cinema novels, Turkish ones camein
third. It is interesting that ,athough Turkish audience did not prefer watching
indigenous films and Turkish cinema was not up to the mark at the time, the
publishing houses published the novels of the films. At this juncture, it may be
suggested that the glut of translated cinema novels may have set off the publishing of
Turkish ones and therefore, the imported genre became an integral part of the target
culture repertoire. On the other hand, when the years before and after 1948 are taken
into consideration in terms of Turkish cinema novels; it is surprising to see that 11 of
20 Turkish cinema novels were published before the boom in Turkish film
production. 7 of these were published between 1951 and 1955. | could find only one
Turkish cinema novel between 1956 and 1960. Thus it may be suggested that the
increase in the number of Turkish films did not stimulate the publishing of Turkish

cinemanovels.

As an end note, it is necessary to emphasize that the data on the source
cultures given on the graphs should not be regarded as source languages. Here, source
culture refers only to the country in which the film associated with the cinema novel
was produced. Because, based on my findings, | can safely suggest that there is not
always a parallelism between the languages of the films in the source culture and the
source languages chosen for trandation. Some trandations in my database were made
from an intermediate language. For example, as shown in the database, | assume that
the novel Oldiiren Bahar [Deadly Spring] (1943) was published with the influence of
the Hungarian film Halélos Tavasz (1939), the plot of which was based on an original
novel written by a Hungarian author, Lajos Zilahy. However, the novel was transated
into Turkish not directly from Zilahy’s work, but from an intermediate language:
French. On the title page of the novel, this information was specially mentioned under
the name of the trandator.
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3.2.3. Publishersand Series

Willing to benefit from the popularity of the films, publishing houses did not confine
their practices to a single definition of cinema novel and proliferated many options by
putting forward various cinema novels which were produced with different strategies.
Thus the makers of life images, who were influenced with the options provided by
film importer companies to the repertoire of cinema, brought forth various definitions
and strategies of tranglation with their practices. Analysis of the activities of private
publishing houses and makers of life images that took part in the production of
cinema novels between 1933 and 1960, contributes to the interpretation of the market
of trandated literature from a different viewpoint. In order to assess the activities of
these publishing houses in a wider context, the general situation of the market has to

be taken into consideration.

Up to now, | have found out that 60 private publishing houses were involved
in publishing cinema novels between 1933 and 1960. These publishing houses seem
to have been the effective planners in the Turkish culture repertoire as far as the
production of cinema novels is concerned. Of these, 12 publishing houses launched
“cinema novel series’ ™2, The names of the publishing houses which launched cinema
novel series were Stad™*®, Ceylan, imer, Ucuz Kitaplar, Korgunal, Yusuf Ziya
Balgikoglu, Bakis, Arif Bolat, Kemal Ozcan, Bozkurt, Gliven and Istanbul Basimevi.

Publishing of the cinema novels in series format -which was used as a
dominant publishing strategy by the publishersin the chosen period (Tahir-Gircaglar,
2001:279)- may well be an indication of the publisher’s intention to concentrate on
this newly developing entertainment and point to the use of the popularity of the films

as a publishing and marketing strategy by the private publishing houses. It seems that

12 Only the series whose titles included the word “cinema novel” are counted while determining these
12 publishing houses. However there were some other series which were named differently but
closely related to the films such as “ Arsak Palabiyikyan'in Maceralari” [The Adventures of Groucho
Marx] (1944) by Plastik Y ayinlar.

%3 could find only one novel published under the cinema novel series by Stad Publishing House.
However it is possible that the series may have consisted of only one novel as Tahir-Glrcaglar states
that in the meantime “some series only produced one book, while some continued to exist for several
years’ (Tahir-Glrgaglar, 2001:273).
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these series, introducing a new concept for novels, brought along the emergence of a
different genre and strategy in Turkish popular literature and contributed to the
shaping of the repertoire. This case may be explained exactly through Tahir-

Gurcaglar' s arguments in her study:

In my view, adopting the series format was not only a marketing decision
for Turkish publishers, writers and translators, but also a planned effort
to affect the publishing market, and the readership, in a certain manner.
In my view, publishers who presented their products to the market in the
form of series contributed to the shaping of the market, as much as they
were shaped by it. They caused new segments of readership to form and
led to new reception patterns through the ways they grouped and
categorized various works. This evidently implied an impact on the
cultural system. (Tahir-Gurgaglar, 2001:247)

Therefore, it may be suggested that the series format in my case shows
evidence of the new strategy and planning efforts in the repertoire of popular
literature carried by the publishing houses at the time. It reveals that private
publishing houses were in a form of trandation planning through their selection of
works, publishing, marketing and translation strategies which were in accordance
with the import and production of films —the efforts which refer to planning in the
repertoire of cinema. Moreover, publishing of cinema novelsin series may well create
or, at least, be indicative of a certain reader audience consisting of the people who
were interested in films. At this point; considering that movie houses were mainly
present in the cities, it may not be wrong to surmise that ‘urbanites’ were the target

readers of the publishing houses in the chosen period™.

On the other hand, there were many other cinema novels which were
published under different series whose names did not directly refer to films or
cinema. The series such as “Macera ve Polis Romanlar1 Seris” [Series of Adventure
and Detective Novels] and “Sarptan Garptan Secme Eserler” [Selected Works From

14 Tahir-Giircaglar, based on a survey of various studies, determines three different types of
readerships “I identified the first group as the educated urban classes, teachers and students in
secondary and higher education who read trandated and indigenous canonical books, as well as some
popular literature that could be considered as semi-canonical. The second group consisted of the rural
population who read rewrites of folk tales. The third group read popular novels consisting mainly of
detective and adventure fiction” (2001:240). Considering all these, it may be stated that the people in
the first and third groups constitute the target audience for the publishing houses which were active in
the production of cinema novels.
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the East and West] by Ahmet Halit Yayinevi; “Gunin Romanlar1” [The Novels of
Day] by Nebioglu Yaynevi; “Gunun Kitaplar” [The Books of Day] and “Yildiz
Romanlar” [Star Novels] by Turkiye Yayinevi; “Meshur Romanlar” [Famous Novels]
by Altin Kitaplar; “Dinya Edebiyatindan Secme Eserler” [Selected Works From
World Literature] may be given as examples for the series which consisted of cinema

novels but did not refer to cinema with the names they bore.

The series format in all above mentioned cases may well have had an
influence on the makers of life images in producing cinema novels. The agents may
have felt compelled to conform to the paratextual element which was determined
beforehand.

Paratextual elements may have had a powerful impact on the way the
actual texts were written. Translations offer evidence in favour of this
idea. Trandlated text appearing in the popular dime series were often
abridged in order to fit the sixteen-page format. Their plots were usually
simplified, a requirement following mainly from the size of the books. In
line with their parageneric designation as ‘adventure or ‘detective
stories, they emphasized action and adventure-related features over
intellectual or emotional ones. (Tahir-Gurcaglar, 2002:58)

Considering this, it may be suggested that in the novels which were published
in the cinema novel series, the adventurous or sensitive elements were emphasized in
order to produce the film effect. In other cases, the cinema novels may have been
shaped by the format of the series in which they were included. The agents active in
the production of cinema novels may have made omissions or changes in the sources
in order to comply with the series format.

Either published separately or under series; the norms that governed the
production of the translated cinema novels were in line with the norms of translated
popular literature mentioned in Tahir-Gurgaglar (2001). There was not a uniform
view of how trandations should be done. The institutions and agents active in the
production of cinema novels determined their own definitions of tranglation with the
practices they carried. While some of the books were said to be trandlated from the
source novels, some others were ‘conveyed’ from the films. Or in some cases,
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although they were said to be translated from the source novels, the story in the book
showed parallels to the film plot rather than to the original novel. The trandations of
many cinema novels did not comply with the norms determined by the agents and

ingtitutions active in the canonical literature.™ ™'

In the rest of the section, my detailed presentation on cinema novels and the
institutions which published them will concentrate on the activities of certain private
publishing houses. | think that the information which will be provided on these
chosen ones will be indicative of certain trends in publishing cinema novels between
the years 1933 and 1960 in the Turkish culture repertoire. But just before passing on
such a detailed examination, | will provide the general standing of the publishers

active in the production of cinema novels.

Figure 5. Private Publishing Houses Active in the Production of CinemaNovel
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115 At this point, | exclude the limited number of cinema novels which may fall in the category of
‘canonical novel’ (e.g. the novels published by Remzi and Varlik).

18 For a detailed explanation regarding the norms of the Translation Bureau, see Tahir-Giircaglar
2001.
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Above, in Figure 5; except for the 23 cinema novels whose publishing houses
| could not determine and 32 publishing houses which | have found to publish only
one cinema novel; the private publishing houses and the number of cinema novels

published by them are shown.

As evident from the figure; Guven Yayinevi is the most productive
publishing house as far as cinema novels are considered. | have found that 48 cinema
novels were published by this institution'’. From these 48 cinema novels; 44 of them
were the novels of foreign films, while 4 of them referred to indigenous films. Except
for Mavi Melek [Blue Angel] which was published in 1960 in the series of “Glven
Y ayinevi Saheser Romanlar Serisi” [ The Series of Masterpieces by Guven Publishing
House], all the cinema novels were published between the years 1939 and 1943. It is
apparent that the publishing house predominantly published the novels of American
films (21). These were followed with the novels of films from Egypt (9), Turkey (4),
Germany (3), Italy (1), and France (1)*. Of these, most of the novels were published
in the series of “Glzel, Resimli, Heyecanli, Yeni Sinema Romanlart” [Beautiful,
[llustrated, Exciting, New Cinema Novels|. However, the books published under the
series were not ‘novels by any standards. They were in the format of 16-page
booklets published weekly and sold for much less (5 Kurush) when compared with
the movie ticket prices. By introducing these dime books as cinema novels, publishers
may have attempted to capitalize on the popularity of two notions - novel and cinema-
at the time.

The name of the series was provided on the front cover of all dime novelsin
capital letters, which indicates the publishing house's intention of gripping the
readership who read by genre. The photos taken from the film scenes or the pictures

which connoted the films were interspersed in the novels as well as the book covers.

7 However the number of cinema novels published by Giiven may be even higher than | estimated.
As | have mentioned before, the ambiguous data on the publishers of some cinema novels in the
database of National Library prevented me from determining some of the publishing houses exactly. |
still think that some cinema novels which were referred to be published by Ziya Bal¢ikoglu ve S.
Kitabevi and Bozkurt Basimevi in the database of National Library and thus, in my database may
have been published by Guven.

118 As source cultures of the remaining cinema novels published by Gilven are not certain, | do not
provide them here.
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On the title page it was mentioned that the photos were taken from ipek Film (e.g.
Kahveci Glizeli); Ozen Film (e.g. Londra Kalesi, Doktorun Ask:); Halil Kamil Film
(e.g. Kivircik Pasa) , Lale Film (e.g. Vatan kurtaran Aslan). Such a case well
indicates the cooperation between publishing houses and film companies. At the end
of the books, the advertisements of other cinema novels published in series or
separately, were given. The number of cinema novels published under the series and
the advertisements in the books seems to indicate that the marriage of the notions —

cinema and novel- succeeded in the market.

In the novels | examined, there were not any forewords or epilogues which
revealed the aim or strategy of the institution in publishing these cinema novels. Only
at the end of the cinema novel Lekeli Kadin [The Demirep] (1940), there was a
promotional paragraph:

Are you following the most beautiful and exciting cinema novels of the
year which were put forth by Selami Munir Yurdatap?! Read absolutely
these illustrated novels published weekly in elegant and colourful covers.
In this way, you will get a reminiscence of the films which you excitedly
and curiously watched and have a nice collection of cinema novels.

Selami Munir Yurdatap':n ¢ikardig: bu senenin en giizel ve heyecanl:
sinema romanlar:n: takip ediyor musunuz?! Her hafta zarif ve renkli bir
kapak icinde ¢ikan bu resimli romanlar: muhakkak okuyunuz. Boylelikle
heyecan ve merakla seyrettiginiz filmlerin bir hat:rasin: elde ederek guizel
bir sinema roman kol eksiyonuna sahip olursunuz.

It is clear from the quotation that the publishing house intended to capitalize
on the popularity of the films which were “watched curiously and in excitement” by
the audience. In order to attract the attention of the readers, the publishers provided
them with a provocative reason. The readers would buy the books and every time
they read, they would feel like watching the film again and thus would experience the
same excitement. At this juncture it may be suggested that Giiven publishing house,
with the cinema novel series it launched, was willing to create a new segment of

readership and reception patternsin the repertoire.
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On the other hand, it appears that the format of the series -“Gulizel, Resimli,
Heyecanli, Yeni Sinema Romanlar1” [Beautiful, Illustrated, Exciting, New Cinema
Novels]- shaped the translation process and the presentation of the novelsin the series
in many other different ways. Being restricted with 16 pages, the agents made
considerable omissions or changed many features of the original texts™. These books
published in the series were the summaries of the general plot and they provided the
readers only with the dramatic points of the works. The adventurous and emotional
elements in the plot were brought to the foreground. In line with the intention of
producing the film effect, on the covers or title pages of some novels, the brief
explanations exaggerating the sensational aspects of the novel were added; e.g.
“Fevkalade heyacanli ve hissi bir ask macerasi” [Extraordinarily exciting and
emotiona love story] (Lekeli Kad:in 1940) or “En korkung¢ ve heyecanli sinema
roman” [The most terrifying and exciting cinema novel] (Londra Kales 1941).
Moreover, these dime cinema novels composed of a limited number of pages were
divided into small parts, which may aso indicate an attempt at making a film-scene-
effect. On the book covers or title pages, the data regarding films and artists who took
part in the film of the novel was often given: “This cinema novel whose subject was
borrowed from one of the famous novels; Ironmaster, was performed by widely
recognized Egyptian artists Stileyman Necip and Emine Rizik” [Mevzuu, meshur
eserlerden (Demirhane Mudurd) romanindan iktibas edilen bu sinema roman:
Misir'in en tamnms sanatkarlarindan Sileyman Necip ve Emine Rizik tarafindan
temsil edilmistir] (Kad:in Kalbi 1941). On the book cover of Beyaz Esire (1941), it
was emphasized that: “The film artist Nadiye Naci is in the role of Halime” [Film
yildizi Nadiye Naci, Halime roliinde]*®. At this point, it may be stated that by
providing readers with the names of film artists and photos from the film scenes, the
makers of life images active in the process were willing to ‘rescreen’ the film in the

readers’ minds.

119 intentionally use “original text” instead of the notion “source novel” as some cinema novelsin the
series do not have a source novel in the source culture and were directly written from the films
screened in Turkey.

120 Doktorun Ask: [ Doctor's Love] (1941); Aslamayan Adam [The Man Who Can Not Be Hanged]
(1941); Yildiz Sultan (1940); Raca'nin Hazinesi [The Treasure of Raca ] (1940), etc. may be also
given as examples for the case.

127



Besides the main story; songs of the films —particularly the films in which
musical elements dominated- were usually provided in the novels published by
Given under the series of cinema novels (e.g. Kahveci Guzeli, Yildiz Sultan, Lekeli
Kad:n). For instance, on the cover of Lekeli Kad:n (1940), it was especialy stated
that the songs of the film were aso transated: “ There are also Turkish trandlations of
the songs sung by Leyla Murad who performed the role of ‘Seniye' in the film” (Bu
filimde ‘Seniye rolinii oymyan Leyla Murad'in okudugu sarkilarin Tirkge

tercimeleri vardir).

It is interesting to find out that some novels which had been cited under
different series launched by Guven; were aso shown to be published as cinema
novels by the same publishing house. These were also included into the cinema novel
series. For instance, the works mainly appertain to the folk literature such as Leylaiile
Mecnun [Layla and Majnun], Selahaddin Eyyubi ve Boz Arslan [Salahaddin and
Grey Lion], Nasreddin Hoca [Nasreddin Hodja]; Serlok Holmes [Sherlock Holmes],
Arsen Lupen and Nik Karter [Nick Karter] which were published in detective series,
battle stories such as Canakkale Gegilmez [No Entry To Canakkale] and Mehmetcik
Olmez [A Turkish Soldier Never Dies] were all republished in the series of cinema
novels by Guven publishing house. However, the publishing of these novels under
the name of cinema novel was not weird as there were films of these novels at the
time. By reclassifying the folkloric, battle and adventure stories under the name of
cinema novels, publishing houses may well have wanted to capitalize on the
commercia success of the films as well as to bring the works which were mainly
targeted to the rura population to the attention of the urban readers. Therefore, the
same novels were presented to different groups of readers under different titles

according to their socio-cultural conditions.

Besides dime cinema-novels published under the series of “Glzel, Resimli,
Heyecanli, Yeni Sinema Romanlar1” [Beautiful, Illustrated, Exciting, New Cinema
Novels] which has been mentioned above in detail, | have also found that Glven

published cinema novels which may be classified on the continuum between

128



canonical and non-canonical works. Two of them* were published under “Merakl:
Romanlar Serisi” [Series of Curious Novels|. Based my survey on other books
published in the series, it can be safely stated that the books were restricted to 60-80
pages. Different from the dime novels of the same publishing house, the photos of the
film scenes were not used in the books. However, there were still clues regarding the
relationship between films and the books. For instance, on the cover of Dusseldorf
Canavar; a picture of Peter Lorre —who was the leading man in the film of the novel-
was provided by the publishers. Moreover; from my database, it is understood that
under “Glven Yayinevi Saheser Romanlar Serisi” [Glven Publishing House's
Masterwork Series|, a cinema novel - Mavi Melek [Blue Angel] (1960)- was also
published. The findings regarding Glven Y ayinevi and the cinema novelsiit published
under different series, in different years indicate that the institution drew upon the

popularity of the films at various times.

My survey on Gulven Y ayinevi indicates that the institution and agents active
in the process generated and provided various options regarding ‘cinema novel’,
which may well set examples for different categories mentioned in Section 2.2.3.1.
Although | assume that almost all these translated cinema novels were rewritten after
watching target films, the categories these novels fall into vary according to the
differences regarding the source texts in source cultures. While for some of these
translated cinema novels there were novels which could be referred to in the source
cultures; for some others there were only source films. Having source novels in the
source cultures but being rewritten from the target films; the novels such as Vatan
Kurtaran Aslan [Home-Saving Lion] (1940); Gorunmeyen Adam [Invisible Man]
(1941); Tarzan Arsan Adam [Tarzan The Lion-Hearted Man] ( 1940, 1941); Kizil
Rakkase [Red Dancer] (1939); Miuthis Katil Landru [The Awful Killer: Landru]
(1941) may be given as examples for 1A2. On the other hand; the novels which had
only source films and lacked source novels/plays in the source cultures but still were
assumed to have been rewritten after the target films such as Raca’ nin Hazinesi [The
Treasure of Racal (1940); Yidd:z Sultan (1940); Mandrake Shirbazlar Kral: [
Mandrake: King of the Magicians] (1940); Beyaz Esire [White Captive] (1941);

12! Dusseldorf Canavar: [The Beast of Dusseldorf] (1943) and Miithis Katil Landru [The Awful
Killer: Landru] (1941)
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Lekeli kad:n [The Demirep] ( 1940, 1941); Londra Kales [Tower of London] (1941)
and Dusseldorf Canavar: [ The Beast of Dusseldorf] (1943); Kirik Zambak [Broken
Lily] (1939) may be given as examples for 2A2. From these, Kirik Zambak also sets
an example for concealed trandation as it was certainly the novel of aforeign film

and was introduced to be ‘written’ by Y urdatap.

Different from the novels stated above; Mavi Melek [Blue angel] (1960)
which was introduced to be rewritten by a ‘transator’ and whose page numbers
corresponded to those of original novel’s in the source culture, may fall under 1A%
However, at this point it is too difficult to talk of certainties before studying the
source and target films and novels in detail because such an investigation may lead

us to different conclusions and bring other possihilities such as 1A* and 1A> to mind.

Sehvet Kurban: [The Way of All Flesh] which was published by Given in
1940 and 1941 may also congtitute an interesting example for another cinema novel
classification. The origina film (The Way of All Flesh) was made by Victor
Flemming in the USA in 1927. In 1940, Muhsin Ertugrul reproduced Flemming's
film with Turkish artists, which set an example for a concealed trandation in the
repertoire of cinema. The book of the film, which was ‘ conveyed by F.G and S.Y'%,
was published by Gliven in the same year. Although the book was introduced to be
the novel of Turkish film, | think that it was a concealed trandation in the repertoire
of Turkish literature. Thus, being rewritten from a Turkish film which was in fact a

reproduction of aforeign film, Sehvet Kurbam may well set an example for 2B.

| have also discovered that Glven published cinema novels which fall under
my third category: indigenous cinema novels which were based on foreign films
characters, concepts, and setting and which may have been received as trandlations by
Turkish readers. Baytekin ile Tarzan Kars: Karsiya [ Baytekin versus Tarzan] (1943)
and Kacirzlan Film Yildiz [ Abducted Film Artist] (1943) which were ‘written’ by
Y urdatap, as well as some of the pseudotranglations of Sherlock Holmes and Arsen

Lupin may constitute examples for this category.

1221 could not find any information regarding F.G. But | think S.Y. refersto Selami Minir Yurdatap’s
initials.
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Turkiye Yayinevi, with its wide ranging publications, was another prominent
institution which capitalized on cinema. It may be stated that Turkiye Yayinevi’'s
interest in cinema first started with the cinema magazine it published: Y:ld:z. It was
published fortnightly between 1938 and 1954. The founder of the publishing house,
Tahsin Demiray, was also the editor of the magazine Yid:z. It became the most
favourite cinema magazine in 1940s and 1950s (Evren 1993: 18). The magazine
consisted of articles regarding films which were produced in Turkey and abroad,
cinema industry, artists' lives and short stories. The foreign and indigenous films to
be released in Turkey were mentioned in spades. There were also ‘cinema novels' in
the magazine. These ‘novels were presented as “the novel of the film” and
serialized™®. At least two pages were allocated for these cinema novels and they were
offered with statements such as ‘written by, “translated by’ or ‘conveyed by’ *?*. The
cinema novels serialized in Yildiz were usualy the films which were released in other
countries and weren't yet shown in Turkey. Thus the magazine, with advance notice,
advertised the films and prepared the public who looked forward to watching them on
the big screen. These serialized novels kindled the interest of the audience®. By
writing letters to the magazine' s correspondence column, the readers announced that
they were waiting to read more cinema novels in the magazine. Below | quote one of
notes written on the readers’ column (agony column) in Y:ldiz, in answer to areader’s
request.

22 jmperial Oteli (Hotel Imperia) [Yildiz, 01.02.1940 3(31)] , Supheli Zafer (Uncertain Glory)
[Yildiz, 15.01.1945 12(145)], Sirgin (The Exile) [Yildiz, 15.01.1948 18(209)] may be given as
examples for these serialized cinema novels at the time.

124 1n these cinema magazines, there were not any certain attitudes towards the translators writing
cinema novels or trandating foreign articles. Some of the articles were even presented as indigenous
although the content posed significant question marks. Sometimes translators' names were given in full
or with only single letters. They might use pseudonyms too. However, based on other studies, it may
be suggested that such an attitude towards translations was common in any other kinds of magazines.
Isiklar-Kogak, focusing on the women’'s magazines between the years 1929-1993, states that although
trandation had an important place within women's magazines, many texts were not indicated as
trandations and published anonymously (Isiklar-K ogak, 2007:132).

25 However, | have found out that these kinds of cinema novels were also provided in other
magazines which were not actually related to cinema. For instance, 1001 Roman, which was published
by Turkiye Yayinevi and included comic strips, provided its readers with short film stories. Yedigin
published by Sedat Simavi in the 1930s and 1940s, aso gave place to serialized cinema novels.
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We are striving for publishing film novels beginning from the coming
issues. As for the songs, we are also preparing them. Whenever ready, we
are going to publish them too.

Film romanlarin:  6nimizdeki birkag say:dan itibaren koymaya
calisacagiz. Sarkilara gelince onlar: da hazrlamaktay:z. Hazr olur
olmaz onlar: da nesre baslayacag:z. [Yildiz, 1951 8(1)]

YildiZ's publishing of serialized cinema novels reveals that Ali Ozuyar's
(2008) findings*’ regarding the ‘cinema novels published in the magazines in the
Ottoman period were also valid in the republican Turkey between 1940 and 1954.

Depending on the increased interest in cinema, Turkiye Yayinevi extended
the scope of its publishing on cinema and films. In 1939, the institution launched
another series: Yildiz Biyografileri [Star Biographies|. The booklets which were
published periodically as special editions of Yild:z, included lives of many foreign
artists such as Robert Taylor, Norma Sheare, Nelson Eddy, and Clark Gable. These
consisted of approximately 30 pages and sold for 15 Kurush. | have found out that 18
booklets were published by the institution until 1945,

In 1940, Y:ld:Z s editor, Tahsin Demiray, began to publish another fortnightly
periodical called Snema Romanlar: [Cinema Novels]. The ‘novels published in
each series were in fact the summaries of the foreign films which Turkish audiences
longed for*?. It could be suggested that promoting the magazine as “ Cinema Novels’
and publishing the short stories summarizing the films; Turkiye Yayinevi may have

contributed to the emergence of a newly developing genre™.

12Also cinema magazines in those days did not lag behind in publishing the trandations of stars
biographies and songs from the films. Even in 1946 Tirkiye Yayinevi published a special edition of
Yildiz (66 pages) for film songs.

27 Ozuyar's study regarding film stories of the magazines in the Ottoman period was mentioned in
Chapter 2.

128 see http://www.yesilcam.gen.tr/category/turksinema/kaynaktar.htm

1% The advertisements for the magazine was also published in Yildiz. For one of the examples of the
magazine Snema Romanlar: [Cinema Novels] see Yildiz, 15.02.1940 (3)32.

30 However, | found out that it was not only Tirkiye Yayinevi which published a magazine under the
name of “Cinema Novels’. A periodical called “Film Romanlar1” [Film Novels] was aso published
by Cumhuriyet Matbaas: in the same years. The editor of the periodical was Cevat Fehmi Bagkut.
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Besides its periodicals, it seems that Turkiye Yayinevi was also active in
publishing cinema novels. | have found that the institution published 32 cinema
novels between 1941 and 1960. Of these 32 novels, 26 novels referred to American
films, 2 novels referred to German films, 3 novels referred to British films and one

novel referred to a French film.

In 1941, Turkiye published 3 cinema novels for children as special issues of
Yavrutiirk’®:, These were Giiliver Ciiceler Ulkesinde [Gulliver in the Land of
Dwarfs)**?, Mavi Kus [The Blue Bird] and Sirley: Daglarin Kiz [Heidi]. The novels
which contained approximately 40 pages, referred to the films Gulliver’s Travels
(1939), The Blue Bird (1940) and Heidi (1937)** respectively. With their peritextual
elements, the books all emphasized their links with the films. This indicates both the
deep motive in the production of the books and the publishers building of their
marketing strategy on the popularity of the films. The photos taken from the film
scenes were included into the books. Except for Mavi Kus which was introduced as
being translated by Celal Tevfik Saymen, none of the books referred to a trandator.
However, as in the case of dime cinema-novels published by Given, in these cinema
novels, one may not be able to speak about a trandation process which was adopted
by the canonical circles at the time. They were most probably the rewritings of the
target films.

On the other hand; starting in 1946, it appears that Turkiye Yayinevi’'s
publishing cinema novels mainly targeted adults and youth. These cinema novels
mostly fell into the category of semicanonical novels which included the popular
novels or bestsellers of the time. Although the institution did not launch any series

which directly refer to the cinema or films as in the case of Glven's cinema novel

31 vavrutiirk was a magazine for children. Tirkiye Yayinevi began publishing this magazinein 1936.
32 Gilliver Ciiceler Ulkesinde [Gulliver in the Land of Dwarfs] was taken as a case study in Tahir
Gurcaglar (2001 512-515). Anayzing the book in detail, she lays bare the relationship between the
film and novel.

133 Although the names of the first two novels pointed to the film names expresdly; the last one, Sirley,
did not. Instead of Heidi, the book was named after the artist, Shirley Temple, who performed in the
film and was very popular among the children. By releasing the book with reference to Shirley
Temple, the publishing house may have thought that the name of the artist would draw much more
attention than the original title, Heidi.
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series, it did publish cinema novels under the series of “Yildiz Romanlar” [Star
Novels] and “Giinin Kitaplar”*** [Novels of the Day]. In particular, the series
“Yildiz Romanlar” [Star Novels], which was launched in 1946 and included 27
cinema novels from my database, was closely related with the cinema world. It seems
that the series was named after the cinema magazine Y:ld:z which was very popular at
the time. It may be suggested that serialized “cinema novels’ in the magazine Y:ld:iz
were so appreciated by the readers that Tirkiye Yayinevi, in order to capitalize on the
great interest in films, launched a series under the name of “Yildiz Romanlar” [Star
Novels]. The company also started to publish the novels of the films and some other
bestsellers in the series™. The novels of the films were published under the series
before and/or after the release of the target films. However; in some cases, | have
found out that even the existence of a source film in another culture was enough to

publish and advertise the book with reference to that film.

There seems to be a kind of planning carried by Tirkiye Yayinevi in
publishing “Star Novels’ [Yildiz Romanlar] and the magazine Y:ild:z. While the
audience was informed of the films with the advertisements and articles in Yild:z
Tlrkiye Yayinevi, in the mean time, printed the novels of the films. This attracted
great attention from the audience before or after the release of the filmsin Turkey. On
the other hand | have found out that almost none of the serialized cinema novels in
Yildiz was published by Turkiye Yayinevi as a book under the series of “Yildiz
Romanlar”**. At this point, | suggest that Tiirkiye Yayinevi may have determined a

134 At the time, a similar attribute was also used for the films. Many films at cinemas were shown
under the name of “ Glnin Filmleri” [Films of the Day].

135 quch relationships between institutions were not restricted to Tirkiye Yayinevi and the magazine
Yildiz. There was a similar cooperation between Istanbul Basimevi and the magazin Snemagazin. In
1944, Cemil Cahit Cem who was the assistant editor in Y:ldiz, parted company with the magazine and
published another cinema magazin: Snemagazin (1943-44) by istanbul Basimevi. The format of
Snemagazin was similar to that of Yildiz. The magazin published serialized cinema novels. Apart
from these, separate cinema novels consisting of 80 pages were published under “ Sinemagazin-Filme
Alinmig Saheserler Serisi” [The Series of Sinemagazin-filmed Masterpieces] (1944) by the ingtitution.
Both the magazine and the books under the series advertised each other and became popular.
B%However, there was an exceptional case: Jane Eyre, which was published both as a serialized
cinema novel in Yild:iz and a book in the series. The serialized “cinema novel”, Jane Eyre, in the
magazine was introduced to be trandated by V. Gultekin who was one of the most productive
trandators in the series of “Y1ldiz Romanlar”. It started to be published just after the film was made in
the USA, before its release in Turkey. Turkish spelling of the book was given in paranthesis in both
serialized format and book. The work was presented to be “A 20th Century Fox Film performed by
Orson Welles and Joan Fontaing” in the magazine. Although the name of the author, Charlotte Bronte,
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norm regarding which cinema novels would be published in the magazine and in the

series “Yildiz Romanlar”.

The “cinema novels’ in the magazine Yild:z mostly consisted of the films
which were based on scenarios rather than novels in the source culture. These were
all introduced as translations. However the source texts of these “novels’ were, most
probably, the synopsis provided by the film companies. The agents who were
introduced as trandators were rewriting the plot and the dialogues in the synopsis. On
the other hand, the books published in the series of “Yildiz Romanlar” referred to the
films which were based on a novel in the source culture. The series did not include
cinema novels which were written from film scenarios or which were re-tellings of
the target films. The novels contained about 300-600 pages and were mostly sold for
about 2-3.5 Liras. The names of source novels were mostly changed according to the
titles used in the screenings of the target films. At the end of these novels,
information regarding their films and the artists who took part in the films were
mostly provided to the readers. “The Woman in White was filmed by Warner Bros
company. Alexis Smith as Marian, Eleanor Parker as Laura and Anne Catherick, Gig
Young as Walter and Sydney Greenstreet as Count Fosco featured in the film” [The
Woman in White-Beyazli Kadin, Warner Bros sirketi tarafindan filme ¢ekilmistir.
Marian rolt Alexis Smith, Laura ve Anne Catherick rolt Eleanor Parker, Walter roli
Gig Young ve Kont Fosco rolt Sydney Greendreet tarafindan oynanmustir] (Beyazli
Kadin, 1949).

was mentioned; the emphasis was on the scenarists and director: “Taking the subject matter from the
novel of Charlotte Bronte, who was the sister of Emily Bronte —writer of “Evergreen Love’; the
scenario of the film was written by Aldoux Huxley, Robert Stevenson, John Houseman and the film
was directed by Robert Stevenson” [Mevzuu; “Olmeyen Ask”in miellifi Emily Bronte' nin kardesi
Charlotte Bronte'nin romanindan alinarak senaryosu Aldoux Huxley, Robert Stevenson ve John
Houseman tarafindan yazilmis, Robert Stevenson’un rejisorligi altinda film gekilmistir] [in Yildiz,
01.04.1944 11(124)]. On the other hand the novel which was trandated by Saffet Orgun in 1945
republished in the series of “Yildiz Romanlar” just after the release of the film in Turkey, in 1946. As
an end note in the novel, it was emphasized that the novel was filmed and Joan Fontaine performed in
the role of Jane Eyre while Rochestor was Orson Welles. The advertisement of the book was printed
rather frequently in the magazine Yildiz
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The novels were often advertised in the magazine Yild:z. The advertisements
were accompanied by pictures reminiscent of the film posters or scenes'®’ and mostly
referred to the films, capitalizing on their popularity. For instance, in order to
advertise Bir Geng Kiz Yetisiyor [A Tree Grows in Brooklyn], which was published
under the series* Yildiz Romanlar” in 1946 — one year after the production of the film
and one year before the film’'s release in Turkey- a note referring to the film was
written in capital |etters: “the great novel whose film brought an Academy prize to its
artists’ [Filmi, artisterine Akademi mikafat1 kazandiran blyUk roman] [Yildiz,
01.09.1951 2(36)]. The characters in the novel were introduced one by one with the
pictures referring to the film scenes. W. Somerset Maugham's The Razor’'s Edge
[Seytamin Kurbanlari], which was first published in 1947 — one year after the
production of the film, was advertised as “a novel whose film was made by four
famous artists’ [DoOrt meshur yildizin filmini ¢evirdigi roman] [Yildiz, 06.01.1951
1(2):12]. For another novel, Yakut G6ZU Kiz (Jassy) which was published in 1948 —
parallel to the screening of the target film, it was written that

Margaret Lockwood who performed in wonderful films such as The Man
In Grey, The Wicked Lady, Bedelia, says that Jassy was one of her most
beautiful films. The novel of the film attracted unprecedented attention
all over the world. This is the 9th novel of Star Novels. It contains 300
pages and costs 250 Kurush.

Yilan kad:n, Seytarun Kiz, Bedalia gibi muazzam filmler ceviren
Margaret Lockwood, Yakut GOzl Kiz icin en guzel filmlerinden biri
oldugunu sdyltyor. Bu filmin roman: butin dinyada essiz bir alaka
gbrmistar. Yidiz Romanlar serisinin 9. kitalbidir. 300 sayfa, 250
Kurustur. [Yildiz, 15.07.1948 19(221):25]

Tarkiye Yayinevi's advertising the “star novels’ were not restricted to the
cinema magazine Y:ldiz. From Cantek’s findings, it is apparent that in many other
mediums such as newspapers, the novels were advertised with references to their
films. His claims regarding the deep motive underlying the institution’s giving
preference to publish Canlar Kimin /gin Calzyor [For Whom The Bell Rings] (1946)

Y¥eg: Beyad: Kadin [in Yildiz 1949 21(252); Canlar kimin Icin Caliyor [in Yildiz 01.05.1946
15(174)]; Anthony Adverse [in Yild:z 01.01.1950 22(256)]; Jane Eyre [in Y:ldiz 15.09.1949 21(249)];
Kabus Satosu [in Y:ildiz 15.09.1948 19(225)].
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—a novel published under “Yildiz Romanlar”- also support my argument on the

series.

‘For Whom The Bell Rings' was, at first, published as a novel in 1947.
The book translated by Vahdet Gultekin, was released by Turkiye
Yay:nevi. The preference of the publishing house was directly related to
the production of its film and the possibility of itsrelease in Turkey in the
near future. In the newspaper advertisements of the novel, such a case
was capitalized as it was useful in increasing the sales. In the
advertisement of the novel published in the newspaper ‘Ulus it was
stated that: “In the film which will be screened soon in Ankara Movie
House; Ingrid Bergman as Maria, and Gary Cooper as Robert Jordan
took part. (Ulus, 06.04.1947).

‘Canlar Kimin Igin Calzyor’, 1947 yilinda 6nce roman olarak yay:mlanr.
Vahdet Gultekin’in Turkcelestirdigi kitap, Turkiye Yay:nevi tarafindan
piyasaya surulmistir. Yay:nevinin tercihi, roman:n filme aktar:imas ve
yakin bir gelecekte Turkiye' de gosterilme olasil:g: ile dogrudan ilgilidir.
Kitabin gazete ilanlarinda bu durum satis: arttiric: bir etken olarak
gorulduginden kullaruimaktadir. ‘Ulus Gazetes’'nde yapilan kitap
tanitzmenda “ Pek yakinda Ankara Snemasinda gosterilecek olan filminde
Maria rolina Ingrid Bergman, Robert Jordan rolUni ise Gary Cooper
oynamslard:r” denmektedir. (Ulus, 06.04.1947). (Cantek, 2008:145)

On the other hand, some cinema novels were not only referred to the films but
also compared with them. In order to attract the attention of the audience who were
fascinated with the films, the cinema novels were introduced as being much better

than the films in the advertisements.

The latest book published in the SERIES of STAR NOVELS LORNA, is
among the greatest love and adventure novels of English literature. The
novel, whose film has been released recently, is much more dramatic and
better than its film. Till the end, you will not cease reading this novel
which was translated in a smooth style by Sayhan Bilbagsar.**®

YILDIZ ROMANLAR SER/S'nin en son kitab;, LORNA, Ingiliz
edebiyat:n:n en buyik agk ve macera romanlar:ndand:r. Gegenlerde filmi

138 fnsanl:k Sugu [A Place in the Sun] which was also advertised to be better than its film at the end of
another cinema novel published under the series of “Y1ldiz Romanlar” -Peyton Asklar: [Peyton Place]-
may also constitute an example for the case: “A masterpiece whose film shattered the records all over
the world and which is much more superior than its film” [Filmi bitin dinyay: atlst eden ve
filminden ¢ok daha kuvvetli olan bir saheser roman] (Metaious 1957).

137



oynayan bu eser, filminden ¢ok daha hareketli ve ¢ok daha guzeldir.
Sayhan Bilbasar’:n akic: bir Gslupla cevirdigi bu eseri bitirmeden
elinizden birakamyacaksiniz. [Yildiz, 24.01.1953 1(5)]

As films were made from the novels which belonged to popular names in
canonical or semicanonical literature; the cinema novels in “Yildiz Romanlar’
mainly consisted of contemporary bestsellers or popular novels. But there were also
some works which may well be attributed to the canonical authors such as Charles
Dickens, Ernest Hemingway, A.J Cronin, and Henryk Sienkiewicz who were known
by their realistic approaches to social concerns. However, the cinema novels of these
canonical authors published in “Y1ldiz Romanlar” did not emphasize the realist issues
and focused on romantic elements, excitement or action (Tahir-Gurgaglar, 2001:284).
The advertisements of some cinema novels in the magazine Y:ld:z also testify to my
argument on the popularization of these novels. For instance, Ernest Hemingway’s
For Whom The Bell Tolls tells the story of a young American in the International
Brigades attached to a communist guerilla unit during the Spanish Civil War. The
novel was published in the series of “Yildiz Romanlar” in 1946 -after the production
of the film, was given notice in the magazine Y:ld:z as “a story of areal and exciting
love which takes place in flames and blood” [Yildiz, 15.04.1946 15(173): 25]. The
picture drawn on the book cover was aso the reminiscent of a scene from the film.
Charlotte Bronte's Jane Eyre which was also published as a “star novel” in 1946 -
paralel to the release time of the film in Turkey- was described to be “the greatest
love story of the west” and advertised with a romantic quotation taken from the book:
“Most people found him ugly. But while his fingers were flowing on my neck and his
lipson my hair; | was feeling that he was the only one | could ever love’ [Coklar1 onu
cirkin bulurdu. Fakat dudaklar saclarimda, parmaklari boynumda dolasirken; onun,
sevebilecegim biricik erkek oldugunu hissederdim!..] [Y1ldiz,01.12.1948 20(230)]
The advertisement was again provided with a drawing depicting the film poster and
showing the leading artists in the film: Orson Welles and Joan Fontaine. In addition
to these cinema novels, Henryk Sienkiewicz's Quo Vadis, which was the winner of
the prestigious Nobel prize in 1905 and was published in the series of “Yildiz
Romanlar” in 1952 -a year after the production of its film- was given notice in the

magazine as follows:
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The last masterpiece of Star Novels. “ Quo Vadis’ which was translated
into all world languages is the greatest novel including love, brutality
and excitement. “ Quo Vadis’ was filmed 3 times up to now. It was
reproduced as a colour filmin Italy last year and cost 10 million Turkish
Lira. Thisisa novel which all cinemafans must read. Price 350 Kurush.

Yildiz Romanlar:n son saheseri. “Ko Vadis’ dinyan:n bitin dillerine
cevrilmis en buyutk ask, vahget, ihtiras ve heyecan roman:dir. “ Ko Vadis”
simdiye kadar 3 defa filme ¢ekilmistir. En son olarak /talya’da gecen
sene renkli olarak ve 10 milyon Turk Lirasina gevrilmistir. BUtin sinema
merakl:lar:n okumas: lazm gelen bir romand:r. Fiyat: 350 kurus. [Y:ld:z,
06.12.1952 4(102)]

The films of the novels which were greatly enjoyed by the audience may well
be influential on publishers setting social concerns of the novels aside and focusing
on action, romanticism and excitement. The romantic and exciting elements which
were brought forward in the films in order to do well at the box-office; may have
been highlighted in these novels for drawing readers attention to the books and
helping them to recall the film in their minds. The promotional statement in the last
quotation- “This is anovel which all the cinema fans must read”- also gives forth the

publishers intent in publishing the novels and clue in their target audiences.

It is interesting that, although the novels published under the series “Yildiz
Romanlar” mostly referred to the films and the advertisements in the magazine Y:ld:z
were in line with my argument; the promotional statement of Turkiye Yayinevi
regarding the series in the magazine did not mention such an attitude or films. They
introduced “Yildiz Romanlar” as situated close to the canonical literature which
centered around the realism.

Sar Novels are tantamount to a great worldwide work; perfect and
faultless trangdlation; clear and legible writing; a beautiful binding and a
wonderful novel. When discussing the publication of the series, such a
leading decision was made. Each work to be included in the series was
going to be chosen by a professional committee with marked attention
and it was going to be considered that the novel was known world-wide.
The trandlation of the novel was not going to be consigned to an ordinary
person but to an expert who knew the two languages very well and could
reflect the style of the author. Then the novels were going to be released
in a clear and readable format. This attitude was applied to all 16 novels
published in this series up to now.
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Yild:iz Romanlar, dinya capinda biylk bir eser, iyi ve hatasz bir
tercime, temiz ve okunakl: hurufat, gtizel bir cilt ve nihayet nefis bir
roman demektir. Yildiz romanlar:n ¢:karilmas kararlastirildig: zaman
boyle bir prensip karar: al:nnust:. Bu seriye girecek her eser mitehassis
bir heyet taraf:ndan buyik bir dikkatle secilecek ve bilhassa dinya
capnda bir eser olmasna dikkat edilecekti. Tercimesi herhangi bir
kimseye degil, muharririn slubunu, havasin: aynen verebilecek, o dili ve
Turkceyi hakkile bilen kimselere yaptirilacak ve nihayet temiz ve
okunakl: bir sekilde bastirilarak satisa ¢ikarilacakt:. Bu karar simdiye
kadar ,bu seriden ¢:kmus olan 16 kitapta aynen tatbik edilmistir. [Yildiz
20.01.1951 1(4)]

Moreover, some cinema novels which were often advertised with reference to
their films and claimed to be as dramatic as the films were sometimes advertised as
“the most realist work of the period” (e.g. Bir Geng Kiz Yetisiyor advertisement in
Yildiz [04.08.1951 2(32)].

However, in contrast to the ingtitution’s representing itself next to the
canonicity; it may be suggested that the norms governing Tulrkiye Yayinevi's
planning were not totally in agreement with those active in canonical literature. The
activities of the institution and its agents were in line with the norms of popular
literature. And in such a process, | suggest that foreign films which were produced
and imported to Turkey played a significant role. | assume that the deep motive
underlying Turkiye Yayinevi’s preference in presenting “Yildiz Romanlar” as
mentioned above may well be related to its concern to be associated with the
canonical literature which was highly regarded at the time. The emphasis on the
selection committee of “Yildiz Romanla” may have been a reference to the
activities of the Trandation Bureau which was active in the canonica literature.
However, | could not find any information regarding the “ professional committee” of
“Yildiz Romanlar” in peritextual or extratextual sources. | suppose that ,if there had
been, the committee mainly consisted of the agents active in the magazine Yild:z
And the foreign films which were produced or imported into Turkey may have
greatly influenced the shaping of the committee’s planning of the series publication.
On another note, it was interesting to find out that the “committee’s” publishing
cinema novels under the series “Yildiz Romanlar” was not aways in line with the

state’ s planning of the repertoire of cinemain Turkey. For instance, although the film
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of the novel, For Whom The Bell Tolls (1946), was banned in Turkey by Central
Film Control Commission [Merkez Film Kontrol Komisyonu]** because of the
communism propaganda and became the subject of hot debates in 1948 (Cantek,
2008:145-151); the novel of the film had already been published by Turkiye
Y ayinevi in 1946 and it was often advertised in the magazine Y:ld:z even in the years
the film was banned. However, from Cantek’s findings, it is apparent that the
criticisms regarding the film soon turned towards the novel published by Turkiye
Yayinevi. Feridun Osman Mentesoglu —columnist in the newspaper Ulus-,
disparaging the quality of language used in its Turkish trandation, called the place of
the novel in Turkish literature into question and criticized the uncontrolled media at
the time (Cantek, 2008:148)'%.

From the extratextual sources, it may be understood that these cinema novels
sold well and that the planning strategies of the institution became successful. The
letters from the readers, the advertisements in the magazine Y:ld:z and the longevity
of the series (1946- 1964) testify in favor of my argument on the reception of these

novels:

These novels, being selected by an experienced committee and translated
from all European languages into Turkish by competent pens, have
become the bestsellers for four years. The name of the series “ Yild:iz
Romanlar” guarantees the best trandation and greatest work.

Senelerce bu igde tecribe sahibi olmus bir heyet taraf:ndan bitin
Avrupa dillerinden buylk bir dikkatle secilip, en salahiyetli kalemler
tarafindan Turkceye cewvrilen bu kitaplar, dort yddan beri
memleketimizde en ¢ok okunan eserler haline gelmistir. Y:ld:z Romanlar
ismi en guizel terctime, en biyuk eser garantisidir. (Yzld:z, 1950:22/262)

My research has revealed that Turkiye Yayinevi, with its publishings, may
have set examples for the cinema novels which fall into the categories of 1A%, 1A2,

139 The commission which was constituted according to the “Regulation on Controlling the Films and
Film Scenarios’ [Filmlerin ve Film Senaryolarinin Kontroline Dair Nizamname] (1939) was tasked
with controlling the films to be screened in Turkey. For more information see Cantek 2008 (142-143)
and Oztiirk 2005 (161-166).

140 This was not the only case where the norms active in different repertoires collided. The film Vatan
ve Ask (Country and Love) was also banned in 1948. Despite the on-going debates concerning the
target film, the newspaper Cumhuriet serialized the trand ation of the novel (Cantek, 2008:157).
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1A% 1A° and 1B. The first three novels mentioned before the series “Yildiz
Romanlar” — Giliver Ciiceler Ulkesinde, Mavi Kus and Sirley: Daglarin Kiz- may
well constitute examples for 1A2 as they all had source novels but were trandated
from target films. At this point, it is necessary to mention that Guliver Clceler
Ulkesinde [Gulliver's Travels] (1941) and Sirley: Daglar:n Kiz [Heidi] (1941) were
the re-trandations which appeared as a result of the popularity of their films. It is also
interesting to find out that although the source text of Mavi Kus was a French play
called L'Oiseau Bleu (1908) written by Maurice Maeterlinck; the novelization of the
play from an American film took place in the repertoire of Turkish popular literature.
In addition, most of the cinema novels published under the series of “Yildiz
Romanlar” and “Giiniin Kitaplar” may set examples for 1A%,1A* or 1A°. The length
of the novels, their peritextua elements and their assertive advertisements in the
magazine Y:ld:z, cause me to major on the possibility of these groups rather than 1Az2.
However; without a detailed survey on the books, it will be wrong to suggest a certain
category for them. With the release of the films, they may have been trandated
directly from the source novels and capitalize only on the popularity of their films;
which makes us classify them as 1AL But it is also possible that the translators may
have been influenced by the source or target films while trandating the source novels
into Turkish. This would then make us classify them as 1A“ or 1A°. In the series of
“Yildiz Romanlar”, there were also examples for the re-editions or re-tranglations
which appeared as a result of the popularity of the films and thus may fall into the
category of 1B. Oliver Twist (1949), Seytanin Kurbanlar: [The Razor's Edge]
(1947,1955), Jane Eyre (1946), Bonjour Tristesse (1956, 1958) may be given as
examples for this case.

Eleven cinema novels which were stated to be published by Altin Kitaplar
Yayinevi in my database were released under “Meshur Romanlar Serisi” [Series of
Famous Novels] between 1956 and 1960. However, the ingtitution did not mention
the role of cinemain the promotional statements regarding the strategy in publishing

the series.

Altin Kitaplar, like a magazine released regularly, published the novels
in the first week of every month. [...] The novels to be included in the
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series were determined by a committee of three after scrutinizing the
works published in the western languages and selecting the ones which
wer e bestsellers or received prizes.

Altin Kitaplar ayl:k bir mecmua intizamiyle her ay:n ilk haftas: ¢ikar.
[..] Seriyi teskil eden romanlar 3 kisilik bir heyet tarafindan, Garp
dillerinde yay:nlanns eserler birer birer tetkik edilerek ve iclerinden cok
okunmus, mikafat kazanmus olanlar secilerek meydana getirilmistir.
(Milliyet, 03.11.1956)

Similar to Turkiye Yayinevi’s explanation regarding “Yildiz Romanlar”, the
institution emphasized its selection committee and the utmost care taken in
determining the novels. Here again, this may be interpreted as the publising house's
effort to position itself close to the canonical literature. The role of cinema was by no
means mentioned in the decision-making process of the ‘committee’, although the

peritextual and epitextual elements controverted that fact.

Altin Kitaplar’s cinema novels which consisted of 200 to 600 pages and sold
for about 10 Liras, were mostly edited by Kadri Y urdatap who was an active agent in
producing cinema novels in these years™. | could not find any indigenous cinema
novels published under the series. All of the novels were trandations. They were
mostly published a year after the production of the origina films. The drawings on
the book covers were taken from the film posters or the film scenes. The pictures of
the leading artists who took part in the film were mostly provided either in the front
or back cover. For example, in Geng Adlanlar [The Young Lions] (1959), after
stating that the novel was filmed, the names of the artists were written with the
characters they performed. On the back cover; pictures of the leading artists who
performed in the film -Marlon Brando, Montgomery Clift, Dean Martin- were
provided with their names. Another cinema novel, Devierin Ask: [Giant] (1957), was

introduced as “the novel of James Dean’ s last film” on the front cover.

1 1n addition to Altin Kitaplar Yayinevi, Kadri Y urdatap was also active in producing cinema novels
for other publishing houses in the 1950s. Riizgar Gibi Gecti [Gone With The Wind] (1953), Nana
(1955) and Seba Melikesi Belkis ve Hazreti Sileyman Hayat: [La Regina di Saba] (1953) bore the
signature of Kadri Y urdatap and published by Sadi Erksan, Samim Sadik Nesriyati, and A Yayinlar
respectively. However; different from the novels published by Altin Kitaplar, all these novels werein
dime format and introduced to be the novels of the films.

143



Most of the cinema novels published by Altin Kitaplar included the title of
source texts on their covers. These were also the names of the films which were
made from and named after the source novels. However, from Tahir-Gurcaglar's
statements it is understood that such an attitude was common for some private
publishing houses like Turkiye, Arif Bolat and Varlik in the 1950s (2001:278). She
argues that such an attitude may have originated from two facts:

One of them was that the Trandation Bureau always included the
original title of the source text in its trandlations. Private publishers may
have associated this approach with a “ prestigious’ form of publishing
and decided to adopt it in order to look more respectable. A second
reason may be the fact that pseudotranslations abounded in the market
for translated literature and publishers might have wished to create
credibility in the readers eyes by proving that their trandations were
indeed “ genuine” . (ibid)

In line with Tahir-Gurcaglar’ s statement, my survey has revealed that besides

Altin Kitaplar; some cinema novels published by Arif Bolat**

and Turkiye followed
the same pattern. However, in addition to these two points mentioned in the
quotation; such an attitude may have also indicated the publishers’ intention to
capitalize on the popularity of the films which were often advertised in cinema
magazines and on film posters with their original titles. With these source titles, it

would be easier for movie-goers and cinema fans to match the films and the novels.

Also of interest, Altin Kitaplar often introduced its cinema novels with the
advertisements published in the newspaper Milliyet, which also revealed the
production and marketing strategy of the institution. For instance, /nsanlar
Yagad:k¢a [From Here to Eternity] (1957) was show-cased with the following words
in one of the advertisements: “the novel whose film turned out to be a phenomenon”
(Milliyet, 11.03.1957). The film poster was also provided along with the book cover.
Another novel, Ask Glzel Seydir [Love Is a Many-Splendored Thing] (1956) was
introduced as “The novel of areal love whose film caused great excitement wherever
it was released” [Filmi her gosterildigi yerde heyecan yaratan hakiki bir askin biiytk
romani] (Milliyet, 04.12.1956).

2 Arif Bolat Yayinevi will be discussed in detail in the case study.
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It seems that in the production of cinema novels, Altin Kitaplar followed a
strategy similar to that of Turkiye Yayinevi’s “Yildiz Romanlar”. My survey has
revealed that the institution published only the novels of the American films which
were based on a source novel. Such afinding made me categorize these novels under
1A1,1A% or 1A°. The length of the novels, peritextual elements and advertisements in
the newspapers support my arguments on the classification. However, it is difficult to
assert with certainty which cinema novels fall under which of these groups before
studying the books in detail. With the release of the films, they may have been
trandlated directly from the source novels; which makes us classify them as 1A% But
it is also possible that the trandators may have been influenced with the source or
target films while tranglating the source novels into Turkish; which then makes us

classify themas 1A% or 1A°.

Caglayan Yayinevi, too, wanted to have a share of the market created by the
cinema novels. In 1954 and 1955, this institution published cinema novels in pocket
book format. These novels referred to the films produced in different countries,
USA, UK, Sweden, France. The ingtitution gave notice of its cinema novels in the
newspapers. For example; in the newspaper Milliyet (01.10. 1954), Sahne Is:klar:
[Limelight] (1954) was advertised as the “novel of the film ‘Limelight’ which was
produced by Charlie Chaplin and is to be released in Turkey this winter” [Charlie

Chaplin’in gevirdigi, bu kis gérecegimiz Limelight filminin romani].

Caglayan Y ayinevi did not launch a series of cinema novels. All the novels |
have included into my database were published separately except for Merihten
Saldiranlar [ Destination Moon] (1954) which was released under a science-fiction
series: “Yeni DUnyalarda Serisi” [In New Worlds]. Merihten Saldiranlar was the
first novel of the series. Although | have discovered 7 science fiction novels on
space, aliens, and human-alien encounters published under the series; only this first
novel of the series has been cited as a cinema novel. There is some definite evidence
as to the relationship between the film and the novel. However, | am of the opinion
that other novels in the series, which were aso added to the database in bold
characters, might have influenced by the science-fiction films which were very
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popular in the 1950s. Because of the resource shortage on the foreign films
screened in Turkey, | could not find satisfactory evidence to be able to cite them as
cinema novels. But | believe that as more information regarding foreign films which
were screened in Turkey comes to light, different approaches towards the books,
which were published under this series and seem to be pseudotransations™*, may

arise.

The cinema novels published by Caglayan may set examples for various
classifications of cinema novels according to my methodology. Although it is
difficult to determine which novels fall under exactly which classifications, a rough
assumption may be stated regarding these novels. The target novels which were
trandated from the films based on an original film script rather than source
novel/play -such as Gangsterler Kralices [Belle Starr's Daughter] (1955) or Sahne
lsiklar: [Limelight] (1954)- may fall under 2A% 2A% or 2A*. The cinema novels
which referred to the films based on source novels —such as Monika [Sommaren
med Monika] (1955)- may be included under 1A2, 1A3, 1A* or 1A°.

Plastik Yaywnlar, making use of pocket book format like Caglayan
Y ayinevi, published a series of Lemmy Caution — a famous character of the author
Peter Cheyney- which is included in my database as cinema novels. Although the
character was created in the 1930s and 1940s by Cheyney, the trandations telling
the adventures of Lemmy Caution were published just after the release of its French
filmsin Turkey. The films were screened in Turkey under the names of Yesil GOz U
Yosma [Green-Eyed Coquette] (1954), Yosmay: Vurdular [They Shot the Coquette],
Yosmalara /nanmam [| Do Not Trust the Coquttes], and Sra Sende Yosmam [Y ou
Are the Next My Coquette] (1955)'*. Plastik Yayinlar started to published the

3 |n B Filmi (2006), Nur Onur states that the 1950s were the golden years of science fiction films. In
these years the number of the sci-fi films increased and the themes of the films were varied (82-95).

% The novels published in this series were trandated by two translators: A. Kahraman or Necati
Kanatsiz. They were mostly introduced as trandators. In some cases, the names of the agents were
written without an attribute. There were not any references to the source authors or texts in the books.
Although | searched for the sources, | could not reach any information, which all made me think on
the possibility that the novels were pseudotranslations.

145 Unfortunately, | could not determine which target film referred to which source film. The database
of Nationa Library only provides with the names of target films released in these years without
mentioning their sources.
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series “Lemmi Kovsun” [Lemmy Caution] in 1954 and printed the books under the
tittles Yosman:n Tuzag: [The Trap of Coquette] (1955), Saris:in Yosma [Blond
Coquette] (1955), Geri DOn Yosma [Come Back Coguette] (1956), etc. Although the
word “coquette” does not appear on the source books written by Cheyney; the
trandations al included the word as parallel to the title of the dubbed film, which
may show the relationship between the target films and novels published by Plastik
Yaynlar.

“Lemmi Kovsun” cinema novels consisted of approximately 120-150 pages.
The translation process of these cinema novels may be explained with 1A2 or 1A%,
They may be either translated from the target films released at the time or from
source novels with the influence of these films. However, there is still a possibility
that they may be pseudotransations, which may be included in my third group of
cinema novels. The novels including the characters and settings of the films may
have been originally written in Turkish athough they were attributed to Peter
Cheyney™®.

Oya Nesriyat, in 1944, published a series of dime novels narrating the
adventures of Arsak Palabiyikyan. Seven novels published under this series have
been included in my database as they were closely related with the American films
performed by the Marx Brothers'’.

Arsak Palabiyikyan was the name used in the Turkish dubbed versions for
the character performed by Groucho Marx'*® in the origina Marx Brothers' films.

148 Ekicigil Yayinlar: also published a“Lemmi Kovsun” [Lemmy Caution] novel in 1955, which has
been cited as cinema novel in my database as well. In addition, Plastik Yayinlart and many other
publishing houses such as Turkiye, Caglayan released trandations of Peter Cheney novels. While
some of these have certainly been included in my database, some others were written in bold
characters in order to show my hesitation in categorizing them as cinema novels because of the
restrictiveness of the sources.

¥ The Marx Brothers were an American family comedy act which drew the great attention of
audiences from the early 1900s to around the 1950s. They performed in numerous comedy films. The
films were so successful that five of the Marx Brothers' films were selected by the American Film
Institute as among the top 100 comedy films.

148 « Ferdi Tayfur who dubbed Groucho Marx renamed him as Arsak Palabiyikyan which referred an
Armenian from Istanbul (Palabiyik: bushy-moustache, with the suffix —yan meaning ‘from the family
of’ in Armenian) (Gurata, 2007:341)

147



The dubbed versions of the films and the character Arsak Palabiyikyan were so
appreciated by Turkish audience'® that the institution released several books based
on the settings and characters of these films. The books consisted of 16 pages and
were provided with illustrations similar to the film characters. Although the cinema
novels under the series were introduced as indigenous books by the institution, they
may fall under my third category of cinema novels. It may be suggested that the
reception of these cinema novels was mainly governed by the foreign films to which
they referred.**

The cinema novels published by Ulku Kitap Yurdu were mostly for
children and they were based on Mickey Mouse films.**! These cinema novels were
published in the mid-1930s under “Miki Fare Serisi” [Series of Mickey Mousg].
Miki Fare Ciiceler Ulkesinde [Mickey Mouse in the World of Dwarfs] (1935), Miki
Fare Yamyamlar Ulkesinde [Mickey Mouse in the World of Cannibals] (1935), Miki
Fare Devlier Ulkesinde [Mickey Mouse in the World of Giants] (1935), Miki Fare
Robinson [Mickey Mouse Robenson] (1936) may be given as examples for the
books in the series. In the 1940s, with the release of the films, the books started to
be published again. While some novels were rereleased such as Miki Fare Devler
Ulkesinde [Mickey Mouse in the World of Giants] (1944), some others were newly
produced, such as Miki Fare /tfaiye Onbags:s: [Mickey Mouse the Fireman] (1945).
These cinema novels were about 40-60 pages and included drawings related with the
context. It was stated that the pictures were provided by Walt Disney. Based on my
research, | suggest that these books set examples for my third category. They may
have been written with the influence of Mickey Mouse films produced in the USA.
However in some cases, these cinema novels were written in a way that they
referred to two different source texts. Examples would include Mickey Mouse films

and Guliver’s Travels in Miki Fare Devier Ulkesinde [Mickey Mouse in the World

19 « According to Tayfur , this character was so well-liked that some Armenians living in istanbul
even claimed to be the relatives of Argak Palabiyikyan” (Girata, 2007:341)

%01 addition to Oya Nesriyat; another publishing house, Nihat Ozcan launched a series narrating the
adventures of Arsak Palabiyikyan in 1959. However | could reach only one of the novels published in
the series and included it into my database.

5 However; other publishing houses, Kemal Ozcan, Necmettin Salman, Osmanbey Matbaasi,
Derya Yayinlari, Kitap Yayma Odasi, Akay, also published cinema novels for children based on
Mickey Mouse films (See Appendix 1).
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of Giants] (1935) or Mickey Mouse films and Robinson Crusoe in Miki Fare
Robinson [Mickey Mouse Robenson] (1936). Ulku published cinema novels for the
young, like Tarzan ve Alt:n Ardlan [Tarzan and Golden Lion] (1944) and for adults,
such as Mrs Miniver (1944). These novels contained 231 and 123 pages
respectively. As it isimpossible to state exactly into which groups these novels fall
before going through a detailed analysis on the books and films, | can only speculate
that they may set examples for 1A1, 1A2, 1A%,

3.2.4. Trandatorsand Authors

My survey regarding the trandators reveal s that -except for the invisible ones- there
were more than one hundred agents who were active in the production of cinema
novels and are included in my corpus. It appears that these agents were presented in
diversified ways. While the names of some translators were given with initials, some
others were presented with their full names. In some cases, it seems that some of
them used pseudonyms. In most of the semi-canonical cinema novels including
bestsellers, trandators are often visible. They were often introduced to be the
trandators of the source novels, though | assume that the agents active in these
productions may have been influenced by their source or target films as well. On the
other hand, dime cinema-novels published by the private publishing houses did not
show a concern for the “authorial originality” (Tahir-Gurcaglar, 2001:294), “filmic
originality” *** and translators’ visibility. These cinema novels either re-written after
watching the film or translated from the source novel, often did not refer to their
sources. The makers of life images active in the production of these kinds of cinema
novels introduced themselves with various attributes such as nakleden [conveyor],
filmi Tlrkceye ceviren [one who tranglates the film into Turkish], Turkgeye ceviren
[one who trandlates into Turkish], terceme eden [trandator], yazan [writer], yazan ve
hazrlayan [writer and editor] or even yayan [distributor]. As mentioned previously,
some of these attributes (e.g. nakleden, hazrlayan, yayan) blurred the line between

indigenous writing and tranglations. As it is impossible to examine all the agents in

152 What | term “filmic originality” refers to the provenance of the film scenario and includes the
works of the scenarists active in producing the films.
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my database, only the ones who were active in the above-mentioned publishing

houses will be discussed below.

Glven adopted a relaxed attitude towards the authorial and filmic originality
in the series of dime cinema-novels . The names of the authors were not often
provided in the books. It seems that the names of the artists who performed in the
film of the novel was considered to be much more important than the scenarists or
the authors: “Boris Karlof ile Basil Rathbone ve Nan Grey’in temsil ettigi korkung ve
heyecanl1 filmden iktibas edilmistir’ [The book was borrowed from the fearful and
exciting film in which Boris Karloff, Basil Rathbone and Nan Grey performed]
(Londra Kalesi, 1940). However, it is interesting that although there was not a
certain attitude towards the originality of the source text; the agents active in the
production of these cinema novels expected others to pay obeisance to their works.
For instance in Y:ldiz Sultan (1940) or Beyaz Esire [White Captive] (1941) ; while
the name of the author or film scenarist was not referenced, in its title page the
publishersironically claimed that all rights of the cinema novel were reserved: “This
novel was trandated from the great historical film which was performed by the
leading Egytian artists Hasan izzet and Nadiye Naci. All rights of the novel
reserved’ [“Bu roman Misir'in en biyik artistlerinden Hasan izzet, Nadiye Naci
istirakile cevrilmis olan tarihi biyik filminden terciime edilmistir. icindeki yazilarin
her hakki mahfuzdur’] (Beyaz Esire 1941).

The agents active in the production of cinema novels published by Given

Yayinevi were often introduced on the book cover or in the title page under the

attributes: filmi Turkceye ceviren [one who transates the film into Turkish]™>;

Tirrkceye ceviren [one who translates into Turkish]™: nakleden [conveyor]™®;

Terciime eden or ceviren [translator]™®; yazan [writer]™®". In some cases (e.g. Vatan
Kurtaran Adlan, 1940), only the names of the agents were written on the title pages

without referring to them as trandators or authors. Interestingly, in some novels,

153 &.g. Doktorun Ask: (1941), Kad:n Kalbi (1941), Beyaz Esire (1941)

5% e.g. Lekeli Kad:n (1940)

1% e.g. Londra Kalesi (1941), Tarzan Arslan Adam (1940), Mandrake Shirbazlar Kral: (1940)
1% & g. Kizm Duymasin (1941)

157 e.g. Salahaddin Eyyubi ve Boz Aslan (1941)
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conflicting attributes for the agents were used in the same work. For instance in
Yildiz Sultan (1940), while the translator was introduced as Turkceye geviren [one
who tranglates into Turkish]; in the title page he was referred to as nakleden
[conveyor], a notion which blurred the line between trandation and indigenous

writing.

The most active maker of life images in the production of dime cinema-
novels published by Giiven was Selami Miinir Y urdatap™®. 35 books were credited
to him. Some of these books were co-produced by other agents such as F.Y, K.
Yusunut or Cevdet Sahinbas™. From the detailed study of Tahir-Giircaglar -who
investigates three novels by Y urdatap as a case study, it is understood that Y urdatap
was one of the productive agents in the early republican era. He produced numerous
works ranging from the genres of detective, adventure, and folk tales to dream
interpretations and religious books (Tahir-Gurgaglar, 2001:327). He was introduced
as the trandator of many books from English, French and Arabic although he
claimed to be ignorant of both the English and French languages (Uyepazarci,
2008:210). My study reveals that this “literary Jack of al trades’ (Tahir-Gurcaglar,
2001:327) could not stay away from the effect of newly developing entertainment:
cinema. It may be suggested that he was one of the initiators in creating the cinema
novel genre in Turkish culture repertoire. Yurdatap mainly took part in the
production of the American and Egytpian cinema novels. Almost all of the Egyptian
cinema novels in the repertoire were re-written by him. His interest in cinema was
not limited to publishing cinema novels. Yurdatap also wrote many articles
regarding Egyptian cinema and film artists in the magazine Y:ld:z between the years
1940 and 1954. These articles regarding the films were not published on a regular
basis. However they served as advertisements of his cinema novels which were
published right after the film releases. In addition to many translated cinema novels,
all indigenous cinema novels published by Guven in dime format were credited to

158 Different cinema novels by Yurdatap were also published by other publishing houses such as
Bozkurt, Yusuf Ziya Balik¢ioglu, Korgunal, Samim Sadik Nesriyati, Bozkurt. In the cinema novels
published by these publishing houses, Y urdatap was introduced in similar ways as mentioned above.
1% The abbreviations of the names may point the reluctance of other agents to be identified with such
non-canonical works or even with Yurdatap whose productions were mostly centered on non-
canonica works.
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Y urdatap, which indicates that he was also active in the rewriting of Turkish films.
The presentation of these indigenous film novels was similar to the foreign ones. In
Kahveci Guzeli [The Beauty of the Coffee House] (1941) which was the novel of a
Turkish film originating from a folk tale; the agent was introduced with the attribute
“nakleden” asin the translated cinema novels'®. However, on the title page detailed
information regarding the film producer and writer of the film songs was given. In
other indigenous cinema novels, the attributes which were not used in transated
cinema novels such as “derleyen” [compiler] or “yayan” [distributor] were used on
the title pages along with the references to the filmic or authorial originality. These
points reveal that the publishing house made a careful approach in the presentation
of the indigenous film novels.

As for the makers of life images active in the production of cinema novels
published by Turkiye Yayinevi in the series of “Y1ldiz Romanlar”; “translator” was
the only attribute used for the agents active in the trandation process. There were
many well known and respected trandlators among them: Vahdet Gultekin, Nihal
Y eginobal1, Yigit Okur, and others. Vahdet Giiltekin'®® and Nihal Y eginobali, who
were probably the most productive translators in producing cinema novels under the
series “Yildiz Romanlar”, also wrote many articles and serialized cinema novels
under the attribute of translator in the magazine Y:ld:z. While Vahdet Gultekin used
mostly the initials of his name or an abbreviated form of it (V.G or V. Gultekin),
Nihal Y eginobal1 preferred to write her namein full in the magazine.

On the cover pages of the cinema novels published under the series “Y1ldiz

Romanlar”, the names of the authors and translators were often provided to the

190 At this point; following Venuti (2007) and Milton (2009) whose ideas on the comprehensiveness of
trandation theory over adaptation studies were mentioned in 2.2.3, | would like to suggest that the
rewrites of the indigenous film novels may be considered to be the products of an intralingual-
intermedial translation process and thus, the agents active in the production of these novels may also
be attributed as trandator s. Investigating the novels of Turkish films from this perspective may open
up new frontiers for the people studying these works, the agents active in the their production and
their reception in the culture repertoire.

181 Along with Tirrkiye Yayinevi, Giiltekin was also active in producing cinema novels (either
separate or in a series) for various institutions such as Arif Bolat Kitabevi and istanbul Basimevi. He
translated many cinema novels under cinema novel series such as Arif Bolat's “Filme alinmis
Saheserler Serisi” [Series of Filmed Masterpieces] and Istanbul Basimevi’s “ Sinemagazin-Filme
Alinmig Saheserler Serisi” [Series of Sinemagazin-Filmed Masterpieces).
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readers. This attitude towards authors and translators did not change in the
advertisements for the novels. The tranglators were referenced aong with the names
of the authors and praised for their fluent, attentive and beautiful trandations:

THE MAN WHO HAD EVERYTHING, which is the top novel of LOUIS
BROMFIELD -the most famous novelist in American literature- was
trandated into our language diligently by our esteemed transator
Vahdet Giiltekin®.

Bugunkii Amerikan edebiyatiin en meshur romancis LOUIS
BROMF/ELD’in en kuwvetli roman: olan MAZ/DEK/ ASK, Ingiliz diline
ve Turkce'ye son derece vukufu olan kiymetli mitercimimiz Vahdet
Glltekin’in salahiyetli kalemile ve blytk bir itina ile dilimize
cevrilmigtir. [Yildiz, 01.02.1945 12(143)]

However; | have discovered that in the advertisements for the novels, the
names of Vahdet Gultekin and Nihal Yeginobal1 were emphasized much more than
other agents. The novels they transated seemed to be presented as having the
privilege of bearing their names: “The best trandation of Vahdet Gultekin whose
admirable articles you read in Yild:iZ' (Yildiz’' da glizel yazilarint okudugunuz Vahdet
Gultekin'in en guizel tercimesl) [Yildiz, 15.04.1946 15(173)]. The names of these
trandlators were often written in capital letters together with those of the authors'. |
suggest that the reason underlying such an attitude may have been their articles and
serialized cinema novels published regularly in the magazine Y:ld:z. As there were
many people following these writings, their names may have come to be well known
by the fans. Therefore, the names of these agents who were also active in the cinema

magazine may have turned out to be commercia elements for the publishers.

On the other hand, authors of the works were sometimes introduced to the
readership with reference to the films produced from their novels. However, some
authors came to be associated with the films of their works and the translated
cinema novels published as tie-ins to those films. With the popularity of these works
among the readers, other novels of the same author were translated into Turkish and
published by the same ingtitution: “In THE MAN WHO HAD EVERYTHING

192 For more examples, see the advertisementsin Yild:z [01.05.1946 15(174)]; [15.06.1948 19(219)]
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written by Louis Bromfield -well known for the novels “Rains Came” and “It All
Came True” whose films were shown under the titles of HIND RUYASI and GECE
KLUBU in our country...” (Memleketimizde HIND RUYASI ve GECE KLUBU
adi ile gosterilen filmlerin alindiklart “Rains Came” ve “It All Came True” adli
romanlar1 ile tanmnan Louis Bromfield'in MAZIDEKI ASK’'inda ...) [Yildiz
01.02.1945 12(143)]

Altin Kitaplar introduced the agents active in the trandation process as
‘trandators’. Although authors names were written on the book covers, the

trandators' names only appeared on the title pagesin smaller font.

In Caglayan Yayinevi, one of the agents active in the production of cinema
novels published by the institution was Kemal Tahir who used many pseudonyms
such as F.M. ikinci and F.M Duran'®. Necati Kanatsiz, Asaf Bigakct and Celdl
Daglar were other makers of life images who took part in producing cinema novels.

On amost all cinema novels published by Plastik Y ayinevi; the name of the
author, Peter Cheyney, was written but the translator was only mentioned on thetitle
page. Semih Yazicioglu or Leyla Yazicioglu were the agents active in producing
these cinema novels. In al these novels, they were introduced as the trangl ators.

The cinema novels which were published by Oya Nesriyat and are assumed
to fall under my third category, bear the author’s name in an abbreviated form: M.P.
Some of them even included poems by 1.0. The abbreviated forms of the names
may have been pertinent to the agents' reluctance to be associated with these books,
which were written after the dubbed versions of the Marx Brothers' comedy films

and had simple plots.

163 EM ikinci was said to be one of the pseudonyms of Kemal Tahir in Tahir Giirgaglar's study
(2001:283, 424). In addition to these, | have found that Kemal Tahir used another pseudonym in his
trandations: ‘F.M. Duran’. The cinema novel Gangsterler Kraliges which was introduced as being
trandlated by F.M Duran by Caglayan Yayinevi in 1955, was re-published as an indigenous novel
under the name of Kemal Tahir by ithaki Yayinlari in 2006.
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Ulku Yayinevi did not follow a certain attitude toward the agents active in
the process. Some of these cinema novels were introduced as being written by Sezai
Atilla and some others were said to be translated by Ahmet Ekrem. These points
reveal the hesitation of the institution in naming the books as totally indigenous or
as trandations because of the foreign films taken as their sources. While only the
name of the author —Edgar Rice Burroughs- was stated on the cover and title page of
Tarzan ve Altin Arslan, Mrs Miniver was stated to be written by Jan Struther and
translated by Nihat Birsel and Vahdet Giiltekin.

3.3. CONCLUSIONS

Chapter 3 has presented general trends in the publication of translated and
indigenous cinema novels between 1933 and 1960. It has revealed that in the
repertoire of Turkish popular literature, the genre ‘cinema novel’ has existed since
the 1930s and was mainly composed of translated novels in the chosen period for the
present study. It has become evident that there were undeniable relationships
between the repertoire of trandated popular literature and that of cinema in Turkey.
All these arguments have been grounded on a detailed analysis of the cinema novel
databases | established.

The chapter has begun with my explaining the strategies in establishing the
databases. The difficulties in researching such a subject have been brought out. Then,
the total productions of translated and indigenous cinema novels have been
scrutinized. 1t has been inferred that the rise and fall in the production of cinema
novels were related to the developments in the repertoire of cinema. Following the
analysis on total production of cinema novels, source cultures of the cinema novels
and imported films have been well researched. It has been discovered that foreign
film imports and the policies followed by the film importer companies of the time
may have had an active role in determining the cinema novels. Thus, we have seen
again a parallel between the source cultures of the imported films and cinema novels

published in the chosen period.

®Giiltekin was also active in producing cinema novels for Tirkiye Y ayinevi and Arif Bolat Kitabevi.
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My findings have further revealed that private publishing houses had a
pivotal role in publishing cinema novels. All the cinema novels were published by
these ingtitutions. The presentation and production of indigenous cinema novels by
these institutions did not differ from those of translated cinema novels. However, it
has become evident that the trandators had a leading role in presenting cinema
novels as options to the culture repertoire since 93.2 % of the total number of cinema
novels were translated but only 6.8 % were indigenous in my database. It has also
been discussed that in the production of translated cinema novels, different strategies
may have been followed by these agents. Thus it has become evident that many
private publishing houses did not restrict themselves to a single option and published
cinema novels which may set examples for different classifications mentioned in
Section 2.2.3.2.

The attitudes of some publishing houses towards the presentation of
tranglators and authors on cinema novels have been the subject of the last part of the

chapter. It appears that there was not a particular strategy in introducing the agents.

Chapter 4 offers case studies on two cinema novels which were trandated by
two different translators. The findings of the case studies will shed light on the
diverse and complex relationships between foreign films and cinema novels which
took place in 1944 and 1957 in the Turkish culture repertoire. These will also
exemplify the two different groups which have been proposed in Chapter 2.
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CHAPTER 4

TWO CASE STUDIES: FROM MOVIE/SCRIPT TO NOVEL

In this chapter a descriptive, explanatory and interpretative comparison of two
assumed trandations with their sources will be undertaken. My aim through these
case studies is to take a closer look on the relationship between films and trandated

novels which materialized in Turkish culture repertoire at a certain time period.

The two selected trandlations for the case study are listed below in

chronological order with their respective sources:*®

Lord, Robert. (1944). Seni Bekleyecegim [I Will Wait for Youl].
Trandator: Vahdet Guiltekin. Istanbul: Arif Bolat Kitabevi.
"Til We Meet Again [Film].(1940). Director: Edmund Goulding.USA.

Kahraman, A. [trandator]. (1957). Baby Doll-Tas Bebek [Baby Doll-
Dolly Bird]. istanbul: Ertem Egilmez Kitabevi.
Williams, Tennessee. (1956a). Baby Doll. New Y ork: Signet Books.

Mention must be made that the choice of these translated novels as case
studies is far from being random. They both refer to the films made in America,
which was by far the most influential source culture on translated cinema novels
between 1933 and 1960 in Turkey.'®They also serve as examples for two different
classifications which have been worked through in 2.2.3.1. While Seni Bekleyecegim
isacinemanovel tranglated from afilm; Baby Doll -which was introduced to be “the
novel of the film” [filmin romani]- appears to be a trandation of a published film
script that is, interestingly, different from the released film. Moreover, the year when
Seni Bekleyecegim was published is significant as the 1940s were the golden age of
the cinema novels. On the other hand, the publishing house of the second case study

—Baby Doll- comes to the forefront as having been founded by a man of cinema,

1% The target novels are cited above as they were presented to the target readers by the publishers. The
information was gathered from the covers or title pages of the target novels.
1% Thisis dealt with in detail in Chapter 3 under thetitle of Trendsin the Source Cultures.
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Ertem Egilmez, and is an ingtitution which, to my knowledge, released only
translated cinema novels at the time™®’.

In this chapter | will first explain the conceptual tools of analysis which will
be used in the following case studies. Then | will proceed with the “paratextual”
(Genette 1997) and textual analysis of the translated cinema novels.

4.1. TOOLSOF ANALYSIS

While reading the target and source texts comparatively, | will focus on the various
strategies carried out by the trandlators. The analysis will draw mainly on the
concepts, terminology and methodology introduced in Descriptive Trangation
Studies (Toury, 1995). During the analysis of the translated cinema novels, | will
mainly dwell on the “textual linguistic norms’ which determine the “selection of
material to formulate the target text in, or replace the original textual and linguistic
material with” (Toury 1995: 59).

Another tool which will be used in the analysis is Gérard Genette’' s concept
of “paratexts’. Genette, in his book, defines paratext as verbal and other productions
which belong to a literary work, which surround and extend it in order to present it
(1997:1). Therefore his concept of paratext involves authors' names, titles, prefaces,
illustrations, advertisements of the books, and interviews with the authors of the
books. He states that these accompanying items “ensure the text’s presence in the
world, its reception and consumption in the form of a book” (ibid). He maintains
that paratexts are “at the service of a better reception for the text and a more
pertinent reading of it (more pertinent, of course in the eyes of the author and his
alies)” (ibid:2).

However, Genette, counting trandation in paratextual elements, does not

even contemplate its autonomous state in the target culture repertoire. Moreover,

187 The publishing house will be dealt in detail with in coming pages.
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while elucidating “official”*® and “unofficial” paratexts (Genette, 1997:9,10); he
never refers to the responsibility of the translator and publisher who are actually the
chief agents in communicating the works in the target culture.

Urpo Kovala, stating that “trandlated literature has special characteristics of
its own regarding its position within culture” and qualifying trandation as “a
different work altogether”, criticizes Genette’ s ignorance on translation (1996:120).
He suggests that paratextua elements become much more significant in the
trandation process and that investigation of these elements improve our
understanding of translations. However, he argues that such an analysis should stand
on acertain cultural context.

What is interesting about the paratexts of trandations is not their
position around the text, which is often in complete accord with the
conventions of the target culture, but their special role as mediators
between the text and the reader and their potential influence on the
reader‘s reading and reception of the works in question. When studying
thisrole, it is necessary to study the historical and cultural context of this
process of mediation as well. (ibid.)

Agreeing with Kovala, Tahir-Gurgaglar states that “Genette’'s concept of
paratext may become a major source of datain atranslation history project because it
offers valuable insights into the presentation and reception of trandated texts
themselves’ (Tahir-Gurgaglar, 2002:47). She points out that the reception of the texts
starts to be formed even before the reading process and assumes that first
impressions of translated works are influenced “by the way texts are packaged and
presented” (ibid:45). Moreover Tahir-Glrcaglar argues that “paratexts may enter into
adialogical relationship with their main text and alter it” (ibid:46).

168 «Official” is used for the paratextual elements “for which the author or publisher can not evade
responsibility; “unofficial” (or semiofficial) is used for “authorial epitext” such as interviews,
conversations (Genette 1997: 9-10).
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Following these scholars, |, too, benefit from the peritextual and epitextual
elements of the cinema novels in order to reveal the relationship between films and

novels.
4.2. FROM MOVIE TO NOVEL: SENJ BEKLEYECEGIM (1944)

Til’ We Meet Again (USA) was a black-and-white romance film directed by Edmund
Goulding in 1940. It was released by Warner Brothers Company. The principal roles
were filled by Merle Oberon and George Brent. The script of the film was written by
Warren Duff from an original story by Robert Lord. To my knowledge, neither the
story by Robert Lord nor the novelization of the film was published in the U.S.A. On
the other hand, in 1944 the novel of the film, Seni Bekleyecegim, was published in
Turkey by Arif Bolat Yayinevi under “Filme Alinmis Saheserler Serisi” [The Series
of Filmed Masterpieces]. Asfor the target film, | found no results in my survey of all
the issues of the magazine Yild:z from 1940 to 1945 (the time period which includes
the years when the source film was made and the target cinema novel was
published). | could not find any news, advertisements, or comments regarding the
film. Moreover; Yid:iz [15.07.1945 13(155)], while advertising most of the films
released in Turkey in the 1944-1945 season, did not touch on the film ‘ Til We Meet
Again’. Such alack of data regarding the film in a magazine which was so popular
and among bestsellers at the time'®® made me think that the film was not shown in

Turkey before or just after the publication of the target cinema novel*.

19 Burcak Evren states that Yild:z was the most popular cinema magazine in the 1940s and 1950s
(1993:18).

10 However, even after extending my research on the magazine Y 1ldiz up to the year 1958, | could not
get any information on the film and its release date in Turkey. Thus, it becomes highly probable that
the film was not shown in Turkey.

160



4.2.1. Paratextual Analysis

4.2.1.1. Publisher and Translator

Seni Bekleyecegim was published by Arif Bolat Yayinevi. This institution was one of
the active publishing houses in the 1940s and 1950s'. It published many
trandations singly or in a series such as “Milyonlarin Okudugu Eserler” [Works
Read by Millions], “Macera ve Polis Romanlar1 Seris” [Adventure and Detective
Novels], “Dunya Edebiyatindan Secme Eserler” [Selected Works from World
Literature]. Besides Seni Bekleyecegim, some other novels published by the
institution also are included in my database as translated cinema novels. These
cinema novels all of which referred to American films and were published between
1944 and 1947 were released under two series. “Filme Alinmis Saheserler Seris”
[The Series of Filmed Masterpieces| and “Dunya Edebiyatindan Segme Eserler”
[Selected Works From World Literature]. The cinema novels which were released
under the series “Diinya Edebiyatindan Segcme Eserler” [Selected Works From World
Literature] consisted of approximately 300 pages and al referred to a source novel
which was later filmed. In these cinema novels, there are indicative statements in the
books which reveal the influences of the films on their publications. For instance in
Amber [Forever Amber] (1947), it was stated that the novel was filmed and that it
attracted great interest from the public. As for “Filme Alinms Saheserler Serisi”
[The Series of Filmed Masterpieces|, except for Seni Bekleyecegim, | have found
three other cinema novels all of which were published in 1944: Juarez'”%, Olime
Kadar [Dark Victory]'”, Sabah Olmasin [Hold Back the Dawn]*™. The cinema
novelsin the series consisted of nearly 80 pages and were sold for 50 or 75 Kurush at
the time. The most active agent in the series was Vahdet Glltekin, who also

trandated many cinema novels for “Yildiz Romanlar” published by Turkiye

17! See Tahir-Giirgaglar (2001: 290,293,295).
172 \Werfel, Franz. (1944). Juarez. Translator: Ahmet Hisarl1. istanbul: Arif Bolat Kitabevi.

Juarez [Film]. (1939). Director: William Dieterle. USA.
173 Brewer Jr, George and Bloch, Bertram. (1944). Olime Kadar [Dark Victory]. Translator: Vahdet
Guiltekin. istanbul: Arif Bolat Kitabevi.

Dark Victory [Film]. (1939). Director: Edmund Goulding. USA.
174 Brackett, Charles. (1944). Sabah Olmasin [Hold Back the Dawn]. Translator: Vahdet Guiltekin.
Istanbul: Arif Bolat Kitabevi.

Hold Back the Dawn [Film]. (1941). Director: Mitchell Leisen. USA.
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Y ayinevi. Except for Juarez (1944), whose Turkish version was attributed to Ahmet
Hisarli (“Turkcesi: Ahmet Hisarli”); all other novels, including Seni Bekleyecegim,
were stated to be trandated by Vahdet Guiltekin.

Vahdet Gultekin'™ (1912-1989) studied at Galatasaray Lisesi, the French
Lycee, and Kabatas Lises in Istanbul. He worked as a secretary, writer and translator
for the newspapers Cumhuriyet, Vakit, Haber, Son Dakika, Yedigiin, Mektepli, and
Yeni Adam. He was the editor-in-chief for the encyclopedias Hayat, Hayat Aile and
Dogan Kardes. He translated many works from well-known authors such as A. J.
Cronin, Ernest Hemingway, Somerset Maugham, and John Steinbeck. Most of these
works were published by Tirkiye and Arif Bolat Yayinevi'’®. As mentioned in the
previous chapter, he was also an active agent in the magazine Y:ld:z in the 1940s. As
atrangdator, he wrote many serial cinema novels for the magazine under the names of
Vahdet Gultekin, V. Gultekin or V.G. His cinema novels became so popular among
the magazine readers that they wrote many letters to the magazine regarding these
serials'”’. Besides these serials, he also wrote many articles on foreign film stars and

music for Yild:Z*"8.

4.2.1.2. Epitextual Elements

| could not locate any criticisms or reviews on Gultekin's Seni Bekleyecegim.
However thisis not suprising as, at the time, “the field of translated popular literature
has largely been exempt from discussions about trandation” (Tahir-Gurgaglar,
2001:43). The only epitextual elements | could find are advertisements of the novel -
along with other epitextual elements regarding the series and other publications of

the institution- on the back covers of other cinema novels published in the same

> General information on Vahdet Giiltekin was obtained from Isik (2007). Although he was a
researcher, biographer and a prolific trandator who had his name on more than 100 translated novels;
his name is absent from many encyclopedias and biographies regarding men of literature.

176 Some of these are also included into my database of translated cinema novels.

7 One of the notes written on the readers’ column (agony column) in Y:ld:z in answer to a reader’s
reguest has been given as an example for thisin the previous chapter. See p. 133.

178 As an example for his works in the magazine Y1ldiz; an article on afilm star, Dorothy Lamour [in
Yildiz, 15.05.1943 9(103)]; serial cinema novels such as Ayr:lan Kalpler [Separated Hearts] [in Yildiz,
01.08.1943 9(108):24-25] and Talih Yildiz [Lucky Star] [in Yildiz, 01.01.1944 10(118):19-21] may be
given.
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series. All these offer significant insights into the strategies of publishing Seni
Bekleyecegim and the series in which it was released.

The back covers of Juarez (1944) and Olime Kadar [The Dark Victory]
(1944)'” were largely aloted for a cinema almanac published by Arif Bolat
Y ayinevi. Following the introduction of the almanac and its contents; the publishing
house stated that this “chic-designed” and “superb” work was for all cinema lovers
and for choosy people. In my view such an eye-catching advertisement indicates the
targeted readership of the institution in publishing “Filme Alinmis Saheserler Serisi
[The Series of Filmed Masterpieces], the novels which were also advertised on the

same back cover.

Following the almanac, another conspicuous element on the back covers was
the part where Arif Bolat Yayinevi explained the content of “Filme Alinmis
Saheserler Seris” [The Series of Filmed Masterpieces]. It was stated by the
institution that the series was composed of “the films which drew great interest of the
audience in recent years; the most distinguished silver screen masterpieces to be
shown next season and great western novels which were put on film” [Gegen yillarin
en ¢cok alaka toplayan filmleri, gelecek mevsimde gosterilecek en segcme perde
saheserleri, Garp dinyasimin filme alinmis en biytk romanlari]. With such a
statement it becomes clear that, under the series, Arif Bolat Yayinevi published not
only the novels of the films which had been screened in Turkey, but also those of the
films which were not screened yet. The explanation may also make one think that
the ingtitution did not restrict itself to written literary texts which were then filmed
(“great western novels which were put on the film”) but aso took other kinds of texts
such as original scenarios or film plots as a source (“the films which drew great
interest of the audience in recent years, the most distinguished silver screen
masterpieces to be shown next season”). At this juncture it can be safely argued that

this practice of providing different options contributed to the “proliferation of

179 See Appendix 5.
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options’ in the repertoire of trandated literature, the discourse regarding which was

mainly shaped by the translations of canonical literature at the time'®°,

The institution advertised Seni Bekleyecesim [Til” We Meet Again] (1944) on
the back covers of other cinema novels with the following words: “ A romance and an
adventure novel performed by Wuthering Heights's matchless artist Merle Oberon
and George Brent. As a second book of “ The Series of Filmed Masterpieces’, it was
transated by Vahdet Gultekin with a beautiful and vivid style’ [Olmeyen Ask
filminin essiz yildizi Merle Oberon’la George Brent’in cevirdikleri blyuk bir ask ve
macera romanm. Film saheserleri serisinin ikinci kitaln olarak Vahdet Gultekin
tarafindan guzel ve kuvvetli bir Udlupla cevrilmistir]. Introducing Gultekin's
trandation as a trandated novel, this short statement also provides us with significant

clues regarding the novel and film.

First of all; it appears that the institution, rather than referring to the target
film of the novel Seni Bekleyecegim, opted for capitalizing on another foreign film
Olmeyen Ask [Wuthering Heights] (USA, 1939) which had already been screened in
Turkey in 1941 and had engaged great attention from Turkish moviegoers. When
such an advertising strategy is interpreted together with the above-mentioned general
strategy of the institution in publishing the series (publishing the novels of “the films
which drew great interest of the audience in recent years or the most
distinguished silver screen masterpieces to be shown next season”); Seni
Bekleyecegim may well have been among the novels whose films were expected to
be shown. Otherwise, the publishing house would have referred to the target film of
Til" We Meet Again and its box-office return in Turkey asit did for other novels such
as Juarez and Oliime Kadar. Consider the advertisements of these novels which were

also published on the back covers:

80 Tahir-Giircaglar states that between 1923 and 1960, the “discourse on translation crystallized
mainly in Terciime, the Trandation Bureau's journal, and in several dailies and literary magazines
where writers, publishers and translators associated with the translation of canonical literature raised
their views’ (2001:149). She further argues that “trandlators, writers or publishers active in the field of
popular translated literature remained absent from the extratextual discourse and did not offer their
views on the functions or definitions of translation” (ibid). For more information see Chapter 3 in
Tahir-Glrcaglar 2001.

81 1n Yildiz [01.01.1941 7(76)], it was certainly stated that the film Olmiyen Ask [Wuthering Heights]
was released in Turkey and attracted a great deal of attention.
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The advertisement of Oliime Kadar [Dark Victory] on the back covers of
Sabah Olmasin [Hold Back the Dawn] and Juarez

The struggle of a young girl destined to blindness against death and love.
This film in which Bette Davis and George Brent performed was also
released in our country and received great interest from people. It was
also translated by Vahdet Gultekin.

Kor olmaga mahkum bir gen¢ kizn 6lim ve agkla micadelesi. Bette
Davis ve George Brent’in oynad:klar: bu film de memleketimizde en ¢ok
tutulan eserlerden biri olmustur. Turkceye gene Vahdet Gultekin
taraf:ndan cevrilmistir.

The advertisement of Juarez on the back covers of Sabah Olmasin [Hold
Back the Down] and Olume Kadar [Dark Victory]:

The film which has been performed by the most vigorous artists such as
Bette Davis, Paul Muni, Brian Aherne and released for months in our
country is about a love affair taking place at the time of the Mexican
revolution. The novel of the film was trandated with clear Turkish by
Ahmet Hisarlz.

Dunyanin en kuwvetli karakter y:ldiZlar:ndan Bette Davis, Paul Muni,
Brian Aherne tarafindan cevrilen ve memleketimizde aylarca gosterilen
bu film, Meksika ihtilali icinde gecen acikl: bir ask macerasin:
canlandirmaktadir. Eserin roman: Ahmet Hisarl:’min temiz dili ile
Turkce' ye cevrilmistir.

Asis apparent in these advertisements, when the target film had been released
prior to the cinema novel by Arif Bolat Yayinevi, the institution certainly opted for
drawing on it. When all these findings are associated with the lack of information
regarding the film in the magazine Y:ldiz, it can be suggested that the film of the
novel, Til’ We Meet Again, had not been released in Turkey prior to the publication
of Seni Bekleyecegim.

Secondly; in the advertisement of Seni Bekleyecegim, there also seemsto be a
strong emphasis on the film stars. By making mention of Merle Oberon and George
Brent, the institution tries to catch the attention of readers interested in cinema.
However, when looking at the advertisements of other cinema novels published
under the same series, it becomes clear that this was not a unique strategy for Seni

Bekleyecegim. In all the advertisements, the publishing house capitalized not only on
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the films but also on the popularity of the film stars. The novels of the filmsin which
either Bette Davis or George Brent or both starred, were published by Arif Bolat
Y ayinevi. Such a point indicates that the institution opted for publishing the novels

of the films which starred artists who were popular among Turkish audiences.

Thirdly; by presenting Gultekin’s Seni Bekleyecegim as the trandlation of “a
romance and an adventure novel” from which the film was made, the publishing
house explained their source as a novel. There is no indication that Gultekin's
trandlation was a novel trandlated from a film. The institution also assured Turkish
readers that they would read a novel full of romantic and action elements. Asis seen
from other advertisements mentioned above, such a strategy of Arif Bolat Yayinevi
may well be generalized to cover other cinema novels published under the same

series.

Finally; the institution’s emphasis on the translator’ s name -V ahdet Guiltekin-
and his “beautiful and vivid style”, reveals that the trandator played an active role in
deciding the nature of trandation. Mentioning Gultekin’s name and his style, rather
than the author or script writer, Arif Bolat Y ayinevi may have assumed the trandator
as the author of the cinema novel. However, such an emphasis on the translator may
have also resulted from the institution’s desire to capitalize on the popularity of
Vahdet Gultekin who was writing serial cinema novels and articles in the magazine

Yildiz in those years.

4.2.1.3. Peritextual Elements

In line with the series format, Seni Bekleyecegim consists of 71 pages. The front
cover'® of the cinema novel is arranged in a format similar to those of others
published in the same series. It features the portrait photos of two lovers -Merle
Oberon and George Brent- close to each other. The photograph is very similar to the
one released by Warner Brothers Film Company promoting the film'®® and takes

almost al the space on the cover. At the top, the name of Robert Lord is written in

182 See Appendix 6.
183 See http://www.imdb.com/media/rm1735694336/tt0032176, see also Appendix 7.
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capital letters which points out that he is the author of the source text. With the
epitextual elements regarding Seni Bekleyecegim, it has become evident that the
publishing house explained the source of it as a novel which was then filmed in the
source culture. Such an attitude has also been reinforced by attributing it to Robert
Lord on the front cover. However, my survey on Robert Lord has revealed that he
was an American screenwriter and film producer and did not write any novels.
Moreover athough the original story from which the screen play Til’ We Meet Again
(USA, 1940) was written belongs to him, the film is mostly attributed to its
screenwriter Warren Duff rather than to Robert Lord™”.

So then, the strategy of Arif Bolat Yayinevi regarding the authorial and filmic
originality raises some question marksin my mind: why did it choose to present Seni
Bekleyecegimasif it were a tranglation of a source novel and why did it allow Robert
Lord to be seen as the writer of that “assumed” source novel? In my view, such a
strategy may have originated from two points: the institution’s attitude towards
trandation and the strategy of the translator. It appears that Arif Bolat Yayinevi and
the agents active in it broadened the concept of trandation with what they did in
practice. But their hiding such a distinctive practice and presenting it as a translation
from a novel rather than a film may have resulted from their adherence to the
generally accepted definition of trandation at the time. They may have regarded the
process of literary trandation as a transference from one written text (e.g. novel,
story) to another. Therefore they may have felt the need to attribute the target text to
a source novel rather than a film. On the other hand, the translator may not have
stuck to the film script written by Warren Duff. He may have carried some changes
in the plotline of the film but he may still have preserved the plot of the unpublished
original story by Robert Lord in broad strokes'.

When we continue looking at other elements on the front cover, we see that

the title of the book is written in grande capital letters and sited in afilm strip. Below

184 | n the screen credits of the source film, Warren Duff’s name is written at the top of the film frame
in grande capital letters. Robert Lord is only referred as the owner of the origind film story and
written under it with smaller fonts.

18 This assumption will be clarified in the textual analysis.
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it, the name of the source film (Til’ We Meet Again) is given with a smaller font but
in capital letters. However, providing the film title on the book cover along with the
title of the translated cinema novel is not peculiar to Seni Bekleyecegim. On the front
covers of al other cinema novels published in the same series, the film titles are
provided™®. The presentation of the translations with the names of the source films
may have been related to the institution’s concern in drawing the attention of the
movie-goers who were acquainted with the original film titles thanks to the cinema
magazines of the period. At the bottom of the cover, the series title and the
publisher’s name are given in capital letters and Seni Bekleyecegim is mentioned as
the second novel of “Filme Alinmus Sahseserler Seris” [The Series of Filmed
Masterpieces|.

e'® the name of the author and the book and film titles are

On the title pag
again sited similar to the front cover. However, besides the book and film titles, what
is immediately eye-catching is the name of the translator which is situated in the
middle of the page. The publishing house presents the translator, Vahdet Gultekin, in
bold capital letters just like the ‘assumed’ author of the ‘assumed’ source novel —
Robert Lord. But Gultekin’s name, sited in the middle of the page, attracts more
attention than that of Robert Lord. Such a strategy carried by the publisher reinforces
my inferences regarding the advertisements of the book where the translator was
introduced with his “beautiful and vivid style” as if he was the author of the cinema
novel. Below the translator’s name, there is a small paragraph in a frame which
provides data on the source film and strengthens the relation between the tranglation
and source film: “This novel was filmed by director Edmond Goulding on account of
Warner Bros studios under the name of ‘Til’ We Meet Again’ and the leading roles
were performed by Marle Oberon and George Brent” [Bu roman ‘Til’ We Meet
Again’ adi altinda, rejisdor Edmond Goulding tarafindan Warner Bros studyolar
hesabina filme alinmis ve bagsrolleri Marle Oberon ile George Brent temsil

etmislerdir] %,

186 Such a strategy was also carried out by Tirkiye Yayinevi and Altin Kitaplar for most of the cinema
novels they published.

187 See Appendix 6.

188 This strategy was also valid for the other cinema novels published in the same series.

168



On the last page of the book, alist of works published by Arif Bolat Y ayinevi
Is given under a general title “Begeneceginiz Kitaplar” [The Books Y ou Will Like].
The books are gathered under six subheadings. “Yerli Romanlar” [Indigenous
Books], “Filme Alinmis Saheserler Serisi” [The Series of Filmed Masterpieces],
“Meraklt Zabita Romanlar1” [Curious Detective Novels], “Tercime Romanlar”
[Trandlated Novels], “Kadin Kitaplari” [Women's Books|, and “Sair Tercimeler”
[Other Trangdlations]. What is interesting here is that the publishing house, though
introducing the agents as tranglators near the book titles, does not include “Filme
Alinmis Saheserler Seris’” [The Series of Filmed Masterpieces| under the title of
“Tercume Romanlar” [Translated Novels] or “Sair Tercimeler” [Other Translations).
Such a strategy reinforces my above-mentioned inferences regarding the institution’s
attitude towards trandation. By including only the works which were probably
thought to fit into the ‘generally accepted definition of trandation’ -from a written
text in source language to a written text in target language- under the title of
trandation, the publishing house may have abstained from incorporating the series of
cinema novels into these. Different strategies may have been carried by the agentsin
the process (such as rewriting the plot of the film in a novel format in the target
language or translating from a film script rather than a novel). On the other hand,
exclusion of the cinema novels from translated works may also be a testament to the
emphasis on the status of tranglators as the authors of the cinema novels. Such a case

once again underlines their active rolesin producing these works.**°

4.2.2. Textual Analysis

The detailed analysis on the epitextual elements regarding Seni Bekleyecegim has
revealed that the film of the novel —TilI’ We Meet Again- was not shown in Turkey
before —or even after- the publication of the cinema novel. Thus it becomes highly
probable that the trandator could not see the film. On the other hand, as mentioned in
the part with which peritextual elements have been dealt, there were not any source

novels, stories or novelizations published regarding the film in the source culture. So

189 The back cover of Seni Bekleyecegim can not be seen due to the black binding. Therefore | cannot
give information about it. However, | suppose that it may have been similar to the back covers of
other cinema novels mentioned in the part where epitextual elements are discussed.
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then, what was taken as a source by the translator while rewriting the film in Turkish
in a novel format? How was Gultekin informed about the film Til’ We Meet Again?

There seems to be two possible ways of answering these questions.

Firstly, and most probably, the trandator and publishing house may have
been in contact with the film importer companies in Turkey. Having been informed
on the films which would be screened next season, they may have requested the
dialogues sent with the films. After getting a three or four-page summary of the film
dialogues from the company, Gultekin may have set a topic out of these dialogues

and put them into a novel format'%.

Secondly, the answers to the questions may be connected to Gultekin's
relationship with the magazine Yildiz. As mentioned previously; in the 1940s, the
magazine Yildiz published serialized cinema novels in amost every issue. These
serial cinema novels were usualy either from the films which were released in other
countries and weren't yet shown in Turkey or those which were underway. The
agents, who were presented as the trandators of these serialized cinema novels, were
informed on the foreign films and their plots by the reporters of the magazine
abroad™. The news about the films —either completed or underway- were aso

published in almost every issue under the titles such as “Hollywood Haberleri”*®

[Hollywood News] or “Sinema Haberleri”**® [Cinema News]. By extending the data
obtained from these sources, the translators may well have provided the magazine
readers with the serialized cinema novels which lasted several weeks. At this
juncture, it can be suggested that Gultekin, who was aso an active agent in the
magazine Y:ld:z during these years and wrote a vast number of serialized cinema

novels which drew great attention of the magazine readers, may have obtained the

1% Sych an assumed strategy for Seni Bekleyecegim, is also in line with Garan’s arguments (1949: 6-
7) on the cinema novels published at the time. This has been dealt with in detail in Chapter 1. See p.
18.

191 For example, see Ustel, S. Columbia Stiidyosunda Bir Giin [in Yildiz, 15.05.1944 11(127)]; Ustel,
S. Hollywood' dan Geliyorum [in Yildiz, 01.06.1944 11(128)]; Soyukut, S. Lana Turner’la konustum.
[in Yildiz, 01.01.1944 10(118)]

192 For example, see Yildiz, 15.10.1944 12(137)

193 For example, see Yildiz, 15.06.1944 11(129)
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necessary information on the film Til’ We Meet Again via his contacts with other

agents in the magazine and decided to write the novel of the film in Turkish.

One way or another, it seems that the point of origin for Giltekin's Seni
Bekleyecegim was a film in the source culture. Therefore, in this part while analyzing
the textual elements of the trandlation, the source will be assumed to be the film Til’
We Mest Again.

4.2.2.1. Trandlator’s Strategies

As the texts in the source and target cultures pertain to different worlds - cinema and
literature- even at first sight, it seems inevitable to encounter differences between the
works and the direct interference of the trandlator in transferring a film into a novel.
However, such an assumption is reinforced when it appears that the translator did not
see the film but only had the brief film plot or adialogue list. After

reading Gultekin's Seni Bekleyecegim and watching the source film Til’ We Meet
Again, these assumptions go beyond being hypothetical. It becomes evident that the
trandator reorganized and restructured the film in such a way that a cinema ‘novel’
which differed considerably from the film emerged in the target language. This
cinema novel which can be certainly attributed to Gultekin and his autorship revolves
around the two lovers as is the case with the film'**. However the reorganized chain

of events and characters distinguishes the novel from the film.

%% The plot of the source film is as follows: Fugitive Dan Hardesty meets and is attracted to Joan
Amesin the Bar of All Nationsin Hong Kong. As he leaves the bar, Dan is arrested by Steve Burke
who is a police detective and has pursued Dan for along time in al corners of the world. He is now
determined to bring Dan back to San Quentin for execution. Steve takes his prisoner aboard a ship
where Joan, who is also attracted to Dan, travels. She has an incurable heart ailment and waits for
death. The two lovers meet again on board. But they hide their tragic fates from each other. Dan’s old
friend, Rocky and Dan's former lover, the Countess de Bresac also travel on the same ship. Dan,
together with Rocky and the Countess, formulates an escape plan when the ship docks at Honolulu.
According to the plan the Countess will make a pass a Steve and divert his attention away. As the
ship reaches the harbor, the countess gives her lover Steve some sleeping pills and prevents him from
imprisoning Dan in the ship's room. The countess also makes another plan for Dan in Hololulu. She
arranges someone to smuggle Dan out of the harbor. But Dan could not abandon Joan at the last
minute and endangers his chance of freedom. Because at the end of the day in Hololulu; Joan, after
hearing that Dan will leave her, collapses. Dan takes her to the ship where Steve is waiting for him.
On board, Dan learns from Joan's friend that she has an incurable ailment. But he hides his knowledge
from Joan. When Joan feels much better, Dan bids farewell on condition that they will meet once
more on New Y ear's Eve in Mexico. However, as the ship docks in San Francisco, a reporter learns of
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Below, some extracts chosen from the target text will be given in order to
exemplify the vast number of strategies carried by Guiltekin with a view to creating a
cinema ‘novel’ in Turkish. These will be dealt with under three headings: additions,

omissions and treatment of proper names.

4.2.2.1.1. Additions

Gultekin rewrote the source film in novel format in third person singular, which
arouses the feeling that an omniscient narrator who saw the film was telling al the
events. Such an attitude enabled him to apply numerous manipulations and put his
own interpretation on the events. However my survey has revealed that he not only
commented on the film plot but also invented many dialogues and scenes in his

version, which conributed his creating a novel out of the source film.

Parallel to the advertisements of the novel which have been dealt with in the
epitextual elements, it appears that Gultekin, first of all, aimed to produce “a
romance and adventure novel”. To put forth the adventure and romance-related
elements, he invented various details for undetailed scenes in the film, adding new
dialogues. Here is just one of the numerous examples for the scenes he invented in
order to romanticize the relation between the two lovers, Dan and Joan:

Target text (in Gultekin: 44)

-Nereye gidiyorsun, Joan? Ne oldu? Dur ben de geliyorum.

K:izin yine kalb sancis tutmustu.

Kamarasina kostu, kendini yataga att: ve ilacin: icti.

Dan, arkasndan kamaraya girdigi zaman onu arkas: Usti uzanmug
buldu. Gozleri yagliyd:.

-Ne 0? Ne var Joan? diye sordu. Aglad:n m:? Neden?

Joan higkira higkira:

-Bilmem, dedi. /cimden bir aglamak geldi iste. Sebebini bilmiyorum.
Kalbim tutmustu. /laczme ictim, biraz istirahat edeyim, dedim. Biraz evvel
icinde bulundugum saadetten birden bire Gyle uzaklagmust:im ki, her
seyimi, bitln varligime kaybetmis gibi bogaldim.

Dan's story and rushes to make an interview with Joan. He finds out that Dan will be sentenced with
capital punishment. At the end, while departing the ship, the lovers hug each other for the last time
and do not reveal that they knew the secret of the other.
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Sonra kolunu uzatt:, Dan’: kendisine dogru gekti:

-Gel, dedi, gel yanima.

Dan yaklasmak istemedi:

-Istirahat et, yavrum, dedi. Bak goriyorsun: Doktorlar:n dedigi dogru;
heyecan sana yaramyor.

Joan israr etti:

-Hayir! Gel yarnima, Dan! Benim sana ihtiyacim var! Yasamak icin
kalbimin aska ihtiyac: var. Olsem bile saadetten Olecegim... Oyle
mesudum ki, Dan!

Delikanlz, onun saclar:n: oksayarak cevap verdi.

-Ben de mesudum Joan. O kadar mesudum ki, hayat:mda bu derece
blylk bir saadeti simdiye kadar ne duydum, ne de tahayyul ettim.
Bundan dolay: sana miitesekkirim. Omriimde bir daha bu kadar mesut
olacag:m hi¢ zannetmiyorum. Ayr:ldigimiz zaman...

-Joan birden heyecanlanarak, onun sozini kesti:

-Ne diyorsun, Dan? Neden bahsediyorsun? Nicin ayr:iman:n lafin:
ediyorsun? Ay:lacak muy:z?

Dan cevap vermedi. Biran durdu.

Joan, ona daha fazla sar:larak:

-Ayrilmayacag:z, degil mi? Soyle! Yar:n beraberiz, degil mi?

Delikanl: onu tekrar saglar:ndan operken:

-Evet, yar:n beraberiz, dedi. Omrimiin bitiin dakikalar: senin olsun
isterdim...

Joan goéZerini kapad: ve basin: sevgilisinin kollar: arasna birakt:. /ki
sevgilinin dudaklar: birlesirken uzaktan uzaga kitaralarin sederi
geliyordu.

Target text in back-trand ation:

-Where are you going, Joan? What happened? Stop, I’m coming too.
The girl’s heart began to ach again.

She rushed to her cabin, tumbled into bed and took her medicine.

When Dan came to the cabin, he found her lying on her back. She wasin
tears.

-What' s the matter ? What happened, Joan? Did you cry? Why?

Through her sobs, Joan said:

-I don’t know. | just wanted to cry. | don't know the reason. My heart
ached. | took my medicine and | wanted to rest. | felt so distant from the
bliss| wasin alittle while ago that | cried asif | | had lost everything.
Then she reached out and pulled Dan into her arms:

-Come, she said, come to me.

Dan didn’t want to get closer:

-Take a rest, my dear. You see, the doctors are right; excitement is not
good for you.

Joan insisted:

-No! Come to me, Dan! | need you. If | am to live, my heart needs love.
Evenif | die, | will diefromlove... | am so happy, Dan!

The young man caressed her hair inreply.
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-I’'m so happy too, Joan. | am so happy that | have neither felt nor
imagined such a bliss. For this, | amindebted to you. | don’t think that |
will ever be happy like this again in my life. When we break up...

Joan, getting excited all of a sudden, interrupted him:

-What are you saying, Dan? What are you talking about? Why are you
mentioning the separation? Are we going to break up?

Dan didn’t answer. He stopped for a moment.

Joan, nestling to him, said:

-We won’'t break up, will we? Tell me! We will be together tomorrow,
won'’t we?

The young man, while kissing her hair, said:

-Yes, we will be together tomorrow. | wish all the moments of my life
could be spent with you.

Joan closed her eyes and let her head be in her darling’'s arms. As the
two lovers kissed, the sound of ukeleles was heard from a great distance
away.

As is apparent from this excerpt, Gultekin in order to dramatize the relation
between Dan and Joan drew on many romance-related elements in the part he added
to the film plot: tears, illness, kisses, music, eloquent dialogues. Moreover, he opted
for a dialogue-based narration and gave every small detail regarding the characters.
Such an attitude may be taken as indicative of his concern for visualizing the setting
in the readers minds. Below, there is another example where he continued to use a
strong visual language along with the metaphors and adjectives which were added
for exaggerating the sensational aspects of the novel:

Target text (in Gultekin: 19)

Salonun g6z kamagtir:c: ayd:nlzgindan ve art:k kulaklar: rahatsiz etmeye
basl:yan gurultisinden siyrilarak glvertenin serin mehtalb:na ve derin
sessizligine ¢ikarken Joan, Dan’ a:

-Bu merdivenler hic bitmese, goklere kadar, bulutlar:n arasina beraber
¢tksak, diyordu.

Dan yan:basinda, koluna girmis ve geceleyin riizgarda sallanan bir
manolya gibi titreyen kiza bakt: ve gulimsiyerek:

-Cikabilir misin bulutlara kadar? diye sordu.

-Sen yanimda oturursan ¢:kabilirim, Dan.

Delikanl:, art:k miphemligin perdesinden siyr:larak bir hakikat seklini
almaya bagliyan sevginin tatl: heyecanin: iliklerinde hissetti ve
ayaklarinin alt:nda basamaklar bulundugunu hissetmeden, ucar gibi
guverteye yukseldi.
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Fakat merdiven givertede sona erdi ve onlar, kavusamad:klar: bulutlar:
uzaktan seyretmek Uzere hasir sezZlonglara arkas Ustt uzandilar. simdi
sanki duinyan:n kenar:ndan sarkms ve aya dogru uzannglard::

Gece harikuladeydi. Genis —Olcilemeyecek kadar genis-, derin —
hesaplanamayacak kadar derin- koyu mavi bir enginin ortasnda
korkmadan duran ay, yeryuzindeki insanlara bak:yor, sanki o alayl:
gulUstyle insanlarla eglenerek onlar: de enginlere atilmak icin
kand:rmaya calzszyordu.

Joan’la Dan ay:n bu davetine kanmuglar, yerylzinde olduklar:n:
unutmuglard:.

Halbuki, birka¢ metre altlar:nda vapurun icki ve dans salonunda, Dan’:
yak:ndan alakadar eden bir plan:n:n ilk hatlar: ¢izliyordu.

Target text in back-trand ation:

While they were moving up to the cool moonlight and deep silence of the
deck after getting free of the dazzing radiance of the saloon and the
noise which had started to grate on their ears, Joan said to Dan:

-1 wish these stairs did not end and we could go on up to the sky through
the clouds together.

Dan looked at the girl near him. She was smiling, yet trembling like a
magnolia leaf which was wobbling in the wind at night. He asked:

-Can you go up to the clouds?

-If you arewith me, | can, Dan.

The young man felt totally the sweet excitement of the love which had
started to take the shape of a fact, freeing itself of the cloak of secrecy.
He went up to the deck asif he was flying, not even feeling the stairs.

But the stairs ended on the deck, so they lay down on their backs on the
straw deckchairs. Now, they felt as if they were suspended between the
earthand the moon.

The night was wonderful. The moon was standing fearlessly in the
middle of the high sea, which was too extensive and deep to measure. It
seemed to be looking at the people on the earth and making fun of them
with that sardonic smile, and trying to deceive them into going into the
high sea.

Joan and Dan were nearly taken in by the moon and forgot they were
living on the earth.

However, one or two meters below, in the saloon, the outlines of a plan
wer e being drawn up which was closely related to Dan.

Except for the sensational, romance-related elements; the tranglator also opted
for exaggerating or adding elements which are intriguing and action-related. As seen
in the last part of the above excerpt; while connecting the events with each other, he —
as an omniscient teller- inferred that something would happen soon. On the other
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hand, he, exaggerating the action-related parts which indeed took afew secondsin the
film, aimed to pique the interest of the readers who were looking for “aromance and
an adventure novel” as stated by the publisher in the advertisements. Here is a short
excerpt from a-page-long struggle where the transator presented small details on a

scene lasting a very short timein the film.

Target text (in Gultekin: 6)

Dan’:n sol €li, birdenbire Steve Burke'in tabanca tutan bilegine sar:ld;,
sag eli de bir yumruk halinde ¢enesine indi. Fakat Steve br yumrukta
yere serilecek adamlardan degildi. Hatta sarsilmamust: bile. Sag €li ile
bir yumruk sallad: ve Dan, rizgara kap:lms bir yaprak gibi sarsild: ve
geri geri giderek arkasindaki duvara carpt:. Dogrulmaya calzszyordu,
Seve'in ikinci bir yumruguyla yere yikild:, duvar:n dibine boylu
boyunca uzand:. Fakat Steve'in vicudu nasl bir yumrukla
sarslmayacak kadar kuvvetliyse, Dan’:n da irades ayn: nispette
saglamd:.

Target text in back trandation:

Dan’s left hand suddenly caught Steve Burke' s wrist holding the gun, his
right hand delivered a blow towards Seve's chin. But Steve was not the
kind of a man who would lick the dust. He didn’t even stumble back, but
, with hisright hand, he struck Dan a blow. Dan, like a leaf going adrift
with the wind, quaked and crashed into the wall behind him. He was
trying to stand up, but with Steve’s second blow, he fell flat on his face
next to the wall. However, Dan’s self-control was just as strong as
Seve' s body which was tough enough not to quake from a single blow.

As seen above, the trandator also added his own comments on the characters
in order to offer more clues about them. With the lengthy inferences and descriptions
on the characters, he may have aimed to make the book read as a novel rather than a
script composed of dialogues. However by adding new scenes, details related to the
characters and by delving into their inner lives, he changed their characteristic
features and influenced their receptions by the readers. As a result, new characters
which were considerably different from those of the film emerged. Consider the

following excerpt where the trandator entered into the spirit of Dan:
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Target text (in Gultekin: 25)

Yeni agsk...Erkegin aradig: ise sadece buydu. Dan bunu kendi kendine
itiraf ediyor, fakat erkelerin bunun aksini yapamayacaklar:n: distinerek
kendisini mazur gormeye calisiyordu. Kad:nlar da ayn: sekilde hareket
etseler ortada mesele kalmayacakt:. Fakat kad:nlar 6yle yapnuyorlard:.
Askta kalplerini sevdikleri erkege muvakkat bir zaman igin verdiklerini
akillarina getirmiyorlar, sanki bir ebediyet yoluna girmis gibibGtin
hayatlariyla baglaniyorlard:. Aradan seneler bile gecse sevdikleri
erkekten veya kendilerini sevenden, hayatlar:nin sonuna kadar asgk
istemekte hak gortyorlard:. Dan, dustncelerinin burasnda kendi
kendine bas:n: sallad: ve icinden “ Haklar: da var” dedi. “ CunkU bir
kad:nin kalbi stphesiz erkeginden daha kiymetlidir. Mesela Liz...” Evet,
LiZi disiniyordu. Fakat zihninde Joan da sira kendisine gelek Uizere
bekliyordu.

Target text in back-trandlation:

New love... The only thing a man looked for was that. Dan was
confessing this to himself, but thinking that men could not do otherwise,
he tried to excuse himself. If women had behaved in line with this, there
would have been no problem. But women didn’'t behave that way. They
didn’t think that, in love, they were giving their hearts to the men they
lusted after temporarily. Women, in true love, latched on to men with
all their lives asif it would be eternal. Even after years passed, they felt
justified to demand love from the man they loved or the man who |loved
them, till the end of their lives. Dan, at this point in thought, nodded his
head and silently said: “ However, they are right” . “ Because, certainly,
a woman's heart is more precious than that of a man’s. For example,
Liz...” Yes, hewasthinking of Liz. But in his mind, Joan was waiting her
turn.

While Dan’s relationship with the Contess (Liz), his former lover, was not
emphasized in the film; in Glltekin's version, Dan appeared to be a romantic man
torn between two lovers: Liz and Joan. For reinforcing such a case, the translator also
opted for additional dialogues for Liz and Dan. In trandation, Dan sometimes
questioned himself about the situation he was in and made inferences on the subjects
such as men, women and love as cited above. With the changes in the dialogues and
additional scenes, Dan was also shown as a guilty but benevolent man in his

relationship to Steve. However such expansions cannot be restricted only to the main
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character. Almost all characters had additional dialogues and different relationships
with other people when compared with the film.

Gltekin also added some expressions or paragraphs which emphasized that
the cinema novel in the reader’s hand is a trandation telling the story of the people
living in another country. Consider the paragraph where the translator invented a new
scene in his version, delved into the feelings of the man waiting on Dan and also
formed his own view on the European and the American: “The waiter was cognizant
of the way how to wait on the European. Above all, when he realized that the man
opposite to him was an American, he prepared the cocktail in a minute in order to
evidence that he, too, knew that time was money” [Garson Avrupalilara nasil hizmet
edilmesi gerektigini biliyordu. Hele karsisindakinin bir Amerikali oldugunu
anlayinca, vaktin nakit oldugunu kendisinin de bildigini ispat etmek icin, kokteyli bir
dakikanin icinde hazirladi | (in Gultekin: 3) He also left the greeting words as they
were in English: “Hello, Rocky” (in Gultekin: 34), “Hello, Steve” (ibid: 54).
Moreover, in another dialogue which did not appear in the film but was added to the
trandation by Gultekin the Contess said to Steve: “Yes! Just as we, the French, say:
‘Parlez-moi d’amour!” Tell me about love!” [Evet! Biz Fransizlarin dedigi gibi:
‘Parlez-moi d’amour!” Bana asktan bahset!] (ibid: 39). With all these, the trandlator
may have wanted to alienate the readers from the work and aimed to reinforce its
reception as a trandation. However, one may not speak of atotal alienating strategy
as Gultekin also added some Turkish expresions to his trandation such as:
“Allahaismarladik” meaning “Good-bye” (in Glltekin: 4,5,68); “Vallahi” meaning
“In truth” (ibid:38, 64); “Vesselam” meaning “That's it” (ibid: 48) ; “Masallah”
meaning “May God preserve him from evil” (ibid: 51,54).

Another interesting addition carried by the translator was the song lyrics.
While dramatizing the scenes and emphasizing the romantic paragraphs he added, he
opted for drawing upon the songs. “But, was such a judgement true? Didn’t love
have asharein hisfeelingsfor Liz? In asong, wasn't it said that * Memories are more
long-lasting than dreams? Indeed, Joan was filling his heart just with a dream while
Liz was doing that with sweet memories’ [Fakat acaba bu hikim dogru muydu?

178



Liz'e kars1 duydugu hisler arasinda acaba sevginin de bir payr yok muydu? Bir
sarkida: “Hatiralar hilyalardan daha uzun émurltdir” denilmiyor muydu? Hakikat
aranirsa Dan’in kalbini Joan belki sadece bir hilya ile, Liz ise tath hatiralarla
dolduruyordu] (in Gultekin:24). Or in another example, after a romantic dialogue
between Dan and Joan, the trandlator wrote that: “At Dan’s words, a song came back
to Joan's memory and she started to hum it: ‘If I'm rueful, sad; if I'm happy or
pleased; these all up to you'” [Dan’in sozleri tzerine Joan’in aklina su sark: geldi ve
hafif bir mirilti halinde onu sdylemeye bagladi: “Kederliysem, mahzunsam; mesut
veya memnunsam; hepsi sana baglidir’] (in Gultekin:43). In my view, such a
strategy carried by the trandlator is due to the popularity of the foreign film songs at
the time and the great interest of the readers in them'®®. The translator who was well

aware of it may have wanted to capitalize on the songs which he invented*®.

4.2.2.1.2. Omissions

Along with the additions, the translator also opted for several omissions in the film
scenes, which enabled him to invent new ones for his own version and create his own
plotline. For example in the film, after talking to Dan’s friend Rocky, the Contess

planned to chat with Steve, intending of diverting his attention away from Dan. To

%|n 1943, the magazine Yild:z, for which Gilltekin wrote many cinema novels and articles on stars,
started to publish film songs at the request of magazine readers. There was such a great interest by the
readers that the magazine alocated a column for the songs. Throughout the 1940s —after 1943-, in
every issue one or two foreign film songs were published with their trandations. Here is the
explanation of the editor for allocating a place for the film songs: “Our readers, in Dert Ortagi —
readers column- often request for the English lyrics of the film songs and sometimes their Turkish
phonetic transcriptions. In the previous issue, we provided the song “They Met Down in Rio”. Now,
in these pages we provide you with two other songs with their English lyrics and Turkish spellings.
Without the need for your requesting one by one, we are going to publish the songs we find in this
column”

(Okuyucularimiz Dert Ortagr’ nda sik sik filmlerde gegen sarkilarin Ingilizce sozlerini ve bazen de bu
sarkilarin Turkge okunuslarin istiyorlar. Gegen sayida “ They Met Down in Rio” sarkisim vermistik.
Bu sayfalarda diger iki sarkimin ingilizce kelimeleri ile Tirkge okunuslarini veriyoruz. Teker teker
istemenize hacet birakmadan, buldugumuz sarkilart sira ile bu siitunlarda verecegiz) [in VYildiz,
15.08.1943 10(109)]

However, besides allocating a column for the foreign songs and their trandations; on heavy demand,
Turkiye Yayinevi —the publisher of the magazine- released a special edition for foreign film songs and
their trandations. This edition was published in 1946 and consisted of 66 pages. For one of the
advertisements of this specia edition emphasizing the heavy demand of the readers, see Yildiz
15.05.1948 19(217).

1% | found no results in my survey on the songs, which made me think that Giiltekin may have
invented these.
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attain her goal, while climbing up to the stairs in the saloon, she pretended to collide
with Steve and entered a conversation. Besides this, there were also other scenes
which emphasized that the side which was eager for a relationship was the Contess'.
However in Glltekin’'s version the scene on the stairs, along with many others, was
omitted and replaced with his own version. He, with the additional dialogues, made
Steve and Rocky formulate a plan for stealing the Contess's heart and pointed out
that Steve was longing for arelationship with her. | take all these as an indication of
Glltekin's aim to produce a more adventurous and romantic plot which would

preserve the readers curiosity during the reading process.

4.2.2.1.3. Treatment of Proper Names™’

My survey on the proper names in Gultekin’s tranglation has revealed that he mainly
opted for retaining the original spellings of the proper names: “Dan Hardesty”, “ Steve
Burke”, “Mennie”, “Mister Burke”. As for the names of countries; unless there is an
equivalent word in Turkish for them (such as Marsilya for Marseille; Cezayir for
Algeria; Kahire for Cairo), he again continued with their original spellings such as
“San Francisco”, “San Quentin”. Such an attitude is well in line with his strategy of

alienating the readers from the work and emphasizing its being a translation.

4.2.3. The Status of Seni Bekleyecegim as a Cinema Novel

With the paratextual and textual analysis, it becomes evident that Seni Bekleyecegim
as a tranglated cinema novel, took its source from a foreign film rather than a target
film or novel or novelization in the source culture. Such a relationship between the
film and novel may well be classified under the group 2A3 which has been
mentioned in detail in 2.2.3.1."°

97 The treatment of proper names helps me examine the strategies of the translators in the translated
cinema novels from a different perspective. While the adoption of the original spelling will be taken as
a strategy “interfering with the text’'s fluency, alienating the reader from the trandation”; the usage of
phonetic transcription will be considered as a strategy “facilitating reader’s identification with the
narrative and its fictive characters’ (Tahir-Glrcaglar, 2001:325,326).

1% At this point, it must be mentioned that the absence of a target film or source novel or novelization

can not stop me from classifying the case under this group. Because as it has been mentioned in
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From the descriptive analysis of the trandation, it has become evident that
Arif Bolat Yayinevi capitalized on the source film which had not been released in
Turkey yet. By providing the readers with the novel of a source film, which lacked a
novel or novelization in source culture, the publishing house offered a new option to
the translated popular literature where the definition of assumed translation seemed to
be restricted only with the transferences between written literary texts. Moreover, in
such a process, it has become certain that the trandator played an active role and
acted as the author of the translated cinema novel. The strategies he carried helped
him in transferring a film in the source culture into a novel in the target culture.
Basing his work on the main events in the source film; he adopted a vast number of
manipulations in his version: added new scenes, invented dialogues, provided lengthy
descriptions, delved into the characters, made interpretation on the events. Moreover
in order to create a romantic and adventure novel as promised by the publishing house
in the advertisements, he emphasized the romance and action-related elements which
were either in film or added by him. It has also appeared that by using a strong visual
language and metaphors, he aimed to make the visualization of the scenes easier for
the readers. By the retaining of the origina spellings of the proper names and the
adding of other foreign elements, he assured readers that they were reading the novel

of aforeign film.
4.3. FROM SCRIPT TO NOVEL: BABY DOLL (1957)

Baby Doll (USA) was a drama film directed by Elia Kazan in 1956'. It was
released by Warner Brothers Company. The principal roles were filled by Carroll
Baker, Eli Wallach, Karl Malden and Mildred Dunnock. The script for the film was a
compilative work written by Tennessee Williams from his own one-act plays. 27

Wagons Full of Cotton and The Long Stay Cut Short/or/The Unsatisfactory Supper.

2.2.3.1,, there can be some missing loops in the real world. What is important here is the translation
process.

19 | nformation on the film Baby Doll (1956) was compiled from the screen credits (generic) of the
film | watched, Williams (1956a; 1956b), Uzun (2006). See also
http://www.answers.com/topic/baby-doll-film,
http://movies.nytimes.com/movie/reviewres=9b02eedble30e03bbcA4152dfb467838d649ede,
http://www.imdb.com/title/tt0048973/,  http://www.time.com/time/magazine/article/0,9171,808872-
1,00.html

181



However, the script which Williams wrote was filmed with some changes by Roberta
Hodes -who was introduced in the screen credits (generic) of the film as being
responsible for the script and continuity. Many of Tennessee Williams' plays were
adapted to the screen, but we may conclude that Baby Doll has a space apart for
being Williams' first original screen play.?® It was nominated for four Oscars one of
which was in the category of “Best Writing, Best Adapted Screenplay” and won all
the awards.”™ On the other hand, following its release, the film caused a sensation
among religious quarters and drew the condemnation of the Roman Catholic
Church.?®* Moreover, in Time magazine -published on 26.12.1956- it was stated that
“Baby Doll (Newtown; Warner) is just possibly the dirtiest American-made motion

picture that has ever been legally exhibited”

| have found out that along with the film, the book Baby Doll by Tennessee
Williams was first published in 1956 by New Directions Books. The edition which
was published by Signet Books was the reprint of the script for the film published by
New Directions (Williams, 1956a:1). These two editions, as mentioned in the books,
were not in a novel format. They were both introduced as “the script for the film”.
The presentation of these editions as “the script for the film” rather than “the script of

the film” may be the differences between the film and the published script.?*

The trandation of Baby Doll (Williams, 1956a) was published in Turkey in
1957 by Ertem Egilmez Kitabevi. A. Kahraman appears as the trandator of the book
which was introduced as “the novel of Elia Kazan's latest film”. As for the target
film's release, | could not find an actual date for reference. In Hayat Snema Yilligi;
while reporting the films which were to be released in 1957 and 1958 in Turkey,
Tuncan Okan (1958) mentions Baby Doll along with its trandation in paranthesis:

20 As examples for other film adaptations from Williams' plays; A Sreet Car Named Desire (1951)
by Elia Kazan, The Night of the Iguana (1964) by John Huston, and The Rose Tattoo (1955) by Daniel
Mann may be given.

2! The other three categories were “Best Actress in a Leading Role”, “Best Actress in a Supporting
Role” and “Best Cinematography, Black-and-White".

202 See htp://movies.nytimes.com/movie/review res=9b02eedb1e30e03bbc4152dfb467838d649%€ede;

http://www.time.com/time/magazine/article/0,9171,808872-1,00.html

203 http://www.time.comy/time/magazine/article/0,9171.808872.00.html
2% This will be discussed in more detail in the textual analysis.
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Sokak Cicegi. But one may infer from Okan’s further explanations in the article that
such information cannot be taken for certain. On the other hand, the Internet Movie
Database writes that the film was shown in Turkey in 1963. Yet, lacking evidences
which would support this claim makes me abstain from stating a precise release date

for the target film.

4.3.1. Paratextual Analysis

4.3.1.1. Publisher and Trandator

Baby Doll-Tas Bebek was published by Ertem Egilmez Kitabevi. However, in the
catalogue of National Library, the entry ‘Ertem Egilmez Kitabevi’ resultsin only one
of the trandated cinema novels of the publishing house: Sehvet Kislasi. But my
survey on the second hand book sellers and internet database has revealed that there
are 3 other translated cinema novels released by the same publisher (See Appendix 1).
Other than these 4 books, | could not find any information regarding Ertem Egilmez
Kitabevi; which makes me think that the publishing house was short-lived and
published only these cinema novels. The name of the institution may offer a clue in
its founder, Ertem Egilmez’®, whose name rings a bell. Egilmez was one of the
famous directors, productors and screenwriters in Turkish cinema. His name was
behind many popular Turkish films between the years 1961 and 1988. He established
his first film production company, Efe Film in 1961. With Metin Erksan and Kemal
Tahir, Egilmez wrote film scripts. In 1964 he founded a new film production
company: Arzu Film. Although Egilmez’s intense pre-occupation with cinema falls
after his publishing of the cinema novels cited in the present thesis, it may be
speculated that his personal interest in cinema was influential in his publishing

activities.

%5 He was also founder of Caglayan Yayinevi which was active in the 1950s in the field of popular
literature and famous for its Mike Hammer books tranlated by Kemal Tahir. Some of the books
published by Caglayan Yayinevi are also included in my database as translated cinema novels and a
detailed explanation regarding those has been provided in the previous chapter. The publishing
activities of Caglayan Yayinevi were aso investigated by Tahir-Gircaglar (2001:297,298). She also
examined two books, which were published by the same institution, as case studies. (ibid:424-452)
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A. Kahraman was stated as the trandator of Baby Doll. The entry with this
name in the Nationa Library catalogue results in 18 books which are mostly
trandations by Caglayan Yayinevi (17 books) and Ertem Egilmez Kitabevi (1 book).
| have found out that he was also the trandator of other two cinema novels which
were published by Ertem Egilmez Kitabevi®®. My survey on the name has revealed
that it was a pseudonym. However, the question of to whom it belongs is not easily
answered. Tahir-Gurcaglar (2001:283), in her study, regards as a possibility that A.
Kahraman may be one of the pseudonyms of Kemal Tahir. On the other hand, Isiklar-
Kogak’s findings based on the memoirs of Ertem Egilmez, reveals the probability of

its usage by Ertem Egilmez”®’

(Forthcoming, 2011). The arguments of these scholars
regarding the pseudonym A. Kahraman have led me to think on the possibility of its
being a “house pseudonym”, a byline which is used by various staff or free-lance
writers working for a publishing house®® (Larson, 1995:9). As the name A.
Kahraman was used only by Caglayan Yayinevi and Ertem Egilmez Kitabevi which
were both closely associated with Ertem Egilmez, the probability of its being a house
pseudonym used by both Ertem Egilmez and Kemal Tahir -who worked for the same
ingtitutions- increases. However, based on my examination on the strategies carried
by the translator®® in Baby Doll, | assume that in this case the pseudonym refers to
Kemal Tahir. Aswill be seen in the textual analysis of Baby Dall, the translator opted
for many additions or omissions in his version which are in accord with Tahir's own

world-view and autorship.

2% These cinema novels which are aso included in my database as translated cinema novels are
Sehvet Kislas: (1957) and Sayonara (1957).

“"In her article which unearths how pseudotrandations of sex manuals have a share in
pseodo/trandlators’ creating a freer discourse on women's sexuality in Turkey, Isiklar-Kogak mentions
the book Sex in 10 Lessons which was presented to be originally written by Laurent Chavernac, a
French doctor, and trandlated by A. Kahraman. While revealing that the book was a psedotranslation as
it did not belong to Laurent Chavernac, she discusses that A. Kahraman may be a pseudonym of Ertem
Egilmez: “A. Kahraman seems to be a pseudonym Egilmez used as the trandator, since he clearly
states in his memoirs that he collected the bits and wrote the book™ (I siklar-Kogak, forthcoming: 2011)
208 | arson (1995:9) argues that house pseudonyms are commonly used in the novelizations in the
USA. He aso gives the long-running Nick Carter mystery novels as examples for the books written
under a house pseudonym.

% The tranglator’ s strategies will be analyzed in detail in coming pages.
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Kemal Tahir?™® (1910-1973) worked as a clerk, journalist, editor, translator,
proofreader and reporter for various magazines and newspapers. His poems and short
stories were published in the magazines Yeni Kultur, Gegit and Yedigun. In the mid
1930s, after being acquainted with Nazim Hikmet, he started to translate works of
Stalin and other socialist leaders. In 1938 he was charged with his political ideas —
communism- and spent 15 years in prison. After imprisonment, he became the
representative of a newspaper in Istanbul and did translations on commercial subjects.
Tahir was an active agent both in popular and high literature. He was one of the most
prolific and debated novelist in Turkish literature (Tahir-Gurgaglar, 2001:422). He
was known for his Marksist views on social issues and his ideological stance was
thought to have shaped his writing. He mostly put his popular works on paper under
pen names. Such an attitude was argued to be due to the thematic, stylistic and
ideological differences among his popular works and his novels written under his own
name (Tahir-Gurgaglar, 2001:424). In the 1950s, he translated many popular works
under different pen names for Caglayan Y ayinevi. He was especially famous for his
Mike Hammer translations and pseudotranslations.?™*

4.3.1.2. Epitextual Elements

Although | could not find any reviews or criticisms regarding Baby Doall, the
advertisement of it which was published on the last page of the first cinema novel
published within the same series and an article on the film published in the magazine
Yeni Yildiz may offer insights into the comparison of release dates of the two works
and their reception by the public in Turkey.

On the last page of the trandated cinema novel Sehvet Kislas (1957), which
was also translated under the same pseudonym ‘A. Kahraman', Baby Doll was
advertised with the following sentences. “The Latest Film of the Genius Director
ELIA KAZAN isBABY DOOL-DOLLY BIRD. You Are Going to Read the Novel

219 Bjographical information on Kemal Tahir is mainly compiled from Tahir-Giircaglar 2001 (422-
468); Coskun 2006.

2 For more information on Kemal Tahir and his translations for Caglayan Y ayinevi, see 6.4 in Tahir-
Gurgaglar (2001).
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of the Film, From Which Millions of Cinemagoersin America Desist Because of the
Fear of Commiting a Sin, in the Series of BOOKS OF THE CENTURY. [Dahi
Rejisdor ELIA KAZAN'IN Son Filmi BABY DOOL’'DUR -TAS BEBEK.
Amerika da Binlerce Seyircinin Giinah Islemek Korkusu ile Seyretmekten Vaz
Gectikleri Bu Filmin Romanint ASRIN KITAPLARI Serisinde okuyacaksiniz]%.
From the advertisement it is apparent that while the author of the source book,
Tennessee Williams, was invisible, the director of the film, Elia Kazan and his film
Baby Doll were emphasized in bold characters and capital letters. The emphasis on
the director's name may have resulted from the popularity of Kazan's other
previously released films which were great hits with the Turkish audience. Ertem
Egilmez Kitabevi, while emphasizing the name of the film and announcing the name
of the cinema novel with an advance notice to the audience, made an explanatory note
regarding the origina name of the film: “Dolly Bird” [Tas Bebek] which, in
colloquia Turkish, refers to sexy young woman, usually fashionably dressed. Such a
trandation of the title may well have provided clues about the film. Moreover, with
the second part of the advertisement, the institution may have aimed to arouse
curiosity among the public. This sentence which emphasized the religious items and
aimed at drawing attention to them may have been said to complement the sexuality
evoked by the explanation “Dolly Bird” [Tas Bebek]. Based on these ideas, it may be
speculated that readers who encountered such an advertisement may have thought
that they would read a novel which was taken from an Elia Kazan film and which was
loaded with erotic and irreligionist elements. On the other hand, it may be inferred
that the target film in Turkey had not been released yet. Otherwise, the publishing
house may have referred to the interest of the Turkish audience in the film and
emphasized its box-office return in Turkey. So then there may have been no need for
explaining the title of the work with the words “dolly bird”; as the audience would

have been acquainted with the main character of the film: Baby Doll.

In the magazine Yeni Yild:z (07.02.1957: p.19); a ghostwritten article, under
the name of “Canli Bebek” [Alive Baby], informed the magazine readers about the

source film and reactions of the American society towards the film. It does not

%12 The sentences are taken directly from the advertisement. Thus the misspellings and bold characters
pertain to the publishing house.
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provide us with the criticism of the cinema novel. However, it may be suggested that
being related to the film, the article may also be taken as the epitext of the cinema
novel since it may have contributed in shaping the ideas of the readers about the
book.

In the article, unlike the advertisement by the publishing house, Tennessee
Williams was mentioned in detail. Personal views on the author were given:
“TENNESSEE WILLIAMS, for some reason, carries a grudge against the South
states. He jumps at every opportunity in order to stage the depravity in these regions
in al its nakedness’ [TENNESSEE WILLIAMS, Birlesik Amerika mn Guney
eyaletlerine kars1 her nedense derin bir kin besler. Bu bolgelerdeki ahlak disukltgint
bitin ciplaklig: ile sahneye koymak icin hicbir firsati kacirmaz]. The plot of the film
was also provided for the readers; some comments on the film and on reactions of the

America society were stated:

Elia Kazan’:n renksiz olarak cevirdigi bu film ilk sahnesinden seyirciyi
bulanik bir hava iginde tahrik etmektedir.[...]Dustk seviyeli, sapik
duygulu bir cevrenin beyaz perdede canland:r:imasin: gormek, gencler
icin zararl: olabilir. Piskopos Spellman bu distnce ile filmi yasak etmis
olsa gerek. Fakat Tennessee Williams ve Elia Kazan':n birleserek
meydana getirdikleri bu film, siphe yok ki, sanat bak:m:ndan biyUk bir
basar:dir. [ ...] Baby Doll bastan basa gercek bir hava icinde cevrilmistir.
Bu hava tahrik edici ise gercegin kendisinde aranmal:.

This film which was made by Elia Kazan in black and white, stimulate
the audience with a misty ambiance from the beginning. [...] To see the
low-level, deviant feelings of a society on the silver-screen may be
harmful for the youth. The Bishop Spellman may have forbidden the film
for this reason. However the film which was a collective work of
Tennessee Williams and Elia Kazan is, certainly, a notable success. |...]
Baby Doll is filmed realistically from end to end. If such a realistic view
is provocative, then the real world should be questioned.

On the other hand, while in search of the reasons for the banning of the film
by the religious quarters in America, the posters and advertisements of the film
released in America were mentioned: “On the posters of the film, there are sentences
like these: “She is a nineteen-year-old woman. Married, but still virgin. She makes

her husband keep away, etc, etc.” [Film afislerinde sdyle cimlelere rastlamyor: “On
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dokuz yasinda bir kadin. Evli, ama henliz kiz, kocasini yanina yaklastirmiyor, filan
falan”].

While the film and its impression on the American people were dealt in detail
in the article and the posters of the source film were criticized, there was not any
information on the target film and its impression in Turkey. Such a case agan
increase the possibility that the film was not at cinemas in Turkey in 1957, when both
the article and the cinema novel were published. On the other hand, similar to the
advertisement of the cinema novel mentioned above, the criticism on the film
emphasized its being loaded with erotic elements. Mentioning the views of some
religious quarters, the film was introduced as the subject of hot debates. The views
cited in the magazine in the year the cinema novel was published may have also had
influence on the thoughts of Turkish moviegoers regarding the film and its tie-ins.
Being provided with the views centering on the sexuality and deviance, the
moviegoers may said to have expected a ‘ stimulative’ work.

4.3.1.3. Peritextual Elements

Baby Dall by Ertem Egilmez Kitabevi is a pocket book consisting of 112 pages. Like
the other three trandlated cinema novels published by the same institution, it was
released under the series title “Asrin Kitaplart” [Books of the Century]. It is
mentioned as the third book of the series and was sold for 1.5.Liras at the time.

The front cover?®

of the trandated cinema novel is the same as that of the
book published by Signet Books and the film poster®*. There is an illustration of a
girl with a nightdress, sucking her thumb in a crib. The figure of the girl is placed
against a black background, which brings her to forefront. The title of the book, Baby
Dall, is placed on the top of the page in a big font but with small letters. Below it,
with smaller font but in capital letters, “Tas Bebek” [Dolly-Bird] is written. Such a

presentation seems to be parallel to the advertisement mentioned above in the

213 See Appendix 8.
214 See Appendix 7.
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epitextual elements. The names of the writer and translator are not mentioned on the

cover page.

Interestingly, on the title page™®“Tas Bebek” is emphasized as the name of
the book. It is written in bold and capital letters and placed in the middle of the page.
“Baby Doll” iswritten at the top of the page as “Baby Dool” with capital letters but in
a smaller font. Such a misspelling may result from the inattentive approach of the
publishing house. Below the titles, the book is introduced with reference to Elia
Kazan, whose name is written in capital letters: ELIA KAZAN’1n en son filminin
roman [the novel of ELIA KAZAN'’s latest film]. This is again in line with the
attitude shown in the advertisement of the book and is clearly indicative of the desire
of the publishing house to capitalize on the popularity of Elia Kazan and his films.
Unlike the source film and source book where the name of Tennessee Williams
appear in capital letters, the translated cinema novel does not mention him anywhere.
Also, the name of Roberta Hodes who is introduced as being responsible for the script
and the continuity in the screen credits of the source film is not touched on either,
though it is stated that the book is “the novel of the film”.

By introducing the trandation as “the novel of the film”, Ertem Egilmez
Kitabevi, pointing out a different translation practice, offers a new option for the
repertoire of trandated literature. From the presentation of the book and agent as
“ceviren” [trandlator]; one may at first glance assume that the source of the target
novel is not a story or novel but a film. However based on the epitextual elements
mentioned above, the analysis on the tranglator’s strategies (which will be carried in
the following pages) and the description of the characters in the trandated novel, it
can be clearly stated that the novel is not the tranglation of the film but the script for
the film written by Tennessee Williams in 1956.

On the title page, below those mentioned above, ‘A. Kahraman’ is introduced
in bold, capital letters with the attribute “ceviren” [trandlator], which clearly indicates

that the book in the reader’s hand is a trandlation. | have found no results in my

21> See Appendix 8.

189



survey on why Kemal Tahir chose a pseudonym like this. However, the purpose of
his using a pseudonym may have originated from his attempt to distinguish this
popular cinema novel from his other literary works:

By adopting a number of pseudonyms throughout his literary career, Kemal
Tahir systematically excluded some of his works from his own biography.
His popular works, i.e. romances, melodramas and thrillers, consistently
appeared under various pseudonyms, whereas his realist fiction treating
social issues such as village life and Turkish history were published under
his own name. In hisletters, he made it quite clear that he used pseudonyms
whenever he was not happy with his own production, which was always the
case with his popular fiction (Yazoglu 1993: 212-213). (Tahir-Gurgaglar,
2001:427)

Inside Baby Dall, there are not any illustrations or photographs taken from

218 there is an advertisement for another translated

film scenes. On the back cover
cinema novel to be published in the same series, Zarak Han: “The novel of the
masterpiece film created by ANITA EKBERG and VICTOR MATURE” [ANITA
EKBERG ve VICTOR MATURE'Un yarattiklart saheser filmin romam]. There is
also an illustration of these two film stars. It is similar to the poster of the original
film. The picture features afemale belly dancer and a man who are lying on the floor.
The man isillustrated to be lying behind the woman and his hand is on the hip of the
belly dancer. It seems that the picture which is placed against a red background
emphasi zes the eroticism in the work. This back cover offers valuable evidence about
the strategy of the institution while publishing the series. First of all it may be inferred
that the novels are mostly introduced as “the novel of the film” and aimed at the kind
of readership which is interested in films. Presenting the cinema novels to the
readership, the publishing house capitalizes on the well-known names in the world of
the cinema rather than the authors or script writers. While the name of the director,
Elia Kazan, isthrust to the forefront in Baby Dall, in Zarak Han the names of the film
stars, Anita Ekberg and Victor Mature, are emphasized in capital letters. Moreover, it
appears that Ertem Egilmez Kitabevi also developed a strategy for chosing the films
whose novels would be published under the series title “Asrin Kitaplar1” [Novels of

the Century]. From the peritextual elements of the cinema novels, it becomes clear

216 See Appendix 9.
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that the publishing house released the novels of the films which pushed forward the

elements related to sexuality®’.

4.3.2. Textual Analysis

Both the source script for the film which was written by Tennessee Williams before
the production of the film and the script of the source film to which Elia Kazan,
Tennessee Williams and Roberta Hodes contributed, narrate the story of mainly four
people: Baby Doll, Archie Lee Meighan, Silva Vacarro and Aunt Rose Comfort?®.
However, the script of the film directed by Elia Kazan is not parallel to the script for
the film written by Tennessee Williams. This was also mentioned in the publisher’s

note of the book by New Direction Books:

Mr. Williams wrote and dispatched to Mr. Kazan a proposed script, quite
different from the two short plays. With some changes this was filmed
the following winter mainly in the Mississippi rural area which had been
the original setting of the two short plays. [...] Many who came to read
Baby Doall, including his (Tennessee Williams') publishers, felt that
although few shooting scripts have ever been published, this one was
publishable as it stood. (Williams, 1956h:5)

On the other hand, relying on the presentation of the trandated cinema novel
as “the novel of the film” by Ertem Egilmez Kitabevi, one may at first think that
Baby Doll by Kemal Tahir is the rewriting of Elia Kazan’s film and, thus, parallel to
the film scenes. However, after reading the script for the film by Tennessee Williams
and watching the source film by Elia Kazan; | have concluded that the cinema novel

is not the rewriting of the film. The scenes which are in the script for the film by

2T At this point, as an additional point of information, the cover of the first novel published in the
series of “Asrin Kitaplarn” [Books of the Century] may also back up this inference. On the cover of
Sehvet Kiglasi (1957), whose name -from the word go- clues the reader in to the subject of the book,
illustrates a soldier from the waist down. He holds arifle in his hand and between his legs a picture of
aman and woman who are making love is seen on the background.

218 Archie Lee is an owner of a Southern cotton gin. He is married to luscious girl, Baby Doll, who is
19 and refuses to sleep with her husband until she reaches the age of 20. They stay in separate rooms.
Baby Doll sleepsin acrib and sucks her thumb. Baby Doll’ s aunt Rose Comfort stays with them in the
same house. Arhie Lee, while looking forward to Baby Doll’s twentieth birthday, grows impatient. At
the same time, he is being infuriated by a Sicilian, Silva Vacarro, who has recently coverted his
business. One night in anger, Archie Lee burns down Silva Vacarro's cotton gin. Vacarro decides to
take revenge from Archie Lee. In order to reveal Archie Le€'s crime, he attempts to seduce Baby Doall.
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Williams but absent in the film, were included in the translated cinema novel by
Kemal Tahir. The scenes which are in the film but absent in the script, were also not
included in the target novel. The ending of Tahir’ s version was in line with the script
by Williams but was totally different from the film’s ending. Moreover the
description of some characters in the target cinema novel is not compatible with the
ones in the film, which backs up the argument that the trandlator did not see the
film*®°. These findings, when supported by the others mentioned in the epitextual
elements, make it definite that the target cinema novel is not the trandation of the
film as it was claimed to be by the publishing house. But it does seem to be the
trandation of the script for the film which was written by Tennessee Williams from
his two short plays before the production of the film. Thus in this part of the thesis,
the target cinema novel and the script for the film by Williams will be analyzed

comparatively.
4.3.2.1. Trandator’s Strategies

The target cinema novel includes 112 pages while the script for the film consists of
128 pages. The trandation seems to be shorter than the source text. However, at this
point what is more important than the number of pages is the shift of the genre in the
tranglation process. While the source text is in the script format, the target text which
is assumed to be the trandation of it, isin the novel format. Such a strategy regarding
the presentation of the work in a different format may have well resulted from the
attitude of the publishing house. Because as mentioned previously, the texts which
were published by Ertem Egilmez Kitabevi and capitalized on the films were always
released asa‘novel’ rather than script.

The shift in the genre (from script to novel), in itself, foreshadows some
changes made in the target text. Below, Tahir’s strategies which affected the structure
and style of the target cinema novel will be deat with under three headings:

additions, omissions and treatment of proper names.

9 This argument will be dealt with in the textual analysis.
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4.3.2.1.1. Additions

Throughout his tranglation, Kemal Tahir seems to have made a vast quantity of
additions. My survey on these has revealed that there are mainly three types of
additions: stylistic, explanatory, idiosyncratic.

4.3.2.1.1.1. Stylistic Additions

In the source text, the stage directions are mostly written in a simple style in order to
provide stars or director with instructions while performing for the film. However
such a short and simple style may have been found so inadequate by Kemal Tahir in
presenting his work as a novel in the target culture that he exercised vast stylistic
additions. He embellished the style of Williams by inventing various details for
undetailed stage directions. Below, the excerpt taken from the beginning of the target
text presages the additions made by Tahir during the translation process:

Target text (in Tahir: 3)

Yatak sadece bir besikten ibaretti. Dokme demirden yapilms fantez
cicek desenleri ile suslti, demode blytcek bir besik. Beybi Dol besigin
icine blzilmiys yat:yordu. Alt:n saris saclar: guzel yizine dokdlms,
uyurken acilan geceligi kusursuz bacagini ve pacas biuzguli ic
camag:rim: meydanda birakmst:. Kolsuz geceliginin ortemedig kollar:
pamuk pamuktu.

Beybi Dol uyuyordu.

Uyuyordu, fakat odan:n icini sins bir :srarla dolduran bir tzkert: uykusu
arasnda kulaklar:na siniyor, onu rahats:z ediyordu. Bu ses duvar icinde
br yeri kemiren bir farenin ¢ikardig: tikirtitya benziyor, fakat daha
miphem, daha :srarl;, adeta daha tehlikeli bir mahiyet arzediyor
gibiydi.

Beybi Dol, uyku ile uyanikl:k arasinda, biraz kimldand:. Gozerini
aralad: ve masum bir bebek gibi emmekteoldugu bas parmagin
agzindan ¢ikard:. Uykusunu rahatsiz eden tikirt: hala devam ediyordu.
Beybi Dol kulak kabartt:. T:kirt:;, anormal bir vaziyet sezmis gibi
kesiliverdi. Genc kiz gozlerini kapat:r kapatmaz t:kirt: tekrar baslad: ve
Beybi Dol tekrar gozerini act:. Art:k iyiden iyiye uyannmust:. Tekrar
kulak kabartt:. Ses arkasin: donik bulundugu duvardan geliyordu.
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Target text in back-trand ation:

The bed was made like a crib, an outdated, largish crib which was made
of cast-iron, ornamented with a fancy flower design. Baby Doll was
curled up in the bed asleep. Her golden yellow hair was falling across
her beautiful face. Her nightdress, which had pulled away as she sept,
uncovered her flawless leg and gathered underwear. Her arms, which
the nightdress could not cover, were as white as cotton.

Baby Doll was sleeping.

She was dleeping, but a clatter which was filling the room with a gy
persistence, was pervading her ears during her sleep and making her
uncomfortable. The noise was like the clatter of a mouse which was
nibbling something, but it was more obscure, more persistent and more
dangerous.

Baby Dall, in a half awake-half asdeep state, moved dlightly. She half
opened her eyes and took out her thumb which she was sucking like an
innocent baby. The clatter which disturbed her sleep was still going on.
Baby Doll listened. The clatter stopped asif it sensed an abnormal state.
It started again just as the young girl closed her eyes, and Baby Dall
opened her eyes again. Now she was totally awake. She listened again
to the sound. It was coming from the wall which was behind her.

Source text (Williams, 1956a:7)

INTERIOR. DAY.

A voluptous girl, under twenty, is asleep on a bed, with the covers
thrown off. Thisis BABY DOLL MEIGHAN, ARCHIE LEE’ s virgin wife.
A sound is disturbing her deep, a steady sound, furtive as a mouse
scratching, she stirs, it stops, she settles again, it starts again. Then she
wakes, without moving, her back to that part of the wall from which the
sound comes.

As can be inferred from the expansion cited above, Tahir made use of strong
visual language in histranglation. By this, he may have been trying to help the readers
visualize the setting within which the story took place. Such an intention seems to be
in line with the representation of the novel: ‘the novel of the film'. The exhaustive
visual elements which can be found abundantly in the cinema novel may have acted
as film framesin readers’ minds. However with these additions, it also becomes clear
that the translator had not watched the film. He often invented dialogues and new
scenes which are not in line with those of the script by Williams or of the film. For
example; athough the character Silva Vacarro -which is enacted by Eli Wallach-

appears as having a short, thin moustache and straight hair in the film, he is described
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as atall man with along, thin moustache and wavy hair in the target cinemanovel (in
Tahir: 25). Here is another one of the examples Tahir added to the target cinema

novel which is lacking in the script written by Williams and is different from the film
scene:

Target text (in Tahir: 17)

Beybi Dol’un araladig: kapidan, doktor yerine hemsire c¢ikti. Svri
burnunun Gzerine acaip bir sekilde oturan kal:n cerceveli gozUklerini
duzelterek, Beybi Dol’'un arkasnda, odar:n orta yerinde, kabahat
yapms bir ilk mektep talebesi gibi duran Arci Li’ ye bakt:.

Target text in back-trandlation:

From Baby Doll’s dlightly opened door, a nurse, rather than a doctor,
appeared. Adjusting her thick-framed glasses which weirdly fit on her
long nose, she looked at Archie Lee, who was standing behind Baby Dall

in the middle of the room, looking like a primary school student who had
been caught misbehaving.

Source text (Williams, 1956a: 19)

RECEPTIONIST
(Appearing)

While embellishing the style, Tahir also exaggerated the sensational aspects
given in the stage directions and delved into the emotions of the characters. Below, as
he was changing the script by Williams through additions, he incorporated his own
comments regarding the situation. More than that, at the end of the expansion Tahir,

asif shriving, explained why he wrote so many things.

Target text (in Tahir: 52)

Uzun otlar:n arassnda yan yana yurimeye basladidlar. Beybi Dol
Vakarro'nun sodylediklerinden pek bir sey anlamwyordu. Fakat bu
anlayamadig: sbzler bile ruhunda akisler yapiyor, o gune kadar
mevcudiyetinden  bihaber  oldugu  derin  kdselerin  suurunu
alevlendiriyordu. Dogru, gen¢g adamn sozleri Beybi Dol’un benliginde
yeni ufuklara kapilar acamamust:. Geng kadinin idraki mikalemeyi o
hedefe eristirecek kadar anlayis gosteremezdi. Fakat manalar:nin
derinligine uzanamadig: bu sozZler onda yeni ufuklara ac:labilen
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kapilar:n mevcudiyeti suurunu uyandirmust:. Fakat bu hiss bile daha
ziyade golgeli, miphem bir suurdan ibaretti.

Vakarro' nun hissiyat: bambagkayd:.Butin simar:k hareketleri, cehaleti
ve dar muhakemesiyle veya bunlara ragmen, yanindaki gen¢ kad:n tam
manasiyla ve bitin varligiyla muhtesem bir disi numunesiydi. Shhatli,
dolgun, koparma cag:na gelmis olgun ve lezzetli bir yemis. O sdzerini
gen¢c kadim:n anlamas icin sarfetmiyor, kendi erkeklik gururunun
miphem bir noktasin:n tatmini icin sdyliyordu. Boylece aralar:nda her
ikisinin izahtan aciz kald:g: kars:l:kl: bir cazibe teessis etmig, karanlik
ruhlarn: yiz ylze getirmisti. Bu acayip cazibeye genc ve guzel bir
kadin:n, geng ve shhatli ve bekar bir erkegi kendine ¢cekmes seklinde
izah etmek, bu cazibenin binyesinde yer eden bitin bir mizdevig
psikolojik unsurlar silsilesini hice saymak olurdu.

Target text in back-trandlation:

They started to walk together through the tall grasses. Baby Doll did not
throughly understand what Vacarro said. But even these words which
she could not understand wer e setting off a reaction inside her; they were
starting a fire in the corners of her mind of which she had been unware
existed until then. True, the words of the young man could not stimulate
Baby Doll’s personality. The understanding of the young girl was not
good enough to pick up on his words and their meaning. However, these
words which she could not understand aroused a feeling that there were
doors which could open to new horizons. But even such a feeling was
composed of a shady, indefinite consciousness.

Vacarro's feelings were quite different. Because of -or despite- her
spoiled behaviours, ignorance and lack of capacity, the young woman
next to him was, in the strict sense, a glamorous type of woman. She was
healthy, plump, and a delicious, mature fruit which could be plucked. He
was talking to her for the purpose of satisfying his virility, not for making
her understand him. Thus there occured a mutual affection which they
both could not explain, and this confronted their dark sides. Explaining
such a weird affection between them as the impression of a beautiful,
young woman on a young, healthy, single man, would be disregarding
the chain of psychological elements determinant in such an affection.

Source text (Williams, 1956a:54)

They are walking together. There is the beginning of some weird
under standing between them.
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Tahir also glamourized his work with metaphors and used inverted sentences,
which reinforced the air of the work as a ‘novel’. Here are some examples for

tranglator’ sfigurative style:

Target text (in Tahir: 52,53)

Evin yan taraf:na varinca, bahgenin ortasnda metruk fakat adeta
sairane bir heybetle oturmus, tekerleksiz Pierce 1 Arrow marka kadim
bir limuzinin 6niinde durdular. Baz fakir koylerde raslanan ve gunesin
alt:nda oturarak randevusuna gec kalmus 6limi senelere dag:lan bir
sabirla bekleyen kadim ihtiyarlar gibi bu eski araba iskeletinin de, sanki
gene senelerin korletemedigi bir sabirla, mutlak tahribini, tamamyle
ufalan:p, toza topraga karzgmasin: bekler bir hali vard:.

Target text in back-trandlation:

When they came up to the house, they stopped in front of a very old,
wheelless Pierce-1-Arrow limousine which sat, statuesquesly and
poetically, alone. Like very old people, residing in some old villages,
sitting in the full glare of the sun and waiting with patience spread
through years for a missed appointment; this car frame, too, seemed to
be waiting, again with much patience, unblinded by the years, for its
absolute ravage, which is tantamount to crumbling, turning to dust, and
vanishing into thin air.

Source text (Williams, 1956a: 54)
They have stopped strolling by a poetic wheelless chassis of an old
Pierce-Arrrow limousine in the side yard..

Another example:

Target text (in Tahir: 90)
Beybi Dol, hemen kalkmad: yerinden, hemen dismedi Vacarro nun

pesine. Yuvadan digmis yaral: ve yalniz bir kus gibi biraz salland:
yerinde.

Target text in back-tranglation:

Baby Doll didn’t so readily stand up and chase after Vacarro. She only
wobbled a little like a lonely and wounded bird which fell from the nest.
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Source text (Williams, 1956a: 97)

BABY DOLL isleft alone, bewildered, sitting alone on the big staircase.

With these last two expansions where literary and metaphoric language was
used, it becomes more evident that the translator rewrote the script for the film and
appeared as a novelist in the target culture. Such an attitude also seems to be in line
with Aziz Nesin’s comment on Tahir’s identity as a trandator: “I think those novels
which he wrote under the name (Bedri Eser) and other pseudonyms were sketches
and research for the novels he wrote as Kemal Tahir. Even those Mayk Hammer
action novels which he adapted under the guise of trandation bear traces of today’s
Kema Tahir” [“Bence (Bedri Eser) ve baska takma adlarla yazdigi o zamanki
romanlari, Kemal Tahir adiyla yazdigi romanlarimn misveddeleri, arastirmalariydi.
Hatta, ceviri imis gibi uyarladigi Mayk Hammer adli vur kir romanlarinda bile,
bugiinkii Kemal Tahir izleri vardir.”] (in Tahir-Giircaglar, 2001:466)%%°.

Besides expansions at the sentence or paragraph level, Tahir also added some
words and idioms in his dialogues in order to reflect the colloquial language used by
Tennessee Williams. He made the characters utter expressions like: “havam alirsin”
[you whistle for it] (p.9), “kutuk gibi sagir” [deaf as a post] (p.10), “havyar kesiyor”
[he lets the grass grow under his feet] (p.12), “bosu bosuna safra tastyamayi1z ki” [we
can't flog a dead horse] (p.15), “girla gidecek” [it will be sold abundantly] (p. 24),
“pismis kelle’ [cheshire cat] (p. 39), and “araklamak” [to pilfer] (p.99).

4.3.2.1.1.2. Explanatory Additions
In his trandation, Kemal Tahir added sentences or paragraphs -sometimes paragraphs

of a full page- with intent to fill the gaps of information and make the plot

understandable for the readers. Let us consider the following example:

20 The trand ation belongs to Sehnaz Tahir-Giircaglar.
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Target text (in Tahir: 5,6)

-Niye sivisacak mugim. Biraz hava almak icin pencerenin oniine kadar
gidiyorum.

Ama Beybi Dol ipin ucunu o kadar kolay birakacaga benzemiyordu.
Daha hizni alamanmst:.Mantiksz babasin:n |dzumundan fazla saf ve
agik bir pamuk iscisi olan Arci Li ile yaptig: komik anlagmay:, Tanr:
buyrugu gibi telakki ediyor, simarik bir srarla “anlagma” diye
dayatiyordu. Anlasma mucibince Beybi Dol ile Arci Li evienmiglerdi.
Fakat, Beybi Dol “ evienmege hazr” oluncaya kadar bu nikah:n sadece
bir muamele olarak kalmas icap ediyor ve Arc¢i Li karisn:n yanina
varamyordu. “ Evienmeye hazrr” olacag: gini de Beybi Dol kendisi
yirm yasina basacag: gun olarak tespit etmisti. Halbuki kad:nlar:n
erken yasta olgunluga erdigi bu cenup eyaletinin tipik bakirelerinden
olan gen¢ kiz, dolgun gogsi, dolgun kalgalar:, ve isvebaz tavirlaryla
kadinl:k cagina coktan varmustz. Arci Li ise, zaten agkin sehevi
arzularn:n pengesine kendini kaptirmg, yanzna bir tarlt yaklagamad:g:
genc ve guzel karisnin simar:ik suhluklarzyla busbitin cileden ¢ikmust:.
Cileden ¢ikmust: ama, ne arzular:ndan kurtulabiliyor, ne de esiri oldugu
bu arzular: tatmin etmek icin bir yol bulabiliyordu.

Beybi Dol devam etti:

-Eger [deal Taksit Mobilya sirketi parasim: 6deyemedin diye gelir de,
bey takim mobilyamizz al:p gotlrirse anlasmanmiz tamamen bozulur,
suya duser. Anlad:n me?

Target text in back-trandation:

- I’'mnot leaving. I'mjust going to the window to get some fresh air.

But Baby Doll did not seemto let it go that easily. She was regarding the
ridiculous agreement between his unwise father and Archie Lee, the
bloody fool lover and cottonworker, as a command of God; she was
definitely imposing it as an “ agreement” . According to the agreement,
Baby Doll and Archie Lee had gotten married. However, until Baby Dall
was “ready for marriage’, this marriage contract should remain on
paper, and Archie Lee couldn’t consummate the marriage with his wife.
Baby Doll determined that the day when she was going to be “ ready for
the marriage” would be her twentieth birthday. However, the young
girl, who was among the typical virgins of this southern state where the
women maturated in their early ages, had already reached her
femininity with her plump breasts, plump backside, and sassy attitude.
As for Archie Lee, he was already wrapped up in the clutches of his
lustful desires and felt he had gotten cheated by the sassy seductions of
his young and beautiful wife to whom he could not come close. Although
he felt cheated, he could neither get rid of the desires nor find a way to
satisfy them.

Baby Doll continued:
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- If Ideal Pay Furniture Company comes here and takes back our five
sets of furniture because you couldn’t pay for them, our agreement will
be completely broken. Got it?

Source text (Williams, 1956a: 9,10)

ARCHIE: Just going to the window to get a breath of air....

BABY DOLL: Now I’'m telling you that if the Ideal Pay As You Go Plan
Furniture Company takes those five complete sets of furniture out of this
house then the under standing between us will be canceled. Completely!

Kemal Tahir's expanded version continued with more details on Archie Lee
and Silva Vacarro, which | have not included here. As apparent above, while in the
script by Williams, the cause of the marriage on paper —agreement” (Williams,
1956a)- is not given and the mental state of the characters is left to script readers as
the dialogues flow; Tahir, between the dialogues, felt the need of eliciting the
background of the “agreement” with the comments he made on the characters. Such
an attempt, leaving little to the reader’s consideration, may have ensured an easily
readable novel.

4.3.2.1.1.3. Idiosyncratic Additions

Besides the stylistic and explanatory additions mentioned above, there are also others
which neither served Tahir’s own stylistic purposes nor aimed at explaining the points
which were out of focus. The idiosyncratic additions seem to be related to either
Kemal Tahir's own perception of the source work or to Ertem Egilmez Kitabevi’'s
publishing strategies. These self-imposed norms observed by the translator become
more apparent throughout his expansions on the character descriptions.

Archie Lee whose hopelessness is not emphasized much in the source text was
often highlighted by the translator in the target cinema novel. In the page which is not
in the source text but added to the target text in order to summarize the story of the
film beforehand and make the readers understand the subject easily; Archie Lee pitied

asa‘“poor man” [Adamcagiz] (in Tahir: 21),was described asfollows:
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Target text (in Tahir: 6,7)

Derdi bir degildi ki. Beybi Dol ve bu sbzde nikah bagl: bas:na bir dert.
Onu eriten, devaml: bir sekilde suurunu, mant:gin: kemiren bir dert.
Ama dahas vard:: Arci Li'nin ufak kendi ¢capinda bir ¢irgir atolyes
vardi. Burada, civar ciftcilerin pamugunu, Ucreti mukabilinde,
cigidinden ayirir, gecginip giderdi. [..] Gelgeldim, isguzar ftalyann
biri sanki yeryluzinde baska yer kalmamus gibi, kalkmus hemen
yakininda, adeta burnunun dibindebir ¢irgir atolyesi kurmustu. |[.. ]
Gayet tabii Arci Li'nin misterilerinin ¢cogu ondan yiz cevirmis, pis
Italyarin atolyesine ragbet gostermese baslamuslard:. Ewela Argi Li
bunu hazmedemiyordu. Ayr:ca isinin azalmas: dolay:styla, mali vazyeti
bozulmus, planlar: altiist olmustu. /deal Taksit Mobilya Sirketi ile
yaptig: is de bu planlar meyanindayd:. Taksitleri 6demedigi icin sirket
birkac kere ihtar etmig, taksitlerini 6demedigi takdirde mobilyalar: geri
alacaklar: tehdidi ile zavall: adam blsbiutin miskdl duruma
sokmuglard:.

Target text in back-trandlation:

His life was filled with troubles. Baby Doll and this pseudo marriage
was, in itself, a trouble... one which blew his fuse, and nibbled at his
mind and his logic. But that wasn't all. Archie Lee had a small cotton
gin. There, he got the cotton from the farmers and separated their seeds
for a fee; he was just muddling along. [...] However, a smart aleck
Italian, as if there was no other place, established a cotton gin next to
Archie Lee, right under hisvery nose. [...] To make matters worse, most
of Archie Lee's customers left him and rushed to this sordid Italian. Of
course, Archie Lee could not tolerate such a situation. Moreover,
because of the decrease in his work, his financial condition grew worse
and all his plans collapsed. His bargain with Ideal Pay Furniture
Company was among these plans. Because he could not pay the
installments, the company warned him several times and put the
miserable man in an awkward position, telling him that they would take
the furniture back if he could not make the payments.

It is apparent from the citation above that Tahir showed a sympathy to the
man who was having troubles inside and outside the house. The trandator’s
sympathy for the man and his centering on the character’ s desperation seem to bein
accord with the attitude in his own works:

In the early years when he started to write novel, Kemal Tahir grounded
his works on the tragedy of individual. The person, who may be defined
as ‘trapped’ and thus in a tragedy because of exterior conditions or
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his’her characteristic features, is his main subject. Kemal Tahir’s people
in tragedy are the ones torn between the social conditions and their egos
- which mainly take shape with these conditions. For example, in the
novels Kérduman and Sagirdere, Mustafa from Yamdren may set a
typical example for his early novels which are based on the tragedy of
individual.

Kemal Tahir, roman yazmaya basladig: ilk y:illarda ferdin dramn:
anlatmay: esas almustir. Gerek dis sartlar, gerekse kendi ferdi 6zellikleri
tarafindan ‘Koseye skistirilmig insan’ olarak tan:mlanabilecek drama
digsmis insan onun esas konusudur. Kemal Tahir’in drama disms
insanlar: toplumsal sartlar ile bu sartlar:n blylk etkisiyle sekillenen
kendi benlikleri arasinda kalan insanlardir. Mesela, Kérduman ve
Sagirdere romanlarindaki  Yamérenli Mustafa, yazar:n ilk dénemde
ferdin dramn: esas alan romanlar:na tipik ornektir. (Coskun, 2006:107)

On the other hand, Kemal Tahir's Baby Doll was also rather different from
William's. As can be aso inferred from the parts cited above, she was depicted as
more sexy and attractive in Tahir’'s descriptions. In the parts where her relationships
both with Archie Lee and with Vacarro were mentioned, erotic elements were
included in the trandation. Many adjectives were added in order to introduce the
young girl as an irresistable woman. Let us consider the sentences which are lacking

in the source script but were added to the cinema novel by the trandlator:

Target text (in Tahir: 84)

Elbisesini giymeye firsat bulamadig: icin hala kombinazonlayd:.
Hareketten yanaklar: al al olmuys, altin saclar: dagilmst:. Kosarken
dolgun go6guderi diri diri sallawyor, bazen ani bir isyanla
kombinezonundan dwsar: firlzyordu.

Target text in back-trand ation:

Snce she could not find an opportunity to put on her dress, she was still
in her underwear. Because of moving quickly, her cheeks were ruddy
and her golden yellow hair was blowing. While running, her plump
breasts shook, and sometimes with a sudden revolt, they moved out of
her underwear.

The strategy of the translator in depicting the girl as more attractive and sexy
appears to be in line with the strategy of the publishing house in releasing the cinema
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novels published within the same series and with the epitextual elements of the novel
mentioned above in detail. In the advertisement of the novel, both the film and the
novel of the film were presented as erotic works. Also, the books published in the
series stood out becaused of their sexual elements in their paratexts. Thus the
trandator complying with the general concept of the series and being in full
accordance with the advertisement; highlighted the eroticism which was not that
much in the source text. On the other hand such a strategy and the woman figure
depicted with Baby Doall in the cinema novel were not unfamiliar to Kemal Tahir.
Because in Tahir's own novels, women mostly appear as sexual objects and are
dissolute (Coskun, 2006:128).

The last character which will be dealt with in terms of addition is Silva
Vacarro. In the source text, Vacarro, being an Italian business man, seems to
highlight two points which are generaly found in William's plays®: the
discrimination of the local people against foreigners and capital-labour relationship.
However, in trandation it appears that while the elements which are related to the
attitudes of people toward foreigners were reflected as it is, the trandator made
additions regarding the relationship between the peasant workers and Vacarro. On the
page where the translator shifted source dialogues and added three long paragraphs
for describing Vacarro which are lacking in the source script, it becomes more clear:

Target text (in Tahir: 25,26)

Pazarl:ik elbisesini giymis kasaba halk:, temiz gomleklerinin icinde
rahatszl:k alametleri gosteren fakir isciler ve en renkli en satafatl:
basmalar:m: kugsanmis genc ve yasl: kadinlar arasnda, bitin bu
muvaffakiyetli islerin basar:cisi ve bu geceki senligin siklet merkezi geng
bir adam, canl: siyah gozeriyle her tarafi herkesi kontrol ediyor [...]
Hali tavr: oldukca kistah, kendinden emindi. [..] Slva Vacarro bir
middet ewel kasabaya gelmis, kistah ve mitesebbis hareketleriyle bu
cenup kasabas: halkinin bir ¢ok ferdinin antipatisini kazanmustz. |...]
Eserinden ve kendinden memnundu fakat i¢i rahat degildi. Cunku
magrur ve kiistah Vacarro kendi hedefine erisirken bircok kimseyi ezmis,

221 The information is obtained from Ezici, T. (http://dergiler.ankara.edu.tr/dergiler/13/190/1464.pdf):
Haley, D.E. (http://www.etsu.edu/haleyd/xchl.html); Uzun, S. (2006).
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bilhassa kiicik ¢ir¢ircilarin ticari hayat:na, altindan kalkamayacag: bir
darbe indirmisti.

Target text in back-trand ation:

A young man who had prospered succesfully in his work was now the
focus of the festival tonight, among townspeople who had worn their
respectable clothes, poor workers who were uncomfortable in their
clean shirts, and young and old women who had worn their most
colorful and showy dresses. This young, successful man was checking
out every place and every person with his gleamy black eyes [..] His
manner was rather insolent and he was self-assured. [...] When Slva
Vacarro came to the village not long before, he —with his insolent and
enterprising behaviours- got the repugnance of the people living in this
southern village. [...] He was content with himself and his work, but at
the same time he wasn't satisfied. Even though Vacarro seemed to
achieve his goal, he was fastuous and insolent and seriously hurt many
people. In particular, he delivered a big blow to the business lives of the
small gins.

From the example above, one may infer that Tahir did not exhibit the
sympathy —which he did for Archie Lee- for Vacarro. When looking at the adjectives
added to the sentences for describing peasants and Vaccaro, it becomes apparent that
Tahir emphasized the differences between the world of a business owner and the
world of peasants. He particularly pointed out the oppression felt by the peasants. At
this point it should be noted that the trandator’s treatment of the character Vacarro
may have resulted from his own ideological stance, which was also influentia in his
indigenous writings: “Kemal Tahir’s indigenous writing was largely influenced by his
political ideas which he developed into a unique and paradoxical type of redlist,
nationalist Marxism throughout his career” (Tahir-Gurgaglar, 2001:466).

4.3.2.1.2. Omissions
Compared with the extensive number of additions, omissions applied by the translator
in his work seem to be much fewer in number. However, they still need to be

mentioned under different titles: omission of religious items, omission of foreign
names and omission of dialogues.

204



4.3.2.1.2.1. Omission of Religious and Supernatural ltems

In Tennessee Williams' plays, along with sexuality, religion and religious items play
an important role in dealing with the destructive impact of society on the sensitive
non-conformist individual®?. At this point, Tirel Ekici®® argues that religion is one
of the defense mechanisms Williams' protagonists use in order to escape from the
“corrupted world”. In Baby Doll too, along with the sexuality, religion and religious
items are of importance. In the main character, Williams combines sex and religion.
However, in Tahir’'s version, it appears that while the sexual elements are expanded
with vast additions, the religious items were passed over. He applied vast omissions
at the level of words, sentences and paragraphs —even up to a page. For instance, the
sentences which includes “Bible’ (Williams, 1956a:47), “Ten Commandments’
(ibid:56), and ghost (ibid:92) were omitted from Tahir’'s version. A Christian hymn
“Rock of Ages’ which is repeatedly used in the source script either turned into
“sark1” [song] (in Tahir: 47) in trandation or was totally ignored. On the other hand,
the part where Vacarro tells of supernatural events regarding the fire set by Archie
Lee with intent to frighten god-fearing Baby Doll, covered a paragraph which did not
emphasize the unearthly elements. Below are two short excerpts from the deleted

part which in fact reaches up to a page.

Source text (Williams, 1956a: 73)

SLVA: | see it as more than it seems to be on the surface. | saw it last
night as an explosion of those evil spirits that haunt the human heart — |
fought it! | ran into it, beating it, stamping it, shouting the curse of God
atit!'[..]

Source text (Williams, 1956a: 74)
SLVA: [..] | believein ghosts, in haunted places, places haunted by the

people that occupy them with hearts overrun by demons of hate and
destruction. | believe this place, this house is haunted [ .. ]

“2See Haley, D.E. (1999) (http://www.etsu.edu/haleyd/xchl.html)
22 See Ezici, T. (http://dergiler.ankara.edu.tr/dergiler/13/190/1464.pdf);
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However in the source script by Williams, it appears that these unearthly
statements by Silva Vacarro are of importance because they are the mainspring of
pious Baby Doll’s drawing closer to him and the affection between the two. Even as
Baby Doall is frightened by what Vacarro tells, she resorts to him. But in the
trandation, Tahir not only deleted these parts but also intervened in the situation with
a short paragraph he added. He commented on the feelings of Baby Doll and attached
her fear of supernatural el ements to her womanhood: “ These last words were raising a
new doubt on the reason why she was innerly anxious about going in. But she, even
herself, didn’t completely analyze the suspicion yet. Maybe, it was based on woman
instinct” [Bu son sozleri icin igine girmege neden korktugu hakkinda yeni bir suphe
uyandirtyordu. Ama kendisi bile daha heniiz bu sUpheyi tamamuyle tahlil etmemisti.
Belki sadece kadin insiyakina dayaniyordu] (in Tahir: 69).

In my view, Kemal Tahir's strategy of omitting religious or unearthly
elements in his version may have sprung from two concerns. Firstly, he may have
thought these elements were unnecessary or unsuitable for Turkish readers. Secondly,
his personal view on religion may have shaped these deletions. At this juncture,

Coskun’s arguments may back up this assumption:

Kemal Tahir assumes religion as a structure belonging to the physical
rather than a metaphysical world. Religion which is accepted as a social
reality is not influential on the author’s life. [..]In a letter written to
Fatma /rfan; expressing that “today we see that religion is more
inessential, more worthless than a glass of water”, he states that
religion, with the changing time, losted effect it had on societies in old
ages. Such a viewpoint he had regarding religion would be seen in his
novels.

Kemal Tahir dini, metafizik alemden ziyade fizk aleme ait bir yapm
olarak gormektedir. Toplumsal bir realite olarak kabul edilen din,
yazar:n hayat:nda etkili degildir.[..]Fatma /rfan’a yazdig: mektupta,
‘Buglin dinin bir bardak sudan daha onemsiz, daha kiymetsiz kald:gin:
goriyoruz.’diyerek degisen cagla beraber dinin de eski donemlerde
toplumlar tzerinde sahip oldugu etkisini kaybettigini belirtir. Dinle ilgili
bu bakis ac¢is, yazarin romanlar:nda da da gorulecektir. (Coskun,
2006:338,339)
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Considering these thoughts mentioned above, it may be stated that Tahir, just
as he did with his additions, manipulated the source text with the omissions he carried
regarding religious elements. By highlighting only sexual elements and eliminating
the religious ones, he made changes in the main theme of the source script where
Williams used spiritual items with a view to reflect his characters' being torn between

religion and a * corrupted world'.

4.3.2.1.2.2. Omission of Dialogues

Except for the omission of sentences or paragraphs related to the religious elements,
some utterances of the supporting characters were either attributed to main characters
or totally eliminated by Tahir. At this point it seems that he left out elements that
were not central to the progression of the main plot. For instance, the scene regarding
Aunt Rose is deleted in the trandation: “IN HOSPITAL ROOM. AUNT ROSE
COMFORT is ditting by a friend who is in her death coma. AUNT ROSE eating
chocolate cherries’ (Williams, 1956a:98). In another example, the scene where Rock
and Archie Lee talk to each other, Tahir omitted the character Rock and attributed his

utterances to one of the main characters, Silva Vacarro:

Target text (in Tahir: 42)

Arci Li, gozZler parlayarak:

-Durun! dedi. Tek kelime sdylemeyin. Birakin kesfedeyim. Kuguk
parmag:mn soylediklerine bakilirsa pamugunu bana isletmek icin
getirdin. Vakarro sen ¢ok sandl: bir adamsin.

Vakarro soguk bir tavirla:

-Neden 6yle? diye sordu.

Target text in back-trandlation:

With bright eyes, Archie Lee said:

-Sop! Don’'t say a word. Let me see if | can figure it out. According to
the rumors of my little finger you brought your cotton here to get it
processed. Vacarro, you are really a lucky man.

With lots of self-confidence, Vacarro asked :

-Why is that?
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Source text (Williams, 1956a: 44)

ARCHIE: Don’'t say a word. A little bird already told me that you'd be
bringing those twenty-seven wagons full of cotton straight to my door,
and | want you to know that you're a very lucky fellow.

ROCK: (Dryly) How come?

In the above example it seems that Tahir, deleting Rock and making Archie
Lee and Silva Vacarro talk to each other, aimed to revolve the story around main
characters. Conversely, by omitting the words “twenty-seven wagons full of cotton”,
Tahir ignored Williams's emphasis on the source of the script for the film. The
trandlation of the idiom “little birds told me” as “kuglk parmagimin soylediklerine
bakilirsa’ [According to the rumors of my little finger] may aso attest to the
negligence of the translator and publishing house in editing.

4.3.2.1.2.3. Omission of Foreign Cultural Elements

Tahir also opted for omissions at the level of words regarding the foreign and cultural
elements. For example, the brands such as “Sears and Roebuck” (Williams,
1956a:40), dish names such as “Eggs Birmingham” (Williams, 1956a:115,117),
names of songs such as “Sweet and Lovely” (Williams, 1956a:118) were all
eliminated in the trandation and replaced with umbrella terms such as “marka’
[brand] (p.38), “yemek” [dish] (p. 104) or “sarki” [song] . At this point, Tahir may
have thought that those elements were irrelevant to Turkish readers. | take such an

attitude as a clear indication of Tahir’ sintention of writing easily readable material.

4.3.2.1.3. Treatment of Proper Names

My survey on the treatment of proper names has revealed that Tahir mostly opted for
the phonetic transcriptions of the names. Archie Lee Meighan became “Argi Li
Migan”, Vacarro was transcribed as “Vakarro”, Aunt Rose as “Roz haa’, Mac as
“Mak”, Doctor John as “Doktor Con”, Franklin Delano Roosevelt as “Frank Delano
Ruzvelt”. Such a strategy may have carried with a view to providing the readers with
an easily readable novel which would dlip by like a film without causing distractions.
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However one may not speak of atotal consistency regarding proper namesin Tahir’'s
version when titles of courtesy came into play. While the names remained as they
were spelled in Turkish, the titles of courtesy preceding them were dealt with
diversely: Mrs. Meighan emerged as “Misis Migan”, Mister Vacarro as “Mister
Vakarro” or “Mr. Vakarro”, Miss Rose Comfort as “Mis Roz Komfort”. Such an
inconsistent attitude is not suprising for the time since the publishers or translators
active in the popular literature did not pay enough attention to the works they
produced (Tahir-Gurcaglar, 2001:241).

The main character, Baby Doll, which also names the book emerges with its
phonetic transcription as “Beybi Dol” throughout the novel, though on the cover page
it was written with its original spelling as “Baby Doll”. However such inconsistency
regarding Baby Doll may have not been the result of inattention. The publishing
house or translator may have purposely left the title with its origina spelling
considering the forthcoming film and the epitextual elements published in Turkey

which mostly referred to the name “Baby Doll”.?*

On the other side, the typographica errors such as “Vaakrro” for Vacarro,
“Baby Dool” or “Beyli Dol” for Baby Doll may well be indicative of the publisher’s
releasing the book in haste with negligence.

4.3.3. The Status of Baby Doll asa Cinema Novel

At first glance, Kemal Tahir's Baby Doll appears to have a complicated pedigree
since, in hand, we have two source plays (27 Wagons of Full of Cotton and The Long
Say Cut Short/or/The Unsatisfactory Supper) from which the script for the film was
written, a source film whose script was different from the predetermined script and a
target cinema ‘novel’ which was not published in a script form but claimed to be the
‘novel’ of the film. However when we handle the relationship between all these from

the viewpoint suggested in 2.2.3.1, it becomes easier to construe the case.

24 Some of these epitextua elements were mentioned in 4.3.1.2.
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According to the proposed classification mentioned in the thesis, let us begin
by designating the source of the film in the source culture. Is the film based on a
source novel, play or any other literary text or not? According to the anaysis
mentioned above, it certainly appears that the film (the script of the source film) in
the source culture is based on three texts: two plays and a script for the film written
by Tennessee Williams. Then, it becomes clear that the target novel will be among
the classifications mentioned in my first group. Let us go on with determining the
source of the target novel. Did Tahir's Baby Doll take its source from the source
plays or script for the film written by Tennessee Williams or from the source film
whose script was written by Tennessee Williams together with Roberta Hodes? Based
on the paratextual and textual analysis presented above, it becomes clear that, though
the target novel was presented as the “novel of the film”, it was trandated from the
script for the film written by Williams before the production of the film. Then the

relationship between the texts appear below:

intralingual-
SOURCE intermedial | oy yrcE TARGET TARGET
NOVEL/PLAY tr FILM NOVEL FILM
—> — —>
Tw’o/pl ays Script for Baby Dall Baby Dall
the film by Elia Kazan (K. Tahir)
(by T. Williams) T.Williams &

R. Hodes

interlingual trandlation

Such a relationship between these texts may well be categorized under

group® 1AL From the descriptive analysis on the case, it has become apparent that

the publishing house, by introducing the target novel as “the novel of Elia Kazan's

25 At this point it is necessary to mention that the change in the order of target novel and target film
may not prevent one from analyzing the case under this group since | have aready stated that “the
sequence of the works may change or some missing loops may be well observed” (seep. 77).
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latest film”, wanted to capitalize on the source film. Moreover the institution’s
skipping over Tennessee Williams name, its presenting the trandator’'s name in
bold capital letters the same size as that of the film director, and the liberties Kemal
Tahir took in his trandation have shown us that a cinema novel was created in the
target culture. Indeed, the trandlator acted as a novelist and rewote the source script
for the film in anovel format for Turkish readers. He opted for many manipulations
in his version. By applying a vast number of additions, omitting the foreign
elements in it and making use of strong, visual and colloquial language; Tahir
assured Turkish readers that they would enjoy an easily-readable cinema ‘novel’.
However, he not only changed the structure of the source text but he also intervened
in the thematic features of Williams' text by omitting the religious and supernatural
elements, placing significant emphasis on sexual elements and remodeling the main

characters.
4.4. CONCLUSIONS

The two case studies dealt with in this chapter have proved that the repertoire of
trandated popular literature in the chosen period was influenced by the options
(films) possessed by another repertoire (cinema) in the culture. It has appeared that,
being well aware of the popularity of the foreign films among the people at the time,

the publishers wanted to capitalize on the ready-made audience.

Considering the degrees of canonicity®®; it may be suggested that these
trandlated cinema novels published by two different private publishers, fell in the
category of non-canonical novels or bestsellers. They offered different forms of
trandation practices which were/are different from what was/is understood as
“tranglation proper”. They introduced new options, diverse tranglation practices, into
the trandated literature. In both cases the target production was a novel though the

6 Tahir Giirgaglar argues that there were degrees of canonicity. She suggests that apart from the
canonical works and non-canonical works, there are “semi-canonical” novels which “can be
positioned on a middle ground between canonical literature and non-canonical short narratives with
uncomplicated plots that have been referred to as ‘people’s books' ” (2001:240). She defines “ semi-
canonical” works as “consisting of some bestsellers that were popular among the readership, athough
they were not regarded highly by the literary ‘institution’ ” (ibid).
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source was either a movie or a script in the source culture. Thus, there became two
different transfer operations during the translation process: from movie/script to novel
and from source language to target language. The trandators played an active role in
these processes. They really did act like the authors of the novels in the way that they
created another text in another format in Turkish. They took many liberties in making
sure that their works were read as a ‘cinema novel’ by Turkish readers. Opting for a
vast number of manipulations —such as additions and omissions, the translators
reorganized and restructured their sources and contributed to the development of a
new genre —cinema novel- in the target literary repertoire. The authoritative role of
tranglators was aso exemplified through the case studies carried by Tahir-Gurgaglar
(2001) and Isiklar-Kogak (2007), who studied the time period involving the years of
the case studies in this thesis. Tahir-Gurcaglar states that the writer-trandlators active
in the translated popular literature were not attentive to “the unitary structure of their
source texts and that they freely manipulated the integrity and fullness of these texts’
(Tahir-Gurgaglar, 2001:471). She further argues that these strategies adopted by the
tranglators did not conform to the norms introduced by the “central planning” carried
by the Trandation Bureau and she brings to light a “periphera planning” carried by a
significant number of private publishing houses and translators between 1923 and
1960. On the other hand, Isiklar-Kogak’s findings, in her study of translated popular
texts on women's sexuality between 1931 and 1959, support those of Tahir-
Gurcaglar. She, too, reveals that “private publishing companies and the transators
had their own poetological motivations and constraints in the case of non-literary text
production on women's sexuality” (Isiklar-Kogak, 2007:235). In this sense, my
findings in these case studies complement and strengthen those of Tahir-Glrgaglar
(2001) and Isiklar-Kocak (2007).

As for the function of these translated cinema novels in the repertoire, it may
be stated that, with their strong visual language and easily readable format, they may
have given the people reading pleasure, facilitated the reading process and become
useful in directing people towards reading. At this juncture, the influence of the films
released in the country and the life images provided with their wonderful scenes and
famous artists may have played a key role in the pleasure readers may have had
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during the reading process. Below a famous American novelizer, Ed Naha, while
expressing her views on novelizations and their functions, underlines their roles in

shaping the acquisition of reading habits.

Paperbacks are usually the first books a young reader buys. We owe it to
them to do the best, most thought-provoking work we can; not only to
satisfy their interest in the movie we are tranglating, but to inspire them
to look towards larger, more bountiful fields of literature, be it science
fiction, fantasy, contemporary Americana or the classics. We are the
Pied Pipers, here. It's up to us to weave a tune that will lead them into
bigger and better things. (in Larson, 1995:45)
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CONCLUSION

The aim of the present study was to disclose and problematize the relationship
between the repertoires of cinema and translated popular literature. In order to
achieve thisaim, | began by exploring the previous studies completed on the subject
in the world and particularly in Turkey. In Chapter 1, this was carried out on three
levels. On the first level, the works on cinema and translation which have been
carried out within the scope of translation studies were analyzed. It became evident
that these studies regarding cinema or films were mainly centered on subtitling and
dubbing in the world. Asfor Turkey, it appeared that films were hardly the subject of
scholarly works in trandation studies. However, my survey revealed that there were
afew trandation scholars, such as Dirk Delabastita and Sehnaz Tahir-Gurgaglar, who
mentioned the relationship between films and novels while dwelling on other
subjects. Having focused on the arguments of these scholars, | discovered that there
were much more complicated cases regarding the relationship between cinema and
trandated literature. At this juncture, | discussed that Delabastita’'s chart on the
relationship between films and novels was far from satisfying in examining the

mutual interactions between the trand ated novels and films.

On the second level of my literature review, | set out to trace any studies on
cinema novels in the fields of literature and cinema. But, | discovered that neither
men of literature nor the scholars in the field of cinema in Turkey have
problematized the notion of the cinema novel. | found out that the relationship
between films and novels was discussed from another point of view excluding the
cinema novels. They dwelled on either the influence of cinema on the authors' styles

or the adaptations from novels to films.

On the third level of my literature review, | discovered that cinema novels
were mentioned, though not thoroughly, in some non-scholarly works which were
primarily dwelling on other subjects. Although none of these problematized the
cinema novels from the point of literature and translation studies, they provided me
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with invaluable data on the diverse relationships between films and translated novels.
It also appeared that the relationship between films and novels had a long record
going back to the Ottoman period. At the end of Chapter 1, | was able to conclude
with certainty that cinema novels as an overlooked field of research was waiting to
be discovered and harbored significant and diverse practices of trandating in Turkish

culture.

The first section of Chapter 2 was devoted to the theoretical framework of the
thesis. Explaining the notions of “culture repertoire” and “culture planning”, |
suggested that these would be the pivotal elements of the thesis as they helped me
problematize the translated cinema novels within awider context. These two notions
would also comprehensibly reveal the relationship between two different systems:
cinema and trandated literature. The second section of this chapter further dealt with
the methodology for analyzing the translated cinema novels in the Turkish culture
repertoire. However, | started explaining what would not be used as a
methodological tool in the present study rather than what would be used. | dwelled
on the two notions —novelization and adaptation- which were generally adopted in
the studies of literature and cinema for explaining the relationship between films and
novels. | argued that these notions, while explaining the intralingual and
intersemiotic relationship between novels and films, fell short of analyzing the
interlingual and intermedial ones | encountered throughout my research. Thus |
concluded that in the cases where there was a change of language, translation studies
could provide us with the necessary tools in order to investigate the complex
relationship between novels and foreign filmsin a culture repertoire.

However, as there was not any comprehensive methodology for explaining
the relationship between novels and foreign films from the point of translation
studies, I, drawing upon various methodologies, had to formulate my own
classifications. | grounded my proposed classification for analyzing transated
cinema novels on two pillars. The first pillar of the methodology was based on
Roman Jacobson’s concepts of “intralingual translation”, “interlingual translation”
and Mieke Bal and Joanne Morra's notion of “intermedial translation”. As
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Jacobson’s “intersemiotic translation” was restricted with the transfers from word to
image, | opted for using a more comprehensive term such as “intermedial
trandation” which meant translating across media and included al intertextual,
intersemiotic, and interdisciplinary practices. These three types of trandation,
“intralingual”, “interlingual” and “intermedial” trandation, helped me in explaining
the complex relationship between films and novels. The second pillar of the
classification was related to the categorization of translated cinema novels in terms
of their origins. At this point, | drew upon and expanded the methodology Larson
used in classifying the novelizations in a single language. Just as he did, |
investigated translated cinema novels under three groups. While my first group took
its starting point from novels in the source culture, the second one took its origin
from filmsin the source culture. These first and second groups were also divided into
subgroups according to the differences in the tranglation process and the elements
included in the groups. On the other side, my third group included the novels written
by Turkish authors, but based on the characters, settings or concepts of foreign films.
It was suggested that the cinema novels which fell under my third group may well

have been received as trand ations by the readers.

In order to verify and exemplify the diverse relationship between novels and
films in the Turkish culture repertoire, in Chapter 3, | presented a database of
trandated and indigenous cinema novels published between 1933 and 1960. The
years chosen for the database were far from being random. The time frame was
significant for many reasons. First of al it involved the year 1933 when, to my
knowledge, the first translated cinema novel in Latin script was published. The
period also included the 1940s which were the hey-days of foreign films and cinema
novels. This time was also important in analyzing the influence of filmsin isolation
from those of DVDs, television or videos. On the other hand, there were severa
academic studies carried out in the scope of trandation studies that dwelled on
trandated popular literature, trandated classics, and non-literary translated texts.
These studies focused on the same time period. Such a study was thought to

complement and strengthen these works.
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Against al the odds mentioned at the beginning of the chapter, | compiled
three different lists: one for translated cinema novels, one for indigenous cinema
novels and one for the texts and novels regarding cinema, films, and film stars. The
last one did not involve what | categorized as a cinema novel in this thesis. It was
provided in order to give a general idea of the influences of cinema on the publishing
business. The other two lists of translated and indigenous cinema novels can well be
considered as the first attempt at such a categorization in Turkey. This categorization
also brought about the revelation of the genre —cinema novel- which has been
overlooked for along time in the Turkish literary repertoire. However, one certainly
cannot claim that all the cinema novels cited under the list of translated cinema
novels were based on a text, novel or film in a source culture. Some of these may
well have been pseudotrangations. Additionally, there were some trand ations found
which appear as concealed facts in the Turkish literary repertoire and are included in

the list of translated cinema novels?%’.

My survey in Chapter 3 revealed that 93.2 % of the total number of cinema
novels were trandations whereas only 6.8 % were indigenous texts. Thus it became
evident that the genre of the cinema novel in the Turkish literary repertoire was
mainly composed of translations. Further study of the lists also demonstrated that
there were some peak points in the overall distribution of translated cinema novels,
such as the late 1930s and the 1940s. After 1945, the number of translated cinema
novels started to decrease and never again reached the numbers in the previous
periods. All these findings regarding the translated cinema novels were discussed as
being related to the developments in the repertoire of cinema and the socio-political
conditions of the period. It appeared that the late 1930s and the 1940s were the years
when people of all ages were captivated by the glamour of the films, ailmost all of
which were foreign. In these years cinema was a newly developing entertainment and
it took time to spread around all over the country. There was a limited number of
movie houses and these were restricted with certain cities. Along with this, the

cinema tickets were very expensive. Until the 1950s -when the movie houses,

22" For example, although the cinema novel Lorel Hardi Acemi Asiklar (1941) was credited to Kemal
Ozcan with the attribute “yazan” (writer) on its title page; | found out that it was originated from a
foreign film, Beau Hunks (1931).
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spreading around the country, started to increase in number, the films began to be
within easy reach and ticket prices started to decrease- the magic of cinema,
compared with any other time, aroused much more interest among people. Moreover,
it was discussed that the difficult conditions of the Second World War had an
influence on people’'s being inclined towards the films. As people wanted to escape
from the negative aspects of the war and the struggle for life, they opted for taking
refuge in the films which were providing them with fantastic lives. Considering all
these things, it was stated that such a golden era of cinema was not overlooked by the
publishing houses. Willing to capitalize on this newly developing but popular
entertainment and ready-made audience; they published numerous cinema novels
especially between 1933 and 1945. These cinema novels, being cheaper and reaching
larger masses when compared to the films, became popular among the people. Thus,
it appeared that the combination of two popular forms of the time —cinema and
novel- turned out to be successful. On the other hand, my survey on the indigenous
cinema novels yielded data that they were always outnumbered by translated cinema
novels. Such a fact was attributed to the numerical and technical superiority of the

foreign films over the indigenous ones at the time.

Chapter 3 further examined the source cultures of the films whose novels
were published between 1933 and 1960 in Turkey. At this juncture, it was
underscored that the source cultures examined in this part should not be regarded as
source languages. The source cultures referred only to the countries in which the
films of the cinema novels were produced. It was demonstrated that the foreign film
imports and the policies followed by the film importer companies had an effect on
the sources of the cinema novels. With the film choices they made, film importer
companies of the time influenced the repertoire of popular literature when cinema
novels were considered. In other words, it seemed that the planning in the repertoire
of cinema also influenced that of the translated popular literature. In order to revea
the close relationship between the worlds of cinema and literature at this point, |
provided a detailed analysis on the film imports of the time. It became apparent that
when the whole time period was considered, American films appeared to have a

numerical superiority over others. In line with such information, it was found that

218



194 novels out of 295 cinema novels in my databases were related to the American
films. These were followed by Turkish (20), French (19), Egyptian (18), German
(10), and British (4) cinema novels. | also took a closer look at the years between
1939 and 1948. This time period became prominent because of two reasons. 1) It
pointed out the golden era of the translated cinema novels; 2) There were significant

developments in the repertoire of cinema.

My findings regarding the foreign film imports in this period reveaed that
Second World War was influential in the shaping of the repertoire of cinema in
Turkey. While the films imported from European countries outnumbered the
Hollywood films before the war, the situation reversed throughout and after the war.
It was demonstrated that during the war, American films invaded the Turkish cinema
sector. This situation also continued after the war despite the 1948 regulation on
levies. Another significant development in the repertoire of cinema was the increase
in the number of Egyptian films. American films which were imported to Turkey
through Egypt brought the Egyptian films along with them. However, the Egyptian
film imports were found to be influenced negatively from the 1948 regulation and
were wiped out of the repertoire of cinema in Turkey. Such a closer look at the
developments in the repertoire of cinema between the years 1939 and 1948,
accounted for the proportion of source cultures regarding the films whose cinema

novels were published in Turkey in the golden era of the genre ‘ cinema novel’.

My survey revealed that along with the developments in the world of cinema;
between 1939 and 1948 American cinema novels were by far the front runners. 128
novels out of 194 American cinema novels were published. These were followed by
the Egyptian cinema novels and it became evident that al Egyptian cinema novels
(18) were published in this period. In the same years, Turkish cinema novels (9) took
third place. It was interesting that 9 out of 20 Turkish cinema novels were published
in this period although the Turkish audience preferred watching foreign films rather
than indigenous ones and Turkish cinema was not in its golden age. At this point it
was inferred that the glut of translated cinema novels set off the publishing of
Turkish ones and thus, the imported genre —cinema novel- became an integral part of
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the Turkish culture repertoire. It was also surprising to discover that all the Turkish
cinema novels were published before the boom in Turkish cinema. So, it became
apparent that the increase in the number of Turkish films did not trigger the

publishing of Turkish cinema novels.

Chapter 3 also explored the publishers of the cinema novels which were
included in my databases. My survey on the publishers showed that al the cinema
novels were published by private publishing houses. | found out that 60 private
publishing houses were involved in publishing cinema novels between 1933 and
1960. These publishing houses were the effective planners in the Turkish culture
repertoire as far as the production of cinema novels was concerned. 12 of these
private publishing houses ran some series for the cinema novels they published, such
as “Guzel, Resimli, Heyecanli, Yeni Sinema Romanlari” [Beautiful, Illustrated,
Exciting, New Cinema Novels] (by Given Yayinevi); “Filme Alinmis Saheserler
Serisi” [Series of Filmed Masterpieces] (by Arif Bolat Kitabevi); Sinema Romanlari
Serisi [Series of Cinema Novels] (by Ucuz Kitaplar Yayinevi, Korgunal Basimevi,
Imer Kitapevi, and Bozkurt Kitapevi). Some others published them under different
series whose names did not directly refer to films or cinema. My survey on the
publishers of cinema novels continued with the detailed analysis of the activities of
seven private publishing houses which were active in producing translated cinema
novels. The strategies of Glven Yayinevi, Turkiye Yayinevi, Altin Kitaplar
Y ayinevi, Caglayan Y ayinevi, Plastik Yayinlar, Oya Nesriyat, and Ulki Kitap Y urdu
in publishing cinema novels were investigated in depth. All these publishing houses
were found to capitalize on the films in various ways. It was also revealed that they
did not confine their practices to a sole definition of cinema novel and introduced
many options by producing various cinema novels which set examples for my

classifications proposed in Chapter 2.

The attitude toward the representation of translators on cinema novels was
analyzed under a separate heading in Chapter 3. It was found out that there was not
a certain strategy in introducing the agents. These agents were introduced with
various attributes such as nakleden [conveyor], filmi Turkceye ceviren [one who
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trandates the film into Turkish], Turkceye geviren [one who translates into Turkish],
terceme eden [trandator], yazan [writer], yazan ve hazrlayan [writer and editor] or
even yayan [distributor]. However some of these were also used in indigenous
cinema novels and therefore, the attributes such as nakleden, hazrlayan, yayan
blurred the line between indigenous writing and translations. The agents active in
the publishing houses which were dealt with in detail in this chapter, were examined
closely. It appeared that some agents came to the forefront as far as cinema novels
were considered. It was also revealed that some of the trandators opted for using

pseudonyms or abbreviationsinstead of their real names.

In Chapter 4, two case studies were carried out in order to exemplify the close
relationship between the worlds of translated popular literature and cinema in the
Turkish culture repertoire. With these studies it was also demonstrated that the two
private publishing houses, expanding the concept of trandlation, offered new options
to the repertoire of translated literature with the cinema novels they released.

For the study, Vahdet Gultekin's Seni Bekleyecegim (1944) and Kemal
Tahir's Baby Doll (1957) were chosen. The chapter started with the explanation of
the tools of analysis which would be used in the two case studies. Each case study
involved the analyses of epitextual and peritextual elements, and the trandator’s
strategies. Paratextual analyses gave clues about the possible reception of the cinema
novels by the readers, release dates of the films, and strategies of the two institutions
in publishing the cinema novels. The analyses on the translators strategies revealed
that besides linguistic transference, there also became another transfer operation
during the trandation process: from movie/script to novel. Although the two target
products were in novel format, the source texts of those were released under different
formats in the source culture. Uncommonly, one of them was a film and the other
was a film script. However, | found out that the sources of the translations were
hidden from the readers. Vahdet Gultekin's Seni Bekleyecegim (1944) was presented
as the trandation of Robert Lord' s novel. But my survey on the source revealed that
Robert Lord, an American screenwriter and film producer, had not written any
novels. The origina story from which the script of the film was written belonged to
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him but this story was not also published. My findings revealed that the source for
the trandation was only the film Til’ We Meet Again (1940). On the other side,
although Kemal Tahir’s Baby Doll (1957) was presented as the novel of the film, it
became apparent that it was the trandation of the film script written by Tenessee

Williams before the production of the film.

In order to create a cinema ‘novel’ out of a film and a film script; the two
trandators reorganized and restructured their sources and acted as an author. With
extensive manipulations through numerous additions and omissions in their novels,
trandators formed their own styles in their works. They opted for severa
interventions and assured their readers that they were reading a cinema novel. It
became apparent that both Gultekin and Tahir used strong visual language in their
easily-readable cinema novels. However, while Vahdet Giltekin seemed to have
followed a policy of foreignizing strategy in his version, Kemal Tahir appeared to
have followed a policy of domesticating strategy in his work. Considering the
publishers and translators’ ignoring the textual integrity and authorial originality in
their versions, it was stated that these tranglations did not conform to the norms
introduced by the “central planning” carried by the Tranglation Bureau. In that sense,
these two works may well be considered cases of “resistant” tranglation. As for the
function of these translated cinema novels, it was suggested that by capitalizing on
the popularity of the films and providing the readers with an easily-readable format

and a strong visual language, these novels may have built up a passion for reading.

With systemic, descriptive, explanatory and interpretative analysis of the
databases of cinema novels and the two case studies it provided, this thesis reveaed
and analyzed the close relationship between the worlds of cinema and trandated
popular literature. It became evident that the outcomes of foreign films were not
restricted to the repertoire of cinema but also influenced the norms and strategies of
trandated popular literature in Turkey. It was discovered that publishers and
trandators who wanted to capitalize on the popularity of the foreign films
contributed to the development of a new genre, the cinema novel, and produced
diverse popular cinema novels with different strategies they pursued.
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In the light of the data provided in the present thesis, it becomes evident that
my thesis, which is the first to analyze and problematize the relationship between the
worlds of cinema and translated literature in the Turkish culture repertoire, is an
incomplete move to this ‘new’ intertextual area. Although the findings of the thesis
have provided answers to some of the questions formulated initially, they have also
led to many other questions which are related to the interrelations between two fields
(trandlation and cinema) and which are waiting to be answered. For example: Were
there any differences between the strategies used in the indigenous and foreign
cinema novels? Were the films influential on the canonical literature? Were there any
canonical works which were filmed and became popularized by being published as
cinema novels in the Turkish literary repertoire? Did it create an ambivalent status
for these canonical works? Were there any literary genres (e.g. western novels)
which were imported to Turkey along with the films? Were there any other functions
of the cinema novelsin the Turkish culture repertoire? How was the genre influenced
by the televison films, series, and DV Ds? Can the scope of the genre be expanded in

order to includethe TV tie-instoday?

223



REFERENCES

Akcura, G. (1995). Aile Boyu Snema. Istanbul: Y ap1 Kredi Y ayinlar:.

Akgura, G. (2004). Aile Boyu Sinema. (revised edition). Istanbul: ithaki Y ayinlari.

Akcura, G. (editor). (2006). Hat:ratzm: Melek Kobra. istanbul: Everest Y ayinlar:.

Allan, R. J. (2007). Sense and Sentence Complexity. The Language of Literature
(p.p. 93-122). Netherlands: Koninklijke Brill N.V.

Ali Riza Seyfi (1997). Drakula /stanbul’ da. Istanbul: Kamer.

Allison D. (2007). Film/Print: Novelisations and Capricorn One. M/C Journal 10(2).
http://journal .media-culture.org.au/0705/07-allison.php (10.10. 2009).

Arabaci T. (2006). Sinema Edebiyat Y aparken. Varl:k. 5(1184): 6-13.

Aykin C. (19834). Bat1 Toplumlarinda Roman ve Sinema Iliskileri 1. Turk Dili.
47(382): 360-378.

Aykin C. (1983b). Bati1 Toplumlarinda Roman ve Sinema liskileri 11. Tirk Dili.
47(383): 482-503.

Baker, M., Hochel, B. (1998). “Dubbing”. Routledge Encyclopedia of Trandation
Sudies (pp. 74-76). edited by Mona Baker. London: Routledge.

Bal M., Morra, J. (2007) Editoria: Acts of Trandation. Journal of Visual Culture.
6(1): 5-11.

Balcioglu, S. (1953). Realist Film Nicin Cevirmiyoruz? Yildiz. 2(43): 8-9

224



Bengi-Oner, |. (1999a). TV-Film Cevirileri: Cagdas Ceviri Kuramlar Cercevesinde
Bir Inceleme. Ceviri Bir Surectir Ya Ceviribilim? (79-94). istanbul: Sel Y ayincilik.

Bengi-Oner, |. (1999b). TV-Film Cevirileri: Dil Degisiminde Kaginci Kuvvet ?
Ceviri Bir Surectir Ya Ceviribilim? (95-108). istanbul: Sel Y ayincilik.

Bengi-Oner, 1. (1999c). Ceviribilim, Ceviri Kuram ve Sozdegeviriler. Ceviri Bir
Surectir Ya Ceviribilim? (25-34). istanbul: Sel Y ayincilik.

Berk, O. (2000). Bir Tirk kimligi yaratmada Terciime Birosu ve Kiiltir Politikalar::
Cevirilerin yerellestirilmesi. Toplum ve Bilim (85):156-171.

Bronte C. (1945). Jane Eyre (Ceyn Eyr). istanbul: Tirkiye Y ayinevi.

Biker S., Akbulut H. (2009). Yumurta. istanbul: Dipnot Y ayinlar:.

Cantek, L. (2008). Cumhuriyetin Bulug Cag:. Istanbul: iletisim Y ayinlar:.

Chaume, F. (2004). Film Trandations and Trandation Studies. Two Disciplines at
Stake in Audiovisual Translation. Meta. (49)1:12-24.

Chuang, Y. T. (2006). Studying Subtitle Translation From a Multi-Moda Approach.
Babel. 52(4): 372-383.

Cohen, K. (editor). (1991). Writing in a Film Age. Colorado: University Press of
Colorado.

Coskun, S. (2006). Kemal Tahir: Sahsiyeti-Eserleri-Fikirleri. Unpublished Ph.D.

Thesis. Istanbul: Marmara University Institute of Turkic Studies.

Cronin, M. (2009). Translation Goes to Movies. Newyork: Routledge.

225



Cetin-Erus Z. (2005). Amerikan ve Tirk Snemalar:nda Uyarlamalar. Istanbul: Es
Yaynlari.

Delabastita, D. (1989). Trandation and Mass Communication: Film and TV
Trangdlation as Evidence of Cultural Dynamics’. Babel. 35 (4): 193-218.

Delabastita, D. (2008). Status, Origin and Features: Translation and beyond. Beyond
Descriptive Trandation Sudies (pp. 233-246). Amsterdam: John Benjamins.

Demircioglu, C. (2005). From Discourse to Practice:  Rethinking
Tranglation(Terceme) and Related Practices of Text Production in the Late Ottoman
Literary Tradition. Unpublished Ph.D. Thesis. Ist: Bogazi¢i University Institute of
Social Sciences.

[http://www.transint.boun.edu.tr/html/tezler/Cemal Demircioglu.pdf]

Diaz Cintas, J. (editor). (2008). The Didactics of Audiovisual Trandglation.
Amsterdam: John Benjamins Publishing.

Dries, J. (1995). Dubbing and Subtitling: Guidelines for Production and
Distribution. Manchester: The European Institute for the Media.

Eren, O. (2009). Romammizda Korku. Virgul, 12(126): 35-39.
Erdogan, N. (2008). The Making of Our America: Hollywood in a Turkish Context.
Hollywood Abroad: Audiences and Cultural Exchange (pp. 121-131). Edited by

Melvyn Stokes and Richard Maltby. London: British Film Institute.

Even-Zohar, 1. (1990a). The Position of Translated Literature within the Literary
Polysystem. Poetics Today. 11(1):45-51.

Even-Zohar, 1. (1990b). Polysystem Theory. Poetics Today. 11(1):9-94.

226



Even-Zohar, |. (1994). Culture Planning and The Market: Making and Maintaining
Socio-Semiotic Entities.
http://www.tau.ac.il/~itamarez/papers/plan_clt.html (20 March 2007)

Even-Zohar, I. (1997a). Factors and Dependencies in Culture: A Revised Outline for
Polysystem Culture Research. Canadian Review of Comparative Literature. 24(1):
15-34.

Even-Zohar, I. (1997b). The Making of Culture Repertoire and the Role of Transfer.
Target. 9(2): 355-363.

Even-Zohar, 1. (2000). Culture Repertoire and The Wealth of Collective Entities.
Essays in Honour of Hendrik van Gorp. (pp. 389- 403). Belgium: Leuven University
Press.

Even-Zohar, 1. (2005a). Culture Planning and Cultural Resistance in the Making and
Maintaining of Entities.
http://www.tau.ac.il/~itamarez/works/books/EZ-CR-2005.pdf. (5 December 2009)

Even-Zohar, 1. (2005b). Idea-Makers, Culture Entrepreneurs, Makers of Life Images,
And The Prospects Of Success.
http://www.tau.ac.il/~itamarez/works/books/EZ-CR-2005.pdf (5 December 2009)

Evren, B. (1993). Baslang:cindan Ginimize Snema Dergileri. Istanbul: Korsan

Y ayinlart.

Ezici, T. Ankara Universitess Dergiler Veritabani. Tennessee Williams:n Kisa
Oyunlar:nda “ Curtimis DUnya” ve“ Kagak Benlik” Metaforlar:.

http://derqgiler.ankara.edu.tr/derqgiler/13/190/1464.pdf (10.07.2010).

Filmer, C. (1984). Hatiralar: Turk sinemasinda 65 Y:l. istanbul: Emek Matbaacilik.

227



Gambier, Y. and Gottlieb, H. (editors). (2001). (Multi)Media Trandlation.
Amsterdam: John Benjamins.

Garan, Muvaffak Ihsan (17 June 1949). Serbest Tercime ve Tirk Edebiyati.
Sadirvan. (12): 6-7.

Genette G. (1997). Paratexts. Thresholds of Interpretaton. Cambridge: Cambridge

University Press.

Gottlieb, H. (1994). Subtitling: Diagona Trandation. Perspectives : Sudies in
Trandatology 2(1): 101-121.

Gottlieb, H. (1998). Subtitling. Routledge Encyclopedia of Transation Studies (pp
244-248). Edited by Mona Baker. London: Routledge.

Gottlieb, H. (2001). Anglicisms and TV Subtitles in an Anglified World.
(Multi)Media Trandlation (pp. 249-259). Edited by Yves Gambier and Henrik
Gottlieb. Amsterdam: John Benjamins.

Gokmen, M. (1991). Eski /stanbul Sinemalar:. istanbul: istanbul Kitaplig1 Yayinlar.

Gurata, A. (2004). Tears of Love: Egyptian Cinema in Turkey (1938-1950). New
Per spectives on Turkey (30): 55-82.

Gurata, A. (2007). Hollywood in Vernacular: Trandation and Cross-Cultura
Reception of American Films in Turkey. Going to the Movies:. Hollywood and the
Social Experience of Cinema (pp. 333-347) . Edited by Melvyn Stokes, Robert C.
Allen and Richard Maltby. Exeter: University of Exeter Press.

Girsoy, M., Karantay, S. (1990). Film Cevirisi Uzerine Soylesiler. Metis Ceviri.
1990 Spring. (11): 11-26.

228



Guvemli Z. (1960). Snema Tarihi. Istanbul: Varlik Yayinlar:.

Haley, D.E. (1999). “ Certain Moral Values': A Rhetoric of Outcasts in the Plays of
Tennessee Williams. Unpublished Ph.D. Thesis. Alabama: University of Alabama.
http://www.etsu.edu/haleyd/xchl.html (11.07.2010)

Hamaida, L. (2006). Read My Lips. Gaps in Meaning Between Spoken and Subtitled
Dialog

http://www.euroconferences.info/proceedings/2006 _Proceedings/2006_Hamaidia Le
na.pdf (10.09.2009)

Hamaida, L. (2007). Subtitling Sang and Dialect.
http://www.euroconferences.info/proceedings/2007 Proceedings/2007 Hamaidia Le
na.pdf (15.09.2009)

Hemingway E. (1946). Canlar Kimin /cin Cal:yor. istanbul: Turkiye Y ayinevi.

Hermans, T. (1999). Trandation in Systems. Manchester: St. Jerome Rublishing.

Hizlan. D. (17.08.1998). Romandan Film Degil Filmden Roman Cekmek. Hurriyet.
http://hurarsiv.hurriyet.com.tr/goster/haber.aspx?d=-34117& yazarid=4 (11.10.2009)

Hristidis-Kili¢ S. (interviewer). (2007). Snemada Ulusal Tavir- Halit Refig Kitab:.
Istanbul: Turkiye is Bankas: K tltdr Y ayinlari.

Hutcheon, L. (2006). A Theory of Adaptation. New Y ork: Routledge.
Isiklar-Kogak, M. (2007). Problematiziing Translated Popular Texts on Women's
Sexuality: A New Perspective on the Modernization Project in Turkey from 1931 to

1959. Unpublished Ph.D. Thesis. Istanbul: Bogazici University Institute of Social
Sciences.

229



Isiklar-Kogak, M. (Forthcoming, 2011). Pseudotrandations of Pseudo-scientific Sex
Manualsin Turkey.

Jacobson R. (2002). On Linguistic Aspects of Trandation. The Transation Sudies
Reader (pp. 113-119). Edited by Lawrence Venuti. New Y ork: Routledge.

Kahraman A. (trandator). (1957a). Tas Bebek. istanbul: Ertem Egilmez Kitapevi.

Kahraman A. (tranglator). (1957b). Sehvet Kislasi. Istanbul: Ertem Egilmez Kitabevi.

Karagozoglu, I. (2004). Ankara’da Snemalar Vard:. Istanbul: Bilesim Y ayinevi.

Karamitroglou, F. (2000). Towards a Methodology for the Investigation of Norms in
Audiovisual Trandlation. Amsterdam: Rodopi B.V.

Karamitroglou, F. (2001). A Proposed Set of Subtitling Standards in Europe.
http://accurapid.com/journal/04stndrd.htm (01.10.2009).

Kovala, U. (1996). Trandations, Paratextual Mediation and Ideological Closure.
Target. 8(1): 119-147.

Kilig-Hristidas, S. (2007). Sinemada Ulusal Tavir. istanbul: Tirkiye Is Bankasi
Kultar Yaynlari.

Koksal, E. , Tahir Sehnaz (1990). Amnda Film Cevirilerine Kuramsal Bir Y aklasim.
Metis Ceviri. 1990 Spring. (11): 39-43.

Larson D. R. (1995). Films into Books. USA: Library of Congress Cataloging-in-
Publication Data.

Lefevere, A. (1985). Why Waste Our Time On Rewrites? The Trouble with
Interpretation and the Role of Rewriting in an Alternative Paradigm. The

230



Manipulation of Literature (pp. 215-243). Edited by Theo Hermans. London and
Sidney: Croom Helm.

Lefevere, A. (1992). Trandation, Rewriting, and the Manipulation of Literary Fame.
New Y ork: Routledge.

Luyken, G. M. et al. (1991). Overcoming Language Barriersin Television: Dubbing
and Subtitling for the European Audience. Manchester: The European Institute for
the Media

Malik, H.A. (1933). Tirkiye'de Snema ve Tesirleri. Ankara: Hakimiyeti Milliye
Matbaas.

Martinez, X. (2004). Film Dubbing, Its Process and Translation. Topics in
Audiovisual Trandation (pp. 3-9). Edited by Pilar Orero. Amsterdam: John

Benjamins.

Mason, 1. (1989). Speaker Meaning and Reader Meaning, Preserving coherence in
Screen Trandating. Babel. The Cultural and Linguistic Barriers Between Nations
(pp.-13-24). Edited by En Kolmel, Rainer and Jerry Payne. Aberdeen: Aberdeen

University Press.

Mattson, J. (2006). Linguistic Variation in Subtitling, The Subtitling of Swearwords
and Discourse Markers on Public Televison, Commercial Television and DVD.
http://www.euroconferences.info/proceedings/2006 _Proceedings/2006_Mattsson Je
nny.pdf (19.09.2009)

May, T. (2001). Socia Research: Issues, Methods and Process. Philadelphia: Open

University Press.

Metalious, G. (1957). Peyton Asklar:. istanbul: Tiirkiye Y ayinevi.

231



Milton, J. (2009). Tranglation Sudies and Adaptation Studies.
http://isg.urv.es/publicity/isg/publications/trp_2 2009/index.htm (07.10.2009)

Mimaroglu, i. (2007). Snema Koselerinde. istanbul: Okuyan Us Y ayinlari.

Muhtar, S. (1933). Kivircik Pasa. istanbul: Aksam Kitaphanesi.

Nornes, A. M. (2008). Cinema Babel: Trandating Global Cinema. Minnesota:

University of Minnesota Press.

Okan, T. (1958). 1957-1958 Mevsiminin Filmleri. Hayat Snema Y:ll:g:.

Onur, N. (2006). Kitle Kiiltir i Agisindan B Filmi. istanbul: Es Y ayinlari.

Orero, P. (2004). (ed). Topics in Audiovisual Translation. Amsterdam: John

Benjamins.

Ozcan K. (conveyor). (1942). Namus Borcu. istanbul: Giiven Y ayinevi.

Ozdemir F. (2006). Roman Dili, Sinema Dili, Duss Dili. Varl:k. 5(1184): 3-5.

Oz6n N. (1962). Tirk Snemas; Tarihi. Istanbul: Artist Reklam Ortaklig: Y ayinlar.

Oz6n N. (1964). Roman ve Sinema. Tirk Dili Roman Ozel Sayis:. (154): 797-800.

Ozon N. (1968). Tirk Sinema Kronolojisi. Ankara: Bilgi Y ayinevi.

Oztiirk S. (2005). Erken Cumhuriyet Doneminde Snema Seyir Syaset. Ankara: Elips
Kitap.

Ozuyar, A. (2008). Sneman:n Osmanl:ca Seriiveni. Ankara: Deki Basim Y ayim Ltd.
Sti.

232



Paker, S. (1986). Translated European Literature in the Late Ottoman Literary
Polysysytem. New Comparison (1): 67-82.

Paker, S. (2002). Trandation as Terceme and Nazire. Crosscultural Transgressions
(pp. 120-141). Edited by Theo Hermans. Manchester: St Jerome Publishing.

Pedersen, J. (2005). How is Culture Rendered in Subtitles?
http://www.euroconferences.info/proceedings/2005 Proceedings/2005 Pedersen Jan
.pdf (16.09.2009).

Pedersen, J. (2007). Cultural Interchangeability: The Effects of Substituting Cultural
References in Subtitling. Perspectives: Sudiesin Trandatology. 15(1):30-48.

Piehler C. (2006). Novelization is a Nasty Word.
http://www.movingpi cturesmagazi ne.com/departments/showbusi ness/novelization
(10.10.2009)

Queenan J. (10.06.2009). Movie Novelizations. The Guardian.
http://www.quardian.co.uk/film/2009/jul/10/joe-queenan-movie-novelisation
(19.10.2009).

Sanders J. (2006). Adaptation and Appropriation. New Y ork: Routledge.

Schneider S. J. (editor). (2005). Olmeden Once Gormeniz Gereken 1000 Film.
Istanbul: Caretta Kitaplari.

Scognamillo, G. (2003). Tirk Snema Tarihi. istanbul: Kabalc: Y ayinevi.

Scognamillo, G. (2006). Canavarlar, Yarat:klar, Manyaklar. istanbul: +1 Kitap.

Scognamillo, G. (2008). Cadde-i Kebir’de Snema. istanbul: Agora Kitaplig:.

233



Selguk, A. (2002). Cag:n Tamig: Snema. Istanbul: Cumhuriyet Kitaplari.
Shuttleworth, M. and Cowie M. (1997). Dictionary of Trandation Studies.
Manchester: St. Jerome.

Snell-Hornby, M. (1988). Trandation Sudies-An Integrated Approach. Amsterdam:
John Benjamins.

Stoker B. (1940). Drakyola- Kan /cen Adam. istanbul: Giiven Basimevi.

Sahin G. (26.03.2006). Roman Filmi, Film Romam Ceker. Radikal.
http://www.radikal.com.tr/ek_haber.php?ek=ktp& haberno=2591 (11.10.2009)

Tahir-Gurgaglar, S. (2001). The Politics and Poetics of Trandation in Turkey 1923-
1960. Published Ph.D. Thesis. Istanbul: Bogazici University Institute of Social
Sciences.

Tahir-Gircaglar, S. (2002). What Texts Don’'t Tell- The Uses of Paratexts in
Trandation Research . Crosscultural Transgressions (pp. 44-60). Edited by Theo
Hermans. Manchester: St Jerome Publishing.

Tahir-Gurcaglar, S. (2005). Kapilar. Istanbul: Scala Y ayincilik.

Toury, G. (1980). In Search of a Theory of Trandation. Tel Aviv: The Porter
Institute for Poetics and Semiotics.

Toury, G. (1986). Trandation. Encyclopedic Dictionary of Semiotics, Vol. 2. (pp.
1107-1124). Edited by Thomas Sebeok. Berlin: Mouton de Gruyter.

Toury, G. (1995). Descriptive Trandation Studies. Amsterdam: John Benjamins.
Tunali, D. (2006). Bat:dan Doguya, Hollywood' dan Yesilcam' a Melodram. Ankara:

AsinaKitaplar.

234



Ugurlu F. (1992). Edebiyat ve Sinema. Kurgu. (11):135-151.

Uludag, O. S. (1943). Cocuklar Gengler Filmler. Istanbul: Kader Basimevi.

Uzun, S. (2006). Exploring Sexuality As a Major Component of Social Existence in
Tennessee Williams's Works. Unpublished M.A. Thesis. istanbul: istanbul University
Institute of Social Sciences.

Unser O. (2004). Kelimelerden Gor tintliye. Istanbul: Es Y ayinlari.

Uyepazarci, E. (1997). Korkmaymmiz Mr. Sherlock Holmes. Istanbul: Gogebe
Y ayinlart.

Uyepazarci, E. (2008). Korkmay:n:z Mr. Sherlock Holmes (Two Volumes). istanbul:
Oglak Yayinlar:.

Van De Poel, M. and dYdewalle, G. (2001). Incidenta Foreign-Language
Acquisition by Children Watching Subtitled Television Programs. (Multi)Media
Trandation (pp 259-275). Edited by Yves Gambier and Henrik Gottlieb.

Amsterdam: John Benjamins.

Venuti L. (2007). Adaptation Trandation Critique. Journal of Visual Culture. 6(1):
25-43.

Welsh J,, Lev P. (editor) (2007). The Literature and Film Reader USA: Scarecrow

Press, Inc.

Williams T. (1956a). Baby Doll. New Y ork: Signet Books

Williams, T. (1956b). Baby Doll. New Y ork: New Directions Books

Yildiz (1940-1954). Istanbul: Tirkiye Y ayinevi, Fortnightly.

235



IMDB. http://www.imdb.com/title/tt0021814/ (07.11.2009)

IMDB. http://www.imdb.com/title/tt0048973/ (04.07.2010)

IMDB. http://www.imdb.com/media/rm1735694336/tt0032176 (23.06.2010)

Answers.com. http://www.answers.com/topic/baby-doll-film (04.07.2010)

The New York Times.
http://movies.nytimes.com/movie/review?res=9b02eedb1e30e03bbc4152dfb467838d
649ede (05.07.2010)

Sabah.http://arsiv.sabah.com.tr/2007/02/13/cp/gnc103-20070211-102.html
(10.02.2010)

Dogan Kitap. http://www.dogankitap.com.tr/yazar.asp?id=19 (06.03.2010)

Y esilcam.gen.tr.http://www.yesi cam.gen.tr/category/turksinema/kaynaktar.htm
(04.04.2010)

Time.http://www.ti me.com/time/magazineg/article/0,9171,808872-1.00.html
(07.07.2010)

236



APPENDICES

237



238

APPENDIX 1. Translated Cinema Novels (Methods in establishing the database wer e explained in Chapter 3. See 3.1.)

FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBL ISHING AUTHOR TRANSLATOR HOUSE
DATE
. , Istanbul: Y usuf
The Lady withthe Black 1, 1 1019 Siyah Eldivenli Kadin 1933 Muharrem Zeki Ziya
Gloves Korgunal . .
K itUphanesi
1918-1960
(in Turkey: Ingilizce'den dilimize |istanbul : Sinan
Tarzan Films USA 1925,1934, [Tarzan’ in Canavarlar: 1935 ceviren: Ali Riza Matbaast
1935, Seyfi Nesriyatevi
1946)
Sezal Atilla; . T
Mickey Mouse Films ~ [USA 1928-1960 |Miki Fare: Ciiceler Ulkesinde 1935 resimler gizen Istanbul:Ulkd
. Kitap Yurdu
Cemal Gorkey
o Sezai Attila; . e
Mickey Mouse Films ~ [USA 1928-1960 [M1KI Fare Yamyamlar 1935 resimleri cizen Istanbul:Ulkd
Ulkesinde L ) Kitap Yurdu
Mnit Fehim
1935 . o
Mickey MouseFilms ~ [USA 1928-1960 |Miki Fare Devler Ulkesinde  |(third ed.: Istanbul : Ulkd
Kitap Yurdu
1944)
Mickey Mouse Films ~ |USA 1928-1960 |Miki Fare Robenson 1936 Ceviren: Ahmet Istanbul: Ulka
Ekrem Y ayinevi
1-FR 1-1926
2-UK 2-1927
3-USA 3-1927 . R
Carmen 4-JP 4-1929 Karmen ;2361(984?50;) nd I'?Argrsiprr?rée Ceviren: Avni insel leti:bb;/ll Hilmi
5-UK 5-1931 h
6-ES& DE |6-1938
7-AR 7-1945




FIRST
TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Istanbul:
Suhulet
1934 (in Ceviren:Mithat Kitabevi ve
8 [LaDameAux Camelias |FR Turkey: |Kamelyali Kadin 1937 Cemal ' Semih L Gtfi
1934) M atbaasi sahibi
Semih L uitfi
Ercives
1934 (in N ; . ;
9 [LaDameAux Camelias |FR Turkey: |Kamelyali Kadin 1937 (;fanrer]. IYIustafa Is.tanbuI.. Remz
Nihad Oz6n Kitabevi
1934)
10 |Romeo and Juliet USA 1936 Romeo ve Jilyet 1938 lThan Siyami IStanbul - Sihulet
Tanar Kitapevi
1932 1938 (second Terclime eden: Ankara:Kanaat
11 |Idland of Lost Souls USA (in Turkey [Doktor Moro'nun Adast i H.G. Wells ) L . .
1933) ed.: 1942) Hamdi Varoglu Kitabevi
1934 (in . .
12 |LaDame Aux Camelias  |FR Turkey  |Kamelyal Kadin 1938 Istanbul: Inkilab
Kitabevi
1934)
1933 . .
13 [Thelnvisible Man USA (in Turkey [Gorinmeyen Adam 1938 H. G. Wells Ceviren: Kemal Tahir Istanbul'. Inkilab
1934) yaymnevi
. ) Ceviren: Kamuran  |istanbul:Cigir
14 |Romeo and Juliet USA 1936 Romeo ve Jilyet 1938 W. Shakespeare Ginsdi Kitabevi
15 |Aleksandr Nevskiy RU 1938 Aleksandr Nevski 1938
16 |The Barbarian USA 1933 Seyh Ahmed'in Ask Maceras: 1939 Nakleden: SM. |Istanbul: Giiven
Y urdatap Y ayinevi

239




240

FILM

COUNTRY

FIRST
RELEASE
DATE

TRANSLATED CINEMA
NOVEL

DATE OF
PUBLISHING

AUTHOR

TRANSLATOR

PUBLISHING
HOUSE

17

Salome

USA

1923

Saome-K1zil Rakkase

1939

Oscar Wilde

Filmi Tiarkceye
ceviren: Selami
Mnir Y urdatap

Istanbul: Giiven
Basimevi

18

The Great Waltz

USA

1938

Buytk Vals

1939

Muharrem Zeki
Korgunal

Istanbul: ?

Y ayinlar
Sinema
Romanlar: serisi

19

USA

1938

Sliveys Fedaileri

1939

Nakleden: Selami
Mdnir

Istanbul: Ucuz
Kitaplar

Y ayinevi
Heyecanls,
resimli, sinema
romanlari
serisi: 3

20

Madame X

USA

1937

Damgal1 Kadin

1939

Y azan: F.
Yaylah

Istanbul: Bozkurt
Kitabevi Sinema
Romanlar: seris

21

Laurel and Hardy films

USA

1921-1951

Lorel Hardi Istanbul’ da

1939

S.M. Yurdatap

Istanbul: Bozkurt
basimevi
Fevkalade
guldirici ve
heyecanli fantazi
resimli roman

22

Doumou' € hub

EG

(in Turkey
1939)

Askin Gozyaslari:
Merakli,hissi,heyecanls,
sinema romani

1939 (other
ed.s: 1940,
1941)

Nakleden: SM.
Y urdatap

Istanbul :
Bozkurt Kitabevi
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
yazan: Selami Istanbul : Giiven
23 Kirik Zambak 1939 MUnir Y urdatap Y ay1nevi
Y azan:Muharre Imer Kitabevi
24 Kirik Zambak 1939 m ZekKi Sinema
Korgunal romanlar serisi:3
Y azan:Muharre Imer Kitabevi
25 Raca min Hazinesi 1939 m Zeki Sinema
Korgunal romanlar: serisi:2
1-FR 1-1926
2-UK 2-1927 Istanbul:
3-USA 3-1927 . Korgunal
26 [Carmen 4-P 4-1929 Endults Geceleri: Karmen 233_919 4(8;30 ond Izgnunx Y ayinevi Sinema
5-UK 5-1931 N Romanlari
6- ES&DE |(6-1938 Serisi:|
7- AR 7- 1945
Istanbul: Ucuz
Fransizca aslindan Kltaplar. "
27 FR Kadinlar Hapishanesi 1939 terclime eden: Yayinevi Glzel
ve heyecanh
Mehmet Alagcan :
sinemaromanlari
serisi
Istanbul: Ucuz
28 |Romeo and Juliet USA 1936 Romeo ve Jilyet 1939 Ceviren: A.B Senkal |Romanlar
Y ayinevi
1934, Robert Louis  [Hulésaeden Ankara: Kanaat
29 [Treasure Island USA (in Turkey [Define Adast 1939 . . .
1935-1936) Stevenson Muzaffer Nayir Kitabevi
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Tercime eden: . r
30 |Romeo and Juliet USA 1936 Romeo ve Jilyet 1939 Ertugrul flgin, R.G. Is_tanbul-. Inkilab
Kitabevi
Argin
1-FR 1-1926
2-UK 2-1927
3-USA 3-1927 Prosoer Ceviren: Halikarnas Istanbul: Tan
31 {Carmen 4-3P 41929  |Karmen (2 volumes) 1939 ¥ érsipmée B Basimevi, Cep
5-UK 5-1931 ¢ Kitaplar
6- ES&DE (6-1938
7- AR 7- 1945
Arapcadan Tercliime
32 |Yasasin Ask EG 1937 Yasasin Ask 1939 (second eden: Selami Mnir
ed.;1940)
Y urdatap
3 Cennet Adada Kasirga: sinema 1939 Ceviren: V. Gltekin
romani bastiran: SMY
Col Kiz1 Cemileile Seyh
3 EG Abdullah: Fevkalade 1939 SMY
heyacanli, merakli agk ve
ihtiras resimli sinemaroman:
Istanbul:?
N Guzel, resimli,
35 Raca nin Hazinesi 1940 Selami Manir heyecanl1 yeni
Y urdatap .
sinema romanlari
seris
1918-1960 Istanbul: Giiven
(in Turkey: 1940 (other Nakleden:; Selami Basimevi
36 |Tarzan Films USA 1925,1934, [Tarzan : Ardan Adam ed.: 1941) Munir Y urdatap, Resimli Gizel
1935, h Cevdet Sahinbas Sinema
1946) Romanlar




FILM

COUNTRY

FIRST
RELEASE
DATE

TRANSLATED CINEMA
NOVEL

DATE OF
PUBLISHING

AUTHOR

TRANSLATOR

PUBLISHING
HOUSE

37

Tarzan Films

USA

1918-1960
(in Turkey:
1925,1934,
1935,
1946)

Tarzamn Maceralar ve Aski

1940

Istanbul: Giiven
Basimevi

38

EG

Yildiz Sultan

1940

Nakleden: S. M.
Y urdatap

Istanbul:Guiven
Basimevi
Resimli,heyecanl
1, glizel sinema
romanlari

39

Saadet Y uvast: Fevkalade
acikli,merakli veibret verici
ask faciasi

1940

S.M. Yurdatap

Ist: Giiven
Basimevi.
Resimli
heyecanli glizel
sinemaromanlari
Serisi

40

Mandrake the Magician

USA

1940

Mandrake: Sihirbazlar Kral1

1940

Nakleden:S. M.
Y urdatap

Istanbul: Giiven
Basimevi
Resimli,heyecanl
1, glizel sinema
romanlari

41

Lailamomtera

EG

1940

Lekeli Kadin

1940
(second
ed.;1941)

Istanbul: Giiven
Basimevi

Resimli
heyecanli giizel
sinema romanlari
seris
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Istanbul: Giiven
The Adventures of Robin Danis Remzl . Basimevi
42 USA 1938 Vatan Kurtaran Aslan 1940 Korok; Selami Resimli,heyecanl
Hood . N .
Mdanir Y urdatap 1, guzel sinema
romanlar: serisi
Istanbul: Glven
. 1936-1940 Basimevi
43 g‘)‘f dsﬂ'es of Flash USA (in Turkey: |Baytekin Yildizlar Diyannda  |1940 %":g:g' SM- | Resimli heyecanl
1942,1943) 1, glizel sinema
romanlar
Istanbul: Giiven
S . Nakleden: M. Basimevi
44 |Zorro Films USA (1920-39) '\Sﬂuﬁi' Onikiler (Maskeli |5, Y urdatap, Cinai, Resimli,
Cevdet Sahinbas Polis ve Macera
Romanlar: ; |
45 Ucan Adam: sinemaromam (1940 JulesVerne Gevirenler: Y. Sihay, |Istanbul " Glven
SMY Yayinevi
1-Drécula '}'ulrii)l/ (in
. Ceviren: Selami Istanbul: Glven
46 USA 1935) Drakyola/Kan Igen Adam 1940 MGnir Y urdatap Basmevi
2-Dracula's Daughter 2.1936
Istanbul: Y usuf
Filmi Turkceye Ziya
47 EG Umid Sarkisi: Nesidel Emel {1940 ceviren: SM. Balikgiogullar:
Y urdatap Kitabevi, Cigir
Kitabevi
1909-1944 istanbul: Given
48 |Arsene Lupin USA, FR |(in Turkey |Arsen Llpen 1940 Nakleden: SMY Yaymev.i
1938-1939)




FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
1916-1939 Istanbul: Y. Ziya
49 |Sherlock Holmes USA (in Turkey [Serlok Holmes 1940 Nakleden: SMY Balcikoglu Cahit
1934) ve S. Kitabevi
Istanbul: Giiven
. i Y ayinevi
50 |Sherlock Holmes USA Kralin Hazinesi/Sarlok Holmes|1940 Nakleden: SMY Resimli Glizel
F.Yaylal )
Sinema
Romanlar
_ Istanbul: Ziya
. . L yazan: SM. . .
51 |Lacancion de Aixa ES 1939 Ayse 1ki Ask Arasinda 1940 Balikgioglu Cahit
Y urdatap . .
ve S Kitabevi
1-
. 1921,1932 . .
1-L'Atlantide 1-FR o N . Nakleden: S. M. Istanbul: Giiven
52 2-The Mistress of Atlantis [2-USA ggs';;ﬂkey Esrarengiz Ulke Atlantid 1940 Y urdatap, K. Yusunut|Y ayinevi
2-1939
Ist: Korgunal
U i Y ayinevi
53 |The Son of the Sheik ~ |USA 1926 Seyhin Ogluile Oyuncu 1940 Nekleden: S M. g nema
Yasemin Y urdatap
Romanlar
Serisi:ll
54 |Widad EG 1936 Vedad: Yanik Esire 1940 Turkgeye geviren: | Istanbul: Ucuz
SMY Kitaplar yayinevi
Turkgeye ceviren: Istanbul:
55 |The Son of the Sheik ~ |USA 1926 Seyhin Ozlu 1940 EditModHol | Ygey GV | Emniyet
K ttUphanesi
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Istanbul :
Y.Z.B.oglu
Yazan R. Ktuphanesi,Y .Z
56 Seven Kadin 1940,41 Gokdemir, H. .B. oglu
Bayraksan Kutphanesi
Sinema Serisi ;
no.l.
TR (From an s Istanbul: ?
57 |Sehvet Kurban American  |1940 §_ehvet _Kurbam. Hissi merakls 1940 Nakleden: F.-S. Resimli sinema
. ailefaciasi
film) romanlari.
Geviren: Selam Istanbul : Y. Ziyal
58 |China USA 1915 Gin Korsanlari 1940 L Balcikoglu Cahit
MUnir Y urdatap ; .
ve S. Kitabevi,
(in Turkey |, ,. Ceviren: SMY veK. [istanbul: Giiven
59 1935) Hind Esrarn 1940 Y usunat Basmevi
1939 (in 1941 ( other Cevirenler: Avni . s
60 |Gone With the Wind USA Turkey Rizgar Gibi Gegti eds.: 1942- maﬁ%?t Insel, Hilmi Ziya E?:;;/ll Hilmi
1953) 1943) Ulken
1939 (in . . s
61 |Gulliver' s Travels USA Turkey  |Gilliver'in Ciiceler Ulkesinde |1941 Jonathan Swift ?arl‘gg:/'imrk'ye
1940-1941) ay
Istanbul: Turkiye
. . : Maurice Turkceye Ceviren:  |Yayinevi,
62 |The Blue Bird USA 1940 Mavi Kus (Cocuk kitabr) 1941 Maeterlinck Celal Tevfik Saymen |YavruTirk Ozel
Say1s1 no:16
63 |Heidi USA 1937 Sirley: Daglann kizi 1941 Istanbul= Tarkiye

yayinevi
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FILM

COUNTRY

FIRST
RELEASE
DATE

TRANSLATED CINEMA
NOVEL

DATE OF
PUBLISHING

AUTHOR

TRANSLATOR

PUBLISHING
HOUSE

64

Tower of London

USA

1939

LondraKalesi

1941

Nakleden: S. M.
Y urdatap

Istanbul: Giiven
Basimevi

Resimli
heyecanl1 yeni
sinemaromanlari

65

EG

Beyaz Esire; (Halime)

1941

Filmi Turkceye
ceviren: SM.
Y urdatap

Istanbul: Giiven
Basimevi

Resimli
heyecanli yeni
sinemaromanlari

66

Bir Ask Kurban

1941

Y azan: Fahriye
Bayhan

Istanbul: Giiven
Basimevi

Resimli
heyecanl1 yeni
sinemaromanlari

67

The Rains Came

USA

1939

Hind Riyast

1941

Istanbul: Giiven
Basimevi

Resimli
heyecanli yeni
sinemaromanlari

68

Al-Warda al-bayda

EG

1933

Beyaz Gl

1941

Istanbul: Giiven
Basimevi

Resimli
heyecanl1 yeni
sinemaromanlari
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COUNTRY

FIRST
RELEASE
DATE

TRANSLATED CINEMA
NOVEL

DATE OF
PUBLISHING

AUTHOR

TRANSLATOR

PUBLISHING
HOUSE

69

EG

Kizzim Duymasin

1941

Terciime eden:
Selémi M. Y urdatap

Istanbul: Giiven
Basimevi

Resimli
heyecanl1 yeni
sinemaromanlari

70

Il Cavaliere di Kruja

1940 (in
Turkey
1940)

Bir Turk’e Gonll Verdim

1941

Nakleden:S. M.
Y urdatap

Istanbul: Giiven
Basimevi

Resimli
heyecanli yeni
sinemaromanlari

71

El doctor

EG

1940

Doktorun Aski

1941

S. M. Yurdatap

Istanbul: Giiven
Basimevi

Resimli
heyecanl1 yeni
sinemaromanlari

72

The Man They
Could Not Hang

USA

1939

Asilamayan Adam ve Maskeler
Asagi

1941

Nakleden: Selami
M{nir Y urdatap

Istanbul: Giiven
basimevi

Cinal, Resimli,
Polisve
Macera
Romanlar: ; I11.

73

Hafiye Kopek

1941

Nakleden: Nihat
Ozcan-S.M. Y urdatap

Istanbul: Giiven
basimevi

Cinal, Resimli,
Polis ve Macera
Romanlar: ; 11.
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FIRST
RELEASE
DATE

TRANSLATED CINEMA
NOVEL

DATE OF
PUBLISHING

AUTHOR

TRANSLATOR

PUBLISHING
HOUSE

74

EG

Mesut Gunler: sinemaroman

1941 (another
ed.: 1942)

Filmi Turkceye
tercime eden: Selami
Munir Y urdatap

75

Kab & Murra

EG

1940

Kadin Kalbi

1941

Nakleden: S. M.
Y urdatap

Istanbul: Giiven
Basimevi Bu
senenin en guzel
sinemaromanlari

76

Nick Carter Films

USA

1917-1940

Nik Karter Casudar Pesinde

1941

Nakleden: F. Yayla

Istanbul : Given
Basimevi

77

Der Postmeister

DE

1940

Arabacinin Kizi: Fevkalade
acikli ve merakli sinema
romant

1941

Nakleden: E. Arkadas

Istanbul; Bozkurt
Kitap ve
Basimevi

78

Birinci Gece

1941

Nakleden: Selami
Munir ve F. Yaylah

Istanbul: Bozkurt
Kuttphanesi
Resimli

heyecanli sinema
romanlari

79

Beau Hunks

USA

1931 (in
Turkey
1931)

Lorel Hardi Acemi Asiklar

1941

Y azan: Kemal
Ozcan

Istanbul : Y. Ziya
Oglu Fahrettin
Balgik

Bu Senenin En
Glizel Sinema
Romanlari

80

Bu Kadin Benimdir

1941

Yazan: R.G.H.
Bayraksan

Istanbul: Y.Z.B.
Oslu Cahit
Kitabevi
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Danis Remzi Istanbul:
81 |Leylaile Mecnun EG 1940 Leylaile Mecnun 1941 Koroi Korgunal
yayinevi
82 |Salaheddine el Ayubbi  |EG 1041 Salahaddin Byyubi veBoz |4, Yazan: Kema
Adan Ozcan
83 |Leylaile Mecnun EG 1940 LeylaileMecnun: sinema 1,4, S. M. Yurdatap
romani
1938 Tirkgeye Ceviren:
84 |Topper Takes A Trip USA (in Turkey [Gorinmeyen Adam'in Avdeti 1941 ey '
Cezmi Tarik
1941)
Istanbul: Giiven
Basimevi
85 Korkung Ada 1941 Resimli
heyecanli glizel
sinemaromanlar
1934 Alexandre Ceviren: Kamuran
86 [LaDame Aux Camelias |FR (in Turkey [Kamelyal: Kadin 1941 : o Istanbul:?
1934) Dumeas Fils Glnseli
g7 Landru, der Blaubart von DE 1922 Mthis Katil Landru 1941 Nakleden Riza Istanbul :_Guven
Paris Cavdarl Basimevi
1933 (in Istanbul: Giiven
88 [TheInvisible Man USA Turkey Gorinmeyen Adam 1941 Nakleden: SMY p
Basimevi
1934)
. . Istanbul :
89 |Balalaika USA 1939 Bir Askin Hatirasi: Baldlayka 1941 Nakleden: E. Arkadas

Bozkurt Kitabevi




251

FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
. 1936-1940 . ]
90 '(I;r;(:;;r]lesof Flasn USA (in Turkey: [Baytekin Mechul Dinyalarda 1941 Nakleden: Se-Mir let?ntl)gr Ucurfevi
1942,1943) aplar yay1
. : _ . Ceviren: Sami Sahin |istanbul: Bozkurt
91 |Wuthering Heights USA 1939 Olmiyen Ask 1942 Emily Bronte Kemal Ozcan Kitapevi
92 |The Four Festhers USA 1939 Namus Borcu 1942 Nakleden: Kemal  |Istanbul: Gliven
Ozcan Yayinevi
1918-1960 IsEanbuI :Y..Zlya
(in Turkey: Oglu Fahrettin
93 |Tarzan Films USA 1925,1934, |Ormanlar Hakimi 1042 Nakleden: Kemal - |Balgk
1935 Ozcan Bu Senenin En
. Guzel Sinema
1946)
Romanlar
. Istanbul : Y. Ziya
94 |Bel Ami DE 1939 Giizel Dost 1042 Guy de Geviren: SN. Oglu Fahrettin
M aupassant Akpinar
Balcik
Istanbul: Ahmet
95 |The Rains Came USA 1939 |Yagmurlar Gelince 1042 L ois Bromfiglg| - 6reume eden: Omer | Halit Kitabevi
Riza Dogrul Sarktan Gaptan
Secme Eserler
Istanbul: Remzi
) ) . . Cevirenler: Avni Kitabevi
96 |Wuthering Heights USA 1939 Olmiyen Agk 1942 Emily Bronte insel, Hamdi Varoglu | Gihan Edebiyati
sexisi:6
97 |Arabian Nights USA 1942 Harunurresid’' in Gozdesi 1942




FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Istanbul: Giiven
1934 (in Cevirenler: Firuze |Basimevi
98 |The Painted Veil USA Turkey  |Renkli Pege égézlgsg’”d ,\S/lc’;?]erhsjn Baban, Bilent terciime
1935) v 9 Bulak romanlar serisi ;
1
istanbul :
. Muallim Ahmet
1934 (in " ) .
99 [The Painted Veil USA Turkey  |Renkli Pege 1942 Somer set Tercimeeden: |Halit
1935) Maugham Nuri Eren Kitabevi,Sarkta
n Garptan
secme eserler
Istanbul: Hilmi
) . " . Kitapevi Son
100 |Woman of Malacca FR 1937 Fiisun Diyar: Serendip 1943 Yazan: Francis | Terclime eden: Asir Diinya
de Croissat Hamdi Varoglu . -
Edebiyat1 serisi:
12
1918-1960
(in Turkey: _ - . o
101 | Tarzan Films USA 19251934, Baytekin ile Tarzan Kars1 1943 Selami Mnir IstanbuI.IGuven
Karsiya Y urdatap Basimevi
1935,
1946)
_ . Istanbul: Giiven
102|M DE 1931 Diiseldorf Canavari 1943 Nakleden: Selami 1\ - i Merakhs
Munir Y urdatap . g
Kitaplar Serisi
103 |Western Films USA 1930-1960 |M3Xeli Kovboy: Kovboyun 1,4, Yazan: Kemal
Dovusu Deniz
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
1-1937
1-The Soldier and the 2-1935 (in
Lady (Michel Strogoff) 1- USA Turkey193 |Misel Strogof/Jul o istanbul - Kemal
10411937 2-GR 6) Vero:Bastanbasa resimli biytik {1943 Azcan Kitabevi
2-Michel Strogoff (1935) |3- DE 3-1926 (in |sinemave heyecan roman:
3-Michel Strogoff (1926) Turkey
1927)
. Istanbul : Kemal
105 Yilanl fakir 1943 Ozcan Kitabevi
: Istanbul : Kemal
106 [Blood and Sand USA 1941 Kanli Meydan 1943 Ferhan Tanseli N . )
Ozcan Kitabevi
Istanbul: Ahmet
1941 (second |Yazan: Francis |Tercime eden: A. Halit Kitapevi-
107 Woman of Malacca FR 1937 Malakali Kadin ed.: 1943) de Croissat Rezzan Yaman Sarktan- Garptan
Secme Eserler
. . Yazan: Francis |Tercime eden: Refi  |Ankara: Akba
108 [Woman of Malacca FR 1937 Hind Diyarinda Karis Karis 1943 de Croissat Cevad Ulunay Kitabevi
1939 (in Cevirenler: Avni let?:bbglll i
109 |Wuthering Heights USA Turkey Olmiyen Agk 1943 Emily Bronte insel, Hamdi Varoglu | Gihan Edebiyati
1940-1941) .y
serisi:7
Istanbul : Tktisadt
How Green Was My . D Richard Cevirenler: Metin Y UriyUs
110 Valley USA 1941 Vadim O Kadar Y esildi Kit 1943 Llewelyn Toker, Emir Kokmen |Matbaas: ve
Nesriyat Y urdu
111 |Walt Disney Films USA 1928-1960 [Cocuk Sinema Romanlari 1943 Faik Senol
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
. Y azan: Selami Istanbul: Giiven
112 USA Kagirilan Film Yilchzi 1943 Mnir Y urdatap Basimevi
Fransizcadan terciime Istanbul:Ahmet
113|Haldostavasz (Deadly 1, 1939 Oldiren Bahar 1043 LajosZilahy  |eden: HalitFahri | 2t Kitabevi,
Spring) Sarktan-Garptan
Ozansoy .
sesme eserler:56.
. Turkgeye ceviren: . ) .
114|HAd0stevasz (Deadly |, 1939 Oldren Bahar: Macar Roman: 1943 LajosZilahy  |Ahmet Cemil Istanbul : Semih
Spring) . L itfi Kitabevi
Miroglu
1918-1960
(inTurkey: |, .. . . S . -
115 | Tarzan Eilms USA 19251934, Kuguk I?OganIaTarzan 1943 Selami Minir Istanbul..Guven
Istanbul'da Y urdatap Basimevi
1935,
1946)
o Istanbul:
116 |Random Harvest USA 1942 Unutulan Yillar 1944 James Hilton gg‘s’r'gf” Addlet | Nebioglu
Y ayinevi
Istanbul: Arif
117 | Juarez USA 1939 Juarez: (La Paloma) 1944 Franz Werfel || UTKGeSi- Ahmet - 1Bolat kitapevi
Hisarli Filme Alinms
Saheserler Dizisi
Istanbul: Arif
N . Bolat Kitapevi
118|Til We Meet Again USA 1940 Seni Bekleyecesim 1944 RobertLord |1 rkeesizvandet o a s

Gultekin

Saheserler Dizisi
2
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COUNTRY

FIRST
RELEASE
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TRANSLATED CINEMA
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DATE OF
PUBLISHING
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TRANSLATOR

PUBLISHING
HOUSE

119 |Dark Victory

USA

1939

Olime Kadar

1944

George Brewer,
Bertram Bloch

Turkgesi: Vahdet
Gultekin

Istanbul: Arif
Bolat Kitapevi
Filme Alinmis
Saheserler Dizisi
3

120 |Hold Back The Down

USA

1941

Sabah Olmasin

1944

Charles Brackett

Tirkgesi: Vahdet
Gultekin

Istanbul: Arif
Bolat Kitapevi
Filme Alinmig
Saheserler Dizisi
4

121 |TortillaFlat

USA

1942

Kenar Mahalle

1944

John Ernest
Steinbeck

Tirkceye geviren:
Vahdet Gultekin

Istanbul: istanbul
basimevi:
Sinemagazin-
Film ainms
saheserler serisi
01

122 |Rebecca

USA

1939

Rebeka (Rebecca)

1944

Daphne du
Maurier
[

Terciime eden:

Rezzan Emin Yaman

Istanbul:Muallim
Ahmet Halit
Kitabevi,

123 |Western Films

USA

1930-1960

Kara Sivari

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari:1
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124

Western Films

USA

1930-1960

Kanli Déviis

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari:2

125

Western Films

USA

1930-1960

Siyah Pence

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari:3

126

Western Films

USA

1930-1960

Katil Kardesler

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari:4
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127

Western Films

USA

1930-1960

Seytan Kovboy

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari:5

128

Western Films

USA

1930-1960

Eller Yukar:

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari:6

129

Western Films

USA

1930-1960

Teksas Fedaileri

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari:9
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130

Western Films

USA

1930-1960

Kizil Derili Mahkum

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari

131

Western Films

USA

1930-1960

Gizli Cete

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari

132

Western Films

USA

1930-1960

13 Numaral1 Ekspres

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari
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133

Western Films

USA

1930-1960

Esrarengiz Adam

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari

134

Western Films

USA

1930-1960

Olim Yolu

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari

135

Western Films

USA

1930-1960

Celik Yumruk

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari
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136

Western Films

USA

1930-1960

Cinayetle Gegidi

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari

137

Western Films

USA

1930-1960

Korkung Ciftlik

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari

138

Western Films

USA

1930-1960

Oltim Vadisi

1944

Istanbul :
Bozkurt Kitabevi
Resimli polis
romanlar: serisi.
Maskeli kovboy
hafiyenin
maceralari

139

The Corsican Brothers

USA

1941

Korsikali1 Kardesler

1944

Alexandar
Dumas

Terciime eden; S.A.

Istanbul: Bozkurt
Kitap ve
Basimevi
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Istanbul: Kemal
. Y azan: Kemal Ozcan Kitabevi
140 EG Balik¢i Osman Bagdatta 1944 Deniz Secme sinema
romanlari:1
. . . Y azan ve gizen Istanbul: Kemal
141 |Mickey Mouse Films USA 1928-1960 (Miki Jokey 1944 Walt Disney Ozcan Kitabevi
. 1936-1940 . i
142 ggfzr:'w’f Flash USA (in Turkey: |Avci Baytekin 1944 gi”atr’]”}'(i t};be:/?'
1942,1943)
. Istanbul : Kemal
143 Cezayir Korsanlar 1944 Ozcan Kitapevi
1918-1960
(in Turkey: Edoar Rice istanbul : Ulkii
144 [Tarzan Films USA 1925,1934, [Tarzan ve Altin Ardan 1944 Bu?rou hs Kitap Yurdu
1935, 9 Genglik Kitaplar
1946)
Tirkcesi: Vahdet . L
145 |Mrs Miniver USA 1942 Mrs Miniver 1944 Jn Struther  |GultekinveNihat | o2nPdl: UIkd
. Kitap Yurdu
Birsel
1932 (in Istanbul: Is1k
Turk Matbaasi
146 |Frankenstein USA 193265/ Frankestayn: Igorun Seytaneti (1944 Canavar
' Frankestayn
1 1 -
935,1940) Serig-3
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Istanbul: 151k
Matbaasi
147 |Frankenstein USA 1932 Frankestayn: ikinci Diinya 1944 Canavar
Frankestayn
Serisi:7
Istanbul: 151k
Matbaasi
148 |Frankenstein USA 1932 Mezardan Gelen Ses 1944 Canavar
Frankestayn
Serisi:5
Istanbul: 1s1k
. Matbaas
149 |Frankenstein USA 1932 Frankestayn: Korkung Bir |15, Canavar
Gece
Frankestayn
Serisi: 2-3-4
1929-1949
(in Turkey
1938,1939:- . . ]
150|The Marx Brothers Films |USA U Ahbap |15 Palabiyikyan Garp 1944 Nesir: M.P. IStanbul= Oya
Cephesinde Siirler: I1.O. Nesriyat-seri-2
Cavuslar
Harbe
Gidiyor)
1929-1949
(in Turkey
1938-1939- : . .
151 (The Marx Brothers Films [USA Ug Ahbap Ar;ak Palabryikyan Miras 1944 N“eﬂr. MP Istanpul. Oyg
Pesinde Siirler: I.O. Nesriyat-seri-1
Cavuslar
Harbe
Gidiyor)
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152

The Marx Brothers Films

USA

1929-1949
(in Turkey
1938-1939-
Uc Ahbap
Cavuslar
Harbe
Gidiyor)

Arsak Palabryikyan Haydut
Pesinde

1944

Nesir: M.P

Istanbul: Oya
Nesriyat seri-4

153

The Marx Brothers Films

USA

1929-1949
(in Turkey
1938,
1939:U¢
Ahbap
Cavuslar
Harbe
Gidiyor)

Harp Muhabiri/Arsak
Palabiyikyan

1944

Nesir: M.P

Ist: Oya Negriyat
seri-3

154

The Marx Brothers Films

USA

1929-1949
(in Turkey
1938,
1939:U¢
Ahbap
Cavuslar
Harbe
Gidiyor)

Arsak Palabryikyan Maskeli
Baoda

1944

Ist: Oya Negriyat
seri-6
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
1929-1949
(in Turkey
1938,
155|The Marx Brothers Films |USA 1939:U¢  [Arsak Palabryikyan Mumyalar 1944 Ist:. Oya Nesriyat
Ahbap Arasinda seri-?
Cavuslar
Harbe
Gidiyor)
Istanbul: ?
— . Buyuk
156 |Bel Ami DE 1939 Giizel Dost: (Bel Ami) 1044 Guy de Geviren: Semih Muharrirlerden
Maupassant Tugrul. . -
tercimeler serisi:
4
. 1936-1940 - A
157 gg;:;;r:es of Flash USA (in Turkey: B;%:krlqgge Baycetin 6lim 1944
1942,1943) [V
Istanbul: Istanbul
basimevi:

158 [Lost Horizon USA 1937 Kayip Ufuklar 1944 Sinemagazin
filme alinmis
saheserler serisi
Ankara: Akay

. . o . Y azan ve gizen Kitabevi Cocuk
159 [Mickey Mouse Films USA 1928-1960 [Miki Kardesin Maceralar 1944 \Walt Disney Romanlar: Seris:
5
] o istanbul:
160|L e Coupale FR 1937 Suglu 1944 Franois Geviren: HOViyet |\ eioglu
Coppee Bekir Ors .
Yayinevi
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Istanbul: Apa
, . ) Y ayinevi,
161 [La gondole aux chiméres|IT 1936 Ask Gondolu 1944 Maurice (;fev.lr'enler. Orhan Batimin En Cok
Dekobra Cinili, Hasan Kavur
Okunan
Romanlar Serisi
162 |L ove's Blindness USA 1926 Kor Ask 1944 Eleonor Glyn |&iren: Melekzad istanbul - Apa
Kardes. Y ayinevi
Istanbul:
163 |Mrs Parkington USA 1944 Misis Parkington 1945 Louis Bromfield CE?” ren: lerlye Neblog“.J -
Mustakimoglu Yayinevi Ginln
Kitaplar: Dizisi
1944 (in . Istanbul:
164 |1 e Story of Doctor USA Turkey:  |Kahraman Doktor Wassel  |1945 JamesHilion  |SVITEAdARL I ioslu Ginin
Wassell Fosfor )
1945) Kitaplari:15
1945 (other Tercime eden: A Ei?gtbﬁ:taﬁgjl
165 | The Keys of the Kingdom |USA 1944 Cennetin Anahtarlar eds: 1948- A. J. Cronin T y
Rezzan Y aman Diinya Edbdan
1959)
secmeler
1945 (other Terciime eden: Arif Bolat
166 | The Green Years USA 1946 Yesil Yillar eds.: 1946- A.J. Cronin o kitabevi Dinya
Vahdet Gultekin
1947) Edbdan secmeler
Istanbul: Stad
167 |The Man in Grey UK 1943 Yilan Kadin 1945 Eleanor Smith - \Nakleden: O. and N. - |Basimevi.
Yar Sinema
Romanlar: Serisi
. . . Y azan ve gizen Istanbul: Kemal
168 |Mickey Mouse Films USA 1928-1960 [Miki Kampta 1945 Walt Disney Ozcan Kitabevi




FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY RE[)IinAESE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
. , . . Y azan ve gizen Istanbul: Kemal
169 [Mickey Mouse Films USA 1928-1960 [Miki Tayyareci 1945 Walt Disney Ozcan Kitabevi
. . o . Istanbul : Ulki
170 |Mickey Mouse Films USA 1928-1960 [Miki Fare Itfaiye Onbasisi 1945 Kitap Yurdu
Istanbul :
. . . . , Osmanbey
171 [Mickey Mouse Films USA 1928-1960 [Miki Mavs Istanbul'da 1945 Mathaas: Cocuk
Yayin
172 [Mandrake the Magician  [USA ki Mandrake Kars1 Karsiya (1945 I"stanbul:.Kemall
Ozcan Kitapevi
1918-1960
(in Turkey: , _ . . )
173|Tarzan Films USA 1925,1934, || @280 1n Resimli Orman |, o Edgar Rice IStanbul = Apa
Hikayeleri Burroughs Y ayinevi
1935,
1946)
Ingilizceden Ankara: Nizam
174 |Western Films USA 1930-1960 [Teksas Fedaileri 1945 nakleden: Omer o )
Payzin Kitabevi
Turgut
Istanbul: Riza
Kovboylar Kral1 Jeff Howart: Y azan: Dani Koskun Matbaasi
175 |Western Films USA 1930-1960 (Korkung Macera-Siyah 1945 Remzi.Koroli Kovboylar Krali
Maskeli Haydutlar Jeff Howart
Serisi:1l
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176

Western Films

USA

1930-1960

Haydut Polis

1945

Y azan: Danis
Remzi Korok

Istanbul: Riza
Koskun Matbaas
Kovboylar Krali
Jeff Howart
Serisi:2

177

Western Films

USA

1930-1960

Heyecanli Bogusma

1945

Y azan: Danis
Remzi Korok

Istanbul: Riza
Koskun Matbaas
Kovboylar Krali
Jeff Howart
Serisi:3

178

Western Films

USA

1930-1960

Banka Soyguncular:

1945

Y azan: Danis
Remzi Korok

Istanbul: Riza
Koskun Matbaasi
Kovboylar Kral
Jeff Howart
Serisi:4

179

Western Films

USA

1930-1960

Haydutlar Pesinde

1945

Y azan: Danis
Remzi Korok

Istanbul: Riza
Koskun Matbaasi
Kovboylar Krali
Jeff Howart
Serisi:5

180

Western Films

USA

1930-1960

Jeff'in Olumi

1945

Y azan: Danis
Remzi Korok

Istanbul: Riza
Koskun Matbaas
Kovboylar Krali
Jeff Howart
Serisi:6




268

FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Istanbul: Riza
v azan: Dani Koskun Matbaas
181 |Western Films USA 1930-1960 |insan Avi 1945 ;oA Kovboylar Kral1
Remzi Korok
Jeff Howart
Serisi:7
Istanbul; Riza
Y azan: Dani Koskun Matbaas
182 [Western Films USA 1930-1960 |Haydutlarin Baskin 1945 N ? Kovboylar Krali
Remzi Korok
Jeff Howart
Serisi:8
Istanbul: Riza
Y azan: Dani Koskun Matbaas
183 |Western Films USA 1930-1960 [Ay1 Jak Cetesi 1945 s ¥ Kovboylar Kral
Remzi Korok
Jeff Howart
Serisi:9
Istanbul: Riza
Y azan: Dani Koskun Matbaasi
184 |Western Films USA 1930-1960 Son Koz 1945 . ’ Kovboylar Krali
Remzi Korok
Jeff Howart
Serisi:10
The series of Flash 1.936-1940_ Baytekin : Bastan basa resimli Cizen ve yazan: Istanbul: Nihat
185 Gordon USA (in Turkey: seriiven 1945 Alex Raymond Ozcan
1942,1943) &y
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY REDI:AE_I_AESE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
Rosamond Ceviren: Nuriye Istanbul:
186 [Kitty USA 1945 Sokak Kizi Kitty 1946 Marshall Mstakimoglu Neb|0gll_J
Yayinevi
1945 (in Geviren: Nuriye Istanbul:
187 |Saratoga Trunk USA Turkey: Saratogo Glizeli 1946 Edna Ferber N y Nebioglu
M Ustakimoglu .
1946) Y ayinevi
. Istanbul: Tirkiye
188 |For whom the bell tolls ~ |USA 1943 Canlar Kimin igin Caliyor 1946 gﬁl’t';‘i?n vandet Iy avinevi Yildhz
Romanlar
1943 - Istanbul: Tirkiye
189 |Jane Eyre USA (in Turkey |Jane Eyre 1946 Charlotte Bronte| T&/ &N Safet Yayinevi Yildiz
Orgun
1946) romanlar
1945 Geviren: Niha Istanbul: Tirkiye
190|A Tree Growsin Brooklyn|USA (in Turkey: [Bir Geng Kiz Y etisiyor 1946 Betty Smith o Yayinevi Yildiz
Y eginobali
1947) romanlar
191 |Alwaysin My Heart USA 1942 Her Zaman Kalbimdesin 1946 SM.Y. Ay-Bey Yayinevi
1944 (in 1946 (first ed.: Terciime eden : Omer |istanbul : Ahmet
192 |Dragon Seed USA Ig;l;)ey Canavar Tohumu 1943) Pearl S. Buck Riza Dogrul Halit Kitabevi
- . Istanbul:
193|ThePostman Always |, <, 1946 Postaci Kapiyi iki DefaCalar 1947 James Mallahan | Geviren: Semih Nebioglu
Rings Twice Cain Yazicioglu .
Y ay1nevi
Ben Ames Ceviren: Nuriye Istanbul :
194 | The Strange Woman USA 1946 Tehlikeli Kadin 1947 - L y Nebioglu
Williams Mustakimoglu Y ayinevi
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Ceviren: Leyla Istanbu
195 | The Foxes of Harrow USA 1947 Harov Kumarbazi 1947 Frank Yerby Sl Nebioglu
Soykut .
Yayinevi
1047 Istanbul: Arif
: ] Kathleen Terciime eden: Bolat Kitapevi
196 |Forever Amber USA (in Turkey: [Amber 1947 Winsor Vahdet Giiltekin Diinya Edb.dan
1948
Secme Eserler
. Istanbul: Tirkiye
197 |Captain from Castile USA 1947 Alevli Geceler 1947 Samuel Geviren: Saffet Yayinevi Yildiz
Shellabarger Orgun
Romanlar
. o Istanbul: Tirkiye
19g|Annaandthekingof o) 1946 Istirap Cenneti 1947 Margaret Geviren: Nihal Yayinevi Yildiz
Siam Landon Y eginobali
romanlar
199 | The Razor's Edge USA 1946 Seytanmin Kurbanlar 1947 Somerset Q.:'.VI ren- Vahdet Istanbul_: Tirkiye
Maugham Glltekin yayinevi
El tarik € mustakim Terciime eden:
200 833‘5‘; or Banatal reef o 1945 :3“2?3 Gocugu: Blytk sinema |47 Yusuf Vehbi | Selami Minir
@ Y urdatap
Ingilizce aslindan  |istanbul :
201 (Golden Earrings USA 1947 Altin Kupeler 1948 Y olanda Foldes |geviren: Mustafa Nebioglu
Yildinmalp Y ay1inevi
1944 Terciime eden: Haltk |istanbul : Ahmet
202 [The Mask of Dimitrios USA (in Turkey: [izmir'li Dimitrios' un Maskesi (1948 Eric Ambler ' o
1948) Tansug Halit Kitabevi
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TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
1947 (in _ o Istanbul: Tirkiye
203 | Jassy UK Turkey:  |Yakut Gozlii Kiz 1048 yazan: Norah |Geviren: Vahdet I\ 0 o vy
Lofts Giiltekin
1948) Romanlar
. . Istanbul: Turkiye
, 1948 (second Ceviren: Nihal i
204 [Hatter's Castle UK 1942 Kabus Sato ed.: 1954) Y eginobali Yayinevi Yildiz
romanlar
Geviren: Nihal Istanbul: Tirkiye
205 [The Woman in White USA 1948 Beyazli Kadin 1949 Wilkie Coallins S Yayinevi Yildiz
Y eginobali
romanlar
Cevirenler: MeksOfe |istanbul: Turkiye
206 [ The Foxes of Harrow USA 1947 Disi Tilki 1949 Frank Y erby Minisker, Berna Yayinevi Yildiz
Isman Romanlar
1948(in S . e
207 |Oliver Twist UK Turkey:  |Oliver Twist 1949 Charles Dickens| 7oV Te Nuriye - jistanbul: Tiirkiye
M Ustakimoglu Y ayinevi
1949)
208 [Anthony Adverse USA Anthony Adverse 1950 Hervey Allen Qe\f!ren: Nihal Istanbul : Tarkiye
Y eginobali Y ayinevi
209 |Green Dolphin Street ~ [USA 1047 Sevenler Ham 1950 Elizabeth Geviren: Nihal Istanbul: Torkiye
Goudge yeginobali yayinevi
TR (From a Hiil asaeden: Ziva Istanbul :
210 |Der Postmeister 1940 German 1949 UcurumaDogru 1950 - g Bosbogaz
i Calikoglu
Film) Matbaasi
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Der Tiger von Eschnapur . S .
211 (The Maharaj's Favorite) DE 1938 Mihracenin Gozdesi 1950
Istanbul:
212 Sinema Macera Roman: 1950 A. Fuat Aral Aydinlik
Basimevi
1918-1960
(in Turkey:
213 |Tarzan Films USA 1925,1934, [Tarzan-Mandrake Micadeles |1951 S. M. Yurdatap
1935,
1946)
Lemmy Caution Films:
Brelan d'as (1952)
I(_lzgnst)nmevert degris istanbul:
g . - Ceviren: Vahdet Turkiye
214 dc:et hommee;t , FR 1952-1955 [Safak Vakti Sevistiler 1951 Pear| S. Buck Gilltekin Yaymnevi Yilciz
anger eux (1953) Romanlar
Lesfemmessen
balancent (1954)
Vous pigez? (1955) _
Ceviren: Nihal Istanbul: Turkiye
215|Quo Vadis USA 1951 Quo Vadis 1952 Henryk Sienkief >~ . "~ Yayinevi Yildiz
Y eginobali
Romanlar
Dilimize ceviren: . L
216|Mickey Mouse Films ~ |USA 1928-1960 [Miki ve K opegi 1952 Seyfettin Orhan IStanbul : Kitap
- Y ayma Odasi
Cagdas
19893 | pvizgar Gibi Gegti: bilyik Margaret Hazirlayan: Kadri-  |istanbul:? Sad
217 |Gone With the Wind USA Turkey . ' 1953 : . ) N
1953) sinema romant Mitchell Rebii Y urdatap Erksan
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Ceviren: Sahire Istanbul: Tirkiye
218 |Moulin Rouge USA 1952 Kirmizi Degirmen 1953 Pierre LaMure Sagman. Yayinevi Yildiz
Romanlar
1952 ; .
219 | The Snows of Kilimanjaro [USA (in Turkey: [Kilimanjaro’ nun Karlari 1953 Erng Istanbgl. Valik
Hemingway Cep Kitaplar
1953)
1952 I Hazirlayanlar: Kadri |, )
220 |LaReginadi Saba FR (in Turkey: Slj’bazr'\é'tle'étfﬂ :]gn'flz‘lf L |95 Y urdatap, Rebii #Sta’IEIU;IA
1953) eymanin Hay Y urdatap &
221|Song of India USA 1949 Mihrace'nin Kiguk Kizi: Hint 1953 Q(?\/I ren: Enver
masal1 Giincer
1951 P
222 [Lorna Doone USA (in Turkey: [Lorna 1953 Richard D. (;gn ren: Sayhan
Balckmore Bilbasar
1953)
Lemmy Caution Films:
Brelan d'as (1952)
Lamémevert degris
(1953) Istanbul:

223 |Cet homme est FR 1952-1955 [Karanhkta Vurusanlar 1953 Peter Cheyney |Ceviren: F.M. ikinci |Caglayan
danger eux (1953) Kitapevi
Lesfemmessen
balancent (1954)

Vous pigez? (1955) .
Giovanni Terciime eden: Istanbul:
224 |Decameron Nights USA 1953 Dekameron 1954 Boccaccio A Kahraman CK;?tgaloaé/aln
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225

Le salaire de la peur

FR

1953

Dehget Yolcular

1954

Georges Arnaud

Ceviren: Celdl Daglar

Istanbul:

Caglayan
Kitapevi

226

Destination Moon

USA

1950

Merihten Saldiranlar

1954

Ceviren: Necati
Kanatsiz

Istanbul:

Caglayan
Kitapevi

227

[, the Jury

USA

1953

Kanun Benim

1954

Mickey Spillane

Ceviren: F.M. kinci

Istanbul:

Caglayan
Kitapevi

228

Limelight (Sahne Isiklar)

UK

1954te
Tarkiyede

Sahne Isiklar

1954

Charlie Chaplin

Istanbul:

Caglayan
Kitapevi

229

The Moon and Sixpence

USA

1942

Malezya Tilsimm

1954 (second
ed.: 1959)

Somerset
Maugham

Ceviren: Tahsin
Y Ucel

Istanbul: Varlik
yay1nevi

230

Sci-Fi Films

USA

the 1950s

Kainat Fatihi

1954

Ceviren: Necati
Kanatsiz

Istanbul:
Caglayan
Kitapevi: Yeni
Dunyalarda
Seris

231

Sci-Fi Films

USA

the 1950s

Feza Canavarlari

1954

Alfred Elton
Van Vogt

Ceviren: Necati
Kanatsiz

istanbul:
Caglayan
Kitapevi: Yeni
Dunyalarda
Serisi

232

Sci-Fi Films

USA

the 1950s

Seyyareler Car pistyor

1954

Ceviren: A.
Kahraman

Istanbul:
Caglayan
Kitapevi: Yeni
Dunyalarda
Seris
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Istanbul:
Caglayan
233 (Sci-Fi Films USA the 1950s |Oliim Dansi 1954 Peter Cheyney |Ceviren: F.M. ikinci|Kitapevi: Yeni
Dunyalarda
Seris
Lemmy Caution Films:
Brelan d'as (1952)
Lamodmevert degris
(1953) o Istanbul:
234|Cet homme est FR 1952-1955 |Yilanh K atil 1954 Peter Cheyney gﬁ’;e” Azize Ekicigil
dangereux (1953) Yayinlari
Lesfemmessen
balancent (1954)
Vous pigez? (1955)
Lemmy Caution Films:
Brelan d'as (1952)
Lambdmevert degris
235 g;fi,mmea FR 1952-1955 [Kanh Oyun 1954 Peter Cheyney | ndilizeeden ceviren:Istanbul: Plastik
Semih Yazicioglu  |Yayinlari
dangereux (1953)
Lesfemmessen
balancent (1954)
Vous pigez? (1955)
1-1937(in
1-The Prisoner of Zenda Igérll;)ey Ceviren: A. Harit ISta'?bEjl:
236 >-The Prisoner of Zenda USA 2-1952 (in Zenda Mahkumlari 1955 Anthony Hope Fedsi $eb|0gll_1
Turkey:195 ayinevi
5)
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
1955 (in Istanbul: Tirkiye
237 |The East of Eden USA Turkey: Cennet Yolu 1955 John Steinbeck Yayinevi,Yildiz
1955) romanlar
Cet homme est dangereux Ceviren: Cevza Istanbul: Tirkiye
238\, . g FR 1953 Bu Adam Tehlikelidir 1955 Peter Cheyney ' Y ayinevi Cep
This man is dangerous Avun
Romanlari
o Istanbul :
239|Belle Starr's Daughter ~ |USA 1948 Gangsterler Kraliges: 1955 Ceviren: F.M. Duran |Caglayan
(Oldiren Kadin) .
Yayinevi
. Istanbul:
240 | Sommaren med Monika  |SE 1953 Monika 1055 Per Anders | Geviren :Asaf Caglayan
Fogelstrém Bicakci .
yayinevi
Hazirlayan: Kadri Istanbul: Samim
241 [Nana FR 1955 Nana 1955 Y urdatap Sadik Nesriyah
Lemmy Caution Flms:
Brelan d'as (1952)
Lamobme vert de gris
(1953) iki Yosma Arasinda: Lemmi Ceviren: Leyla Istanbul: Plastik
242 [Cet homme est dangereux [FR 1952-1955 \ 1955 Peter Cheyney g
(1953) Kovsun'un En Son Macerasi Yazicioglu Yayinlar
Les femmes sen balancent
(1954)
Vous pigez? (1955)




277

FILM

COUNTRY

FIRST
RELEASE
DATE

TRANSLATED CINEMA
NOVEL

DATE OF
PUBLISHING

AUTHOR

TRANSLATOR

PUBLISHING
HOUSE

243

Lemmy Caution Flms:
Brelan d'as (1952)
Lamobme vert de gris
(1953)

Cet homme est dangereux
(1953)

Les femmes sen balancent
(1954)

Vous pigez? (1955)

FR

1952-1955

Zehirli Yosma: Lemmi Kovsun
Ezel Tuzaginda

1955

Peter Cheyney

Ceviren:Semih
Yazicioglu

Istanbul: Plastik
Yayinlari

244

Lemmy Caution Films:
Brelan d'as (1952)
Lambme vert de gris
(1953)

Cet homme est dangereux
(1953)

Les femmes sen balancent
(1954)

Vous pigez? (1955)

FR

1952-1955

Sarisin Yosma: Lemmi Kovsun
Gangsterlere Karsi

1955

Peter Cheyney

Ceviren: Leyla
Yazicioglu

Istanbul: Plastik
Yayinlar

245

Lemmy Caution Films:
Brelan d'as (1952)
Lamobme vert de gris
(1953)

Cet homme est dangereux
(1953)

Les femmes sen balancent
(1954)

Vous pigez? (1955)

FR

1952-1955

Y osmanin Tuzagi: Lemmi
Kovsunun en yeni macerasi

1955

Peter Cheyney

Ceviren: Semih
Yazicioglu

Istanbul: Plastik
Y ayinlar
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Lemmy Caution Flms:
Brelan d'as (1952)
Lamobme vert de gris
(1953) Lemmi Kousun’un Son Terciime eden: Umit |istanbul: Ekicigil
246 [Cet homme est dangereux [FR 1952-1955 ) 1955 Peter Cheyney .
(1953) Maceras: : Casus Carpistyor Deniz Yayinlari
Les femmes sen balancent
(1954)
Vous pigez? (1955)
. o 1955 (2. ed.: Istanbul: Derya
247 USA Miki Fare Denizci 1959) Yaynlan
Istanbul:
S geviren: A. (;gglaygn .
248 [Sci-Fi Films USA the 1950s Bosluk Korsanlari 1955 Kitapevi: Yeni
Kahraman ,
Dinyalarda
Seris
Istanbul:
. .. ceviren:A. (;gglaya_n .
249 [Sci-Fi Films USA the 1950s (Mazisiz Adam 1955 Kitapevi: Yeni
Kahraman .
Dunyalarda
Seris
Istanbul:
A . ceviren: A. (;:gglaygn .
250 |Sci-Fi Films USA the 1950s [Cildiran Diinya 1955 Kitapevi: Yeni
Kahraman .
Dunyalarda
Seris




FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
istanbul:
. o . ceviren: A. (;gglaya_n .
251 |Sci-Fi Films USA the 1950s [Intikam Roketi 1955 Kitapevi: Yeni
Kahraman .
Dunyalarda
Serisi
Yazan Morton |Ceviren: Gondl Istanbul: Trkiye
252 |Not As a Stranger USA 1955 Bir Yabanci Gibi 1956 ' Yayinevi Yildiz
Thompson Suveren
Romanlar
LovelsaMany- Ceviren: Leyla Tstanbul: Altin
253 Splendored Thing USA 1955 Ask Glzel Seydir 1956 Han Suyin Y azicioglu Kitaplar Mes_h_ur
romanlar serisi
1930-Nakleden istanbul -
254 All Quiet on the Western USA 1930 Garp Cephesinde Yeni Bir sey [1-1930 Erich Maria Ahmet Necap Muallim Ahmet
Front Y ok 2-1956 Remarque 1956-Tlrkees : Halit Kitaohanes
Burhan Arpad @
55 All Quiet on the Western USA Garp Cephesinde Y eni Bir sey |1956 Erich Maria Ceviren : Behget Istanbul : Varlik
Front Y ok (2. ed.: 1958) [Remarque Necatigil Y ayinevi
1954 (in . .
256 [ The Caine Mutiny USA Turkey: Denizde isyan 1956 Herman Wouk Istanbul: Mart
1956) yayinlar
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FILM

COUNTRY

FIRST
RELEASE
DATE

TRANSLATED CINEMA

NOVEL

DATE OF
PUBLISHING

AUTHOR

TRANSLATOR

PUBLISHING
HOUSE

257

Lemmy Caution Flms:
Brelan d'as (1952)
Lamobme vert de gris
(1953)

Cet homme est dangereux
(1953)

Les femmes sen balancent
(1954)

Vous pigez? (1955)

FR

1952-1955

Dehget Cemberi

1956

Peter Cheyney

Ceviren: Leyla
Yazicioglu

Istanbul: Plastik
Yayinlari

258

Lemmy Caution Films:
Brelan d'as (1952)
Lambme vert de gris
(1953)

Cet homme est dangereux
(1953)

Les femmes sen balancent
(1954)

Vous pigez? (1955)

FR

1952-1955

Geri D6n Y osma: Lemmi
Kovsun 3

1956

Peter Cheyney

Ceviren: Semih
Yazicioglu

Istanbul: Plastik
Yayinlar

259

Lemmy Caution Films:
Brelan d'as (1952)
Lamobme vert de gris
(1953)

Cet homme est dangereux
(1953)

Les femmes sen balancent
(1954)

Vous pigez? (1955)

FR

1952-1955

Y osmaya Kiyma

1956

Peter Cheyney

Ceviren: Semih
Yazicioglu

Istanbul: Plastik
Y ayinlar

260

A Placein the Sun

USA

1951

Insanlik Sugu

1956, 1964

Theodore
Dreisser

Ceviren: Hale Kuntay

Istanbul: Tirkiye
Y ayinevi




FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Istanbul: Tirkiye
. — . . |Yaymnevi Yildiz
261 |Peyton Place USA 1957 Peyton Asiklart 1957 Grace Metaious|Ceviren: Sevin Deger Romanlar Liks
Seri
Istanbul: Tirkiye
262 |Bhowani Junction USA 1956 Bovani istasyonu 1957 John Masters  |Ceviren: Hale Kuntay Yaynevi Y1Id_1z
Romanlar Y eni
[Uks Ciltli Seri
, , . Yazan: Zsolt  |Ceviren: Sahire Istanbul: Turkiye
263 |Ungarische Rhapsodie DE 1954 Rapsodi 1957 Von Harsanyi | Sagman Y1ldiz Romanlar
1953 Ceviren: Nazmi Istanbul: Altin
264 |From Here to Eternity USA (in Turkey: |insanlar Yasadikca 1957 James Jones Aktan ' Kitaplar Meshur
1956) romanlar serisi
Geviren: Nazmi Istanbul: Altin
265 |Written on the Wind USA 1956 Ask Riuzgarlar 1957 Robert Wilder Aktan ' Kitaplar Meshur
romanlar serisi
. . . Istanbul: Altin
The Man in the Gray . - ) Ceviren: Nurettin .
266 Flannd Suit USA 1956 Romadaki Sevgilim 1957 Sloan Wilson Nur Kitaplar M&;.h.ur
romanlar serisi
— . Istanbul: Altin
267 |Serenade USA 1956 Ask Serenadi 1957 James M. Cain g:i:lrfg Semih Kitaplar Meshur

romanlar serisi
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY REDI:;-AESE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
268 |Giant USA 1956 Devlerin Aski 1957 EdnaFerber | ¢8Viren: Adnan IStanbul: Altin
Semih Kitapevi
Istanbul: Ertem
Ceviren: A. Egilmez
Kisl 1957 - .
269 Sehvet Kislas 9 Kahraman Kitabevi: Asrin
Kitaplar
Istanbul: Ertem
Ceviren: A. Egilmez
270|Baby Dall USA 1956 Tas Bebek 1957 K ahraman Kitabevi: ASrin
Kitaplar
1057 Istanbul: Ertem
: ) . Ceviren: A. Egilmez
271 |Sayonara USA g SSE;Jrkey. Sayonara 1957 James Michener K ahraman Kitabevi- ASrin
Kitaplar
Istanbul: Ertem
Egilmez
272 |Zarak USA 1956 Zarak Han 1957 Kitabevi: ASrin
Kitaplar
Istanbul :
273 |Roy Rogers Films USA 1935-1959 [Teksas Kahramam Roy Rogers |1957 Ceviren: Asena Dora [Necmettin
Salman
Istanbul :
. Isimsiz Kahraman Dovy — Necmettin
274 |Davy Crockett Films USA 1909-1960 Crocket 1957 Ceviren: Sencan Zirh Salman Kitap
Y ayma Odast
Ceviren : Sencan }\lSte?:nr:Ztlti:n
275|Mickey Mouse Films USA 1928-1960 [Miki Tatilde 1957 Zirh, Resimleyen: Salman Kit
Gonul Salman P
Y ayma Odasi




FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Istanbul: Turkiye
276|The Valley of Decision  |USA 1945 Karar Vadis 1958 Mercia Geviren: Nermin | Yayinevi. Yildiz
Davenport Tiarkmen Romanlar Y eni
Liks Ciltli Seri
Istanbul: Tirkiye
277|All The King's Men USA 1949 iktidar Hirs: 1958 Robert Penn —|Geviren: Nermin | Yayinevi Yildiz
Warren Tarkmen Romanlar Y eni
Liks Ciltli Seri
1939 Marcaret Geviren: Nermin Istanbul: Altin
278 |Gone With the Wind USA (in Turkey [RUzgar Gibi Gegti 1958 9 N ’ Kitaplar Meshur
Mitchell Tirkmen -
1953) romanlar serisi
. : 5 Ceviren: Muzaffer  [istanbul : Kitap
279 |Roy Rogers Films USA 1935-1959 [Daglarin Aslam Roy Rogers  |1958 Melhat Ergun Y ayma Odas:
280 |Frankenstein USA 1932 Canavar Adam ve Dr. 1958 Ceviren: Seving Okl IStanbul : Kitap
Frankestayn Y ayma Odasi
Istanbul: Metin
281 |Anastasia USA 1956 Anastasia/Carin Kizi 1958 Yasavul, Film
Romanlar:: 1
. ] o Istanbul: Tiirkiye
282 |Bonjour Tristesse USA 1958 . Bonjour Tristesse 1958 (first ed: Francoise Sagan Geviren: Enver Y ay1nevi
1956) Esenkova P
Gunln kitaplary
283 |Rebel Without a Cause USA 1955 James Dean ve Asi Genclik 1958 i?l(sgst tn
284 |Scarlet Angel USA 1952 Kirmizi M elek 1958 Tevfik Avsar

283
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
1945 (in . _
285 |Boule de suif FR Turkey Bir Fahisenin Romam 1958 Guy de Isaqbul. In-Of
M aupassant Nesriyat
1946)
1958 (in Istanbul: Tirkiye
286 [Marjoric Morningstar USA Turkey Dusen Yildiz 1959 Herman Wouk [Ceviren: Yigit Okur |Yayinevi Yildiz
1962) romanlar
1957 (in . . . |istanbul: Altin
287 |Raintree County USA Turkey: Hayat Agact 1959 Ross Lockridge | Geviren: Necmettin Kitaplar Meshur
Jr. Arnkan .
1960) romanlar serisi
Geviren: Esin Istanbul: Altin
288 |The Young Lions USA 1958 Geng Adlanlar 1959 Irwin Shaw Bilb ar. Kitaplar Meshur
% romanlar serisi
L . Istanbul : Kitap
Dilimize ceviren:
o 1959 (second . Y ayma Odasi:
289 USA Miki Avc ed. 1960) gS;a';ifdettm Orhan Kiigiklere
acoes Kitaplar
1929-1949 ) . s
200|The Marx Brothers Films |USA (in Turkey |Arsak Palabiyikyan istanbul'da [1959 Gikaran veyayan: - |Istanbul: Nihat
Nihat Ozcan Ozcan
1938,1939)
1945 (in
. . _— Guy de
291 |Boule de suif FR Turkey Bir Fahisenin Romani 1959
M aupassant
1946)
— Istanbul: Tirkiye
292 [Der Blue Angel DE 1959 Mavi Melek 1960 Heinrich Mann gﬁ‘g;se; Sayhan |y avinevi Giiniin

Kitaplar Serisi
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FIRST

TRANSLATED CINEMA DATE OF PUBLISHING
FILM COUNTRY |RELEASE NOVEL PUBLISHING AUTHOR TRANSLATOR HOUSE
DATE
Istanbul: Giiven
293 |Der Blue Angel DE 1959 Mavi Melek 1960 Heinrich Mann |[Ceviren: Hale Kuntay | Y ayinevi Saheser
Romanlar serisi
1959 (in Istanbul: Altin
294 (A Summer Place USA Turkey Askta Aldanmamal1 1960 Sloan Wilson  |Ceviren: Eser Tutel  |Kitaplar Meshur
1965) romanlar serisi
Geviren: Oguz Istanbul:
295 | Zarak USA 1956 Zarak Han 1960 - V6 Ayyildiz
Alplagin ; .
Kitapevi
Geviren: Hikmet Istanbul: Tirkiye
296 [Return to peyton place USA 1961 Peytona Donls 1960 Grace Metalious Niven ' yayinevi: Guniin
kitaplari
1954 Nakleden: Tevfik Istanbul : Samim-
297 |Young at Heart USA (in Turkey [Alevli Kalpler 1960 Fannie Hurst Onsi ' Sadik Y : nlan
1956-1959) 5 aymiar,
298 [ The World of Suzie Wong |USA 1960 Susie Wong 1960 Richard Mason |Ceviren: Ozay Sunar Lsit?r]aptl)gr: Altn




APPENDIX 2. Indigenous Cinema Novels

Roman:

FIRST DATE OF
FILM RELEASE | INDIGENOUS CINEMA NOVEL AUTHOR PUBLISHING HOUSE
PUBLISHING
DATE
1 |Bir Millet Uyanyor 1932 Bir Millet Uyaniyor 1933 Nizamettin Nazif istanbul: Kanaat K ittiphanes
Tependenlioglu
2 Aysim: Tarihi Sinema Roman: 1934 Enver Behnan Ankara: Cumhuriyet Kitap Evi
3 |Allahin cenneti 1940 Allahin Cenneti 1940 Ziya Sakir Soko Istanbul: Maarif Kiitiiphanesi
1940
. o - (other eds.: . . . ) e .
4 |Nasreddin HocaDuglinde  |1940 Nasreddin: Sinema Romarn 1043, 1944 Ziya Sakir Soko Istanbul: Maarif Ktliphanesi
1956)
Canakkale Gegilmez (Tirk film Istanbul: Giiven Basimevi
5 [Ganakkale Gegilmez romani) 1940 Derleyen SMY Resimli heyecanl: glizel sinema
romanlar serisi
_ . _ . Nakleden: Istanbul : Giiven Basimevi
6 |Kahveci Glzdli 1941 Kahveci Guzeli 1941 Resimli heyecanli glizel sinema
S. M. Yurdatap .
romanlari seris
Istanbul : Giiven Basimevi
7 |Canakkale Gecgilmez Mehmetgik Olmez 1941 Resimli heyecanli giizel sinema
romanlar serisi
8 |Nasreddin Hoca Dugiinde ~ |1940 Nasreddin Hoca Karagoz tn 1941 Yazan: Selami MUNIr ;e b: Bozkurt kitabevi
Diglniinde Y uratap
Kvircik Pasa Yayan: Selami Miinir  |istanbul: Ismail Akgiin Matbaas:
9 1941 Kivircik Pasa (sinemaroman) 1941 Y urdatap Resimli heyecanl1 glizel sinema
romanlari seris
10|Senede Bir Giin 1946 Senede Bir Giin 1946 fhsan Koza Istanbul: Ahmet Halit Kitabevi
11|Yanik Kaval 1947 Yank Kaval: Blyk Turk Filminin -, o7 Baha Gelenbevi
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FIRST

FILM RELEASE | INDIGENOUS CINEMA NOVEL DATE OF AUTHOR PUBLISHING HOUSE
PUBLISHING
DATE
12|sehitler Kalesi 1949 Sehitler Kales 1949 Istanbul: Perde yaymnlan
13|Cem Sultan 1951 Cem Sultan 1951 Ziya Calikoglu Istanbul - Bakis Mecmuasi Hilm
Yaymnlar:1
14 {incili Cavus 1951 Incili Cavus:Komedi Miizikal 1951 Ziya Calikoglu Istanbul :_Bakls Mecmuasi Film
Yayinlari:2
Hrisantos (istanbul Kan . , e . N .
15|Aglyor) 1951 Hrisantos' u Ben Oldirdim 1952 Istanbul: Nebioglu Y ayinevi
16|Son Buse 1952 Son Buse 1952 Istanbul - Bakis Mecmuas::3
Yildirim Beyazit ve Yildinm Beyazit ve Timurlenk: L . . . ) : :
17 Timurlenk 1952 Biiyik Tarihi Sinema Romar 1953 Munir Hayri Egéli Istanbul: Bozkurt Kitabevi
TR Y azan ve ¢ikaran
18|Beklenen Sarki 1953 Zeki Maren'in ik Filmi - Beklenen 1, oo Ertugrul Sevket
Sarki -
Avaroglu
Eser : Kemalettin
Tugcu Istanbul: Ceylan Yayinlari, Film
19|Aysecik 1960 Aysecik 1960 Senaryo : Hamdi Romanlar Serisi
Degirmencioglu
Reji : Memduh Un
Tiirkces - Neemettin Istanbul : Rifat Zaimler
20(Aliile Vi 1951 Aliile Veli Devler Ulkesinde 1953 ¢est: Yayinevi: Yavrunuzun Kitaplari
Arikan .
Seris
21 E{Z:iz) Cehennem (CIngoz |54 Beyaz Cehennem 1955 Server Bedl




APPENDI X 3. Trandated Textson Cinema

TRANSLATED TEXTSON DATE OF
AUTHOR TRANSLATOR PUBLISHING H
CINEMA PUBLISHIN uTHO SLATO .U SHING HOUSE
1 [Holivut'da Panik Var 1943|Jean Bert Ceviren: Leman Gure Istanbul: Y1Id1_z _K|tabev|, Polis Cep
Romanlar: Seris
. Co Tertip eden: Ant. Ap. (concedled tr. from
2 |Sinemamin Ieytizi 1944 Stephen Watts How Films Are Made)
. Istanbul: Tirkiye Yayinevi, Yildiz
194 o
3 |FIm Sarkilar: 946 Dergis Ozel Sayis
4 |SinemaTarihi 1947{Lo Duca Ceviren: Nuri Sarudogan Istanbul: Remzi Kitabevi
5 |Seytanin Glizeligi (script) 1957 SF;Iel;eOSIaIr, Armand Ceviren: Muzaffer Gokmen Ankara: Sinema Yayinlari
6 |[Sarlo (Charlot) 1959 Philippe Soupault Ceviren: Teoman Aktlrel Istanbul: Mart1 Yayinlar:
Hazirlayan: Zahir Guvemli (concealed tr.
7 quna ta"r|h| : ba?ang@ndan 1960 fr_orp Georges_ Sadoul's H|§t0|re,du istanbul: Varlik Y ayinevi
bugiine Turk ve diinya sinemast cinéma mondial. Des ortgines & nos
jours)
8 |Film ve Rejisor 1960{Don Livingston Ceviren: Tarik Dursun Kaking Istanbul: Mete Yayinlar
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APPENDIX 4. Indigenous Textson Cinema

INDIGENOUSTEXTSON DATE OF
CINEMA AUTHOR PUBLISHIN PUBLISHING HOUSE
1{Tirkiyede Sinema ve Tesirleri Hilmi A. Malik 1933[Ankara: Kitap Yazanlar Kooperatifi Nesriyati
2|Sinema Yildizlar: Fikret Adil Madarl: 1934|istanbul: Aksam Kitiiphanesi
3|Sinema Ddlis Kiz Server Bedi 1935|istanbul: Semih Liitfi Kitabevi
4|Sinema Artisti Adalet Afif Evren 1936{Konya: Babalik Basimevi
5|Radyo ve Sozlii Sinema Raik Ustiin 1938|istanbul: ikbal Kitabevi
6 Holivuda Giden Ilk Tiirk Gazeted Turhan Aziz Beler 1938|istanbul: Vakit Nesriyati
Yildizlar Arasinda
7|Robert Taylor'un Hayati 1939|istanbul: Tiirkiye Yayinevi, Yilchz Biyografileri Dizisi 1
8|Norma Sheare'nin Hayati 1939|istanbul: Tiirkiye Yayinevi, Yilchz Biyografileri Dizisi 2
9|Nelson Eddy’'nin Hayati 1939|istanbul: Tirkiye Yayinevi, Yilchz Biyografileri Dizisi 3
10|Danielle Darrieux'un Hayati 1939|istanbul: Tirkiye Yayinevi, Yilchz Biyografileri Dizisi 4
Sen Sinemanin Pirlanta ve incileri: . .
11 Biyiik ve Meshur Filmler 1940(Manisa: Sen Sinemasi
12| Charles Boyer'in Hayati 1940|istanbul: Turkiye Yayinevi,Y1ldiz Biyografileri Dizisi 5
13| Tyrone Power'in Hayati 1941 istanbul: Tirkiye Yayinevi, Yilchz Biyografileri Dizisi 6
14|Dorothy Lamour'un Hayati 1941 {istanbul: Tirkiye Yayinevi, Yilchz Biyografileri Dizisi 7
15|Gary Cooper'in Hayati 1941|istanbul: Tiirkiye Yayinevi, Yilchz Biyografileri Dizisi 8
16|Deanna Durbin'in Hayati 1941 |istanbul: Turkiye Yayinevi,Y1ldiz Biyografileri Dizisi 9
17]Joan Crawford'un Hayati 1941|istanbul: Tiirkiye Yayinevi, Yilchz Biyografileri Dizisi 10
18|Alice Fayelin Hayat 1941|istanbul: Tiirkiye Yayinevi, Yilchz Biyografileri Dizisi 11
19|Marlene Dietrich'in Hayati 1942|istanbul: Tiirkiye Yayinevi,Yildiz Biyografileri Dizis 12
20|Clark Gabl€elin Hayati 1942|istanbul: Tiirkiye Yayinevi, Yilchz Biyografileri Dizisi 13
21|50 Yildiz 1943|istanbul: Sinemagazin Dergisi Yayin
22|Sinema ve Tiyatro Artistlerimiz 1 ve 2 1943|istanbul: iktisadi Y tiriiyils Basimevi
23|Cocuklar, Gencler, Filmler Dr. Osman Sevki Uludag 1943|istanbul: Kader Basimevi
24{Harp iginde Y1ldizlar gzzel;layan Taceddin C. 1943|istanbul: A. ihsan Basimevi
25|Halivud'da 300 Giin Hikmet Feridun Es 1943|istanbul: Bitiin Kitabevi




INDIGENOUSTEXTSON DATE OF

CINEMA AUTHOR PUBL |SHIN PUBLISHING HOUSE
26| Sinema Albumii 1943|istanbul: Resimli Ay Basimevi
27|Yildizlarin Gizli Hayatlar: Adnan Fuat Aral 1943|istanbul :Ar Yayin
28| Judy Garland'in Hayat1 1943|istanbul: Tiirkiye Yayinevi, Yilchz Biyografileri Dizisi 14
29|Mickey Rooney'in Hayati 1943|istanbul: Tiirkiye Yayinevi,Yildiz Biyografileri Dizis 15
30|Hedy Lamar'in Hayati 1944|istanbul: Tiirkiye Yayinevi,Yildiz Biyografileri Dizis 16
31| Sonja Heine ve John Paynelin Hayati 1944|istanbul: Tiirkiye Yayinevi, Yilchz Biyografileri Dizisi 17
32|Betty Grable€lin Hayati 1944|istanbul: Tiirkiye Yayinevi, Yilchz Biyografileri Dizisi 18
33|Sinema Almanag: 1944|istanbul: Arif Bolat Y ayinevi
2 Ingiliz_KUItUr Heyeti Tedris Filmler 1045| Ankara: ideal Basimevi

Rehberi
gs| HIImlerimiz, Yerli Film Yapanlar 1946 istanbul: iktisadi Y Urtiyiis Basimevi

Cemiyeti
36|Radar, Televizyon, Sedi Sinema Talat Tolunay 1946|istanbul: inkilab Kitabevi
37/Sedi Sinemalar ve Televizyon Rankin 1946|istanbul: Kenan Basimevi
38| Filmlerimiz Yerli Film Yapanlar 1047|istanbul: iktisadi Y iiriiytis Basimevi

Cemiyeti

39| Sinema ve Modalar 1947|istanbul: Tiirk Basinlar: Dagitma Biirosu
40| Yildizlar Ne Diyor Harmankaya, Edip Akin 1948|istanbul: 1s1l Matbaasi
41|Sinema 1950|istanbul: Nebioglu Y ayinevi, Cocuk Ansiklopedisi Kitaplari:16
42|Modern Egitimde Film Resit Pasin 1951 istanbul: K.K.K., istanbul Basimevi
43|Bizim Yildizlar Ansiklopedisi Zeki Tuke 1952
44{Senaryo Teknigi Teorisi ve Pratigi Muzaffer Gokmen 1955|Ankara: Son Havadis Matbaasi
45|48 Yildan Cizgiler Atif kaptan 1955|istanbul: Ekicigil Basimevi
46 Marilyn Monroenin Ask ve Selma Dikmen 1955|istanbul: And Yayinlar:

Maceralari
47|Hayat Sokaklarinda Senaryo: ismail Noyan 1956|istanbul: Call1 Film
48| Sinema Sanati Nijat Ozon 1956 ?nkara‘ Gliney Matbaacilik ve Gazetecilik, Sinema (Dergis) Yayinlart:
49|Film Dinyasi Munir Hayri Egeli 1957|istanbul: Akisan Y ayinevi
50| Ansiklopedik Sinema Sozl gt Nijat Ozon 1958|istanbul: Arkin Kitabevi
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INDIGENOUSTEXTSON DATE OF
CINEMA AUTHOR PUBL |SHIN PUBLISHING HOUSE
51 Tyrone Power, Hayat1, Asklari, Gizli  [Hazirlayan: Necip Fazil 1958listanbul: irfan Matbaas
Taraflan Alsan
LUks Nermin'in 7 kizi: Y1ildiz olayim
52|derken, kurulmus sehvet agina diisen 1959|istanbul: Yakilacak Kitaplar Y ayinevi
Yesil Cam Guzeli Mehlika
53|Brigitte Bardot Sabahattin Arayici 1960|istanbul : Ernur Matbaasi
54| Sophia Loren Sabahattin Arayici 1960|istanbul : Ernur Matbaasi
55|Sinema Teknigine Giris Mahmut Ozdeniz 1960|istanbul: Vakit Matbaast
56| Sinema Dag1ldh Cemal Erten 1960|istanbul: Bilgin Cocuk Y ayinlar:




APPENDI X 5. Back Coversof Juarez and Oliime Kadar

kemmel bir almanak.

tiin sinema merakhlary

“ve zevk sahiblerinin kas |
pisacaklar: bu eserin ia

sadece Bir liadur. o

Kitapgilardan araywz.

e
-
-
-
e
»
-

ARIF BOLAT KITABEVInin =

Filme alininis saheserler serisi
Gecen yillarin en ¢ok aldka toplayan Filmleri.
@ Gelecek mevsimde gosterilecek ve en segme perde

‘saheserleri. bl
&) Garp diinyasinin filme alinmig en biiyitk romanlar. |

SEN| BEKLIYECEGIM
- «Olmeyen Ask> filminin essiz yildizi Merle Olz&mn’
| George Brent'in gevirdikleri bilyiik bir agk ve
: .. Film saheserleri serisinin ikinei kitab
Giiltekin tarafindan giizel ve kuvvetli
cceye gevrilmistir.
GLUME KAD
naga mahkam bir geng kizin
te Davis ve George Br

3 timizde en gok tuf
e gene V

3
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APPENDI X 6. Front Cover and Title Page of Seni Bekleyecegim
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APPENDIX 7. Postersof the Films (Til’ We Meet Again and Baby Doll)

emoyieposter.com

ELIA KAZANS

PRODUCTION OF
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eaesenreo ov WaARNER BroOS.
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APPENDIX 8. Front Cover and Title Page of Baby Doll
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APPENDIX 9. Back Cover of Baby Dall
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