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OZET

Yazin gevirisi diger ¢eviri tiirlerinden farklidir. Ciinkii yazin gevirisi karmasik
sosyal ve kiiltiirel ¢aligmalarin i¢inde yer alir. Bundan dolayr ¢evirmen yazarin
segtigi dilin ardinda yatan diigtinceleri anlayabilmek i¢in hayal glictinii, zekasin,
sagduyusuyla birlikte siirekli yenilenen dil ve dil dis1 bilgilerini kullanir. Cevirmenin
gbrevini yerine getirebilmesi i¢in ¢6ziimleme yontemi olarak bigembilimi kullanmasi
gereklidir. Kaynak metni ama¢ dilin toplumsal ve kiiltiirel baglaminda yeniden
olusturabilmek i¢in metni dilbilimsel ve iletisimsel bir olgu olarak ele alir ve metnin
ait oldugu sosyo-kiiltiirel ¢ergeveyi belirledikten sonra bigembilim yéntemini
kullanarak yaptifi yazin elestirisi ve dilbilim ¢aligmalarnyla metindeki dilsel ve
anlamsal gostergeleri bir biitiin halinde yorumlayarak ¢oztimler. Ancak bu
¢6ziimleme sonunda kaynak metnin sosyal, kiiltiirel ve tarihsel ortamini, iglevini,
dogasim, igerdigi anlam ve iletileri, imge, egretileme, uyak ve esdizimlilik gibi
yazarm dil kullanim 6zelliklerini, diger yazin metinleriyle iliskilerini kavrayarak, o
metni yazarin ussal yapisina, diisiincesine ve deneyimine en yakin sekilde amag dile
aktarmak i¢in gerekli donamima sahip olur. Bu tezde hem kaynak metin, Paul
Auster’m eseri City of Glass, hem de amag metin Yusuf Eradam’in ¢evirisini yaptig
Cam Kent, kaynak metnin 6zgiin dilsel 6zelliklerinin, temel sdzciik tiirleri, adlar,
onadlar, eylemler ve belirtegler, dilbilgisel kategoriler, tiimce tiirleri, tiimce yapisi,
yan tiimceler, yardimer sdzcik tiirleri, adillar, baglaglar, ilgecler, degismeceli dil,
edretileme, baglam, okuyucu-yazar-karakter iligkisi, baglasiklik, gonderme ve
baglanti gergevesinde geviri metinde ne diizeyde yer aldiginmi belirlemek amaciyla

bigembilim yontemiyle incelenmistir.




ABSTRACT

Literary translation differs from other kinds of translation for it is found at the
core of complex social and cultural practices, and thus the translator employs his
imagination, intelligence and common sense together with steadily refreshed
linguistic and non-linguistic knowledge to figure out what lies underneath a writer’s
choice of language. To succeed in his task, the translator has to use stylistics as a
method of analysis. In order to recreate the source text in the social and cultural
context of the target language, the translator treats the text as a linguistic and
communicative phenomenon; and after determining the socio-cultural framework to
which the text belongs, he interprets and analyzes the linguistic signs via critical and
linguistic study and thus uses stylistics as a method. Only after this sort of analysis
will the translator be able to comprehend the social, cultural and historical setting,
function, nature, meaning, messages and intertextual feature of the source text and
also the writer’s specific use of language such as collocation, image, rhyme,
metaphor, and will he be well equipped to transfer the writer’s mental structure,v
thinking and world experience into another language as closely as possible. In this
thesis, the stylistic study will cover not only the source text, City of Glass, written by
Paul Auster, but also the recreated text, Cam Kent, by Yusuf Eradam with the aim of
investigating to what extent the linguistic features of the original text as regards the
main word classes, the nouns, adjectives, verbs and adverbs, grammatical categories,
sentence types, sentence complexity, clause structure, minor word classes, pronouns,
conjunctions, prepositions, postpositions, figures of speech, metaphors, context, the
relation between the writer, the reader and the character, and cohesion, cross-

reference, linkage, are carried into the translated text.
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INTRODUCTION

In this thesis, the stylistic analysis of selected parallel passages of City of
Glass, written by Paul Auster published in 1985 and its translation, Cam Kent, into
Turkish by Yusuf Eradam, published in 1991, will be carried out comparatively to
examine how far the linguistic features with respect to the lexical and grammatical
features, figurative language, context and cohesion, are passed on to the translated

text and thus how far they determine where both texts overlap or differ.

Stylistics is the study of style. Style resides in the linguistic repertoire of a
particular language, i.e. choices between diverse lexical, syntactic resources and
shades of meaning. It may be defined in line with a domain of language use, e.g.
selections of an author in a specific text. Stylistics, as the study of style, is employed
to explore literary texts with the aim of revealing the connection between linguistic
form and artistic function. Literary texts, which reflect the society and culture they
emerge from, hold features uncommon to ordinary texts and settings, and thus for the
sake of creativity and originality they bring about a new communication order in
contrast with the present systems (Widdowson, 1996:141). Taking into account these
characteristics of literary texts, it may easily be inferred that literary translation
which includes the translation of literary texts stands at the core of complicated
socio-cultural practices and hence requires the meticulous working of the highly

skilled literary translator in the translation process.

Stylistics as a method of analysis plays an essential role in the reading and
comprehension stage of the translation process since it comprises the analysis of the
linguistic signs in the socio-cultural setting of the source language text. By using this
method the literary translator assumes both the role of the literary critic and the
linguistic analyst (Karayazici, 1994:250). Like the critic, the translator attempts to
understand the message, but his task is not over until he ensures that the target
readers receive the same message. The message itself is not his primary focus. Like
the analyst, he concentrates on the linguistic features in the language system to

recreate the source text in another language. After completing the translation, the

xiv



translator’s role as a critic and linguist may be carried a step further. That is, stylistic
study may also be a convenient method of analysis in the criticism of translated texts,
and the translator may use stylistics to criticize translation products. In this study
stylistics is employed in order to probe into parallel paragraphs in English and
Turkish with the purpose of establishing the levels of stylistic equivalence and
difficulties in the translation. Stylistic equivalence refers to the reproduction of the
original style. In his definition of equivalence Werner Koller presents formal
equivalence which focuses on the transference of linguistic features along with the
communicative content of the text (cited in Goktiirk, 1994:69). This type of
equivalence requires the reformation of the stylistically prominent features to
produce an equivalent effect on the target readers and thus a comprehensive method
of analysis should be put into use to identify the aesthetic principles underlying the

writer’s selections.

All texts have individual qualities; therefore, the features to be explored may
change from one text to another. Among the various approaches to stylistic analysis
Geoffrey Leech and Michael Short’s model or theory of prose style has been chosen
because of its comprehensive and systematic characteristic and appropriateness for
the text under investigation. Leech and Short introduce a checklist of potential style
markers which enables practitioners to reveal the distinguishing features of literary
texts (1981:75).

This checklist includes lexical categories, grammatical categories, figures of
speech, cohesion and context. In this thesis, a study including the application of these
categories in both the source and target texts will be carried out. The analyses o f
lexical categories include looking closely at the features of major words classes,
nouns, adjectives, verbs, and adverbs. Under the heading of grammatical categories
sentence types, complexity, clauses, minor word classes such as pronouns,

conjunctions and prepositions will be taken into consideration. Figures of. sp§§

involve the imaginary and creative use of the language in the text. ‘\




Before looking into how these components are used in the translated text, it
would be appropriate to introduce the writer, and the translator. Paul Auster, the
writer of the source text, is a postmodern writer whose works are noted for their
inwardness, self-referentiality and intertextual links to other texts. Furthermore, he is
appealing in the sense that transparence is mingled with mystery in his fiction;
although his themes may seem obvious to his readers, they actually reveal
themselves only after continual analysis due to his effective use of the language.
(Barone, 1995:2) As for Auster himself, his work, greatly influenced by fairy tales,
has come out o f “despair, nihilism, h opelessness, the inadequacy o f 1anguage and

isolation together with the happiness of being alive”(cited in Ibid:12).

Yusuf Eradam, the translator of the target text Cam Kent, is a renowned
academician who proved himself in different fields of literature, is sensitive and
highly skilled in using the Turkish language. For this reason, his translation of Paul
Auster’s works may be viewed as a great opportunity for both the Turkish readers
and the field of translation studies.

Auster’s New York Trilogy consists o f three novels, City of Glass, G hosts,
and The Locked Room which explore the theme of the quest for identity. In City of
Glass, which is the focus of this study, the main character Daniel Quinn, who writes
mystery novels under the pseudonym William Wilson is mistaken for a detective
named Paul Auster and gets involved in a case; he is supposed to follow a man called

Peter Stillman and to prevent him from harming his son.

Over the course of his research, he finds out that years ago Stillman locked
his son in a room to sec whether his son would learn the language without any
human intervention, but he failed in this experiment. Quinn follows him in the streets
of New York and realizes Stillman has no bad intentions about his son or anyone
else. When he loses track of Stillman, he calls detective Auster for help but discovers
he is a writer, not a detective. After this surprise, events start to become more
complicated. At the end of the novel, Quinn reduces himself to words and

disappears.
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In the first chapter of this study, various approaches to translation in general,
essential features of literary texts and literary translation, the relation between
stylistics and literary translation and the task and qualifications of a literary translator

and recent studies on stylistics in terms of translation will be explored.

In the second chapter, Leech and Short’s approach to style, stylistics, the
features o f nouns, adjectives, v erbs, adverbs, s entence t ypes, s entence complexity,
clauses, pronouns, conjunctions, and prepositions and postpositions in both the
Turkish and the English languages will be studied in detail so as to identify and
hence stylistically compare these 1exical and grammatical ¢ ategories in the s ource
and target texts. Also essential aspects of figurative language, context and cohesion
will be investigated for a further analysis of the text. At the end of this chapter, an
illustrative example will be given to clarify the process of analysis in the following

chapter.

In the third chapter, initially the background of the author and his novel will
be explored and then a stylistic analysis o f City of G lass, and its translation Cam
Kent will be carried out in terms of lexical and grammatical categories, figures of
speech, context and cohesion, to investigate the levels of stylistic equivalence and
problems in the translation; and to see whether particular effects and structures of the

original text are conveyed in the target text or not.

In the conclusion chapter, findings and suggestions for further research will

be discussed.
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CHAPTER 1

Stylistic Analysis and Literary Translation

In this chapter, the relation between literary translation and stylistic analysis
which involves the exploration of linguistic features will be studied with reference to

the task of the literary translator.

1.1. Various Definitions of Translation

Translation may be defined as the rendering of a source language text into a
target language. Peter Newmark defines the translation activity in general as “a craft
consisting in the attempt to replace a written message in one language by the same
message in another language” (1988:7). Bedrettin Comert states that translation
requires searching for the equivalent signs in order to establish communication
(1978:8). Similarly, Giil Durmusoglu points out that translation is a function and
communication oriented semantic transfer (1991:105). Eugene Nida and C.Taber
define the act of translation as “to find in the receptor language the most natural and
the closest equivalence as regards to meaning and style conveyed in the original
language” (1969:210). As for Robert De Beaugrande, translation may be viewed as
the interactional process of the writer, the translator and the translation reader
(1978:13). Aksit Goktiirk defines translation as (1994:15):

...the result of a man’s efforts to know the phenomena and dreams occurring outside
his own surroundings. A way of sharing ideas in arts, science and philosophy with
other societies. This way along with the fact that mankind speaks different
languages has existed since Babylon. For this reason, translation is beyond
individual languages and it is a common language, language of all languages.

1.2. Literary Translation

Literary translation, which holds an eminent place among other kinds of
translation, exceeds these definitions since the translation of literary texts involves a

more complicated process. Literary texts reflect the society and culture they emerge



from, and they hold linguistic features that are uncommon to ordinary texts and
literary settings; words do not carry specific meanings, and the language is not
restricted in any way, and thus the use of textual language and what it conveys do
not converge (Goktiirk, 1978:61).

The exceptional construction of literary texts comes from their purpose to
create a certain effect on the reader through the writer’s creative and artistic uses of
the language and the narration. In search of originality and creativity, literary texts
attempt to bring about a new communication order which differs from the already
present systems; and therefore, messages in literary texts are not in complete
accordance with either the rules of the code, grammar, or systems of social
convention which regulate the use of these rules in the production of messages
(Widdowson, 1996: 141).

The writer breaks the rules, making a change in the meaning and then in order
to make up for this deficiency he puts the deviant item in a pattern. The relations set
up between this item and others within the context of the message pave the way for
meaning, forming a secondary language system. To interpret a text the reader needs
to identify these relations, which are called intra-textual relations, together with
extra-textual relations existing between language items and the code from which they
develop (Ibid:143).

In literary texts, these relations do not meet to form one unit of meaning.
Instead they overlap, creating a hybrid unit. This unit is derived from both the code
and context, but is a unit of neither. It conveys unconventional meanings which
reveal the uniqueness of literary language, and thus literary texts represent a different

reality, a world beyond the reach of communal communication (Ibid:144).

As Goktiirk puts it, a literary work of art is “the writer’s individual
interpretation of the real world”, and in this interpretation the role of creative
imagination is not less essential than the reality itself (1978:62). It may be stated that
a literary text is the objectification of this half-imaginary world in a language. In



literary translation, this imaginary characteristic of the literary work which goes
beyond its concrete linguistic structure composed in the original language should be
transferred into the receptor culture. The realization of this complicated activity
necessitates phases such as conveying the explicit and implicit, objective and
associative dimensions of meaning, the cultural and social traces, and images in the
source text created by means of tone, objects, figures of speech, and relation existing
between characters and incidents (Aksoy, 2000:3). To what extent these phases are
completed depends on the qualifications of the literary translator who undertakes the

responsibility.

1.3.  The Task of the Literary Translator

The translator’s knowledge of the source and the target languages is not
sufficient to make a successful translation. Anyone who knows two or more
languages is able to explain a word or a sentence in the source language by using an
equivalent word or sentence in the target language, i.e. encoding linguistically the
message in the source language. This phase may only be considered as the starting
point of the whole translation process, and having this ability does not fulfill the
requirements of being a competent translator. To carry out his task fully the
translator should have some very important skills apart from being bilingual. For
instance, the translator should feel himself at home in both the source and target
cultures. A language is not independent of the society and culture it is born into.
Therefore, in order to know a language it is necessary to be familiar with the people,
their behavioral patterns, beliefs and traditions which shape the language culture
(Sofer, 1997:33).

Some other qualifications that a professional translator needs to possess may
be stated briefly as follows: ability to follow the changes and developments in the
source and target languages, knowledge of the field he translates into, ability to
express his ideas in an accurate and effective way, ability to create the same effect on
the target language readers, ability to use research methods conveniently and make
full use of the technological developments (Ibid: 35).



Along with these qualifications a literary translator should possess various
others since as Peter Bush points out, “literary translation is an original subjective
activity at the center of a complex network of social and cultural practices”
(1998:127). Yurdanur Salman puts forward that before he steps into reading, the
literary translator should make a close investigation perceiving so well both the
source and target literary systems, the era the literary work is constructed, the life
and the artistic features of the source text writer and the cultural setting of the source
text “as if he looked into all through X rays” because writers are greatly influenced
by the society and culture they belong to (1996:252). She also states that when
constructing the target text he should be aware of the richness and the limitations of

the target language so as not to distort the conveyed message (Ibid: 253).

Doubtless, in order to translate a literary text successfully the translator, while
identifying himself with the author who reflects a half-imaginary world which
emerges from his thoughts, feelings and experiences, should meet the expectations
and the literary traditions present in the target text. However, at the same time, he
should be able to interpret the source text within his frame of cultural background,
intelligence, common sense, imagination, concept of language, steadily refreshed
linguistic and non-linguistic knowledge, perception of art and preferences and leave
traces of his own character in his translation like an artist leaving his impressions in

his paintings.

To accomplish his task fully, the translator should be a good reader; he should
attain the highest levels of comprehension and interpretation skills. As Gregory
Rabassa puts it, “an ideal translator should be an ideal reader since translation should
reflect that the source text has been read thoroughly” (cited in Aksoy, 2000:4). The
process of translation consists of reading and comprehending the source text and
recreating the text in a different artistic and socio-cultural environment
(Bassnett, 1980:45).



After determining the place of the source text and its writer in the field of
literature, and considering it as a part of a wide socio-cultural setting, the translator
finds out the linguistic signs in the text by means of stylistics. Stylistics is a method
which approaches the text in a holistic manner first and then breaks it into linguistic
pieces to recreate it in the target language. By using this method, the translator
assumes the role of both the literary critic and the linguist analyst of the original text
(Karayazici, 1994:249).

As H. G. Widdowson puts it, “the ultimate aim of literary criticism is to
interpret and evaluate literary texts as works of art” (1975:5). Parallel to this
assertion, Karayazic1 states that the critic attempts to determine the ways through
which the author sends his m essage to his readers (1994:250). Like the critic, the
translator tries to decipher the uncommonly coded message which projects a world
beyond 1anguage; and moreover, he works for this message to be received by the
target culture audience. In connection with his general knowledge about the real
world, his concept of verbal communication, his approach to art and his preferences
the translator recreates the original text in a new environment. Consequently, the
language employed in critic’s work is considered as meta-language, but the
translator’s product is a rewritten text since it goes beyond the borders of the original
text. Furthermore, the methods of the critic and the translator are different. The
former focuses primarily on the messages communicated by the author’s style, not on
language signs. Conversely, the latter explores the literary messages to be informed

about the language use in the text (Ibid: 251).

As for the linguist, he deals with the language use in the text. His main focus
is the examples which stand out from other features with respect to their use in the
language. These are essential for the translator-linguist, but not more than the reality
and aesthetic achievement presented in the fictional world of the text (Ibid: 253). To
put it briefly, stylistics brings together the act of criticism and linguistic observation
within the translator’s identity formed by a number of factors such as his
background, prior world experience, his tastes and knowledge of both the source and

target language and cultures.



It is not possible for a literary translator to comprehend the text by
concentrating only on the writer’s use of languages. He may take into account the
intertextual property of the text when making a stylistic study. Kristeva puts forward
that every text comprises an intertext in a series of texts previously written or to be
written (Trask, 1999:132). This notion indicates that a text does not exist in isolation,
but in connection with other texts. In other words, as Bakhtin puts it “texts are filled
with others’ words, varying degrees of otherness, varying degrees of our-own-ness,
varying degrees of awareness and detachment. These words of others carry with
them their own expression, their own evaluative tone which we assimilate, rework
and reaccentuate” (cited in: Fairclough, 1992:102). Therefore, in order to understand
the sources, aims and form ofa text completely, the translator-reader needstobe

acquainted with other texts.

David Birch in his article entitled “Working effects with words-whose
words?: Stylistics and reader intertextuality” states that the reader links the text to his
knowledge of language and reality through his creation of the text with his
intertextual experiences; the reader does not deal with the text as an independent
work of art but transcends the borders of the text, employing it as a surface on which
to unite different intertextual sources of his prior reading experience (1996:208). In
addition, Birch offers intertextual stylistics as an analysis method, claiming that the
purpose of intertextual reader’s stylistics is not just to enunciate the existing relations
between linguistic levels and artistic achievements but also the reader’s connection
amongst texts (Ibid: 220).

When analyzing texts by means of stylistics, the translator-reader adopts this
perspective, as well as the idea that it is not merely the text itself, the linguistic signs
employed by the author, that shapes interpretation, but influences of other texts
written in the source or the target language culture as well (Karayazici, 1994:255).
The intertextuality o f the original text, the translator’s knowledge o f the 1anguage
system, his approach to literary writing and his preferences shaped by his reading of
other textual varieties are greatly essential in his decisions and thus his creation of

the text which has been examined through stylistics (Ibid: 256).



Various studies have been carried out to explore the concept of style in the
field of translation and the translator’s decisions by means of stylistics. The
comparison of texts in different languages involves a theory of equivalence.
Equivalence has always been a fundamental issue in translation although its
definition, relevance, and applicability within the field of translation theory have
brought about intense controversy. Nida claims that there are two different types of
equivalence: formal and dynamic equivalence. Formal equivalence gives importance
to the message itself, in both form and content. However dynamic equivalence,
which is founded on the notion of equivalent effect, requires the transference of
meaning in the source language in such a way that it produces the same effect on the

target culture as the original phrasing did upon the source culture (1969:159).

Anton Popovic takes a further step distinguishing four kinds of equivalence.
Among them is stylistic equivalence “functional equivalence of elements in both
original and translation aiming at an expressive identity with an invariant of identical
meaning” (1976:88). Werner Koller makes a more detailed definition of translation
equivalence and proposes five interrelated levels as denotative equivalence,
connotative equivalence, pragmatic equivalence, formal equivalence and equivalence
between different text types (cited in Goktiirk, 1994: 60). Denotative equivalence is
related with the referential meanings in the text, connotative equivalence requires the
transference of meaning emerging from the sound, word, syntax or structural
relations, pragmatic equivalence refers to the equivalent functioning of the source
and target texts and equivalence between different types of texts is established when
the translation process is carried out with respect to the literary traditions of the
target text (Ibid: 76).

In literary translation, where cultural communication between speakers of

different languages takes place, formal equivalence, which focuses on the




analysis, which enables the translator to be sensitive to the aesthetic quality of the

source text and select appropriate words or structures, should be put into use
(Goktiirk, 1994: 69).

In her book entitled Translation Studies: an Integrated Approach Mary Snell-
Hornby emphasizes the significance of style in translation and considers the
constituents of Leech and Short’s method of prose style as a basis to build a
theoretical approach to style in translation studies (1988:120). In her article entitled
“Stylistics and Literary Translation”, Berrin Karayazici points out the essential link
between stylistic study and translation making reference to the basic principles
presented in Leech and Short’s model and also she comparatively probes into a
passage taken from Virginia Woolf’s Orlando and its translation into Turkish by
Seniha Akar (1994:263).

In a Master’s Thesis presented by Ozlem Gécer (1994) selected extracts from
the novella of Henry James’s Daisy Miller and their translations into Turkish by
Necla Aytiir are examined with respect to the lexical categories proposed by Leech
and Short, i.e. major word classes such as nouns, adjectives, verbs and adverbs,. In
her article entitled “A Selective Analysis of Sweet Thursday by John Steinback and
A Criticism of its Translation into Turkish”, Sirin Okyayiiz employs the categories
entailed in Leech and Short’s model to provide a theoretical basis for her case study
(1996:61).

In view of these illuminating studies, Leech and Short’s theoretical model of
fiction will be employed in this thesis as a method of stylistic analysis to make a
critical comparison of the stylistic features of the source text, City of Glass by Paul
Auster, and its translation into Turkish, Cam Kent by Yusuf Eradam. This study will
differ from those mentioned above in the sense that all categories, lexical categories,
grammatical categories, figures of speech, context and cohesion, included in Leech
and Short’s model will be used to explore extracts selected from a postmodern

literary text and their translations into Turkish.



CHAPTER 2
Leech and Short’s Model of Prose Style
2.1. The Field of Style

To prepare the ground for using stylistics as a method of analyzing the source
and target texts, it would be appropriate to scrutinize the points which form the basis
of the use of the term “style’ adopted by Leech and Short in their theory or model of
prose style. Although they stated that similar to various semitechnical terms ‘style’
has suffered from overdefinition, and the attempts of linguists and critics to attach a
precise meaning to the term have failed giving rise to an impoverishment of the
issue, they underlined aspects of style which manipulate the process of stylistic
analysis. T he phenomenon o f style in general terms refers to the way language is

used in a particular context, by a particular person, for a particular reason.

Saussure’s traditional distinction between “langue” and “parole” will help
elucidate this definition. Langue, the system of rules common to the users of a
language, is systematic and social; on the other hand parole, particular uses of this
system, is an individual activity. Individuals draw in random means which vary in
relation to their wishes and intentions upon a language (Fairclough, 1992:63). This
linguistic abstraction firmly points at the approach that the linguist’s analysis of a
language is consistent with the linguistic working of the speaker’s mind, and
language should be investigated with regard to the production of speech by a speaker
and its comprehension by a hearer (Robins, 1989: 44).

Saussure conceived ‘langue’ as a constitution, a collective product of the
speech community located in the speaker’s mind. In speaking his language the
speaker moves back and forth within the borders of this ‘langue’, and then he
articulates ‘parole’ where he works out his only individual control as he determines
the time and the topic of speaking (Ibid.: 45).



Style is relevant to parole since it resides in choices between the varied
lexical and syntactic resources and various meanings or shades of meaning or briefly
saying, the repertoire of a particular language. It is true that this definition is helpful
in conveying a general insight about the concept. However, it is necessary that the

scope of the term be narrowed so as to fit the aim of the proposed stylistic study.

Initially, it may be stated that style is not an optional element specific to
certain texts, but a property of all texts; all texts develop their own style whether they
are classified as literary or non-literary, spoken or written. Texts vary significantly in
their level of stylistic interest or prominence, that is to say, some texts are more
transparent compared to others for they reveal their messages directly to the readers.
On the other hand, there also exist opaque texts which are not easily interpreted due
to the different usage of linguistic features. The stylistic studies done so far reveal
that the concept of style is especially associated with written literary works of art.
This aspect of style will be taken into consideration in Leech and Short’s approach
(Ibid: 12).

Although within the field of literature in some cases the concept has been
applied to the way language is employed in a particular genre, period or school of
writing or some combination of these, the most familiar kind of stylistic inquiry is
the investigation of authorial style, the individual style of a single author. Stephan
Ullmann puts forward that numerous stylistics practitioners have attempted to
observe certain aspects of the style of a writer in all his works whereas some others

restrict their method of analysis to a single device and its function in a single literary
work (1966:124).

Style is a relational term; it refers to the characteristics of language use
existing in the corpus of writings defined by the writer or period etc. and associates
these with extralinguistic factors. The task of determining a shared set of linguistic
habits becomes more complicated, even in the case of authorial style if the corpus
under investigation is diverse and far-reaching. As conveyed in the Latin tag Stilus

virum arguit (The style proclaims the man) there is a close relationship between the
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author himself and his individual style in his works. It goes without saying that at
times even trivial linguistic details may be sufficient to reveal the author’s identity,
his inner world, conflicts, thoughts, feelings, reactions to the surrounding outer world
corroborating that each writer has a linguistic thumbprint. However, with some
writers it may be impossible to make generalizations concerning style due to the
exaggerated uniqueness in their individual works (Leech; Short, 1981: 11-12). As for
the extralinguistic factors, which comprise a crucial part of the stylistic domain, they
are necessary together with the intralinguistic ones in order to gain a full

understanding of words and sentences.

To understand the functioning of certain semantic structures, these structures
should be considered within appropriate extralinguistic contexts. This process
requires a substantial knowledge of individual relations, social practices, social
setting, context of situation which are in general understood with regard to the
established set of background information and assumptions, supposed to be common
to nearly all those taking part in the communicative act, alongside particular
knowledge directly pertinent to the utterance (Robins, 1989: 29). To put it another
way, language serves a countless range of purposes, and utterances perform a very
extensive breadth of functions. Therefore it may be pointed out that “meaning in
language is not a single relation or a single sort of relation, but it involves a set of
multiple and various relations holding between the utterance and its parts and

relevant cultural features and components of the environment” (Ibid: 31).

A text, whether it be an entire work or an extract, is regarded as the most
appropriate data to investigate in an attempt to arrive at a homogeneous and specific
use of language and discover how it serves a particular artistic function. A text
constructs a study field where the writer’s choice of words and structures together
with the interconnection between these choices, and the reasons lying beneath may
be explored in a more thorough and efficient way; and thus, the stylistic study will be
based on firmer grounds than if it is looked into a broader area. One can possibly
probe into a text with regard to its writer or to the period in which it was written.

However, to make general statements about an author’s style referring to a particular
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extract taken from his entire work may raise various questions. Therefore, it would
be proper to conceive style in terms of the linguistic characteristics of a particular
text (Leech; Short, 1981:12).

2.2.  Stylistics

Stylistics, the linguistic study of style, describes what use is made of
language. The goal of stylistics is to elucidate the connection between language and
aesthetic function. In a broader sense, stylistics endeavors to associate the critic’s
concern of artistic evaluation and interpretation with the analyst’s concern of verbal
description. During the process of analysis linguists move along by searching
answers to the question “Why does the author in this particular context prefer to
express himself in this way?’. Literary critics, on the other hand, attempt to find out
answers to the question ‘How is a certain artistic effect attained by means of

linguistic devices?’

At this point, in relation with these two main issues, another question is raised
“What should one consider as the starting point of the stylistic study, the artistic or
the linguistic end?’ imposing stylistics a hard and fast type of task. Leo Spitzer, a
linguist-critic and the best known interpreter of style as a revelation of man, uses his
circle of understanding which describes a cyclic motion bea;ing a resemblance to the
cycle of theory formulation and theory testing found at the base of scientific method,
to illuminate how the method of stylistics is carried out when looking into a text.
This method which emphasizes the role of intuition in literary criticism enables us to
probe into the style of long and complex structures. Spitzer claims that there is an
interconnection between linguistic study and literary insight, each inspiring the
functioning of the other. During the analysis of literary text one employs two
faculties at the same time; his ability to respond to it as a work of art and his ability

to probe into its linguistic traits (Leech; Short 13).
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2.3. Lexical Categories

As for the concept of style in this study, style belongs to parole since it
consists of choices made from the repertoire of the language. It may be defined in
line with a d omain o f1anguage use, for instance, what selections aremadebyan
individual author in a specific text. In general, method of stylistics is employed to
investigate literary texts with the purpose of describing the connection between
language and artistic function. The style of a text may be transparent or opaque;
transparent texts are easy to rephrase whereas opaque ones may be paraphrased only
to a certain extent and the imaginative faculty of the reader counts significantly in its
interpretation. Lastly, the term style may be defined in a narrower sense with regard
to stylistic choice, as “aspects of linguistic choice which concern alternative ways of
rendering the same subject matter”, and hence it is distinguished from the idea of

style as linguistic choice in general (Leech; Short 38-39).

Stylistics, the study of style, explores the essential linguistic and semantic
features of the text. The term feature may be defined briefly as the occurrence in a
text o fa linguistic or stylistic ¢ ategory. Any m ethod o f s tylistic analyses mustbe
selective in determining the features to be studied. Some critical questions have been
asked about this important issue: How are the features to be chosen? To what extent
can one rely upon intuitive observation in the selection of features? All texts have
qualities of their own, so a significant feature in one text may not be as significant in
another. In the process of selection, the practitioner should focus on the aesthetic
value of the whole and the way linguistic elements fit into this whole. Although the
reader is alert, it is possible that he may miss out some essential stylistic features.

Therefore, a linguistic method should be employed to carry out a detailed study.

Leech and Short propose a checklist of potential style markers through which
they reveal how the tools of linguistic description can be used in exploring the style
of a literary text (1981: 69-70). This checklist, which enables the reader to collect
data on a systematic basis, entails the following linguistic and semantic categories:

lexical categories, grammatical categories, figures of speech, cohesion and context. It
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should be kept in mind that these categories may overlap and thus the same feature

may well be studied under various headings (Leech; Short, 1981: 75).

Under the heading of lexical categories, major word classes such as nouns,
adjectives, verbs, adverbs are examined. Sentence types, sentence complexity, clause
types, clause structure, minor word classes such as prepositions, conjunctions,
pronouns and interjections are explored under grammatical categories. Grammatical
and lexical schemes, phonological schemes and tropes are considered under the
category of figures of speech. Finally, in the category of context and cohesion, ways
in which one part of a text is linked to another, i.e. the internal organization of the

text, and the external relations of a text or a part of a text are explored (Ibid: 78).

In this study, these categories will be investigated in the two extracts chosen
to make a comparative stylistic analysis. Both the original text, City of Glass, and the
translated text, Cam Kent, will be examined in order to find out to what extent the
linguistic features are carried into the target text by the literary translator and
elucidating the underlying reasons why similarities and differences occur between
these two texts. Before going on with this type of analysis, it would be appropriate to
take a close look at the individual features of the nouns, adjectives, verbs, adverbs,
sentence types, complexity, clauses, pronouns, conjunctions and prepositions in both
the English and the Turkish languages together with the essential aspects of
figurative language, context and cohesion so as to identify and compare their specific

characteristics in the original and the translated texts.
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2.3.1. Nouns in Turkish

2.3.1.1. Kinds of Nouns

A noun is the lexical category used to refer to people, animals, objects,
substances, states, events and feelings. Nouns may be divided into two groups as
concrete and abstract nouns. Concrete nouns name objects or things whose existence
may be perceived through our senses, e.g. kaya (stone), dekor (decoration), whereas
abstract nouns name spiritual concepts, e.g. fikir (idea), riya (dream)
(Banguoglu, 2000:319).

Similar to the other parts of speech, a noun carries a proper or denotative
sense, which is the basic meaning of a word that comes to mind first when it is
considered out of a certain context. Many nouns go beyond their proper senses and
hold various connotative meanings within or out of their proper sensual frame to
meet certain language needs, e.g. in order to name new concepts language users
attempt to make use of words already available and thus this action will bring up the
idea o f multiple m eanings in a linguistic r epertoire. A c onnotative m eaning is the

new meaning added to a word taking into account certain relations (Ibid: 320):

Otel odast evim olmugtu. (The hotel room had became my home)

Evine bagh bir es istiyordu. (He wanted a wife devoted to home)

In the first example, the noun evim (my house) points to the place where a
person or a family lives, whereas in the second example the same noun stands for the
family as a whole (Bilgin, 2000:25).

Another example may be the noun ayak (foot) which is a part of the you
stand and walk on. However, ayak may be used in various senses as th of a

table (masa ayagi), or a lake (g6l ayag1) (Banguoglu, 2000:320). 3

£
g
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Apart from their denotative and connotative senses, nouns may be used
figuratively in written and oral texts. A figurative sense may be defined as "using a
word or a group of words in a way that is different from the original meaning with
the purpose of attaining finesse and creating a more affective and striking
expression"” (Bilgin, 2000: 27).

Some concrete nouns which point to a thing or a certain community are called
proper nouns. Proper nouns are used to name people, animals, nations, countries,
cities, towns, geographical and historical places, institutions, books, magazines and
languages, e.g. Atatiirk, Cin Halk Cumhuriyeti, Pamuk, Efes Harabeleri, Galata
Kopriisii, Tiirkiye Is Bankas:, Ege Bélgesi, Italyanca (Ibid.: 164).

Nouns which indicate abstract things or one of any species are called
common nouns. Some common nouns name parts of the body, colors, numbers,
actions, plants, animals and reflections, e.g. gdz (eye), ¢am (pine tree), mavi (blue),
st (splash), genglik (youth) (Ibid:165).

2.3.1.2 Number in Nouns

A singular noun indicates a thing or a certain part of a thing, e.g. ayna
(mirror), duygu (emotion), ¢ocuk (child). In the Turkish language all nouns are
singular, but common nouns may hold plural connotations in certain contexts
through generalization (Ibid: 165):

Toplantiya sadece ii¢ bes kigi katilmigti. (Only a few people attended the meeting)

Kisi once kendini bilmeli. (One must, above all, know one’s self)
The suffix -ler is added to the nouns when the things of the same category are

indicated. These nouns are called plural nouns, e.g. aynalar (mirrors), duygular

(emotions), ¢ocuklar (children).
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Some common nouns indicate singularity in form, but plurality in meaning,
as in ordu (army), sinif (class), meclis (parliament). These nouns are called collective
nouns and the plurality suffix -ler may also be added to them to name more than one
gathering. A container or a linking name which brings together individual things of
the same kind may be used as a collective noun as in ¢ ¢uval patates (three sacs of
potatoes), bir avug gimiis (a handful of silver) iki demet ¢icek (two bunches of
flowers). In some cases, the plurality suffix may be added to the nouns so as to
expand the concepts or to make exaggerations, e.g. baklavalar (sweet pastry cut into
diamond-shaped pieces), birekler (flaky pastry filled with thin layers of cheese and
meat). Another function of this affix is to indicate a person or a place together with

its resemblings as in Fuzuliler, Sinanlar (Banguoglu, 2000:323).

2.3.1.3. Structural Subcategories of Nouns

Nouns may be divided into three groups in relation to their structure
(Bilgin, 2000: 170).

Simple Nouns
Nouns in the form of roots are called simple nouns. In other words, they do
not take any constructive suffixes and they do not form new words with other words,

e.g. goz (eye), tay (stone), at (horse).

Derived Nouns
Nouns derived from other nouns and verbs, which are in the form of roots or
stems, by adding constructive suffixes are named as derived nouns, e.g. yol-cu

(passenger) yol-road, cu-one who is, yolcu-one who is on the road, traveller.

Compound Nouns
Compound nouns are formed as a result of the combination and stereotyping
of two or more words to name new concepts as in yalicapkim (kingfisher), karadut

(mulberry) bilingalt: (subconscious).
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2.3.1.4. The Noun Phrase

A noun phrase is either formed by two nouns, or a noun with an adjective or
an adverb. The function of the noun phrase in the Turkish language is to convey a
clearer and a more detailed description of the noun. Two elements, the determinated
and the determinant, make up a noun phrase (Bilgin, 2000: 171). The determinated,
the main element of the noun phrase, is the noun which is described in the noun
phrase whereas the determinant is the word (or words) which helps describe the
determinated. As a general rule, the determinant precedes the determinated in the
sentence as in deniz havasi (sea air), onun kardesi (his brother). In Modern Turkish,
there are two basic kinds of noun phrases: the genitival or possessive construction
and indefinite genitival construction. In the former one, the determinant takes the
suffix (-in) and the determinated (-i). Since the genitive suffix (-in) acquires
definiteness, a definite conceptualized relation exists between the determinated and
the determinant (Ibid: 174). Some examples for this kind of phrase may be esyalarin
hafizas: (the memory of the furniture), komsunun sevimli oglu (the sweet son of the
neighbor).

In the indefinite genitival constructions, only the determinated part of the
noun phrase is added the suffix (-i) and the determinant is nominative. In this kind of
noun phrase no sentence element may go between the determinant and the
determinated because of the firm connection existing between these two parts. The
indefinite genitival constructions may include adjectives which generally affect not
the determinant part but the phrase itself as a whole as in yeni/giysi dolabr (new
wardrobe). In sentences where the determinant part is an adjectival clause, the
adjective affects the determinant only as in faze ot/ kokusu (the fresh smell of grass)
(Ibid: 181).

Since in the T urkish 1anguage indefinite genitival c onstructions are usually
used to name common nouns, many compound nouns are produced in the form of
indefinite genitival constructions, e.g. denizalti (submarine), ayakkabi, (shoe),
buzdolab: (refrigerator) (Banguoglu, 2000: 334).
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As for the semantic features of the indefinite genitival constructions, most are
formed to define a kind of something, e.g. banyo sabunu(bath soap); some establish a
whole-part relationship, e.g. giil yaprag: (rose leaf) some metaphoric relationship,
e.g. ke¢i inadi(mulishness); some causal relationship, e.g. sel felaketi
(a disaster of flood). Most institutions are named after the official relationship
established by the indefinite genitival constructions, e.g. Tiirk Dil Kurumu (The
Turkish Language Association), Bayindirlik Bakanhig: (The Ministry of Public
Works) (Bilgin, 2000: 179).

Apart from the basic two noun phrases, the possessive and the indefinite
genitival constructions the Turkish language include serial genitive constructions
whose determinated or determinant part or both parts are noun phrases, e.g.
Tiirkiye'nin igsizlik sorunu (The unemployment problem of Turkey), Istanbul ilinin
trafik sorunu (The traffic problem of the city of Istanbul). In the first example, the
determinated part of the noun phrase is an indefinite genitival construction while the
noun phrase itself is a possessive construction. In the second example, both the
determinated and the determinant parts are indefinite genitival constructions, but the

noun phrase itself is a possessive construction (Bilgin, 2000: 184).

2.3.2. Adjectives in Turkish

An adjective is one of the main word classes which describes or qualifies a
noun, e.g. giizel,(beautiful), zeki (intelligent), genis (wide), hangi (which), and baz:
(some). Adjectives are concepts linked to beings, and they are only used in
uninflected states. They do not take plural suffixes. If the words which are adjectives
are used as nouns or pronouns, the plural or the possessive suffix may be added to
these words as in Dogrular: s6ylemeli (One must tell the truth), Bunu begenmedim,
tatlim (I didn’t like this sweety).
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Since adjectives reveal qualifications something has, they bring about two
questions, i.e. Kim giizel-dir? (Who is beautiful?) and Giizel ne? (Beautiful what?).
The answer to the former one names the predicate, and thus the adjective takes in an
auxiliary, e.g. Leyla giizel-dir (Leyla is beautiful). The latter question is replied with
an adjectival construction, e.g. bog kutu (empty box) (Banguoglu, 2000:342). Similar
to the noun phrases, adjectival constructions provide integrity of meaning. They may
take suffixes as in eski dostum (my old friend). Two adjectives may be used together
in adjectival constructions in order to further restrict the meaning of the nouns they
qualify, e.g. su son durum (this recent situation), sagwr yash hamim (deaf old lady)
(Banguoglu, 2000: 343).

2.3.2.1 Descriptive Adjectives

Adjectives are divided into two categories with respect to their functions as
descriptive adjectives or adjectives of quality and attributive adjectives. Descriptive
adjectives are used to indicate qualities of people, objects or concepts, e.g. pembe
kagit (pink paper). They have three features that distinguish them from attributive
adjectives. There are degrees of comparison in descriptive adjectives, and in the
Turkish language adverbs and prepositions are placed before the adjectives to make
comparisons as in o kadar giizel (so beautiful), daha giizel (more beautiful) and en
giizel (the most beautiful). The first example establishes a relation of equality, the
second one indicates that the quality the two objects possess are not equal, the third
one reveals that an object has superiority over another with respect to the quality it
has (Ibid:346). In order to empower the meaning of descriptive adjectives they may
be intensified through placing the syllable with the first vowel of the adjective and
one of the consonants m, p, r, s as the prefix of the adjective, e.g. ye(m)-yesil
(very green), fe(r)-temiz (very clean). In some cases adjectives or the adverbs
explaining or modifying the adjectives are reduplicated to intensify the adjectives,
€.g kara kara bulutlar (very black clouds), daha daha iyi kumas
(much better fabric). The suffixes —cik and —ce are added to the adjectives to
strengthen their meanings, e.g. kigiiciik bir yardim (a little help), yiizlerce adim
(hundreds of steps) (Ibid: 225).
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2.3.2,.2. Attributive Adjectives

Attributive adjectives qualify nouns in various aspects. However, contrary to
the adjectives of quality, they can not be compared, intensified or be given
diminutive suffixes. They are divided into four categories as demonstrative,

interrogative, numeral and indefinite adjectives (Banguoglu, 2000:351).

Demonstrative adjectives show nouns by pointing at them in relation to time,
setting and distance, e.g. bu yaz (this summer), su orman (that forest). Interrogative
adjectives mark nouns by questioning them, e.g. hangi kiz (which girl). Numeral
adjectives describe nouns in connection with number, order or community, e.g. si¢
koltuk (three arm-chairs), yedinci smav (seventh exam), ikiz kardegler
(twin brothers or sisters). Indefinite adjectives qualify nouns in a rough and
inappropriate manner, e.g. bir iki kadin (a few women), ¢cogu geng (most teenagers)
(Ibid: 356).

2.3.2.3 Structural Subcategories of Adjectives

Adjectives are divided into three categories (Bilgin, 2000: 226):

Simple Adjectives

Adjectives in the form of roots are called simple adjectives, e.g. iyi ¢ocuk
(a good child), giizel elbise (a beautiful dress).

Derivative Adjectives

derivative adjectives, e.g. atigan ¢ocuk (reckless child), lezzetsiz

(tasteless cake).



Compound Adjectives

When two or more words combine and form a meaningful unit which
describes a noun, they are called compound adjectives, e.g. gelisigiizel system

(haphazard sistem).

2.3.3. Verbs in Turkish

A verb is a lexical category which describes an action or happening. Verbs
acquire m eanings t hrough the concepts o f tense and p erson. T here are three b asic
tenses in Turkish: the simple past, the present progressive and the future tense. The
simple present tense covers all these tenses, and it indicates that the action always
takes place (Bilgin, 2000:353).

A verb identified with a particular time and person is known as a finite verb.
Finite verbs have four forms such as affirmative, e.g. geldim (I came) negative, e.g.
gelmedim (I didn’t come) interrogative, e.g. geldin mi? (Did you come?) and
negative interrogative, e.g. gelmedin mi? (Didn’t you come?) Each of these finite
verbs are called mood. There are two kinds of mood in Turkish as the indicative and
the volition mood. The indicative mood is formed by adding a suffix which indicates
a particular time. T here are five t ypes o findicative m ood, the d efinite past tense,

indefinite past tense, present continuous tense, future tense and simple present tense
(Ibid:354).

2.3.3.1. The Indicative Mood

The definite past tense indicates that the action is sure to happen in the past,
and this action is either done or witnessed by the speaker, e.g. Bu yaz iyi dinlendim.
(I rested well this summer). In general, the indefinite past tense, on the other hand,
reveals that the action took place in an indefinite time in the past, and the speaker
himself did not see the action happening, but heard it happen from someone else, e.g.

Kiigiik ¢ocuklar1 savaga yollanmiglar (They sent small children to war). However, the
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indefinite past tense also has other indications. In some cases, it is used to show
actions which the speaker was not in control of the action, e.g. Bir keresinde divanda
sizmisim (Once I fell asleep on the sofa). In others, it may be used to indicate a
personal opinion about the action, e.g. Ellerine saglik pek giizel olmus (The food
tastes very delicious) (Bilgin, 2000:355).

The present progressive tense mood is often used for the actions happening at
the time of speaking, but in some cases as a result of the semantic displacement, it

may connote future meaning as in the following (Ibid:358):

Ogleden sonra tinlii bir Fransiz ressam geliyor. (A famous French artist is

coming this afternoon)

The future tense mood reveals that an action will take place in the future.
Also, through semantic displacement it may imply the idea of possibility or

command, e.g. Gorevli olarak siz gideceksiniz (You’ll go on duty) (Ibid: 360).

Finally, the simple present tense mood is used to talk about things in general,
and to indicate that something happens all the time or repeatedly, e.g. Evde gi¢eklere
ben bakarim (At home I take care of the flowers). When this tense is used in the
form of a question, it implies a wish or a request as in Liitfen sdyler m isiniz kim
geldi? (Please tell me who came) (Ibid: 361).

2.3.3.2 The Volition Mood

The volition mood includes no specific time concept, and it is used to convey
emotions. There are four kinds of the volition mood: the optative-conditional mood,
the optative mood, the necessitative mood, the command mood. The optative
conditional mood expresses a wish or request. It may also state a conditional

meaning, e.g. Biraz daha beklesek onunla gorisebiliriz (If we wait a little we may
talk to Aim) (Ibid: 363).
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In addition to its function of indicating a wish or request, the optative mood
may also be used for giving advice, e.g. Birbirimizin yardunina kogalim (Let’s hurry
to help each o ther) W hen used in interrogative se ntences, it i mplies o pposition or

ignorance as in Yoo niye kizayim (Why should I be angry?) (Bilgin, 2000: 364).

The necessitative mood states that the action must be done, e.g. Gdrmeli insan
elindeki giizellikleri (Man should see the beauty in his hand). The command mood,
on the other hand, indicates the necessity of the action via command. This mood may
carry meanings of a request, warning or a complaint, e.g. O tarafa gitmeyin litfen
(Please don’t go over there) (Ibid: 367).

2.3.3.3 Substantive Verbs

A substantive verb is a verb in the form of an affix which helps nominal
words to carry out the function of a predicate. Substantives do not have any
meanings when they are used on their own. Any nominal word that takes in a
substantive to become a predicate expresses judgement about something, e.g. Gozleri
giizeldi (Her eyes were beautiful). A substantive verb may be used separately from a
nominal word as in Gézleri giizel-idi, but in Modern Turkish this usage is not
common. Substantive verbs may only be added to the mood affixes of the definite
past tense, indefinite past tense, simple present tense and optative-conditional as in
the following (Ibid:369):

Onun artik ¢ok degistiginin farkindaydilar. (They were aware that she has
changed)
Kadincagiz meger ne dertliymis, neler anlatti hi¢ sorma. (Poor lady she has so

many problems, you won’t believe what she told me)

The substantive —dir may also take mood affixes of the present progressive,
future and necessitative to imply strong possibility, continuity and certainty as seen
in this sentence, e.g. Acaba bu durumda ne yapmalidir? (What is to be done in this
case?) (Ibid: 373).
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To make the substantive negative, the word deg il is used b efore the m ood
affixes as in Giizel bir resim degil (It’s not a beautiful picture) or Bu bir riiya degildi
(This wasn’t a dream) (Bilgin, 2000:374).

2.3.3.4  Auxiliary Verbs

Auxiliary verbs provide the use of nominal words and some nonfinite verbal
forms as verbs. Since auxiliary verbs establish structural and semantic integrity with
the nominal words or the nonfinite verbs, they form compound verbs having the
function of a predicate. The most common auxiliary verbs in the Turkish language
are olmak (to become), etmek (to do, to make), bulmak (to find), gecmek (to pass),
kagmak (to run away), gormek (to see), kalmak (to stay). Some compound verbs
formed by these auxiliary verbs are ayirt etmek (to distinguish), sifa bulmak (to
recover), dikis atmak (to sew), dalga gecmek (to make fun of). Some phrases formed
by auxiliary verbs may be used as idioms such as akil etmek (to think of), kulak
misafiri olmak (to overhear). Some auxiliary verbs may form phrases when used
together with reduplications as in tfuzla buz olmak (to break into pieces)
(Bilgin, 2000:391).

2.3.3.5  Structural Subcategories of Verbs

Verbs are divided into three categories with respect to structure (Ibid: 392):

Simple Verbs

Verbs in the form of roots are called simple verbs, e.g. git-mislerdi (they had
gone), kos-tu (she ran).

Derivative Verbs

Verbs formed from nouns and other verbs by adding derivative suffixes are

named as derivative verbs, e.g. giir-le (thunder), kikir-da (giggle), giil-iimse (smile).
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Compound Verbs

They are formed either by two verbs or combining a nominal word with a
helping verb. There are three types of compound verbs such as regular, compound

verbs formed by helping verbs and semantically combined verbs.

Regular compound verbs are formed by combining two verbs conforming to
specific rules. The first of these verbs is called the main verb, the second helping
verb. In this combination, the helping verb loses its meaning while causing the main
verb gain senses of adequacy, suddenness, continuity, and approach, e.g. gide-bilmek
(to manage to go), uyuya-kalmak (to fall asleep). Compound verbs formed by joining
helping verbs with the nouns or nonfinite verbs, e.g. hazir bulunmak (to be ready),
utamir olmak (to be embarrassed). Semantically combined verbs are formed by
putting together a verb and a nominal word. In these kind of verbs, one or both of the
combining elements lose meaning, e.g. dgiit vermek (to give advice), ac: duymak (to
feel pain). In the first two examples verbs are not used in their primary sense, in the
third and fourth example nominal words lose their proper senses and in the last one

both the verb and the noun lose meaning changing the phrase into an idiom
(Bilgin, 2000:398).

2.3.3.6. Nonfinite Verbs

There are three kinds of nonfinite verbs as regards their functions, the
infinitive, the participle, and the gerund. The infinitive is derived by the affixes
—-mek, -me and —is and it has the function of a noun in the sentence, e.g. savur-us
(throwing), sil-me (full to the brim). The participle is derived by particular affixes
from verbs and although it functions as an adjective, the verb keeps its meaning, e.g.
aglayan gocuk (crying baby) tamdik gevre (familiar neighborhood). The gerund is
used as an adverb in the sentence. It is derived from verbs, and it is a nonfinite verb

form which ties a subordinate clause to a main clause with its adverbial function
(Ibid: 422).

26



2.34. Adverbs in Turkish

An adverb is a part of speech which modifies or restricts, in various ways, the
meaning of another adverb, a verb or an adjective. Similar to the adjectives, adverbs
may be compared with each other and also the meanings they convey may be
intensified or diminished. There are six kinds of adverbs in the Turkish language:
adverbs of verification, quantity, quality, place, time and manner
(Banguoglu, 2000:375).

2.34.1 Kinds of Adverbs

Adverbs of verification are related with the existence of a quality or
happening, e.g. Evet giizel (Yes that’s nice), Oyle degil (not like that), Oldukca
elverigli (rather convenient). In some cases, these adverbs may indicate a possibility
or a request as in Galiba dogru (Perhaps it is true), Keske gelseydi
(I wish he could come). Adverbs of quantity reveal the degree, or quantity of a
quality or happening and they respond to questions like ‘How much?’, ‘To what
extent?’ (Ibid: 372).

Adverbs of quality describe an action or quality, e.g. duru beyaz (pure white),
yanliy anlamak (misunderstand), hos tutmak (treat kindly). They answer the question
‘How?’ in the sentence. Adverbs of place state the place and direction of an action or
happening and respond to questions such as ‘Nerede?’(Where), ‘Nereye?’
(To where), ‘Nereden?’(from where) e.g. asag: bakmak (look down) disar: ¢ikmak
(go our) (Ibid:373) Adverbs of time indicate when an action or happening takes place
as in Diin isittim (I heard it yesterday) Sonra bitirirsin (Finish it later). Adverbs of
manner state in what way an action happens, e.g. Aglayarak ayrldilar
(They left crying), Kolay ¢oziildii (It was solved easily) (Ibid: 374).
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As for the structural subcategories of adverbs, there are four types such as
simple, derivative, compound adverbs and adverbial phrases. A simple adverb is in
the form of a root, e.g. pek (very much) a derivative adverb is formed by a derivative
suffix, e.g. azicik (a little) a compound adverb is formed by two words, e.g.
birdenbire (suddenly). Adverbial phrases may be reduplications or prepositional
adverbs, e.g. er ge¢ (sooner or later), hemen hemen (almost), -den 6tiirii (because of)
(Bilgin, 2000: 270).

2.3.5. Nouns in English

2.3.5.1. Kinds of Nouns

A noun is the lexical category used to refer to people, animals, objects,
substances, states, events and feelings. Nouns in English are divided into different
subclasses. Each subclass has its own special grammatical and semantic
characteristics. Nouns such as Sean, Mexico, Michigan are called proper nouns. They
are written with capital letters, and they designate a specific noun. Proper nouns may
be the names of individual people, places, titles, calendar, and times. Nouns written
in lower-case letters and that refer to general categories are named as common
nouns, ¢.g. dog, man, table (Quirk; Greenbaum, 1973:60). How these two subclasses
of nouns behave in sentences may vary, €.g. common nouns often occur in plural

form, while the plurality of the proper nouns is very limited.

Other subcategories of nouns are concrete and abstract nouns. Concrete nouns
are the ones that may be visualized; they refer to objects and substances, including
people and animals that exist physically, e.g. rabbit, hairdresser, and armchair. In
general abstract nouns include ideas or concepts lacking in plain visual images, i.e.
they refer to states, events, concepts, feelings, qualities that have no physical
existence, e.g. freedom, happiness, music and time. The concrete nouns can occur in

plural or possessive form, but the abstract nouns are highly restricted in this respect
(Barry, 1998:24).
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Other essential grammatical subclasses of nouns are count nouns and non-
count or mass nouns. As may be inferred from their names, the count nouns, e.g.
stones, have plural forms whereas mass nouns, e.g. rice, do not have plural forms.
Count nouns may not stand alone in the singular and can occur with a or an, but
mass nouns may occur alone in the singular form and the indefinite article can not go
before a mass noun (Barry, 1998:25). There are many nouns in English which can be
both count and non-count as in The Jambs were eating quickly and There is lamb on
the menu. In the first sentence the word lamb is a count noun, in the second it is non-
count. Naturally, there is considerable difference in meaning involved in these
examples. In many cases this difference is achieved by separate lexical items as in

pig-some pork, a table-some furniture (Quirk;Greenbaum, 1973: 61).

The English number system includes singular, which means one, and plural,
which means more than one. The plural of a noun is usually made by adding s to the
singular. In some cases nouns take —es, -ves or —ies, e.g. loaf-loaves to form their
plurals depending on the consonants they end in, and there are few nouns which are
made plural by a vowel change, e.g. goose-geese. Common mass nouns and proper
nouns occur in singular form while count nouns may be singular or plural, car-cars,

or have invariable plural as in cattle (Ibid:81).

2.3.5.2. The Noun Phrase

Nouns are the heads of larger groupings called noun phrases. Noun phrases
function in the same way as a single noun. They include a head noun and a number
of optional elements. Noun phrases may take various forms, therefore it is hard to
mention specific rules about its system. However a general formula may be used as a
guideline: Noun Phrase: determinert+pre-head modification+thead nount+post-head
modification, e.g. the old stone cottage at the top of the hill (Wright; Hope, 1996:3).
Naturally, the head noun must always be present; it can be replaced by a pronoun, a
minor word class which refers to people or things, e.g. she, a verbal noun, a gerund
or an infinitive, e.g. laughing or a compound noun, a word formed by using two

nouns or a noun and a gerund together, e.g. weight-lifting, but never deleted. As for
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the optional elements of the noun phrase, the determiners may be articles,
demonstratives, possessive pronouns or quantities. The pre-head and post-head
modifications may be expanded infinitely. The pre-head modification is mostly
occupied by adjectives or nouns with adjectival function while the post-head
modification contains phrases or clauses. As for the example given above, the head
noun is éottage. The determiner is the definite article the. The pre-head modification
is the adjectival construction old stone, and finally the post-head modification is the

prepositional phrase at the top of the hill (Quirk, Greenbaum, 1973: 4).
2.3.6. Adjectives in English
2.3.6.1. Basic Characteristics of the Adjective

An adjective is a lexical category which describes, limits or modifies the
meaning of a noun; in other words, adjectives are used to give extra information
about a noun for embellishment or to help distinguish it from other nouns. Many
adjectives e xpress s ubjective p erceptions rather than objective facts. There are six
kinds of adjectives in English: demonstrative, this, those, distributive, each, either,
quantitative, some, few, much, interrogative, which, whose, possessive, its, their, and
descriptive, fair, velvet. Descriptive adjectives or adjectives of quality are divided
into various categories such as adjectives of physical description, size, age, shape,

color, material, origin and purpose (Thomson; Martinet, 1985: 35).

It may not always be possible to tell whether a word is an adjective when
considered separately: the form does not reveal its function in the sentence. Although
there are certain derivational suffixes such as -ive, -able, -al, -ful, -ish that turn roots
into adjectives and many adjectives inflect for the comparative and superlative,
generally words may not be classified as adjectives only by looking at what
inflections or affixes they will allow (Quirk; Greenbaum, 1973:114).
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The comparative form of an adjective is used to compare two nouns; the
superlative is used to compare more than two. As a general rule in English, one-
syllable adjectives add the comparative inflectional suffix —er and the superlative
suffix —est as in taller, tallest whereas adjectives of two or more syllables use more
and most as in more responsible, most amazing. Adjectives which lend themselves to
comparison are called gradable and these adjectives may also be modified by
intensifiers such as very, quite, somewhat, and exceedingly (Barry, 1998:102).

2.3.6.2  Major Syntactic Functions of Adjectives and Postpositive

The major syntactic functions of adjectives are attributive and predicative.
Most adjectives can be both attributive and predicative, but some are either
attributive or predicative only. Adjectives are attributive when they premodify nouns;
appear between the determiner and the head of the noun phrase as in, the beautiful
painting or his main argument. Predicative adjectives can function as subject
complement, e.g. your teacher is kind or object complement, and e.g. nobody made
him happy. They can also be complete to a subject which is a finite clause, e.g.
whether he will complete his term of office is uncertain, or a non-finite clause, e.g.
playing with children is fun. Likewise, adjectives can be object complement to

clauses, e.g. I consider complaining so much useless (Quirk; Greenbaum, 1973: 115).

Adjectives which follow the item they modify are called postposed adjectives.
In English postposition is compulsory for certain adjectives, the most common being:
elect (soon to take office) and proper (as precisely defined) as in the mayor elect and
the village proper. These adjectives hold different meanings when they occur
attributively or predicatively in the sentence; the attributive adjective proper is used
to describe things you consider to be real and satisfactory as in proper funding
(Ibid:116).
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2.3.7. Verbs in English
2.3.7.1 Types of Verbs

Averbisa word or phrase that describes an action and provides e ssential
information within a sentence. Without a verb, a group of words is not a complete
thought. The class of verbs is universal: no language has ever been discovered which
lacks a distinct class of verbs. Verbs can either present a complete action or occur on
their own, or they can be followed by objects, complements or adjuncts. Not all verbs
give the idea of action; they may indicate a sense as in Sean feels exhausted, a
perception of another person as in The doctor seems concerned, a mental state as in
She expects her students to arrive in time for their lessons, or serve a connecting

function as in The yard is all snow (Barry, 1998:43).

Verbs comprise two basic types, main verbs and helping verbs. Main verbs,
which are also called lexical verbs, are verbs with independent meaning which can

stand alone in a sentence, as in

Analyze your real motives.
The ice broke the pipe.
He looks his age.

An auxiliary verb, also known as the helping verb, occurs with a main verb.
When an auxiliary verb is present, the main verb takes one of the present participle,

past participle or the bare infinitive forms as in the following (Ibid:51):

I am waiting for an answer.
Do you believe him?

Have you ever been to Rome?

Tom might be absent.
He will arrange the meeting. S

I should call her. 5;
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2372 Verbal Forms

A verb may occur in five different forms such as the base, -s form, past, -ing
participle, and -ed participle. The base is the form with no morphological additions
as in split, divide. The —s form is the third person singular present, he runs everyday.
The past form marks the past in every instance of the simple past, e.g. He received a
mail last night. The —ing or the present participle form is used to indicate the main
verb in a continuous aspect, e.g. He is playing soccer. Finally, the-ed or the past
participle form used to signify the verb in the perfective aspect and in the passive

form, e.g. The movie was based on a novel (Quirk; Greenbaum, 1973:27).
2.3.7.3 Finite and Non-finite Verb Phrases

A verb phrase consists of a verb and its modifiers. Finite verb phrases have
tense distinctions; verb phrases may occur in one of the simple present, present
progressive, present perfect, simple past, past perfect, past perfect progressive,
present perfect progressive, future progressive, future perfect or future perfect
progressive, e.g. I usually go away at weekends, Y ou are acting like a child, We
invited them to our party, I have been working all day, While I was working in the
garden I hurt my back, When she arrived at the party, he sad already gone home, She
was tired because she had been working hard, I will be in London next week, This
time tomorrow I will be lying on a beach, The party will have already started by the

time we get there.

Tense may be defined as the correspondence between the form of the verb
and the concept of time. Another property of finite verb phrases is that person and
number accord exist between the subject and the finite verb. In contrast to the finite
verb forms, non-finite verb phrases are in one of the non-finite participle forms, the
infinitive, present or past participle, and they express no tense, e.g. Having eaten

dinner, we were able to relax (Ibid:39).
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2.3.8 Adverbs in English

An adverb is a lexical category used to describe a verb, adjective or another
adverb. The most common feature of the adverb is morphological: all adverbs may
have the derivational suffix —ly, which is added to an adjective root to form the
adverb, e.g. happily, exactly, and commonly. Similar to the adjectives, many adverbs
have the ability to be compared and modified by intensifiers such as very, rather, so:
more quickly, very skillfully, rather casually. Since there are only a few monosyllabic
adverbs in English, most adverbs are formed with the words more and most rather
than the comparative and the superlative suffixes. The monosyllabic adverbs which
are named as flat adverbs, hard, fast, loud, occur in the form of their corresponding
adjectives (Barry, 1998: 107). There are various kinds of adverbs: manner, bravely,
fast, well, place, down, there, near, time, then, soon, still, frequency, occasionally,
twice, always, sentence, certainly, luckily, definitely, degree, hardly, quite, very,
interrogative, when, why (Thomson; Martinet, 1985:47).

2.4. Grammatical Categories
2.4.1. Sentence Types in Turkish

Syntactically defined, a sentence is a string of words, the highest level of
grammatical organization constituting of one or more interrelated clauses expressing
a proposition. A sentence has to include a finite verb in order to convey a full
description of the action. Sentences in Turkish are divided into two categories with

respect to the types of predicate: verbal sentences and nominal sentences
(Bilgin, 2000: 429).

2.4.1.1. Verbal Sentences

A verbal sentence is a sentence which has a finite verb as its predicate. For
instance, Cocuklar dondurmay: sever (Children love ice cream), Annemi gériince

ona dogru kogtum (I ran to my mother when I saw her) (Ibid: 485).
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2.4.1.2. Nominal Sentences

A nominal sentence includes a nominal word as its predicate and an auxiliary
to relate it to the judgment expressed, e.g. Bir varmis bir yokmus(once upvon a time),
Bisiklet kullanmay: égrendigimde onyedi yasimdaydim (I was seventeen years old
when I learned to ride a bicycle) (Bilgin, 2000:486).

2.4.1.3. Regular Sentences

As a rule, any sentence element to be emphasized is put closer to the
predicate in Turkish, and thus the meaning varies depending on the way the sentence
is constructed. Some sentences include additional clauses to strengthen their
meanings whereas some remove one or more sentential elements for the same
purpose. Taking these syntactical features into account, sentences in Turkish are
divided into four categories in relation to their constructional patterns as regular
sentences, inverted sentences, sentences including parenthetical clauses and elliptical
sentences. A regular sentence includes a predicate which is placed at the end of the
sentence, e.g. Yarin seni mutlaka arayacagim (I’11 definitely call you tomorrow). In
other words, a regular sentence has the word order Subject + Object + Verb
(Ibid: 487).

24.1.4. Inverted Sentences
An inverted sentence, with the purpose of adding vividness to expression,
includes a predicate which is not put at the end of the sentence as in Sabredin

goriirsiiniiz onun gergek yiiziinii (Just be patient you’ll see his real face) (Ibid:488).
2.4.1.5. Sentences including Parenthetical Clauses

A parenthetical clause is used to empower or emphasize the meaning of the
sentence or to make a further explanation about an idea or an emotion expressed in
the sentence and it is placed between commas interrupting the flow of the sentence,
e.g. Latife harmm, otuz yaslarinda, giizel bir hanim, aksam geg saatte evine dindii

(Latife Hanim, a beautiful lady in her thirties, came home late in the evening),
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Yas gini, yamlmiyorsam, Ekimin yirmi birindeydi (His birthday, if I’m not
mistaken, was on the twenty-first of October) (Bilgin, 2000: 489).

2.4.1.6. Elliptical Sentences

In an elliptical sentence a sentence element, mostly the predicate, is missing
in order to strengthen the meaning of the sentence, to avoid repetitions and to use
fewer words. In this kind of sentences, no distortion in meaning occurs and hence the
function of the removed elements may be understood from the context as in Yarmn
piknik yapalim mi1? (What about going on a picnic tomorrow?) Yapalm (Okay),
Ozan Istanbul’a Pazar giinii mii gitti? (Did Ozan go to Istanbul on Sunday?) Evet
(Yes). In the first example, the sentence Yapalim stands for Yarin piknik yapalim
(Let’s go on a picnic tomorrow) in the context. Similarly, in the second example the
sentence Evet implies that Ozan Istanbul’a Pazar sabah gitti (Ozan went to Istanbul
on Sunday) (Ibid: 491).

2.4.1.7. Affirmative Sentences

Sentences in Turkish are divided into four categories with respect to the
meaning they convey: affirmative sentences, negative sentences, interrogative
sentences and exclamatory sentences. Affirmative sentences state that the action
indicated may be true, possible or necessary, e.g. Ulu ¢am agacimn altinda oturdular

(They sat under the great pine tree) (Ibid: 492).
2.4.1.8. Negative Sentences

These sentences, as their name suggests, include predicates expressing
negativity as in Diiriistliik iginden ne geliyorsa soylemek degildir (Honesty is not
saying what you think) Some sentences in Turkish are grammatically positive, but
semantically negative, e.g. Ne arayan var ne soran (Nobody called) and some others
look negative in form, but include positive connotations, e.g. Sanki dedigini duymad:
(As if she didn’t hear what you said, meaning she did hear it) (Ibid: 497).
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2.4.1.9. Interrogative Sentences

These sentences are used to request information as in Hangi ufakliktan
bahsediyorsun? (Which kid are you talking about?), Neden bu kadar sessizsin bu
aksam? (Why are you so silent this evening?) S ome sentences, though seemingly
interrogative, do not expect answers from the listeners. These types of sentences are
called rhetorical questions, e.g. Nasu koparmuglar bu ¢igekleri? (How could they
pick these flowers?) (Bilgin, 2000:499).

2.4.1.10. Exclamatory Sentences

These sentences express excitement or an opinion about something
emotional, e.g. Aman dyle séylemeyin! (Don’t talk like that!). In general rhetorical
questions may be characterized as exclamatory as in Zavalli kadin bu kadarina nasil

dayansin! (Poor woman how can she stand all this!) (Ibid: 500).

2.4.2, Sentence Complexity in Turkish

Sentences are divided into two main categories with respect to their structure
determined by the number of ideas expressed via verbs, auxiliary verbs and nonfinite

verbal forms: simple sentences and compound sentences.

2.4.2.1. Simple Sentences

A simple sentence, which includes an idea, happening or action, is expressed
by finite verb forms as in Paris’e nasi gidebilirim? (How can I go to Paris?),
Seyahat ¢eki kabul ediyoruz (We accept travel checks) (Ibid: 508).

2.4.2.2 Compound Sentences

A compound sentence, which comprises two or more ideas or actions, is
divided into two main categories as sentences constructed by subordinate clauses and
serial sentences. The first category includes sentences formed by a main clause, the

clause that expresses the main idea of the sentence, and one or more subordinate
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clauses which are elements of the main clause, e.g. Gidip gitmeyecegime karar
veremedim (I could not decide whether I should stay or go), Konserden ¢ikinca eve

dondiik (We returned home after the concert) (Bilgin, 2000:508).

Sentences constructed by subordinate clauses are divided into five categories:
complex sentences, which include nonfinite verbal forms as their subordinate
clauses, e.g. Annemin tatl: tatli konugtukga ben rahatlarim (As my mother talks in a
sweet manner I relax), conditioned compound sentences, which include subordinate
clauses formed by the optative mood, e.g. Nereye gidersem o da gelir (Whereever 1
go he comes with me), compound sentence formed by the preposition mi, e.g. Tatile
gittin mi epey kal (When you go on vacation, stay as much as you can), compound
sentences formed by object clauses, e.g. Sen burada kalir bebege bakarsin, dedi

(You stay here and look after the baby, he said) relative clauses (Ibid:514).

Serial sentences contain sentences that are related to each other both
grammatically and semantically, and they may be analyzed in terms of their elements
and meaning. As for the elements they comprise, serial sentences are divided into
two categories: independent serial sentences, sentences following one another
without having any grammatical relationship, e.g. Kimsenin yamnda bunu séyleme,
seni anlamazlar (Don’t mention this to anyone, they won’t understand you) and
dependent serial clauses, sentences connected to each other in terms of structure and
meaning, e.g. Geng adam tembellige, onyargilara, haksizliga tahammiil edemiyordu
(The young man could not stand laziness, prejudices or injustice). As for semantic
relations, serial sentences are divided into various categories such as agglutinative
sentences, which indicate additional information given about the ideas expressed,
e.g. Yagmur hala yagiyorduy, iistelik bardaktan bosamircasina (It was still raining, in
fact it was raining cats and dogs) sequential sentences, which reveal actions done one
after the other, e.g. Uyandim, perdeleri agtim ve gokyiiziine baktim (I woke up,
opened the curtains and looked up in the sky), conditional sentences, which include a
condition for the other action to take place, e.g. Yalniz birak da kizcagiz yemegini

yesin (Just leave her alone so that the poor girl can eat her dinner) (Ibid:520).
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2.4.3. Pronouns in Turkish

A pronoun is a word or an affix which performs the syntactical function of a
noun in the sentence. Pronouns may function as representatives, i.e. they may be
used in place of a noun previously mentioned in the context with the aim of avoiding
repetitions as in Az dnce Fiisun 'la konustum, o da bizimle gelecek (I’ve just talked to
Fiisun, she will also come with us). Pronouns may take affixes, e.g. Sundan bir kutu
alsak yeterli (It’s enough if we buy one box of this) and they may function as
subjects, objects or predicates, e.g. Cocuklarin bazlar1 neredeyse a¢liktan bayilmak
iizereydi (Some of the children were about to faint because of hunger), Onu
kirmamalisin (You should not hurt her), Diin gece arayan bendim (I was the one
who called last night) (Bilgin, 2000:229).

2.4.3.1. Kinds of Pronouns

In the Turkish language, pronouns may be analyzed under six categories as
regards their function and meaning in the sentence: Personal Pronouns, Reflexive
Pronouns, Demonstrative Pronouns, Indefinite Pronouns, Interrogative Pronouns,

Relative Pronouns, and Possessive Pronouns.

2.4.3.2. Personal Pronouns

These pronouns signify a person or replace the name of a person. In Turkish
ben, sen (informal), o, biz, siz (formal) and onlar are used as personal pronouns, €.g.
Ben bir saatte orada olurum (I will be there in an hour). In this example, the
personal pronoun ber may be removed from the sentence as the predicate olurum
include the personal suffix —m which indicates the first person singular and the
subject of the sentence. The use of personal pronouns is for the purpose of

intensification (Ibid: 231).




2.4.3.3. Reflexive Pronouns

The reflexive pronoun kendi (oneself) is used to intensify the concept of
person irrespective of gender and it carries out various functions in sentences, e.g.
when it is placed before a noun which has a possessive suffix, it puts emphasis on the
feature of possessiveness, Sen kendini islerinle mesgul etsen daha iyi olmaz mi?
(Won’t it be better if you busy yourself with your work?) Reflexives are also used to
form an intensified subject as in Ben kendim defalarca sordum igin ashim (I myself

asked many times what really happened) (Bilgin, 2000:236).
2.4.34. Demonstrative Pronouns

These pronouns signal the relative distance from the speaker. There are three
levels of distance: bu, su and o. The pronoun bu indicates closeness to the speaker,
e.g. Buras: bayag karanlik oldu (This place has gotten rather dark), su being further
away from the speaker, e.g. Ayakta durma suraya otursana (Don’t stand there, come
sit down) and o being far away from the speaker, e.g. Orada neler oldugunu kimse

bilmiyor (No one knows what is happening there) (Kornfilt, 1997: 311).
2.4.3.5. Indefinite Pronouns

These pronouns refer to the unspecified entities or quantities, i.e. they are
used in place of nouns without showing them in a definite manner. For instance,
Birilerinin yardim istedigini duydum (I heard someone calling for help), Herkes
elinden geleni yapryor (Everyone is doing his best), Bircogu ayn: kald: (Most of it
stayed the same) (Bilgin, 2000: 240). Turkish has no nonspecific pronouns such as
one in English, but various patterns are used to carry out their function: by forming a
passive construction, e.g. Kekin iyi kabarmasi igin soguyuncaya kadar firinda
bekletilir (The cake is left in the oven until it cools) by using a second person
singular or plural, e.g. Spor sahasina gitmek igin saga dénersin (Turn right to go to
the sports field) (Kornfilt, 1997: 295).
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2.4.3.6. Interrogative Pronouns

These pronouns replace nouns by questions. Turkish has a number of
interrogative pronouns. The most commonly used ones are Diin kimi gdrdiiniiz?
(Who did you see yesterday?), Siz ne diyorsunuz bu duruma? (What do you think
about this?), Hangisi gerekli? (Which one do you need?), Nerede kaldin?
(Where have you been?) (Bilgin, 2000: 241).

2.4.3.7. Relative Pronouns

Turkish has no native relative pronouns, but the element “ki” borrowed from
Persian is used as a relative pronoun in relative clauses, e.g. Nihan, ki yaramaz bir
¢ocuktur...Nihan who is a naughty child...), Bir anne ki diinyas: ¢ocuklaridir........
(A mother who only cares about her children...). Although this pronoun may appear
in both restrictive and nonrestrictive clauses, nonrestrictive usage is more common
because there still exists the prolific use of “’ki” as a particle introducing parenthetical
clauses (Kornfilt, 1997: 322).

2.4.3.8. Possessive Pronouns

There are two types of possessive pronouns in Turkish, one derived from
regular personal pronouns by adding the genitive suffix —(n), e.g. Bizim
yapacaklarimiz bitti (We finished everything we should do) and the other derived
from both pronouns and nouns by attaching the genitive suffix together with the
particle —ki, e.g. Onunki gecikmis ne yapsak? (Hers is late, what shall we do?)
(Tbid: 308).

2.44. Conjunctions in Turkish
Conjunctions connect words or a group of words having the same function in

the sentence as in Hem annesinin hem babasimin bir dedigini iki etmiyor (He does

everything b oth his mother and father ask for), Annem ile babam bana giizel bir
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tablo almislar (Mom and dad bought me a beautiful painting). They also help form a
semantic relationship between the elements of the sentence, e.g. Soluk ama giizel bir
yiizii vard: (She had a pale but beautiful face). Another function of conjunctions is to
connect sentences with the aim of providing semantic and expressional integrity as in
Oyle giizel sozlii ki sohbetine doyum olmuyor (He talks so pleasantly that one can
not have enough of his conversation). In some cases word classes such as
postpositions, may function as conjunctions, e.g. Cok yorgunum, onun igin
gelemedim (I was very tired that’s why I couldn’t come). In others some words are
repeated to be used as conjunctions, e.g. Sen bilirsin ister gel ister gelme

aldirmiyorum (I don’t care whether you come or not) (Bilgin, 2000:294).
2.4.5. Postpositions in Turkish

Postpositions follow nouns, pronouns, and verbs, establishing a semantic
relationship of purpose, Babasina bakmak igin yurtdigina gitti (He went abroad to
take care of his father), cause and effect, Dayanamadig: igin terk etti (He left
because he couldn’t take it anymore), comparison, Bu sana gore kisa degil mi? (Isn’t
this a bit short for you?), and relativity, Sana gore hava hos (It doesn’t matter for
you). Postpositional phrases may be used as adjectives or adverbs, e.g. Pamuk gibi
beyaz bir kediydi (The cat was as white as cotton). Another feature of postpositions is
that they may function as subjects or complements in sentences where they are
nominalized through inflectional suffixes, e.g. Onun gibisine daha Once hi¢

rastlamadim (I haven’t meet anyone like him before) (Ibid: 272).

2.4.6. Sentence Types in English

The simplest kind of sentence contains only one clause. Speakers and writers
of any language have numerous alternatives when they make up each sentence they
utter. English, for instance, has been gifted with a multiplicity of sentence types, each
holding its own delicate stress and connotation. Sentences are classified as

declarative, interrogative, and imperative in relation to the rhetorical purposes or
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discourse functions they serve. These sentences are also called statement, question,

and command, respectively (Barry, 1998: 159).

2.4.6.1. Affirmative Sentences

Affirmative sentences arc used to give information, expressing a fact or

opinion such as Mary is a fast swimmer, Mushrooms grow in damp soil.

2.4.6.2. Interrogative Sentences

Interrogative sentences are commonly used to request information or pose a
proposition, e.g. Have you any idea what time it starts? Are you coming to the
baseball match tonight? There are three main types of interrogative sentences such
as yes/no interrogatives, a question type that can be answered as yes or no, e.g. Will it
take too long to get there?, wh-interrogatives, a kind of question that looks for a
particular segment of information, e.g. What is making that terrible noise?, and tag
questions, an interrogative attached to the end of a declarative statement asking for

agreement or confirmation, e.g. Neither of them complained, did they? (Ibid: 167).

There are also other minor question types which are used less frequently than
the three already discussed: echo questions that keep the structure of a antecedent
statement, €.g. You faxed t he | etter t o whom?, and embedded questions which are
placed in an independent clause, e.g. I wonder how she reacted or She asked if he
could give her a hand. Embedded questions, adherent to their declarative structure,
are formed by inserting if or whether before a yes-no question and wh- word before a
wh-question (Ibid: 171).

2.4.6.3. Imperative Sentences

The third main sentence pattern in English is the imperative which is used to

issue orders or instructions. The simplest English sentences are imperative sentences
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with a single verb, Help, Move over. An imperative sentence does not call for a
response, however the addresser expects some change in the mental state of the
addressee as he utters the imperative, Tell me what happened. An imperative
sentence usually contains only a predicate and may include a noun in direct address,

but it lacks a grammatical subject (Barry, 1998: 172).

2.4.6.4. Exclamative Sentences

Apart from the main sentence types, there are also sentences called
exclamatives, which let the language users convey a judgement or feeling with
additional emphasis. For instance, what an intricate pattern she has woven! How
neatly you write! As may be noticed, they are similar to the interrogative sentences in
respect to the addition of interrogative pronouns sow or what and change of word

order. In written English, exclamatives are generally punctuated with an exclamation
mark (Ibid: 172).

24.7. Sentence Complexity in English
24.7.1. Simple Sentences

Sentences are divided into four categories in terms of the number and kinds of
clauses they contain: simple, compound, complex and compound-complex. A simple
sentence is a sentence which contains only one clause, e.g. Thai food is delicious, He
held the baby tight in his arms. Here the technical term simple indicates that the
sentence has only one subject and one predicate, giving no information about the

length of the sentence.

24.7.2. Compound Sentences

A compound sentence is formed by combining two or more clauses through

coordinating conjunctions such as but, yet, and, both...and, not o nly, n either...nor,



either...or, e.g. Both men and women were drafted into the army, We came in first,
but didn’t win the race. All clauses making up a compound sentence are considered

to be independent clauses of equal status (Barry, 1998:225).

2.4.7.3. Complex Sentences

A complex sentence is defined as a sentence which includes at least any one
of the subordinate clauses such as noun clauses, adverbial clauses or relative clauses,
e.g. Ifthe fog gets thicker the plane may be diverted, The friend who I was travelling
with spoke French. In the first sentence, if the fog gets thicker, in the second one who

I'was travelling with are subordinate clauses.

24.7.4. Compound-Complex Sentences

A compound-complex sentence is a compound sentence that contains at least
one subordinate clause as in She smiled but I knew that she was upset, Sally found the

sweater that she had lost before she moved to Miami (Barry, 1998: 228).

2.4.8. Clauses in English

A clause is a string of words which expresses a proposition and commonly
consists of at least a subject and a predicate. The sentence She retired early because
she was ill contains two clauses, a main clause, She retired early and a subordinate
clause, because she was ill. As may be inferred, the main clause, also called matrix
clause or independent clause, conveys the main idea in the sentence while the
subordinate clause, also named as embedded sentence or dependent clause, carries

out a grammatical function within the main clause.
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24.8.1. Adverbial Clauses

An adverbial clause is a dependent clause which performs the function of an
adverb in the sentence, i.e. all adverbial clauses change the main clause with respect
to time, place, reason or a condition related to the action. These types of clauses may

-easily be identified since a subordinating conjunction which reveals the particular
adverbial function of the clause appears at the beginning, e.g. I will not have dinner
before you come home from work (Barry, 1998:201)

2.4.8.2. Kinds of Adverbial Clauses

There are five kinds of adverbial clauses such as clauses of reason, result,
concession, and comparison. A reason clause describes why an action or an event
holds true, e.g. We camped there as it was too dark to go on, John was an hour late
because he missed the train. A result clause explains the result of a happening, e.g. It
froze hard that night, so there was ice everywhere next day. A concession clause
expresses compromise and is introduced by although, even if, no matter, however as
in He bought me a lovely gift although he can’t afford it, No matter what you do,
don’t touch this switch. A comparative clause is introduced by than and as, e.g. He

did not play as well as you did (Thomson; Martinet, 1985: 301).

2.4.8.3. Noun Clauses

A dependent clause which functions like a noun phrase in the sentence is
called a noun clause. Noun clauses may appear as subjects, direct objects, indirect

objects or complements.

2.4.84. Object Noun Clauses

An object noun clause plays the part of direct object in the sentence, e.g. They
alleged that they had been unjustly dismissed, 1 know that grammar can be difficult.
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In these examples the noun clauses are introduced by the subordinating conjunction
that, therefore they may also be named as that clause (Barry, 1998: 202). The
transitive verbs say, state and tell introduce noun clauses that report statements, e.g.
He told me that he would do his best in the exam, the transitive verbs inform, and
notify introduce noun clauses that give factual information, e.g. He informed us that
the meeting was delayed, the verbs believe, argue, and maintain introduce noun
clauses that conveys an idea or claim, e.g. He argued that the leading party alone

should be held responsible for the recent economic crisis (Barry, 1998:203).

2.4.8.5. Subject Noun Clauses

A subject noun clause plays the role of subject in the sentence as in That he is
guilty is obvious, That the food is n ot distributed fairly w orries me. S ubject noun
clauses are used more in writing. To make them sound more conversational they may
be moved to the end of the sentence, leaving the subject position vacant as in It is
essential that she pass all her exams, It is obvious that the father’s lack of concern in

the game annoyed the little boy (Ibid:205).

2.4.8.6. Complement Noun Clauses

A complement noun clause plays the role of a complement in the sentence,
e.g. This is what I think, The question is whether he will accept our offer. In these
examples the noun clauses function as subject complements; they come before a
linking verb and specify the subject (Ibid: 206).

2.4.8.7. Relative Clauses

One other essential subordinate clause is the relative or adjective clause
which acts like an adjective giving more information about a noun phrase or
modifying it as in the following examples: The stairs that lead to the cellar are rather

slippery, The sun, which gives us light, is a big star. The noun phrases, the stairs and
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the sun, which the clauses describe, are known as the head of the relative clauses.
Relative pronouns such as who, which, that and whom are used at the beginning of
relative clauses so as to substitute the repeated noun phrase. In addition, relative
adverbs such as when, where and why are used similarly as in the following sentence
This is the house where Diane was born. There are two different kinds of relative
clauses as restrictive and non-restrictive relative clauses. They are also called

defining and non-defining relative clauses.

2.4.8.8. Defining Relative Clauses

A clause of this type specifies the antecedent noun or states its distinctive
features in order to distinguish it from nouns of the same group, e.g. The hotel which
I stayed at was very expensive, The man who robbed you has been arrested
(Thomson; Martinet, 1985: 81). Defining clauses may be used in various situations.
For instance, they may put emphasis on a specific detail and hence make cleft
sentences such as It was in 1991 that he was granted an award, and they may also be

used in some expressions, Those who break the traffic rules must be sent to prison.

2.4.8.9. Non-Defining Relative Clauses

A clause of this type gives additional information about a previously
distinguished head and it is separated from the rest of sentence by commas, e.g. The
doctor, whom I called repeatedly, refused to renew my prescription, The house, the
roof of which has been damaged in the storm, will be repaired. Contrary to the
restrictive relative clauses, removal of the non-restrictive clauses causes no meaning

distortion since they play an inessential part in the sentence (Ibid: 85).

2.4.8.10. Reduced Relative Clauses

Relative clauses may be reduced or shortened in two different ways: omitting

the relative pronoun that functions as object in the sentence, e.g. She wore the dress
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that her mother bought last week, and the elimination of the relative pronoun and a
following form of the verb be, e.g. The rocket struck the people who were waiting in
line for water. In these sentences, the use o frelative pronouns, ¢kat and w ho, are
optional. Besides, if the pronoun in the second sentence is taken out, the active

construction will be replaced by a gerund participle (Barry, 1998: 212).

2.4.9. Pronouns in English

A pronoun is a word that replaces a noun or noun phrase. For instance, in the
sentence The little girl played in the garden until she got tired, the little girl is a
noun phrase, and she is a pronoun occupying its position to avoid repetition in the
subordinate clause. Generally, as in this example, the pronoun goes after its
antecedent; h owever, in some cases the p ronoun m ay precede its antecedent asin
When she saw the mess, my sister didn’t know what to say. Also, there are some
situations where the antecedent of a pronoun is a whole sentence as in I hate to say
it, but you are the one who should be held responsible for this disaster.
Moreover, some pronouns do not have grammatical antecedents and they refer
directly to the speakers, e.g. You must be patient, We search for the truth
(Barry, 1998:78).

2.4.9.1. Personal Pronouns

The following kinds of pronouns may be distinguished in relation to their
different functions in the sentence: Personal, Demonstrative, Reflexive, Relative,
Interrogative, Indefinite and Reciprocal Pronouns. Personal pronouns are a type of
pronoun which refers to people. They can be first, second or the third person; first
person refers to the speaker himself, second person refers to the listener and third
person refers to what is being discussed. Personal pronouns may be singular or
plural, e.g. I is a first-person singular pronoun, 7%ey is a third-person plural pronoun.
Gender is another feature which helps identifying certain personal pronouns such as
he, she or it; the pronoun %e refers to males, she to females and it to things and

therefore they may be named as masculine, feminine and neuter, respectively. A
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further distinctive characteristic of personal pronouns is case which refers to the
grammatical function of the pronouns as subject, object and possessive. For example,
He is a lawyer, He has subjective case. I saw him, 4im has objective case, His father
made the arrangements for the birthday party, his has possessive case in the sentence
(Barry, 1998: 79). Among the possessive pronoun forms, there is also what is called

the nominative possessive: mine, yours, ours, and theirs, Mine is newer than yours.

2.4.9.2. Demonstrative Pronouns

The demonstrative pronouns are this, that, these, and those. They indicate
location of an entity as regards the speaker e.g. That is marvelous, I will never forget
this. The pronoun zhat in the first sentence refers to something the speaker just saw.
In the second sentence the pronoun such passes on an explanation just made. Finally,
in the third sentence the pronoun #4is makes reference to a recent experience. A sense
of emotional distance or even scorn may be expressed with the demonstrative

pronouns as in You re going to eat all those yourself (Barry, 1998:89)?

2.4.9.3. Reflexive Pronouns

A reflexive pronoun is generally used to avoid repetition of the same noun
phrase within a clause and it ends in —self or —selves. Reflexive pronouns resemble
personal pronouns; however, they may be used only in particular cases, e.g. when the
subject and the object in a sentence refer to the same entity as in She encouraged
herself to do well, Students who cheat on this quiz are only hurting themselves.
Reflexive pronouns are also used to reveal dissimilarity, e.g. My family is
Republican, but I myself am a Democrat. In this sentence the reflexive pronoun
myself does not stand for a noun phrase, instead repeats it to mark contrast or
intensify meaning. A further function o freflexivesis to convey theidea ofdoing
something alone with no accompany as in The little girl insisted that she made the
cake herself (Ibid:86).
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2.4.94. Relative Pronouns

The relative pronouns who, whoever, which, that, whom, whose relate groups
of words to nouns or other pronouns; they are used in relative clauses to substitute
the second occurrence of the head noun phrase as in The cake that I've just baked is
too hot to eat, We admired the student who won the scholarship, The child whose

kitten ran away burst into tears (Barry, 1998: 90).

2.4.9.5. Interrogative Pronouns

The interrogative p ronouns w ho, w hich, w hat, whom p resent questions, i.e.
they are question words used to draw out the identity of an unknown noun phrase,
e.g. Which questions give you the most trouble? What is making that noise? Whom
did you invite to your party? Interrogative pronouns resemble relative pronouns with
respect to form and principles of usage, e.g. Similar to the relative pronouns they

always appear at the beginning of the sentence (Ibid:91).

2.4.9.6. Indefinite Pronouns

An indefinite pronoun is a type of pronoun that makes reference to
undetermined entities or quantities, e.g. something, anything, nothing, everybody,
anybody, all, each, every, none, one, cither, few, less, and enough. The indefinite
pronouns do not substitute for specific nouns but function themselves as nouns:
Everyone is wondering if any is left, None of the food is fresh, Few will be chosen,
Little is left (Thomson; Martinet, 1985: 68).

2.4.9.7. Reciprocal Pronouns

Reciprocal pronouns are like reflexive pronouns as they are used when the
subject and object refers to the same person or thing. The only distinction between

reflexives and reciprocals is that reciprocals are used with plural subjects to reveal
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mutual action. There are only two reciprocal pronouns in English, each other and one
another, which may be used interchangeably. They are convenient forms for
combining ideas, and they can take possessive forms. For instance, My mother and 1
give each other a hard time, The scientists in this lab often use one another's

equipment (Barry, 1998:88).

2.4.10. Conjunctions in English

A conjunction is any word or string of words, other than a relative pronoun,
that connects words, phrases, or clauses. They have three basic forms. They may
occur as single, and, but, because, although, compound, provided that, as long as, in
order that or correlative words, so...that. Conjunctions are divided into two basic
types as coordinating conjunctions and subordinating conjunctions
(Thomson; Martinet, 1985: 288).

2.4.10.1. Coordinating Conjunctions

Coordinating conjunctions always come between the words or clauses that
they join. They are used to join two parts of a sentence that are grammatically equal.
The two parts may be single words or clauses as in Hemingway was renowned for his
clear style and his insights into American notions of male identity, This is a useful
rule, but difficult to remember (Ibid: 289).

2.4.10.2. Subordinating Conjunctions

Subordinating conjunctions are used to join a subordinate clause to a main
clause. They usually come at the beginning of the subordinate clause. For instance,
The politician announced his policies while sitting on a poll, He took to the stage as
though %e had been preparing for this moment all his life. Because he loved acting,
he refused to give up his dream of being in the movies (Ibid: 290).
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24.11. Prepositions in English

A preposition is a word that combines with a noun, pronoun, or noun
equivalent to form a phrase that typically has an adverbial, adjectival, or substantival
relation to some other word. In other words, prepositions help noun phrases function
as adverbials showing time, place and purpose, Let’s dine before the concert starts,
and as adjectives modifying other noun phrases, That boy is in my class. A
prepositional phrase is made up of a preposition (the Head) followed by a noun
phrase, e.g. before two o'clock, from my grandparents, past the hospital, across the
bridge. They can take a premodifier, just over the bridge (Barry, 1998: 116).

2.5. Figures of Speech

Under this heading, the incidence of prominent textual features will be
analyzed due to their deviance from the already existing communicational norms
through language facilities. These features will be determined in view of the
traditional figures of speech such as metaphors and similes. A figure of speech is a
term used to specify the devices employed to add color, decoration, and imaginative
expression to linguistic use. They distinguish figurative or imaginative language
from its use in a literal manner. Figurative language is generally divided into two
classes as figures of thought or tropes and rhetorical figures or schemes. The former
includes the effective use of words or phrases, making a change in their literal
meaning whereas the latter involves a change in standard meaning together with a

change in the syntactical pattern of words (Abrams, 1993: 66).

2.5.1. Metaphors

A metaphor which may be analyzed under the class of rhetorical figures
compares one thing to another either directly or by implication, e.g. Those people are
the salt of the earth, Life’s but a walking shadow. Some metaphors are commonly
known while the others are uniquely or even spontaneously created. One essential
property of a metaphor is that a significant and comprehensive image may be formed

by a few words, i.e. the use of metaphors provides economic communication since
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several 1ayers o f m eaning may b e conveyed at the same time, for instance, in the
metaphor The sun is a yellow duster, polishing the blue sky, the sun is compared to a
duster since a duster resembles the sun and just like the sun moving in the sky to

remove the clouds it polishes the surface to make it look clean (Abrams, 1997:67).

2.5.2. Similes

A simile is a rhetorical device in which one thing is compared directly with
one another. The comparison is signaled by the terms as, like or such. Simile like the
metaphor is a kind of imagery used to arouse ideas, people, feelings or many other
associations in a vivid and effective manner as in My heart is like a singing bird or

Music is such sweet thunder (Ibid:67).

2.6. Context and Cohesion

2.6.1. Context

The term context refers to both the external relations of a text or a part of a
text, however in this study it refers to the parts of a text. The text is viewed as a
discourse which assumes a social relation between its participants. Moreover, these
participants, author, reader and characters, are supposed to be sharing the same
socio-cultural and spiritual experience and world  knowledge
(Leech; Short, 1981: 79).

2.6.1.1. The Discourse Situation

The way the message is used to inform, order, convince or reassure others
may be called the rhetoric of discourse. However this concept holds a different
implication in prose since this field of study involves the spontaneous occurrence of
two events, i.e. the writer aims to inform his reader about a fictional world he
constructs while attempting to dissolve in an identity of viewpoint with his reader so

that his fiction is properly perceived (Ibid:257).
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The written message in a discourse situation is not produced and received
within a single context of time and space. Furthermore, for all published texts,
particularly literary works of art, the writer produces a message without knowing
much about his numerous readers and the context in which his message is perceived
(Leech; Short, 1981:258).

2.6.1.2. Implied Author and Implied Reader

Even though he lacks the necessary information, the writer presupposes that
he and his readers share, to a certain extent, the same general background
knowledge, experience, values, thoughts and preconceptions. However, his
assumptions may turn out to be false in some cases, that is, he may assume
knowledge which any specific reader might not have. This is why the addressee is
not the reader, but the mock or the implied reader. The notion of the implied reader
brings in what Wayne Booth named as the implied author
(cited in Leech; Short, 1981: 260). If there is no such concept as implied author, then
the reader would always have to associate the writer’s ideas with the writer himself,
which is not always the case. There is no rule saying that the writers always believe
in what they write. Therefore, it may be stated that the reader can only make
inferences, whether right or wrong, about the writer’s ideas following his footsteps in
his literary message (Ibid:261).

2.6.1.3. Authors and Narrators

Apart from the author and the reader, the narrator is another figure that takes
part in the discourse situation of the novel. In some novels the author and the narrator
are presented as different figures, and the narrator may address an audience different
from the reader. This may be observed clearly in an I-narration level, i.e. where the

first person is used to narrate the story (Ibid: 262).
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Novels have structures of their own; they may include a series of narrators or
a particular narrator who addresses various audiences at various places. In some
novels where the first person narrator is also the protagonist, the reader may be
influenced by the narrator/character and even tend to adopt ideas he does not

normally approve in daily life (Leech; Short, 1981: 265).

Writers mostly prefer to use the third person narration, also called the
impersonal style of narration, where the narrator does not make any reference to
himself in the novel. The use of the third person narration allows the reader suppose
there is no definite you and thus no indirect narration. Also the lack of the first
person results in the merging of the implied author and the narrator and hence the
most third p erson n arrators are o mniscient since they have absolute knowledge as

they replace the implied author (Ibid: 266).

2.6.2. Cohesion

In this study, under the topic of cohesion, which is an essential part of what
makes a text in both the literary and non-literary writing, how parts of a text are
explicitly or implicitly related to each other will be investigated. There are two main

kinds of cohesive devices as cross-reference and linkage (Ibid: 244).

2.6.2.1. Cross-reference

Cross-reference may be defined as “the various means which language uses to
indicate that the same thing is being referred to or mentioned in different parts of the
text” (Ibid: 244). Cross-reference may be analyzed under five categories. The first
category is the definite reference, which includes the study of personal pronouns, the
definite article, deictics, e.g. this, that, these, those and implied, e.g. same, different,
other, else. The second category involves the analysis of substitution, i.e. pro-forms
such as one, ones, so which are used in place of other linguistic expressions. The
third category includes ellipsis, the process of removing unnecessary elements that

may be recovered easily from the context. The fourth category requires the study of
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formal repetition, the most explicit kind of repetition which indicates the use of
morphemes, lexical items, phrases, clauses and sentences already appeared in the
context. Finally, the fifth category consists of elegant variation, i.e. using an
alternative statement, in the form of a repetition of meaning by a synonymous
expression or of a repetition of reference, for substitution in the context
(Leech; Short, 1981: 244),

2.6.2.2. Linkage

Linkage is related with the use of connectors such as coordinating
conjunctions, e.g. and, or, but, both, neither....nor, subordinating conjunctions, e.g.
if, that, unless, although, and linking adverbials, meanwhile, therefore, for instance.
The most cohesive signs such as therefore, because form a clear relation between
two clauses whereas the vaguest connectives such as and only reveals that a positive
link exists between clauses, leaving the rest to be solved by the addressee. There is
also the inferred linkage, mostly used in modern fiction, which refers to the absence
of connectives (Ibid: 250).

2.7. An Illustrative Example

In the remainder of this chapter, a selective example will be given to clarify
the method of analysis explained. The following extract is taken from D. H.
Lawrence’s Odor of Chrysanthemums (cited in Leech; Short, 1981:90-97).

The small locomotive engine, Number 4, came clanking, stumbling down
from Selston with seven full wagons. It appeared round the corner with loud threats
of speed, but the colt that it startled from among the gorse, which still flickered
indistinctly in the raw afternoon, outdistanced it at a canter. A woman walking up the
railway line to Underwood, drew back into the hedge, held her basket aside, and
watched the footplate of the engine advancing. The trucks thumped heavily in the
past, one by one, with slow inevitable movement, as she stood insignificantly trapped

between the jolting black wagons and the hedge; then they curved away towards
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coppice where the withered oak leaves dropped noiselessly, while the birds, pulling
at the scarlet hips beside the track, made off into the dusk that had already crept into
the spinney. In the open, the smoke from the engine sank and cleaved to the rough
grass. The fields were dreary and forsaken, and in the marshy strip that led to the
whimsey, areedy pit-pond, the fowls had already abandoned their run among the
alders, to roost in the tarred fowl-house. The pit-bank loomed up beyond the pond,
flames like red sores licking its ashy sides, in the afternoon’s stagnant light. Just
beyond rose the tapering chimneys and the clumsy black headstocks of Brinsley
Colliery. The two wheels were spinning fast up against the sky, and the winding

engine rapped out its little spasms. The miners were being turned up.

The engine whistled as it came into the wide bay of railway lines beside the

colliery, where rows of trucks stood in harbor.

Miners, single, trailing in groups, passed like shadows diverging home. At the
edge of the ribbed level of sidings squat a low cottage, three steps down from the
cinder track. A large bony vine clutched at the house, as if to claw down the tiled
roof. Round the bricked yard grew a few wintry primroses. Beyond, the long garden
sloped down to a bush-covered brook course. There were some twiggy apple trees,
and ragged cabbages. Beside the path hung disheveled pink c hrysanthemums, like
pink cloths hung on bushes. A woman came stooping out of the felt-covered fowl-

house, half-way down the garden.

2.7.1. Lexical Categories

D. H. Lawrence presents a setting, following a path of unfolding detail until
the scene is evoked in all its particularity, and then moves our attention to focus on
the predicament of humanity within that setting. Humanity seems dwarfed and

overwhelmed by the environment.
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Nouns

Purely concrete nouns (engines, wagons, colt, gorse, railway, hedge, basket
etc) are frequently used. The description is direct and concrete, rather than being
abstracted and intellectualized through the act of perception. Abstract nouns, when
they occur refer to movement and action: threats, speed, canter, movement, winding,

spasms.

Adjectives

The adjectives in the passage bring visual imagery, particularly of color: red,
scarlet, and pink contrast vividly with black, tarred and ashy, bringing into relief
small signs of light or life against the drab and blighted background. Another notable
grouping of adjectives, this time morphologically defined, consists of adjectives
ending in ~y: marshy, reedy, dreary, clumsy, twiggy. Such adjectives tend to have
emotive connotations. They tie in with the large number of adjectives which
emphasize ugliness: raw, rough, ragged, forsaken, stagnant. Adjectives underline the
theme of lifelessness: wintry, bony, ashy all connote death in their various spheres of

meaning.

Verbs

Most verbs are dynamic and many indicate movement: came, flanking,
flickered, licking, trailing, claw, grew. Even static elements of the landscape have
implications of movement: the bank ‘looms up’, the chimneys ‘taper’, the vine
‘clutches’. Verbs which are stative generally have implications of movement,

indicating physical position or posture: held, stood, cleaved, squat, hung etc. ,

industrial scene seems to be self-generating and uncontrolled.
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Adverbs

The largest group of adverbs is that of place, and especially direction: down,
back, aside, away, up, behind. These tend to combine with verbs to emphasize
movement and activity: ‘stumbling down’, ‘walking up’. There are also four manner
adverbs in —ly: indistinctly, heavily, insignificantly, and noiselessly. Other adverbs,
especially still and already, refer to time, emphasizing the premature nightfall, which,

with increase of gloom, colors the passage with despondency.

2.7.2. Grammatical Categories
Sentence Complexity

The average sentence lengths of the two passages are twenty. Lawrence uses
simple sentences especially in his third paragraph. Much of the complexity occurs in
the adverbials specifying place, direction and in the noun phrases, descriptively
loaded with pre-modifying adjectives. At the end of the first paragraph, the sudden
brevity of the sentence has a great effect. The sentence summarizes and interprets a
setting which up to now we have seen more or less as detached onlookers: by using
the language which the locals themselves might use, it invites us to become humanly

involved, to see ourselves as insiders.

Word Classes

It is noteworthy that major word classes account for a high percentage of the
total number of words. Lawrence makes little use of pronouns, conjunctions, and
auxiliaries and prepositions. He makes his nouns, adjectives, verbs and adverbs work

for him without weaving the into an abstract web of relationships.
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2.7.3. Figures of Speech

Schemes

Lawrence does not neglect sound effects in impressing on us the harsh
sensory qualities of the industrial scene. He makes use of verbs which are
intrinsically onomatopoeic, like clanking, thumped, rapped as well as words which
are phonaesthetic in a less direct sense, such as stumbling and clumsy, clutch and
claw, in which the similarities of sound connote similarities of meaning. In the
description of the train, regularities of rhythm are interspersed with the clogging
effect of juxtaposed heavily stressed syllables, to which consonant clusters add

vehement emphasis.

Metaphor and Simile

Metaphor and simile serve to animate and humanize what is inanimate: the
engine stumbles, the headstocks are clumsy, the winding engine has spasms, the
cottage squats. The humanoid vigour of man-made things, as suggested by these
metaphors, is at the same time ungainly and unnatural. It is also charged, like the
looming pit blank, with menace: loud threats of speed, flames like red sores licking
its ashy sides. In the third paragraph, these same qualities are transferred to nature, as
if it has been contaminated: the bony vine, claws and clutches at the house. At the
same time, nature is given the lifeless and blighted quality of man’s world: ragged
cabbages and dishevelled chrysanthemums are odd collocations because ragged
normally apply to clothes and dishevelled to hair. Actions are as if self-iniated by
inanimates: this is seen in the large number of inanimate subjects of verbs of motion
and activity. Industry seems to have become a driving force of strident activity,
against which background human beings, the miners, are like shadows. The
dominant e ffects o f t he animation o f the lifeless, and the d ehumanization of man,
combine with the more obvious symbolism of the woman insignificantly trapped by

the train, and the woman stooping out of the fow] house.
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2.74. Cohesion and Context

Lexical Repetition

The most notable feature of cohesion in this passage is lexical repetition of
various kinds. Typically, Lawrence makes use of the reinforcing effect of repetition

in cases like pink chrysanthemums like pink clothes.

Definite Article

We have noticed that Lawrence uses few pronouns, and to some extent the
definite article may be seen as an alternative device of cross-reference, less
ambiguous, because it is accompanied by a noun identifying a previous reference.
Thus the engine in (3), (5) and (11) refers back to the engine introduced in (1); ‘the
house’ in (14) refers back to the low cottage introduced in (13). But this alone does
not account for the remarkable frequency of the in the extract, because even on their
first mention, features of the scene are generally introduced by the. The passage
begins with the small locomotive engine rather than a small locomotive engine. Since
the function of the is to identify something which is contextually known to be
unique, it tends to signal continuity on a contextual, rather than textual level:
Lawrence makes pretence of shared knowledge with the reader, who by implication
is already familiar with the surroundings, is already an inhabitant of the fictional

world.

Other Contextual Features

The use of the definite article is part of a more general strategy of involving
the reader. We have seen other examples in the local flavor of words like whimsey
and phrases like being turned up. Yet another is the use of numbers and names: the
locomotive in the first sentence is named as Number 4, it comes from Selston, and it
draws seven full wagons. No one but a native would consider such details as worthy

of note.
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CHAPTER 3

A Comparative Stylistic Analysis of City of Glass and Cam Kent

3.1. Paul Auster and City of Glass

In this chapter of the study, initially the background of the author, Paul Auster
and the novel, City of Glass, will be established; his art and stylistic features in the
novel will be explored thoroughly. Then, a comparative stylistic analysis of the
source text and the target text, Cam Kent translated into Turkish by Yusuf Eradam,
which includes the transfer of the linguistic features and their functions into the
target text, and problems in the translation of Paul Auster into the Turkish language

will be carried out.

Paul Auster was born in Newark, New Jersey in 1947. He received his BA in
1969 and MA in 1970 in Comparative Literature from Columbia University. He has
published a significant amount of poetry, translations, novels, critical essays and
reviews. He made translations from Jacques Dupin, André du Bouchet, Joseph
Joubert, Stéphane Mallarmé and René Char. He edited the Random House anthology
of twentieth-century French poetry. His first poetry sequence Unearth was published
in 1974, His poetry collections Wall Writing, Effigies, and Fragments from Cold
were published in 1976-1977 (Drenttel, 1995:191). In 1978 he wrote a private-eye
thriller titled Squeeze Play under the pseudonym Paul Benjamin. His other books
include The Invention of Solitude, The New York Trilogy: City of Glass, Ghosts and
The Locked Room, In the Country of Last Things, Moon Palace, The Music of
Chance, Leviathan, The Art of Hunger, Mr.Vertigo and Timbuktu. He has written
screenplays for the directors Wayne Wang and Wim Wenders (Barone, 1995:1).
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The works of Auster are best known for their tense inwardness, self-
referentiality, autobiographical elements and intertextual links to other texts. He says
all writers draw on their lives to a certain e xtent, but how the answer to how the
imagination coincides with reality fascinates him (Auster, 1995:120). ‘He remains an
enigmatic leviathan for the reader.’ Transparence is mingled with mystery in his
fiction. His themes may seem obvious to his readers, but in fact they require repeated
analysis and invite further discussion (Barone, 1995:2). His work reminds Susan
Sontag’s dictum that “transparence is the highest, most liberating value in art-and in
criticism-today (cited in: Finkelstein, 1995:44). His work is greatly influenced by
fairy tales since they lack details and large amounts of information are given using
very few words (Auster, 1995:140).

Auster mentions the general characteristic of his work (cited in Barone,
1995:12):

My work has come out of a position of intense personal despair, a very deep
nihilism and hopelessness about the world, the fact of our own transience
and mortality, the inadequacy of language, the isolation of one person from
another. And yet at the same time, I’ve wanted to express the beauty and
extraordinary happiness of feeling yourself alive, of breathing in the air, the
joy of being alive in your own skin.

He also says that all his books are about himself, and they explore parts of his
inner terrain. Each character speaks and writes differently from the others, but each
character is a part of him. When they are put together, they will reveal a multifaceted
picture of him (Auster, 1995:126). Auster claims that one can only define oneself
through the other. The other is like a mirror, and without the mirror it is impossible

to one’s reflection; to understand oneself (Chénetier, 1995:38).

Auster’s New York Trilogy uses and parodies the detective genre conventions.
It consists of three novels, City of Glass, Ghosts and The Locked Room, whose
themes and ideas interlace and overlap. The main character in the first novel, City of
Glass, is Daniel Quinn who writes mystery novels under the pseudonym William
Wilson. Through a chance event-he is mistaken for a detective named Paul Auster-
Quinn becomes involved in a case. The case seems fairly simple at first. He is

supposed to follow a man called Peter Stillman and to prevent him from harming his
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son, who b ears the same name. O ver the course o fhis research, he finds out that
Stillman Sr. had once been a famous scholar, but had gone mad in his uncanny
research for the prelapsarian language of Adam and Eve. In order to discover this
language he had used his son in a bizarre language deprivation experiment. He had
locked him in a dark room for seven years in order to see whether he would learn the
language of God without any human intervention. He had failed in his experiment,
and a fire destroyed his apartment. He was caught and sentenced to twenty years’

imprisonment.

Quinn follows him in New York streets, records his activities and realizes he
has no intention of harming his son. He discovers that in fact Stillman Sr. attempts to
establish the new Tower of Babel to save mankind. When he looses track of
Stillman, he decides to call detective Auster for help. He learns that he is a writer, not
a private eye. He is unable to help him with the Stillman case. Quinn then watches
Virginia and Peter Stillman Jr.’s apartment for a long time and later finds out that it
is empty. The Stillmans’ are gone. He returns to his own apartment but discovers it
has been rented. Then back again, this time in Stillman’s empty apartment, he begins
to write in his red notebook reducing himself to words and disappears from the
novel. Then another writer, the narrator, a friend of Paul Auster puts his notes

together to write City of Glass.

The second installment of the Trilogy, Ghosts, is set in a surreal and symbolic
New York, where everyone is a color. In this novel, as opposed to Quinn, the
detectiveis a real one. Heis named Blue, and his taskis to watch a man named
Black. White, a heavily disguised man, rents an apartment from which he will watch
Black. The apartment is designed so that he can sit at a desk and write in a notebook
while watching B lack. Black seems to do almost nothing, but read, write and eat.
Blue does not have any idea about the facts of the case; White does not give him any
clues that might help him to interpret Black’s actions. As time passes, the two men

become one and the same, declaring each other’s existence.
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The third novel of the Trilogy, The Locked Room, is narrated by an unnamed
protagonist. This book is the story of two childhood friends. Fanshawe disappears
and the narrator, though reluctantly, takes his place. They have spent their whole
childhood together, they look and act so much alike that people mistake them for one
another. The narrator becomes a critic, Fanshawe a writer. After Fanshawe’s
disappearance, his wife contacts the narrator giving him all his manuscripts. He
accepts to become his literary executor; he publishes his fiction, and the works

receive considerable approval.

Shortly after the success of Fanshawe’s works, the narrator receives a letter
saying that Fanshawe is still alive but wants to remain missing. The narrator is
shocked, and he realizes that Fanshawe controls his life. He tries hard to get rid of his
control, but it is not possible for Fanshawe is always a step ahead of him. Then the
narrator decides to write his biography, but that will only make the matters worse. At
the end of the novel, he meets Fanshawe in a house in Boston where they speak to
each other through a locked door, and the narrator takes the red notebook he has left
for him.

In the Trilogy the detective’s search for a solution becomes the search for
meaning in the world and language. As three protagonists, Quinn, Blue and the
unnamed narrator progress in their cases, they realize that words are not enough and
language is an obstacle rather than an instrument of communication. For this reason,
the world becomes a city of glass in which everyone is confined in a room by
himself.

Auster’s Trilogy is concerned with the question of who has the real power in
the relationship: the author or the characters. In the classical detective story, the
reader must rely upon the detective to understand the text. In other words, the reader
is left with no power, and the texts become locked rooms to which only the author
has the keys. Auster’s characters, who are imprisoned in a mental or physical room,
escape from the control exerted over them through realization of their boundaries.

That is, they become aware of their existence as characters and realize that they are
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trapped in the author’s story and compelled to play their roles designed by him. Once
they realize this fact, they put aside the literary conventions and escape from the
author’s control and become free. They write their own stories instead of passively

submitting to the author’s control (Pace, 1993:1-2).

After this brief i ntroduction to New York Trilogy, it may be worthwhile to
study City of Glass closely before the stylistic analysis of its translation into Turkish
by Yusuf Eradam.

As many literary critics point out City of Glass and the two subsequent
volumes that make up the New York Trilogy are anti-detective stories. William
Spanos defines the anti-detective story as ‘the paradigmatic archetype of the
postmodern literary imagination”; its aim is” to evoke the impulse to detect......in
order to violently frustrate it by refusing to solve the crime’ (cited in Sorapure,
1995:72). The characteristic of this genre is to give the impression that the readers
have a conventional detective story in front of them. For this reason, the writer
includes the standard elements such as the detective, people involved with the case,
the crime and the investigation. However these change in form as they are embedded
into the story. The readers either have no idea about the solution, or it is introduced
in such a manner that their initial expectations are fulfilled to a certain extent
(Holzapfel, 1996:24). Why these deviations from the structure and conventions of the
classical novel occur is related with the fact that the anti-detective novel intends to

express the disarray and the void into which the era has fallen (Ibid: 23).

In City of Glass, the postmodern theme of selflessness is investigated to
reflect this nature of the era. Selflessness suggests that it is not possible to understand
man because he is in a constant state of change. At the same time man has to have a
certain idea, though an illusion or misconception, of himself so that he does not fall
into nothingness and chaos (Ibid: 148). The problem of self is an essential issue that
recurs throughout Auster’s trilogy. The central character Quinn in City of Glass
desires to lose himself and assume different identities; “the mystery is in Quinn
himself, in his lost self or in his efforts not to find himself.” This behavior is in
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contrast with that of the fraditional detective who acts in accordance with the
conventional values to d eal with the m ystery that exists in the outer world. If the
detective has doubts about his identity, if there is no stable and consistent self, as is
the case with Quinn and other anti-detectives, detection will become a harder task
(Sorapure, 1995:76). As Tani puts it, ‘the confrontation is no longer between a
detective and a culprit, but between the detective’s mind and his sense of identity,
which is falling apart’ (Ibid: 77).

Quinn is a “triad of selves”. He hides behind the pseudonym William Wilson.
Through Max Work, Quinn creates his detective hero Max Work. He gets involved
in the Stillman case accepting his identity as “Paul Auster”. This new identity gives
his life new meaning and purpose, freeing him of his thoughts wandering around
inside his mind. ‘Although he still had the same body, the same mind, the same
thoughts he felt as though he had somehow taken out of himself, as if no longer
walked around with the burden of his own consciousness’(1985:78). However
walking in someone’s shoes is not so easy. Later on in the novel he regrets to be

Auster since ‘it meant being a man with no interior, a man with no thoughts’

(Ibid: 98).

Quinn’s identity is divided again when he follows Peter Stillman Sr. He is
unable to interpret Stillman’s actions, so he decides to talk to him. In the first
encounter he introduces himself as Quinn. For the second meeting he pretends to be
Henry Dark, a character in one of Stillman’s books. Finally in their last meeting he
introduces himself as Peter Stillman.

Quinn’s oscillating attitudes and identities reveal his struggles in his world.
These identities have a very significant function in the novel, with their emergence
Quinn gradually disappears. His final disappearance occurs when the last page of the
red notebook is filled (Holzapfel, 1996:36-37).
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Apart from Quinn, Peter Stillman Jr. is another character in which Auster
explores the issue of identity. He has been detached from human contact for most of
his life by his father who has studied the effect of isolation on the development of
language. This experiment deprived him of constant and definite identity. He seems
to be totally confused with everything around him. He talks and moves like a
machine. He constantly repeats words and makes strange sounds; he speaks a broken
language reflecting his inconsistencies within himself. As Freywald mentions, his
surname fits him for it depicts his language shortfall: Still-man. His appearance adds
to his lost identity; he is pale; he has white hair and he is dressed in white
(Holzapfel, 1996:40). To some extent he is aware of his lack of consistent identity;
he says “For now, I am Peter Stillman. That is not my real name. I can not say who I

will be tomorrow. Each day is new, and each day I am born again” (1985:36).

The setting of the novel New York is crucial in reflecting how the individual
gets lost inside himself like he is lost in a labyrinth with no exit. New York in the
novel is different from that of the conventional novel. It represents confusion and
hopelessness for both Quinn and Stillman since they cannot achieve their aims. New
York is also a symbol for the chaos people have fallen into which is conveyed in
Stillman’s words “The brokenness is everywhere, the disarray is universal. The
broken people, broken thoughts, the broken things.....”(1985:78).

3.2. Stylistic Analysis of the First Example
The following two paragraphs are selected randomly as for their textual

characteristics and convenience for serving the purpose of this study, which is to

reveal how far the linguistic features are reflected in the translated text.
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3.2.1. Lexical Categories

The first example:

The English paragraph

New Y ork was an inexhaustible space, a labyrinth o f endless steps,
and no matter how far he walked, no matter how well he came to know its
neighborhoods and streets, it always left him with the feeling of being lost.
Lost, not only in the city, but within himself as well. Each time he took a
walk, he felt as though he were leaving himself behind, and by giving himself
up to the movement of the streets, by reducing himself to a seeing eye, he was
able to escape the obligation to think, and this more than anything else,
brought him a measure of peace and a salutary emptiness within. The world
was outside of him, around him, before him, and the speed which it kept
changing made it impossible for him to dwell on any one thing very long.
Motion was of the essence, the act of putting one foot in front of the other and
allowing himself to follow the drift of his own body. By wandering aimlessly,
all places became equal, and it no longer mattered where he was. On his best
walks, he was able to feel that he was nowhere. And this, finally, was all he
ever asked of things: to be nowhere. New York was the nowhere he had built
around himself, and he had no intention of ever leaving it again (Auster, 8-9).

The Turkish paragraph

New York kocaman bir labirentti,&yle yiiriimekle bitip tiikenecek gibi

degildi; Quinn ne denli ¢ok yiiriirse yiiriisiin, sokaklar1 ve evinin ¢evresini ne
cok tanirsa tanisin, iginde hep bir yitiklik duygusu birakiyordu bu kent.
Yalmizca bu kentte degil, kendi iginde de yitikti. Ne zaman yliriiytise ¢iksa,
sanki kendisini geride birakiyordu ve kendisini sokaklardaki devinime
biraktiginda, yalmzca gozleyen bir gbze indirgediginde, dliglinmek
zorunlulugundan kurtuluyordu; ona birazcik huzur veren, i¢ini saglikli bir
boslukla dolduran her seyden ¢ok buydu. Diinya onun disinda, gevresinde,
oniindeydi ve diinyanin degisme hizi onun belli bir seyle uzun siire
ugragsmasini engelliyordu. Esas olan hareket etmekti, bir ayagim oOtekinin
oniine atip bedeni onu nereye gétiirlirse gitmekti. Amagsizca dolagirken her
yer birdi ve nerede oldugunun da bir 6nemi yoktu. Higbir yerde olmadigim
duyumsadig: gezintileri en iyileriydi. Hem onun tek istedigi de, sonugta hi¢bir
yerde olmakti. New York kendi ¢evresinde kurduBu hicbir yer olmustu ve
Quinn buradan bir daha ayrilmaya hi¢ niyeti olmadifinin ayrimina varmigti
(Eradam, 7-8).
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This paragraph is placed at the beginning of the novel, after a brief summary
of the main character’s, Daniel Quinn’s life and interests and an introduction to how
the story starts with a chance event- a wrong number, the telephone ringing three
times in the dead of the night. This paragraph is one of the most significant
paragraphs in the story since it describes the setting of the novel, New York City,
which is a labyrinth with no exit, and how the central character Quinn survives in
this place. Contrary to the conventional detective novel, the New York City in City of
Glass is portrayed as a place of chaos and despair into which Quinn has fallen.
Furthermore, through Quinn it is reflected that all people in one way or another
suffer deeply from brokenness and loneliness that lead to the feeling of being lost.
Like every other individual, Quinn gets lost within the crowds and events
surrounding him. From one moment to the next, nothing stays the same; everything
is in a constant mood of change, making it impossible for him to catch up. Despite
his efforts to make sense of it, the outer world is a place beyond his comprehension.
There c ertainly is no way o f e scape from this network o f c onfusing r elationships;
howeyver, once in a while he finds just enough space to take a breath when he is about
to choke. This happens only when he moves to the side to be by himself. Quinn’s
way of being on his own is walking in the streets of New York like a being deprived
of emotions and thoughts and left merely with the ability to see and walk
mechanically in emptiness, which bring to mind the astronauts who attempt to walk

on the surface of the moon.

On his walks his real struggle, the struggle within his inner world, starts and
ends. He does not deal with his conflicts waiting to be resolved; instead, he frees
from his thoughts and feelings that give him pain and prevent him from living his life
with the imprint of the past he still carries in his body. Quinn is obliged to overcome
a very sorrowful event, the loss of his wife and son. Here an essential resemblance
with the author’s life may be noted; like the main character of the novel, Paul Auster
lost his family though through divorce and those times were one of the most difficult

times of his life, and he must have felt more or less the same as Quinn.
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Turning back to the novel, although it has been five years since that
unfortunate event, Quinn’s trauma and never-ending desire to be with them continue.
His walks release him of his pain just for some time but cannot help him recover
completely. This may be inferred from his saying “...he was able to feel that he was
nowhere. And this, finally, was all he ever asked of things: to be nowhere” If he is
nowhere, then he will not have the concept of time and place, and it will be as if
nothing was lived or lost; neither his wife nor his son. He wants to forget everything
that has happened, run away from reality as far as he can; for him this is the one and

only way to ease the pain inside that tears him apart.

After giving general information that depicts the emotional setting created by
the author representing his attitude to the subject, the original and the translated
passages will be examined in detail with reference to the lexical categories

previously discussed.

3.2.1.1 Nouns

When we study the nouns of this paragraph, it is noticed that the nouns
“space” and “steps” are missing in the translation. These nouns are used to introduce
the New Y ork City. In the first sentence a 1ive metaphor is used to point out the
likeness between New York and space. The “space” image gives the impression of
being large, open and deprived. This image is known in the receptor culture; it
sounds familiar and may be concretized in the reader’s mind. The metaphor may be
easily kept in the translation since the receptor language permits it. In the second part
of the sentence, another metaphor is used to portray New York “a labyrinth of
endless steps”. This reveals how difficult it is for someone to find his way in the city.
Here “way” may refer to oneself or one’s identity locked inside with irresistible pain
woven with conflicts. When this metaphor is translated literally into Turkish as
“sonsuz adimlar labirenti”, it will sound foreign. Secondly, it will not be able to
contribute to the author’s creation of the physical and emotional setting. It will be

more appropriate to translate it through restatement which refers to the process of
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unpacking its semantic structure. In other words, the same thing will be said in
another way; there should be no change in the semantic components, but the same
meaning should be conveyed in the receptor language culture. Yusuf Eradam uses
this technique to translate this metaphor as follows: “..., 8yle ylirlimekle bitip
tiikkenecek gibi degildi”.

In the last part of the first sentence “..., it always left him with the feeling of
being lost” the third person singular pronoun “it” is used in place of the proper noun
‘New Y ork City. Y usuf Eradam finds it appropriate t o translate this d emonstrative
pronoun into Turkish in the form of a noun phrase as “bu kent” (this city) where “bu”
becomes a demonstrative adjective (Bilgin, 2000: 171). The Turkish grammar does
not permit the use of “it” on its own in this context since such use will confuse the
reader, raising the following question in his mind: “What does it refer to?” The
reader may erroneously infer from the sentence that it is “the act of walking” that left
him with the feeling of being lost, not the city itself. In the translated text the noun
phrase “bu kent” which is the subject of the sentence is placed at the end making the
sentence inverted. Some translators use inverted sentences where necessary with the
idea that it contributes to the narration, making it more vivid (Ibid: 488). Here, it is
observed that the use of the inverted sentence helps emphasize the intensity of what

the central character feels in the midst of the overwhelming city.

Nearly to the middle of the paragraph the gerund “seeing”, the —ing form of
an English verb when used as a noun, and the noun “eye” is used together to form a
compound noun, a type of a noun which is viewed semantically as a single noun. The
first word “seeing” has the function of indicating the purpose of the second. The
dictionary meaning of the gerund “seeing” is given as “gérme”, “bakma’ referring to
the act of perceiving the existence of something through eyes. However Yusuf
Eradam finds it suitable to translate into Turkish as “gézleyen” (observing) which
signifies the act of looking at something attentively or investigating. The translator’s
decision in c hoosing this word may be to signal the m ysterious d etection and the

main character’s task that is about to start.
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In the sentence “..., allowing himself to follow the drift of his own body” the
noun “drift” is noticed. The dictionary meaning of the word is being carried along by
currents which may be rendered into Turkish as “siirtiklenme”. The notion of drifting
reveals Quinn’s lack of control over his body and soul. He is capable of doing
nothing, but just walking. He lets himself go into the “inexhaustible space”. The act
of walking is a matter of survival for Quinn. That is the only way he gets in touch
with the outer world and relaxes for a while. The translator finds it suitable to render
as “nereye gotiirtirse” (wherever it takes) which may be considered as the semantic
equivalent of the noun. The word “nereye” functions as an interrogative pronoun
which is derived from “ne” (what), one of the two basic interrogative pronouns in the
Turkish language, and dative case ending —e is added to it (Banguoglu, 2000:367).
The word “gétiiriirse” is formed by adding the optative-conditonal mood suffix to the
verb “gotiirmek” (Bilgin, 2000: 362). This verb helps to form the subordinate clause
“bedeni nereye g 6tiiriirse” (wherever his body takes) which tells the c ondition the

main sentence depends on.

The plural noun “walks” used in the sentence “On his best walks, he was able
to feel that he was nowhere” is translated into Turkish as “gezintiler”. However when
used as a verb in the first sentence of the paragraph “...no matter how far he
walked...” or as a noun again in the sentence “Each time he took a walk, he felt as
though...” it is rendered into the target language as “ylirlimek” and “yiiriiylis”.
Although these two words “yiiriiyiis” and “gezinti” are semantically near equivalent;
they refer to the same act, the translator should have chosen only one of them to

maintain the unity within the paragraph.

3.2.1.2. Adjectives

In this paragraph the adjectives “inexhaustible”, “endless”, “salutary”,
“equal”, “impossible” and “best” are used. The adjective “inexhaustible” in the first
sentence qualifies space which stands for the New York City where the main

character lives. It helps the reader visualize a big city with no borders-no end and no
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beginning- resembling in a way the mystery case Quinn attempts to deal with. This
adjective is formed by adding the affix of negation “in” and the suffix “ible” to the
verb “to exhaust”. The dictionary meaning of this adjective in Turkish is given as
“bitmez titkkenmez”, a reduplication formed by employing two synonymous words to
make the meaning stronger (Bilgin, 2000:62).

In the first sentence again, the adjective “endless” is used to qualify the plural
noun “steps”. The two adjectives “endless” and “inexhaustible” are synonyms. The
translator, instead of using synonymous lexical items one after the other, finds it
more suitable to omit the adjective “endless” and describes the “inexhaustibility” of
the New York City in the form of a sentence. The translation is as follows: “New

York kocaman bir labirentti, dyle yiirtimekle bitip tiikenecek gibi degildi.”

An alternative may be that the translator sticks to the original and transfers
the adjective “inexhaustible” as “bitmez titkenmez bosluk™ since the collocation of
the two words “bitmez tiikkenmez” and “labirent” will sound foreign to Turkish
readers. The adjective “kocaman’ used by the translator is a simple adjective with no
affix. It calls to mind the setting of a fairy tale that is about to start and it is part of
Paul Auster’s style whereby he sets up his works on the elements of fairy tales and
makes selections accordingly; hence the translator’s choice of this adjective may be

due to his attempt to reveal an Austerian characteristic.

The adjective “salutary” is used in the tenth sentence: “..he was able to
escape the obligation to think, and this, more than anything else, brought him a
measure of peace, a salutary emptiness within”. The translation is as follows:
“...dtistinmek zorunlulugundan kurtuluyordu; ona birazcik huzur veren, igini saglikl
bir boslukla dolduran her seyden ¢ok buydu”. What is presented by the noun phrase
“salutary emptiness” is the continuation of the preceding emotions. The past still has
hold over Quinn; the tragedy that has stricken him is there though five years have
passed. The grief inside him has opened a gap never to be filled. He knows he has to

move on and make a fresh start. The only way he can cope with this situation is to
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flee his past that reminds him of his wife and son by preventing himself from
thinking. He manages this when he takes walks in the never-ending streets of New
York. His thoughts fade away with each step, and he is reduced to a seeing eye
feeling the peace and comfort that removes the pinch of grief from the gap inside. In
the view of these points, the adjective “salutary” may be transferred into the Turkish
language, in the form of a participle as “ferahlatan”, putting more emphasis on its

semantic content,

In the sentence that states Quinn’s attempt to cope with the world surrounding
him, the adjective “impossible” is used. It is placed in the form
ittadjectivet+fort+object+infinitive: “...the speed with which it kept changing made it
impossible for him to dwell on one thing for very long” to describe how the changing
speed of the world manipulates the act of dwelling in a negative way. The lexical
equivalents of this adjective are given in the dictionary as “imkansiz”, “olanaksiz”
and “miimkiin olmayan”. It is noticed that the Turkish equivalent of this word is
transferred into the target text as a verb: “...diinyanin degisme hizi onun belli bir
seyle uzun siire ugragsmasim engelliyordu.” Here the translator joins the verb “to
make” and the adjective “impossible” within the verb “engellemek”. He uses this
verb in the past continuous tense whereas in the original text it is used in the simple

past tense.

The adjective “equal” in the sentence “By wandering aimlessly, all places
became equal...” is translated into Turkish as “Amagsizca dolagirken her yer birdi
ve...”. As noticed, the part of speech changes, the adjective in the original sentence
becomes a substantive verb as “birdi”-bir idi (to be the same) in the translation. The
actual verb of the English sentence “to become” is missing in the Turkish text. It is
joined with the adj ective “equal” within the substantive. A substantive in Turkish is a
verb in the form of a suffix which provides that nominal words such as adjectives,
pronouns and adverbs have the function of a predicate (Bilgin, 2000:369). The word
“bir” takes in a substantive, and it is used in the simple past tense; thus, it pronounces

judgment about “all places”. It states that all places evoke the same feeling inside
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him revealing how he suffers from his great loss and his being numbed with grief.
His attitude towards the outer world is parallel with his entity woven into the agony
he has to live through.

The adjective “best” in the sentence “On his best walks, he was able to feel
that he was nowhere” is transferred into the target language as “Higbir yerde
olmadigimi duyumsadig: gezintileri en iyileriydi” (His best walks were the ones that
he felt he was nowhere). It is seen that the superlative form of the adjective “good”
which is located at the beginning of the sentence is moved to the end in the Turkish
translation and changes into a substantive formed by the adjective “iyi” and the
suffix —imek. The subtantive is conjugated in the simple past tense and the personal
affix —ler third person plural is used after the mode in order to harmonize the

predicate and the subject of the sentence (Bilgin, 2000:370).

In the original sentence, the author foregrounds the noun phrase “best walks”
because it has thematic prominence; it contributes to the progression of the narrative
and shows the intensity of the author’s feelings about walking and the representation
of this act in the main character’s inner world “It is essential that the translator be
aware of which material is thematic in the original in order to translate it as the
thematic material in the receptor language” (Larson, 1997:443). He should employ
the linguistic repertoire of the source language and find the necessary devices to
indicate the prominence in the receptor language (Ibid: 444). As may be noticed, the
translator prefers to foreground the information “nowhere” which is placed at the end
of the sentence in the original text. Such sentence construction is uncommon in the
Turkish language, and it is not possible to create the effect conveyed by the English
text. An alternative translation may be as follows: “En giizel yiiriiylislerinde higbir
yerde oldugunu duyumsayabiliyordu”.
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3.2.1.3. Verbs

When the verbs in the paragraph are observed, it may be noted that in general
stative verbs such as “to feel”, “to dwell”, “to ask™, “to realize”, “to think”, “to lose”,
and “to come to know” are used; dynamic verbs such as “to walk”, “to wander” and
“to follow” are less in number. This frequency of the stative verbs may signal that
the paragraph puts emphasis on the spiritual journey that the main character will go
through; an event-the telephone ringing three times in the dead of the night-will
change Quinn’s life taking him to an ever-going journey inside. In the first sentence
the verb “to walk”, and the verb “to come to know” are used in the subordinate
clause and the verb “to leave” in the main clause. They are all used in the simple past
tense. The verbs “to walk” and “to come to know” are rendered into Turkish in the
form of reduplications as “ylirlirse ylirlistin” and “tanirsa tamsin”. These
reduplications in Turkish provide richness in conceptualization and intensity in
meaning reflecting the power of the language. Reduplications formed by the
repetition of words are used with the aim of strengthening the meaning conveyed in
the text (Bilgin, 2000:61). The verb “to leave” is in the simple past tense, but so as to
fit the flow of the tenses in the Turkish paragraph a compound verb phrase-past
continuous tense- “birakiyordu” (was leaving) is used. In the main clause the verb
“to lose” is noticed which is made passive as “being lost™. It is rendered into Turkish
as a noun “yitiklik” (to be lost). This noun is derived from the adjective “yitik” and
the derivational affix —lik is added to it. It may be stated that the translator’s choice is
the most suitable in this context since it draws the spiritual portrait of the main
character helping the reader visualize his inexhaustible attempt to cope with his inner

world and the surrounding space.

3.2.1.4 Adverbs

It is noticed that the adverb of distance “far”” and the adverb of manner “well”
are used with the interrogative adverb “how” in the first sentence of the paragraph as
“..., no matter how far he walked, no matter how well he came to know its
neighborhoods and streets...”. In the target text both adverbs “far” and “well” are

rendered as “gok” (very) although they are not synonymously used in the original
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text. In Turkish it is uncommon to use the adverb “gok™ with the verb “tanimak™ as
“cok tamimak”. Furthermore, the adverb “how” is translated as “ne denli” and “ne”
even if there is no need to empower its meaning by using it together with a
preposition. Consequently, it will be more convenient to translate the first clause as

“ne kadar uzaga giderse gitsin”, and the following as “ne kadar iyi tanirsa tanisin”.

In the sentence “And this, finally, was all he ever asked of things: to be
nowhere” three different types of adverbs are used: adverb of time “finally”, adverb
of frequency “ever” and adverb of place “nowhere”. The sentence is translated into
Turkish as follows: “Hem onun tek istegi de, sonugta, higbir yerde olmakt1”. It is
noticed that the adverb “ever” is missing in the translated sentence. The dictionary
meaning of the word “daima” may simply be included in the sentence. Besides in
order to carry the word order of the original sentence as closely as possible, the
adverb “finally” is placed between two commas in the middle of the sentence. Due to
this placement, the adverb stands loosely creating a foreign rhythm in Turkish. It
would be more appropriate to put this adverb at the beginning and add the missing
adverb “ever” and translate it as “Sonugta daima istedigi tek sey hicbir yerde
olmakt1”.

3.2.2. Grammatical Categories

3.2.2.1 Sentence Types

The major sentence type used in this paragraph is the declarative sentence.
This sentence type communicates the discourse function of expressing the main
character Quinn’s observations and feelings about the setting of the novel, the New
York City and thus informing the reader about his inner world and only way of
surviving the destructive pain of losing his beloved. Besides declarative sentences,
embedded questions, are also used in the paragraph to lay emphasis on Quinn’s
feeling o fbeing lost, €.g. “...no matter 2ow far he walked, no matter how well he
came to know its streets..’, °..it no longer mattered where he was’. Another
significant feature of this paragraph in relation to sentence types is that all sentences

are affirmative except the following which are made negative by using the word no
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as an adjective and adverb, respectively: ‘....he had no intention of ever leaving it
again’ and °.....it no longer mattered where he was’. Also the second part of the
fourth sentence connotes a negative sense due to the usage of the descriptive
adjective impossible ‘.... made it impossible for him to dwell on any one thing very
long’. Although majority of the sentences in this paragraph are affirmative, when
they are viewed within the context of the novel, they imply negative meanings as
they point at the severe struggle in and out of Quinn’s triad of selves. When the kinds
of sentences in the original paragraph are compared with those of the translated, it is
observed that they correspond in all aspects, e.g. to convey negativity the translator
uses the verb engellemek (to hinder) which is positive but connotes negative sense to
comply with its English equivalent to make, which is seemingly positive, but gains
negative meaning by using it with the adjective impossible, indicating the translator’s

close look at the syntax woven to reveal the literary message.

3.2.2.2. Sentence Complexity

The paragraph consists of compound-complex sentences, except the second
and the seventh one which are compound and complex, respectively. The progression
of sentence lengths in words is: 40-11-60-30-27-15-13-13-20. The shortest sentence
is the second sentence which describes the boundless frontiers of how Quinn feels;
he has become completely alienated to his surroundings and to his own self. To place
the shortest sentence after a long one, i.e. sudden slope down to brevity has a great
impact on the readers, helping them appropriately visualize the main character losing

himself in the setting of the novel.

The longest sentence comes after the shortest one, describing spiritually the
process of walking in the streets of New York. This order of sentences is essential
since after a simple revelation of his emotion comes the comprehensive content
which depicts the frame of that emotion involving a binary opposition, existence and
nonexistence. The seventh and eighth sentences of the paragraph are also short

compared to the others. In these two sentences, he summarizes his only way of
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escape from a reality that deeply hurts. When the translated text is analyzed, a
resembling complexity is noticed, the translator keeps the same sentences short,
laying like emphasis to communicate the themes prominently presented by the

writer.

3.2.2.3. Clause Structure

Various types of subordinate clauses are used in this paragraph. For instance,
in the first sentence two successive adverbial clauses of concession introduced by the
phrase no matter ‘...and no matter how far he walked, no matter how well he came to
know its neighborhoods and streets....” are used to emphasize the unreachable side of
the setting and how the main character’s efforts prove useless. In the third sentence,
an adverbial clause of manner introduced by as though *...he felt as though he were
leaving himself behind...’, in the fourth sentence a restrictive relative clause
introduced by the relative pronoun which ©...the speed which kept it changing made it
impossible...” is used to describe the speed of the world which prevents Quinn from

coping with his surroundings.

In the sixth sentence another restrictive relative clause introduced by the
interrogative pronoun where °...it no longer mattered where he was’, in the seventh
sentence, an object noun clause introduced by the subordinating conjunction that
‘...he was able to feel that he was nowhere’, and finally in the last sentence a reduced
relative ¢...the nowhere he had built around himself..." is used. As for the translation
of the first two adverbials the meaning of the introductory phrase no matter is
conveyed in the conditional mood suffix —se added to the verbs, yiirimek (to walk)
and tammak (to recognize) to form reduplications (Bilgin, 2000: 376). The restrictive
relative clause in the fourth sentence is rendered in the form of a possessive
construction dinyamn degisme hizi (the world’s speed of change) (Ibid: 173). The
noun clause in the seventh sentence performs the function of an object whereas its
translation which is placed at the beginning of the sentence has the function of a

subject.
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3.2.2.4. Pronouns

The kinds of pronouns used in this paragraph are subject pronouns /e and it,
the o bject p ronoun /4 im, the reflexive p ronoun % imself, the d emonstrative p ronoun
this, and the indefinite pronoun anything. Repetition of the pronouns ke, him and
himself all referring to the main character Quinn in the source text may be viewed as
significant textual e lements p laced to 1ay e mphasis on the m ajor themes r ecurring
throughout the novel: the self lost in nothingness and chaos and the change of self; if
the paragraph is looked closely from the beginning to the end, a significant change in
Quinn’s identity may be noticed, i.e. his lost identity comes into being by walking
and finds a measure of peace. This change is emphasized by pronoun repetition; each
time the third-person singular pronoun is used, he goes through another stage of his

journey, and thus the same pronouns refer to a different Quinn in every step.

When the frequency of pronoun usage in the original and the translated texts
are compared, it is observed that the number is less in Turkish due to its agglutinative
structure, e.g. in the third sentence, the pronouns 4e and Aim are omitted ‘Ne zaman
yiiriiytise ¢iksa,......yalnizca gozleyen goze indirgediginde....’without causing any
confusion because the subject can be hidden in Turkish. In the same sentence the
demonstrative pronoun this which refers to escape the obligation to think is rendered
into Turkish as a substantive verb, formed by combining the pronoun with the
determined past tense mood —idi. An alternative may be placing the demonstrative
pronoun in the position of the subject just as it occurs in the original ‘Hergeyden gok
bu igine biraz huzur veriyor....” (This, more than anything else, brings him a measure
of peace....) In the fourth sentence, the reflexive pronoun is used three times to
indicate how the surrounding world chokes him, however in its translation it is used
only once in the form of a substantive verb disregarding the significance of the

repetition.
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3.2.2.5. Conjunctions

Three kinds of conjunctions are used in this paragraph: coordinating
conjunctions and, and but and subordinating conjunction as though. The conjunction
but used in the second sentence is removed in its translation using the preposition
degil (not) with the adverb yalnizca (only) to convey a relation of addition ¢Yalnmizca
bu kentte degil, kendi iginde de yitikti’ (Bilgin, 2000: 292). The conjunction and,
which is considered to be one of the vaguest connectives, is frequently used in the
paragraph to indicate a positive relation between the clauses and the sentences,
making no reference to its kind. Likewise, to create an equivalent flow effect, the
translation includes a number of the same c onjunction with a few exceptions. For
instance, in the third sentence a semicolon is used in place of the conjunction and.
The eighth sentence starts with and, however this use is not very common in Turkish
therefore the translator with a slight deviation renders it as hem, which means

anyway to avoid any awkwardness.

3.2.2.6. Prepositions

Different prepositions with multiple functions are used in this paragraph. For
instance the preposition of performs a variety of functions throughout the paragraph,
in the third sentence it is used to indicate the connection between the act of moving
and the streets of New York ‘...the movement of the streets...”This phrase which is
transferred into Turkish as ‘...sokaklardaki devinim...’(the movement in the streets)
may be rendered in the form of a determined possessive construction sokaklarin
devinimi (the movement of the streets) with the possessive suffix better emphasizing
the relation between the movement and the streets. In the same sentence, the
preposition of is used again, but this time indicates partition or inclusion °....a
measure of peace...” This phrase is translated into Turkish as a noun phrase including
an indefinite adjective to describe the concept of peace birazcik huzur and this
rendering is appropriate for it reveals that the character does not feel completely

peaceful, but gets his share.

83



In the fifth sentence, the prepositions of place, around and before, are used to
indicate the way the main character feels trapped in his surroundings. This sentence
is translated in the sequential form as ‘Diinya onun disinda, ¢evresinde, 6niindeydi...’
and the preposition takes on the determined past tense mood to change into a
substantive verb, but to lay the like emphasis on the idea of confinement the other

prepositions may also be treated as substantives Dinya onun disindaydi,

cevresindeydi, Oniindeydi.
3.2.3. Figures of Speech
3.2.3.1. Metaphors

In this paragraph, Auster uses striking metaphors to describe the city of New
York. He points out that it is a labyrinth of endless steps and also the nowhere Quinn
had built around himself. 1t is difficult to find one’s way in a labyrinth just as in New
York because it is a network of winding paths and roads. The city of New York is
described as a labyrinth, a place of chaos and Quinn as a central character trying hard
to survive in this chaos. New York also represents nowhere for Quinn since when
walking in the streets and moving ceaselessly, he does not belong anywhere; and
thus relieves himself of his identity, changing into a manlike being without any
thought or emotion. As these two metaphors are essential in the flow of the
paragraph, how the translator communicates them in the translation becomes a
critical issue. It is clearly observed that the translator reflects these metaphors in the
target text by the appropriate selection of the lexical items such as the adjective of

quality kocaman used to describe New York.

3.24. Context and Cohesion
3.24.1. The Author-The Reader-The Character

The passage is entirely in the third-person narration. The reader gets to know
the main character Quinn from the author’s narration. The author expresses in a
direct manner how Quinn is dragged into the chaos of the city and how he strives to

survive despite his feeling of being lost. In other words, the content of his inner
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world is presented to the reader through the author’s eyes. Auster uses subordinate
clauses for this process, e.g. in the third sentence an adverbial clause of manner is
placed to explain what he feels about the act of walking °...he felt as though he were
leaving himself behind...’, in the seventh sentence an object noun clause is used to
describe what he thinks of his best walks ‘...he was able to feel that he was nowhere’.
The relation Auster establishes between himself, his reader and his character is

transferred into the target text by the translator’s use of the appropriate narration.

3.2.4.2. Cross-reference

The most notable characteristic of cohesion in this passage is the third-person
singular pronoun %e (o) which refers to the central character Quinn. The frequent use
of this pronoun adds to the focal theme of identity crisis since every time it occurs in
the paragraph a change is assumed in Quinn’s identity. This cohesive device is not
used in the franslation due to the agglutinative structure of the Turkish language
instead the personal suffix is added to the verb, e.g. in the third sentence the subject
of the sentence (he) is hidden in the predicate ‘Ne zaman ylirliylise ¢ik-sa sanki
kendishﬁ geride birak-1yordu........ diisiinmek zorunlugundan kurtul-uyordu’.

Another cohesive device used in the paragraph is ellipsis, e.g. in the sentence
‘Lost, not only in the city, but within himself as well’, the subject e is removed in
the first part whereas the predicate Jost is omitted in the second. Auster also makes
use of the reinforcing impact of lexical repetition in various places, e.g. in the first
sentence, the phrase no maiter is used twice, in the third sentence the reflexive
pronoun himself is used three times to effectively portray what happens to Quinn as
he walks, the object pronoun %im is also used three times in the fourth sentence to
mark how he is surrounded by the world beyond his understanding. In the target text,
similar kinds of repetitions are used, e.g. in the translation of the first sentence the
phrase no matter is repeated as “...ne denli ¢ok ....ne ¢ok....”As for the essential
cohesive means in general, it is observed that in general they resemble the ones in the

original, revealing the translator’s awareness of their prominence.
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3.24.3. Linkage

The connectors used in this passage are subordinating conjunction as though
and coordinating conjunctions and, but. The conjunction and which vaguely
connects clauses and sentences occurs in many places whereas the other two occur
only once. It may be stated that the paragraph lacks in the most cohesive signs and
thus leaving the reader alone to make inferences about how the phrases, clauses and
sentences are related to each other. In the translation, the parts of the text are loosely
linked by means of the same types of conjunctions used in the original to create an
equivalent effect. For instance, the conjunction as though in the third sentence is
rendered into Turkish in the form of a conjunction sanki to show the probability of

the action, i.e. leaving himself behind.
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3.3. The Stylistic Analysis of the Second Example

The Second Example

The English paragraph

The detective is one who looks, who listens, who moves through this
morass of objects and events in search of the thought, the idea that will pull
all these things together and make sense of them. In effect, the writer and the
detective are interchangeable. The reader sees the world through the
detective’s eyes, experiencing the proliferation of its details as if for the first
time. He has become awake to the things around him, as if they might speak
to him, as if because of the attentiveness he now brings to them, they might
begin to carry a meaning other than the simple fact of their existence. Private
eye. The term held a triple meaning for Quinn. Not only was it the letter “i”
standing for “investigator”, it was “I” in the upper case, the tiny life-bud
buried in the body of breathing self. At the same time, it was also the physical
eye of the author, the eye of the man who looks out from himself into the
world and demands that the world reveal itself to him. For five years now,
Quinn had been living in the grip of this pun (Auster, 15-16).

The Turkish paragraph

Dedektif dedigin bakar, dinler, nesneler, olaylar deryasinda dolasir ve
biitiin bunlar1 bir araya toparlayip anlamli kilacak bir diislince, bir fikir arar
durur. Aslinda, yazarla dedektif birbirinin yerini tutabilir. Okuyucu diinyaya
dedektifin goziiyle bakar, ayrintilarinin tomurcuklanmasini ilk kezmis gibi
yasar. Dedektif, her gey onunla konugmaya baglayiverecekmis gibi,
¢evresindeki seylerin ayrimina varir; simdi dikkatini gekebildiklerine gére de,
seyler sanki varoluglarinin Gtesinde bir anlam tagiyabilirlermis gibi gelir ona.
Private eye. “Kiralik G6z”, yani 6zel dedektif. Bu terimin Quinn igin tiglti bir
anlami vardi. “O” 6zel dedektifi akla getirirken, “gdz” soluk alip veren ben’in
bedenine gémiilmiis o minicik yagsam tomurcuguydu. Aym zamanda yazarin
goézlerini temsil ediyordu; kendinden digar1 bakip diinyanin kendini ona
agimlamasim isteyen insanin gozlerini. Tam bes yildir Quinn bu kelime
oyununun pengesinde yasiyordu (Eradam, 12-13).
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In this paragraph the narrator describes the task of the detective as it is
presented in the classical detective novel and also explicates what the term private
eye represents for the central character Quinn who is involved with the detective’s

task only through writing mystery novels.

3.3.1. Lexical Categories
3.3.1.1. Nouns

In the first sentence, the following nouns are used: “detective”, “morass”,
“objects”, “events”, “search”, “thought”, “idea” and “things”. The noun “morass” is
translated into Turkish as “derya”. The lexical equivalents of this noun may be stated
as sea and ocean. As for its figurative sense it denotes a person having or showing
much knowledge. The translator may have used this noun to indicate the difficulty of
the detective’s work; he may have drawn a parallel between the detective’s attempt
to resolve the mystery and a man who struggles to get to the surface from the depth
he has fallen into. However, the concept of profundity and plainness is embraced in
the noun “derya” whereas in the original the noun” morass” calls to mind
shallowness and filthiness. The primary meaning of this word is stretch of low, soft,
wet land and its figurative equivalent is entanglement. If the detective’s position is
taken into account in view of the events that he is compelled to cope with in order to
solve the case within the network of complex relations, it will be seen that the most
appropriate translation of this abstract noun is “karmasa” (confusion). However,
when it is used after the plural noun “olaylar” (events), it will sound foreign to the
Turkish reader. Therefore, the part of speech should be changed, converting the noun
into an adjective and translated as “karmasik nesneler ve olaylar arasinda”

(in the midst of confusing objects and events).

As for the translation of the noun “search”, in the original text, it is used as a
noun whereas in the translated text it is used as a verb “arar durur” which is a
compound verb in the simple present tense indicating the continuity of the action
(Banguoglu, 2000: 493). Furthermore, it is reduplicated by using near synonymous

words to enrich it both semantically and phonemically.
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The term “private eye” is used in the eleventh line. The noun eye stands for
the detective, and it is qualified by the adjective “private”. Paul Auster uses the letter
“1” in the word “private” to indicate what the term means for Quinn. He associates
the small letter “i” with the noun “investigator” and the capital “I” with the tiny life-
bud and the physical eye; one should keep in mind that the letter “I” and the “eye”
are homophones but they communicate different m eanings. It is not likely for the
translator to carry the homophonic function of these words into the receptor language
since their e quivalents “ben” (I) and “g6z” (eye) consist o f different p honological
sounds. The Turkish equivalents of the word “investigator” “detektif” or
“aragtirmact” do not start with the letter “i” as the English one, and in the Turkish
language, unlike the English language, there is no difference between the capital and
the small letter “i”, they are both dotted, so the part “it was “I”” in the upper case” is
untranslatable. At this moment, it would be appropriate to look into the translator’s

decisions in view of these problems.

Primarily, it is noticed that Yusuf Eradam leaves the term “private eye” as it
i$ in the translation and then translates each word literally as “kiralik g6z” (hired eye)
and finally he gives its meaning. The small letter “i” is replaced by the capital letter
“(y” in Turkish. He leaves the part “it was “I” in the upper case” and prefers to use
“g6z”, which means eye in Turkish, in place of the capital “I”. The noun “self” is
rendered as a pronoun “ben” and the genitive suffix —in is added to it so that it makes
up a possessive construction with the noun “bedeni” (his body). A possessive
construction reveals the relation of dependency between two nouns. However as
seen, this time the construction occurs between a noun and a pronoun which is rarely
the case in the Turkish language (Banguoglu, 2000:331-332). Furthermore, the
genitive suffix —in is separated from the pronoun “I” by an apostrophe. In general,
the function of the apostrophe is to separate the proper nouns, abbreviations, and
numbers from their endings. However, here it may have been employed to develop
the pronoun into a proper noun and emphasize the concept of spiritual identity that
has been removed from the context by skipping the link the capital “I” conveys in the

source language.
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In the sentence before the last, the singular noun “eye” is used twice as “...
the physical eye of the writer, the eye of the man...” This noun is rendered in plural
form since it sounds more natural to the Turkish readers. The exact equivalent of the
noun “pun” in the last sentence is “cinas” (pun), but it is translated into Turkish as
“kelime oyunu” (play on words) which to some extent is an explanation of the word.
The translator may have used this indefinite genitival construction so as to

familiarize the target audience with this figure of speech (Ibid: 334).

3.3.1.2. Adjectives

The adjective of classification “interchangeable” is used in the second
sentence. It is formed by using the Latin prefix —inter and the suffix —able which is
added to the verb “to change”. This adjective is transferred into Turkish as a
compound verb “yerini tutmak” (to stand for). A compound verb is formed by
uniting semantically a verb and a nominal; in this case the verb and the noun loose
their actual meanings and become an idiom which means in this context them, the
detective and the writer can be exchanged with each other without making any
difference to the situation (Bilgin, 2000: 398).

In the fourth sentence, the adjective “awake” is used before the verb “to
become” to d escribe how during the process o f reading the r eader survives in the
detective’s world, classical way of survival where the readers are locked, unable to
control the story. The lexical equivalent of “to become awake” is “to realize”, it may
be translated into Turkish as “farkina varmak”, “goziine ¢arpmak”, “fark etmek”,
“anlamak” and “sezmek”. However, when the translated text is looked into, it is seen
that the communicated meaning slightly differs from that of the original; it is given
as “ayrimina varmak” which bears the meaning to distinguish, to see or understand
the differences between things.
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In the last part of the same sentence, it is noticed that the noun phrase “simple
fact” is missing, but this omission does not create a semantic gap which obscures the
establishment of equivalence and thus misleads the readers of the target text.
Similarly, in the sentence before the last one, the translator finds it suitable to remove
the adjective of classification “physical” which qualifies the common noun “eye”

since it will cause absurdity if rendered into the Turkish language.

3.3.1.3. Verbs

It is noticed that the first sentence includes a main clause and adjective
clauses to communicate the intended meaning. A clause is part of a sentence
containing a conjugated verb and its subject. Although it has the basic elements of a
sentence, it may or may not stand on its own as a complete thought. An adjective
clause is a dependent clause which takes the place of an adjective in another clause
or phrase. It functions the same way as an adjective does, i.e. by describing,
modifying or qualifying a noun or noun function. A relative pronoun is used to

introduce an adjective clause joining it to its antecedent.

In this sentence, the pronoun “who” is used to relate back to the detective and
describes him in greater detail. The equivalent of this pronoun in Turkish is the
relative affix —ki which is added to the nouns and pronouns after the genitive suffix.
If the sentence is translated using this affix, it would look like as follows: “Detektiftir
ki o bakan, dinleyen, nesneler ve olaylar arasinda bir diistince, bir fikir arayiginda ki
bundan her seyi biraraya toplayip anlam ¢ikaracak”, confusing the reader and leaving
him in an unsettled environment. The translator, being aware of this feature of the
receptor language, omits the relative pronoun and renders using a present participle
“dedigin” which means “what you call a detective” in English. It is seen that this
inclusion helps to reflect the impact of the impersonal pronoun “one” placed after the
main verb. This pronoun has a distancing effect; it reveals the distance the narrator
puts between himself and the detective. Just like Quinn, he knows about the
detective’s task, but is not a detective himself.
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The linking verb “to be” is the verb of the main clause. The verbs used in the
adjective clauses are “to look™, “to listen”, “to move through”, “to pull together” and
“to make sense of”’. The first three are used as participles in the original sentence, but
rendered into Turkish as verbs in the simple present form to harmonize with the tense
of the remaining part. The verb “to make sense of” is translated in the form of an
auxiliary verb of limited usage “kilmak” which is used with a word having nominal
function “anlamli” to give the meaning of “yapmak” in Turkish (Bilgin, 2000:385).
The gerund form of the verb “to experience” used in the third sentence is changed
into simple present form in the translation. In order to carry the same function of the
verb, connecting the subordinate clause to the main clause with the function of an

adverb, the form and the beat may be kept by using “yasayarak™.

In the following s entence, the part “...as i fthey might speak to him...” is

(13

rendered as “...onunla konusmaya baglayiverecekmis gibi...”. In the original, a
modal auxiliary “might” is used with the verb “to speak” to express possibility. In the
translation, the verb “to start” is put in the sentence, and it is converted into a regular
compound verb phrase by adding —i+ “vermek™ (to give) to the main verb to indicate
quickness and suddenness together with the easiness of the action When the
connotations of verbs in both texts are compared, it is observed that the action

conveyed in the translation is emphasized in a stronger way (Banguoglu, 2000: 490).

The secondary senses the verb “to hold” signals in the fifth sentence are “to
possess”, “to have” or “to keep”. The translator uses the verb “vardi” to match these
senses in the receptor language. It may be pointed out that this proper usage changes
the type of the sentence, from verbal to nominal. Unlike the English verbal sentence
whose predicate is constructed by a conjugated verb as “held”, the Turkish verb “var
olmak™ (to be) which is in the simple past tense and is formed by the adjective “var”
and the substantive —imek builds a nominal sentence (Bilgin, 2000:477). An
alternative translation for the fifth sentence may be as follows “Bu terim Quinn i¢in
{iclii bir anlam tasiyordu”. Here it is noted that a shift in the tense occurs, from the

simple past to past progressive, so as to maintain harmony within the text.

92



As for the phrasal verb “to stand for” in the sixth sentence, among its lexical
equivalents are “to mean”, “to signify”, and “to denote”. However, it is translated
into Turkish as a compound verb phrase “akla getirmek” (to bring to the mind) which
is the semantic equivalent of the verb “to remind” or “to be reminiscent” and this
slight deviation does not distort the meaning passed on to the Turkish reader. In the
following sentence “At the same time it was the physical eye of the writer...” the
linking intransitive verb “to be” is rendered into Turkish as a transitive compound
verb “temsil etmek™ (to represent) formed by a noun and the auxiliary verb “etmek”
(to do) (Ibid:383). In order fora verb to be transitive it needs to be used with an
object; these verbs pass the action the subject takes part in onto an object, but in the

case of intransitive verbs the action expressed is limited with the subject, and

therefore, it takes place without requiring any object.

In the last part of the same sentence “...demands that the world reveal itself
to him” the verb “to reveal”, synonymous with the verbs “to disclose”, “to expose”,
is rendered into Turkish as “agimlamak™ which equals the verbs “to paraphrase”, “to
restate” in the English language. Although these verbs are semantically related and
refer to similar actions, the original includes the idea to open the uncovered and see it
for the first time whereas the translation implies the statement of the meaning
previously given. In the view of this difference in meaning, an alternative translation

may be “...dlinyanin kendini ona agmasini isteyen insanin gézlerini.”

When all verbs are taken into consideration as a whole, it is noticed that some
verbs are not used in their primary and secondary senses whereas some others are
used in both their primary and secondary senses (Banguoglu, 2000: 320). For
instance; the verb “to pull together” does not signify the act of using force upon
something so as to draw towards or after one, but denotes the act of getting control of
oneself. In the phrase “to carry a meaning” a physical act of moving something from
place to place is not indicated; the idea that things having meaning is conveyed to the
reader. On the other hand, the verb “to move through describes both the detective’s

physical act of being in motion between objects and his intellectual attempt to give
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meaning to the chain of events that will lead him to the solution of the case. The verb
“to see” in the third sentence depicts the reader’s physical act of having the power of
sight and his act of perceiving through the mind. When the translation of the verbs
are probed into, it is seen that the translator’s efforts to create the same physically
and intellectually moving atmosphere to reflect the detective’s task and signal
Quinn’s search for his entity with his involvement in the mystery proved to be

satisfactory.

3.3.14. Adverbs

The sixth sentence ‘“Not only was it the letter “i”” standing for investigator, it
was “I” in the upper case, the tiny life-bud buried in the body of the breathing self” is
an inverted sentence, a way of expression employed to lay emphasis on a certain
element, which states negativity and is constructed by transposing the subject “it”
and the auxiliary verb “was” and placing them after the restrictive adverb “not only”.
When the translation is observed, it is noticed that the sentence is rendered in the
regular form eliminating the phrase “not only” which means “sadece degil” and

hence mislaying the function of negativity in the first part.

3.3.2. Grammatical Categories
3.3.2.1. Sentence Types

When the sentences in this paragraph are analyzed, the following points may
attract the reader’s attention. After the noun phrase private eye an endpoint is used,
changing the noun phrase into a sentence. However the sentential state of private eye
lacks in the kind of action involved, i.e. there is no sentence element performing the
function of a predicate. The writer chooses to use this type of sentence which is
called the elliptical sentence in order to focus the reader’s full attention to the
concept and thus underline once again the association between the writer, the
detective and the self. Another essential usage that adds to this association is the

immediate inclusion of an inverted sentence ‘Not only was it the letter “i” standing
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for investigator.....” which is disregarded in the translation. As for the transference of
the elliptical sentence private eye into the target text, it occurs with its literal and
semantic equivalent and the translator attempts to narrate the game making use of

both, the first letter of the latter and the second word of the former.

3.3.2.2. Sentence Complexity

The paragraph has a complex structure, it consists of nine sentences, two of
which are simple sentences, and others are either complex or compound-complex.
The simple sentence ‘In effect, the writer and the detective are interchangeable’
stands alone effectively in the paragraph introducing one of the major themes in the
novel: the power relation between the writer, the reader and the character. As stated
in this simple sentence, in the classical detective story the reader must trust the
detective to understand the text, i.e. since the detective is the protagonist created by
the writer and he plays the role the writer designs, the texts become locked rooms for
both the character and the reader. As for the translated text, it is observed that the
translator keeps the complexity of the original sentences and adopts the Austerean
characteristic of introducing the prominent themes in the simplest way p ossible to

achieve effectiveness.

3.3.2.3. Clause Structure

Various types of dependent clauses are used in this paragraph. For instance,
in the first sentence three restrictive relative clauses introduced by the same relative
pronoun who ‘The detective is one who looks, who listens, who moves through this
morass ....” is used to describe in detail how the detective works to solve the case and
in the same sentence a noun clause introduced by the subordinating conjunction that
‘the idea that will pull all these things together...” is also used. In the fourth sentence
two adverbial clauses, manner and reason, are used successively ‘...as if they might
speak to him, as if because of the attentiveness he now brings to them...’In the
seventh s entence, a reduced relative c lause is used to distinguish the tiny life-bud
‘...the tiny life-bud buried in the body of the breathing self’. Finally, in the eighth

sentence, there are two subordinate clauses, a restrictive relative clause which
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distinguishes the eye of the author from others indicating the way he sees things
‘...the physical eye of the author, the eye of the man who looks out from himself into
the world...” and an object noun clause ‘....demands that the world reveal itself to
him'. As for the translation of the relative clauses in the first sentence, the relative
pronoun who is removed from the text and the clauses are rendered using sequential
sentences which are compound sentences grammatically and semantically related to
each other. Sequential sentences share the same subject and their predicates take on
the same mood suffix as in ‘Dedektif dedigin bakar, dinler, nesneler ve olaylar
deryasinda dolagir...” (Bilgin, 2000: 515). Participle forms, bakan (looking) géren

(seeing), dolasan (moving) may be used to translate these clauses.

3.3.24. Pronouns

Turkish has no nonspecific pronouns such as one in English, but various
patterns are used to carry out their function in the sentence. The pattern used in the
translated text is including the verb demek (to say) in the second-person singular
form as ‘Dedektif dedigin bakar, dinler...” (Kornfilt, 1997:295). In the fourth
sentence, the reflexive pronoun Aim is used both in the main and the adverbial clause.
However, these pronouns may not be used similarly in the translation since in
Turkish the pronoun in the main clause may be rendered as o-nun (his) having a
possessive suffix —in whereas the pronoun in the adverbial may be translated as
o-nun-la (with him) which includes in addition to the possessive suffix a grouping
preposition (Bilgin, 2000: 271). The translator foregrounds the adverbial and omits
the reflexive in the main clause since the same sense is given in the suffix included in
the noun ¢evre-sindeki (around him). In the same sentence again, the pronoun ona

(to him) is added for emphasis to the end making the sentence inverted.

3.3.2.5. Conjunctions

The following conjunctions are used in this paragraph: and, as if, and because
of. In the third sentence, the subordinating conjunction as if, which shows probable
actions, is used twice to introduce adverbial clauses of manner. In the translated text,

the first adverbial clause as if they might speak to him is rendered in the form of a
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prepositional phrase baslayiverecekmis gibi to convey a relation of similarity and the
second one, which occurs together with another subordinating conjunction of reason
because of to empower the meaning, is translated as a prepositional phrase holding a

relation of relativity cekebildiklerine gére (Ibid: 272).

3.3.2.6. Prepositions

The preposition of is used in different places, e.g. the body of breathing self,
the eye of the author and the eye of the man, with the function of indicating
possession. These are translated into Turkish as determined possessive constructions
ben’in bedeni (the body of self), yazarin gozleri (the eyes of the writer) and insanin

gozleri (the eyes of the man) performing the same function as that of the original.

3.3.3. Figures of Speech
3.3.3.1. Metaphors

In this paragraph Auster uses a striking metaphor when explaining what the
term private eye means for Quinn. He points out that the small letter “i” in the term
itself stands for the investigator, but the capital “I” resembles the tiny life-bud buried
in the body of breathing self. The translation of this metaphor requires an attentive
process since it is not possible to use the same letters in Turkish to convey the
meaning. In the translation, the term private eye occurs with its literal, kiralik goz,
and semantic equivalent, dzel dedektif, and the translator makes use of both, the first
letter of the latter and the second word of the former “O” dzel detektifi akla
getirirken, “goz” soluk alip veren ben’in bedenine gomiilmiis o minicik yasam

tomurcuguydu.
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3.34. Context and Cohesion
3.34.1. The Author-The Reader-The Character

The paragraph is entirely in third-person narration. The author addresses his
reader directly through his own world with no intermediary such as a fictional
character and therefore the reader feels that the author is a separate identity who
presents his thoughts and also knows everything about the character. The reader
learns from the narrator’s point of view how the detective, the author and the reader
are bound to each other ‘The writer and the detective are interchangeable. The reader
sees the world through the detective’s eyes...” As for the translation of the paragraph,
the relation between Auster and his reader or character is clearly observed through
the translator’s equivalent narration, i.e. by using the third-person the translator acts

like an observer and informs his reader in a direct manner.

3.34.2. Cross-reference

The most remarkable feature of cohesion in this paragraph is definite
reference. Auster makes use of the definite article to involve the reader in narration.
This effect is not carried into the translation since there is no lexical item in Turkish
which corresponds the definite article. Another essential cohesive device is lexical
repetition of various kinds, e.g. in the first sentence the relative pronoun who is
repeated three times, the subordinating conjunction as if also appears three times for
empbhasis. In the translation, there is no repetition of the pronoun, but the sentence is
sequentially formed and naturally all verbs included take on the same suffix creating

to a certain extent the equivalent effect on the reader.

3.34.3. Linkage

The sentences in this paragraph are connected to each other by only a few
kinds of conjunctions such as and, as if and because of- This indicates that there is
much left for the reader to interpret and thus comprehend the intended message. In
the target text prepositional phrases are used to transfer the function of the

conjunctions and the sentences are like structured lacking in essential cohesive signs.
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CONCLUSION

The source text City of Glass by Paul Auster and the target text Cam Kent by
Yusuf Eradam are stylistically c ompared in terms o f1exical features, grammatical
features, figures of speech and context and cohesion presented in Leech and Short’s
model to reveal Paul Auster’s style in the novel and compare it with Yusuf Eradam’s
style in the translation and see to what extent and in which cases they match or differ.

The following essential findings are obtained as a result of this comparison:

In City of Glass, Paul Auster explores the theme of self; the characters in the
story either suffer from the loss or the dividedness of their identities. In the first
extract, the gap into which the central character Quinn falls is described through the
setting of the story, New York. Unlike the conventional New York in the classical
detective novel, it represents hopelessness, brokenness and confusion. When this
paragraph is studied, it is immediately noticed that the descriptive adjectives used to
portray New York are essentially effective in creating a city image with no end and
no beginning. Furthermore, these adjectives also evoke the feeling that New York
may be a symbol of the individual’s journey in his own world. Briefly saying, they

bring together two worlds-inner and the outer.

In the translation of the first sentence of the paragraph, it is seen that Yusuf
Eradam translates the adjective “inexhaustible” as “kocaman” which calls to mind
fairy tales. Paul Auster is influenced by fairy tales since they lack details, and larger
amounts of information are given using very few, simple and mostly exaggerative
words. This adjective adds to the sense a piece of fright and a piece of color mixing
them with a child’s naivete. Besides, Yusuf Eradam does not use the synonym of this

adjective in the same sentence in order not to harm the gentle flow of the Turkish

paragraph.
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In the same paragraph, the adjective “impossible” is used to reveal Quinn’s
attempt to cope with the world surrounding him. The translator chooses to render the
word as a verb to comply with the rules of the Turkish language; as every language
does, Turkish has its own pattern of narrating the events. Keeping in mind this
pattern the writers select the tenses they will employ from the repertoire of the
language. The same situation occurs in the translation of the adjective “equal”. It
becomes a substantive as “birdi” and gains the feature of pronouncing judgement

about “all places”. It states that wherever he goes Quinn feels the same pain.

As for the translation of the nouns of this paragraph, it is noticed that the
nouns “space” and “steps” are missing in the translation. In the first sentence a live
metaphor is used to point out the likeness between New York and space. The “space”
image gives the impression of being large, open and deprived. This image is known
in the receptor culture; it sounds familiar and may be concretized in the reader’s
mind. The metaphor may be easily kept in the translation since the receptor language
permits this. In the second part of the sentence, another metaphor is used to portray
New York “a labyrinth of endless steps”. When this metaphor is translated literally
into Turkish as “sonsuz adimlar labirenti”, it will sound foreign. Secondly, it will not
be able to contribute to the author’s creation of the physical and emotional setting.
Therefore, Yusuf Eradam makes a restatement to translate this metaphor as follows:

“..., Oyle ytirtimekle bitip tiikenecek gibi degildi”.

In the last part of the first sentence the pronoun “it” is used in place of the
proper noun New York City. Yusuf Eradam finds it appropriate to translate this into
Turkish as a noun phrase as “bu kent”. The Turkish grammar does not permit the use
of “it” on its own in this context since such use will confuse the reader. The reader
may erroneously infer from the sentence that it is “the act of walking” that left him
with the feeling of being lost, not the city itself. In the translated text the noun phrase
“bu kent” which is the subject of the sentence is placed at the end making the
sentence inverted. Some translators use inverted sentences where necessary with the

idea that it contributes to the narration making it more vivid.
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When the verbs in the paragraph are observed, it may be noted that in general
stative verbs such as “to feel”, “to dwell”, “to ask™, “to realize”, “to think” and ‘“to
lose”, and “to come to know” are used; dynamic verbs such as “to walk”, “to
wander” and “to follow” are less in number. The verbs “to walk” and “to come to
know” are rendered into Turkish in the form of reduplications as “yiiriirse yiiriisiin”
and “tamirsa tamisin”. These reduplications in Turkish provide richness in
conceptualization and intensity in meaning, reflecting the power of the language.
Reduplications formed by the repetition of words are used with the aim of

strengthening the meaning conveyed in the text.

When the sentence types in the first paragraph are analyzed, it is noticed that
declarative sentences which perform the function of expressing the central character
Quinn’s observations and feelings about the setting and thus directly introducing the
reader his inner world. Another interesting point about the sentences in general is
that although they are seemingly affirmative, they include negative connotations as
they point at the severe struggle in and out of Quinn. When the sentential structure of
the original and the target text are compared, it is observed that as a result of the
translator’s careful consideration of the syntax, a concrete picture of Quinn’s inner

world and his relation with the outer world may appear in the reader’s mind.

The paragraph consists of nine sentences, the majority of which are
compound-complex. A variety o f subordinate ¢ lauses such as adverbial clauses of
concession and manner and restrictive relative clauses, which provide the complex
structure of the paragraph and hence spontaneously burden the reader with different
ideas, are used. Auster presents his essential themes in the shortest and simplest way
possible as in the second sentence which describes how Quinn is alienated both to
himself and to his surroundings. Auster also pays special attention to the order of
sentences, e.g. he especially places the second sentence right after the long one so as
to create a sudden but permanent impact on his reader. When the translation is
analyzed in relation to the aspects of complexity, a notable resemblance is observed;
the translator keeps the same sentences short to lay the emphasis on the same theme

and carries the clause structure into the target text.
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The recurrence of the third-person singular pronoun %e, the object pronoun
him, and the reflexive pronoun himself points to the essential stages of change in
Quinn's identity; though same pronouns are used, they refer to a different identity
each time they are mentioned. The third-person singular pronoun is not used in the
translation due to the agglutinative structure of the Turkish language (the personal
suffix is added to the verb), but the other types are repeated in a number of cases to

attract the reader’s attention to theme of lost self.

Three kinds of conjunctions are used in this paragraph: coordinating
conjunctions and, and but and subordinating conjunction as though. The most
recurring conjunction is and which provides vague relations between clauses and
sentences; therefore, it may be stated that the text is loosely connected, and the
reader is expected to figure out the type of relations existing in the paragraph. The

same flow of conjunctions and hence the same looseness occurs in the target text.

As for the figures of speech in the passage, Auster uses two metaphors to
describe the city, labyrinth and nowhere. The city is a labyrinth for it is a place of
chaos just as the labyrinth which is a network of winding paths and roads. New York
also represents nowhere for Quinn since on his walks he feels he does not belong
anywhere, and this thought relieves him of himself. The translator reflects these

metaphors through his selection of the appropriate lexical items.

As for the prominent contextual features of the source text, the passage is
entirely in the third-person narration, i.e. Auster directly introduces his reader where
the story takes place and his main character. He makes use of subordinate clauses to
communicate his character’s inner conflicts. The translator, through his choice of the
convenient narration, constructs the same kind of external relation between him and
his reader. As for the internal organization of the text, the cohesive devices used in
this paragraph are definite reference, the third person singular pronoun Ze, ellipsis
and also formal repetition of various kinds. The same cohesive structure is

transferred into the translation by means of the same devices.
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In the first sentence of the second paragraph, the noun “morass” is translated
into Turkish as “derya” (ocean), (learned). The translator may have used this noun to
indicate the difficulty of the detective’s work; he may have drawn a parallel between
the detective’s attempt to resolve the mystery and a man who struggles to get to the
surface from the depth he has fallen into. However, the concept of profundity and
plainness is embraced in the noun “derya” whereas in the original the noun”morass”
calls to mind shallowness and filthiness. This abstract noun may be translated as

“karmaga” (confusion).

When all verbs are taken into consideration as a whole, it is noticed that some
verbs are not used in their primary and secondary senses whereas some others are
used in both their primary and secondary senses. For instance; the verb “to pull
together” does not signify the act of using force upon something so as to draw
towards or after one, but denotes the act of getting control of oneself. When the
translation of the verbs are probed into, it is seen that the translator’s efforts to create
the same physically and intellectually moving atmosphere to reflect the detective’s
task and signal Quinn’s search for his entity with his involvement in the mystery has

proved to be satisfactory.

In the same paragraph, Auster uses an elliptical sentence Private eye to focus
the reader’s full attention on the concept and the relation between the writer, the
detective and the self. The translator leaves this sentence in the text and puts in its
literal and semantic equivalence to be able to make use of the terms in narrating

similarly the pun posed by the writer.
As for the pronouns in the passage, it is noticed that the nonspecific pronoun

one in English is transferred using the verb demek (to say) in the second person

singular form since the Turkish language does not have such a pronoun.
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The most remarkable feature of cohesion in this passage is definite reference.
Auster makes use of the definite article to involve the reader in narration. This effect
is not carried into the translation since there is no lexical item in Turkish which

corresponds to the definite article.

In the light of these findings it may be appropriate to make the following
points about the Austerean style in the novel and Eradam’s style in the translation

revealing the similarities and differences between the two texts:

Paul Auster is a multi-colored postmodern writer. In his fiction transparence
is mingled with mystery. As for his narrative qualities in general and also in City of
Glass, his works are easy to comprehend, there are no unnecessary words,
repetitions, different combinations of lexical items or different types of linguistic
structures. When the vocabulary in general is observed in City of Glass, it may be
noticed that it is considerably austere and far from being formal and evaluative, but
rather colloquial and descriptive. In addition, Auster is highly effective in conveying
his emotional world through his usage of idiomatic phrases, though they don’t occur
frequently throughout the text.

As for the kinds of adjectives in the extracts chosen, they are mainly
descriptive. These adjectives together with the nouns play a central role in making
the reader visualize the world, which is represented as a city of glass, the characters
are confined, lose themselves, and thus fall into nothingness and chaos. In addition,
the adjectives of physical description attributed to the characters are essentially

significant in that they contribute to the revelation of the broken selves.

As for the adverbs in the chosen extracts, different types of adverbs such as
adverbs of distance, repetition, manner, certainty, time, place and frequency are used,
but they are few in number. Fewer occurrences of adverbs in the text may point out
to the writer’s avoidance from restricting the meaning components, i.e. verbs,
adverbs or adjectives. As for the verbs in the selected passages, stative verbs are used

to put emphasis on the spiritual journey that the main character will go through; an
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event that will change Quinn’s life taking him to an ever-going journey inside. It may
also be noticed that some verbs include primary and secondary meanings at the same
time so as to display both physical and mental actions. As for the types of sentences
used it may be seen that Auster does not make too long sentences so as not to distract
his readers’ attention from the text. He does not include artificial, inconsistent or
uncertain elements which may harm the persuasiveness of his writing; his narration
is natural enough to match the content and the smoothness of his narration gives life
to his novels. Although his themes, i.e. identity crisis, dividedness of self or multiple
identities, may seem obvious, they require repeated analysis and invite further
discussion. His work reminds Susan Sontag’s dictum that “transparence is the
highest, most liberating value in art-and in  criticism-today”.
(cited in: Finkelstein, 1995:44)

When the translated text is examined in view of these stylistic features of
Auster’s writing in City of Glass, it may be stated that the translator, Yusuf Eradam,
has successfully created in Cam Kent, the linguistic characteristics conveyed in the
source text capturing the transparency, the atmosphere and the mood within the lexis
of the Turkish language and thus fulfilled his task of a linguist analyst and a literary
critic combining them in his identity as a literary translator. It goes without saying
that his success is not merely due to his perfect knowledge of the source and target
languages, but also to his being familiar with the people, their behavioral patterns,
beliefs and traditions which shape the language cultures. As for his usage of lexical
items and structures in Cam Kent Yusuf Eradam prefers to use reduplications,
idioms, inverted sentences, punctuation marks and restatements to add richness,
vividness and variety to the target language text; he makes full use of the advantages
the Turkish language possesses. In addition, he sticks to the sentence types
constructed in the source text and like Auster he presents his reader the major themes
recurring throughout the extracts chosen as well as in the novel by means of short
and simple sentences placed between complex structures so as to be distinguished
easily, but remembered permanently. As for the figurative elements, though few in
numbers, Eradam, through his selection of the appropriate lexical items and sentence

structures, helps his audiences visualize the image created by Auster.
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Finally, it is clearly seen that he attempts to carry into the translated text the
loose internal organization in the passages realized by the absence of complex usage
of coordinating and subordinating conjunctions to interrelate the clauses and
sentences, leaving the reader alone for further interpretation of the characters, themes
and events and thus write his own story without the intervention of the writer. This
participation of the reader in the writing of the story is an essential characteristic of
an anti-detective, the distinguished p roduct o f the p ostmodern literary i magination
which deviates from the standard structure and c onventions of the classical novel,
e.g. its reader is not presented a definite solution, to reveal the confusion and

nothingness into which the era has fallen.

As a result of his fastidious work on Paul Auster and his novel City of Glass,
he successfully creates the equivalent effect in his translation and transfers the
characteristics of the source text into the target text. A further study may be carried
out for the other novels in the New York Trilogy to investigate the similarities and the

differences in their analysis.

To sum up, the ultimate goal that every literary translator attempts to
accomplish is stylistic equivalence, to recreate the original style of the writer in the
target text. In order to attain stylistic equivalence in literary translation the translator
should employ a comprehensive and systematic method of stylistic analysis. Stylistic
analysis of the original text will enable the translators to be sensitive to the linguistic
features specific to the text and make the appropriate selections from the linguistic
repertoire of the target language improving the quality of the translation product. The
results o fthis study reveal that Leech and S hort’s m ethod o f analysis is useful to
collect data on a systematic basis and to identify and transfer the stylistically

significant features.
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