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OZET
Tiirkiye’de geng bir bilim dah olan Ceviribilim, alt dallar1 konusunda da
haliyle yenidir. Elimizdeki tez, ceviri elestirisi alaninda heniiz iizerinde pek
calisiimamis bir konu olan sozciik oyunlarmin cevirisi iizerinedir. Bu yiizden,
icinde bol miktarda sbzciik oyunu bulunan bir Ingiliz edebiyati klasigi Alice

Harikalar Ulkesinde se¢ilmistir. Klasik olmasi itibariyle cok sayida Tiirkce

¢evirisi yaymlanmis olan bu kitap, Tiirk coecuk yazininda sézciik oyunu
cevirisinin gelisimini gormek acisindan zengin bir kaynak olusturmustur.
Bilindigi gibi, bicimsel, yapisal ve sesbilimsel ozelligi ile birden fazla veya
degisken anlamlara gelen sizciiklerin ¢evirisi ¢cevirmeni bir hayli zorlamakta ve
siklikla iki anlam arasinda secim yapmak zorunda birakmaktadir.

Bu tezde, Alice Harikalar Ulkesinde adh eserin 1932’den giiniimiize 18

ayr1 tam Tiirkce cevirisi ele alinarak eserdeki sozciik oyunlarmin cevirisinin
periyodik gelisimi izlenmistir. Bunun i¢in, norm kuramindan yola cikilarak
hedef odakh betimleyici bir ¢caliyma ydntemi izlenmistir.

| 700°den fazla drnekle konu, detayhh olarak gozler omiine serilmis ve
sozciik oyunlar ozellikle 1980 oncesi cevirilerde biiyiik oranda gérmezden
gelinirken veya is‘ipizciigii sozciigiine ceviri yontemine bagvurulurken, bundan
sonraki donemde sozciik oyunlarma daha fazla bir farkindahk ve dikkat
gozlenmistir. Ayrica, 6zel yaymevlerinin sézciik oyunlar1 cevirisi soz konusu
oldugunda Terciime Biirosu’nca kabul edilen tam c¢eviri normundan farkh

olarak kendi normlarmi belirledigi gozlenmistir.



ABSTRACT

Translation Studies is a young scientific branch that is also young in its
sub branches. The present dissertation is on the translation of wordplay which
has not been much worked on in the field of translation criticism yet. For this

purpose, the English literature classic Alice in Wonderland which contains a

good number of puns has been selected. Because it is such a famous classic and
has many‘ published Turkish translations, it is a rich source to see the
development of the translation of wordplay in Turkish children’s literature. As
known, the translation of words having more than one meaning or ambiguous
meanings make it hard for the translator and often compel her/him to make a

decision between the two meanings.

In this study, the periodical development of the puns in Alice in
Wonderland has been observed taking the eighteen different complete Turkish
translations of the work from 1932 till present. In order to accomplish this, a
target-oriented descriptive study method has been resorted to, taking the norm
theory as focal point.

The topic with more than 700 examples has been studied in detail and it
is observed that while wordplay was largely ignored or literally translated in the
versions especially before 1980’s, in the period after that more awareness and
attention to wordplay has been observed. In addition, it is remarked that in
terms of pun translation, private publishing houses determined their own norms
different from the norm of full translation that was adepted and propagated by

the Translation Bureau.

vi



A COMPARATIVE ANALYSIS ON PUN TRANSLATION IN ALICE IN
WONDERLAND BY LEWIS CARROLL

YEMIN METNI

TUTANAK

Y.0. K. DOKUMANTASYON MERKEZI TEZ VERI FORMU
OZET

ABSTRACT

TABLE OF CONTENTS

ACKNOWLEDGEMENTS

LIST OF TABLES AND CHARTS

INTRODUCTION

CHAPTER ONE

L Punning
A. Whatis a pun?
B. Subtypes of puns

II. Lewis Carroll and Alice in Wonderland

CHAPTER TWO

THEORETICAL AND METHODOLOGICAL FRAMEWORK

I. Pun Translation
A. What is the Role of Pun Translation in Translation Studies?
B. What are the Methods for Translating Puns?

Pun-to-pun translation
Pun-to-Related Rhetorical Device
Situational Pun

Literal Meaning

Footnote

Compensation

Manipulative Translation
Non-Translation

Pun-to-Zero

RNk W

The Difficulties in Translating Puns?
Loss of Puns in Translation

o O

11
1ii
iv
vi

vil

iX

X1

—

11
13

13
13
13
13
14
14
14
14
14

15
19

vii



A. Norms in Descriptive Translation Studies
B. Norms in Translation

C. Translation governed by norms

D. Norms in Polysystem

E. DTS as Methodological Framework

CHAPTER THREE
THE CASE STUDY
I. Description of the Corpus
II. Statistical database concerning the puns in the source text
HOI. The Distribution and the Usage of Wordplay in the Source Text
IV. The strategies to translate puns found in target texts with
respect to the textual- linguistic norms
Pun-to-Zero
Non-Translation
Manipulation
Compensation
Footnote
Literal Meaning
Situational Pun
Pun-to-Related Rhetorical Device
Pun-to-pun translation

~EOEHOOW >

V. What are the Difficulties and Common Solutions the Translators found
in the Given target texts?

CONCLUSION

BIBLIOGRAPHY

BIBLIOGRAPHY OF THE SELECTED CORPUS
TABLE 1

TABLE 2

TABLE 3a

TABLE 3b

TABLE 4

TABLE 5

CHART 1

21
22
23
27
31

31
36
37

42
42
43
43
43
44
46
46
47
47

48

51

54

58
59
61
63
69
77
83
84

viii



ACKNOWLEDGEMENTS

I would like to express my sincere gratitude to my thesis advisor, Ast. Prof.
Dr. Filiz Ozbas, for her understanding, encouragement and guidance throughout this

thesis.

I wish to thank Instructor Miige Isiklar Kogak who always gave me scholarly

counsel and ideas both in writing this thesis and in my postgraduate courses.

My grateful thanks go to my parents Yagar and Seval for their love and
encouragement, also to my colleague Neslihan Oranci and my boss Ali Simsek for

their patience and support.

[ would like to express my deepest gratitude to my friends, Mike Buckley,
Betsy Cruz, Chana Garrett, Louise Macha, Terri Ingram and Diana Barrett, who
inspired and motivated me as well as contributed with their active assistance being

ready and willing whenever I needed their answers to my never-ending questions.



LIST OF TABLES AND CHARTS

Table 1: Puns, Their Subtypes and Meanings
Table 2: Naming and Treatment of Proper Names

Table 3a: Puns in Different Turkish Translations of Alice in Wonderland (2003-
1990)

Table 3b: Puns in Different Turkish Translations of Alice in Wonderland (1983-
1932)

Table 4: The Distribution of the Methods that Translators Used

Table 5: Statistical Data on the Translators and the Years According to Methods of
Pun Translation

Chart 1 The Statistical Distribution of the Methods Used in all Translations under
Study



INTRODUCTION

There are not many people who have not heard of the name Alice, especially

the one in the Wonderland since the famous book Alice in Wonderland by Lewis
Carroll has been translated into more than 80 languages over a century.

This thesis brings into focus the translations of this work that have gained a
lot of attention in the source language as well as in the target languages it has been

translated into. It will explore Alice in Wonderland and more specifically the

wordplay which is abundantly present in Carroll’s literary works. Carroll plays with
language throughout the Alice books which have many witty word plays that also
provide ingenious insights into the very nature of language, into how language
enables the creation of wordplay and why it is so difficult to translate wordplay into
other languages (Weissbrod, 1996; 219). This dissertation aims at analyzing the state
of wordplay in the Turkish literary system by looking at the various translations of
the selected children’s work from different decades since the 1930°s. It will be
interesting to compare their extremely different translations in the target texts. While
comparing them, the specific element that will be taken into consideration will be
puns.

In order to better understand the text and its unique characteristics, the
definition of wordplay and its subtypes are given in the first chapter along with the
information about the selected book and the author.

The first part of the second chapter of this thesis aims at explaining
translation of worfiplay, its hardships and different methods to translate wordplay.
The second part is an overview on the Norm Theory that frames the theoretical
perspective of the thesis.

Chapter three deals with application, where all the puns found in the source
text are taken under examination by comparing their translations in 18 different
target texts between the years 1932 and 2004. In order to analyze the puns and their
translations in Turkish, a number of tables are formed, one of which covers the puns
in the source text with the subtype of each one and with the explanation of why it is

considered wordplay (See Table 1). The next table is formed to show a special type

xi



meanings to their characters or to the roles that they play in the story. This table also
gives the decisions of the translators on the translation of those specific names (See
Table 2). Another table is the largest one with all the source puns and their
translations in all the 18 target texts with the name of the translator and the year of
translation given. Because there is one more dimension to this table that also
identifies the methods they translated through, the table is in 6 colors, each
representing one of the methods used in pun translation. The seventh color is a white
color showing that the pun is translated as pun in the target text (See Table 3a-b, and
Table 4).

An additional table and a chart to this last one sums up all the translation
methods so that one can clearly see which pun is translated with how many different
methods within a span of 70 years. It helps to have an overview of the distribution
and the accumulation of the methods used in different periods (See Table 5 and Chart
1).

This dissertation aims to answer the following questions:

What is pun and its role in the Carroll works?

What are the types of pun?

What are the methods to translate puns?

How much do the translators pay attention to puns?

What are the hardships in translating them?

What are the common solutions that the translators found in pun translation?

What kind of a movement has pun translation shown in Alice in Wonderland and

what idea does that give in order to observe the development of pun translation in the

Turkish literary system?

X11



CHAPTER ONE
I. Punning
A. Whatis a pun?

A pun is a literary form whereby a portrayal of a word or a phrase has several
meanings, all of which apply. This can be achieved by the same sound with a
different spelling or the same spelling with a different meaning, and it causes the
reader to consciously acknowledge the differences and the similarities of the word or
words. All at once the same sentence can have totally different meanings. This
wordplay brings an amusing and yet ambiguous curve to the context of the story.
What someone understands from a pun changes from person to person, time, culture,
sex, background and worldview. The clever and humorous thing is the way that an
author writes a pun in which both meanings of the word make sense and are
understood or at least considered. It is a part of human nature to try to use humor or
irony when communicating with other people, and if both parties have the same
domain of human knowledge and experience, it will have a humorous effect on the
addressee. If the receiver understands the pun both s/he and the punster will be united
in taking pleasure from it; but if they do not, the punster may also derive pleasure
from it, thinking that s/he is superior (Alexieva, 1997; 139). Puns can also be cruel or
unkind as well as a source of humor. Lewis Carroll is very fond of puns and uses

them to good effect in Alice’s Adventures (leasttern.com).

Dirk Delabastita, a scholar of Translation Studies doing numerous studies and
research on punning and its translation, suggests a more cognitive and linguistic
definition as follows: “Wordplay is the general name for the various ftextual
phenomena in which structural features of the language(s) used are exploited in
order to bring about a communicatively significant confrontation of two (or more)
linguistic structures with more or less similar forms and more or less different
meanings” (Delabastita, 1996; 128).

There is not a consensus among scholars on the difference between wordplay
and pun. The two terms are mostly used interchangeably. For instance, Delabastita
uses both terms in his introductory articles in both Traductio (1997) and The
Translator (1996). (For further references, see von Flotow 1997, 46; de Vries and



Verheij 1997, 68; Alexieva 1997, 138; Weissbord 1996, 224). Therefore, both terms

used in this study, mainly pun will refer to the same thing.

B. Subtypes of pun

With respect to this, Gottlieb's and Delabastita’s linguistically categorized
wordplay could be taken as the forms of pun. According to him, there is homonymy
-identical forms but different words or a word which agrees with another in sound
and perhaps in spelling, but differs from it in signification: a word that is the name of
more than one object; e.g. ‘two’, ‘too’ and ‘to’ or the substantive 'bear' and the verb
'to bear’. Homonymy can be lexical, collocational, and phrasal, that is consisting of
two expressions pronounced the same way. Lexical homonymy creates single-word
ambiguity concerning its central feature at play. Collocational homonymy applies as
a word-in-context ambiguity whereas phrasal homonymy functions as clausal
ambiguity.

The next form in the classification is homophony, which indicates two
expressions pronounced the same way, and its central feature is phonemic ambiguity.
It refers to a character representing a sound the same as of another character or
having the same sound but different sense. For example; weigh-way, representing the
same sound by a different character.

The third one is homograph, which indicates two expressions, spelt the same
way and creating graphemic ambiguity. In orthography, it is the method of using a
distinctive character to represent each sound. A word of the same spelling as another
but derived from a different root and having a different meaning e.g. to wind and the
wind; to present and a present or bow (the front part of a ship), bow (to bend) and
bow (a decorative knot).!

Another form is paronymy that involves two expressions pronounced and
spelt in nearly the same way and that has phonemic and graphemic similarity
(Gottlieb, 1997; 210 & Delabastita, 1996; 128) having the same or identical sound

but differing in orthography and signification; said of words; as all, awl; ball, bawl;

! For homonymy and homography are defined separately in Dilbilim Terimleri Sozliigii, yet it is also
indicated that linguists take pains to distinguish homonymy and polysemy and extent the borders of
homonymy operating according to synchronic principles instead of historical, etymon standards
(Vardar, 2002; 93).




hair, hare (Webster's). This is a second major type of wordplay. The formal similarity
is weaker than in homonymy but still strong enough for the two words to be related

to each other in the mind of the listener or reader (de Vries & Verheij, 1997; 76).

The last form is polysemy which refers to different but related senses for one
word. It is generally agreed that in each case only one word is being discussed, not
two that happen to have the same form (to which the name homonym is given).
Senses of the same word are seldom ambiguous in context, but the less specific the
context, the greater the possibility of ambiguity. From a theoretical perspective, the
distinction between homonymy and polysemy (the repetition of the same word in
different meanings) is in many cases difficult to make. “There is an extensive grey
area between the conéepts of polysemy and homonymy. A word like walk is
polysemous (went walking, went for a walk, walk the dog, Meadow Walk Drive),
while a word like bank is homonymous between at least bank for money and bank of
a river” (ww.wordfiles.info). “Only if the words concerned show some semantic
overlap will there be a pun, as wordplay in these cases hinged on the interaction
between similarity and difference. To the extent that words in the translation show
comparable overlap, there will be a pun-by-pun rendering” (de Vries & Verheij,
1997; 72).

Along with the forms listed above, the other two literary forms can also be
considered as they have to do with a play on words. One of these is malapropism -
substitution of "fancy" or "pompous" words, often opposite to the intended meanings
or meaningless, for a correct word, a malapropism (from French mal & propos, "ill to
purpose") is an incorrect usage of a word, usually with comic effect. The term
malapropism comes from the name of Mrs. Malaprop, a character in Richard
Brinsley Sheridan's comedy, The Rivals, whose name was in turn derived from the
existing English word malapropos, meaning ‘'inappropriately’. Malapropism is
demonstrated in the following examples: "He's as headstrong as an allegory on the
banks of the Nile (i.e., alligator), "He is the very pineapple of politeness". (i.c.,

pinnacle) (www.malapropism.co.uk).

The other is simile - a comparison of two unlike things using /ike or as - for

example: Sue flits through life like a moth in a room of candles compares Sue to a
3



delicate, fluttering moth which is drawn to fire and raises an image of both delight
and confusion, perhaps also mindlessness and upcoming death or failure. Like a
metaphor, a simile can seem obvious, but it usually tells the hearer something about a
character or setting if s/he is willing to dig a little deeper. (leasttern.com)

In addition to those types above, there is also a type of pun called "naming",
especially in the Hebrew Bible (The Old Testament). Many characters in the
Scripture have names reflecting their character or destiny in Hebrew, which creates a
two fold meaning. Such name-giving puns that ‘explain’ a person’s name have an
obvious characterizing function, but they can also be used “to amuse and sustain
interest”. For instance, Israel means he struggles with God, Jacob means he grasps
the heel (figuratively, he deceives), Isaac means he laughs, Abraham means father of
many. The Hebrew for man (adam) sounds like and may be related to the Hebrew for
ground (adamah); it is also the name Adam. The name of Solomon in Hebrew sounds
like and may be derived from the Hebrew for peace (shalom), his father king David
said that Solomon will bring peace to the nation (NIV Study Bible, 1997;
10,32,33,45,601). The same thing is also the case in Alice in Wonderland, where the

name of Alice and some other characters in the book describe their personalities. It is
understandably very difficult to translate the wordplay and the ambiguity between a
common noun and a proper noun. On the one hand, they fulfill a significant
characterizing function, which the translator may be keen to reproduce. On the other,
the translator is very much limited by the near-impossibility of changing or replacing
the names, which are so deeply rooted in sacred tradition as to suffer little
manipulation. It is quite common and reasonable, then, for the translator to use
footnotes. This strategy allows the translator to preserve the established names in the
main body of the text, while doing justice to the name’s origin and the meaning in
the annotation (de Vries & Verheij, 1997; 84,87,88).

The two formally similar linguistic structures may clash associatively by
being co-present in the same portion of a text, which is called vertical wordplay, or
they may be in a relation of contiguity by occurring one after another in the text
which is called horizontal wordplay (Delabastita, 1996; 128). In horizontal
wordplay the mere nearness of the pun components may be enough to form a

semantic confrontation. Also grammatical and other devices are usually used to
4



emphasize the pun. In vertical wordplay only one component of the pun is visible
while the other meaning is hidden and materially not in the text; so it has to be
incited into semantic action by contextual constraints. In cases where there is no pun,
one looks for contextual clues to remove ‘irrelevant’ associations, trying to find
single and coherent interpretations. However, when a vertical pun is the case, there is
a double context that excludes this disambiguating mechanism and requires double
reading. (Delabastita, 1996; 129).
Having listed different types or forms of pun, it can be said that;

Punning is possible in any language insofar as it seems to be
a universal feature of language to have words with more than
one meaning (polysemy), different words with the same
spelling or pronunciation (homographs and homophones),
and words which are synonyms or near-synonyms while
having different pragmatic meanings and evoking different
associations. These features all exemplify the basic
asymmetry between language and the extra-linguistic world
it is used to denote: languages cannot be and are not expected
to provide a separate sign for every single object or event in
the extra-linguistic world. If a language is capable of such
one-to-one correspondence with the world existed, it would
be an extremely unwieldy and inefficient instrument of
communication, and an impossible one to learn in the first
place. Therefore, language works with a relatively small
repertory of signs (e.g. phonemes and words) that can
however be combined in a multitude of ways to reflect the
complexity of reality. (Alexieva, 1997; 138-139).

What is the function of a pun? It obviously functions within a context and
contexts are verbal or situational. When it is verbal, a pun is expected to be
grammatically and syntactically well-formed. Also, the established language
components may function contextually such as collocations, proverbs, titles,
basically the phrases which are generally used together. On the other hand, in
situational contexts puns function usually in dialogue situations and in multimedia
texts, where the visual image in punning advertisements, cartoons or comic strips
activate a secondary meaning of the accompanying verbal text. Besides these, puns
function to add to the thematic coherence of the text, to produce humor, to force the

addressee into greater attention, to make words more persuasive, to deceive the



socially conditioned reflex against sexual and other taboo themes etc (Delabastita,
1996; 129-130).

Wordplay not only exploits the ambiguities of linguistic

structure, but that, foremost, it makes reference to the

systemic operation of language itself. The way wordplay

elicits multiple meanings calls attention to the implications of

a particular relation- a conjunction and yet a difference-

within a language system: it is not one word invoking another

word or set of ideas, but a play that invokes within one

example the methodology of the entire system (Davis, 1997;

24).

There are different approaches to what should be taken as a pun within a text.
Some argue that only those that are obvious and identifiable to any reader, not too
subtle to elude most readers would be considered pun. Many puns will irresistibly
spring to the eye or the ear, not leaving a shadow of doubt as to their intentional
nature and textual relevance (Delabastita, 1997, 6). Others may have some
ambiguities and verbal echoes that are too subtle for most readers to notice. Even
some people who are gifted with the most finely tuned verbal sensitivity and the
most fertile associative ingenuity may miss such punning. So, the criteria used to
determine which is pun and which is not or where the threshold lies changes
according to different approaches. The traditional wordplay criticism has tended to
ignore this issue by focusing on the safe cases where the pun is clearly signaled and
plain to see. On the other hand, there is the post-structuralist view that talks about a
maze where anything can be considered to be a pun. Post-structuralists tend to pay
attention to every single word and take it to the extreme end of suspecting all the
words and phrases to be wordplay. However, it is obvious that not every word in
every text is empirically a multiple pun, or certainly not to the same extent, or in the
same way, as those puns that do stand out clearly to a wide circle of text users
(Delabastita, 1997, 6).
Here, in this study the traditionalist view on punning will be used as this

study focuses more on the perspective of translation studies than on linguistics.

Evaluating all the puns to an extreme extent would be a deliberate linguistic analysis

in the original language. But before that, it would be necessary to briefly introduce



the author of the selected source text and how the work came to being in order to

understand a lot of related wordplay in the story.

II. Lewis Carroll and Alice in Wonderland

Lewis Carroll is the pseudonym of Charles Lutwidge Dodgson, English
logician, mathematician, photographer, and novelist, especially remembered for
Alice’s Adventures in Wonderland (1865) and its sequel, Through the Looking-Glass
(1871). His poem The Hunting of the Snark (1876) is nonsense literature of the

highest order. Dodgson was the eldest son and third child in a family of seven girls
and four boys born in the old parsonage at Daresbury in England. He grew up
amusing his family and himself with language and writing. He entered Oxford
College in 1850, where he studied mathematics, later becoming a faculty member.
He was awarded a fellowship that had the stipulation that he remain single and enter
the clergy, which he did in 1861. Though he had no children of his own, he got along
best with youngsters. Dodgson's association with children grew naturally enough out
of his position as an eldest son with eight younger brothers and sisters. He also
suffered from a bad stammer (which he never wholly overcame, although he was
able to preach with considerable success in later life) and, like many others who
suffer from the disability, found that he was able to speak naturally and easily to
children. It is therefore not surprising that he should begin to entertain the children of
Henry George Liddell, Alice, Lorina and Edith. It was for the middle sister, Alice,
that Carroll wrote his Alice books. The first germination of the story took place on a
sunny early July day, when Dodgson took the Liddell sisters out boating on the
Thames with his friend Duckworth. The little girls demanded a story from Dodgson,

and he was quick to comply. Thus, Alice's adventures were born.

If it weren't for Alice, however, the story would never have been written
down. She kept pestering Dodgson to write down the story for her, which he did
eventually, albeit much later. She received her own hand-written and illustrated copy

of Alice's Adventures Underground "as an early Christmas present on November 26,

1864". Dodgson later expanded the story and finally published it under the title



Alice's Adventures in Wonderland. Its sequel, Through the Looking-Glass and What

Alice Found There would follow some years later.

Wordplay is predominant throughout both the Alice books. Just as Carroll
writes about cards, croquet, and chess games in the Alice books, language and
conversation are displayed as games that can have endless variations and rules.
Elementary puns and riddles with no answers are sprinkled throughout the
Wonderland landscape, almost as real and tangible as the crazy characters Alice
meets during her adventures.

Dodgson's own pseudonym, Lewis Carroll, is an example of how he played
with language. Lewis Carroll is a Latinized reversal of his first two names, Charles
Lutwidge translating them as Carolus Ludovicus, then reversing and retranslating

them into English. He used the name afterward for all his nonacademic works.

In addition to puzzles and games, he satirized the academic politics of Oxford
in articles, booklets, and leaflets. Many pamphlets that he wrote while at Oxford
survived and show that he took an active interest in the governance of the University.
He felt that by printing his arguments, rather than debating, he could logically

arrange his arguments, and his stammer wouldn’t be an impediment.

By the time of Dodgson's death, Alice (taking the two volumes as a single
artistic triumph) had become the most popular children's book in England: by the
time of his centenary in 1932 it was one of the most popular and perhaps the most
famous in the world. There is no answer to the mystery of Alice's success. Many
explanations have been suggested, but, like the Mad Hatter's riddle (“The riddle, as
originally invented, had no answer at all”), they are no more than afterthoughts. The
book is not an allegory; it has no hidden meaning or message, either religious,
political, or psychological, as some have tried to prove; and its only undertones are
some touches of gentle satire—on education for the children's special benefit and on

familiar university types, whom the Liddells may or may not have recognized.

Carroll's influence on the language can also be seen in how many phrases
from the Alice books have become popular cultural phrases in England and the

world. A few examples of these are "much of a muchness" (Carroll, 1993; 77)
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meaning that two or more things are very much alike", "If you want to get
somewhere else, you must run at least twice as fast as that™ (Carroll, 1993; 161) "in
reference to rapidly changing political situations", and of course, the Cheshire Cat's

"we're all mad here" (Carroll, 1993; 67).

Lewis Carroll's effect on the English language is one not normally delved into
and studied, but its impact is most profound. Through his love of play and words,
Carroll brought to his language a sense of joyfulness and childlike amusement. Many
of his nonsense words have entered the English lexicon, and just as many, if not
more, of his whimsical phrases have been on display in our growing culture, ever

since the publication of Alice's Adventures in Wonderland.

CHAPTER TWO Theoretical and Methodological Framework
I. Pun Translation

As is well known, theoretical as well as critical discussions of
the translation of wordplay usually revolve round the
question whether wordplay is "translatable" at all. Logically
speaking this question makes sense only if one has in mind an
implicit or explicit a priori definition of what "translation" or
"a translation" is. Indeed, while no one will deny that
wordplay in a source text is amenable to various forms of
interlingual processing, the obstacle is usually that the kind of
processes that wordplay will lend itself to cannot be
reconciled with the scholar's preconceived criteria of what
constitutes ("good" or "genuine") translation (Delabastita,
1991; 146).

In comparing English and Turkish, as is well-known, there are two choices
for the translator to translate you in English- sen or siz in Turkish. For the verb ‘to
meet’ in English one can find at least four possible equivalences in Turkish, e.g.
karsiasmak (to meet by chance), bulusmak (to meet arranging before), tanismak (to
meet for the first time), karsilamak (to pick someone up at the station or etc.) and so
forth. Translators have to make choices of this kind all the time: the need for such
choices is a consequence of the absence of one-to-one equivalence between
languages (Delabastita, 1996; 133). If one considers that wordplay is a prominent
feature in a multitude of texts-from the Old Testament to post modern writing...-
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which have been translated numerous times and in numerous ways, one realizes the
futility of the very question of its theoretical translatability (Delabastita, 1991; 146).

However, many critics do not consider a pun that is translated by another
technique other than pun-to-pun rendition as a genuine translation of the pun, e.g.
pun-to-related rhetorical device (see The Strategies to Translate Puns). What they
miss is that pun-to-pun renderings involve noticeable translation shifts, which could
be the pun’s formal structure, its linguistic make up, its meaning content, even its
immediate contextual settings. Translators who choose an adequate translation tend
to see it as a dilemma, if they should give up the pun or provide a more or less free
adaptation. According to Delabastita, it is their paradox that the only way to be
faithful to the source text is to be unfaithful to it. He adds further that: “While it is of
course true that many puns cannot be transposed without substantial modifications
and will accordingly bring the source-oriented translator face to face with the
dilemma between ‘loss’ and ‘adaptation’ of the pun, this is by no means always the
case” (Delabastita, 1996; 135).

According to Delabastita, there are three possibilities where pun translation
has potential to be recreated in other languages such as:

1. between historically related languages, especially wordplay based on sound
similarity, for example, between Dutch and English.

2. Since it is rooted in extralingual reality, wordplay based on polysemy can be
reduplicated with little loss even between historically unrelated languages.

3. Interlingual borrowings common to both the target language and source language.
In this case, it does not matter which type of wordplay it is, for example those
European languages that borrow Latin prefixes or suffixes. These are usually used as
brand names or international marketing strategy (Delabastita, 1996; 135-136).

There might be some constraints due to the type of text or discourse as well as
formal, semantic and pragmatic constraints. For this reason, Delabastita suggests that
it is likely to make a difference whether one is dealing with wordplay in a written
discourse as opposed to a conference speech to be interpreted simultaneously, or in
non-fictional prose compared with fiction, or in drama to be read vs. performed, or in
TV programmes or films to be dubbed vs. subtitled (Delabastita, 1997; 10). In

chapter 3 of this dissertation fiction will be the text type of the material to work on.
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One remaining fact Delabastita suggests is that the technical difficulties are
such that translators often have to go out of their usual way to tackle the puns in a
manner which they themselves, their patrons or employers, and their prospective
audiences will think is appropriate. It is well known that translators always have to
make decisions or choices weighing 'loss' against 'gain' and pondering the pros and

cons of some 'sacrifice' or other (Delabastita, 1997; 11).

A. What is the role of pun translation in Translation Studies?

'The study of wordplay takes one to the heart of the study of communication’
(Delabastita, 1997; 9). This claim of Delabastita’s exemplifies how the pun relates
meaning to form, intention to understanding, semantics to pragmatics, langue to
parole, rhetoric control to inept or purposeless expression, and cuts across virtually
all genre or text type distinctions. Yet, pun study has not drawn the attention it
deserves by either professionals or language experts. As translation studies are quite
new compared to other disciplines anyway, it is needless to say that there is not much
work done in the field of pun translation.

It is hardly surprising that any systematic attention to wordplay and ambiguity
in the theoretical reflection about translation has also been of fairly recent date. This
is not to deny the truism that the notion of the pun's untranslatability has been around
for a long time. Only recently have various trends and schools of thought such as
post-structuralism -mentioned above-, psychoanalysis, Marxism and pragmatics dealt
with this issue (ibid.).

Especially in Turkey, one can hardly find literature or articles on the issue.
The only sources found while researching for this study are three articles, one of
which is by Zuhal Toral Barda in the most prominent translation magazine,

Ceviribilim ve Uygulamalari. Her study brings Alice in Wonderland under

? For studies on pun translation see: McKerras, Robert (1994). ‘How to translate Wordplays’, Notes
on Translation 8(1): 7-18; Delabastita,Dirk. (1987). ‘Translating Puns. Possibilities and Restraints’,
New Comparison 3:143-59; Mateo, Marta (1994) ‘The Translation of Irony’, in Clem Robyns (ed)
Translation and the (Re)production of Culture. Selected papers of the CERA Research Seminars in
Translation Studies 1989-1991, Leuven: The CERA Chair for Translation, Communication and
Cultures, 125-38; Offord, Malcolm (1990). ‘Translating Shakespeare’s Word Play’, in Peter Fawcett
and owen Heatcote (eds) Translation in Performance: Papers on the Theory and Practice of
Translation, Bradford Occasional Papers 10, Bradford: University of Bradford Department of Modern
Languages, 101-140
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consideration in terms of the culture-specific elements and their reflection into
French and Turkish cultures, taking only Mater’s and Suveren’s translations, and two
other French translations as examples. She includes some of the puns which are
culturally related and explains how they are rendered into Turkish either without
informing the child reader or simply removing the culture-specific elements from the
text. She concludes that it is the loss of knowing other cultures to adapt or abridge
the source text for the sake of child reader’s perception and suggests that the culture
of the other can be translated with the methods she mentioned without resorting to
ethnocentrism. Her study seems to deal with this cultural issue from the perspective
of foreignization® and adequacy (Toral Barda, 1998). It seems that Barda suggests

cultural closure in order to make Alice understood by child readership.

The other two articles are in the recently published documents of Translation
Studies Conference held in Ankara in 2002. The first one is undertaken by Turkish
translation scholars, namely, Ismail Boztag and Sirin Okyayuz Yener and brings
novels translated from English into Turkish under focus analyzing cultural, literary
and linguistic norms in translations. Focusing on many different aspect of a text, they
also include play on words (double meanings, puns) and figurative language as part
of a larger study without any specific examples. They indicate that faithful
translations of play on words with a play on words can be defined as translations
taxing the understanding of readers (Boztas & Okyayuz Yener, 2002). It can be
inferred that Boztas and Okyayuz Yener dwells upon the problem of literal rendering
as a solution in pun translation. They seem to advocate the opposite, like Barda, in
order to make the text clearly understood by target readers.

Another article on the same publication is written by a Polish scholar, Dorota
Pacek, who analyzed Alice in terms of the reader it addresses. According to her,
Carroll’s Alice books are intended to be read by children but because adults also find
it pleasant and interesting to read, it has also become an adult’s book. So, she tries to
shed light on how this shift in the source text’s readership affects the translator’s

decisions and choices. Her observation on pun translation is that the range between

’ Foreignizing translation - allowing the features of the source language to influence the language of
the target text - is the most prominent issue in the translation theory of the German romantics. Its
major proponent, Friedrich Schleiermacher, saw it as key to the aesthetic and cultural education of the
German nation. (Bernofsky, 1997)
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the acceptability and adequacy polar predominantly depends on the target readership
the translator chooses. (Pacek, 2002).

Other than these valuable studies which had significant contributions to this
study, there are no dissertations found on punning, wordplay, pun translation or any
Alice or Lewis Carroll topics, nor are there articles related to these issues in Metis
Ceviri Dergisi, 1987-1992. Therefore, this present study is thought to be one of the
first examples on the issue of pun translation and to be the broadest study as well the

corpus of eighteen books in seventy five years time span is considered.

B. What are the strategies to translate puns?

As much as every translator has her/his own strategy in translating a written
or oral text, which is mostly constituted through experience, specific strategies might
be determined for pun translation as a special literary form. Below are some general
applications rather than 'strategies' since in most cases the translator chooses the best

possibility rather than choosing one of the listed strategies.

1. Pun-to-pun translation. When there is the same punning word, words or phrase
found in the target language, this strategy is possible but it is the least frequent
despite obviously being the most desirable. The translated pun in target language
may be more or less different from the original pun in terms of formal structure,
semantic structure, or textual function (Delabastita, 1996; 134).

2. Pun-to-Related Rhetorical Device. This strategy aims to reproduce the effect of
the source-text pun by replacing it with some word-play related rhetorical device,
e.g. repetition, alliteration, rhyme, referential vagueness, irony, paradox, etc
(ibid.).

3. Situational pun. In order to make a pun more obvious to the reader "they add
another dimension to the verbal pun", which means within the content of the
story the translator adds word pictures or a descriptive phrase to help give a
better understanding of the pun (ibid.). A pun may also be adapted to the local
setting to maintain the effect of it (Gottlieb, 1997; 210).

4. Literal meaning. If both of the meanings cannot be translated, the translator may

choose the literal meaning and disregard the second meaning, and thus lose the
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pun. In this case, the pun is rendered verbatim. In doing so, the translator simply
keeps the pun as it is and assumes that the reader will grasp it somehow. This
type of translation for surface meaning, causing 'loss’ of connotation and
associations vital to the wordplay, occurs relatively often (von Flotow, 1997; 51).

5. Footnote. One possibility is to add footnotes to explain the pun or to give the
reader an idea of the original pun intended (von Flotow, 1997; 55).

6. Compensation. If a pun is unable to be translated, a translator will sometimes
insert puns of her\his own or try to gain pun by the use of another word or word
phrase. As long as the "information content”" (Lefevere, 1992; 52) or the overall
picture being drawn stays the same, it is possible to use this strategy. In this case,
totally new textual material is added to produce some kind of wordplay, and it
has no apparent precedent or justification in the source text except as a
compensatory device (Delabastita, 1996; 134).

7. Manipulative translation. For the sake of giving the story a different
understanding than what the author has originally intended, the translator may
ignore the pun and just translate the appropriate meaning according to her/his
preference in the story, no matter if the pun is translatable or not (Lefevere, 1992;
55).

8. Non-translation. In the occasion where the option ‘1’ is not possible at all, this
might be the preference of the translator. The target language to be translated into
must have the same word or phrase that has the same two meanings as the
original text. If there is not one in the target language, then the pun is rendered by
a non-punning phrase which may rescue both senses of it but in a non-punning
conjunction, or select one of the senses at the cost of suppressing the other. Yet
the pun may irreparably be lost if both components of the pun are translated
beyond recognition (ibid.).

9. Pun-to-zero. In this preference, the translator simply omits the part where the pun

takes place (ibid.).

C. The Difficulties in Translating Puns
The nature of linguistic symbols is arbitrary; therefore it is possible to make

‘contrived’ mistakes which are plays on words. Because it is arbitrary a word or
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words similar in form and sound may represent very different meanings. But at the
same time, this arbitrariness of linguistic symbols which enables a pun sets a very
serious obstacle for the translator in translating it into another language, especially
when that language is not one that is related to the source language. Then, the
translator will have to choose different and dissimilar words instead of similar ones
(Weissbrod, 1996; 219).

On the other hand, it is obvious that in different countries people have
different domains of experience and knowledge. In one domain a word may mean
something completely different than what it does in another domain; what determines
the wordplay's comic effect will depend on how closely those two domains are
connected or can relate to each other (Alexieva, 1997; 138).

Puns are a problem for translators! Two words or phrases that mean
different things but sound the same in one language generally do not sound the same
in another language. There are only a few examples which can be thought of
regarding languages which are from significantly different language groups. One
example that can be given considering English and Turkish includes the homophonic
verbs 'to sew' and 'to sow'. They could be used in Turkish as a pun sounding the same
only with a different letter in spelling since the Turkish equivalent has also one verb
for both acts, the homonym of 'dikmek'. Such pun-to-pun translations are rare; a
much more substantial number of puns are either rendered by a literal translation of
the surface-level message, often with a footnoted commentary, or they are explained
in detail in a footnote (von Flotow, 1997; 57). This last strategy which is stated above
could not always be an option in children's literature as child readers would pay
attention to the plot and characters of the story more than to linguistic characteristics.
Almost all translations of puns give the translator a hard time also regarding the
transfer of cultural connotations and specific context-bound shades of meaning, in
addition to the question of unavoidable differences between semantic items and their
range of meanings and connotations in different languages (von Flotow, 1997; 51).
Pusch argues that wordplay seldom translates adequately, and a surplus of
'untranslatable' wordplay, accompanied by copious translator's notes, defeat the aim
of readability, which is an important factor in Lewis Carroll's works, particularly in

his Alice stories. He accepts that wordplay adds taste to the text or discourse, and one
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takes pleasure in reading it because it triggers unexpected connections between
concepts, sounds and words in the reader, creating a sense of specialized perception
and 'knowledge', even a sense of connivance with the author. Nevertheless, he thinks
the translation of wordplay is risky and in places tedious because different languages
organize their concepts, sounds and words differently (Pusch in von Flotow, 1997,
52).

However, these do not mean that it is impossible to translate puns. There are
some literary tactics which are suggested by Weissbrod such as:

* employing all stylistic levels and historical strata accessible
in the target language, even if they have no parallel in the
source text

* changing one or more of the meanings of the original
wordplay so that they can be condensed again into one word
or words similar in form or sound

* changing the type of wordplay or its location in the text
(Weissbrod, 1996; 221).

Using one of these tactics or different possibilities, an imaginative translator
can often replace an untranslatable pun with another pun that conveys a similar
feeling (theworld.com) when there is not such a similarity found in both languages,
which is often the case. If giving up a pun does not merely dispense with an element
of aesthetic beauty or rhetorical persuasion, but actually detracts from the very
semantic cohesion or narrative logic of the complete phrase or passage, then it may
reasonably be assumed that for many translators this is going to be a serious factor to
be given some priority (de Vries & Verheij, 1997; 90).

The above mentioned domains could raise other difficulties as different
cultures have different domains of worldview, knowledge, perception and
experience. What is familiar to one culture may not be familiar to another. Alexieva
refers to this as the degree of embeddedness in the culture. If an example from Alice
in Wonderland were to be taken, the best example would be the lines from the

famous rhymes transformed into Alice's context:

Twinkle twinkle little bat!

How 1 wonder what you are at!

Up above the world you fly,

Like a tea-tray in the sky. (Carroll, 1993: 74)
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In Turkish domain, it would not recall anything when translating the song
literally, let alone its changed version. However, any child from the British culture

would recognize the song and its similarity to the original one, which is:

Twinkle twinkle, little star!

How I wonder what you are!

Up above the world so high,

Like a diamond in the sky. (Jane Taylor)

The humorous effect of Carroll's poem derives from the clash between all the
above-mentioned domains, i.e. the domain of celestial bodies that illuminate the sky
and hence, the domain of things that deserve our attention, on the one hand, and the
domain of ugly and unpleasant things (bats), on the other, mediated in a strange and
baffling way by the TEA-PARTY domain (the tea-tray). Insufficient awareness of all

this on the part of some translators of Alice in Wonderland, may explain why their

versions of the little poem are sorely inadequate. Most of them have chosen to use

the following popular Turkish children's song about the little frog:

Kiigiik kurbaga, kiigiik kurbaga
Kuyrugun nerede?

Kuyrugum yok, kuyrugum yok,
Yiizerim derede.

(Literally: Little frog, little frog / your tail is where? / no tail I have, no tail I have / I
swim in the stream.).

They mostly transformed it into kiigiik yarasa (little bat) with actually not
having the same domain or any connection to what has been said in the text. In

Andag's render, for example it goes like this:

Kiigiik Yarasa, kiictik Yarasa ugarsin nereye?
Gokytiziine gokyiiziine

kanat vurup ugarsin hep

Isigin yok, 15181n yok...(Andag, 1983; 70)
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(Literally: Little Bat, Little Bat, you fly where?/ To the sky to the sky, beating wings
you fly all the time/ Light you don't have, Light you don't have... )

As clear above, there is no mention to 'tea', 'tea-party' or 'tea-tray' in the
adaptation of this little poem. Therefore, the startling effect is lost, and neither the
domain in the source text nor the domain of anything in the translated text is referred
to.

It is more important for a translator to study the internal
structuring of a domain and more specifically, the
prominence of the contrasted components, than to be solely
preoccupied with the meanings of isolated words. And if the
inner structure of domains is what matters, the translator may
even consider restoring to a substitution of a whole domain
(Alexieva, 1997; 149).

For example, one of the puns from Alice in Wonderland could be rendered in

a way that really covers both domains. On page 63, Alice is talking about axis and
the Duchess about axes, which constitutes a paronymous pun. In a lot of Turkish
versions both the words Eksen and balta are used and 'eksen baltalanir' is an
unnecessary addition to the text to be able to match it with the noun balta (ax). So,
here is a closer possibility without having to add anything more: 'eksen demigken
sunun bagsini kessen iyi olur'.

Alongside of these domains, there are so many other elements in a source text
that would defamiliarize the target reader because of the different cultural and
historical backgrounds. The more cultures have distance from each other, the bigger
the gap will exist between them. How do they differentiate from each other? It is
based on the assumption that every telling is a retelling and that every writing is a
rewriting. Everything that is told or written goes back to the previous ones, all the
way to myths and legends in the literary or political history of that culture. They all
bear traces of the preceding works or narrations, which are especially mentioned in
oral literature within the text by the teller. Therefore, the written or oral texts are
accumulated units together with what the author or the teller puts in. According to
Tymoczko, they all have a metonymic characteristic. The definition of metonymy is

described by her as “a figure of speech in which an attribute or an aspect of an entity
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substitutes for the entity or in which a part substitutes for the whole” (Tymoczko,
1999; 42).
For example, references to significant places or key

historical events or kinship patterns can serve to locate a
literary work within a larger context of time, space, and
social structure, thus evoking those larger cultural contexts.
In this regard, such cultural elements within a literary work
are metonymic evocations of the culture as a whole,
including its material culture, history, economy, law,
customs, values, and so on. Metonymic structures within
literary texts are, therefore, densely woven, referring to
various aspects of the literary system and to other cultural
systems alike (Tymoczko, 1999; 45).

As for the translation, it is beyond rewriting or retelling of something but
more like creating a new story while rewriting the text. Tymoczko deals with the
question of how a translator is to translate such works which are unfamiliar and
foreign to the target reader. In her study, she prefers to cover only the marginalized
literatures in the polysystem. While a marginalized text is a retelling or rewriting for
its original audience, it is not for the receiving audience of a translation of the text.
The translator is in the paradoxical position of “telling a new story” to the receptor
audience. The more remote the source culture and literature, the more radically will
the story be new for the receiving audience (Tymoczko, 1999; 42). So, the poem
given above is an example of how some parts of a source text belong to the
traditional literature and how the author rewrites them. From that point, it is clearly
seen that this already rewritten poem is either to be recreated or literally translated, in
both of which cases the translation will be metonymic, i.e. partial but never total or
complete, capturing every aspect of the source text (Tymoczko, 1999; 54-55, also
Catford and Venuti ibid).

There are many metonymies in Alice in Wonderland, referring to British

history, literature and myths. They will be studied and exposed in chapter 3 in the

context of metonymy including other elements as well as puns.

D. Loss of Puns in Translation
Loss in translation is mostly inevitable. As for the reasons why there may be

loss in a given translation, Gottlieb lists three of them in pun translation, which can
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be applied to any kind of loss in translation. The first one is language-specific
constraints that indicate the presence of 'untranslatable' elements in the original,
which fail to have linguistic counterparts in the target language. The puns especially
formed through a homophony could be a good example for the language-specific
constraints. Homophony is considered too language-specific to be retained in
translation, and some languages may even offer more cases of homophony than
others (Gottlieb, 1997; 217). It is suggested that two specific words that sound alike

in any source language will possibly sound more differently in any target language

involved (ibid.). An example from Alice in Wonderland is 7ail and tale. 'Tale' that
refers to a story or an account of a real event is masal or dykii whereas 'tail’, which is
the long thin part at the back of an animal or object, is kuyruk in Turkish. Now there
are two totally different sounding words to render in one. Most of the translators of
the versions in hand have either ignored the pun or tried to replace it with
substituting words or explanations as is the case in Ardig¢'s translation. In any case,
the pun is lost.

The second point that Gottlieb states about the loss of puns in translation is
media-specific constraints. That is related to the type of language transfer used, the

case being children's literature here. Alice in Wonderland has usually been translated

for children where the translator has to consider the language level children might
use and the conventions in children's literature. The target reader is limiting the
words or the solutions the translator may choose or use as the reader will not pay
attention to the substituting elements such as inserted explanations or compensatory
replacements; thus, the pun may go unnoticed.

The last constraint of Gottlieb’s list comes from human competence. He
agrees that the human factor is crucial in any artistic endeavor as well as in punning.
There are limits to the performance of the translator. He does not mean to judge
personally anyone but means to generally highlight the scope of more or less dubious
man-made decisions. It depends usually on the creativity of the translator as well as
her/his competence in how much the pun could be rendered into the target language.
Sometimes even very small replacements with a little creative effort may awaken the

same effect as the original pun on the target group which usually consists of children
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who a have simple but an imaginative understanding of the world (Gottlieb, 1997;
218-221).

One may even be tempted to assume that every instance of wordplay
translation is a strictly unique product of coincidence and inspiration, and therefore
basically unaffected by the conventions, norms, rules or ideologies that so manifestly
seem to influence translational behavior when there is no wordplay about (de Vries

& Verheij, 1997; 91).

II. Descriptive Translation Studies

A. Norms in Descriptive Translation Studies

The notion of ‘norms’ was first introduced by Gideon Toury — an Israeli
scholar — and the impulse for Toury’s study came from the Polysystem approach
developed by Itamar Even-Zohar. Toury introduced ‘norms’ in the late 1970s to refer
to regularities in translation behavior within a sociocultural situation. Then during
the 1980s and 1990s it became more influential. Toury deals with what translation
behavior consists of, rather than dealing with what it should consist of through
examinations and evaluations. The concept of norms assumes that the translator is
engaged in a decision making process. Translational activities should be regarded as
having cultural significance. So, being a translator means being able to play a social
role in order to fulfill a function given by the community rather than transferring
sentences from one language to another, and s/he should do it in a way that is
appropriate within that community. The prerequisite for becoming a translator in a
community is to acquire a set of norms after finding out what is appropriate
translational behavior in this community (Toury, 1995; 53). However, Toury says
that norms are a category of descriptive analysis, but not a category of prescriptive
analysis.

In the case study part, descriptive translation studies will be used in order to

explain the translation phenomenon in Alice in Wonderland. Before analyzing the

translated examples comparatively, it is really necessary to explain the concept
norms of Gideon Toury in a detailed way.
The question that led Toury into research is not whether a translation is the

equivalence of the source text or not. What he wanted to describe is the type and
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degree of the relation between the source text and the target text. And the factor that
determines this relationship is the translation norms that play an active role in
forming the translation (Bengi-Oner, 2001; 95). For this reason, his studies followed
a descriptive rather than prescriptive direction and are called descriptive translation
studies: not what should be or should have been done, but what has been done and
the reasons why they have been done in such way. In the same way, what is
important in this study is to trace back all the different translations of one specific
target text along the period selected in order to observe the processes that different
translators from the selected period have gone through and the development on word
play translation in the Turkish literary system considering norms.

The descriptive perspective looks at norms as objects of study. It sets out to
theorize and analyze their nature and operation as these affect the practice of
translation, but it does not itself seek to lay down rules, norms or guidelines for how
translators should proceed (Hermans, 1999; 73). Norms are a part of the answer to
the question why translators tend to make certain decisions rather than others
(Hermans, 1999; 74). Norms, which are not to be confused with their formulation or
codification, limit the individual’s freedom of action, provided the individual agrees
to be so constrained. They are also historical entities, and hence subject to change as
they adjust to changing circumstances...Some norms, though, are more robust and
durable than others. Norms are tied to shared values in a community, and in turn
values are stabilized by norms (Hermans, 1999; 74-75).

Norms operate at the intermediate level between competence and
performance, where competence stands for the sets of options translators have at
their disposal and performance refers to the options actually selected (Hermans,

1999; 75).

B. Norms in Translation

To be a translator is to fulfill a role in society in a way which is acceptable
according to culture. In order to become a translator within a cultural environment
one must first acquire a set of norms which helps one determine what is acceptable or
unacceptable as well as acquire the know-how to maneuver within the factors that

constrain those norms.
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With regard to its socio-cultural dimension, translation is under several types
of constraints. In fact, the constraints of translation in a socio-cultural environment
stretch beyond the source text, the differences between the languages and textual
traditions, and the limits of the translator. This is evidenced by the fact that
translators who perform under different conditions such as translating different types
of texts or for different audiences often use very different strategies and often come
up with quite a different end product (Toury, 1995; 54).

Sociologists and social psychologists consider norms to be general values or
ideas shared by a community as to what is right and wrong, acceptable and
unacceptable. These ideas then describe what is forbidden, tolerable, and acceptable
within certain situations in a society. If there are norms in a situation that are active,
a person can find a regularity of behavior in recurrent situations of the same type,
and these regularities then become a main source for studying the norms themselves.
Norms are essential to the social relevance of any activity because their existence and
the wide range of situations to which they apply is what ensures the establishment
and retention of social order. Even though behavior which does not conform to the
norms is quite possible, it does not invalidate that the norm exists (Toury, 1995; 54-
55).

C. Translation governed by norms

Because translation involves at least two different languages and at least two
different cultures, it, also, then involves at least two different sets of norm-systems.
Therefore it consists of two major elements:

a) itis a text in a certain language, and therefore it occupies a real position (fills

a certain slot) in the culture

b) it is a representation in that language and culture of another pre-existing text
in a different language and belonging to a different culture which itself
occupied a real position in that culture

Because these two requirements come from two different sources (different
languages and cultures), they will always be different and often incompatible. If
there were not norms to apply to the text, the tension between the two contrasting
constraints would have to be evaluated on an entirely individual basis with nothing to

measure it by. The result of that could be extreme free variation, but it is not. Instead,
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translation within a certain culture tends to follow certain regulations and even if
these regulations cannot be defined, often someone in that culture can point out when

these regulations are violated (Toury, 1995; 56).

Toury’s norms can be classified as follows:

NORMS
| ] |
Initial norms Preliminary norms Operational norms
Adequacy Translation policy Matricial norms
Acceptability Directness of translation | Textual-Linguistic norms

The initial norm is the first step of the decision making process of the
translator. It refers to the basic choice a translator makes with regard to the two
different sources. In other words, a translator may subject her/himself to the norms of
the culture of the original text or to the norms of the target culture. If the translator
subjects her/himself to the norms of the source text, s/he will also be subject to the
norms of the source language and culture. This is considered the pursuit of adequate
translation and often results in incompatibilities with the target language and
culture. If the second stance is taken, then the translator aligns her/himself with the
target language and culture, and shifts away from the source text become inevitable.
If the translator subjects her/himself to the norms of the target culture, it is
considered an acceptable translation (Toury, 1995; Baker, 1998).

Surely, even those attempting the most adequate translation will also shift
away from the source text at some points. The occurrence of these shifts is
recognized as a true universal of translation (Toury, 1995; 57).

Actual translation decisions often reflect some compromise between the two
extremes of the initial norm (meaning a compromise between adequate and
acceptable translation). However, for theoretical and methodological purposes the

two extremes will be retained as separate (Toury, 1995; 57).
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Not only do norms operate in different kinds of translations, but also

throughout the translation process itself. The two broadest types of norms are

preliminary norms and operational norms.

Preliminary norms refer to two different sets of considerations:

I.

Translation policy refers to the factors that govern the choice of what type of
texts are translated into a culture at a particular point in time, e.g. source text
types, individual source texts, authors, source languages.

Directness of translation deals with the amount of tolerance given for
translating from languages other than the source language. Is indirect
translation even permitted? Which languages are preferred? Is there a
tendency/obligation to mark a translated work as having been mediated or is

this fact ignored? (Toury, 1995; 58).

Operational norms direct the decisions made during the translation process.

Therefore, they affect the relationship between the source text and the target

language.

1.

Matricial norms govern the existence of the target language material
intended as a substitute for the source text, its location in the text, as well as
textual segmentation. It determines the extent to which omissions, additions
and changes of location occur.

Textual linguistic norms, in turn govern the selection of material to
formulate the target text in, or replace some segments of original material
with. These norms may be either general or particular.

Operational norms can be said to form a model which reflects either the

norms of a translation focused on the source text (adequate translation) or one

focused on the target language (acceptable translation.) If a translation is fully

focused on the source text, and then after it is translated, it does not really fit into the

target language at all, it is a sort of model of that language; and the translation is

imposed on the culture. Even if it later comes to fit into the culture, initially it has no

slot to be put into. On the other hand, if a translation is focused solely on the target
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language, the translation becomes a version of the original (Toury, 1995; 58-59;
Baker, 1998).

The variety of norms explained above clearly indicates that norms affect the
entire process of translation, including source-text selection (Hermans, 1999; 76). In
this study, mainly textual-linguistic norms are going to be used while comparing the
source text (ST henceforth) and the target texts (TT henceforth) concerning puns. In
other words, the ST and the TT will be compared by taking the omissions, additions
and divisions into consideration. After a full study of norms it will probably be found
that the translational norms are dependent on the position held by translation in the
target culture.

Norms are not static, but can keep changing in time. Because it is not always
easy to continually keep up with changing norms (not for translators, initiators of
translating activities, or for the consumers of the translated material), it is quite
common to see three different types of norms operating in one society at one time.
The three often compete with each other. The norms that dominate the centre of the
system are considered mainstream and operate alongside the previous set of norms
and the beginnings of the new set of norms that are forming. The translators
following these different kinds of norms are often called things such as trendy (for
mainstream norms), old-fashioned (for old norms) or progressive (for new norms)
(Toury, 1995; 62-63).

As a translator, one may change between being trendy, old-fashioned, or
progressive depending on how well one adjusts to changing norms. Often young
translators are operating on out-dated but still existing norms.

Historical contextualization is an absolute necessity when studying norms
since a norm itself cannot be out-dated if it was not once “up to date.” By the same
token, a norm cannot be considered mainstream if it is not also bound to a certain
specific point in time.

Finally, it should be noted that non-normative behavior is always a possibility
although it often comes with the cost of losing one’s reputation as a translator. On
the other hand, sometimes in retrospect non-normative behavior actually effects

changes in the system. This raises questions such as who is “permitted” within a
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culture to make changes and under what circumstances those changes may occur
and/or be accepted (Toury, 1995; 63-64).

Norms are not able to be observed directly, only the by-product of the norms.
Even when studying translation directly can only a product be studied. The two

major sources for studying translational norms are textual and extra-textual.

1. textual: the translated texts
2. extra-textual: “theories” of translation, critical formulations, statements

made by the translators, editors, publishers, etc.

Texts are primary products and are studied as an immediate representation of
norms whereas extra-textual material is simply a by-product of the activity of norms.
The extra-textual material is often partial, biased and likely to lean toward
propaganda and persuasion, so it should therefore be treated with circumspection.
Despite this, however, extra-textual material is very useful in the study of norms in
that it can provide a key into the analysis of the actual behavior (text).

It should be understood that a translator’s behavior is never fully consistent.
Her/his decision-making may change with different problem areas or even within one
problem area in the same assignment. Consistency in translation lies somewhere in
the middle between total randomness and absolute regularity and can only be
determined at the conclusion of studying the piece and not at the onset (Toury, 1995;
65-66). Considering the norms summarized so far, it can be said that norms are
effective factors while determining both the translation process and the translation
itself. So, Toury’s norms are used to describe, explain and predict, analyze and

criticize the translation phenomena.
D. Norms in Polysystem

Itamar Even-Zohar is the first name that comes to mind when polysystem
theory is mentioned. Influenced by the Russian structuralists, he first put forward his
approach in the 70's when he initially attempted to do something else. The term

'polysystem’ is not a randomly selected concept, but implies the intent to make
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explicit the conception of a system which is both dynamic and heterogeneous (Zohar,
1990; 12). 1t is a multiple system, in which various systems intersect with each other
and pértly overlap, using different options at the same time, yet functioning as one
structured whole, whose members are independent (Zohar, 1990; 11). Different
systems are not equal, but are hierarchies within the polysystem. Various strata
compete with each other in order to get to the centre and this competition guaranties
the dynamic state of the system. There will be a change on the diachronic axis if one
stratum wins over another one (Zohar, 1990; 14). There exists a centre and periphery
but with a polysystem there cannot only be one centre or only one periphery because
one item may lose its central position within one system but find a place in the centre
of the adjacent system in the same polysystem, and the same is true of peripheral
positions.

Polysystem Theory suggests that the literature of a certain culture should be
considered as a complete system in order to analyze its dynamics and relations to the
other parts of that culture. Having said that, Zohar argues that translated literary
works are a part of the literary system, and it is unavoidable to ignore their role.
Translated works correlate with the native literature in at least two ways:

a) In the way they are selected by the target literature, the principles of selection
never being uncorrelatable with the home co-systems,

b) In the way they adopt specific norms, behaviors and policies which are a result of
their relations with the other co-systems. Zohar conceives of translated literature
not only as a system in its own right, but as a system fully participating in the
history of the polysystem as an integral part of it, related with all the other co-
systems (Zohar, 1978; 118).

The position of the translated literature can be central or peripheral. It would
position itself in the centre when the literature is young or when it is weak or
peripheral, or when there are crises and vacuums in the home literary polysystem. It

means that translated literature actively participates in shaping the system.

If translated literature is positioned in the centre, it participates actively in
shaping the home literary polysystem, and it employs primary models. Then,

translated literature is a factor of innovation. On the other hand, when translated
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literature takes a position on the periphery, it employs secondary models which
are already established in the home literary system, and it is a factor of
conservation. When the translated materials fulfill a place in a literature,
translation as an act becomes important in the literary polysystem. What
translators do is to search for new models and methods in translating. These
models and methods, then, are foreign for the home literature. They mostly apply
to foreignization (Schleiermacher). If the home literature accepts this, then it will
be enriched and be more flexible. When translated literature is found in the
central position, it does not mean that it will remain there forever; it may go back

to the periphery later on.

Polysystem theory is important for Translation Studies because (a)
polysystem theory positions translation together with all manner of other texts, (b)
polysystem extends the horizon of the researcher to the interaction between
canonized and non-canonized literature, (c) historical research can be realized both
synchronically and diachronically. (d) Also, it gives the opportunity to study the
relations between translations and non-translations, between translations and
discourses on translations and between translations and ideology or power on
translating, and (e) it helps to understand why translators behave in this or that way
and what is the position of translations in the target culture and also to determine
strategies and positions of translations (Zohar, 1990).

Norms are like an extension of the polysystem theory, which functions as a
general umbrella for norms, and they are a kind of tool to determine the translation in
the polysystem. In it, not only the texts but also religion, ideology, literature and
culture are interrelated with each other. Everything in the world affects other things.
Norms are actually not found but reconstructed. The norms have always been there.
When translated texts are analyzed, it is seen that norms have already been there and
then they are reconstructed.

By studying a certain period in culture, lots of information can be obtained
about that period from translated materials. These are both textual and extra-textual
sources. What is specifically observed is not what the translator has chosen, but why

s/he has made such a choice.
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Toury and Zohar have worked together. Toury started using the norms within
the polysystem. What they did was a corpus study by which they diachronically dealt
with a certain literature at a certain period. For instance Toury first chose the period
between 1930 and 1945 in terms of norms of literary translation into Hebrew in the
genre of prose fiction. The selection included the translated works only from the
languages of English and German and from the literatures of Britain, America and
Germany. The selected period was based on Even-Zohar’s historical model of Israeli
Hebrew studies, and it covers the time both right before the World War II and the
years of war itself. This period saw a transition of the centre of Hebrew literature
from Europe to Palestine, and thus the crystallization of a new literary polysystem. In
this time period translated literature had a prime position, and particularly the novel
genre occupied the centre in the Hebrew literary polysystem and was mostly
introduced via translation. Also a lot of sub-genres of novels came along through
these translations. So, all of these characteristics explain and justify why Toury has
chosen the specific period and the specific genre for his field study (Toury, 1980;
122-123).

Then Toury diachronically went through his norms one by one on his selected
texts and the material related to them, finding out descriptive components of the
period’s polysystem.

He discovered that non-systematic comparisons between translated and
original Hebrew Literature during the thirties and forties disclosed many differences
between the respective sets of norms. In addition, when similar norms did occur in
several literary sections in many cases, they were applied much more rigidly in
translating from English and German than in translating from other major source
languages, or in writing original prose fiction. Many of the norms active in the
segment under his study were characteristics of the centre of the Hebrew literary

polysystem in previous periods (ibid., 137).

E. DTS as Methodological Framework
As seen above, there are different ways to overcome the difficulty in

translating puns, which may seem in a sense like compromises. Toury (1995; 57)
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calls them obligatory shifts which are necessitated by the different structures of the
source and target languages. However, there are subjective factors as well as
objective ones like the structure of the language in making them. The subjective
factors can be the translator’s talent, proficiency and willingness to spend time
finding solutions to the translation problems that arise.

The treatment of wordplay in translation depends on norms which are located
somewhere between the subjective and the objective constraints. Norms are not
subjective because they are shared by a group of individuals, nor totally dependent
on the objective constraints. Toury suggests that norms constitute the main factor
determining the strategies of the translator and the relationship between the ST and
TT (Weissbrod, 1996; 221).

Descriptive Translation Studies have been a very useful tool in unfolding
translational processes diachronically, thus enabling the researcher to come to some
important conclusions concerning the literary polysystem under study and in the
selected period. So, in this study of the translation of puns from the classic children’s

book, Alice in Wonderland, in 18 different full translations over the span of 70 years,

from the early years of the newly established Turkish republic until the present time
(from 1932 up until 2000’s), norms will be the major means to analyze the
translation process and to provide historical and cultural findings in the Turkish

literary polysystem and anticipate more comprehensive further research.

CHAPTER THREE Case Study

L Definition of the Corpus

The corpus selected in this study consists of the full translations of Alice in
Wonderland from the period right after the newly established alphabet (1928) until
the present day. There may have been older translations than the possibly first one
found, namely Cevat’s (from 1932), but after a deliberate search, the oldest available
one has been found to be his. It was not an easy process to be able to reach all the
editions of the corpus; some were still available at bookshops whereas some others
only at different second-hand bookshops in Izmir (eg. Soydas&Atasagun, Ardig,
Mater, Suveren, Asimgil, Ozbay, Andag, Burian, Olta). The others which are too old

to be found at bookstores have been found in libraries, the most important of which
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is The National Library of Izmir (e.g. Cevat, Erten, Besli). Some are also found at e-
bookstores (e.g. Civelekoglu and Yeginobali). In the Appendix more than 18
translations are seen whereas only the first 18 of them are available for this study,
because the rest are the same translations of the first 18 and abridged versions. Some
of them are already found in the libraries but not included in the corpus because they
are abridged and adapted versions for younger children. Since most of the puns were
excluded during the translation process in the abridged versions they are not
complying with the purpose of this study. The first 18 versions will be analyzed in
this thesis, because they are thought to be all full translations published in Turkey
and will be sufficient for the purpose of the case study undertaken, as there are
versions from every decade within a 70 year span. It is remarkable to see how many
different translations can be found for one single book in a 70 year period apart from
many other abridged versions.

The significance and the fame of the source text have been undeniably well-
known all over the world for over a century. This may be one of the reasons why
there are so many different translations of it in the Turkish literary polysystem.
Another reason is given by Dorota Pacek, who has researched different Polish

translations of Alice in Wonderland from three different periods: “The existence of

numerous translations of Alice in many languages is due to the fact that it is a true
‘hard nut’ for translators to crack...it is full of puns and other stylistic devices often
considered untranslatable.” Because of its popularity, nearly all publishers involved
in children’s literature, small and large, published it. On the other hand, the double
character of Carroll’s Alice might be another reason for adult publishers to include
this work in their publications. The expression ‘double character’ is used to describe

Alice in Wonderland as a book both for children and adults. For instance, one of the

publishers, Can Publishing House has published it within the series of children’s
books but put the remarkable statement “from 7 to 70” (7’den 70°e ) on the cover.
Siale Publishing House, remarked in the prologue that Lewis Carroll is addressing

adults along with children in this book. They added that Alice in Wonderland, of

which they have published the whole text unabridged, unlike other publishing
houses, bears a philosophy that is peculiar to adults in itself (Civelekoglu, 1998; 7).

Bordo Siyah Publishing House only recently published the work as a novel within
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the series of world classics, noting on the back cover that it is road of riddles the
author puts before every reader from 7 to 70. Pacek explains this characteristic as

follows:

The fact that Alice functions on two levels nowadays might
have an effect on the translator’s approach to translation. If
the translator takes into account Carroll’s original intent, he
would be justified in treating Alice as a book for children
only. However, nowadays children do not enjoy the book to
the same extent that they did in the past. This can be best
illustrated by the fact that there have been numerous
simplified versions of Alice, while the original text is less
often read and appreciated by young readers. On the other
hand, as aduits find the book a continual source of pleasure
and interest, it could be said that it has now become a book
for adults, and it would therefore seem quite legitimate to
translate Alice as a book predominantly for adults. The third,
and most challenging option, and perhaps the most satisfying
one, would be to render the book on both levels at the same
time (Pacek, 2002; 306).

The same aspect of the book was also discussed in Weissbord’s article,

whether it is read by children or adult readers. In Alice in Wonderland, the use of

puns has a central role in producing an ambivalent text, that is, one which can
function at one hand and the same time in children’s literature and in adult literature
(Weissbrod, 1996; 219). At the time when the book came out, it was the most
popular children’s book of the period in England (Green in Weissbord). Weissbrod
supports this opinion suggesting that Carroll himself did not comply with the
conventions of the children’s literature in that time in that he forsook the moral
which was the major characteristic of the children’s books in English children’s
literature until then, both realistic and fantastic. As a result of this, he adapted Alice
to the adult literary system and set it apart from other children’s books of that period
(Weissbrod, 1996; 222). We deduce from reference to Bertrand Russell that Alice
became so popular because it had no morals. That it was so different from others in
the same genre made it attractive to the children of that time. This situation is not the
same any more though. Shavit and other researchers of Carroll’s works believe that
nowadays adults read Alice much more than children do because the latter are

surrounded by easy-read or visual materials, which turns their attention away from
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more demanding reading. For this reason, the adaptations of Alice are preferred by
children today. When it comes to adapting such works into movies and cartoons, the
tendency is to focus on action and adventures rather than narratives by omitting the
talking parts, where the wordplay is actually mostly found, especially in children’s
literature. Today Alice is mostly read by young or older adult readers. So, it can be
said that its unabridged versions seem to function mainly in the adult literary system
(Weissbord, 1996; 223-224).

From the above listed development on the readership of the work, it is

understood that Alice in Wonderland was considered a book for children in the

source culture (Toral Barda, 1998; 119, 122), whether the author meant it to be or
not. Then, it started to attract adult readers more than children due to its peculiar
characteristics, which méans there occurred a shift over time as far as the readership
is concerned. The same shift, “from children to adults” seems to have occurred in
both the Polish and Turkish literary systems as mentioned above. In conclusion, it
can be said that translation follows the same shifts in the source polysystem,
independently from cultural differences.

Owing to its double character, fame and its larger target readership, Alice in
Wonderland was translated by some distinguished translators in Turkey, such as
Tomris Uyar and Nihal Yeginobali. In Uyar’s rendition, the introductory poem was
translated by Can Yiicel, who is famous for his successful poetry translation as well
as for his own fabulous poems in Turkey.

In searching through the catalogues, one can find two target texts translated
by Kismet Giiveng and Kismet Burian. When compared, these two translations were
found to be so alike as to be identical. Some of the translations were re-edited by
some of the publishers. For example, the one that Can Publishing House published
with Tomris Uyar’s translation is the same translation as that of Arkadag Publishing
House where its translator is not mentioned but after carefully comparing, it becomes
obvious that they are the same target text.

The oldest rendition of Alice in Wonderland after the new alphabet was

accepted is that of Ahmet Cevat in 1932 by Nasir-i Muhit Mecmuasi. But

unfortunately, it is only the first part of the whole text, up to chapter seven; the book

consists of twelve chapters in total. It is still included in the study, even though not
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complete, because of its peculiar place, that of being possibly the first translation. It

is not abridged or adapted but has a full text as far as it goes.

Another remarkable point is the translations from an intermediate language.
There are four translations identified in the corpus that are from French instead of the
source language English. Out of these four, only Ardi¢c’s and Besli’s versions
mention that it was translated from French. What is interesting about Ardi¢’s is that
in this translation there are some footnotes to some of the puns explaining how the
two words make wordplay in English! The next one is Besli’s which gives a
prologue under the title “Eseri Sunarken (presenting the work)” explaining that Besli
had translated it from French but after his death it was revised by Naime Halit
Yasaroglu comparing from its original language, English. They claim that their
translation was directly based on the original but confess that they shortcut some of
the puns in English because those puns do not match with our language!

The other version from French is that of Mater, which is understood to be
from the second language, through an article about the cultural facts in Alice in
Wonderland (Toral Barda, 1998; 124). The fourth one is Ozbay’s rendition, which
although it was not mentioned in the book, one comes to the conclusion that it might
have been rendered from French, the language that was very popular in those years in
Turkey (1973), because of some of the names that are changed, e.g. from Bill into
Peter, Dinah to Sarman like in Besli’s, Marry Ann to Marian. It has also very similar
translation of some puns as that of Ardi¢’s, which was also translated from French,
such as Chester kedisi (Ardig) - Cester Kedisi (Ozbay); this was translated into
French as Chat de Chester (Carrol, 1980), Dana bash Kaplumbaga (Ozbay, Ardig),
Akbaba (Ozbay, Ardig). These three examples make it clear that these two target
texts were translated from the intermediate language, French, as the three names in
the source text are indeed quite different from the ones in the translations. The last
example is unique. The wordplay, ‘pig or fig?* was translated as ‘Ke¢i yavrusu mu,
geyik yavrusu mu?’ (‘chévre, ou cerf?’ in French — rhyming, ‘kid or fawn?’ in
English — not rhyming) which is far away from what it clearly says in the source text.
Apparently, the translator from the intermediate language, most likely French, chose

these animals in order to compensate the pun and get the same rhythm and when
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Ozbay translated her/his text into Turkish, without being aware of the pun in the
original text, he literally translated as above. When analyzed below, it will be
noticed that the translations from French display great difference in translating puns

compared with the ones translated directly from the source language.

I1. Statistical database concerning the puns in the source text.

Puns, which are ambiguous literary components, can hardly be counted one
by one. There are two aspects of puns that can be found within a text or dialogue.
The first one is whether the writer or the speaker really has meant to make a word
play or whether it was just a slip of the pen or of the tongue, or an awkward
repetition, basically just accidentally formed wordplay. Delabastita puts forward that
a pun is communicatively significant if and when it is intended as such (Delabastita,
1996; 131-132).

A pun may be either consciously or unconsciously meant. What this means is
that Carroll included hundreds of puns, many of which may never be discovered.
Moreover, what one considers a pun, another person may not. Because Carroll was
possibly the best word-smith in the use of language(s), and because of the
complexity of language (particularly English) and humor, it makes figuring out
exactly how many puns he included in Alice an impossibility. To give one example,
Alice is a play on Alysum - a flower. This is why Alice is continually referred to
directly as a flower in Through the Looking-Glass. Moreover, this flower's name in
Greek means "without madness,” making some sense of why 4lice cannot be mad -
like the Cheshire Cat - in Wonderland: her name literally excludes madness.

Alice is also a pun on Blake's Chrysalis - for Carroll a Chrys-Alice! With this
knowledge one can understand a great many of the much more subtle puns
throughout the stories! There seem to be puns within puns and many of these include
obscure references to other languages, folklore, and much of the Western or English
tradition.

For example, one of the surface puns can be the Duchess' confusion between
"mine" (possessive) and "mine" (to do with mineral extraction), then there are

problems also in figuring out how many of these exist. Is this "mine" a pun on
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Alice's Adventures Underground - which book Carroll described as being interpreted

as a book about mines? Is this pun just one of mine here?

On the other hand, the second aspect of it is the perception by the reader or
the listener, the way they understand what has been said. It is hard to find the
borderline between perceptive reading and perversely ingenious pun hunting.
According to Delabastita, one must come to the conclusion that puns are not
necessarily given once and for all. Their recognition and appreciation largely depend
on the reading habits of the text user, which are in their turn closely linked to genre
conventions and conceptions of language (Delabastita, 1996; 132).

Therefore, in the table below, puns are decided after a selection of four
different people4 from four different cultures (Turkish, American, British, and Irish).
Because this present study aims at taking the puns under object within the frame of
translation studies, it will be representative for this thesis to cover the puns selected

through painstaking readings.

I11. Distribution and the Usage of Wordplay in the Source Text

As seen in the table 1, all the puns selected in Alice in Wonderland are

categorized according to their subtypes defined above. It can clearly be seen from
this kind of clarification which ones are vertical or horizontal and what type of word
play they construct. The explanations of the puns are also given because one can
understand wordplay only within a context which does not naturally appear in table
3. Before analyzing the translations of wordplays in the target texts in hand, it is
good to find out why they are considered a word play and in what way they form
double meaning, or malapropism, simile etc. One can see the variety and the richness
of Carroll’s language and his gift of using the language in an amusing and subtle
way. The first category in the table shows us if the pun is vertical or horizontal, the
first of which indicates two formally similar linguistic structures that may clash
associatively by being co-present in the same portion of text, and the latter indicates
those structures being in a relation of contiguity by bccurring one after another in the

text. The second column categorizes the selected word plays into their subtypes that

4 Namely, Alev Balci, Louise Macha, Betsy Cruz, Diana Barret
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were listed in chapter 1, and the third one gives an explanation for clearer
understanding. The connotations of some of these puns are quite hard for a non-
native speaker to perceive, especially without the context. For instance, the wordplay
of “tail and tale” consists of two components that are in the same portion of the text,
in a dialogue between the mouse and Alice, so it is horizontal. Because the two word
sounds are so much alike but their meanings and spellings are different, they
constitute homophonic wordplay. When the mouse says that its tale is long and sad,
although its being sad does not make sense to Alice, she assumes that it is talking
about its long tail. Among the wordplays listed found 9 paronymous, 9 polysemous,
5 homonymic, 5 homographic, 2 homophonic and 2 idiomatic puns and 6
malapropisms and 3 similes. Polysemy and paronymy appear to be the dominant
structure of all throughout the text.

Another type of wordplay that will be analyzed is naming and they can be
seen in the table 2 with their related meanings. As this type of wordplay is

commonly seen in the Scriptures, so it is in Alice in Wonderland of Lewis Carroll.

The exotic fantasy creatures that inhabit the worlds of his imagination all have very
peculiar names made up from real words in English, French, Greek and Latin. The
characters in the source text have names that are related to their personalities and/or
roles they play in the story. Whereas it is not possible to translate proper nouns, it is
relatively easier to express the descriptive nouns. For example, the March Hare
represents a crazy character that makes fun of everything. It is the friend of another
mad character called the Hatter, which also represents absurdity and silliness.
Because their names are not proper nouns, it is possible to translate them literally
into Turkish. The March Hare is also known in Turkish culture as such a type of
animal because of frenzied antics of these animals during their rutting time during
that month. For this reason, to translate it literally may give the same connotation in
the target text as it does in the source. However, the Hatter does not have the same
advantage with cultural connotations other than its literal meaning, which simply
brings to mind the profession or craft of selling or making hats. Because hatters of
that day worked with mercury in making hats, they would get dizzy with the scent of
processing mercury, and thus lose their minds (Toral Barda, 1998; 123). Only two

translators in the target language, Cakmakgt and Ardig give an extra explanation in
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the footnote that both March Hare and the Hatter are idiomatic phrases that describe
madness in English, e.g. as mad as a hatter. Ardig’s version was translated from
French, so in his text another example is given from that language: “there is an
expression in French, that is, liar like a dentist” (menteur comme un arracheur de
dent), which, however, does not seem to have anything to do with the context. It
might have been translated into French in such a way to describe one of the two, the
March Hare or the Hatter as they also keep telling lies or pretending. Perhaps the
French translation used the dentist character in place of one of them in order to
culturally have the equivalent of the expression in the British culture. In the Turkish
translation translated from French, Nurettin Ardi¢ writes the explanation both from
the direct source and the intermediate language — French and English, possibly
translating directly from French as well as checking out the original source text.
Another type from the mad trio is the Dormouse that keeps sleeping and wakes up
every once in a while to eat or say something. Its name in the target language brings
to mind only the rodent animal, whereas its intended name originates from the Latin
verb “dormire” meaning to sleep (Maatta, 1997). All these three characters
representing madness with their words and actions form the fifth chapter in the story
that is titled as “A Mad Tea-Party”. As can be seen, these three names constitute
wordplay in the source language, while only one of them, the March Hare provides
the same association in the target language though the other two are also translatable,
non-proper names.

Another name that represents its character is the Cheshire Cat that has a
grinning expression on its face. The quote "Everyone in Wonderland is mad,
otherwise they wouldn't be down here" said by the Cheshire Cat can be given an
existential meaning. Is it that everyone alive is mad being alive, or everyone
dreaming him or herself away is mad due to the escape from reality? Cheshire is the
name of courtships near Manchester in England, from which it takes its name, and
there is an idiom in British culture, “to grin like a Cheshire cat”, although it is not
known where it originated from (Toral Barda, 1998; 125). As seen in the table, the
most common translation has been the literal one, while there are others, such as
Ankara Kedisi by Oral, Vankara Kedisi by Cakmakgi1 and Uyar, Van Kedisi by Besli,

Mater, Cins Kedi by Yeginobali, Siritkan Kedi by Asimgil, Chester kedisi by Ardig,
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Cester kedisi by Ozbay. Because it can be understood only by someone who is
familiar with the source culture, the wordplay does not seem to function as wordplay
in Turkish with either Cheshire or Chester or Cester. On the other hand, Van kedisi
and Ankara Kedisi, though cat breeds, still do not apply to any connotation similar to
that of Cheshire. Cins kedi implies a good type of cat in the target language, thus not
what the wordplay implies. And Swritkan Kedi appears to be the most explanatory
and reasonable choice in favor of acceptable translation.

The next name in question is Gryphon, which is a mythical animal typically
having the head, forepart and wings of an eagle and the body, hind legs and tail of a
lion (Britannica 2002). The author refers to his readers who do not know what it is to
the picture given. This one is again a culture-specific element of the source text that
is considered a protecting object against mischievous spirits. It is even in the source
culture marked through the picture in case the reader might not recognize its name.
Therefore, there is no equivalence in the target language, other than its literal
translation, which has already been preferred by 7 of the translators who have either
left it as it is (Olta, Soydas) or domesticated the word as Grifon (Oral, Yeginobali,
Civelekoglu, Suveren) or Grayfon (Besli). According to textual-linguistic norms,
these translators seem to be close to the side of adequate translation, when others
have translated closely to the source culture in favor of acceptability as a well-known
tale animal, i.e. Ejder (Cakmakei, Erzik, Uyar, Burian) or Ejderha (Mater, Andag,
Asimgil, Erten). One more translation of this wordplay is an interesting one, that is
Akbaba (Ozbay, Ardig), which might have only been translated by looking at the
picture of the Gryphon in the original book. What ever the reason is, here again their
translation is close to acceptability in the scale. What is interesting is that some
translators, namely Oral and Burian translated the part in which Carroll refers to the
picture of the gryphon, but they did this while there is no picture in their target texts.
Only the translations of Asimgil, Uyar, Erzik, Yeginobali, Besli correctly refer to the
picture that was indeed placed in target texts. Other than this, Civelekoglu, Andac,
Suveren, and Mater explained what type of animal it is by describing the head and
the bottom part as above, while Olta, Soydas & Atasagun, Ardig, Ozbay did not seem

to have thought that it was necessary to describe or show the animal at all.
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Another unique character in the story is the Mock Turtle, who keeps
speaking non sense and mocks at everything.

The symbolism of the mock turtle and gryphon or griffin is
an illustration of fancy catching or advertising genius of the
first order. What child has not wondered what sort of beast a
mock turtle would be? In his puns the mock turtle is
incorrigible, and an excellent intelligence test is provided in
the curriculum of the underseas school by timing some
unsuspecting soul in the translation of the terms back into
their common school originals. The pun is the lowest form of
humor and in consequence can be said to be the foundation of
all wit From soup to classical mythology is a leap of fancy
that any child or highly evolved soul would love for the sheer
breadth of it and be perfectly at home and safe on the
foundation of the soup (Maata, 1997).

The most preferred equivalence of this name is Yalanci Kaplumbaga
(Cakmakg1, Erzik, Yeginobali, Uyar, Mater, Burian, Andag, Erten), which literally
means turtle the liar or the false turtle. The four others translated it similarly: Sozde
Kaplumbaga- the so called turtle (Oral, Civelekoglu), Taklid Kaplumbaga- the
imitation turtle (Suveren), Kaplumbaga bozuntusu- a poor excuse for a turtle
(Asimgil), Soytart kaplumbaga- the clownish turtle (Olta, Soydas). Although none of
them implied that it is a mocking animal, they all gave the impression that there is
something wrong with this turtle. However, two other translations are very different
from the others in terms of describing the ‘turtle’, one of which is Dana bash
Kaplumbaga- turtle with a calf’s head (Ozbay, Ardig) and the other Deniz
Kaplumbagas: Mok (Besli). Dana basli Kaplumbaga might be chosen because the
mock turtle is the name for the soup made from calf’s head. This information is
found on a footnote in Burian’s translation (See Burian, 1990; 108). Or else, it was
maybe only translated according to the picture given in the source text; the picture of
the mock turtle looks like a standing turtle with a calf-head. And Deniz
Kaplumbagas: Mok is the borrowing of the English word ‘mock’ that is explained on
a footnote that ‘mok’ means yalanci kaplumbaga. These two lean away from being
the equivalent of the name wordplay.

1V. The strategies to translate puns found in target texts with respect to the

textual- linguistic norms
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The analysis in this part will refer to table 3, which is divided into two
tables because of the lack of space. The first one, table 3a contains the translations of

the selected work Alice in Wonderland between 1990 and 2004, and the second one,

table 3b covers the rest of the translations between 1932 and 1989. Both tables have
all the 41 wordplays given with their translations in the target language classified
according to the translators and the years. The page numbers for the wordplays are
given right after each wordplay. For easy finding, they are also marked in the page of
each book, both in the original and the Turkish translations. It is to be noted that
table 3 is colored in order to identify the different strategies of wordplay translation
and to give a holistic view over different periods. The first column consists of the
source wordplays and is not colored. Each color represents a strategy, seven colors
for seven strategies, and which color represents which strategy is noted above the
table. The only strategy not colored is pun-to-pun translation, which has the same
white color as the source wordplays. The compensation strategy is not included in
this table since they are different from the original ones, being made up by
translators. It will be dealt with separately.
A. Pun-to-zero strategy

As noticed in the table, there are many different choices made by the
translators on a single wordplay. Starting from the pun-to-zero strategy, it is not too
hard to see the different distribution between the two parts of table 3. The green cells,
representing the strategy are rarely seen in the first part whereas they are abundantly
found in the second. This obviously shows that after 1980°s to present translators
have shown great attention to make a thorough translation, without skipping even the
wordplays, which would be considered favorable to do so because of their more
effort-requiring feature. However, it is not the case in the older translations before
the 1980’s, where many omissions are observed by the means of green color. Full
text does not seem to be a priority for the older periods, which is understood not only
from the concern for the translation of wordplay, but also the page numbers of the
target texts in hand. The versions previous to the 1980’s are shorter than the ones in
later periods; they are not abridged but it seems that translators tended to do more
omissions and not to stick to the source text. In particular, Ozbay (1968) and Besli

(1944) intensively ignored a lot of wordplays. According to the matricial norms in
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chapter 2, the observed norm appears to be that last period translators in Turkey tend
to render the full text, and pay attention whether wordplay is translated as wordplay
or not (For the other examples on this strategy see green cells in table 3).
B. Non-translation strategy

As for the non-translation strategy, it does not completely ignore the pun
but translates the wordplay with a non-punning expression which may cover both
meanings without forming a wordplay though or choose one of the meanings at the
cost of suppressing the other. This strategy is widely used especially when the
homophonic, homographic and homonymic puns are concerned because in those
cases the translators did not have much choice other than making up their own
wordplay, either with something totally different or using rhetorical devices. If s/he
has not spent enough time and energy, s’he may end up just leaving the wordplay,
and fill in its place with one of the alternatives in the context. For example, the
wordplay “to draw” (to draw a picture and draw from the well) forms a homonymic
ambiguity and does not leave much choice in Turkish (¢izmek and ¢ekmek). So, the
translators resorted to using one of the meanings they choose if not the literal
meaning or rhetorical devices. Another example is “Antipathies”, by which Alice is
trying to say “Antipodes”. To translate it as “zitliklar” does not have anything to do
with either the word’s literal meaning or its intended meaning. The hardship is that
there is not a one word equivalent to Antipodes in Turkish as only New Zealand and
Australia express the same thing. (For the other examples on this strategy see pink
cells in table 3).
C. Manipulation

Another strategy mentioned in the above list but not included in the table is
the strategy of manipulative translation. Such manipulation has not been observed
in the selected translations.
D. Compensation

There is one strategy listed above, yet not included in the table, which is
though occasionally found in some of the target texts. That is compensation by
which the translator produces wordplay where there is actually no wordplay, in order
to make up for a lost wordplay in the target text. What is widely observed is that

independently from periods, the compensatory wordplay is found in the translations
43



depending on the translator, how seriously s/he takes the wordplay and the author’s
stylistic features or how aware the translator is of the abundant wordplay in the
source text. In this regard, it is noticed that a special care for the compensation of the
lost wordplay has been taken mostly by Tomris Uyar who is one of the prestigious
translators in Turkey and known for her literary ingenuity with her own works. Many
examples can be found but not marked one by one here because it would be a list too
long to write down entirely. Some of them are like the following:

1. Uyar (p.31) - “bu sogukluklar” compensating for the pun “dry”

2. Uyar (p.67), Cakmak¢1 (p.73) and Andag (p.56), - “ben giiliimseyenini
gormemigtim, sen zaten gérmemigin birisin”

3. Uyar (p.84) - “Boyuna ¢ekip dururlarmis..Ne ¢ekip durularmis...Ne
cekecekler, giinbali tabii, lafimt balla kestim”

4. Uyar (p.105) - “yalanci kaplumbaga...yalanci dolma gibi”

Uyar (p.116) - “hangi ¢iroza sorsan bilir” for “shrimp”

Uyar (p.129), Yeginobali (p.111) and Erzik (p.117) - “bu tamg sorguya

kendileri cekmeliler, basa gelen gekilir”

Asimgil (p.86) - “F harfi ile baslyan seyler, fazla fazlalik, fazlalik ¢ekilmesi”

Asimgil (p.122) - “resmini ¢ekiyorlarmig” for the pun “to draw”.

. Burian (p.114) - “capitma...sapitma” for “to uglify... beautify”

0. Oral (p.38) — “... hoslanmiyorum dogrusu... dogrusu mu yanlisi mi?”

o\ W

= 0 % N

E. Footnote

The strategy of footnote is rarely used and seen mostly in the older
translations of the text. In fact, there are so many components in the source text that
require an explanation or additional information in order to understand the context,
because they are mostly cultural and even historical connotations ranging from
idioms (e.g. Take care of the sense, and the sounds will take care of themselves that
implies to the idiom “take care of the pence, and the pounds will take care of
themselves) to British history (e.g. William the Conqueror), from mythology (e.g.
Gryphon, a mythical animal) to educational system (e.g. Laughing and Grief which
refers to the lessons Latin and Greek, also washing that was considered as selective
course in private schools that cost additional money [Cakmakei, 2004; 114]) to
geography (Antipathies, which Alice meant to say Antipodes) and so on. Those
cultural elements are widely used by the author throughout the source text, some of
which constitute wordplay. While it is not so reasonable to put a footnote explanation

after each cultural component in the source text, it is easy to miss the subtle
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wordplay because of different domains. When it is difficult to catch the wordplay
even in the source language for a non-native speaker, it would be understandably
demanding to read the text in translation. At that point, it can be said that footnotes
would be necessary and helpful in understanding the text thoroughly. However,
footnotes were preferably avoided especially in children’s works in children’s works
probably due to the fact that children would not pay attention to them. For this reason
this strategy is not widely seen in the target texts selected; only three times once by
Cevat, twice by Ardig, both of whom are older period translators. Nevertheless, one
of the later period translators, actually the latest one namely Cakmakg¢t used
footnotes abundantly. There are 20 footnotes in total in his translation, some of
which explain the wordplay while others give extra information for cultural and
personal components of the author. In his version two additional articles were added,
one in the beginning and one in the end. The first one is an introductory essay on
who the writer is — though a biography has just been given in the previous page — and
how he wrote the book as a result of his story telling to his friends, Liddell children,
one of whom, namely Alice eventually became the main character in the book. The

last one deals with the position of Alice in Wonderland in history of literature and

culture, especially mentioning the German translation and the processes the
translators went through. It again gives more information about the author and his
life style. In all the three extra-textual materials, one biography of the author, then
the foreword and in the end an additional article, there are a lot of repetitive items of
information and two or three different items of information on the same thing. For
example, that Charles Dodgson, the real name of Lewis Carroll has eleven siblings
and he is the oldest son after three older sisters is written in all three of them. A lot of
similarities like this are found repetitively. Basically, they all have parallel
information about the author, his work and the story of its coming into being. It
might be argued that the translator preferred to take the reader to the author and to
the source culture as much as possible, stressing the text’s being a translation and
thus immensely produced adequate translation (For the other examples on this

strategy see plum colored cells in table 3).
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F. Literal Meaning

The next strategy, literal meaning is the one applied commonly as seen in
yellow cells. This is not a special strategy to translate wordplay only, but a usual way
of translating a text when the translator is not able to find a better way or s/he opts
for indicating the text’s foreignness. Because the source text includes so many
wordplays that are hard nuts to crack, this strategy has inevitably been a most used
way out. An example can be given from the wordplay “cats eat bats, bats eat cats”
which form a sort of rhyme. This is not a question of translating the phrase but of
catching both the rhyme and the wordplay in the given context where Alice
remembers her cat, seeing bats around in the hole while falling. Therefore most of
the translators translated it just literally without giving the same effect found in the
source since “kedi-car” and “yarasa-bat” do not form the same paronymous
structure. This strategy has not pointed to a clear distinction between periods,
particularly older or recent in terms of norms (For the other examples on this strategy
see yellow cells in table 3).
G. Situational Pun

One interesting strategy observed is situational pun strategy, which can
actually not be considered an intentional choice because the intention seems to be
that the translator is trying to make the same wordplay in the target text but gets
trapped in a non-punning context which actually insults the reader’s intelligence by
making the pun too obvious rather than heightening the illocutionary power of the
passage (Lefevere, 1992; 54). This wordplay marked in grey color in table 3 can be
given as the best example: “Alice: You had got to the fifth bend, I think? The Mouse:
I had not! Alice: A knot! Oh let me help to undo it”’. The paronymous play on words
is obviously challenging to render the misunderstanding and have the wordplay. For
this reason, it seems like the translators worked hard in order to keep the same effect
in TT that most of them did add another dimension to the verbal pun thus added a
descriptive phrase to help give a better understanding of the pun. What is usually
added is like this: “Alice: Besinci boguma gelmigtiniz. Orayt ¢oziiyordunuz. Fare:
Cozmiiyordum. Alice: digiim olmug!...Ah ¢ozmenize yardim edeyim” (Cakmakgi,
2004; Erzik, 2003, Civelekoglu, 1998; Uyar, 1992). The part “Oray: ¢oziiyordunuz”

is an addition in order to make the next conversation correlated and let the reader
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know that there is a kind of wordplay in the context. Again a normative attitude has
not been observed periodically concerning this strategy (For the other examples on
this strategy see grey cells in table 3).
H. Pun-to-Rhetorical Device

When wordplay is intended to be translated as wordplay by the translator, it
just does not fit in the same way as it does in the source text, whatever solution s/he
finds in order to produce the wordplay in the target text. Then s/he ends up
reproducing it through different rhetorical devices. This strategy appears to be
closest to the pun-to-pun rendering, because it tries to give the same effect as that of
the original wordplay. When periods are concerned, it is noticed that late period
translators (after 1980°s) have used this strategy twice as much than the older ones
(previous to 1980’s), which demonstrates more of an awareness of wordplay as
drawing near to the recent dates. This strategy is marked by the blue color in the
table 3 and one remarkable example from the table is the one about axis and axes
where Alice is talking about the axis of the world which the queen misunderstands as
axes and as her habit commands her to be executed with that axis. These two words
that form a homophonic pun are totally different words with no common phonetic
feature: balta and eksen. In order to overcome such difficulty in translating the pun
as a pun some translators namely, Cakmakg¢i, Erzik, Uyar, Mater and Andag use the
verb baltalamak that stem from the noun balta (axe) so that it would have the same
effect when the queen is reminded of an axe and orders Alice to be executed with it
(Eksen...baltalanmis olur...balta dedin de vurun sunun kafasini). These translators
have added another dimension to the context and resorted to this strategy in order to
retain the author’s creative style on punning (For the other examples on this strategy
see blue cells in table 3).
I. Pun-to-pun strategy

The last strategy shown in the table is pun-to-pun tramslation with no
color and thus matching with the source puns in color. It is clear from the name of
the strategy that such rendering opts for the equivalence in the target language. When
wordplay is concerned, this equivalence is the least frequent despite obviously being
the most desirable. Like Pun-to-Related Rhetorical Device strategy, pun-to-pun

strategy in the post 80’s translations also outnumbers those made in the preceding
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period. Therefore, together with the findings above that the translators of the later
period used the related rhetorical device more than the translators in the previous
period did, it can be concluded that there has been more and more awareness of
wordplay observed in recent years especially after the 80’s. As stated above, the
translated pun in target language may be more or less different from the original pun
in terms of formal structure, semantic structure, or textual function. For instance, the
malapropism, Reeling and Writhing (implying Reading and Writing) is successfully
translated as Dokuma-Kazma (implying Okuma-Yazma) by several translators,
namely Oral, Yeginobali and Asimgil. Dokuma-Kazma is semantically different from
Reeling and Writhing but through such translation the malapropism is managed in

the target text (For the other examples on this strategy see uncolored cells in table 3).

V. What are the difficulties and common solutions the translators found in the
given target texts?

Turkish and English are from different language families and thus quite
different systems in form, structure and word-formation, as is well known. This
inevitably causes a lot more difficulties in the translation of wordplay than in those
between the languages from the same family. Concerning the source and the target
text under study, not only do the linguistic dissimilarities, such as structural
differences in Turkish and English set an obstacle, but there are also differences in
the domains and metonymies of the two cultures. The book is full of culture-specific
elements such as idioms, historic names, poems, references to the system in the
country but among the wordplays analyzed in this study, the difficulty in translation
comes more from the linguistic constraints rather than from cultural constraints. Only
the naming puns are subject to remaining as a constraint in translation into a
language that is not one that is related to the source language, namely Turkish. The
best examples would be “the hatter” and “gryphon”, one of which is an idiomatic
name that does not exist in Turkish and the next one a mythic animal that is
unfamiliar to the Turkish culture as it is from the western mythology. So, the
translator had two choices, either to translate it literally, which appears to be the
decision of seven translators (see table 2) as Gryphon by Olta, and Soydas, Grifon by

Oral, Yeginobali, Civelekoglu and Suveren, Grayfon by Besli or to rewrite them,
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which has already been done by the majority of the translators such as Ejder by
Cakmakg1, Erzik, Uyar and Burian, Akbaba by Ozbay and Ardig, Ejderha by Mater,
Andag, Asimgil and Erten. Other culture-specific elements are found abundantly but
due to the lack of space, they are not being the main concern and the intended scope
of this paper; they can only be listed as the mention of earls and British history,
William the conqueror, the Caucus race, the croquet game and the Duchess. Also
idioms are.richly found in Carroll’s language by which he forms wordplay such as
“Take care of the sense, and the sounds will take care of themselves” (from the idiom
“Take care of the pence and the pounds will take care of themselves™), “Flamingoes
and mustard both bite” and “Birds of a feather flock together”. On translation of
these cases, the prevailing norm is observed to be an adequate translation that works
in favor of leading the reader to the source culture.

Apart from the constraints originating from cultural differences, linguistic
constraints are more dominant concerning the translation of wordplay in Alice in
Wonderland. It is evident that in the translated versions, the balance between the
seven types of wordplay has been shifted in favor of simile and malapropism. Most
of the examples for such cases have been translated with pun-to-pun translation
strategy as can be seen in table 3.

Out of the three mentioned strategies to overcome the constraints, it is
observed that the second and the third strategies have been widely used in the 18
translations of the source text. One of them changes one or more of the meanings of
the original wordplay so that they can be condensed again into one word or words
similar in form or sound. Such applications have usually resulted in a translation
through pun-to-related rhetorical device as in the example of “I had not!...A knot!”
translated by Asungil as “Beginci biikliimde kalnugtin...Elinin kirii... Kor-diigiim
mii? kuyrugun digiim mii oldu” or by Mater as “dykiimiin heniiz diigiim noktasina
gelmedim-¢ozmene yardim edeyim”. Another example would be the wordplay tail-
tale translated by Cakmakgt, Uyar and Mater as “hikaye-kuyruk acili bir yilan
hikayesi” or by Asimgil as “Fare Uyruklular-Fare kuyruklular’.

The other of the two strategies used is changing the type of wordplay or its

location in the text which should result in again a translation through pun-to-related
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rhetorical device or compensation, e.g. “I had not!...A knot!” translated by Ozbay as
“Hikayeni biraz daha siirdiirseydin kuyrugu daha inceltip, bir fiyonk yapabilirdim”.

The first strategy that Weissbrod suggests, employing all stylistic levels and
historical strata accessible in the target language, even if they have no parallel in the
source text, is occasionally encountered in the translated versions under study,
possibly because of the prevailing norm dictating adequacy, which means the
maximum preservation of the features of the source text (Toury, 1995; 56-58), and
thus requires translators to handle all instances of wordplay in the source text.
Concerning wordplay, this tactic could not be the most available one as the wordplay
discussed in this study causes mainly linguistic constraints rather than cultural,
except for the three idioms listed above, which are mostly dealt more with an effort
in favor of adequacy. Only three translators of the last period have used acceptable
ways to translate the idiomatic wordplay “Take care of the sense, and the sounds will
take care of themselves” as “Herkes kendi kapisimn éniinii siipiirse biitiin mahalle
tertemiz olur” by Cakmake1 and Uyar, and “Iki goniil bir olunca samanlik seyran
olur” by Yeginobali (see Table 3a).

However, it should be remembered that independently from the frequency
of linguistic or cultural constraints or the variety of tactics to overcome them, there
are always subjective factors relevant, including the translator’s talent, proficiency,
and willingness to spend time finding solutions in the face of hard-to-translate
wordplay (Weissbrod, 1996; 221).
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CONCLUSION

This thesis studied the topic of translation of wordplay in the Turkish literary

system exemplified through the well-known children’s work Alice in Wonderland by

Lewis Carroll from the vantage point of the translational norms put forward by
Gideon Toury. In order to do so, the characteristics of wordplay, its subtypes and the
role of wordplay translation in the field of translation studies have been reviewed
firstly so it would be clear in mind what is meant when analyzing the translation of
wordplay into Turkish and why they are considered wordplay. It has also been useful
to clarify such a topic giving a chance to compare whether they have been translated

by the same type of wordplay or even translated as wordplay.

The next part has brought into focus the translation of wordplay determining
the ways to do it through different strategies that could be applied in the target text,
most of which are observed to be used by translators intentionally or arbitrarily.
After deliberate research on specific wordplays selected for this study, it can be
concluded that among the nine strategies for the translation of wordplay the most
widely used strategies appear to be the pun-to-pun, pun-to-rhetorical device and
situational pun when possible, whereas literal meaning and non translation has been
widely found in the majority of translations in the target literary system. The strategy
of footnoting, on the other hand, has rarely been used in order to give explanatory
information on the hard-to-translate wordplays, even when the translator has found it
impossible to translate. The reason why this strategy has not been widely preferred
when there is such a need because of the many wordplays that Carroll used, could
possibly be the literary genre they translate into, reasoning that the reader of this
genre; children, would not pay attention to footnotes as much as adults. The usage of
footnote which also depends on the policy of publishing houses has only been the
major strategy in one translation; that is the most recent version by Cakmakgi 2004.
On the other hand, the compensatory strategy has been necessitated by the
painstaking translators that would be considered professional and are careful to give
the taste of the language the author stylizes. Lastly, the manipulative translation

strategy for wordplay has not been observed in the selected editions and periods.
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Discussing the translation of wordplay from a norm-oriented standpoint, the

following can be concluded for the Turkish polysystem:

The examples that have been reviewed demonstrate, first of all, that the
modern translations as a group show a much greater awareness of Carroll’s wordplay
than their forebearers. Pun-to-zero translation has not been observed in the late
versions as much as in older versions of the text, which again supports the previous
norm about the visible awareness of wordplay in the modern translations, specifically
after the 1980’s. Concerning the wordplay in the source text, the general tendency in

the translations of Alice in Wonderland within the selected period seems to be

towards readability and acceptability.

Considering the norms adopted and propagated by the Translation Bureau
established in 1940 as one of the pillars of the culture planning project on literature
and translation, one can also obtain some remarkable findings between the
translations by the Bureau and the private publishing houses in the corpus of this
study (Tahir Giirgaglar, 2001; 113). It is observed that the norm of fidelity to textual
integrity adopted by the Translation Bureau was followed by their translation
(Burian’s) and two other private publishing houses (Erten’s and Ardi¢’s), whereas all
the others in that period of 1940-1966 when the Translation Bureau was functioning,
applied their own norms as seen in their liberty of omissions studied under pun-to-
zero translation strategy in the examples of mainly Besli’s (1944), Soydas &
Atasagun’s (1960) and Ozbay’s (1968) (Tahir Giirgaglar, 2001; 583).

On the other hand, one of the biggest effects on the quality of translation,
independent from the periods, has also been determined by the proficiency,
experience and willingness of the translator, also taking into consideration the
possibilities offered to her/him. Along with the development of both technology and
the given-importance of education in our country as well as in the world, translation
has become more and more a respected professional occupation, free from being

dependent on bilinguals, as in the past.

Last but not the least, the source text considered as a children’s work in the

beginning has discovered to be more read by adult readers in the course of time. The
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same shift from children’s literature to adults has also been observed in the Turkish
literary system through many examples that support the idea, because the natural
development has been that more and more the book is translated for adults, even
published in the adult literature series by several publishing houses whilst almost all

the older translations were included only in children’s works.

The corpus covered in this study includes the translations from 1932 to 2004

and the main focus is the wordplay only in Alice in Wonderland. This can be taken
as a pre-study. A full study for a more comprehensive corpus, not only on one work
but different selected works from a wider literary genre can be undertaken in the
future. Even advertisements and commercials that use wordplay bountifully or the
loss of wordplay in oral translation or also in dubbed movies or series can be

attempted.
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