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ABSTRACT

Aspects of Agency in the Case of Editor-Translators
in the 1990s Turkey
by
Gokeen Ezber

The present study focuses on the different aspects of agency in
translational phenomena in the case of editor-translators in the 1990s
Turkey. The theoretical framework of the study is largely drawn by the
recent focus on cultural and sociological issues in translaton studies. The
initial aim of this study is to reveal that translation is a socially regulated
activity with active agents under focus. Following the cultural theorist
ltamar Even-Zohar's and the sociologist Pierre Bourdieu's conceptual
frameworks, the study focuses on both the socio-cultural and personal
aspects of translatorial agency in the case of the five editor-translators,
Celal Uster, Ulker Ince, llknur Ozdemir, Yurdanur Salman ve Cevat Capan,
in the 1990s Turkey. The contextualisation of the different roles and
positions of these agents reveal that the different aspects of agency of the
editor-translators in the 1990s were shaped both by their personal
dispositions and the socio-cultural facts of the field in which they operate.
The findings of the study reveal that research in different aspects of
agency and socio-cultural factors offer a fresh perspective for the study of

translatorial issues.



OZET

1990’larda Turkiye’'de Editér-Cevirmenlerde
Eyleyicilik Ozellikleri

by
Gokeen Ezber

Bu calisma, 1990’h yillarda Turkiye’deki editér-cevirmenlerin, geviri olgulari
kapsamindaki etkinliklerinin farkli boyutlarini ele almaktadir. Caligmanin
kuramsal cercevesi genel. olarak, ceviribilimin son yillardaki kilture! ve
sosyolojik konulara yoénelik ilgisi baglaminda g¢izilmistir. Bu calismanin
birincil amaci, cevirinin, etkin &znelerin de etkilesim iginde bulundugu
sosyal bir olgu oldugunu gdstermektir. Kiltr kuramcist ltamar Even-Zohar
ve sosyolog Pierre Bourdieu'nun kavramsal cergevelerinden yararlanan bu
calisma, bes editér-gevirmenin, Celal Uster, Ulker Ince, iknur Ozdemir,
Yurdanur Salman ve Cevat Capan’in, sosyo-kiilturel ve kisisel ozellikleri
tizerinde yogunlagmaktadir. Bu 6znelerin ustlendigi farkh roller ve Tark
yayincilik alani igindeki ‘konumlar, yukarida sozi edilen kuramsal
cergeveler icinde bir baglama oturtuldugunda, 1990’h yillarda adi gegen
editor-cevirmenlerin  kimliklerinin, hem kisisel ozellikleri hem de iginde
calistiklari alanin dayattigi gerceklerle bicimlendigi goérulmektedir. Bu
galigmanin bulgulari, ceviri 6znelerinin farkl etkinlikleri ve bu 6znelerin
etkisi altinda kaldigi sosyo-kultirel unsuriar tizerinde yapilacak yeni

calismalarin geviribilime taze bir bakis acisi sunacagint gostermektedir.
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Introduction

The discussion of cultural and social contexts governing translational
phenomena has gained a considerable impetus in recent years. This cultural
and social turn in translation studies directed researchers in the field to issues
like translation sociology, the links of literary and cultural sociology with
translation studies, the positions of agents in translational phenomena, the
social networks within translational fields, the position of agents in translation
markets, the links between translation sociology and historically oriented
approaches to translation. Within this large framework, translation has started
to be viewed not merely as a linguistic practice, but as a socially regulated
activity with agents under focus.

In this study, | will try to trace and contextualize the different array of
positions that the translatorial agents assume in the field of Turkish literary
publication and find out the reasons for the observed diversity of their
positions. Such a study of the different aspects of agency in the field of
Turkish literary publication will make it clear that translatorial phenomena are
not only shaped by social forces, but by the individual action of the agents as
well. lssues on translatorial agency has also been focused on by recent
studies as well.

The lIsraeli cultural theorist ltamar Even-Zohar, with his polysystems
theory has paved the way for researchers to deal with translatorial issues on
a wide cultural level. Even-Zohar has formed the outlines of his theory in the
1970s to understand the behaviour and evolution of literary systems (1978b;

1990). Even-Zohar aimed at understanding the dynamics shaping literary



sysems from a dynamic—structuralist perspective. He focused on the concept
of canonicity and the position of forms in literary systems. In his more recent
studies, Even-Zohar has extended the scope of his polysystems theory info a
general cultural theory and has dealt with issues concerning the different
aspects of agency in his recent articles (Even-Zohar 2002; 2003). This focus
on agency has gained an impetus in other studies based on Pierre Bourdieu’s
concepts of habitus, agency, field and capital as well. Rakefet Sheffy (1991,
1997) dealt with the concept of habitus in the formation of cultural models and
repertoires. Daniel Simeoni (1998) also focused on the concept of habitus in
translation studies and in a way paved the way for future research in
translation studies based on Bourdieu’s cultural model. In his case-studies of
two twentieth century French translators of American fiction, Jean-Marc
Gouanvic (1996-2001) offers us an introduction to Bourdieu’s key concepts of
habitus, field and trajectory. Another researcher, Philippe Codde, in his article
entitled “Polysystems Theory Revisited”, dwelt on the compatibility of
Bourdiew’s cultural theory with that of Even Zohar's polysystems theory
(Codde 2003). Sehnaz Tahir-Gurcaglar, focusing on the field of translation in
early republican Turkey in her doctoral dissertation entitied The Politics and
Poetics of Translation in Turkey 1923-1960, made use of Bourdieuvian
concepts like habitus, symbolic capital and agency (Tahir-Gurgaglar 2001).
Arzu Eker, in her MA thesis entitled Publishing Translations in the Social
Sciences since the 1980s made use of Even-Zohar's concept of culture
planning to deal with translations in the social sciences (Eker 2001). Another
MA thesis written by Ipek Seyalioglu entitied Anthologized Poetry from

English and French in Turkish Translation 1985-1995 focuses on translatorial



agents producing anthologized poetry in the Turkish literary field with
reference to Even-Zohar, but not taking up the concepts of Bourdieu.

All the studies mentioned above dealt with translatorial issues from the
wider perspective of cultural theories and they focused on the role of agents
in translatorial issues. The present study will also focus on the different
aspects of agency in the field of Turkish literary publication in the 1990s
Turkey.

The translatorial agents the present study will be focusing on will
specifically be labelled as “editor-translators”. The collocation “editor-
translator” refers to any kind of agent who started off as a translatori but later
also assumed the functions of an editor. Previous research in translation
studies has also used such collocations in different contexts’. The field of
Turkish literary publication refers to the space in which literary translations are
produced and published.

The study covers a certain period of time and place, i.e. the field of
literary publication in Turkey in the 1990s. The 1990s have been chosen
because it is the period of time in which the field of Turkish literary publication
gained a considerable degree of dynamism when compared with the 1980s. It
was during the 1990s that substantial relations between the foreign publishers
and literary agencies gained an impetus in Turkey. It is also this period when

agents working for publishers assumed distinctive professional functions as

' galiha Paker, in her article entitied “Translation as Terceme and Nazire: Culture-bound
Concepts and their Implications for a Conceptual Framework for Research on Ottoman
Translation History” used the collocation “poet-translator” in the context of Ottoman
interculture (Paker 2002: 120-143). More recently, Ipek Seyalioglu, in her MA thesis entitled
Anthologized Poetry from English and French in Turkish Translation 1985-1995, used the

collocation “editor-poet-transiator” in a contemporary context (Seyaliogiu 2003).



editors, copy-editors, proof readers, etc. In other words, it was mainly during
the 1990s that the Turkish literary publishers gained a professional and
institutional structure, hence there are still no clear boundaries between the
scopes of the professional functions the translatorial agents assume in the
field. It might be argued that it is a high probability for a translatorial agent
who has entered the field of Turkish literary field as a translator in the 1990s
also assumed the functions of an editor. The final aim of this present study is
to show that the very structure and nature of the Turkish literary field of the
1990s played an important role in shaping the diverse positions of
translatorial agents.

The present study also depends on my personal observation of the
Turkish literary field at the end of the 1990s. | started to work as a literary
translator in 1997 and since then | have worked as a copy-editor, proof
reader, editor and foreign rights assistant in several Turkish literary publishers
and literary agencies. During this time | had the chance of closely observing
the nature and workings of the Turkish literary field. The questions for which
the present study seeks answers were largely triggered by my personal
experiences and observations as a translatorial agent. The basic questions
that have been triggered largely by my personal observation of the field and
which also constitute the general framework and focus of the present study
are: Why and how is it that a literary translator who enters the Turkish literary
field in the 1990s might also assume many other functions (that of an editor,
proof reader, copy editor or a foreign rights assistant/manager) as well? Why
aren’t there any clear distinctions between the professional positions the

translatorial agents assume whileworking in the field in question? In other



words, why does an editor in one of the Turkish literary publisher do the job of
a proof-reader as well, while another agent holding the same position in
another publishing house does not do proof-reading? Could such shifts and
unclear distinctions between professional positions be related to the very
nature of the field in which the translatorial agents are operating? If so, what
are these aspects and qualities of the field in question which shape the
agents operating in it?

The present study will focus on five translatorial agents who have
worked both as literary translators and editors during the 1990s. These five
editor-translators, Yurdanur Salman, Ulker Ince, llknur Ozdemir, Celal Uster
and Cevat Capan, have been selected, because their actions in the field were
comparably more visible than that of their colleagues. It is possible to observe
their actions in the field and the different positions they assumed in the
popular literary supplements and magazines of the 1990s in the form of news
items and interviews held with them. This visibility of their actions will make it
possible to chart the course and nature of their translatorial agency in greater
detail.

The theoretical framework of the present study was largely defined by
the questions it seeks to answer. Since these questions are related to both
persons as agents and to the fields in which they operate, a cultural and
sociological theoretical model was needed. The studies of Even-Zohar and
Rakefet Sheffy, largely focus on the concept of translatorial agency and the
nature of cultural systems and their dynamic relations. The study will also
make use of the French sociologist Pierre Bourdieu’s general cultural theory,

whose compatibility with Even-Zohar's theory has been questioned in recent



years (i.e.Codde 2003). Pierre Bourdieu’s cultural theory is crucial for this
study, because his conceptual framework lets us understand both the
individuals' actions and the social forces that make up the field in which they
operate. Bourdieu’s concept of habitus, for example, makes it possible for
researchers to take into consideration both the structuring and structured
qualities of agents in a given field, thus offering a broader outlook which
encompasses both the subjective and the objective facts of social life. The
study will also benefit from the recent studies of some translation scholars
who have dealt with translatorial issues within the conceptual framework of
Bourdieu (Simeoni 1998; Gouanvic 2002).

An overview of the thesis here will clarify my line of argument and the
analysis of my data. Chapter 1, “Theoretical Framework and Methodology”,
will introduce the theoretical and methodological framework of the study.
Chapter 2, “Cultural Theory in Translation Studies”, will introduce the outlines
of Even-Zohar's and Bourdieu’s respective cultural theories on a comparative
and critical basis. Both Even-Zohars and Bourdieu’s concepts will be
discussed in the following order: i.e. system(s), field, agency,
entrepreneurship, image making, reperfoire, model, habitus and capital.
Chapter 2 will largely be based on a literature review about these concepts
and summarize the routes of previous research in translation studies. It will
introduce the work of other translation scholars like Sheffy, Simeoni,
Gouanvic and Codde, who made use of Bourdieuvian concepts in translation
studies and who questioned the compatibility of Bourdieu’s cultural theory
with that of Even Zohar's polysystems theory. Chapter 3, “The Habituses of

the Editor-Translators”, will focus on the translator-editors’, Yurdanur Salman,



Ulker Ince, ilknur Ozdemir, Celal Uster and Cevat Gapan’s, personal views
about their profession and the positions they have assumed. Their initiation
into the field of Turkish literary publication, the different positions they have
assumed throughout their careers and the way they define their profession
will be discussed. This chapter will be largely based on the personal
interviews | had with the five editor-translators and other previously published
interviews held with them. In brief, Chapter 3 will focus on the different
positions assumed by these editor-translators. Chapter 4 will try to
contextualise the editor-translators in their respective field by offering a close
survey of the nature and structure of the Turkish literary field in the 1990s.
The structure and workings of the Turlish literary publishers and literary
agencies will be discussed to clarify the role of social factors in shaping the
different positions assumed by the agents. The chapter will also try to
elucidate the respective positions of t‘ranslators and editors in the field. In
other words, the chapter will dwell on the interaction of the field and the
agent. The individual focus of Chapter 3 and the detailed analysis of the
social aspects of the field in Chapter 4, “The Field of the Turkish Literary
Publication”, will make it clear that agents operating in the field of Turkish
literary publication are both ‘structured and structuring’ entities. The initial aim
of the study will be to show that the five translatorial agents discussed within
the framework of this case-study have also assumed positions other than

translating literary works due to the very nature of the field in question.



Chapter 1:

1.1 Theoretical Framework and Methodology
1.1.1. The ‘Cultural Turn’ in Translation Studies

Translation Studies, for the last two decades, has been focusing on
cultural and extratextual factors. This shift from the narrow and prescriptive
linguistic and literary approaches to an emphasis on cultural and extratextual
factors has channelled Translation Studies into research on issues of cultural
history and cultural studies (Bassnett&Lefevere 1990). As stated by Susan
Bassnett in her “Proust's Grandmother and the Thousand and One Nights:
The ‘Cultural Turn’ in Translation Studies”, “the study of translation practice
has rhoved on from a formalist approach and turned instead to the larger
issues of context, history and convention” (Bassnett&Lefevere 1990).
Studying processes of cultural interchange (Ibid.) and understanding how
different cultures construct their image of writers and texts have already
begun to be the new focus of Translation Studies. Edwin Gentzler, in his

Contemporary Translation Theories, summarizes this shift as follows:

“The two most important shifts in theoretical developments in
translation theory over the past two decades have been (1) the shift
from source-oriented theories to target-text oriented theories and (2)
the shift to include cultural factors as well as linguistic elements in the

translation training models.” (Gentzler 2001: 70)



Theorists like Hans Vermeer and Katharina Reiss have developed the
Skopos Theory, which also situated research on the function of a translation
and the strategies developed accordingly. Apart from these two mainstream
theoretical frameworks, translation studies has also developed new
approaches triggered largely by the advent of cultural studies in the
Humanities. These three mainstream frameworks -the Polysystem theory, the
Skopos theory and the impact of cultural studies- have all channelled
Translation Studies into a cultural realm. They have replaced the traditional
tendencies focusing on the text only with those focusing on cultual questions.

The cultural shift mentioned above can be first detected in linguistics.
Fields like discourse analysis and corpus linguistics have offered linguistics a
wider outlook on issues of language. In literary studies as well, various
approaches of the last decades of the 20" century, like feminism, gender
criticism, deconstruction, post-colonialism, hybridity theory might be seen as a
part of the general impact of cultural studies in the social sciences. The
relevance of post-colonial studies in literature to Translation Studies has been
of special interest for researchers since it offered a wide framework in which
agents of translation and translative phenomena could be handled together.
Research on translation centering on post-colonial studies are also important
in the sense that they have directed Translation Studies to issues of historical
issues. The concept of ‘interculture’, which has been studied in detail by
Anthony Pym (Pym 1998; 2000) offers us a wide perpective through which

such historical and social issues can be studied.



The Polysystems Theory put forward by Itamar Even-Zohar (1978a,
1978b, 1990) also centers around issues like literary history and the position
of translated texts in the receiving system. Even-zohar, with his general
theoretical model, has offered a conceptual framework in which the evolution
and functions of literary systems can be analysed. Even-Zohar's useful array
of concepts -canonicity, high and low forms, repertoires and options, import
and export and culture planning- have been adopted by translation scholars
and this placed Translation. Studies in a target-oriented and descriptive
framework, rather than a source-oriented and prescriptive one.

Norm theory as put forward by the translation scholar Gideon Toury
has also supported the cultural turn in the field. Toury has worked on the
norm concept not from a prescriptive approach, but used the concept of norm
to explain cultural phenomena related to translation (Toury 1978; 1995).
While making use of the norm concept to explain translative behaviours,
Toury never forgets the fact that norms’ geneses lie in a specific cultural

environment:

“Translation activiies should be regarded as having cultural
significance ... The acquisition of a set of norms for determining the
suitability of that kind of behaviour and for manoeuvring between all
the factors which may constrain it, is therefore a prerequisite for

becoming a translator within a cultural environment” (Toury 1995: 27).

The Skopos Theory, proposed by Vermeer and Reiss in the late 1970s

and early 1980s should also be regarded as a theoretical outlook which

10



channelled Translation Studies into a cultural platform of research. The
Skopos Theory, by focusing on the function or skopos of translated texts in
the target culture and trying to define the cultural interaction in translative
acts, not only has drawn the attention of scholars to the concept of function,
but underlined the need to consider translative phenomena in different
cultural contexts. The skopos theory has been put forward as a “sufficiently
complex’ theoretical framework to “cover a multitude of individual cases”
(Schaffner 2001: 236). The skopos theory assumes that translation is the
production of a functionlly appropriate text based on a source text and the
relationship between the two texts is a functional one.

These “larger’ issues concerning systemic relations, the position of
translations in the receiving culture, norms and strategies, context, history
and conventions have for the last two decades explicitly widened the scope of

Translation Studies.

1.1. 1 Cultural Theory in Translation Studies

The analysis of translation as a social practice makes it necessary to focus on
active social agents governing, handling and manipulating translative
phenomena in their respective fields of action. Many scholars doing research
in Translation Studies, initiated by ltamar Even-Zohar, Rakefet Sheffy, Daniel
Simeoni and Jean Marc Gouanvic, have recently stressed the need to focus
on the sociological aspects of translation and they, in a way, initiated the

studies centering around the theoretical model of the French sociologist

11



Pierre Bourdieu. Even-Zohar has extended his polysystems theory? to cover
up larger cultural issues and have dealt with Bourdieuvian concepts in several
of his recent articles (Even-Zohar 2002; 2003). Rakefet Sheffy, a scholar
actively engaged in research within the polysystems framework, has dealt
with the concepts of canon, habitus and mode in her articles (Sheffy
1990:1990:1997; 2003). Another translation scholar from Toronto, Daniel
Simeoni, with his article entitted “The Pivotal Status of the Translator's
Habitus” paves the way for Bourdieuvian perspectives in translation studies
by assuming that “a translating habitus is understood as (culturally) pre-
structured and structuring agent mediating cultural artefacts in the course of
transfer’ (Simeoni 1998: 1). A more recent scholar in the field dealing with
translative issues by making use of Boudieuvian concepts is Jean-Marc
Gouanvic. In his case study of two twentieth century French translators of
American fiction, Gouanvic offers us an introduction to Bourdieu’'s key
concepts of habitus, field and trajectory.

System theories and norm-based descriptive approaches have
removed Translation Studies from mere text-based approaches. However, the
wide spectrum of translétive phenomena begged for larger and
interdisciplinary frameworks (Hermans 1999). As studies centered more on
issues like literary and translation history, researchers in the field felt the need
for more effective tools and wider theoretical models (Crisafulli 2002). The

conception of translation as a social practice channelled researchers into

2 Eyen-Zohar's polysystems theory have been used by translation scholars since the mid-
1970s to deal with translative issues. The theory, which has dynamic-structuralist roots, offers

a conceptual framework for analysing and describing the functioning and evolution of literary
systems.



disciplines like sociology, anthropology and cultural studies. The theoretical
frameworks and models developed by theorists working in these fields, like
Luhmann and Bourdieu, have been suggested as theories of culture in which
translative issues can be studied (Hermans 1999: 120-131).

The theoretical frameWork of this proposed study will be based on the
cultural theory of Bourdieu and the systemic approaches in translation
studies. It should be made clear at the outset that this is not a text-based
study focusing on translations, but an investigation of the different array of
positions acquired by translators as agents operating in the field of Turkish
literary publication. The study will be mainly based on the theoretical
frameworks and cultural theories of Even-Zohar and Pierre Bourdieu.

Even-Zohars Polysystem theory offers us a sound theoretical
construct in which we can observe the position of active agents of literary
translation. The way Even-Zohar defines certain key cultural concepts like
product, producer, consumer and institution is crucial for this proposed study.
The term product in Even-Zohar's theory is defined as “any performed set of
signs and/or materials,” including “a given behaviour’ (Even-Zohar 1997b).
As the outcome of any action, the product can be “an utterance, a text, an
artifact, an edifice, an ‘image’ or an ‘event’ “ (ibid.) The producer is defined as
“an individual who produces, by actively operating a repertoire, either
repetitvely producible, or ‘new’ products” (ibid.) Even-Zohar's conception of
institution corresponds to an “aggregate of factors involved with the control of
culture” (ibid.) Ministerial offices, academies, educational institutions and
mass media are the main institutions in Even-Zohar's theory. Even-zohar

accepts the concept of agency in his theory (Even-Zohar 2002; 2003) and

13



makes great use of it in trying to conceptualize the hierarchies in a given
cultural system. In his later articles, Even-Zohar elaborates the concept of
agency even further and tries to theorise the different dimensions of agency in
cultural fileds. The terms he proposes like “idea-makers, culture
entrepreneurs and makers of life images” (Even Zohar 2003) offer cultural
researchers a wide outlook on the usually complex issue of agency. As has
been acknowledged by many researchers in the field, Pierre Bourdieu's
sociology offers many insighté into Polysystem Theory and the norm concepts
in Translation Studies (Hermans 1999; Lambert 1997 and 2002; Pym 1998
and 2002).
The general scope of Bourdieu’s theory seems to offer researchers in
the field different perspectives to theorise the processes and products of
translation as well as defining and understanding the positions of agents
dealing with acts of translation. It is interesting to note that Bourdieu has
written on almost every subject in the social sciences, including the working of
literary fields, but he has néver dwelt on the concept of translation in a
separate study. However, his theory of culture has a conceptual potential to
cover translative issues as well. As Rakefet Sheffy points out, “Bourdieu’s
theory is basically construed as being applicable to all cultural phenomena”
(Sheffy 1991: 803). In recent years there have been a number crucial studies
(Sheffy 1997, Simeoni 1998; Tahir-Gurgaglar 2001; Gouanvic 2002) that
focused on Bourdieu’s theory of culture within the framework of Translation
Studies.
It is at this point that the proposed study will take up Pierre Bourdieu’s

notions of habitus, agency -and field. As the arguments below will make it
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clear, Bourdieu's model offers us sound perpsectives to contextualise the
different array of positions assumed by literary translators. Randal Johnson,
the editor of The Field of Cultural Production: Essay on Art and Literature by
Pierre Bourdieu, states in his introduction that “Bourdieu’s wide-ranging work
cuts across established academic disciplines and provides a powerful and
highly productive mode! for social analysis in diverse fields of activity”
(Johnson 1993:1). In a similar line of thought, Jean-Marc Gouanvic, in his
paper entitied ‘A Model of Structuralist Constructivism in Translation Studies’,
makes it clear that “Bourdieu’s theory of culture, then, is definitely gaining
ground in translation studies ... Furthermore, it sheds light on aspects which
are frequently overlooked in translation” (Gouanvic 2002: 94). Following the
above-mentioned arguments, the proposed study will take up Bourdieu’s
model of the cultural field to define the social and professional position, the
positions of contemporary Turkish editor-translators operating in the field of
literary publication.

The concepts Bourdieu makes use of in his general theory of culture
and sociology offer a large theoretical framework to cover both the individual
and institutional aspects of culture and society. Bourdieu’s concept of field
bears resemblances to various definitions of system in the systems
approaches of TS (Schmidt 2002: 123). The important difference is that
Bourdieu’s field offers a wider framework which might let researchers get free

from certain restricting dualities in the field®. The definition of the space in

-

* The Hermans, in Translation in Systems, devotes a whole chapter 10 the discussing of
possible solutions to overcome the limitations of the current systemic approaches in TS
(Hermans provides detailes comments on the Works of theorists and researchers like

Lambert and Jean-Marc Gouanvic.) Hermans, while talking about Gouanvic’s research,
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which Turkish literary translators operate will largely be based on Bourdieu's
concepts of “field” and “habitus”. The framework drawn by his definition of
“field”, unlike the systemic approaches in TS, also includes active agents (in
our case literary translators and editors) embedded in their respective social
contexts and granted an active, multifaceted array of positions. Bourdieu’s
concept of field also aims at grounding the agents’ actions in an objective
network of social relations, thus allowing us to find “falsifiable” (Tymoczko
2002: 20) answers to our questions regarding the observable positions of
translators.

in Bourdieu's conception of “agency”s, agents occupy “the diverse
available positions (or in some cases creating new positions)” (Johnson 1993:

7). If translators are taken as agents operating in the field of translation, they

states that “according to Gouanvic, the sociology of culture as developed by Bourdieu can
remedy these shortcomings because it consistently combines the semiotic with the social”
(Hermans 1999: 132).

4 spccording to Bourdieu's theoretical model, any social formation is structured by way of a
hierarchically organized seriés of fields (the economic field, the educational field, the political
field, the cuftural field, etc.), each defined as a structural space with its own laws of
functioning and its own relations of force independent of those of politics and the economy,
except, obviously, in the cases of the economic and political fields. Each field is relatively
autonomous but structuratly homologous with the others. Its structure at any given moment is
determined by the relations between the positions agents occupy in the field. A field is a
dynamic concept in that a change in agents’ positions necessarily entails a change in the
field’s structure” (Johnson 1993:6).

> “n any given field, agents occupying the diverse available positions (or in some cases
creating new positions) engage in competition for control of the interests or resources which
are specific to the field in question. In the economic field, for example, agents compete for
economic capital by way of various investment strategies using accumulated economic
capital ... In the cultural (e.g. literary) field, competition often concerns the authority inherent

in recognition, consecration and prestige” (Johnson 1993: 7).
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might undertake many different strategies. Gouanvic, for instance, talks about
translators discovering texts to be translated and then acting “as series
editors or literary directors’ (Gouanvic 2002: 99). This dynamic conception of
agency may allow us to situate the modus operandi of literary translators
acting in the literary space. The concept of “agency” in Bourdieu's model also
lets us observe the nature of the relations among literary translators. In
Bourdieu’s model, agents “engage in competition for control of the interests
or resources which are specific to the field in question ... In the cultural (e.g..
literary) field, competition often concerns the authority inherent in recognition,
consecration and prestige” (Johnson 1993: 7). Struggle of such nature among
literary translators might also account for the dynamic structure of fields.

To sum up, it can be said that the theoretical framework of the present
study is a merging of the Polysystem and the cultural theory of Bourdieu. Both
theories offer useful concepts to focus on cultural agency and on strategies of
action. In general, Polysystem Theory’s analysis of intrasystemic relations
and its focus on agency and Bourdieu’s analysis of the internal structures of
the literary field (Bourdieu 1998) within the general framework of his cultural
theory offers us a solid ground for an analysis of the concept of translative

agency in the Turkish literary field.

17



1.2 Methodology

The methodological framework of this proposed study, parallel to its
theoretical framework, ‘will be an eclectic one, in that it will strive to combine
the descriptive-empir'\cal with those of critical-interpretative ones’® (Crisafulli
2002: 27-28). The widening scope of methodologies in Translation Studies

has also been voiced by Jose Lambert.

“Sp far none of our theoretical models has really adapted to those very
new cultural circumstances. This is why the approach to very
contemporary translation phenomena may have to start on quite a
new basis, taking the general communication environment into

consideration” (Lambert 2002: 214).

In a similar line of thought, Maria Tymoczko, in her essay entitled “Connecting
the Two Infinite Orders: Research Methods in Translation Studies”, offers
research methods which might combine “linguistic” and “cultural studies”
approaches 0 translation, thus focusing on the role of culture in the
contextualization of the realities of translation (Tymoczko 2002: 9).

Since this proposed study will be based on observable data, it will have

descriptive and empirical components. But { will also try to conceptualize and

-

& Edoardo Crisafulli, in his paper ‘The Quest for an Eclectic Methodology of Translation
Description’, tries to work out a feasable methodological framework for historical research. He
tries to add to the descriptive-empirical approaches an interpretative touch, because he
thinks “we ought to enhance their explanatory power and theoretical sophistication within an

eclectic view of transtation studes” (Crisafulli 2002: 28).
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interpret the data that | will draw from the interviews | have had with the five
editor-translators under study: Celal Uster, Ulker Ince, llknur Ozdemir,
vurdanur Salman and Cevat Gapan. Through these data | will try to have
some clues about their personal dispositions, or their habituses, and the
nature of the field in which they have been operating.

The methodological framework of this study will be bilateral:
explanatory and interpretative. The descriptive side of this methodological
model will try to establish the nature of the different positions assumed by
Turkish editor-translators of the 1990s. The study will try to analyse the
different positions assumed by these agents. The contextualisation of these
different rules will be based on Even-Zohar's and Bourdieu’'s terms like
cultural entreprenuership, image-making, idea-making, habitus, field and
capital. The aim of this descriptive study is to expose the nature and position
of agents as structuring and structured entities operating in and shaping the

cultural fields.
1.2.1 The Selection of the Editor-Translators

Since the main focus of this study is on the positions of agents operating in
cultural fields, the primary sources of the present study comprises interviews
with five literary translators who have also worked (or still work) as editors for
literary publishers in the 1990s. These five agents, Celal Uster, Ulknur
Ozdemir, Ulker ince, Yurdanur Salman and Cevat Gapan, will be named as
editor-translators throughout the study. Apart from being literary translators,

they have all worked as editors and assumed different positions within the
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publishing industry. Their haVing assumed different positions in the field of
Turkish literary publication is the main reason for their inclusion in the present
study. | will try to contextualise the array of different positions they have
assumed by considering both the social factors of the field they have been
exposed to and their individual qualities. The different positions of these
editor-transiators will be analysed as different aspects of their agency using
Even-Zohar's and Bourdieu’s concepts. Another reason for the inclusion of
editorial positions is that editors as agents have different functions in the
target culture as “i‘dea-m‘akers”, “image-makers” and even “cultural
entrepreneurs’ (Even-Zohar 2003).

All of these editor-translators share similar positions in the field of the
Turkish literary publication. The ranges of products of the literary publishers
they work for exhibit similar patterns as well.

Since there is no specific sampling frame, the above defined selection
of editor-translators offer a non-probability sample (May 2001). The
conclusions drawn from the study might account for a different array of
relationships and positions a~ssumed by the agents operating in the Turkish

literary field.

1.2.2 Interviews and Data from the Media
The personal interviews held with the five editor-transiators mentioned

above aimed at finding out the different aspects of the agency and cultural

entrepreneurship of the agents under focus.
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in order to attain “a high response rate” and bring out a “flexible”
atmospehere (Frankfor_—Nachmias; Nachmias 1996: 237-238), the persons
interviewed were let free to describe in any way they want (May 2001: 125).
The open-ended questions, then, will be codified on a comparative basis to
dwell on the concepts the present study focuses on. | will use the interviews
to make the editor-translators’ views on their respective positions in the field
clear. Biographical data about the five-editor translators will be drawn from
both the interviews and the news items in the media. These news items will
also be referred to clarify the agents’ way of interpreting their individual

positions in the field and the field itself.
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1.3 Summary

in Chapter 1, 1 tried to offer an outline of my theoretical framework and
methodology. | tried to explain the impact of the «cultural turn” in translation
studies and how this shifted the focus of attention in the field to socio-cultural
aspects of translational phenomena. Following this brief outline of the “cultural
turn”, | tried to chart some previous research done in this vein. | tried to
outline the works of translation studies scholars who dealt with translatorial
issues from a socio-cultural perspective. | tried to give a general idea about
the studies of the scholars Itamar Even-Zohar, Rakefet Sheffy, Daniel
Simeoni, Jean-Marc Gouanvic and $ehnaz Tahir-Gircaglar. The common
point of all these researches is that they all dealt with translatorial issues On a
sociological and individual level by using Even-Zohar's and Bourdieu’s

conceptual frameworks.
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Chapter 2:

Cultural Theories and Translation Theories

2.1 The Key Concepts in Even-Zohar’s and Bourdieu’s Theories of Culture

An elaboration of the key concepts of Even-Zohar and Bourdieu will make it
clear that both of the theories offerus a framework for a wide range of cultural
phenomena. Even-zohar, with his general theoretical model, has offered a
conceptual framework in which the evolution and functions of literary systems
can be analysed. Polysystem theory was put forward by the israeli literary
and cultural theorist ltamar Even-Zohar as “alternative to the then current
ahistorical, static and text-oriented” approaches to literature (Codde 2003:
91). Other members of the Porter Institute for Poetics and Semiotics at Tel
Aviv University such as Gideon Toury, Zohar Shavit and Rakefet Sheffy have
also worked within the framework of Even-Zohar's Theory (Codde 2003: 91).
Having formalist and structuralist roots, polysystem theory can nNOW be
labelled as a dynamic structuralist model. The theory not only focuses on the
structures and interrelation of systems, but gives much thought to the concept
of agency a$ well. In a similar verin, Bourdieu’s cultural theory and
sociological approach is a reaction t0 the reductionist tendencies Of
structuralist and formalist approaches. Bourdieu’s focus on the concept of
agency and his crucial term habitus have been lately integrated into
polysytem theory as well (Even-Zohar 2002: 2003 and Sheffy 1997). Bourdieu

interpreted the classification systems Algerian natives use to order their
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reality not as products of an automatic logic of the human mind, but as the
results of the utility-oriented  strategies of social groups (Bourdieu 1999).
Bourdieu conceives social life as a game in which the players, agents, run
after not only economic stakes but symbolic stakes as well. As Axel Honneth
states in his article “The Fragmented World of Symbolic Forms: Reflections
on Pierre Bourdieu's Sociolog_y of Culture™

«  Bourdieu offers a theory of action which analytically puts
symbolic practices on the same level as economic practices, SO that
the former can be interpreted as strategies in the competition for

prestige or standing in the social hierarchy” (Honneth 1995: 186).

This theoretical framework of Bourdieu which puts in the centre the agents of
society and focuses our attention on the genesis and nature of social actions,
allows us to “transcend the opposition between science and its object’
(Postone, LiPuma and Calhoun 1993: 3) and offers us a more dynamic and
sounder base to consider social phenomena. Bourdieu's emphasis on the
above mentioned issues, and thus on the concept of ‘practice’ paved the way

for him to formulate his key concepts regarding social life in general.
2.2.1 Culture vs. Nature?
A comparative evaluation of the theories of Even-Zohar and Bourdieu might

justify the reasons for using the Bourdieuvian theory of culture in translation

studies. The two theories have many similarities as well as basic differences.
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The use of Bourdieuvian concepts in translation studies has
implications of a paradigmatic change and development. The putting info use
of such Bourdieuvian concepts like “agency” and “field” should not be
understressed as mere changes of naming translational phenomena. The
polysystems theory put forward by ltamar Even-Zohar has granted the
concept of “system” a dynamism which embedded translational phenomena
in an active cultural environment. Even-Zohar's “dynamic functionalism™
(Even-Zohar 1997: 3) was an important step which has enabled us to situate
translational phenomena in a cultural milieu. It can be argued at this point that
the Bourdieuvian model of culture and his “organic’ concepts of field and
agency might widen the scope of polysystems theory.

Although they seem quite contradictory as far as their geneses
and respective standing points are concerned -one having roots in Russian
Formalists and the other defining itself almost as a reaction against that- we
have many parallels between Even-Zohar's and Bourdieu's theoretical
models. Bourdieu, in one his pioneering works, criticizes theoreticians like
Even-Zohar for ignoring the impact of social agents in cultural change
(Bourdieu 1993: 31-32). Bourdieu argues that theoreticians like Even-Zohar
work on “abstractly defined” concepts like “intertextuality”, “network of

relations between texts” and »gystems”. In Bourdieu’s own words:

« _they forget that the existence, form and direction of change
depend not only on the ‘state of the system’, i.€. the ‘repertoire’ of
possibilities which it offers, but also on the balance of forces between

social agents who have entirely real interests in the different
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possibilities available to them as stakes and who have entirely real
interests in the different possibilities available to them as stakes and

who deploy every sort of strategy to make one set or the other

prevail’ (Bourdieu 1093: 34).

This piece of criticism by Bourdieu was originally written in French in 1983
and it should not be overlooked that Even-Zohar's theory has developed
since then. Today, we cannot accuse polysytems theory of not including the
concept of agency in its framework. As Even-Zohar himself asserts in one his
recent articles, “the built-machine of polysystem theory quickly suggests that
organization of life may be notonly a matter of more or less passive need for
orientation ... but perhaps more convincingly is a matter of active action”
(Even-Zohar 1997: 4). Indeed, one of the followers of the Polysystems
Theory, Zohar Shavit, draws our attention to the active positions of dominant

agents in determining the status of a cultural artifact:

“A text gains a high status not because it is valuable, but because
someone believes it to be valuable and more important, because
someone has the political-cultural power to grant the text the status

they believe it deserves” (Shavit 1991: 233).

Even-Zohar spends much thought on the concept of agency in his general
theoretical framework. While Even-Zohar talks about “the labor of agents as
items of transferred repertoire” (Even-Zohar 2002), he focuses on agents’

engagement “in the making of repertoire” and defines them as “agents of
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transfer” (Ibid.) Even Zohar's “special attention to the activity of the makers of
repertoire who areé at the same time agents of transfer” (ibid.) makes it explicit
that he does not ignore the concept of agency in his theory. 1t can also be
argued that, since his primary focus is on movements of import and export, he
situates the concept of agency on a two-dimensional axis. His agents are
defined by their respective repertoires and their movements between different
systems. All these, contrary to Bourdieu’s rather premature judgment, make
Even-Zohar's theory historical, dynamic and culture-oriented and bring the
two theories closer to each other.

There are other similarities between the two theoretical
frameworks. Polysystem theory focuses on the analysis of intrasystemic and
intersystemic relations. Similarly Bourdieu’s theory of culture might be defined
as an analysis of the nature and internal structure of cultural fields. These
similar focuses of the two theories seem to suggest a certain degree of
compatability pbetween them. Neither of the theories focuses solely on
system—internal analyses. While the polysystems theory of Even-Zohar's is
based on a dynamic structuralism which enables it to deal with larger cultural
issues as well, Bourdieu’s general theory of culture is essentially aimed at
dealing with these issues from a perspective as wide as possible. In other
words, none of the theories are restricted with structuralism. Polysystem
theory, while trying to account for the behaviour and evolution of literary
systems, also takes into consideration the function of agents operating in a
literary system, thus focusing on intersystemic elements (Even-Zohar 2002;

2003). Bourdieu’s positioning the literary field as @ whole in the structure of
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the field of power (Bourdieu 1994, 1996) makes his theory intersystemic as
well.

it might also be argued that both Even-Zohar and Bourdieu
define the literary system or field as a space where struggles take place for
the attainment of cultural prestige or -in Bourdieuvian terms- of cultural or
symbolic capital. Within this framework, Bourdieu's focus is on the positions
of authors as agents in the field (Bourdieu 1996). Even-Zohar similarly
focuses on the changing positions of models. The changing positions of
models entails the movement of the author who creates or uses it (Even-
Zohar 1990; 19-20). In Bourdieu’s view, these struggles that take place within
the field among the agents of that field are inevitably conflicts of definition. in
other words, agents perceive the field in which they operate from their own
positions shaped by their own habituses and other social factors. In

Bourdieu’s words:

« each [party] is trying to impose the boundaries of the field most
favourable to its interests or -which amounts to the same thing- the
best definition of conditions of these membership of the field (or of
tittles conferring the right to the status of writer, artist or scholar) for

justifying its existence as it stands (Bourdieu 1996: 223).”
Polysystems’s focus on the position and displacement of models within a

given system similarly entails redefinitions of what is considered legitimate

and thus allowed in the center.
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When we compare the way in which two theories’ define the
place in which agents operate -Even-Zohar's system and Bourdieu’s field- we
again come across striking parallels. Bourdieu’s ideas on the dynamic nature

of the field and the intrusion of new groups of producers info the field are as

follow:

“When a new literary or artistic group imposes itself on the field, the
whole space of positions and the space of corresponding possibilities,
hence the whole problematic, find themselves transformed because of
it: with its accession to existence, that is, to difference, the universe of
possible options finds itself modified, with formerly dominant
productions, for example, being downgraded to the status of an
outmoded or classicél product ... Each position-taking (thematic,
stylistic, and s0 on) is defined (objectively and sometimes intentionally)
in relation to the universe of position—takings . The meaning and
value of a position—taking (artistic genre, particular work, and so on)
change automatically, even while the adopted stance remains
identical, when the universe of the substitutable options simultaneously
offered to producers and consumers is changed” (Bourdieu 1996: 233-

34).

The above quotation shows that Bourdieu's and Even-Zohar's ideas on the
position and movement of authors and repertoires are quite similar. The
quotation also shows that both Bourdieu and Even-Zohar's thinking have

structuralist and systemic roots.



Considering the above listed similarities and parallels between
the theories of culture put forward by Even-Zohar and Bourdieu, one might be
led to the crucial question of why the two theories could be regarded as
complementing each other. The reason for this might best be explained by
referring to Eagleton’s etymological musings on the concept of “culture” in
one of his recent books tittled The Idea of Culture (Eagleton 2000). The
dichotomy between culture and nature to which he draws our attention is an
apt opposition by which we can also explain the basic differences between
Even-Zohar' and Pierre Bourdieu’s cultural theories.

Eagleton begins his book with a chapter devoted solely to the
different meanings of ‘culture’. He reminds us of the fact that the word

‘culture’ has been etymologicélly derived from ‘nature’

“One of its original meanings is ‘husbandry’, or the tending of natural
growth. The same is true of our words for law and justice, as well as of
terms like ‘capital’, ‘stock’, ‘pecuniary’ and ‘sterling’. The word ‘coulter’
which is a cognate of ‘culture’, means the blade of a ploughshare. We
derive our word for the finest of human activities from labour and
agriculture and manurance of minds’, in a suggestive hesitancy
petween dung and mental disctinction [ ...]1 The Latin root of the word
‘culture’ is colere, which can mean anything from cultivating and

inhabiting to worshipping and protecting” (Eagleton 2000: 1-2).

Eagleton thus draws our attention to the fact that the word “culture” originally

had denotations of “activity”. However the current suggestions and scope of



the concept offer a definition of culture as “entity”. Eagleton, while tracing the
historical transformation of the concept of “culture” argues that “culture” has
come to be an abstraction of itself.

Bourdieu’'s theory of culture, within this framework might be
regarded as a reaction to this very “apstraction” of culture. Bourdieu’s theory
is against the reductionism of structuralist and systemic approaches. It might
pe argued that Bourdieu overcomes this reductionist approach by focusing on
the practices of individuals. His dual focus of individual and society in his
theory of cultural practice enables us to deal with the concept of “culture” on a
wider axis.

As Eagleton argues in his The Idea of Culture, ‘culture’ as a
concept embodies within itself many oppositions which are the main problems

and axes of study in many social sciences:

“Within this single term, questions of freedom and determinism, agency
and endurance, change and identity, the given and the created, come
dimly into focus. If culture means the active tending of natural growth,
then it suggests 2 dialectic between the artificial and the natural, what

we do to the world and what the world does to us’ (Eagleton 2000: 2).

Similarly, Bourdieu’s theoretical interest in the notion of field and its
associated attributes (habitus, capital and strategies) foreground the above
mentioned attributes. Bourdieu's definition of the concepts of agent and field
as both “structuring structures” and “structured structures”; his differentiation

between symbolic and cultural capital, his focus on “positions’ and “position-



takings” in a given field: hence his notion of a dynamic field, bring about a
framework in which we can broaden our focus. As Eagleton argues, following
the fact that ‘culture originally means husbandry’ (ibid.;4), that the concept of
seylture” “suggests both regulation and spontaneous growth” (Ibid.), Bourdieu,
in a similar way, tries to explain the organic and inorganic elements of culture
at the same time. Similar to the original etymological meaning of the word
culture as Eagleton elucidates in his book, Bourdieu deals with the interplay
of the regulated and unregulated simultaneously.

All these complementing parallels and similarities between the
two theories, along with théir respective concepts, offer a conceptual
framework in which researchers can study the nature of active agency in any

given cultural field.

222 Systems and Fields

The Bourdieuvian concept of field corresponds to the social spaces where
agents who contribute to the production of cultural works are situated. For
Bourdieu, any “gystem of production or circulation of symbolic goods” (i.e.,
cultural products) is a “system Of objective relations among different
institutions” (Bourdieu 1985: 17). On the other hand, a rigid conception of a
system only allows for seemingly mechanical movements of import and
export among different social, cultural or literary spaces. Naming such a
cultural space not as a system, but as a field, allows us to pinpoint the “active

tending” (Eagleton 2000:2) of the agents within their respective space.



Similarly, Even-Zohar's twofold conception of culture, “culture-as-goods” and
«culture-as-tools”, makes his cultural theory a dynamic one in the sense that it
incorporates both individual and ihstitutional factors. '

In parallel to Bourdieu's metaphor of “games’, the concept of field
helps us understand the true spirit of Bourdieu's sociology and theory of
culture. As discussed earlier, the very name of field brings about connotations
of a dynamism which find directs roots in nature as opposed to culture
conceived in static and structuralist notions. Fields, for Bourdieu, areé social
spaces where social activities are organised and carried out in accordance
with certain rules and under the guidance of various stakes within the
respective fields. Apart from referring to social spaces where actions are
generated, fields in Bourdieu}’s theory are important also for their autonomy
and their embodying symbolic production.

Bourdieu explains the genesis of the autonomy of field on a historical
and differential basis. According to this historical scheme, the first field, which
was constituted in Greece in the fifth century B.C. is that of philosophy, which
pbecame autonomous with respect to the political and the religious fields. As

Bourdieu explains in Pascalian Meditations:

-

1 «n the conception of culture as tools, culture is considered as a set of tools for the
organization of life, on the levels of both collectives and individuals. These ‘tools’ are
basically of two types. passive tools, which are procedures with the help of which ‘reality’ is
analyzed, explained, and gets to ‘make sense’ for human beings ... Active tools, which are
procedures with the help of which an individual can handle any given situation, as well as

produce any such situation” (Even 7ohar 2002: 76).
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«“The philosophical field is undoubtedly the first scholastic field to
have constituted itself by achieving autonomy with respect to the
developing political field and the religious field, in Greece in the fifth
century BC, and the history of this process of autonomization and the
creation of a universe of argument governed by its own rules is
inseparable from the history of the process which led from analogical

reason (that of myth or rite) o logical reason (that of phi\osophy)”

(Bourdieu 2000: 18).

in a similar vein, ltamar Even-Zohar, in his article “ldea Makers, Culture
Entrepreneurs, Makers of Life Images, and the Prospects of Success’,
attributes this autonomy of the Greek philosophica\ field to the agents

operating within this field:

“The next group of idea makers, making their appearence in Greece
of the late fifth century B.C., emerged with Socrates (470'?—399) as its
leading and exemplary figure. They already forestall the modermn
prand of idea-makers, pbecause they no longer needed divine
legitimisation. Instead, they were ready to take all responsibility upon
themselves, believing in their ability as human beings {0 create their
own ideas with critical categories that can be created and negotiated

by the individual human brain® (Even-Zohar 2003: 8).

The process of differentiation mentioned above can also be observed in

Renaissance italy, and the fields of science, literature and art became



autonomous with regard to the philosophical field. These symbolic fields, on

the other hand, seem to have been constituted by repressing the economic

dimension of symbolic production:

“The repression of the material determinations of symbolic practices
is particularly visible in the early moments of the autonomization of
the artistic field. Through the permanent confrontation between
artists and patrons, painterly activity progressively asserted itself as @
specific activity, irreducable to a simple labour of material production
that could be evaluated purely in terms of the value of the time spent
and the paint consumed, and consequently claiming the status

accorded to the noblest intellectual activities” (Even-Zohar 2003:20).

This repression of the material aspects of a field remind us of Daniel
Simeoni's discussion of the subservience of translators throughout history in
his article “The pivotal Status of the Translator's Habitus” (Simeon'\ 1998).
Simeoni, while discussing the submissiveness of translators as a mode of
behaviour, compares this translatorial submissiviness with the writers’
relations with their patrons in the past (Simeoni 1998: 9). In Simeoni’s
argument, which runs parallel to that of Pierre Bourdieu’s, the possible
emergence of an autonomous field of translation seems to depend on an

economic disinterestedness and symbolic prestige on the part of translators:

«“The claim is not sO much that translators to this very day have been

factually dependent on patrons, protectors, clients and other fund-



and-advice providers in their creative activities. In this respect,
translators are not unlike authors until their nineteenth century.
emancipation in the wake of the yarious movements of

Enlightenment spreading through Europe” (Ibid. p.11)

In a similar vein, Bourdieu, in his The Rules of Art (Bourdieu 1996), argues
that the tendency towards the autonomy of art and literature begins as soon
as the artist or the writer signs his work in order to authenticate with his name
the expression of will to stylé and form, thus liberating it from a religious or
political end. It is also significant to note that, the definition of the concept of
field in Bourdieu’s theory has much to do with the position of agents operating
in their respective fields.

To sum up, it can be argued that the Bourdieuvian concept of field
suggests that cultural universes have a specific logic of functioning and their
own rules, which means that they enjoy a certain degree of autonomy. This
autonomy comes aboutina historical process by which the activities in a field
free themselves of the d'\fferént types of constraints related to the conditions

of production.
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2.2.3 Agents, Entrepreneurs and Image Makers

Even-Zohar's inclusion of the concepts of “repertoir’ and “options” in his
definition of culture?‘ (Even—Zohar 1994: 2) again shifts our attention to his
focus on the concept of agency. in Even-Zohar's words, “repertoire
designates the aggregate Of rules and materials which govern both the
making and handling, or production and consumtion, of any given product’
(Even-Zohar 2000a). According to Even-Zohar, culture planning, triggering
new repertoires and creating new options, are done by active agents as
individuals or groups of people.

Entrepreneurial labor of the agents holds an important place in Even-
Zohar's conception of culture. Even-Zohar, in his paper titted “Culture
Repertoire and the Wealth of Entities”, aftributes the production of repertoires

to active agents:

“Repertoires, of components of prevailing repertoires, are constantly
created by people ... The producers of such repertoires may be
anonymous individuals whose labour is accidental. On the other
hand, deliberate labor may be involved in the making, either by

individuals or by moré or less organized groups whose explicit
24 culture can be conceived of as an aggregate, of repertoire, of options which organizes
social interaction” (Even-Zohar 1994. 2) Even-Zohar's dgefinition of culture exhibits 2
parallelism to that of Swidler's. Here is Even-Zohar quoting swidler's definition: “culture is a
repertoire Of ool kit of habits, skills, and styles from which people construct ‘strategies of

action” (Even-Zohar 2000: 392)
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purpose may be to create shifts and exercise control” (Even-Zohar

2000: 394).

Even-Zohar's idea of agency is very dynamic and complex. For Even-Zohar,
people operating in @ cultural system aré not only agents, but idea makers,
culture entrepreneurs and makers of life images. Idea makers for Bourdieu
are “people who are capable of designing new options by brainwork” (Even-
Zohar 2003: 8). Such people proliferate options by putting forward new ideas
into the system. Within this framework, idea makers can pbe deemed as
“option devisers” (Even-Zohar 2002; 2003). Their actions create ideas
convertible to options. Even-Zohar, while considering the nature of producing
and promoting options, elaborates his conception of agency even further and
suggests calling “active promoters of options as cultural entrepreneurs”
(Even-Zohar 2003: 9). These agents are also “engaged in the creation of new
or alternative ideas for the repertoires of culture” (Ibid.) on a more Soico-
cultural level. Even-Zohar also points to the fact that, «the making of new
options has also been carried out in history through images, metaphors, and
the depiction of alternative, different, or new models of life” (Ibid.) This is
chiefly done through literature and the agents operating on this level are
called makers of life images. The labour of makers of life images, like that of
idea makers and cultural entrepreneurs, can serve as a source for ideas that
could be converted to the creation of new of alternative options.

The concept of agency occupies a central position in Bourdieu's theory
of culture. Within the Bourdieuvian framework which tries to offer a sociology

at the individual level, the concept of agency should be judged as the social in



its individual form. Thus, agents in Bourdieu's theory aré not only individual
subjects of practice, but also socially constructed entities.> Agency is
perhaps, after the concept of habitus, the most important aspect of Bourdieu's
theory in that it unites the subjective and the objective in itself. In Pascalian
Meditations, Bourdieu himself argues that social agents aré products of both
their individual qualities and the social facts they find themselves in (Bourdieu
20000). |

Agents in Bourdieu’s theory perform their respective acts based on “the
identification and recognition of conditional, conventional stimuli to which they
are predisposed to react’ (Bourdieu 2000: 138) and they also act “to generate
appropriate and endlessly renewed strategies” (Ibid.). This dual genesis of
social action directly corresponds fo the Bourdieuvian concept of habitus as @
set of structuring and structured dispositions. The dispositions that constitute
the habitus are acquired through social practice and although they may differ
from individual  to individual, variation is limited by the particukar social
positions occupied in social fields. Agents occupying the same field share
similar habituses and reproduce the culture of their shared social fields. All
these also correspnd  with Bourdieu's notion of class. As Rakefet Sheffy

pinpoints in a review:

“Bourdieu’s notion of ‘class’ is neither 2 ‘named’ group of people,
defined merely on the basis of their sharing similar ‘conditions of

3 As Bourdieu himself indicates in “The Social Space and the Genesis of Groups”™ 1 wanted
to show that the individual existed not just as individual but as 2 social product and that a

generat‘we principle Was at work” (Bourdieu 1985).



living’, nor an abstract structure of living attributed to a hypothetical
group, but something in between: real group, constructed of people
in proximity in the social space, sharing (producing as well as

modeled by) similar dispositions and practices’ (Sheffy 1991: 809).

These dispositions of agents in a society are not objectively determined. Nor
are they exclusively the product of free will. They aré produced by the
interaction of the social context and the social action of agency. Neither are
they random nor completely organised as they tend to form patterns and
sequences across time.

The practices of agents involve conscious, intended action and
UNCONSCIoUS, unintended action at the same time. Within the social practice of
sport or game play for example, the expert player develops a certain ‘feel’ for
the game which enables him/her to respond and act unconsciously. This is
what Bourdieu refers to as embodied learning through which trained actions
are not the result of logical reasoning but occur through processes which take
part outside conscious control. As Bourdieu asserts in Pascalian Meditatons,
«we learn bodily” and “the social order inscribes itself in bodies’ (Bourdieu
2000: 141). performance in sport, games and other kinds of daily social
practices occurs largely at subconscious levels through which cultural
dispositions aré expressed and reproduced. Movements and actions of
agents in society aré initially conscious, but as they become smoother, more
natural and efficient through embodiment they bhecome embedded in the body
as a ‘second nature’ and are not the result of conscious understanding. In

pascalian Meditations, ‘Bourdieu explains the process of this bodily
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embodiment within the framework of acquiring masculine and feminine codes

of behaviour:

“The essential part of the learning of masculinity and femininity tends
to inscribe the difference between the sexes in bodies (especially
throgh clothing), in the form of ways of walking, standing, looking,

sitting, etc.” (Bourdieu 2000: 141).

From a Bourdieuvian perspective then, we can argue that agents are
defined according to their dispositions, habituses (or habitual dispositions),
practices and the forms of capital they have. in other words, almost all the
key concepts of Bourdieu's theory aim at understanding the place and
nature of agency in society. Bourdieu's special emphasis in his conception
of agency also shows his stance towards structural theories, since these
theories at certain points fall short of explaining the dynamic and relative

aspects of the concept of agency.

2.2.4. Repertoires, Models and Habituses

The formulation of the concepts repertoire and models brings to one’s mind
the Bourdieuvian concept of dispositions which constitutes one's habitus. The
concept of repertoire in the polysystem theory can be defined as “the
aggregate of laws and elements (either single, bound, or total elements) that
govern the production of texts.” ...(Even-Zohar 1990c:17) or “the shared

knowledge necessary for producing (and understanding) a ‘text’ as well as
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produc'mg (and understanding) various other products of the literary system”
(ibid.: 40). So we can talk about different repertoires for being a writer, a
reader, a translator or & literary agent. Within the general framework of
polysystem theory, any change of models also entails many social factors
pehind them. Within this framework, the Bourdieuvian concept of habitus
might be used to explain the nature and status of various models and

repertoirs in any given field. As Sheffy points out, the term habitus

may explain how cultural models help to maintain social
cohesion and interdependencies, as well as social distinctions”

(Sheffy 1997: 37).

As the implications of the Bourdieuvian concept of habitus makes it clear, the
repertoric options of agents in @ cultural field are highly dependent on the
agents’ respective habituses. Each agent or cultural entrepreneur or maker of
life images, in Even-Zohar's terms, brings forth repertoirs in accordance with
their habitual dispositions. These habitual dispositions, as é Bourdieuvian
theoretical construct, finds a paral\el in Even-Zohar's models as implied
instructions. The schemes of personal perception may come out as different
repertoric options that are shaped by both individual and social factors.

Bourdieu, in Distinction makes a similar point about the field of sport:

“Because agents apprehend objects through the schemes of
perception and appreciation of their habitus, it would be naive 1o

support that all practioners of the same sport (or any other practice)



confer the same meaning on their practice or even, strictly speaking,

that they are practicing the same practice” (Bourdieu 1984: 209)

The term habitus, which has also been used by other thinkers
throughout intellectual history* gains a new meaning in Bourdieu’s sociology.
Habitus is one of the key concepts of the Bourdieuvian sociology which seeks
to overcome the oppositional relationship between structure and agency. As
Bourdieu asserts in In Other Words, “the notion of of habitus, an old
Aristotelian and Thomist concept that | completely rethought, can be
understood as a way of escaping from the choice between a structuralism
without subject and the philosophy of the subject’ (Bourdieu 1990: 10).

Bourdieu sees the relationship between the individual and his/her social world

-

4 pDaniel Simeon, in his famous article tited “The pivotal Status of the Translator's

Habitus™gives us a@ brief conceptual genealogy of the concept of habitus:
“The notion of habitus is anything but new. Aristotle (Categoriae 8) refers to it as hexis,
i.e., quality of being of ‘dispositions’ characterized by stability and permanence, as
opposed to diathesis (changing disposition) and pathos (simple accident). He cites two
such ‘quaiities’ of hexis: the sciences, and virtue (the latter specifica\iy defined as thexis
proairetike, ie., as ‘habitus dependent on and creator of, choices’ — thus clearly
anticipating Bourdieu's conceptualization. When conceived of as an attribute of human
beings, hexis is associated witha ge, character, social standing, distinction and birth
(Rhetorica 1, 8, 13862, 26). Most relevantly for students of language in context, Aristotle
establishes a strong association petween (i) hexis as ‘those dispositions only which
determine the character of a man's! ife’ and (ii) stylistic variation. A person’s hexis is said
to be ‘reproduced’ in his or her style of speaking (Rhetorica 1, 7, 1408a, 27-31)

(Simeoni 1998: 15)



as a mutual possession; habitus can be regarded as the embodied sensibility
of the individual that makes possible structured action and improvisation.
People perceive of their physical environment in different ways that are
shaped by their habitus. Generally speaking, the habitus is constituted by the
dispositions, inclinations and schemes of perception and appreciation with
which the individual interprets social situa’(ions.5 While talking about the key
concept of ‘dispositions’, Bourdieu explains:

«| am talking about dispositions acquired through experience, thus

variable from place to place and time to time. This feel for the game’,
as we call it, is what enables infinite number of ‘moves’ to be made,
adapted to the infinite number of possible situations which no rule,

however complex, can foresee” (Bourdieu 1990: 9).

The term habitus, in a way, refers to individuals’ different ways of acting and

engaging in social life. The relationships between individuals and the shared

——

5 This, to a certain extent, might be compared with tamar Even-Zohar's concept of repertoire:
“Repertoire designates the aggregate of rules and materials which govern both the
making and handling, of production and consumtion, of any given product ... In the case
of making, of producing, We can speak of an active operation of a repertoire, or, aS an
abbreviated term, an active repertoire. in the case of handling, of consuming, on the
other hand, we can speak of passive operation, or @ passive repertoire. The terms
suggested here ar efor convenience only; the repertoire is neither ‘active’ nor ‘passive’,
but can be used in different modes in two differenrt circumstances, as described above,
namely, in an event where a person produces something, in contradistinction to an event

where a person ‘deciphers’ what others produce’ (Even-Zohar 1997: 20).
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beliefs all come together in habitus. These dispositions and inclinations
embodied in habitus can also be labelled as personal taste. Formed through
social experiences, each person’s habitus is unique, but people in similar
fields or social positions and who have gone through similar social contexts
develop similar habituses. To sum up, the concept of habitus can be defined
as a durable set of socially cbnstructued predispositions that structure social
action.

In Bourdieu’s sociology which seeks out to overcome the dichotomy of
the subjective and the objective, the term habitus turns out to be a kind of
meeting point where institutions and bodies overiap. As a system of individual

dispositions, habitus generates individual actions. As Bourdieu explains:

“The habitus, as society written in the body, into the biological
individual, enables the infinite number of acts of the game — written
into the game as possibilities and objective demands — {0 be
produced; the constraints and demands of the game, although they
are not restricted to @ code of rules, impose themselves oOn those
people — and those péople alone — who, because they have 2 feel for
the game, a feel, that is, for the immanent necessity of the game, are

prepared {0 perceive them and carry them out” (Bourdieu 1990: 63).

Bourdieu situates the genesis of action in a relationship petween the
institution and the person. As far as the genesis of individuals’ actions is
concerned, the concept of habitus frees us from the structuralist and limiting

framework of norms, pecause the habitus is both structured’ and ‘structuring’.



Out of what meets with approval or doesn’t, what works of doesn't,
individuals’ develop @ characteristic way of generating new actions:

“Each agent, wittingly of unwittingly, willy nilly, is a producer and
reproducer of objective meaning. Because his actions and works are

h he is not the producer and
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2.2.5 Capital
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(Even—Zohar 2000: 398).
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On the other hand, Bourdieu’s conception of cultural goods is more elaborate.
Bourdieu also takes into account other parameteres of wealth: “gxpressed in
acquired positions, levels of organizedness, mutual aid between members of
the collective abilities to act, sense of self confidence, access to enterprising
options, and more” (Even 7ohar 2000: 398).

The concept of capital is oné of the most crucial bases of Bourdieu's
theory. It should be noted at the outset that the Bourdieuvian concept of
‘capital differs from the Marxian conception of capital in the sense that the
Bourdieuvian concept of capital rejects the notion of economic determinism.
Since Bourdieu's initial aim is to work out a sociology in which the subjective
and the objective can be dealt with simultaneously, Bourdieu focuses ON the
practices of agents who have to expend their effort and work out strategies to
gain goods. The acquirement of any kind of capital is achieved by
accumulation and transformation of struggles in 2 given field. However,
Bourdieu argueés that actions of the individuals are not triggered by economic
goods only. In Bourdieu’s theory of culture, each field has its own distinctive
rules and stakes of play, which bring about different kinds of capital.

in Bourdieu’s model there are three main kinds of capital: social,
economic and cultural. Bourdieu conceives the concept of capital as
something both material and symbolic. One's social capital might comprise of
one’'s social connections. One's economic capital may take the form of
factories, farms or some acquired skills. Bourdieu’s conception of cultural
capital is threefold: institutional, objectified and embodied. One's institutional

capital might be formal credentials such as university degrees and school
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diplomas. What Bourdieu means by objectified capital refer to cultural goods
such as books, instruments -or art works. Embodied capitals refer to long
lasting dispositions of the mind and body, such as talents.

Apart from all these, one’s traits such as accumulated prestige,
celebrity and honour are labelled as symbolic capital. According 1o Bourdiey,
“one of the most unequal of all distributions, and probably, in any case, the
most cruel, is the distribution of symbolic capital” (Bourdieu 2000: 241). The
reason for this unequal distribution is the respective importance of symbolic
capital in any field. It is symbolic capital which grants agents respectability

and consecration. As Bourdieu states in Pascalian Meditations:

«gyery kind of capital (econom'lc, cultural, social) tends (to different
degrees) t0 function as symbolic capital (sO that it might be beter to
gpeak, in rigorous terms, of the symbolic effetcs of capital) when it
obtains an explicit or practica\ recognition, that of a habitus structured
according to the very structures of the space in which it has been
endengered. In other words, symbolic capital ... 18 not a particular
kind of capital but what every kind of capital becomes when it is
misrecognized as capital, that is, as force, @ power of capacity for ...

explotation, and therefore recognized as \egit'\mate” (Ibid. 242).
Bourdieu's model of diverse forms of capital, very much like his OWn

conception of social sciences, is a dynamic oné in that different forms of

capital are convertible. The institutional cultural capital obtained by 2a
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university degree or school diploma can be converted into financal capital
through the particular type of work to which it provides access.

Like all other Bourdieuvian concepts, the concept of capital in
Bourdieu’s cultural theory is closely linked to social facts. Bourdieu's
conception of capital is not only an abstract theorizing of the term, but also @
sincere attempt to deal with theory without ignoring the practical level. Thus,
for Bourdieu, even more important than the concept of capital itself, there
emerges a tendency to find out “a specific logic behind the accumulation of
symbolic capital” (Bourdieu 1990: 22). Bourdieu, while talking about his early

studies and analyses of honour, argues that:

1]

the idea that struggles for recognition are a fundamental
dimension Of social life and that what is at stake in them is the
accumulation of a particular form of capital, honour in the sense of
reputation and prestige, and that there is, therefore, a specific logic
behind the accumulation of symbolic capital, as capital founded on
cognition [connaissance] and recognition [reconnaissance]; the idea
of strategy, as @ way of directing practice that is neither conscious
and calculated, nor mechanically determined, but is the product of
the sense of honour as a feel for that particular game, the game of
honour; and the idea that there is a logic of practice, whose
specificity lies above all in its temporal structure” (Bourdieu 1990:

22).

As the example above whose focus is the acquisition of honour in society

shows, individuals’ striving for (symbo\ic) capital is deeply rooted in the actual
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aspects of social life and there is always a specific logic and strategy behind
the concept of capital. At this point, Bourdieu's notion of capital is closely
linked with the actual practices of individuals.

The relation between the Bourdieuvian concept of capital and his theory of
culture in general might remind us itamar Even-Zohar's distincition of “culture-

as-goods” on the one hand and sculture-as-tools” on the other.

“In the ‘culture-as-goods’ ‘conception, culture is considered as a set and
stock of evaluable goods, the possession of which signifies wealth, high
status, and prestige ... Clearly, for those who practice this conception,
these goods aré viewed, and sensed, as wyalues' ... A considerable
impetus to this method has been Bourdieu's contribution to  the
understanding of the nature and mechanism of the Exchange of these
goods [...1 in the ‘culture-as-tools’ conception, culture is considered as a
set of operating tools for the organization of life, both on the collective and

individual levels’ (Even-Zohar 2000: 389).

After making this distinction between the two terms, Even-Zohar stresses the
importance of the “culture-as-too\s” concept in understanding individuals’
actions. Although Even-Zohar refers to Bourdieu's cultural theory under the
“culture-as—goods” heading, Bourdieu's conception of capital is closely linkéd

with actual life and agents’ strategic actions as discussed above.
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2.3 Summary

In Chapter 2, | tried to focus on the theoretical frameworks of ltamar Even-
Zohar and Pierre Bourdieu on a wider and comparative level. | wanted 1O
show that both of their theories of culture offer researchers useful conceptual
tools to deal with translatorial issues on a cultural and sociological level. In
Chapter 2, | tried to explain the concepts | found most relevant to my study of
the editor-translators. Even-Zohar's concepts of repertoires, idea-making,
image-making and cultural—entrepreneurship and Bourdieu’s concepts of
habitus, agent, field and capital have been briefly explained. | concluded that
all these offer us @ useful conceptual frameworkK in which we can focus on

translative agents as individuals.
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Chapter lil

The Habituses of the Editor-Translators Under Study

3.1 Initiation into translatorial agency

3.1.1. Habitual dispositions

In the first section of Chapter 3, | will analyse the way the editor-translators
under study define their initiation into the profession of literary translation and
editorship. What Celal Uster, Ulker ince, llknur Ozdemir, Yurdanur Salman
and Cevat Gapan say about the way they became literary translators offers us
a great deal of knowledge about the nature of their translatorial agency. The
way they define their initiation into the profession reveals much about their
habitual dispositions and how their social environment shaped these
dispositions into 2 translatorial agency. in Simeoni's words, in this chapter,
will try “to dig out their personal trajectories by way of simple interviews
(Simeoni 1998:32). My data in this chapter will largely be drawn from the
personal interviews | held with the five editor-translators under study.

When we look at the way the editor-transiators were initiated into their
professions of literary translators and editors, we come across a similar
pattern in that their translatorial habituses were shaped mostly by their
personal interests in language and literature. Their way of describing their
respective processes of initiation into the field of translation offers us many
clues about the general translatorial habitus shared by the editor-transtators
under study. When asked how they have become literary translators and what

it takes to be a literary transtator, the editor-translators have all talked about a
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spontaneous initiation into the field and used such words as “interest” and
“curiosity”.

Ulker ince states that after she acquired a certain degree of fluency in
another language, she “felt a spontaneous desire to translate”;
(“kendiliginden, ceviri yapma istegi uyand!’, ince 2004: 117). Ulker ince, who
graduated from the English department of Sehit Gazi Egitim Enstitist in
Ankara in 1958, also states that after she took her degree in English in 1974,
she developed an interest in “how to render a text written in a foreign
language into her mother-tongue”; (“kendi dilimde bu nasil olur diye bir merak

vards”, ince 2004: i). ince further explains this interest in the following way:

“This was not an interest in being a translator as such, it was an
interest in language, 2 love of literature and reading; it was a
combination of all these”

“_..cevirmen olayim diye degil, dile merak, edebiyat sevgisi, okuma
meraki, bunlarnn bilesiminden” (Ince 2004: 117).

Olker ince acknowledges the fact that she felt “an impulse to be part of the
literary world”; (“edebiyat dinyast iginde yasamanin bir durtist vardl’, ince
2004:117).

Celal Uster, who has a BA degree in English in 1969 similary states

that his interest in translation was preceded by an interest in literature:

“It definitely starts with an interest in literature. You start reading a lot,

you become absorbed in literature and in the meantime you read
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foreign writers extensively. | don’t know how | simply made my way

to translation. | started translating some texts.”

ilgi duymakia basliyor mutlaka. Gok kitap
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(Uster 2004: 127).

Uster also states that his interest in translation was triggered “unconsciously”

Imadan”, Uster 2004: 127). However, immediately after stating this
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ilknur Odemir, who has a BA degree in Business Administration in
1970, is an interesting case in that the nature of her initiation into the field of
Turkish literary publication has been different from the other four editor-
translators this study focuses on. She started translating only in 1991. She
got her first translation job in 1991 and she became an editor in 1995
(Ozdemir 2004: 140). The fact that although she was comparatively new in
the field and very popular and well-known at the same time makes her an
interesting figure. Her story might show us that not only personal tendencies
and habitual dispositions, but the dynamics of the field an agent operates in is
important in determining that agent's position. Ozdemir states that she had
worked for a big holding for many years before she dedicated herself
completely to translation and it was not her initial aim to be a translator:
“Being a translator was not something | had in mind”, (“(}evirmenlik kafamda
olmayan bir seydi’, Ozdemir 2004, 135). When explaining how she became
an editor, llknur Ozdemir also gives UsS clues about how she started

translating literary works:

“My job as editor for Can Publishers began after | became a
translator. | started translating in 1991 and | have been working as an
editor since January 1995: so it has been nine years Now. Like my
initiation into literary translation, my being appointed as an editor

happened by coincidence.”

“[Yaymcmglm] gevirmenligimden sonra baslad!. 1991 yiinda ben
cevirlye bagladim. Yayincl olarak 1995 Ocak ayindan itibaren
calisiyorum, yani dokuz yil oluyor. Cevirmenlige baglamam gibt,
yayinciliga baglamam da hasbel kader oldu” (Ozdemir 2004: 140).
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Ozdemir later explains that she had been working as a financial manager in
Can Publishers, but when the former editor-in-chief quit the job, the owner of
the publishing house apointed liknur Ozdemir as the editor-in-chief (Ozdemir
2004: 140). &zdemir also explains the fact that at the beginning of her
profession she did not know what was expected of her as a translator and she

had to rely on her “instincts” when she was translating her first book:

“Let me say this as well, when starting the job | did not know whether
| would be a translator or not. | mean, | did not know whether my
sample translation was good or bad ... | did it all by instinct and

handed it in; it was later understood that | was doing it well.”

“Sunu da soyleyeyim, ceviriye baglarken ben gevirmen olup
olmayacagimi bilmiyordum. Yani benim gevirdigim ve ornek cevir
olarak yayinevine verdigim metnin iyi mi kotd mii oldugunu da
bilmiyordum ... Tamamen ic;_gudmerimle yaptim ve verdim ve iyi
yaptigim sonradan anlasildi” (Ozdemir 2004: 135).
With the word “instincts” Hzdemir refers not to her initiation into the field, but
to the very act of translation and how she acquired the skill. This might also
be read as a direct statement from &zdemir that she did not have any training
in literary translation. This is another aspect of Ozdemir that makes her
different from the other editor-translators, because all the others have
degrees of English.
Yurdanur Salman, who 1S a gradute of English in 1960, when talking

about her initiation into the profession mentions personal perceptions and

tendencies. Salman also argues that literary translators have a special
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As the above qoutation clearly shows, Salman equates her translatorial ability
with a deep interest in language which manifests itself, in her case, as an
effort to increase the expressive potential of the Turkish language (Salman
2004: 145). Salman also argues that it is translators’ duty to develop the
expressive potential of language.

Almost all the editor-translators under study have been aware of the
fact that they would not be earning much money by translating literary works.
However, they have also said that they have translated because they loved
the activity. Perhaps the most analytic explanation for this seemingly
paradoxical situation comes from yurdanur Salman, who argues that the
sintellectual reward” of literary transiation is larger and more satisfying than

the financial one:

“perhaps behind all these lies the wish to win the confidence of the
readers, to be appreciated and to be recognized, because if there is
no financial encouragement to strive for, what are we after? As a
translator you communicate with people. There happens to be a
writer in every translator. [Literary translation} provides an

extraordinary intellectual reward.”

“Belki gliven kazanma, takdir kazanma, sevilme istegi var tim
bunlarin ortasinda, cunk parasal tesvik yoksa, bagka bir sey yoksa,
neyin pesinde kosuyoruz? insanlarla gevirmen olarak iletisim
kuruyorsunuz. Zaten her yazin gevirmeninde bir yazar vardirg. Mithis
bir entelektiel sdula var’ (Salman 2004: 147).

Cevat Capan defines his initial interest in literary translation as a “modest

enthusiasm” (Gapan 2004: 155). He also states that, for him “translation is a

58



kind of reading”, (“bir cesit okuma ugras!”, Gapan 2004: 155) and his main

interest lies in poetry and drama.

3.1.2. Social Environment

The social environment in which the editor-translators operated in also plays

an important position in the shaping of their translatorial habitus. Most of the

editor-translators acknowledge the fact that both their personal tendencies

and interests, or to speak in Bourdieuvian terms, their habitual dispositions1

and their social environment have been of great importance in the shaping of

their translatorial habituses.

Olker ince, when trying to define her prominence among other literary

r that her translatorial habitus has been shaped

translators, makes it very clea

by both her personal tendencies and social environment:

«“This difference has, of course, been created by personal tendencies,

. tendencies which are carried onto the

tendencies [of the translator]

present from birth. And then there are the tendencies brought about by

the environment the translator lives in.”

bii ki, kisisel olarak insanin getirdigi bazi egilimler
tirdigi _egihmler var. Sonra, yasadig! cevrenin
var” (Ince 2004: 117).

«gy fark! yaratan, ta
var, dogusuyla g€
olusturdugu egilimler

vironment, ince deems it as one of her “advantages’

As for her own gocial en

(“Bir artim belki bu”, Ince 2004:

“This is, perhaps, one of my advantages’,

us refers to a set of durable and transposable positions of an agent that

! pierre Bourdieu’s term habit
ing at the same time.

are both structured and structur
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t of her early days, she states

117). While describing the social environmen

that she has been among the most eminent literary figures:

“From a very early stage, since | was eighteen or nineteen, | have lived

among the most well-known poets, novelists and writers of Turkey, like

ilhan Berk, Ece Ayhan, Pinar Kiir, Adalet

Cemal Siireya Atalay,

Agaoglu; all the literary figures you know.”

n itibaren Turkiye'nin en bilinen sairleri,
m.Cevat Sureya Atalay, Lhan

“On sekiz on dokuz yasinda
diginiz herkes vardt”

romancilari, yazarlarl arasinda yasad!
Berk, Ece Ayhan, Pinar Kur, Adalet Agaoglu, bil

(ince 2004: 118).

The nature of Ulker ince’s literary environment is significant because her
already being among the great literary figures has given her a certain degree
urished her interest in

of self-confidence which might have encouraged and no

literary translation:

s, being accepted by them gives you self-

“Being recognized by writer:

enses: it lets you declare

confidence. Self-confidence is useful in two

n do the translation you are supposed 0

your independence; you ca

do. Independence. Self-confidence and independence.”

inde bilinmek, kabul ed

veriyor. Bu guven, iki bakimdan insanin isin
ilan edebilmeni sagliyor. Yapman gereken cevi
6zgurluk. Glven ve szgurlik” (ince2004: 121).

iimek, insana bir guven
e yariyor: bagimsizhgini
riyi ben artik yapabilirim;
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Self-confidence, as Ince states, has not only encouraged her 10 translate
literary works, but it also proved her with a «freedom against the publishers
and editors who were ignorant about translation”, (“Ceviriden anlamayan
yayinevi sahiplerine, editorlerine karsl kazandigim bir ozglrluk’, ince 2004:
121). As Ince’s remarks make it very clear, her independence and self-
reliance as a literary translator largely depends on the self-confidence and
freedom she gained in and through her literary environment.

Celal Uster also acknowledges the impact of his social environment in
which he started translating. Uster states he first transiated short pieces like
essays and poems for literary magazines like Cagdas Elestiri and Yeni Dergi
(Uster 2004: 127). He also acknowledges the encouragement of eminent
literary figures like Adnan Benk, Bertan Onaran and Memet Fuat.

Uster is a graduate of The English High School, Robert Academy and
has his degree from the English department of lIstanbul University. This
educational packground rooted his interest in translation. He was also one of
the editors of the literary magazine jzlenim published by the students of
Robert Academy.

As for llknur Ozdemir, although she states that her initiation into the
Turkish field of literary publication is largely by coincidence, her education in
istanbul Alman Lisesi and the Department of Business Administration of
Bogazigi university introduced her with German and English. Unlike the other
editor-translators discussed in this study, Azdemir does not state that she
was part of a literary environment in her early days. However, she
acknowledges the fact that she read books in English and German during her

high school and university years (Ozdemir 2004: 135).
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When asked about the impact of her social environment on her
initiation into translation, Yurdanur Salman mentions her deep interest in
reading and writing in her childhood, but as for substantial initiation into
literary translation was triggered by Memet Fuat and his circle in Yeni Dergi.
The fact that she is also agraduate of the English department of istanbul
University provides her with a literary training.

Cevat Capan, a graduate of Robert College like Celal Uster, also
acknowledges the impact of the social and cultural environment of his high
school. Capan states that he translated poems for the school magazine
jzlerimiz and he also took part in the preparation of the literature section of
the annual Record of the Robert Academy (Gapan 2004: 156). In later years,
Capan has been among some eminent literary figures like Mehmet Fuat and

Sabahattin Eyliboglu, with whom Capan has worked together.

3.2 The nature of the profession

3.2.1. Aspects of Agency

My focus in this section will be on the ways how the five editor-translators
under study define their profession. The nature of their perceptions of their
professional status is important in the sense that they will give us clues about
the position of literary transliation as a profession in the field of Turkish literary

publication.
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This second section of Chapter il will also analyse what kind of agents
these five editor-translators are. My analysis on their agency Wil largely
benefit from the conceptual framework of Even-Zohar, because it seems 10
me that although Pierre Bourdieu foregrounds the concepts of agency in
sociological studies, in the case of translation studies Even-Zohar offers a
wider conceptual grid in which we can situate the many aspects of
translatorial agency. Even-Zohar's concepts of «“dea-making” and “image
making” (Even-Zohar 2003) will be used to contextualise the diferent array of
positions assumed by the five editor-translators under study. Since all of the
five editor-translators offer new repertoric options into the field and since they
consciously deal with culture, | have designated them as “idea-makers” and
“image making’.

It will also be argued in this section that their assuming different
positions (i.. working as a journalist, editor, academician or & translator of
technical texts) offers them a financial disinterestedness in the field of literary
translation. This makes it possible for them to translate what they like and to
decide on their pace of working. The choice of authors they have translated
and the books they have edited will be analysed to excavate both their

personal preferences and the effects of the field.

Ulker Ince perceives the field of Turkish literary publication as an area
of struggle between translators and publishers. She defines the relatiqnship
petween a literary transtator and his/her publisher as “the mutual agreement
of someone ignorant and an expert’, (“cahil biriyle uzman birinin anlagmast’,

ince 2004: 122). Her definition makes it quite clear that she perceives the field
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here agents are after

ting as an area of struggle W

in which she is opera
translator

different stakes to survive. Ince thinks that the only way for a literary
profession and to be independent of the ills of the

to have his say in his
nslator of different genres.

publishing industry is to be an efficient tra

or her consciousness in many other

“|If the translator can exhibit his
gain confidence and

genres as well, only then he or she would

independence.”

irse cevirmen, O saglam

cini ortaya koyabil
n kazanie® (Ince 2004:

“Cok farkh turlerde de bilin
virmen pzglrlagl

bir guvene donisur ve ¢€
122).

When explaining the qualities a literary translator should have in order 1o
s the importance of the quality of her

among others, ince stresse

stand out
jousness. For ince, the inde

pendence of a literary

translations and her consc
urance of the translation and the

ends on the quality and end
usly’, (“gevirinin

translator dep
that she is acting conscio

translator's making it clear
niteligiyle, surekliligiyle ve rastlantisal olmadigint bilingli gbstermekle ilgili”,
ince 2004: 122). ince, apart from being a literary translator, also worked as an
996 and forTelos Publishers

editor for Can Yayinlari between 1989 and 1

n 1996 and 2000.
acting consciously manifest

he field of literary publication

betwee
in her statement

s itself

ince’s stress on
has not

that her approach to translation and to t

changed after she started working as an editor:
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“Ahen | was translating, | have always acted as a quality editor of my

own; | have understood this and that's why there was nothing new for

me to learn when | became an editor.”

“Cevirmenken, editormis gibi kendi gevirimin nitelikli bir editora gibi
davranmisimdir hep; onu gbrdum ve bunun igin editorlikte yeni bir
sey gérmeme gerek kalmadi” (Ince 2004: 122-123).
Ulker ince, like the other editor-translators, acknowledge the fact that literary
translation is not a profitable profession; like Yurdanur Salman, who deems
the “intellectual reward” (Salman 2004; 147) of translation as more important
than money, Ince also states that she likes the work itself. Being consciously
aware of the fact that there is no prospect of earning money in the profession,
she states that she is “jealous of the work itself”, (“isi kiskanmak”, ince 2004:
123). Even this statement alone proves that ince greatly enjoys working with
a text written in a highly literary style.

Celal Uster, when asked about the status of literary translation
as a profession in his life also states that it is impossible for one to make his
living by translation only. By the word profession, he understands “being able
to make your living with your work”, (“Ben meslek deyince, bu isten geginmeyi
anhyorum. Yani parasint O isten cikartmak’, Uster 2004: 128). As for the
present status of literary transiation in his life, Uster, similar with most of the

other editor-translators, states that he has great love for the activity:

“That's to say, it is for me a hobby, something | do by forcing myself

and also something | do, beacuse | very much want to do.”
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“Yani yari hobi, yari zorlayarak, yarn ok yapmak istedigim igin
yaptigim bir is su anda’ (Uster 2004: 128)

In our analysis of the perception of these editor-transiators of their
profession, it is interesting to note that Celal Uster finds a similarity between
authorial and translatorial habituses. Uster states that literary translators have
to be in the background (Uster 2004: 129) while foregrounding and rendering

the original author's style in their translations:

«“pg a result, the translator, in my opinion, has to be the author of
whose work he is translating. Translators are of course like a kind of

chameleon.”

“Sonugta gevirmenler her yazarla o yazar olmak zorunda bence.

Elbette bir thr bukalemondur cevirmen” (Uster 2004: 129).
Uster later makes it clear that literary translation cannot be actualised only by
a linguistic competence. For him, a literary translator has to have a kind of
author in him/her.

Uster has worked as a journalist for twelve years, between 1982 and
1994, and he has not translated much during that time (Uster 2004: 130). He
states that he still earns his living by working for newspapers and magazines.
He is currently working as an editor for P Sanat Kiiltir Antika, an art
magazine on culture and the Antiques. He is at the same time one of the
editors of Okuyan Us Publishers. Uster's regular reviews published in the
Radikal Kitap, the literary supplement of Radikal offers him a high degree of

visibility in the field. He has been writing for Radikal Kitap since 2001. Since
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2001, Uster has been preparing a special page titled ‘Yerylzi Kitapligr’ for
Radikal Kitap. In these pages, Uster writes reviews of newly published books,
talks about books published abroad and not yet translated into Turkish,
discusses the current state of the Turkish literary field etc. Most interestingly,
in some of his writings he deals with problems regarding Turkish translators
and the publishing field. In other words, Uster creates a space in which he
deals with translatorial issues, introduces books published abroad and acts a
an active agent between cultures. For example, in one of his reviews
published in Radikal Kitap and dated 14 September 2001, he talks about
Robert Burton’s (1 577-1640) The Anatomy of Melancholy first published in
1651. The reason for Uster's writing this review is that Burton's book was
republished in England and the title was being highly praised at the time. By
introducing this literary event that has taken place in England to the Turkish
public, Uster clearly acts as a mediator between the two cultures. His reviews
published in Radikal Kitap are usually in this vein. In Even-Zohar's terms, we
can say that he is creating new options for the Turkish literary repertoire and
thus he is an “idea-maker”’ (Even-Zohar 2003). Even-Zohar, in his article titled
“|dea-makers, Culture Entrepreneurs, Makers of Life Images, and the
Prospects of Success’, explains that intellectuals offering new repertoric
options are idea-make‘rs or cultural entrepreneurs (Even-Zohar 2003: 8).
Within this framework, Uster can also be labelled as an idea-maker.

Refore analysing the naturé of ltknur Ozdemir's agency, I will firstly
focus on how she perceives her profession. ilknur Ozdemir worked as an
editor in Can Publishers between 1995 and 2004. While talking about her

experience as an editor, Ozdemir emphasizes the fastidiousness and
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responsibility with which she carries out her job. Throughout her interview,
she exhibits a clear awareness of her profession situated among between
different cultures. As an editor, Ozdemir is an interesting example in that she
has acquired a high degree of prominence as both a literary translator and an
editor in only ten years. When we look at her personal trajectory of translated
books, we can see that she has mostly translated well-known and best-selling
writers (See Appendix B). It is clear that her having translated these well-
known writers has offered her a high degree of visibility in the field. In
Bourdieuvian terms, Ozdemir has the advantage of a high symbolic capital
which she gained through her translations. However, we should also consider
how she came to translate those well-known writers. When talking about her

being editor, Ozdemir states that:

“| have that pleasure; because it is me who chooses books for
translation; when making that choice and the deals for the books, |
often say to myself, well | would like to translate this myself; there are

many such books.”

“O keyfim var, yabancl ceviri kitaplarini ben sectigim icin Kitabl

secerken alirken, sdzlesmesini yaparken bunu ben c¢ok gevirmek

isterim deyip cevirdigim kitaplar cok” (Ozdemir 2004: 138).

In the above statement of Ozdemir, it is quite clear that she is taking
advantage of her status as an editor in Can Publishers. Since she is the one
who shapes the publishing repertoire of Can Publishers, in Even-Zohar's

terms she is deliberately acting as an idea-maker or an option deviser (Even-

Zohar 2003). Ozdemir can also be regarded as a power-holder in the field
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since she has a status at the top of the publishing house and makes the
choice of translators and other junior editors. As a “‘power holder” and
“planner”, Ozdemir takes advantage of her situation by transiating the authors
she likes. As Even-Zohar states, “power holders and planners may acquire
the domination or control of a given entity” (Even-Zohar 1994: 14). Ozdemir is
herself aware of her priviliged situation and acknowledges the fact that “but
there is no such possibility for any translator outside the publishing house”
(Ozdemir 2004: 138) to translate what he or she likes. This privilige of
Azdemir is clearly evident in her list of translated books (See Appendix B).
Ozdemir's first published translation is Auster's The Invention of Loneliness
which was published in Turkish in 1991. To this day &zdemir has translated
39 books. From 1991 to 1995, when she became an editor, she has only four
translations. However, when she became an editor in 1995, we see a great
increase in the number of her translations. In 1995 only, she has 6
translations. From another angle, we can say that of the 39 books Ozdemir
has translated, only 4 of them belong to the period preceding her editorship. It
is clearly evident that Ozdemir's above mentioned advantage of translating
what she likes has been granted to her only after she became an editor. Apart
from power-holders like her, this privilige can also be gained by one's high
esteem or the symbolic capital they have in the field. Celal USter and Cevat
Capan, for example, making use of their symbolic capital, can have the
privilige of translating whom they like.

Most of the titles Azdemir has translated belong to contemporary and
popular, bestselling literary writers. Among these writers we can mention Paul

Auster, Toni Morrison, Paul Bowles, Graham Swift, Umberto Eco, John
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Updike, Arundhati Roy, Hanif Kureishi and J.M. Coetze. When explaining her
choices and her criteria shaping her choices of books for translating herself,
Ozdemir says that she likes “translating difficult books” (Ozdemir 2004: 142),
which brings to one’s mind the sintellectual reward” Yurdanur Salman
mentions (Salman 2004: 147). In the case of liknur Ozdemir, we see a close
link between her personal repertoire and the symbolic capital she has
acquired throughout her career.

As for Yurdanur Salman, who stands out as a seemingly more
conscious cultural entrepreneur among the other editor-translators, often
states that her initial aim in her agency is to increase the expression power of
the Turkish language. She was one of the editors of “Kuram Dergisi” between
January 1993 and September 1998. This theoretical magazine in which many
theoretical essays concerning languge and literature have been published
offered Yurdanur Salman a space in which she could act as an agent working
with the Turkish language. Salman herself expresses that her initial aim in
publishing that magazine was to enrich the Turkish language in terms of new

terms (Salman 2004: 149). She also states that:

“While doing all these, of course, my cause is, as | have said just a
moment ago, to strengthen the Turkish language; | believe | am
indebted to language; | choose this path consciously.”

“Btin bunlart yaparken de tabii, benim derdim, Tirkge'nin demin
s@yledigim gibi yerine oturmast, eggUdUmIenebilmesi, dilin glcinin,

Turkge'ye kars! bir borcum var diye distinuyorum, bunu bilingli olarak
seciyorum” (Salman 2004: 149).
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At this point, Salman distinctly emerges as 2 “culture-planner” (Even-Zohar
1994), because in the case of Kuram Dergisi, she clearly states that she is
filling a gap in the Turkish culture: “sNew Terms do not come into use. The
special dictionaries of Turk Dil Kurumu are no longer published and
translators cannot have access to these terms. My cause is these terms.
Kuram has initiated out of this need. | mean, there was a cause in its
publication”; (“Yeni terimler donanima girmiyor. Tark Dil Kurumu'nun uzmantik
sozlukleri de artik gikmiyor ve gevirmenler punlara ulasamiyor, benim derdim
bu terimler, Kuram bundan gikti. Yani yayincilikta bir amag vardi”; Salman
2004: 151).

Another aspect of Salman’s cultural entrepreneurship manifests itself in
her attempts to introduce the foreign literary fields to Turkish literature.
Salman was elected the General Secretary of the Turkish Pen in 1991 and
this placed her in a space where she could act as an agent between the
Turkish literary field and the foreign ones. In her interview she underlies the
need to create a motion from the Turkish literary field towards the foreign
ones (Salman 2004: 151). As for her personal repertoire of translations,
Salman again seems fo have treaded a conscious path on her part. About

the kinds of books she has translated, she states that:

«| mean, | have not chosen such a path consciously. | have tried to be
myself. Perhaps, becuase | have been a great reader and again,
perhaps | have started life as an academician, | have always translated

serious works ... Theoretical books, essays, quality fiction, | mean |
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have come here with my personal readings and | have started with

these.”

“Yani bilingli olarak boyle bir yol secmedim. Ben ben olmaya g¢aligtim.
Belki bir kere cok okudugum igin, belki akademik olarak hayata
basladigim igin, hep ciddi seyler oldu cevirdiklerim ... Kuram kitaplart,
denemeler, nitelikli yazin yapitlari, yani okuduklarim beni buraya getirdi
ve ben bunlarla basladim” (Saiman 2004: 148).

In the above qoutation she makes it clear that her readings shaped her
repertoire. Unlike ilknur Ozdemir, she has also translated serious theoretical
works. Her translations from Suksin, Popovig, Berger and Fromm for
example, reflect her personal interests. Apart from Kuram Dergisi, Salman
was the ditor of many other literary periodicals. Yeni Dergi, where she states
she first started literary translation, was perhaps the most important one in
her life. She worked there with Memet Fuat and his literary circle and between
1960 and 1970 she was the sécond editor for the periodical. Salman was also
an editor for Yazko and Metis Ceviri. These were two important periodicals on
translation. Salman was an editor for Metis Ceviri from 1987 to 1992.

Yurdanur Salman’s position as secretary-general in Turkish Pen is also
an important aspect of her agency. She worked there from 1991 to 1993.
During that time she published the Turkish Pen Reader. This was an
important publication, becase it introduced the Turkish literature to foreign
literary fields. Salman’s function here can easily be defined as a cultural-
entrepreneurship.

Salman states that she has consciously resisted the publishers’

pressure on her to translated faster (Salman 2004: 149). Like Ozdemir, she
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has always chosen the books to translate on her own. Deciding on her pace
’of translation and repertoire on her own makes it clear that Salman has a kind
of independent status in the field. She can resist the publishers’ financial
interests. It is clear that she has acquired this independence by the quality of
her translations. In other words, she has acquired for herself a Bourdieuvian
symbolic capital from which she derives her independence.

Cevat Capan also has a personal trajectory which is much parallel to
his habitual dispositions. Gapan is a graduate of English and he has his BA
from Cambridge University. He has taught English in istanbul University,
Mimar Sinan University, Bogazici University and Yeditepe University. His
academic background has clearly offered him a prominence in the field of
Turkish literary publication. Capan, in his interview, clearly states that his
main interest lay in “poetry and drama” (Capan 2004: 155). In other words,
Capan’s interest in poetry and drama precedes his interest in transiation. His
verse translations have been published in literary magazines like Adam
Sanat, Secilmig Hikayeler, Varlik, Yeditepe and Yiicel. Capan is also a poet
and his first book of poetry titled “Don Guvercin Don” was published in 1985.
This was followed by three’ other books of poetry: “Dogal Tarih’ (1989),
«gevda Yaratan” (1994) and “Secme Siirler” (1998). Gapan is also recognized
as a great anthologizer of poetry and he has published many collections of
world poetry (See Appendix B). Sappho, Seferis, Yannis Ritsos, Odyseus
Elitis and Elizabeth Bishop are some Of the well-known poets Capan has
translated and/or anthologized.

Like Celal Uster, Cevat Capan contributes to Cumhuriyet Kitap,

another literary supplement. Capan prepares a page titled “Siir Atlast” for this



supplement in which he publishes translations of poetry from all over the
world. (See Appendix B for a list of poets published in “Siir Atlasl” between
1994-2000). Capan’s introducing many different poets from all over the world
in a regular manner exhibits his personal dedication to poetry. This brings into
one’s mind the “dedicated individuals” Even-Zohar mentions (Even-Zohar
2003: 1). If we regard Capan as an option-deviser in the field, we can also
say that he has successfully implemented his repertoric options. In the case
of “Siir Atlasy” for example, almost all of the poems appeared there were later

published as anthologies of poetry2 (See Appendix B).

-

2 ipek Seyalioglu’s MA thesis titled Anthologized Poetry from English and French in Turkish
Translation 1985-1995 provides detailed information on Cevat Capan as an anthologizer of poetry
(Seyalioglu 2003).
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3.3 Summary

In Chapter 3, | focused on the habituses of the five editor-translators under
study. | tried to learn about the nature of their initiation into the field. In order
to situate my data in a Bourdieuvian framework, | dealt with both their
personal dispositions and their social environment. This analysis made it clear
that the five editor-translators’ translatorial agencies were shaped mostly by
their personal interests in language and literature. The shaping of the editor-
translators’ habituses has also been affected by their social environment. In
Chapter 3, | also focused on the different aspects of the editor-translators’
agency. By analysing their translative and editorial trajectories, | tried fo
define their agency by Even-Zohar's concepts of “image-making” and “cultural

entrepreneurship”.
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Chapter IV:

The Field of the Turkish Literary Publication

4.1 The Dynamics of the Field:

My initial aim in Chapter IV is to make it clear that the nature of the editor-
translators’ agency is largely affected and shaped by the social, cultural and
economic aspects of thé field in which they operate. Therefore, in Chapter IV,
| will focus on the structure and dynamics of the market of the Turkish literary
publication in the 1990s. | will try to present a picture of the field by defining
the web of relations including the publishers, editors, literary agents and
translators that produce translations. | will later dwell on the different
definitions of the positions and functions of editors and translators to
contextualise the status of the five editor-translators under study. In Chapter
IV 1 will also focus on the editor-translators’ perception of the field in which
they are operating. This institutional and individual outlook on the field of
Turkish literary publication might shed some light on the contextualisation of
the positions assumed by the editor-translators. My data in this chapter will be
based on some statistics about the field and on my personal observations as
a participant observer, the interviews | held with the five editor-translators and

some news items about the publishing industry in Turkey.
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4.1.1 The Map of the Field of Turkish Literary Publication

In this first section of Chapter 4, | will attempt to present an outline of
the many aspects of the diverse publishing market. | will name and describe
the main parts of the market to give some clues about the nature of the field
in which translatorial agents operate. Datus C. Smith, in his book titled A
Guide to Book Publishing argues that there are four main elements of the
publishing industry: writer, press, bookseller and publisher (Smith 1994: 23).
Smith puts the publisher at the centre of the industry as an institutional agent
who determines the nature of a publishing enterprise and undertakes the risk
of publishing a book as a commercial good (Ibid.). Publishers as institutions
or individuals who produce different “repertoires” of publications can be
regarded as “culture-planners”1 and/or “cultural entrepreneurs” (Even-Zohar
2002/2003).

The success of any cultural entrepreneurship on the part of publishers
depends not only on financial sources, but on a strong collaboration of agents
working for the publishers. These agents working for publishers and
producing different kinds of publication are generally defined as editors. Brian
Mossop, in his book Revising and Editing for Translators, quotes the definition

for the occupation “editor” of Canada’s employment ministry:

“Editors review, evaluate and edit manuscripts, articles, news

reports and other material for publication or broadcast, and co-

I
1 Arzu Eker's MA thesis titled Publishing Translations in the Social Sciences since the 1980s
uses Even-Zohar's concept of culture-planning to define the positions of publishers in the

social sciences (Eker 2001).
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ordinate the activities of writers, journalists and other staff. They are
employed by publishing firms, magazines, journals, newspapers,
radio and television networks and stations, and by companies and
government departments that produce publications such as
newsletters, handbooks and manuals. Editors may also work on a
freelance basis. [In addition they may] specialize in a particular
subject area, such as news, sports or features, or in a particular type
of publication, such as books, magazines, newspapers or manuals”

(Mossop 2000: 10).

As the above quotation shows, editorship as a profession can be
practised in many different forms. The great diversity of positions assumed by
editors in the publishing market makes it difficult to draw clear boundaries of
editorship as a profession. Despite this problem of distinction in its definition,
editors constitute one of the most important parts of the publishing market.
Like publishers themselves, they might be considered as “culture-planners”
and/or “idea-makers” (Even-Zohar 2002-2003) on an individual and micro-
level.

Literary agents constitute another important part of the publishing
market. Literary agents represent the rights of authors and they deal with
negotiations between publishers. In Turkey, there are three literary agents,
Kesim, Akcal and Onk, who mostly act as mediators between foreign and
Turkish publishers.

The chart below shows the other parts of the publishing market as well.

It is interesting to note that although printed in a book written as a handbook
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for publishers, the chart does not include editors. The non-existence of

may be due {0 the fact that editors,

editorship as a profession in this chart

very much like translators, have not yet attained @ full professiona\ status.
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4.1.2. Facts of the Field of Turkish Literary Field

Especially in the last two decades of the twentieth century, from the
mid-1980s onwards and during the 1990s, private Turkish publishers were
largely interested in transiations of international literature (Paker 2001: 579).
This meant that many private publishing houses wanted to publish
prestigious, prize-winning and popular works of world fiction. Cevat Capan,

for example, hints at this shift of interest in the field:

«publishers might have different reasons for translating books. i
mean, in the 1960s, political reasons were dominant, later popular
culture became a dominant influence.”

“Yayincilarin kitap cevirtmek kaygtlari degisik nedenlerle olabiliyor.

Yani, altmiglh yillarda politik nedenler agir bastyordu, daha sonra
popiiler kuttar anlayist yayginlasti.” (Capan 2004: 157).

Unlike the 1940s and the 1950s, when the state-sponsored Terciime Burosu
(Translation Office) created an impetus in the translations of the classics
(Paker 2001: 579), the new interest of the 1980s and the 1990s meant that
the publishers had to follow the foreign publishing markets closely. Publishing
modern world fiction brought the Turkish publishers in closer contact with
foreign publishing houses. This had two implications for the Turkish literary
field: there arose a strong need for local literary agencies who would act as a
bridge between the Turkish and foreign publishers. It is no coincidence that

the first literary agencies in Turkey (e.g. Onk, Akcall and Kesim) were
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founded during the late 1970s and the beginning of the 1980s. Another
implication of the newly formed close ties with foreign publishers, which
became more apparent after the founding of the Turkish literary agencies,
was the slow change in the structure of the Turkish literary publishing houses.
The need to keep up with the foreign publishing trends meant that the
publishers were in need of qualified people who would recommend them
books to publish. Especially during the 1990s, Turkish literary publishers did
not want to be dependent solely on the literary agencies. In any case, the
only three Turkish literary agencies, Kesim, Akgali and Onk, have never been
able to represent all the books published worldwide. As the Turkish publishers
widened their range of publications, they felt the need to form direct relations
with the foreign publishers. As an immediate result of this, they began to
make use of translators as editors and/or foreign rights consultants. This
situation has been voiced by many of the editor-translators under study and
by other editors and translators as well (Uster 2004; Yalgin 2004). Celal Uster
argues that many publishers in Turkey have depended on their translators in

the choice of books to be translated:

“Many publishers in Turkey have consulted with their translators
about the books they have published. Let me put it this way, even
today many people at the head of publishing houses do not know any
foreign languages. They are nourished by translators and their

knowledge in one way or another.”

“Bircok yayinevi. yabanct kitaplari gevirmenlerden ogrenerek

yayinlamistir Turkiye'de. Soyle soyleyeyim, bugiin bile birgok
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yayinevinin basinda bulunan insanlar dil bilmiyorlar. Qevirmenlerden

beslenmislerdir, onlarin bilgilerinden beslenmislerdir. Su ya da bu
bicimde” (Uster 2004: 119).

One of the editors of Yapi Kredi Publishers, Murat Yalgin, draws our attention

to the problem of distinction between the positions of translators and editors

in Turkey:

“lsn’t it the case in Turkey that translators have undertaken the

functions expected of editors in a different way?”

“Turkiye'de editérin yapmast gereken isi farkli bir bigimde gevirmen
iistlenmis durumda aslinda, degil mi?” (Yalgin 2004: 33).

This indistinctness in and complexity of the definition of positions of
agents in the field is another aspect of the problems of institutionalisation in
the Turkish literary field about which the editor-translators complain (Uster
2004: Ozdemir 2004, Salman 2004; Gapan 2004: Ince 2004). We can
therefore assume that the emergence of a dynamic relationship between two
fields, namely the field of Turkish literary publication and the global field of
literary publication, changes not only the “repertoric options” (Even Zohar
2000a; 2000b; 2002) in the target culture itself, but the positions and status of
the agents operating in the target culture as well.

The 1980s and the 1990s have also witnessed a considerable increase
in the number of translations published by the Turkish publishers. Between

the years 1994 and 2000, {he Turkish publishing industry has grown by 35%
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(Yilmaz 2001). The development of the Turkish publishing market can also be

observed in the increase in the number of translated works as shown in the

Index Translationium:.

1400

1990-1991
m 19911992
[11992-1993
0 1993-1994
m 1994-1995
1995-1996
B 1996-1997
1997-1998
= 1998-1999
@ 1999-2000

1200

1000

800

600

400

200

(Index Translationum on http://databases.unesco.orqm_rans/xtra-form.html)

As the above table clearly shows, especially the first half of the 1990s
exhibit a great increase in the number of translations published. According to
the data of Index Translationum, the total number of translated titles between
the years 1990 and 2000 was 4819.

Another indication of the development and the internationalization of
the Turkish publishing market in the last two decades is the emergence of
book fairs. The oldest and the most popular of the Turkish book fairs is the
Tuyap Book Fair, which has come to represent the increasing interest in

foreign writers in translation. The fair was first held in 1982 with only 28
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publishing houses and since then the number of participant publishing houses

has increased steadily as shown in the table below:

400 m 1982
350 :, : 01984
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(The rates of publishers’ participation in TUYAP Book Fair between years

1981-2004.)

In recent years the number of alternative book fairs has increased. Kitap
Duinyasi Book Fair and Bogazici Book Fair are two of the recently organized
ones. Kitap Dunyas! Book Fair was first held in 2000. in 2001, 120 publishing
houses participated and there were 120 thousand visitors (Altug 2001). in
2000, 124 publishers participated in the Bogazici Book Fair and in 2001 the
number of participant publishing houses increased to 250. (Altug 2001).

The development of the Turkish publishing industry and the increase in
the number of published trahs\ated works also means that there is an ever

more increasing need for a large number of translators. Hence, it is not
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surprising that as they become more and more important for the Turkish
publishing industry, translators and editors wish to define their profession
more clearly and their need to be acknowledged as respected professionals
gets stronger. It can be assumed that the close relations between the Turkish
field of publication and foreign publishers have triggered a process of
differentiation of intellectual activities of the agents operating in the field.The
blurred boundaries between the positions and status of the agents
(translators, editors and literary agencies) working in the publishing market
has been voiced by many people working as translators and/or editors in the
field of Turkish literary publication. (Yalgin 2001; Kupusoglu 2001; Celal 2001;
Ozdemir 2001 and 2004, Ozpalabiyikiar 2001; Birkan 2002; Bigen 2002;

Anamur 2002; Ergiiden 2002).

4.1.3 Problems of Distinction in Professional Positions

Before focusing on the above mentioned blurred boundaries and
problems of distinction in editorial positions in the field of Turkish literary
publication, | will try to explain what is generally meant by the word “editor”. In
Brian Mossop's recent book on the cubject, Revising and Editing, Mossop

guotes different dictionary definitions of the verb “edit™

. assemble, prepare, of adapt (an article, a book) so that it's suitable
for publication;
- prepare an edition of (a literary author's work), especially by

researching manuscripts;
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- be in overall charge of the content and arrangement (of a
newspaper, journal; etc);

- reword, revise or alter (a text) to correct, alter the emphasis, efc.

In a joint interview made with some of the eminent Turkish editors,
Selahattin Ozpalabiyiklar, one of the editors of Yapi Kredi Publishing, talks
about the first instance of editorship in the field of Turkish publication (Yalgin
2001). Ozpalabiyiklar states that printing in the modern sense was started by
ibrahim Muteferrika (1670-1745), who first set up the printing press in the
Ottoman Empirez. Ozpalayibrytklar mentions the contents of a petition,
Vesiletii't-Tibaa, submitted by ibrahim Muteferrika to Damat Ibrahim Pasa
(died in 1730). According to Ozpalabiyikiar, in this petition ibrahim Miteferrika
explained the benefits of the printing press and also offers the first definitions
of the task of editors in the field of Turkish publication. n this petition,
Miteferrika stated that works to be printed needed to be typeset in a clear
and correct way so that students and teachers would be sure of the accuracy
of the books they read. Mutefferika, as Ozpalabiyikiar quotes in the interview,
also stated that “adding short indexes at the beginning and long ones at the
end of the books to be printed [would] make it easier for the readers to find

what they [were] searching for in the book” (Ozpalabiyikiar 2001:27).

e

2 Taceddin Kayaoglu, in his book Turkiye'de Tercame Muesseseleri (Institution of Translation
in Turkey), states that Damat [brahim Paga was interested not in warfare, but in cultural
matters. During the time he worked as a grand vizier for the Ottoman sultan Ahmet I, he
greatly encouraged the setting of the first print. Kayaoglu states that Damat lbrahim Pasa
wanted important works to be translated into Turkish and with this aim in mind, he called for

groups of transiators (Kayaoglu 1998: 30-31).
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Ozpalabiyiklar also mentions another petition presented to Damat
ibrahim Pasa by Ibrahim Mateferrika. In this petition, Muteferrika pointed 10
the need for a “careful proof-reading” of the indexes for “good and useful
works” and requested the employment of “people who could achieve this
task”. Ozpalabiyiklar also-mentions Sultan Ahmet 1l (1673-1736) who
appointed scholars and judges to edit and revise works to be published.
Ozpalabiyiklar offers this short history as marking the beginning of editing and
revising in Turkey (Ozpalabiyiklar 2001: 27).

Following the short history above, it can be argued that the introduction
of the printing press into the literary field in Turkey was immediately followed
by the employment of certain people as editors and revisors. Editors and
revisors, in a sense, emerged as a new class of professionals who would be
an important part of the publishing market.

In the same joint interview with the editors, Metin Celal from Parantez
Publishers, gives a comprehensive definition of the functions of editors in

contemporary Turkey:

“First of all, editors select the author or the work or they propose a
project for a new series. Thus, they create something that did not
exist before ... Then they have to present this work to the editorial
committee for approval. They later prepare 2 publishing programme
and a timetable. They deal with issues like copyright, finding a
translator and watch over these processes closely. When the first

reading is doné editors start to work with the author or the translator.

87



They decide on the cover of the book and how it will be presented.

They also deal with the promotion of the book.”

“Bir kere ya yazarl, ya da eseri buluyor veya bir dizi baslatiyor.
Ortada var olmayan bir ig gikaryor... Daha sonra bu eseri yayin
kuruluna kabul ettirmesi gerekiyor. Sonra yayin programini Ve is
planini  gikartiyor, telif haklarinin satin alinmasiyla, cevirmen
bulmakla ugrasiyor, bu isleri takip ediyor. Dosya eline ulastiktan
sonra ilk okuma yapiliyor, yazaria ve gevirmenle ortak bir galigma
igine giriliyor. Editor kitabin kapagina, nasil sunulacagina karar
veriyor. Kitap yayinlandiktan sonra tanitmina da kanstyor” (Celal;

2004).
All these definitions make it clear that editors have different positions and
there are many different sorts of editors. They find writers for publishers, deal
with reviewers, schedule the publication process, read manuscripts and/or
edit proper and make amendments on the texts to be published. Apart from
the lack of any clear and disctinct definiton of editing, it should also be borne
in mind that this problem of distinction regarding the editors and translators, in
the case of the field of Turkish literary publication, is closely linked with the

socio-cultural realities of the field itself.

4.2 The Agents’ Perception of the Field

When asked about their perception of the Turkish field of literary publication
and the position of Turkish literary translators in the field, the five editor-
translators dealt with in this study focus on similar points: the financially
insecure position of translators, the negative effects of the capitalist dynamics
of the publishing market, the problem of qualified translators in the market,

the inverse relationship bétween the number of published translations and
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their quality, the mis- and disrepresentation of translators in the media and
the problem of institutional representation of literary translators. All the editor-
translators under focus acknowledge the fact that oné cannot make his/her
living by translation only and this, along with all the other obstacles in the
field, deny literary translation a professional status.

When asked about the insecure status of literary translators in the

publishing houses, ince mentions that publishers are mainly after profit:

“Very simply, it's all related to money. It's about the rate of literacy.
There is a vast number of books translated, but only one among
them brings money to the publisher ... There is of course a
competition to find less qualfied people who translate for less money.

This is now the case; they aré anxious to find the cheaper translator.”

“Cok kolay, tamamen maddi, parayla ilgili. Okuryazarlk orant ile ilgili.

Tonlarca kitap gevriliyor, ama iclerinden bir tanesi yayimnevine para

kazandiryor ... Tabii ki daha ucuza, daha kalitesiz yapanlari bulmak
yoniinde rekabet var. Simdi dyle, daha ucuzunu nasil bulacagim
kaygis! guduyorlar (ince 2004: 125).

ince also mentions the problem of financial support for literary translators, but

she is hopeful about the translation awards given by Turkiye Is Bankas! and

Diinya Kitapevi in recent years.

Celal Uster also complains that literary translation has not gained the

status of a profession by which oné can make his/her living:

“For me, translation is still not a profession in Turkey. But [by the

word profession} | understand this: Suppose that | have been
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translating for thirty years; | should be able to lead the decent life of
an intellectual with the royalties from the books | have translated s0
far. If this cannot happen, we can't talk of a profession ... But of
course, the reasons for this are related to all the publishing world. It

is about the problems of Turkey, about culture.”

“Bence cevirmenlik bir meslek hala olmadt Tarkiye'de. Ama ben sunu
anhiyorum: Diyelim otuz senedir geviri yaptyorum yaklagik ve benim
artik, cevirdigim kitaplarla, bagka bir is yapmadan, duzgin bir aydin
hayatini strdurebilmem  gerekir diye dusunuyorum. Eger bu
olmuyorsa, bu bir meslek degildir zaten . . . Ama pbunun tabi
nedenleri butln bir yayin dinyastyla ilgili, Tarkiye'nin sorunlarn ile,
kulturle ilgili” (Uster 2004: 128).

Uster also comments on the inverse relationship between the number of

books published in Turkey and their quality. He argues that this is parly due to

the unprofessional handling of literary translation:

“Perhaps, the following points play a considerable part in the
publication of many translations poor in quality: many young people,
although they don’t have any intention of being a translator, apply to
publishers for translation jobs to earmn some money during their
university years, which is a kind of a transition period. There are
many such young people. And the publishing house gets the

translation doné for less money.”

“Bircok kotl cevirinin yaym\anmasmda belki sunun da h ic
azlmsanmayacak bir pay! var. bircok gen¢ insan, cevirmen olmak
gibi bir niyeti olmadig! halde, mesela ogrencilik déneminde, 9e¢is
donemi, ek bir gelir saglamak igin gidiyor yaylnevinden geviri aliyor.
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Bunlarin sayilar da ¢ok fazla. O yayinevi de bu tur insanlara geviriyi

ucuza yaptirtyor” (Uster 2004 133).
As for the negative influence of unqualified people in the field, llknur
Ozdemir complains about a different class of translators who consider

themselves qualified translators although they problem the necessary

educational background and experience:

“pye known many people who were presumptious enough to declare
themselves as master translators who had to have their own way

even after having translated only two books.”

“O dogrultuda, iki kitap cevirdikten sonra ben usta cevirmenim, ben
bunu boyle yapanm diyen gok kisi gordam.” (Ozdemir 2004: 139).

UJster states that there is a great problem of institutionalisation on the
part of literary translators (Uster 2004 132). Uster's comments on the weak
bonds among the Turkish literary translators draws our attention to the fact
that literary translators in Turkey do not have an institutional base in which
they can protect their basic rights in the publishing market (Uster 2004: 132).
In one of his articles Hasan Anamur, & translation scholar, states that literary
translation in Turkey has not reached a professional and institutionalized
status yet (Anamur 2002). Anamur states that the reason for this is the
ineffectual condition of the associations and/or foundations of literary
translators most of which were set up only recently. Anamur also argues that

institutionalization in the field can only be achieved with the help of a
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“qualified association for translators” such as the Aséociation of Translation
(Ceviri Dernegi) which was founded in 1999 (Anamur 2002).

®zdemir approaches the problem of institutionalization in the field from
another perspective. She draws our aftention to the fact that translators are
under-represented in the media and they are mostly invisible. About the

invisibility of literary translators, Ozdemir mentions that translators are under-

represented in the media:

“In my opinion, translators don't get enough attention in the press
and when they do, they are subjected to very sharp criticism.”
“Bence gevirmenlere yeteri kadar yer verilmiyor basinda ve verildigi
zaman da bu son derece kati elestiriler olarak karsimiza gikiyor”
(Ozdemir 2004: 143).
Ozdemir also complains about this situation in a News item published in
Sabah in 2003 about the state of literary translators in Turkey. She states that
“readers can praise the author for having written well, but not one of them
praises the translator for having translated well’; "Okuyucular yazarin cok iyi
yazdigin soyler ama hicbiri de ‘Cevirmen né glzel gevirmis demez,’ (Ozdemir
2003).
in one of her articles  titled “Qevirmen—YaylmCI Esglidumi”
(Coordinating theTranslator and the Publisher), Yurdanur Salman deals with
the problems of the field of Turkish literary field (Salman 2002). In her article,
Salman underline the importance of establishing clear-cut boundaries
between the positions and functions of translators and editors for the
institutionalization of the profession. Salman argues that publishing houses

should have an “organic structure” (Salman 2002). She suggests that
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publishers should be well-educated and responsible people. Salman
complains that Turkish publishers often lack these qualities:

“When we look at the biggest publishing houses in our country, we
full-time

come face to face with the fact that only few of them employ

professionals responsible for translations and editorial jobs like

revising and proof-reading.”

“(Jikemizdeki en blytk yayimevlerine baktigimizda bir ikisi diginda
diizeltmen, danigman Ve gevirmen

gogunun tam zamanli profesyonel
kadrolarinin bulunmadigini goruruz” (Salman 2002).

ns some problems of Turkish

In a similar vein, Cevat Capan mentio
s that publishers’ primary interest in profit results

literary publishing. He argue

in the sacrifice of quality of published translations:

“Many of the publishers are not fastidious enough about the quality

of translations, as @ result of their sole commercial interest.”

“Birgok yayinevi bu konuda yeterli titizlikle davranmiyor. Cunkd
yayincilikta ticari bir yaklagim var, ticari bir kayg! agir bastyor”’

(Gapan 2004: 156).

comment on the publication strategies of Turkish literary

Capan’'s following
e working in the field are not professi

onal

publishers makes it clear that peop!

enough to produce consistent publioation programmes:
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“There are no established opinions on the priority of texts to be

translated and which texts are important to what degree.”

fin ne kadar

hangi metinie
Capan 2004:

“Hangi metinlerin éncelikli gevrilmesi,
gorusler yok” (

gnemli oldugu konusunda yerlesmis
156).

r. “kafa emegi’

Ergliden labels what translators do as sintellectual labo

(Erglden 2002: 51) and she states that the intellectual labor of translators are

ignored and even denied in the market:

“They are a group of people, who get involved in irregular,

unorganized and temporary jobs, who change their ‘bosses rather

ry on their jobs on a regular professiona\ basis

often, who cannot car
and who get the least shares of profit although they constitute the

f the publishing market and who have to deal

most fundemental part 0
g any voice t0 them.”

with great problems on their own without givin

“Daginik, drgutsiiz, gegcici ve donemsel ‘is’ iliskilerine giren, stk sik
‘patron’ degistiren ve profesyonel anlamda calisan insan sayisinin
tilkedeki yayin sektoruniin belkemigini

pek az oldugu bu kesim, bu
olusturmasina ragmen -ya da bu nedenle- bu alandaki kardan en
k sorunlarla bogusan ve sesini duyuramayan

dusuk pay! alan, byl
bir gruptur’ (Ergtiden 2003: 51).

garding the status of literary translators in

The result of all these complaints re
publication and the problem of i

ave a distinct professional status in

the field of Turkish fliterary nstitutionalization is

that, just like editors, translators do not h
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the field. Isik Ergiiden’s definition of a professional translator working in the

field of Turkish literary publication sums up the current state of affairs:

“A professional translator is a person who does not have a
permanent and regular income, who is deprived of an economic
means to look after himself/herself and other people he/she is
responsible for and who does not have social security or future.”

“Profesyonel gevirmen, kalict ve diizenli bir gelire sahip olmayan,
kendisinin ve birlikte yasadigi ya da bakmakla yukimia oldugu

kisilerin ihtiyaglarini karsilayacak gelirden yoksun, hicbir sosyal
glivencesi, gelecegi olmayan kisidir” (Ergliden 2003: 52).
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4.3 Summary

In Chapter IV | focused on the structure and dynamics of the field of Turkish
literary publication in the 1990s. | tried to give an overview of the publishing
market to clarify the web of relations including the publisher, the editor, the
literary agent and the translator. Then | offered some factual data about the
field of Turkish literary publication in the 1990s. The analyses in this chapter
reveal that the publishing market is a social arena in which most of the
relations between agents are shaped by financial interests. My following
analyses focused on the five editor-translators and other related agents’
perception of the field in which they operate. It became clear that all the
agents under study complain about the problem of institutionalisation and

professionalism in the field.
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Conclusions

My basic aim in this study was to explore the gifferent aspects of agency in

the case of editor-translators in the 1990s Turkey. | wanted to show that the
nature of positions assumed by agents in the 1990s in the field of Turkish
literary publication have been shaped both by their personal dispositions and
the social factors of thg field. For the analysis of this dual interaction of the
individual and social factors | needed a theoretical and conceptual framework
in which | could deal with the different aspects of agency. For this analysis |
made use of the theoretical frameworks of two cultural theorists: i.e. ltamar
Even-Zohar and Pierre Bourdieu. The reason for my having chosen these two
conceptual frameworks is that both of these cultural theorists focus on the
concept of agency in culturalv issues. These ftwo theoretical frameworks have
been used by recent scholars in translation studies as well (Codde 2003;
Gouanvic 1996, 2001: Sheffy 1997, Simeoni 1998; Tahir-Gurcaglar 2001).
While Even-Zohar's polysystem theory, which was initally devised as 2
conceptual framework to deal with the dynamics and evolution of literary
systems, focuses on the concept of agency (Even-Zohar 2002:; 2003), the
sociologist Pierre Bourdieu's general theory of culture essentially focuses on
the position of agents in cultural fields.

With this purpose of analysing the different aspects of agency in the
case of editor-translators in the 1990s Turkey, | held personal interviews with
five editor-translators. The questions | directed to the five editor-transiators
under focus, i.e. celal Uster, Ulker ince, knur Azdemir, Yurdanur Salman

and Cevat Gapan aimed at finding out about their personal dispositions and
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the social factors which enabled them to be literary translators and editors,

the facts about the field they are operating in and their perception of their

respective positions in the field. Along with interviews, | have also made useé

of lists of the five editor-transiators’ translated and edited works and news
items in the media.

in Chapter 1, “Theoretical Framework and Methodology”, | tried to
outline my theoretical framework and methodology. Chapter 1 charts the
route and impact of the «cyltural turn” (Bassnett 1990) in translation studies.
After giving an outline of the “cultural turn” in translation studies, | tried to offer
a brief summary of the pivotal studies in the field based on cultural theories.
The recent focus on translation as a social practice has triggered much
research based on the cultural theories of Itamar Even-Zohar and Pierre
Bourdieu. Chapter 1 gives a general idea about the studies of Even-Zohar,
Sheffy, Simeoni, Gouanvic and Tahir-Gurcaglar, who dealt with translatorial
issues at a sociological and individual level by using Even-Zohar's and
Bourdieu’s conceptual frameworks.

in Chapter 2, «Gultural Theories in Translation Studies”, | focused on
the theoretical frameworks of ltamar Even-Zohar and Pierre Bourdieu on 2
wider level. | tried to offer the outlines of their theories {0 make it clear that
they offer us useful conceptual tools to study translatorial issues on a cultural
and sociological level. Chapter 2 offers brief definitions of Even-Zohar's and
Bourdieu's concepts. | focused on the concepts that | found most relevant to

my study of the editor-translators. Even-Zohar's concepts of repertoires, idea-

making, image-making and cultural—entrepreneurship and Bourdieu's
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concepts of habitus, agent, field and capital are the main concepts this study
has focused on in the case of the five editor-translators.

My analyses in Chapter 3, “The Habituses of the Editor-Translators”,
focused on the personal dispositions of the editor-translators. In Chapter 3, |
dealt with the five editor-translators’ initiation into their translative agency.
Following the Bourdieuvian premise that habitus is a “structured and
structuring” concept, | dealt with both their personal dispositions and their
social environment. The way the editor-translators were initiated into their
professions of literary translators and editors present a similar pattern in that
their translative habituses were shaped mostly by their personal interests in
language and literature. All the editor-translators under focus use such words
as “interest’, “curiosity”,”spontaneous desire” and “impulse” to define their
process of initation in to the profession of literary translation. This shows that
their personal dispositions played an important role in shaping their
professional identities. Except for ilknur Ozdemir, all the other four editor-
translators are graduates of departments of English Language and Literature.
This makes it clear that, their educational background is also a crucial factor
which has determined their current position in the field as eminent translators
and editors.

The data | have from the interviews reveal that the shaping of the
editor-translators’ habituses has also been affected by their social
environment. The fact that most of the editor-translators under study have
associated with the most eminent literary figures underlies the importance of
the social factors on agents. In her early days, Ulker ince was among some of

the most eminent poets, novelists and writers of Turkey, like Cemal Streya,
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ilhan Berk, Ece Ayhan, Pinar Kir and Adalet Agaoglu. She herself

acknowledges that this literary environment has nourished her interest in

literary translation and has offered her a considerable degree of self-
confidence. Celal Uster and Yurdanur Salman were also close o eminent
literary figures like Adnan Benk and Memet Fuat in their early days. flknur

Ozdemirs fluent knowledge of German and English and good reading

knowledge of French introduced her to foreign literatures in her early days.
Cevat Capan was actively involved in the cultural and literary environment of
his high school Robert College. He translated poems for the school magazine
jzlerimiz. Cevat Gapan also worked with eminent literary figures like Memet
Fuat and Sabahattin Eyibogiu in his later days.

When we look at the personal dispositions and the nature of the social
environment of the five editor-translators, we come across a similar pattern.
They all had a personal interest in literature and translation. The nature of
their education, namely their BA degrees in English, reinforced their interest
in language and literature. The social environments they had been exposed {0
in their early years were similar in that they were all among the eminent
literary figures. In a Bourdieuvian framework, all these factors can be
considered as part of the five editor-translators’ habitus. Bourdieu’s term
habitus, as a sgtructuring and structured” construct, make it possible to
analyse the emergence of an individual translator at a socio-cultural and
personal level. Another Bourdieuvian concept, capital, is of primary
importance in the contextualisation of the five editor-translators’ educational
backgrounds. Al of the editor-translators under study, except for {lknur

&zdemir, are graduates of English. Their degrees in English, along with the
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translations they had produced over years, granted them an institutional and
embodied cultural capital’, which determined their eminent position in the field
of the Turkish literary publication. As for liknur Ozdemir, we can say that her
BA degree in Business Administration acted as an institutional cultural capital
and her interest in language, literature and translation can be interpreted as
an embodied cultural capital, since this interest of hers emerges as a long
lasting disposition.

In the second section of Chapter 3, “The Nature of Their Profession”, |
focused on the different aspects of the five editor-translators’ agency and how
they perceive their profession. From the interviews | held with the five-editor-
translators, it was evident that all of them perceived the field in which they
operate as an area of struggle. They all think that the nature of this struggle is
largely shaped by the capitalist motives of the publishing market. It is clear
from their comments on literary translation as a profession in Turkey that their
job has not gained a professional status yet and one cannot make his/her
living by literary translation only.

In analysing the different aspects of the five editor-translators’ agency,
| made use of Even-Zohar's concepts of “idea-making’”, “image-making” and
scultural entrepreneurship” (Even-Zohar 2003). All the five editor-translators
under study, as literary translators, can be seen as “makers of life images”.
Even-Zohar defines “life images” as “the variety of texts we habitually refer to
as poetry, fiction, and drama” (Even-Zohar 2003: 12). The works of the five
editor-translators reveal that they have produced literary translations shaped

largely by their personal likes and preferences. While ilknur Ozdemir

-
U nstitutional capital, in the Bourdieuvian framework, corresponds to a kind of cultural capital like
formal credentials, i.e. university degrees and school diplomas (Please se¢ Chapter 2).
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translated mostly works of contemporary fiction, Celal Uster exhibited a
personal interest in South American writers like Borges and Llosa. Similarly,
Ulker Ince translated fiction, while Yurdanur Salman shaped her rangé of
translations from sociological and psychogical works as well. Cevat Capan’s
translations reveal his deep interest in poetry and drama. Cevat Gapan’s life-
long devotion to poetry translating situates himself as a “cultural
entrepreneur” as well. Since he has been introducing the works of many
foreign poets to the target culture, we can assume that he has been “engaged
in the creation of new or alternative ideas for the repertoires of culture” (Even-
Zohar 2003:9) as different traditions of poetry. His life-long devotion to
introducing new trends of poetry into the Turkish culture makes him a kind of
“cultural entrepreneur” in Even-Zohar's terms. Since all the five agents under
study also work as editors for various literary publishers and are actively
engaged in creating new options for the target repertoire, they may be
regarded as “cultural entrepreneurs” on a micro-level as well.

in Chapter 4, | focused on the dynamics of the field of Turkish literary
publication in the 1990s. My initial aim in this field survey was to contextualise
the five agents under study in their respective fields and to analyse the web of
relations including the publisher, the editor, the literary agent and the
translator. | first tried to give a general picture of the publishing market and
then offered some facts about the field of Turkish literary publication in the
1990s. The remarks of the editor-transitators in this chapter reveal that they
consider the publishing market as a social arena in which most of the
relations between agents are shaped by financial interests. My analyses later

focused on the different professional positions assumed by the agents in the
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publishing market. It became evident from what the five-editor translators had
to say about themselves and from the brief history of editorship in Turkey that
the professional boundaries within the field of Turkish literary publication have
not yet crystallised into clear definitions. My following focus and analysis in
Chapter 4 on the agents’ perception of the field in which they operate reveal
that, as far as their editorship is concerned, the agents do not agree on a
common definition for the tasks of an editor. It became evident that the lack of
distinction in the definition and the unclear position of editorship in the field of
contemporary Turkish publishing market are due to the fact that the
publishing market in Turkey has not yet assumed professional boundaires in
which the tasks of each agent can be clearly defined. This is also
acknowledged in the second section of Chapter 4 where the five editor-
translators under study comment on the lack of professionalism and
institutionalisation in the field of Turkish literary publication. They argue that
the insecure position of literary translators is due to a lack of
institutionalisation. They complain about the lack of any organizations of
associations that may protect the basic professional and financial rights of
literary translators in the market driven largely by financial interests.

In the present study, | wanted to trace and contextualize the different
array of positions the translatorial agents assume in the field of Turkish
literary publication in the 1990s and find out the reascns for the observed
diversity of their positions. My analyses showed that the emergence of an
individual translator in an established sociocultural setting depended both on
socio-cultural and personal factors. | also wanted to show that the

Bourdieuvian term habitus offers a wide perspective through which we can
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contextualise such dual interaction in the formation of the nature of agents.

The present study also revealed that the dynamics of the field of Turkish

literary publication played an important role in the shaping of the double

positions assumed by the five editor-translators. This case-study focusing on

only five agents, labelled as editor-translators, in the field of Turkish literary
publication in the 1990s reveal that we cannot ignore the socio-cultural forces
at work in the production of translated literature. The editor-translators also
having assumed different positions other than literary translation widened the
scope of their agency. Their acting as “image-makers” and/or “cultural-
entrepreneurs” as well. turns them into active agents having a certain degree
of impact on the cultural issues in their respective fields.

The findings of the present study in general reveal that focus on
sociological and cultural aspects of translatorial phenomena offer a wide and

fresh perspective for the study of translation.
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ULKER INCE

GE: Kendinizi ¢evirmen olarak bulma slirecinizi anlatabilir misiniz; nasil ¢evirmen

oldunuz?

Ul: Hikayesini internette yazmistim, orada bir site var, bakarsaniz, yeniedebiyat.com
gibi bir sey. Orada cevirmenler var, oraya hikaye etmistim. Cok kisa olarak, bu bir
dile meraktan, dile egilimden, yabanci dil Sgrenmenin verdifi heyecandan
kaynaklaniyor. Yabanci dili biraz dgrendikten sonra, kendiliginden, ¢eviri yapma,

deneme istegi de uyandi. Belki herkeste olan bir sey bu.
GE: Lise yillarinda mi1?

U1: Lise yillarinda tabii ufak tefek bir seyler olmustur da, Sehit Gazi Egitim Enstitist
ingilizce Bolimi’'nt bitirdim, orada zaten bir gevirl dersi vardi. Ondan sonra, geviriye
ilgim, bu edebiyata olan ilgimle baglasik bir sey. ister istemez, ‘kendi dilimde bu nasil
olur’ diye bir merak vardy; cevirmen olayim diye degil, dile merak, edebiyat sevgisi,
okuma meraki, bunlarin bilesiminden. O yillarda okullar yok; her yabanc dil bilen,
cevirmenlife aday goriiliiyor. Dogal olarak, bende kendimi aday gérmis olabilirim,
ozellikle cevirmen olayim diye bir sey yoktu kafamda. Edebiyat diinyasi iginde

yasamamn bir diirtlist vardi en 6nemlisi.

GE: Ondan biraz sdz edebilir miyiz? Clnkd bugiinkti konumunuza baktigimizda,
{lker ince ismi, saglam bir gevirmen ismi, herkesin giivendigi, ¢evirmen olarak saygl
duydugu, okurun da giiven duydugu bir isim. O stireg, baglangigta herkes ¢evirmen
aday1 goriiyordu kendini, ama herkes bugiin Ulker Ince degil. Bu farki yaratan sizce

nedir?

(jf: Bu farki yaratan, tabiii ki, kisisel olarak insanin getirdigi bazi egilimler var,
dogusuyla getirdigi var. Sonra, yasadigl gevrenin olusturdugu bazi egilimler var. Bir

artim, belki bu. Ben edebiyat gevirisine kiiciikken bagladim. On sekiz on dokuz




yasindan itibaren Tiirkiye’nin en bilinen sairleri, romancilari, yazarlari arasinda

yasadim, hep edebiyat konusulan, tartiilan, merak edilen ortamlarda bulundum.

GE: Kimler vard1 6rnegin?

Ui: Mesela, Cevat Siireya Atalay vard:, Edip de vard, ilhan Berk, Ece Ayhan vardi,
yani bildiginiz bugiin kimler varsa hepsi vardi. Pmar Kiir vardi, biitiin romancilar,
Adalet vards, bildiginiz biitiin romancilar, sairler iginde yasadim, 0 ortamda yasadim.
Bunun tabiii ki cok etkisi var. S$imdi egilimle, bu disaridan gelen bir yonlendirme
birlesti. Bir de, dogustan gelen bazi nitelikleri oluyor insanin. Benim bir de dile ¢ok
fazla merakim oldugunu cok kiigiik yastan itibaren, mesela orta ikiden hatirliyorum
dilbilimi delice sevdigimi, ki biitiin dgrenciler nefret ederdi. Ben bayilirdim, ne zaman
bir daha dilbilim dersi olacak diye beklerdim. Diyelim yani bdyle insanlar dogustan
gelen bir sey oluyor.

GE: O dénemde kendinize drnek aldigimz ¢evirmenler var miydi?

Cevirmenliklerini begendiginiz, onlar gibi olmak istediginiz?

U: benim begendigim gevirmenler vardi ama, kafamda gevirmen olayim diye bir sey
yoktu. Ceviri yapmak vardi. Simdi belki de gevirmen olmak isteyenlere gore farkl bir
durum suydu: Ben uzun yillar sadece merak ettigim ic¢in, zevk aldifim icin cevirl
yaptim, hig¢ gevirmen olmay: diisiinmedim. Yaymlanmanus tonlarca geviri yaptim.
Kaygilanmadim, ay bu yayinlanmiyor, yapryorum falan diye degil. Sadece benim igin
o bir eglenceydi, zevkti. O bakimdan falan gevirmen gibi olayim diye bir sey den

ziyade, kendimle ilgiliydi.
GE: Peki, ¢evirmenlige ilk bagladiginiz yillarda, bu yayinlama amagli yapmadigumz
cevirileri de igine alabilir, normlar, stratejiler, ceviriye bakis agimiz, kafanizdaki

olmas1 gereken geviri, tirnak iginde kullaniyorum, bunlara iliskin diisiinceleriniz,

baslangici ve bugiini kargilagtiginizda degisiklikler oldu mu?

Ul: Oldu.
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GE: Bu degisiklikler sizce nasil bir iginde buglinkii durumuna geldi?

Ul: Vallahi soyle soyleyeyim, bir kere bizim yetisme gagimizda, biz 1940 hareketinin
sonucu olan Terciime Biirosunun gevirilerini okuduk. $imdi, o geviriler hi¢ insam
rahatsiz etmeyen, okuma zorlugu, anlama zorlugu ¢ikarmayan ¢evirilerdi. Diyelim ki,
onlardan, sadece onlar da degil, ama onlar toplu halde bir etki olusturmus demek ki, 0
donemde yapilan cevirileri Dostoyevski okurduk, Tolstoy okurduk ve hig¢ bir zaman
soyle bir sey olmazdi kafamizda: ‘Gergekten Dostoyevski mi okuyorum ben yoksa
cevirmen ne yapti buna?’ gibi bir sey diistinmezdik. Dostoyevski’yi sanki kaynak
metinden okumus gibi okurduk. Ya da Proust’u okudugumuzda hi¢ sadik mi, degil mi,
diye bir sey diistinmezdik. Boyle bir sadakat lafi da dolagimda yoktu o yillarda.
Edebiyatimizin mali oluyordu ceviriler neredeyse. Ve biz onlar1 sanki bizim
edebiyatimizin pargasiymis gibi okuduk; onlardan &yle sz ettik. Daha sonraki yillar,
1960°tan sonra, ¢eviribilim yavas yavas Tiirkiye’ye gelmeye basladi, bazi kavramlar
dolasima girdi. Onlardan soz edilmeye basladi, sadakat duygusu gittikce artmaya
basladi. Ondan sonra, bunun etkileri cevirilerde goriilmeye bagladi. Ben, bunun
etkilerinin, zamanla giderek geviriye cok kotii yansidigi kamisindayimm. Cilinkli bu
sadakat duygusu kafalara girdikten sonra, Sylesine ucu agik bir sey ki, sadakat, kimse
bunun olgiistinid, tartisini bilemedi ve bu giderek daha ¢ok egemenlik alanini
genisletti. Sonunda, sadik diye okunma, anlagiima, hele hele yazin, edebiyat alaninda
asla tat almamaz, ¢iink{i durmadan insam tokezleten ceviriler ¢ikmaya basladi. Bir
yazinsal metin tretme olanag kalkti, sadik oluyorum diye. Ben, sOyle gorliyorum;
dnce ceviriye basladigimda daha bu tartigmalar pek ortada yoktu, bunu ben bir sans
sayryorum; O sagduyumla yaptim ceviriyi baglangicta. Bir tek yapitta bunun somut
etkisini sonra gordiim. En ¢ok bilinen, herkesin ¢cevirmen olarak en ¢ok bildigi ¢evirim
Iskenderiye Dortliisi. Onu yaptigaimda, hentiz bu sadakat baskisi bende yoktu, fikri
vardi, ama baskist heniiz yoktu. Ve ceviri, sanki, Tiirk edebiyatinin bir pargast haline
geldi, yani erek dizgenin bir pargasi oldu. insanlar sanki, Tiirkge yazilmis bir sey gibi
okudular. Hatta bana, pekgok yerde, adeta yazariymis muamelesi yaptilar, yani
heyecanlandilar beni tamudiklarinda, ben alt tarafi bir cevirmenim. Fakat sunu
sdyleyecegim, sonra bu tartigmalar dergilere yansimaya basladi, iste incelemeler,

elestiriler yazilmaya, yazar dyle dememis, burada boyle denmis, s0yle demis, iste bu
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hata avciliklan bagladigi zaman, kendimin de etkisinde kaldigimt, O sirada yaptigim
bir ceviriye daha fazla baktigimi da gordiim. sadik olmak adina, ¢irkin, bozuk Tirke¢e
ile bir seyler ¢evirmisim. Fakat onu cok ¢abuk toparladim, clinkii kulaktan dolma
diisiincelerle gevirmenin kendi sorununu ¢Szmesine olanak yok, kendim dogrudan

juramla tansip okuduktan sonra o yanlisi hemen terk ettim.

GE: Biitiin bu anlattiklarimzdan bir izlenim edindim, yanlhs da olabilir, ilk ceviriye
bagladigmiz dénemde kendinizin en azindan, yazarlarin  iginde bir ortamda
oldugunuzu soylediniz. Tiirkiye’deki edebiyati olusturan insanlarin arasindaydiniz, o
dénemdeki gevirilerin sanki Tirkiye’de yazilmig gibi algilandifindan bahsettiniz,
burada aklima sey geliyor, acaba o dénemde, bugiinkiinden farkli olarak cevirmenlerle
Tiirk edebiyatgilar1 daha m1 yakindi? Bugiin ben boyle bir sey kendim gdrmityorum,
bu sadakat kavraminmn onem kazanmasinin yaninda acaba bunun da etkisi olabilir mi?
O hata avcilift olarak adlandirdiginiz bakig agisinin dogmasinda? Cuinkil bugiin
¢evirmen gok yalmz gibi geliyor bana. Dogrudan, erek dizgede edebiyat treten Turk
yazarlardan, sairlerden daha kopuklar. Zaten sayilan az, var olanlar yada bu alana yeni
girmek isteyenler o ortamin icindeyseler zaten bir gekilde o iliskileri kuruyorlar, ama

belki sizin dénenimizde bu daha kolaymis gibi geliyor.

{Ji: Evet, bizim ddnemimiz de, zaten eski ¢evirmenlere baktipimiz da, yiizde sekseni
yazar; eskiden Syleydi, yazarlar cevirmen olurdu. Orhan Veli’nin de gevirisi var,
Sabahattin Eyiiboglunun gevirileri var; sanatcilar, yazarlar ceviriyle ilgilenirdi o

dénemde. Ya da benim gibi onlarin arasinda yagayanlar ilgilenirdi.

GE: Peki soyle bir sey diyebilir miyiz? O dénemde yazarlarin, sanatgilarin elindeydi
ceviri, bu nedenle de onlarin sadakati pek sorgulanmiyordu. Ciinkii o yazarlar

insanlarin glivenini kazanmis kigilerdi.

UJ1: Bu dogru olabilir. Hig sorgulanmiyordu, diyelim ki, Necati Bey bir gevirl yapmis.
Hic kimse acaba bu sadik mi, yazarini yansitryor mu demezdim. Bir yazarin elinden
¢rkmug bir metin, zaten o metin de beni o sorgulamaya gtliirmezdi, yormazdi okuyant,
yada anlagimaz bir metin olmazdi, edebi bir metin olurdu, onun icin de insan

sorgulamazdi.
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GE: Cok ilging, ben bunu sezinledim. Benim o déneme iliskin gok bilgim yok, ama

sizin anlattiklarinizla birlesince kafamda bdyle bir izlenim oldu.

{Ji: Yani bir aciklamasi ¢ikti, ben de daha Once diistinmedim ama konusmada gikt1
gercekten. Tabiii ki sadece bu degil. Dediginiz gibi, edebiyat diinyasmin disinda, bu
bilgisiyle ¢eviri yapan insanlarin eline de gegti bu, bu da var. Bir de, kuralla ilk

tamgiklik, sadakatin one cikartilmas: seklinde oldu; bu ikisi birlesti.

GE: Baslangigtaki kuramlarla yani ...

{71: Onlar zaten sadakati agiklamaya cahgiyorlardl. Onun {izerine kuruluydu. Bu ikisi
denk geldi.

GE: Unlii, taninmus bir cevirmensiniz. 7amanla bu tammmishk dereceniz arttikca,

sizde geviriye iliskin bakis aginizda bir degisiklik oldu mu?

{Ji: Ben tabiii ki, taninmig bir cevirmen oldugumun farkinda degilim, ama hig degilse,
okur yazar ¢evrelerinde bilinmek, kabul edilmek, insana bir giiven veriyor. Bu gliven,
iki bakimdan insann igine yartyor, bir, hem daha dikkatli olmaliyima gotiirityor, ama
ben zaten taunmamigken daha dikkatliydim galiba. Peki, bu dikkat isini sallantida
birakiyorum, sonra toparlarim. Dikkatten ziyade, su bagimsizligin ilan edebilme.
yapman gereken cevirlyi ben artik yapabilirim diyebilme, ozglirlitk. Giiven ve
ozglirliik. Ama dzglrligl ne anlamda soyliiyorum, ne istersem onu yaparim
anlaminda degil, g¢eviriden anlamayan yayinevi sahiplerine, editorlerine karsi
kazandigim  bir ozgiirlilk. Sozind gegirme szglrligi. Ben buna boyle karar

veriyorsam, ben bunu yapabilirim.

GE: Bu ozglirligt kazanmak ne kadar stirdil? Ne yapmaniz gerekti bunun icin?

Diistindiigiiniizde, geriye baktiginizda ne sdyleyebilirsiniz?

Ul: Dustindigimde, geriye baktigimda, higbir sey yapmadim. Bir, iyi ¢eviri yapmak

gerekiyor ve bunda tutarhilik gerekiyor. Sadece iyi ¢evirl yapmakta degil, bilingli,
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yaptifinizi bir sekilde insanlar gdriirse giiven kazaniyorsunuz, ya da tin diyelim. Bir

sey varsa, pat diye bir sey varsa, ashinda benim yaptigim kadar c¢evirl yapmi$ cok

insan var.
GE: Yani 6nemli olan miktar degil?
Ul: Miktar degil.

GE: Cinki dikkatli ceviri yapan bir siri insan var, ama O dzglrligl

yakalayamlyorlar.

Usi: Birgogu yakalayamiyor, orada fark su: rastlantisal degil, bu kitaba boyle denk
gelmis, bunun altindan kalkmis degil, ¢ok farkh tirlerde de bilincini ortaya
koyabilirse gevirmen, O zaman o saglam bir glivene doéniisir ve gevirmen pzglirliglint
kazanir. Demin sunu demek istiyordum: editrler falan bir gevirmen kadar uzman
olmas: gerekirken %4,99.9 u ceviriden ya cok az anliyor, ya hi¢c anlamiyor. Ama s6z
sahibi, cevirl iizerine s6z sOyleme hakk var. Bu, anlamayan biri, diyelim ki,
varsayalim ki, cevirmen de son derece isinin ehli, ne yaptigi bilen, bilingli bir
gevirmen, diistintin, s0z hakki olan, cahil biriyle, uzman birinin anlagmasi. SOz sahibi
olan bir otoriteyle savasl. O otorite savagmna Karst pzgirligtimi kazandim demek
istiyorum. Birde cevirinin niteligiyle, stirekliligiyle ve rastlantisal olmadigini bilingle

gostermekle ilgili.

GE: Siz yalmzca ¢evirmen degil, editorstiniiz de. Isterseniz o kulvara gecelim. ik ne

zaman editor oldunuz?
{Ji: Can Yaymlar’nda oldum, 1990°da.

GE: Ondan 6nce €pey bir siire gevirl yapryordunuz. Editor olduktan sonra, Can ve
Telos deneyimlerini de bir arada dﬁ§i’mdﬁgiin\'izde, ceviriyi, ¢evirmeni, bu
gevirmenlerin alan icindeki nareketleriyle, bakis agmiz ne yonde degisti. Editor
koltugundan baktiginizda, ¢evirmenken g'dremediginiz seyleri gdrdiniz mi? Alan

olarak edebiyat alanim disliniin, yazarlar var, c;evirmenler var, Siz ¢evirmen olarak,
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bunlarin arasindan alana girdiniz, gevirl yapmaya bagladiniz, editor oldunuz, 0

editsrlitk konumundan alana baktiniz. Bu stirecte bakis aginiz degisti mi?

Ul: Oyle bir sey olmadi, tam tersine cevirmenken, editormiis gibi kendi ¢evirimin
nitelikli bir editorii gibi davranmisimdir hep; onu gordiim ve bunun icin editorlikte
yeni bir sey gormeme gerek kalmadi. Cevirmen olarak, zaten soyle, tersini
séyleyecegim, uzun yillar ¢eviri yapmamis olsaydim, editdr olarak baganli
olamazdim. Cevirmenlik sayesinde editorlige hazirlandim, yetistim. Ve zaten her seyi
goriir hale gelmisim ceviride. Zaten ben soyle diiglintiyorum, cevirmen, kendi metnini,
bagka biri gibi, ikinci bir kisi gibi uzaktan okuyamiyor, gbremiyorsa, asla diizgiin bir
gevirl ortaya ¢ikaramaz. Clinkd, ceviride cevirmeni yaniltan bir sey var, kaynak metin
var. Kaynak metinden anlam aktariyor kafasina; anladig1 bir ey var, cevirdigi zaman,

aktardigl zaman, anlagilip anlagilamadiini olgmesi ¢ok zor. Ancak kaynak metni

unutmast gerekiyor, ondan uzaklasmasi gerekiyor.

GE: Genel olarak, editorlik oncesi ve sonrasinl diistinebilirsiniz, diger yazin
cevirmenleri ile olan iliskilerinizden bahsedebilir misiniz? Diger cevirmenlerin

birbirleri ile olan iligkileri nasil?

Ul: Benim bu soruya verecegim yanit genel durumu yansitmayacak, ¢linkil
cevirmenlerin bir kismiyla zaten arkadagtim. Acemilerle, editorlik iligkim varsa, ¢ok
dostca iligkilerim oldu, her zaman ceviri tizerine konugtuk, yani benim durumum,

genellestirilebilecek bir durum degil bana kalirsa.

GE: Samrim o sizin sdylesinizdi, kaynagint simdi hatirlam1yorum, Tiibitak’in Celik ve
Mikrop kitabimin cevirisiyle ilgili ile glindeme gelen bir soylesiydi, ama siz gecmisge
ait bazi anekdotlar da anlatmistiniz, diyordunuz ki, Iskenderiye Dértlisii olabilir bu,
ceviri size gelmis, hayir yapamam demigsiniz, sonra tam cikarken gelin yaparim
demisgsiniz, bilingli olarak da onu bagkastmn yapmasint istemediginizi soylilyorsunuz.

Biraz sorum bu alana yonelikti, yani bilingli ya da bilingsiz olabilir.

{5{: Fakat orada bir fark var, ben bagka bir cevirmeni kiskanmiyorum, isi

kiskantyorum.
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GE: Yani o yapitin ¢evirmeni olma sevinci diyebilir miyiz?

U1: Oyle de koymazdim onu, o yapitin cevirmeni olmak istemek degil, onunla
ugragma istegi, ¢linkd dilini biliyorum, ¢ok agir ve karmagik bir dili var, bu demek ki,
cevirmeni gok uprastiracak ve edebi degeri yiksek, ¢ok edebi bir dili var, bu ugragimn

giizelligini yasamamak bana katlanilir bir sey gelmez.

GE: Belli bir rekabet var m1 cevirmenlerde gézlemlediginiz?

{1 Yok, galiba rekabet paranin oldugu yerde oluyor. Paranin olmadif yerde rekabet
olmuyor. Benim tamdigim gevirmenler, bizim kusak cevirmenlerde kiskanclik yok,
¢linkit o kitap cok giizelse, baska kitaplar da vardir. Onu kagirdiysaniz, bagkasim da

gevirebilirsiniz.

GE: Peki, genel olarak baktiginizda, Tiirkiye ekseninde konusuyoruz, evirmenlerin
medyada, gesitli gazetelerin eklerinde ele alinis bigimleri, ama metinlerin elestirilmesi
disinda, oradaki gérﬁnﬁrlﬁkleri, nasil temsil edildikleri hakkinda ne diistintiyorsunuz?

Cevirmenlerin medyadaki imajlari hakkinda ne diigimityorsunuz?

Ul: imaj bile yok bence. Mesela Dogan Hizlan’1 kiskuttim; ne diye yazarlarl
¢ikariyorsun hep, biraz cevirmenleri de ¢ikart dedim. Bence yazarlarla ayni
diizeydeler. Sonra giya 55z verdi bana, haklisin, ¢ikartacagim diye. Henliz boyle bir
¢evirmen giincesi yok. Cevirmen, unutulan, goz ardi edilen kisi hala. Cevirmenlerle ne
soylesisi yapilir? Bir kitabin, ya da mesela Cumhuriyet Kitap Eki’nin kapaginda bir
cevirmen gorliyor musun? Varsa, bagka sebepten vardir. Tahsin Yiicel varsa, yazar

oldugu i¢in vardir. Iyi ¢evirmen oldugu i¢in yok, ne yazik ki.
GE: Yaynevlerine baktigimizda, birgogunun nitelikli gevirmen bulmada ¢ok giiglik

cektigini goriiyoruz, ama yine de yaymevleri ¢evirmeni korumuyor. Yaymevi biinyesi

icinde de ¢evirmen hak ettigi yerde degil. Bu paradoks sizce nasil aciklanabilir?
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UL: Cok kolay, tamamen maddi, parayla ilgili. Okuryazarlik orant ile ilgili. Tonlarca
kitap gevriliyor, ama i¢lerinden ancak bir tanesi yaymnevine para kazandiriyor. Onun
icin rekabet olmuyor, zaten ben §dyle diisiintiyorum, benim Picus’tan bir seyim gikts,
orada bunlara cevap var. $u agidan var, rekabet tersine iglemeye baslad1 Tiirkiye’de.
Mesela ben Iskenderive Dortlisi'nii gevirdigimde, ilk baski alti bindi. Binle ne
rekabeti olur? Bin tane basip da nasil benim emegimi odeyecek? Tabii ki, daha ucuza,
daha kalitesiz yapanlar: bulmak yoniinde rekabet var. Daha ucuzunu nasil bulacagim

kaygisi var.

GE: Amerika’ya baktigimizda da cevirmen giderl olabildigince alt diizeye
indirgenmeye caligilan bir gider. Ama benim gozlemledigim kadariyla, orada en
azindan manevi anlamda bir destek var. Cevirmen dernekleri var, ddiiller var ornegin,
Tiirkiye’de bu tur destekler fazla yaygmn degil. Son bir iki yildir geviri ddilleri

veriliyor: Is Bankasi ve Diinya Kitapevi gibi kurumlarm verdigi 6diiller var.

{l: Destekler veriyorlar, mesela Kuzey iilkelerinde, miithis paralar veriyorlar,
yaymevinden Ug kurus alacaksa orada ¢ bin kurus veriyorlar. Tabii bunlarin
olmamas1 da gevirl piyasasini cok etkiliyor. Fakat bir sey daha var; ben bunu da
soylemek isterim. Litfen cevap verin; kotd, bozuk,ve bana gore asla anlasilmaz bir
Tiirkge o kadar bol kullaniliyor, bol iiretiliyor! Neredeyse elime aldigim cevirilerin
ylizde doksan dokuzu diyecegim, okunmaz durumda! Ciinkii anlagilmaz. Cok 6nemli
bir ciimlede ne demek istendigi anlagilmiyor; ¢linkii o aslinda da kangik bir
ciimleymis, onu anlamamiza imkan yok! Yoksa geldi gittiyi anliyorsun. Ama bir
diistince, bir betimleme oldugu zaman, anlamiyorsun. Peki nasil, kim aliyor, kim
okuyor hatta acaba bu Tiirkge’yi aralarinda anhyorlar da, ben mi oyle disinda kaldim,

anlamiyorum? Ve artik benim Tiirkge’m kullanimdan kalkmis mi1 diye diigtintiyorum.
GE: Soylesinizde bir yeri isaretlemistim. Sadakat anlayigindan soz ediyorsunuz.

Diyorsunuz ki, 0 sadakat anlayiginin iilkemizde cevirmenler i¢in baska, elestirmenler

icin bagka, okurlar icin bambaska bir sey ifade ettigi kanisindayim.
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U1: Orada demistim, ¢evirmen sadik olsun ister, demin dedigim gibi, Dostoyevski’yi
okudugum zaman, Tolstoy’u okudugum zaman, sorun ¢ikmamasim ister. Bilingli

olarak bozuk bir dil olursa, onu okur anlar, edebiyat okuru olan anlar.

GE: “Elestirmenlerin giivendigi gevirmenler” diye bir ifade var burada. Ornegin

bugiin igin diistindtigtimiizde, elestirmenler hangi cevirmenlere giiveniyor?

i.0J: Elestirinin yalnizca kusur bulmak i¢in yapildigim samyorlar. Zaten sadece Kotl
bulunan ceviriler lizerine elestiri yapilir. Ben hig, iyi, ne harika, diye bir elestiri
gormedim.  Belki de bir kere oldu bu is, Aksit Goktiirk Iskenderiye Dortlisi
ciktiginda gazeteye oyle bir ovgl yazmigt. Demek ki, cok sik olmuyor.

GE: Sizin bir de uzun stire geviri yaptiktan sonra Bogazigl {Iniversitesi’nde bir hocalik

deneyiminiz var. Bu size teklif mi edildi?

Ul: Teklif edildi.

GE: Kuskusuz cevirilerinize dayanarak.

{Ji: Tabii. Ben asil Hacettepe’de basladim. Ik geviri boliimi kuruldugu zaman orada
basladim, ¢linkll Iskenderiye Dortliisii 0 yil ¢ikmusti, sdil almistt ve bu o zamanlar
icin sik sik olan bir sey degildi.

GE: Sanrim o geviri sizin icin bir donim noktasi, cok dnemli bir yere sahip.

Ul: Oyle. Hig oyle diisinerek cevirmedim, ashinda benim yayumlanmis ik Kitap
cevirim. Ondan 6nce bazi makaleler, bir iki siir gibi tek tuk eviri vardi. O Uzun
soluklu ilk gevirim. O belki etkili oldu. Bir anlamda doniim noktast. O kitabi da
cevirirken gevirmen oluyor muyum, ¢evirmen olayim diye degil, sadece o ugrag icin

yapiyordum, ondan sonra artik gevirmen oldum.

G.E.: Zaman ayirdiginiz icin tegekkrler.
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CELAL USTER

Gokgen Ezber: Ikidilli bir kisi kendini nasil gevirmen olarak bulur? Cevirmen olma

stirecinizi anlatir misimz?

Celal Uster: Bir kere baslangigta, iste belli bir yasta diyelim, dnce edebiyata ilgi
duymakla bagliyor mutlaka. Cok kitap okumaya basliyorsunuz, edebiyatin ¢ok igine
giriyorsunuz ve bu arada tabii yabancilan da okuyorsunuz biiyiik dlgiide. O arada ben

nasil yoneldim geviriye bilmiyorum. Bir geyler gevirmeye basladim.

GE: Yani baslangigta ‘Ben ¢evirmen olacagim,” yoniinde belli bir amacimz yok

muydu?

CUJ: Yok. Oyle bir seyi asla diigtinmiiyordum. Ya da, yani diistinmityorsun dedigim,
oyle bir sey gecmiyor aklindan zaten, ama ne oluyor? Mesela o sirada bir takim
dergilere kisa metinler, bir iki siir, bazi seyler gevirmeye bagliyorsun. Yani bdyle bir
ilgi farkinda olmadan doguyor, dogdu bende. Ama sonra tabii biraz da su da oluyor.
Cevreden bir kere begeniliyor onlar. “Ya iyi yaptyorsun,’ filan diyorlar. Yani bir
tegvik geliyor. Bir szendirme geliyor. Bu sende biraz daha bir sey uyandiriyor: ‘Ben
yapayim bunu, iyi oluyor galiba.” Fakat biraz hastalik gibi bir sey ceviri; bir sire
sonra, hatta, dogru diirlist para kazanmayacagim da belli belirsiz bilerekten, bayagl bir
icinde buluyorsun kendini. Hastalik derken mesela sey drnegini vereyim, dar anlamda
bir ornek ama, hani olumsuzdan olumluya belki. Ahmet Adnan Benk, , Cagdas
Elestiri diye bir dergi gikartyordu. Bertan Onaran’in bir Proust metni ¢evirisine
rastlayip kotli bulmug onu, fakat Bertan da her gordigi seyi cevirdigi icin, bir hastalik
haline geldigi igin, ‘cevirgen’ adin takmists. Yani bdyle, mesela bir siire sonra soyle
bir sey hakikaten olugmaya basliyor: her okudugun kitabi, hani hem bir okur, hem de
“Ya bu gevrilir mi acaba? Ben bunu cevirebilir miyim? Cevrilse nasil olur?” Hatta
boyle bir paragraf ceviriyorsun. Oyle bir oyun oynuyorsun. Ama hic dyle bir sey yok,

sadece okuyorsun.
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Yani boyle bir sey gelisti. Daha sonra, Yeni Dergi’ye bir iki geviri verdim; Mehmet
Fuat'in. Bir zaman orada sadece bir siirinin, bir Sykiinin ya da bir elestirinin degil, bir
cevirinin yaymlanmas: ne kadar nemli bir seydi. Onlarn bir stre sonra yayinlanmasi

beni daha da icine ¢ekti. Ve birtakim kitaplar gevirmeye bagladim.
GE: Yani ¢evirmen olmak, size kesin amaglanmis, birincil bir amag degildi.
cU: Degil. Ama tabii orada bir zevk alma var. Keyif alma var, ceviri yapmaktan.

GE: O da tetikleyen bir durum.
C1J: O da oraya gotiiriiyor sonunda.
GE: Peki yazin ¢evirmenliginin bir meslek olarak yasamimzdaki yeri nedir?

CTJ: Yani bu konustugumuz konunun belki en énemli noktasi bu. Ben meslek deyince
seyl anliyorum, yani ille bir isl, su ya da bu sekilde yapmak ya da stirekli yapmak
degil, bu isten geginmeyi anlryorum ayni samanda. Yani parasini o isten ¢ikartmak.
Ama bence ¢ok siurl ornekler disinda insanlar gegimlerini yalnizea ceviriden
saglayamiyor. Ciinkii hizlari degisiyor, kimi insan daha hizli ¢eviri yapiyor, kimi insan
daha yavag yapabiliyor. Ornegin bir kitabi bir cevirmen iki ayda geviriyor, oteki aym
kitab: alti ayda, bir senede geviriyor. Simdi boyle farkliliklar da var insanlar arasinda,
ama, yani ¢oK ender Srnekleri diginda, bence bugiin gevirmenlik bir meslek hala
olmad: Tiirkiye’de. Ama ben sunu anliyorum: Diyelim otuz senedir ¢eviri yapryorum
yaklagik ve benim artik, gevirdigim kitaplarla, bagka bir i yapmadan, diizgiin bir
aydin hayatini siirdiirebilmem gerekir diye diiglintiyorum. Eger bu olmuyorsa, bu bir
meslek degildir zaten. Yani yar1 hobi, yar zorlayarak, yari ¢ok yapmak istedigim icin
yaptigim bir i su anda. Ama bunun tabil nedenleri biitiin bir yaymn diinyastyla ilgili,

Tiirkiye’nin sorunlari ile, kiiltiiri ile ilgili.
GE: Cevirmenlige ilk basladiginiz zamanki bakis agilariniz, ilke ve stratejileriniz nasil

olustu? Baslangigtaki bakis acilariniz, ilke ve stratejileriniz ile simdikiler arasinda bir

degisiklik var m1?
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CU: Aslinda ¢ok fazla yok gibi geliyor bana. Hatta genellikle de soyle oldu. Tabii bu
biraz da, belki bir dnceki sorunuzun yanitina da baghy; yani gergek anlamda bir meslek
olamadip1 igin birgok agidan, benim ¢ogunlukla yaymevinin bana verdigi kitaplar
degil, benim segtifim kitaplari yaymnevi yayinladi. O vakit daha az kitap gevirlyorsun
zaten, ama kitap gevirince de, hig degilse, kendi segtigin bir kitabi cevirebiliyorsun.
Yani haldir haldir geviri gelsin diye, zaten gelmedigi i¢in, yaymnevlerine ¢ok fazla
bagimli olmuyorsun. Sen t’)neﬁyorsun, yani hep ben sperdim, ylizde doksan
diyebilirim. Oyle gitti. Orada tabii insanin edebiyat begenisi de rol oynuyor. Hatta

mesela ben, Ingiliz Dili ve Edebiyati okumama ragmen, ¢ok az Ingiliz yazar cevirdim.
GE: Yani kisisel begenileriniz mi 6n plana ¢ikt1?

CU: Evet, dyle seyler agir basti. Daha ¢ok Latin Amerika’lilardan gevirdim.

GE: Peki ¢evirmen olma siirecinizde kendinize drnek aldigimz cevirmenler oldu mu?

CU: Tabii. Mesela, szellikle siir gevirisinde, gergi ben gok geng yasta siir gevirmeye
bagladim, ama 0 beni tabii ¢ok szendirmigtir. Ayni samanda hocam, Cevat Capan,
Aksit Goktirk, Murat Belge, yani ben filolojiye girdigimde onlar hepsi hocam oldu.
Cok parlak donemiydi filolojinin. Bence onlarin ¢ok bityiik etkisi oldu. Ve Mehmet
Fuat tabii. Orda sey buna giriyorsa, mesela hani strateji deyince, hani diyelim mesela

Can Yiicel farkli bir geviri yapiyor. fceriyor mu bunu soru?
GE: Evet, kimlerden nasil etkilendiginizi grenmek isterim.

C{J: Orada mesela sey bana yakin degil o kadar, Can Yiicel’in ceviri anlayist.
Borges’in bir lafi vardir; bir ¢eviriyi okuyor, cok begeniyor, ceviriye ihanet ediyorum
diyor. Tabii hos bir sz, yani geviriyl yliceltmek acisindan. Sonugta cevirmen her
yazarla o yazar olmak zorunda bence. Elbette bir tiir bukalemundur cevirmen. Ama
tam anlamiyla kendisi olmamalidir. Yani kendi yazarhig1 o yazann Ustine ciktig anda

o ceviri kotli olmaya baslar.
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GE: Ikincil planda kalmas: gerektigini mi soylityorsunuz?
CU: Evet, onun o yazarin dziiniin iislubunu miimkiin oldugu kadar tabil.
GE: Peki cevirmenin yaraticiligt bu noktada nerede konumlandmlabilir?

CU: Cevirmenin yaraticiligl, aslinda seylerde de degisik dlgtilerde cikiyor bence; siir
gevirisinde daha farkly bir olctide gikiyor karsimiza, ama bir roman, bir anlati
cevirisinde daha farkli sekilde gikiyor. Diyelim edebiyatla ilgili kuramsal bir metni
cevirirken farkls bir 6lctide ¢ikiyor. Gene biitiiniiyle alirsak, yani giiri de almastiyla
diizyaziy1 da beraber alirsak, bence gevirmenin yaraticih1 su olmalt: yani, gevirdigin,
mesela Ingilizce, yazarm ya da sairin Ingilizcede soyledigi, yaptigi, yarattifl isi
Tiirkce sdyleyebilmek. Ama ona bir sey katmak degil, yani oyle bir yaraticiligl

olmamali gevirmenin. Tirkge de ona en yakin sekilde s6yleyebilmenin yaraticiligt...
GE: Kendi ana dilindeki ustalig1, onu kullanabilmest...

CUT: Evet, ama, ¢ok da, yani ben ¢ok ustasiyim dilimin, dedigi anda da is bozulmaya
bashyor. Tabii ki, ustasi olmals; yani kaptirtyor kendini, cok giizel bir Tiirkceyle
mesela harikalar yaratiyor, ama belki o yazardan uzaklagiyor. Yani boyle bir tehlike
de var.

Belki benimkine benzer bir bigimde, belki bu cevirmenligin hala meslek olmamasin
biraz daha genisletip hatta epeyce genisletip su bile soylenebilir: gercek anlamda, yani
bati iilkeleri, kapitalist anlamda bati ilkelerindeki yaymevlerini ommek alirsak, o
anlamda bence yaymeilik da profesyonellige ulasmig degildir. O profesyonellige
ulasmadigt igin, ben yayimevine gerek yazar olarak gerek ¢evirmen olarak bir
yayineviyle yiiz ytize geldigimde, kargimda bu isi senden daha iyi bilen, senin yaptigin
isi diizeltecek, sana yol gosterecek insanlar1 yeterince bulamiyorsun. Tabii bu da, hem

cevirmenligin, hem yazarhigin geligmesini engelleyen bir sey.

GE: Sizin yaptigmmiz is salt metin gevirmek degil. Ceviri disinda yaptiklarimzdan

bahsedebilir misiniz?
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CU: Uzun bir zaman gazetecilik yaptim. Yapmak zorundaydim, ¢iinki oradan para
kazanryordum, yani gecimimi gazetecilikten sagliyordum. Hatta o dogrudan dogruya
yogun bir gazetede caligarak gazetecilik yaptigim on iki sene boyunca, az eviri
yapabildim zaten. Tabii cevirmenlik agisindan bir on yihm gitti orada. Su anda bir

siirii kitap dergilerine, edebiyat dergilerine yazi yazryorum

GE: Izledigim kadariyla birgok yazmizda, yurt digindaki bir yeniligi Tirk kaltar
dizgesine tanitryOrsunuz. Bu ¢ok dnemli bir rol aslinda. Belki sizin Radikal Kitap’ta

goriiniir bir halde su anda, ama onun ¢ok oncesinde de yaptiginiz bir sey belki de.

CU: Evet, ama o elbette bir dostluk, bir sohbet cergevesinde oluyor, yani dyle bir seyi
profesyonel olarak yapmadim. Hani damgsmanlik, o anlamda bir editorlik, su anda

mesela bir yaymevinde editorliik yapiyorum.

GE: Cevirmen, yayinevinin alabilecegi bir metinle ugrasayim dedigi noktada ister
istemez bir seyler oneriyor yayinevine. Orada salt ¢eviriden &te bir sey Ustlenmis

oluyor.

cU: Soyle diyeyim, yani yeni yeni biraz degismeye basladi son yillarda; bence bu
sadece benim igin gecerli degil, bence bir ok gevirmen icin gegerli. Bircok yaymevl
yabanci kitaplari cevirmenlerden ogrenerek yayinlamistir Tiirkiye’de. Soyle
soyleyeyim, bugin bile birgok yaymevinin basinda bulunan insanlar dil bilmiyorlar.
Hatta miimkiin degil boyle bir sey. Cevirmenlerden beslenmiglerdir, onlarn

bilgilerinden beslenmislerdir. Su ya da bu bi¢cimde.

GE: Peki farkli kilttirler arasinda bu t_ﬁrden yazinsal aligverisleri saglayan bir noktaya
koyduk yaymevlerini, yurtdigin izliyor, bunu isteyerek yapiyor yada belli bir stiregten
sonra bu artik mesleki bir konuma geliyor. Cevirmen kimligine sahip boyle bir kisinin

boyle bir konuma gelmesini nasil agiklarsiniz?

C1J: O insanin bir yaklagimi oluyor bir kere. O yaklagim daha bir derinlik kazaniyor.
Daha bir sistem kazaniyor. Bir orintli oluyor e tabil 0 dogrultuda bir seyler onermis

oluyor. Zaten mesela edebiyat dedigimiz zaman yani diyelim Rusca’dan bir



Dostoyevski ¢evirmek Tlrkee’ye. Dostoyevski gok Rus bir yazar. Bu anlamda
Ruslarin ruhunu, duyus bigimlerini, tarzlarin1 yani farkl1 bir ulusun, farkl bir Kiiltiiriin,

biitiin hallerini bir anlamda bagka bir tilkeye baska bir kiiltiire aktartyorsun.
GE: Oteki edebiyat gevirmenleri ile olan iliskilerinizden sz eder misiniz?

CU: Dostluk diginda, bence bayag bir orgiitli yok cevirmenlerin. Bu da aslinda,
dedigim anlamda bir meslek olmamasindan kaynaklamyor. Bunu zaman zaman
zorlayan bir takim girisimler yapild. Mesela yirmi yirmi bes sene oncesinde, yazarlar
sendikas1 i¢inde bir cevirl komitesi var. Bu ¢evirmen haklarni korusun diye, fakat
yine bir stirli sayilabilecek nedenlerle bagarili olmadi. Sonra da hep konuguldu boyle
seyler. Ama uygulamaya geemedi. Eskiden, diyelim seksenlerde, Yeni Dergi’nin
ciktif, -mesela benim icin Yeni Dergi ¢ok temel, gok merkezde bir yer- bu tlir odaklar
vardi. Orada bulusulurdu. Vani haftada iki kere ii¢ kere 0 dergiye, mesela diyelim ya
da o yaymevine ugranirdi. Orada sohbetler olurdu. Bagka cevirmenler gelirdi. O bir
sey ¢evirmis, sen ¢evirmigsin, 0 ay cikmig dergide, onun iistiine konusulurdu. Sonra
tabii o derginin digina tagardi. Once, diger iliskilerde de oldupu gibi, bence bunun
ceviriyle bir ilgisi, yani cevirmenlerle dogrudan bir ilgisi yok, bu tir iliskiler koptugu
icin ve bu tir merkez yerler olmadigt icin bunlar ortadan kalktig1 i¢in su anda bence

cok yakin iliskiler yok.

GE: Yetkin bir edebiyat gevirmeni olabilmesi icin bir kisinin sahip olmast gereken

nitelikler sizce nedir?
CU: Bence yaptil, cevirdigi kitaplardir bunun oleiist.

GE: Cevirinin niteligi digmda baska bir 6lglit var mi? Omegin gevrilen yapitlarin

olusturdugu oriintii?

CU: Olabilir, ama Tiirkiye’de bunu uygulamak ¢ok zor cevirmenlere. Benim her
zaman tercihim, bu, diinyada batida birgok tilkede boyle. Yani diyelim bir adam
sadece Dostoyevski ceviriyor, her yazarin belli bir gevirmeni var, ama Tiirkiye’de bu

miimkiin degil. Eger miimkiin olsaydi, ¢ok ideal bir durum olurdu. Hem o yazarda cok
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ustalagmis olurdu o gevirmen ve ortaya da ¢ok daha saghkli o yazar daha dogrusu
biitiiniiyle Tirkge’ye ¢ok daha séghkh cevrilmis olurdu. Oysa simdi ne oluyor? Bir

Markquez’i dort bes ayn gevirmenden okumak zorunda kaliyoruz. Her birinin ne

kadar Marquez’de uzmanlastig1 tartigilur.

GE: Gazetelerde ve dergilerde, genel olarak medyada cevirmenlerden nasil sz

ediliyor?

CUJ: Bence bir goriintli olugmuyor. Ciinki kitaplar hakkinda yazan insanlarin geviri
{izerine sGyleyecek bir seyleri yok. Bir kere geviri elestirisi yapilmiyor. Hatta su anda
bir ceviri odilil de yok. Ama burada bence oradaki yansimasi §u olabilir: okurda da
bir ceviri bilinei yok. Olmayinca da, bir kitabin tanitiminda cevirmeninden gogu kez
s6z edilmiyor zaten. Yaziyi yazan insan da geviriyl degerlendirecek kapasitede degil.
Dolayisiyla en fazla neye bakiyor? Tiirkgesi iyiyse, iyi cevirmis falan diyor. Ornegin
Sabahattin Eyiiboglu gibi taninmis cevirmenler diginda bu tir yazilarda cevirmenlere

pek yer verilmez.
GE: Peki iyi bir yazann yapitini gévirmek bir ¢evirmen adayina neler kazandirabilir?

C{J: Burada aklima gelen bir sey sdyleyeyim: birgok kot cevirinin yaymlanmasmda
belki sunun da hig azimsanmayacak bir payl var: birgok geng insan, ¢evirmen olmak
gibi bir niyeti olmadig halde mesela dgrencilik dsneminde, gegis donemi, ek bir gelir
saglamak i¢in gidiyor yaymevinden geviri aliyor. Hig boyle bir derdi yok aslinda. Ve
insanlar bu cevirileri okumak zorunda kaltyor. Bunlarin sayilan da gok fazla. O

yaymevi de bu tiir insanlara geviriyl ucuza yaptir1yor.

GE: Cevirmen ve yazar ikilisini dﬁsﬁndﬁgﬁnﬁzde, cevirmen yazarn yaninda nasil bir

konumda duruyor?

Simdi mesela syle esprili bir siirit laflar vardir. Mesela elestirmenler igin de soylenir:
Yaratici bir sey yapamayinca clestirmen oldu ve intikamini aldi onlardan, yani saka
yollu, ama bunda tabii kiiglik de olsa bir gercek payl var. Fakat ben, yazarhigin

yaraticihig1 anlaminda, ¢eviriyl oyle bir sey olarak gormityorum. Ama elbette bir
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cevirmen ne kadar yaraticiysa, nitelikli bir ¢evirmen olmasinda bunun bir pay: var.
Ama yaratici olmadif1 da suradan belli ki, yaratiimis olan bir eseri geviriyor baska bir
dile. Tabii su anda, toplumumuzda olmasimin gerektiginin cok altinda duruyor ama,

yazarla ¢evirmen de aym konumda degil.

GE: Cevirmenler arasimnda bir rekabet var mi?

CUJ: Somut bir rekabet gérmedim ashnda, ama sunu hep dilglintram: okudugum,

sevdigim bir yazarm cevirmeni olmak isterim.

G.E.: Zaman ayirdigniz i¢in tesekkiirler.
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iLKNUR OZDEMIR
G.E.: Cevirmen olma siirecinizi anlatir misimz?

iO): Ben ¢ok geg basladim cevirmenlige. Yayincilik diinyasi benim ikinci hayatim
diyorum. Hayatimdaki beyaz sayfann iki yapragt; birl yayincilik, biri ¢evirmenlik.
Ben Tiirkce diginda, Tiirkee’yi de bildigim bir dil olarak saytyorum, ¢iinki Tirkee’yi
bilenlerin sayist da gergekten az, dehsetle fark ediyorum. Almanca’yi, Alman
Lisesi’ndeki egitimimden, Ingilizce’yl de hem gene Alman Lisesi’ndeki hem de
Bogazici Universitesi'nde &grendim. Bunun disinda benim bir de pek kimsenin
bilmedigi Fransizca’m var, fakat kendimi yetkin gdrmityorum. O kadar y1l gecti,
gerek iniversite de tg yil, gerekse imiversiteden sonra birkag yil ilerletmis
durumdaydim, ama cevirl yapmtyorum. Ug yilda ftalyanca ogrendim, ama sadece
benim bu dillerdeki bazi seyleri takip etmeme yararl oldu simdiye kadar, geviri olarak
diigtinmiiyorum. Cevirlyi Almanca Ve ingilizce’den yapiyorum. Nasil Cevirmen
oldum? Cevirmenlik kafamda olmayan bir seydi. Ama ¢ocukken, Almanca’y1
ogrendikten sonra bu dilde yazilmis kitaplarnn dzgln dilinden okudum, sonra
Ingilizce’den okudum, dolayisiyla, ceviri gok az okumustum ben. Ortaokul ve lise
yillarinda hep dzgiin dillerinden okudugum igin gok az gevirl okumugum dolayistyla
{ilkemizde gevirinin ne diizeyde oldugunu kimlerin gevirilerinin ne oldugunu ¢ok iyl
bilmiyorum. Tabii okuyordum, Tirk yazarlarmi, onun diginda  genelde hatta
Fransizca’y1 bile Fransizca’dan okuyordum. Cevirilerin durumu hakkinda ¢ok net bir
fikrim yoktu. Ben uzun yillar bitytk bir holdingde gahigmustim. Ama ashnda on iki
yilik gen¢ bir cevirmenim O agidan. [talyanca pgrendigim bir donemde Can
Yaymlart’yla tanigtim, ceviriye 0 zaman bagladim. Benim baglamam bdyle oldu. Bu
ise bagladiktan sonra dedim ki, ben niye bunu yapmamisim. Benim isim, benim yerim
buymus. Hem yaymeilik olarak soylityorum, hem ceviri. Sunu da soyleyeyim, geviriye
baslarken ben ¢evirmen olup olamayacagimi bilmiyordum. Yani benim cevirdigim ve
smek ceviri olarak yayinevine verdigim metnin jyi mi kotu mi oldugunu da |
bilmiyordum. Kendimce iyl yaptigimi diigtiniiyordum. Ama bir cevirmenden ne
beklenir, nasil bir geviri iyl bir geviridir, bunu gergekten bilmiyordum. Tamamen

iggﬁdﬁlerimle yaptim verdim ve iyl yaptigim sonradan anlagildi.



GE: Peki, ¢ok ceviri okumadigimizi soylediniz. Kafamzda bir gevirmen modeli var

miydi?

i0): Hayzr, yoktu. Tabii geviri az okudum dedim ama hig okumadim da degil, oralarda
beni rahatsiz eden gevirl zelliklerinin, kendi gevirimde bulunmamasina gayret ettim.
Bir de basindan beri geviri kokan ceviriler beni gok rahatsiz etmisti. Yapay bir dille ve
kelimesi kelimesine aktarilmis ciimleler beni ¢ok rahatsiz etmisti, ben bunu
yapmamaya caligtim. Bir de ceviriyi okurken, bunu bana o zaman buraya ilk
geldigimde Erdal Bey geviri kokmasin demisti zaten. Yapay sozeiikler, yapay ifadeler
kullanmamaya gayret ettim ve bir climlenin icinden cikamadigim zaman, zor bir
ciimleyi Tiirkge’ye aynen geviremedigim zaman, bu ciimleyi ben Tirkee yapsaydim,
ben yazsaydum, nasil yazardim, bunun izinden giderek yaptum. Kulag: tirmalamayan
ciimleler olmasina dikkat ettim. Yapay ve yapmacik olmamasina dikkat ettim. Bunu
bagartyorsaniz zaten O iyi bir geviri olma yolunda yanlis bir sdzetk kullanabilirsiﬁiz,
bir ciimleyi yanhsta aktarabilirsiniz, olabilir, bu yanhsliklar hepimizin baginda ama,

Jezzetli bir geviri vermisseniz, ve de dogru tabii ki,...
GE: Peki basta benimsediginiz bu yolu bagka cevirmenlere de dnerdiniz mi?

i0: Onerdim, evet. Dogru yoldu. Burada su tehlike var, ben bunu Tirkge’ye nasil
veririm diye gevirmeye bagladigimz anda, yazardan kopup, kendi dilinizi, kendi
romanimzi, kendi sykuniizii yazma tehlikesi var. Okunur bir Tiirkge ile vereceksiniz,
ama yazarin ben szellikle buna ¢ok cok dikkat ediyorum, yazarin iislubundan, yazarn
dilinden, psikolojisinden, kiiltiirel diinyasindan, olaya bakis acisindan asla
kopmamaniz gerekiyor. Bagarih gevirl ancak boyle oluyor. Bir de ayn1 yazar U¢ bes
kere cevirirseniz, yani tanirsantz, ceviriniz daha iyi oluyor. Bir yazarl bir kere ¢evirip,
bagka bir yazara gectiginiz anda, bir kere soyle, iki cevirl birbirinden ¢ok farkliysa, iki
yazar, diyelim ben Paul Auster’t geviriyorum, Paul Auster’dan sonra Coetze’yi
geviriyorum. Bunlar son gevi}digim kitaplar oldugu icin, farkh diinyalari, dilleri, her
seyleri. Kurduklar o evren, ¢ok ¢ok farkli. Simdi ben birine kapilip, otekine de o
sekilde devam edersem, ikinci cevirim bagarisiz olur. Kendinizi tamamiyla bir oneekl
kitabinizdan soyutlamaniz, ayirmaniz gerekiyor. Yeni yazarin diinyasina girmeniz

gerekiyor. Bunun igin de pes pese yapmamak, hele aynt anda yapmamak lazim.



GE: Peki begendiginiz ¢evirmenler var mi1?

i0): Begendigim gevirmenler var elbette, usta olarak gdrdigim ¢evirmenlerin
kitaplarini da, bircogu da zaten Can Yayinlaninda oldugu icin, yaymna hazirlarken
okudum, tabii ki 5grendigim seyler oldu, ben, ilk bastaki cevirmenlerin cevirdigi
yapitlar1 okumamin tabii ki yaran olmustur, hatta ¢ok sonralari ilk ¢evirdigim
kitaplarda bazi ciimleleri aktarmigim, keske bunu boyle yapmasaydim dedigim

olmustu, ¢iinkii daha iyi bir seyini gormiisiimdiir belki de. Tabii gok yararlandim.

GE: Peki bu normlarin olusmast gercevesinde soruyorum. Ceviriye ilk baglama

siireciniz hakkinda neler diistintiyorsunuz?

i0): Simdi soyle, yeni bir gevirmen geldigi zaman bize, yani usta ve ok kitabr ¢ikmig
¢evirmen degil de, yeni bir cevirmen geldigi zaman bir kitap verirsem ona, kitabin i1k
bolimlerini  mutlaka birlikte tizerinde elbette iyi niyetle yapiyorlar, ama bazen
dedigim gibi yapmacik ve yapay bir dil olusuyor. Ceviriye sadik kalmak istiyorlar,
metne sadik kalmak istiyorlar, o zaman inandirict olmuyor O metin. Onu oturup
beraber iizerinden gittigimiz zaman, bir siire sonra, kendileri diyorlar; {lknur Hanum
ben burada sdyle yapmigim ama galiba iyisi boyle olacak diye gormeye baghyorlar; ve

ogretebiliyorsam, ¢ok seviniyorum tabii ki.
GE: Peki ¢eviri etkinliginin genel olarak yasamlmzdaki yeri nedir?

i(): Bana ozel olarak soruyorsaniz bu soruyu, benim yasamimda cok bitylik bir yer
kapliyor, birkag giin ceviri yapamazsam cok rahatsiz olurum. Her aksam benim
yasamimda bir iki saatlik bir cevirt stireci vardir, Birkag gtin {ist tiste ¢esitli nedenlerle
Kkitabimin bagina oturamazsam olmuyor ve ben burada tam glin gahgiyorum. Herkes
zannediyor ki, ben burada oturup geviri yapryorum. Yok boyle bir sey. Ceviri hayati
tamamen ayridir. Ben burada kendi kitabimin redaksiyonunu bile yapmaim. Hep sey
denir; hafta sonu, akgamlarimin belli zamanlarimi geviriye ayirirm. Ceviri benim icin
artik vazgesilmez bir ugragt haline geldi ve aradhifim isi buldugumu ne yazik ki, gok

gec fark ettim ve buna hala da tizilityorum,
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GE: Peki yaymcilik yoniintizle ilgili ne sdyleyebilirsiniz?

i0): ikisini birlestirmiyorum, benim igin 0 ey ama benim icin sey iyi, her istedigim
kitab1 gevirebiliyorum. O keyfim var, yani bir kitap, yabanct geviri kitaplarmi ben
sectigim i¢in kitab1 secerken alirken, sozlesmesini yaparken bunu ben ¢ok cevirmek
isterin deyip cevirdigim kitaplar gok. Ama disaridan bir gevirmen icin aym1 imkan pek
fazla yok. Ama biz gene de sunuyoruz sunu mu sunu mu istersiniz diye ama benim 0

keyfim var. Ama onun disinda yaymeihikla cevirmenligi hig birbirine karigtirmiyorum.
GE: Yani ikisini farkh gorityorsunuz?

i0): Ama ben, gevirimi getirdiginiz zaman, ben kendi cevirimi de burada bagka bir

arkadasima okuyup diizeltmesi igin veriyorum.

GE: Aslinda sormaya calighigim, bu ¢evirmen ve yaymncl kimliginin sizde bir arada

olmasi hakkinda ne diistintiyorsunuz?

i(): Yani ben ¢ok titizim bir kere. Miikemmeliyetgi bir insanim, kendi acimdan, bes
kere okudugum bir metni, altinci kere okumak ihtiyaci duyuyorum. Elbette bu da
benim burada Can Yayinlari icinde yani yaymevi icinde daha da titizlenmemi
gerektiriyor, ¢linkli ben ¢ok tzilliyorum, yaymevi adina tizilirim. Digaridan bir
evirmen olsam belki o kadar {izillmeyebilirim. Clinki digaridan gevirmen soyle,
getiriyor veriyor, ve ondan sonra bize kaliyor biitiin is. Yani, tabii bazen kot cevirlyl
tekrar geri verlyoruz, diizelttiriyoruz, su bu ama, genelde gevirmen getirip verdigi
anda o artik sadece kitabinin ¢tkmasini bekliyor. Benim yle degil, ben kitabin, kendi
kitabmiz olsun, bagkalarinin olsun, elime kitap olarak gelene kadar her agamasindan
sorumluyum. Kendimi sorumiu hissediyorum. Ayni §ey benim kitabim igin de gecerli.
Ama kendime ayricalik tanimiyorum, yani ben de kitabim1 veriyorum, benim kitabimi1
da diizeltmen diizeltiyor, baska redaktor arkadasim. Kendimin diye ayricalik
tanimiyorum kendime. Obtir arkadaglarimin, obir c;evirmenlerimiz'm seyleri ne ise,
benim de o. Ben tabii kigisel olarak daha bir titiz olmak zorunda hissediyorum

kendimi, boyle bir ... bir kere bir ¢evirimde, ‘cangil’ kelimesini kullanmigtim, bir de,
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sanurim, ya da ona benzer bir kelime kullanmistim. Bir okurdan mesaj geldi. Ben sizin
cevirilerinize aliskimm, Tiirkge’nizi de cok seviyorum, ama siz Tiirkge olmayan
kelime kullanmigsiniz, bunlari niye kullandimz? Simdi demek ki, okur o kadar takip
ediyor ki, dedim ki, ‘cangil’ Tiirkge degil diyemezsiniz, ‘cangil’ Tiirk Dil Kurumu’na
girmis bir kelime ve bu Tiirkge sayilryor. Ama sonra tesekkiir cevabi geldi. $imdi,
benim de kendimce ilkelerim vardi, yani eger kargihigi tam yoksa bir kelimenin, ben
bunu onu uyduruk bir Tirkee ile, eski Osmanlica’dan gelmis bir sozciikse, yok yok
karsihigi. Ben bunu kullaniyorum. Bu benim ilkem. Bunu ben, yaynevimle de
miicadele ettim bunun igin, okurla da miicadele edebiliyorum, ama cevabim
veriyorum. Bana, bunun yerine gegebilecek bir tek sozciik sdyleyin, tam dolduracak,

ben onu kullanirim. Bu Tiirkce’yi bozmak degil.

GE: Bir de, ¢evirmenlerin ise baglarken ve deneyim kazanip saygin cevirmenler haline
geldikten sonraki normlara ve ilkelere bakis agist hakkinda neler séyleyebilirsiniz?
Yani ustalik kazandikea, kisinin kabul edilmis normlara bakis agisi nasil degisiyor

sizce?

i): O dogrultuda, birakin bes on geviriyi, iki kitap cevirdikten sonra ben usta
cevirmenim, ben bunu boyle yapryorum diyen gok kisi gordim. fki kitap geviriyor ve
kendini usta olarak goriyor ve hatasim kabul etmiyor. Diizeltiyorsunuz, metne
miidahale ettirtmem diyor. Ama bunu diyebilmesi icin bir insamn arkasinda bir gevirl
gegmisi olmasi gerekiyor. Gerek kitap sayist agisindan, gerek dil acisindan. Yani iki
tane cevirmig, dg tane cevirmis, onlarl da biz burada ne miidahalelerle adam etmisiz,
ben artik miidahale ettirtmem, ben dogru yaplyorum diyen cevirmenle calismayt
dijstinmem. Ama, iyi cevirmene de saygim SONsuz. Arkasinda otuz kirk cevirisi varsa,
artik bu isi yaptyordur, yada sadece bu isi yapyordur. Ya bu isin okuluna gitmistir, ya
kendini yetistirmistir. Cevirilerinden eminsem, ben tabii ki, onun ilkelerine saygl

duyarim. Tabil ilkesini kabul ettigim cevirmenler var.

Eger iyi bir cevirmense Ve ben de bundan eminsem, onun da bazi ilkeleri... nasil ki,
ben de bazi kendi ilkelerimi kabul ettirmek istiyorsam, Iste, burayr ben boyle
cevirdim, ben boyle algiladim diyorsam, bagkasiin da hakk var. Ama, iyl ¢evirl

olmak sartiyla; kot bir ceviriye de ben sahip ¢ikarim, diyerek olmaz.
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GE: Yaymeilik yoniiniizii daha ayrintili - anlatabilir misiniz? Nasil bagladimz
yaymeihiga?

i0: Cevirmenligimden sonra baglads. 1991 yilinda geviriye basladim, yaymnct olarak
1995 Ocak ayindan itibaren galigryorum; yani dokuz yil oluyor. Cevirmenlige
baglamam gibi, yaymeiliga baglamam da hasbel kader oldu. Erdal Bey’in bir teklifi
{izerine, basladim. Tabii ben, yonetici olarak alimrken, ilk basta yayin yonetment
degildim; sadece idari idi gorevim, igletmeci Syle uygun gdrmdistd, ama ben
basladiktan sonra benden Onceki editéri’m yayin yonetmenligi bana kaldi, yani bana
verildi. Yaymn yonetmenligl, ceviri kadar keyifli bir is. Bir kitabmn kitap olarak
$niiniize gelme asamasina kadar sonsuz bir safha var, agama var, V€ hem ¢ok yorucu
hem de keyifli. Glinkii bir sey buluyorsunuz, bu da benim isim, hem telif kitaplar, hem
ceviri kitaplar, yani onlarla muhétabmm, ikisinin de tabii kendine gore sorunlar1 var,
Cevirideki kisilerle muhatap degilsiniz, bagka sorunlar var ama son derece keyifli.
Dogru kitabi segmek bir problem, clinkii dokuz ay sonra, ilknur Hamim kusura
bakmaymn ben bu kitaba hig baslayamadim, vakit bulamadim diye getirenler oluyor.
Kitab1 aliyor gidiyor, bulamiyorsunuz. Kayboluyor ortadan, telefona cevap vermiyor,
ve de bazi cevirmenlerde, aym anda fi¢ bes gevirl birden yaptiklar icin baska

karmagalar ortaya ¢ikiyor.
GE: Peki ¢evirmenin yaraticihif hakkinda neler sb’yleyebilirsiniz?

Q) Yaraticilik gok snemli, herkes gevirmen olamaz, gevirmen olmak i¢in bence biraz
yazar olmak gerekiyor. Her ¢evirmen yari yazardir diye diisiintiyorum ben. Eger
yazarhk yetenegi yoksa bir cevirmende asla basaril olamaz. Boyle bir cevirmenin
cevirdigi kitabin tads, kalitesi, asla iyl bir cevirmenin ki gibi olmaz. Yani, eger
yazarlik yeteneginiz yoksa, yabanciliktan arindirtlmis, Tiirkcelesmis, gergekten
Tiirkcelesmis bir geviri ortaya koymaniz ZOf. Yaraticthigmizi tabii ki katiyorsunuz.
Sozlugi agip ik buldugunuz anlamin koyarsamz o ¢ok koti bir ¢eviri olur. Besinci,
onuncu, belki sozliikte olmayan bir anlamint bile bulabiliyorsunuz sozeligiin. .. Burada
bu kelime bu anlama gelir, boyle olmasi dogrudur diyorsunuz ve oturuyorsa o kelime

oraya, siz de yaraticiliginizl kullanmis oluyorsunuz.
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GE: Zaten ¢evirmenlerin, yazarlar gibi kitabin &n kapagina adlarmin yazilmasi da bir
tartigma konusu.

iO: Evet, disarida yazar hakkinda biyografik bilgi verilirken altinda cevirmen
hakkinda da bilgi var. Bizim su an ¢evirmenlerin pek gok sdiilleri var, Almanya’da
var, Amerika’da var, ingiltere’de, her yerde var. Yazar, bu kisi gevirsin benim
kitabim diyor. Yazarlarin stirekli bir gevirmenleri oluyor. Tirkiye’de ise ne yazik ki,

iic bes yazar diginda, kurumsallagma ve yayinevlerinin verdigi degerle de bence

dlgtiliir.
GE: Diger edebiyat cevirmenleri ile olan iliskilerinizden soz edebilir misiniz?
i0): Evet, yayin yonetmeni oldugum igin birgok cevirmen ile yakin iliski i¢indeyim.

GE: Peki yine edebiyat cevirmenleri arasinda herhangi bir rekabet ortami goriiyor

musunuz?

i0): Yani soyle sdyleyeyim, benim burada sozlesmesini yapip, sirf ben cevirmek
istedigim i¢in ¢ok sevdigim igin higbir cevirmene vermedigim kitaplar oldu. Istemeye
istemeye ben bu kitabi cok gevirmek istiyorum, ama vaktim yok bu kitabi sana
vereyim dedigim ¢ok kitap oldu. Boyle bir kiskancliklar vardlr cevirmenlerde. Benim
de tabii elimden gegtigi i¢in her sey bende acayip var hala da su anda iki ti¢ tane
Kitabum var veremedigim. Ya da sey de oluyor mesela, bir yerde bir kitap cikiyor ve
ben onu c¢ok g¢evirmek istiyorum. icimin gittil kitaplar var, ah keske ben
cevirebilseydim dedigim. O ¢evirmeni kiskandigim kitaplar gercekien var. Clinkii
cevirlye kendinizi kaptirmigsiniz oluyor bazen. Cunki cevirmenlik Oyle bir sey ki
Tirkiye’de, cevirmenlikle hayatuu kazanan insan bence ancak Sevin Okyay gibi
Harry Potter cevirirseniz yada bir Ozdemir Ince gibi Simyac’y1 cevirirseniz, tamam,
clinkii o hala basilmaya devam ediyor Simyact olsun, Tamaro’nun kitaplar1 olsun.
Ama ¢eviriyorsunuz, olsa olsa bir baski belki iki baski yapiyor, boyle bir sey ile

gecinmek miimkiin degil. Ancak goniil isi oluyor.
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GE: Sizce bir gevirmen, yetkin bir edebiyat ¢evirmeni sifatini ne zaman, nasil kazanir?

i¢): Once benim yaptigimi yapmamasi gerekiyor: gok geviri kitap okumas: gerekiyor,
ve mimmkiinse o kitabin 6zgiin dildeki kopyasini ve iyi bir gevirmenin cevirdigi
Tiirkce’sini edinecek, geviriye bakmadan, kendisi o kitaptan geviri yapacak. Ve sonra,
iyi gevirmenin ¢evirdigi kitab1 da yammna koyup, kendisinin ne hatalar1 oldugunu,
neleri yanhg anladigimi yada neleri daha iyi yapabilecegini gorecek. Bir gevirmen icin
bence en iyl Ogrenme ve kendini yetistirme yolu bu. Bol bol, hem yabanci kitap
okumaly, hem ¢eviri kitap okumali, Tiirk¢e kitap okumali. Mesela iyi gevirmenlerin

¢evirdigi kitaplari ders kitab1 gibi kendine alip, kendi gevirisiyle karsilagtirmali, hatta

onu goérmeli.

GE: Peki gevireceginiz kitaplar1 nasil seciyorsunuz? Tercihlerini yonlendiren belli

slciitler, kendinize ait begenileriniz ya da deger yargilarimz var mi?

i(): Var. Ben bir kere zor kitaplari evirmeyi seviyorum. Bir de stirekli bu tiir kitaplar
cevirince bu sefer yapabilecekleriniz size doyurucu gelmiyor. Oyle kitaplar da
cevirdim. Kolay kitaplar da gevirdim. Ama tat vermiyor, bir eksiklik hissediyorsunuz.
Yapmamz gereken bagka bir séy varmis gibi hissediyorsunuz. Dolayisiyla bundan
sonra ben hakikaten ¢evirmek istedigim yapitlari degil de, bana verilenleri gevirdim
ilk geviri yillarimda. Ama yine de tabil segme gansim oluyordu. 1lk cevirdigim kitap
Paul Auster'in Yalnizligin Kesfi’ydi, ki gok zor bir kitaptir 0. Ceviri hayatimin ilk
Kitabiydi. Ve zor bir kitapts. Simdi ben yeni baslayacak bir ¢evirmene O kadar zor bir
kitap vermiyorum. {lk kitabinin biraz daha kolay olmasini, ya bir gocuk kitab1 oluyor
o ya da kolay yazilmig bir kitap oluyor. Oyle baglamasim tercih ediyorum ilk cevirisi
ise. Bende 6yle olmadi, bana zor kitap verdiler o zaman, Can Yayinlari’'nda bagladim
zaten ve Oyle de gitti, saniyorum cizgim Oyle oldu. Ara sira kugik kitaplar girdi,
cocuk kitaplar girdi, daha kolay Kkitaplar girdi ama ben artik hakikaten belli bir

cizginin digina cikmak istemiyorum.

GE: Gazete ve dergilerde, genel olarak medyada cevirmenlerin imaj1 hakkinda ne

diisﬁm’iyorsunuz?
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i0): Bence ¢evirmenlere yeteri kadar yer verilmiyor basinda, verildigi zaman da bu son
derece kati elestiriler olarak karsimiza gikiyor. Bundan rahatsizim. Cok iyi bir
cevirmen, bir kitapta bir hata yapar, herkes hata yapabilir, yani bir mimar bir bina
ciziyor ama bir yerinde bir yanlis yapabiliyor, yani her yerde yanlig olabilir, orkestra
calarken, birinci keman yanlig notay galabiliyor. Cevirmen de hata yapabilir ama eger
bu insanin o giine kadar hakikaten gok giizel cevirileri varsa artik o bir tane hatasim
alip da yalnizca onun {izerinde durmak... Ben bunu ok yanlis buluyorum. Iyi
cevirmen zaten zor bulunuyor.

Ornegin bir yerde, ¢evirmenin bir geviride sarki sdzlerini niye Tiirkge’ye gevirmis
diye bir strli yazi, elestiri ¢ikti. Bu o cevirmenin kendi kararidir. Eger Ingilizce
biraksaydi, bu sefer biz Ingilizce mi biliyoruz, niye Ingilizee birakilds, Tiirk okuruna
yaplyorsunuz bunu, Tiirkgelestirin diye bir sey gelecek. Onun igin mindr hatalart
dergilerde gazetelerde {izerine vurulmasindan ben rahatsizim. Gene de isim
verilmeden yapilmasinda yarar gorityorum. Zaten az cevirmen var, bir de olanlan,
hele benim gibi, benim igim esas yayin yonetmenligi, bana da 8yle seyler gelse, ben

ne diye oturayim cevireyim?
GE: Peki Tiirkiye’de cevirmenlik kurumsal bir diizeye ulagti m1 sizce?

i$): Kurum olarak taninmiyor, cevirmenlik gereksiz, lizumsuz, olsa da olur olmasa da
olur gibi goriilen isler arasina katiltyor, ben buna ¢ok tiztiliyorum ciinkii ben ceviriye
basladiktan sonra hakikaten Kkitaplarin kimler tarafindan cevrildigine dikkat eder
oldum, Aaa, llknur Ozdemir mi gevirmig, 0 zaman alirim, dendigini duydum, ve bu
beni o kadar mutlu etti ki; fuarlarda, beni hi¢ tanim1yor, karsisinda duruyorum ama hig
tanimiyor, aa onun cevirisi mi, alayim o zaman ve bu beni hakikaten gok mutlu etti.
Yani demek ki, farkinda olan insanlar var dedim ama, o kadar az ki, Ne kadar saglam,
ne giizel bir kitap ne iyi bir kitap deniliyor, ama ceviriden soz eden cok az insan var ve

ben bunun yﬁreklendirilmesini isterim.

G.E. Zaman ayirdiginiz icin tesekkirler.
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GE: Kafanizdaki cevirmen tipini biraz agiklar misimz? Bir insanin ¢evirmen olmasi

icin neler gereklidir? Kendi rmeginizden de yola gikabilirsiniz.

YS: Simdi bir kere, obur bir okur olacak c¢evirmen gengliginde. Kitaplara, yaziya,
yazinmn anlamint sorgulamaya ¢ok yatkin birisi olacak, yani daha dogrusu, cok
okumus ve okuduklaryla ilgili birisi olacak. Dili dil olarak, yani biitiin islevselligiyle,
mekanizmalariyla merak etmis, bunun bilincinde olmasa bile yani bunu benim kiz
kardesim mesela yani resimle ugrasti, ¢ok fazla. Herhalde hepimizin cesitli
perception’lari, algilan var ama, bir de yani miizige yatkimn olan sesleri duyuyor, resme
yatkin olan renkleri goriiyor, bir gevirmen de herhalde dilin cesitli renklerini,
duygularim, sunlarm bunlarim gériiyor herhalde. Bir kere ¢ok iyi okumus olmasi
lazam, obur bir okur olmak lazim, iyi bir okur olmak lazim, mesela onda da, bir
noktada zaten boyle giderse, dilin isleyig bilincine varmasi lazim, bir kere bu var.
Tkincisi, ikinci bir dili ogrendigi zaman, kendi dili ile o dil arasinda gene bilingli
iligkiler kuran kisi olmas: lazam. Kisisel olarak ben sdyleyecek olsam, ben ceviriyl
sevdigim i¢in bagladim, okumay1 ve yazmayl ¢ok seviyordum, yani aym sey, ayni
emek yada ayni enerjl yada aynt sekilde gevirl yaptim. Hemen ¢evirerek basladim,
Aksit Goktiirk’ler falan, boyle seyler cevirerek basladik. Ama bugiin bile, yani kirk yil
sonra bile, cevirinin beni en cok ilgilendiren yam, dilin isleyisini hala kesfetmeye
devam etmek, ve gevirdigin yapitlari derin okumak ve bana bir sey sgretmesi. Peki
bunun diginda, ikinci bir sey olarak yani, cevirdiginiz seyi insanlarla paylastyorsunuz.
Ciinkii yazili ileti kalic1 oluyor, nereye gittigini, ne zaman gittigini, nerelere ulastigimni
bilmiyorsunuz, yani insanlarla bilgi paylasma yolu bir yerde. Biriktirdiginiz bilgileri
onlarla paylagma yolu. Ama ceviri olarak benim her zaman titizlikle uistiinde durdugun
sey, Tirkee idi. Bugiinde hala Tiirkge’nin isleyisine mesela iste, en biiylik savag
metinlerini ¢evirirken, mesela Ingilizce nin diiz yaziyl cok ayrmfili, cok karmasik bir
bigimde esglidimleme yetenegi var. Tiirkge’de bu yetenegin olmadig zannediliyor.
Ingilizce’de her tiirlti terim yerine oturmus, Grekge’den, Latince’den, suradan burada,
Tirkge’de gok biyik bir terim agig1 var. Mesela bir takim seyler, belirtecler, Turkee
cok iyl belirteg {iretiyor da, ingilizce ok iyi belirteg kullaniyor, ama o belirtegleri
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cevirirken biz gene de Tirkge’de bir sikinti gekiyoruz. Belki belirteg kullanma
gelenegi, aligkanlign yok yada soz diziminde belirtecleri dogru dirtist yerine
yerlestirememe gibi bir derdi var, yani ¢eviri yaparken biitin bunlar tabii, detayh yada
genel olarak oluyor, bunlar da bulmaca ¢ozmek gibi bir sey, beni ¢ok eglendiriyor,
yani buldufum zaman seviniyorum. Dile duyarhilik, dile kars: bir borg sanki. Yani, her
saman mesela, Tiirkce neden Ingilizce’nin diizeyine g¢ikamasin? Soyledigine gore,
Tiirkge’de o yedi ana sentaks, sézdizimi yapiyor, sabit bir dil. Aynca Tirkce nin cok
iyi, Turkge olarak hem yaraticilik diizeyinde, hem dogrudan ileti vermektir. Sabahattin
Ali’yi okuyun yada Nazim Hikmet'i okuyun. Yani yetkin srnekleri var Tiirk¢e’ nin,
¢ok ist diizeyde. Hem bilimsel iletilerde yazilarda, hem yaratict yazilarda, hem siirde,
Tiirkge’nin gizli bir glict, ¢ok degil, ama ne kadar kullaniliyor? Bir dertlerden biri de
bu, kullanilabilir, bu gizli gii¢ var, ama yazar olarak da, bence yazarlarm da Tiirkge
yazan, Tirkee’ye geviri yapanlarinda yani bu gizli giicli, agmaya, ortaya ¢ikarmaya
caligmak gibi bir sorunlar: var. Ayrica her yerde sorarsaniz, sdylerim, soyle bir
iddiada var; Tirkge’de bir takim yetkin gevirmenler var, ben de onlardan biri
olabiliﬁm ¢linkii derdim var yani. Ahmet Cemal mesela, uzun Almanca ciimleleri ¢ok
giizeli akici bir bigimde yaziyor. Benim de derdim bu yani. Bu acidan baktigimizda
belki Tirkiye’deki ortalama, hatta sindirilmis yazarlardan ¢ok daha iyl Tiirkge’yl
esgiidiimleyebilen yada Tiirkge’yi gelistirmede, bu gizli glici agia cikarmada
cevirmenlerin, yani sadece bizim kusagi diigiinmeyelim, Hasan Ali Yiicel’den aldigim
grafiklerde de, inamlmaz bigimde en yetenekli adamlar, Melih Cevdet Andaylar,
caligiyorlarmus, ben onlarla biiytidiim, okuyarak. $u yok, digavurum glct, expression
giicti, ifade giicl zayifliyor. Burada da hem yazarlara, hem yorumculara, hem
cevirmenlere ok biiyiik isler dustiyor. Oyle degil mi? Bu kullanila kullanila olacak
yani. Soyle bir iddia da var, sav da var Tiirkce, henilz sozli gelenekten yazili
gelenege tam olarak gegmis degil. Nasil gececek? Yani bence dilin yerine
oturmastyla, degil mi, clinkil distinilyorsunuz. Bagka bir sey daha soyleyeyim son
olarak, simdi bana soruyorlar, iste biliyorsunuz bu derin okuyanlar bana soruyorlar
buraya gelenler; bu kitaplarin hangisini okudunuz diye, sadece cevirdiklerimi
okudum, ¢iinkii bu degil okumak; size baska tirlil okutuyor cevirerek. Be arada tabil

dilin igleyisini, teknik bir takim seyleri ogretiyor.
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GE: Bir de, daha kendinize iliskin somut gergeklerle ilgili bir soru soralim, kendi

cevirmen olma siireciniz, yani burada biraz egitiminizden s0Z edebilirsiniz, geviriye

nasil basladigimz...

YS: Benim babam ilkokul dgretmeniydi, ama siirler yazards, makaleler yazardi. Ben
de ona yardim ederdim, bir sey bu, daktilosunu sadece benim kullanmama izin verirdi,
biz Ui¢ kardestik, belki o zamandan, yaziya, daktiloya, yani bir 6rnek tabii bu, ama
ondan sonra dedigim gibi ¢ok okudum, kendime soz verdim okumaya devam
edecegim diye. Bu da gevirl bi¢iminde oldu, ya da soyle diyebiliriz, yirmili yaglarimda
¢ok okuyordum, yani edebiyat, edebiyattan psikolojiye, hatta psikoloji doktorasina
baglamaya karar verdim, sonra 0 da bitti, sonra Amerika’ya gittim, sosyoloji okumaya
gittim, benim aradigum sosyoloji orada yoktu, yani edebiyat psikoloji sosyoloji ile
yakindan ilgilendim. Cok giizel okudum, ve okudukea da toplumdan yabancilastigimi
hissediyordum, yani hatta bir hocam; bu kadar gok okuma, sonra bosluga diiseceksin
falan dedi. Tam o sirada Yeni Dergi falan kuruldu, oradan girdim, ve her hafta bir tane
gotiiriirdim yani. Ben orada cevirmen oldum; Mehmet Fuat’la harika bir seydi, hem
saygili, hem dikkatli, hem her seyi gok iyi bilir, yazdim bunlart, Mehmet Fuat igin
yazdim, Adam’da ¢ikiyor, onlari okuyabilirsiniz, onun elinde, on iki yil ¢alistim ben,

Mehmet Fuat’la, bu belki dort iiniversite demekti aslinda...
GE: Yine dergicilik iginde...

YS: Evet, yayma girdikten sonra, insan kendisinin de ciddi bir gevirmen oldugunun
farkina variyor, ¢linkil yazi koyuyorsunuz oraya, bir sey koyuyorsunuz, bir iirlin
koyuyorsunuz, insanlar ona bakiyorlar, onu degerlendiriyorlar, onu yargiliyorlar,

yavag yavag gliven kazantyorsunuz, artik yazilardan kitaplara geciyorsunuz.
GE: Ashnda ikinci soruma giizel bir cevap verdiniz, yazin gevirmenliginin meslek
olarak yasamimzdaki yeri nedir? Cok kisa bir sekilde Ozetler misiniz? Su andaki

edebiyat gevirmenliginin yasamlmzdaki yeri?

YS: Daha ¢nemli bir yeri var, ¢linkil edebiyati gok seviyorum. Imgelem diinyasini size

aciyor, bagka insanlarin sadece akil stizgecinden gegmis diistincelerini, fikirlerini,
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denetimli bir bicimde oraya koyduklar seyi degil de, belki, denctimsizde demek
istemiyorum tabii, ama duygusal zeka kismim agryor bir yerde o insanlar, oyle degil
mi? Yaratici insanlarla temasa gegiyorsunuz, onlardan insan olmakla ilgili, insanin
titresimleri ile ilgili bir ¢ok sey Ogreniyorsunuz. Ve anlamu yakalamak, yazin
cevirisinde, somut metinler bir stire sonra ilging gelmemeye bagliyor mesela. Bulmaca
cozerseniz de Oyledir, giderek daha zora daha zora istek duyarsimz, soyuta gikar,
soyuta ¢ikmak gibi bir sey aslinda. Yeni diinyalar agiyor biitiinilyle, sizi si1yor,
deniyor. Geri zekal siir geviriyorsunuz, anlamsiz siir ceviriyorsunuz, bilmem uyaklar1
denk getirmeye galigiyorsunuz, Oynuyorsunuz yani bir siire sonra. O oyunu da
biliyorum yani. Miithig bana zevk veriyor. Bu arada tabii, bunlan okuyanlarin buna
nasil hayran olacagim distintiyorsunuz.

Hala, belki, gliven kazanma, takdir kazanma, sevilme istegi var biitin bunlarm
arkasinda, ¢iinkii parasal tegvik yoksa, baska bir sey yoksa, toplumsal mani yoksa bir
yerde, olsa da istemeyiz, neyin pesinde kosuyoruz? insanlarla ¢evirmen olarak iletisim
kuruyorsunuz. Zaten her yazmn cevirmeninde de bir yazar vardir. Miithis bir
entelektiiel ddiilii vardr, kendi baginda ¢ok eglenceli bir kere, ondan sonra, iste degil

mi? Insanlarla iletigim kuruyorsunuz, onlara ulasiyorsunuz.

GE: Cevirmenlige bagladimz, belli bir ¢evirmen kimligi gelisti, burada merak ettigim
bir konu da, ceviriye ilk basladiginiz dsénemde ceviriye bakis agniz, ilkeleriniz,

stratejilerinizin simdikiler arasinda bir fark var m1? Degisik bir siireg yasadiniz mi1?

YS: Cok fazla yok, tipki sey, cahil cesaretinden soz edebiliriz burada. Ik
basladigimda, bes alt1 yedi yil stirdii belki bu, ben yapiyordum, ama hosuma gidiyordu
anladigimi anlatmak falan. Ama daha sonra, bu ¢eviri kuramina girdikge, geviri
dgretmeye bagladik¢a, ne yapmakta oldugumun farkina vardim ve korkuyla titredim
diyebilirim. Bunlann bilincine varmadan, ne oldugunu bilmeden once, sonra daha
serbest ve daha ozglirce yaplyorsun, belki su anda geng cevirmenlerin ¢ogu da boyle
yapiyor, bunda da pek sakinca yok. Bir anlamda da var ama, bilincine vardiginizda,
yani korktugun i¢in, titrediginiz icin, neyin eksileceginin artik farkinda oldugunuz
icin, su stratejiyi uygulamayl gerektigini bildiginiz igin daha dikkatli olmak zorunda
hissediyorsunuz. Ama ben sizin yaptiginiz ¢evirinin, daha dogru, daha esdegerlilige

yakin iste daha az eksikli falan, anlatabiliyor muyum? Yani biling ve bu bilgl
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yaraticiligs zedelememeli. Burada da hem bir geliski hem bir zorluk var. Bu bilgi ve
biling belki cevirinin niteligini yiikseltiyor. Dogrulugunu, esdegerligini sunu bunu,
ama belki yaraticthgimz1 eksiltebilir. Boyle de bir tehlike var ev iste bunlarin da

farkinda olarak c¢eviri yapmak lazaim.
GE-Peki basta kendinize gevirmen olarak drmek aldigimuz kisiler var miydi?

YS: Yani ben higbir zaman su ¢evirmen gibi olaymm diye diiginmedim. Ama, ¢ok
hocam vardi. Yani model agisindan vardi. Mesela Erzurum’a kitaplar gelirdi, adim
simdi unuttugum kisinin kitaplarimt okurduk, Tiirkge’si ¢ok iyiydi. Mehmet Fuat her
zaman iyi bir yazar benim i¢in, Tiirkce’yi dogru kullanan, Ingilizee’yi ¢ok iyl cevirmis
olan. Ama yani, geviri dgreneyim diye geviri okudugumu hatirlamiyorum. Boyle bir
sey yok. Kisisel olarak da dyle. Yani ben kendimi 6rnek almak istiyorum, kendimden
bir mek cikartmak istiyorum, ama tabii baskalarindan sgrendigim pek ¢ok sey var.
Birinden kelime 6grenirim ya da dili nastl kullandigini 6grenirim, yani tabii ki insan
kendisinden oncekilerden Ogreniyor, miimkiin degil, her seyi, kendimizin bulmasi
miimkiin degil, iste yeni {iretilmis sozcikler var, onlarla diyaloga giriyorsunuz, bu iyi
mi degil mi diyorsunuz, sonra kendiniz belki terim lretmeye bashiyorsunuz. Hala bir
sgrencilik donemi, var, hala ne demis, nasil demis diye bakiyorsunuz. Dil ¢tinkl canli

bir sey, onunla ugragiyorsunuz.

GE: Ceviriye iligkin kendi norm Ve ilkelerinizin olusumu hakkinda ben biraz
meraklanryorum. Ornegin bugiinkil ceviri ilkeleri, ¢eviri normlarl, Ve ise ilk
basladigimz dénem ile arasinda farklar olabilir, olmayabilir, tekrardan belli bir
dlgtitim var diyebilirsiniz, ama burada énemli olan, i¢ine girdiginiz edebiyat diinyas1
icinde, geviri dinyast icinde, Yurdanur Salman olarak ¢eviriye bakis aginiz nasil bir
yerde? O sistem icinde ama. Yani, tabii ki begeni ile karsilanmig olabilir, tepki almis
olabilir, zaman zaman, O kadar Ozenme denilmis olabilir, bu agidan neler
sdyleyebilirsiniz? Yani karsinizdaki Kitlelere kendi olgiitlerinizi kabul ettirmek,

benimsetmek anlaminda, okurlara ve yaymncilara.

YS: Yani bilingli olarak boyle bir yol segmedim. Ben, ben olmaya caligtim. Belki bir
kere cok okudugum icin, belki akademik olarak hayata basladigim icin, hep ciddi
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seyler oldu gevirdiklerim. Ciddi derken, mesela hatirliyorum; bir yaymevi bestseller
gevirir misiniz dedi, ben bestseller gevirmiyorum dedim. Oyle bir segimim var
acikgasi. Kuram kitaplari, denemeler, nitelikli yazin yapitlari, yani okuduklarim beni
buraya getirdi ve ben bunlarla bagladim. Cevirilerimi yaymevine, ¢inkl ¢ok uzun
siirede yapryorum ben, iki ayda yapmiyorum hi¢hir zaman, tekrar tekrar okuyorum,
yikiyorum, diizeltiyorum, c;apak- aliyorum, demlendiriyorum, mamasini veriyorum,
biitiin bunlar seydir, kendime karst sorumluyum yani her seyden dnce. Kitaplar1 da
hep uzun yillar kendim sectim yani, ¢ok azdir, bana onerildigi icin gevirdigim.
Ismarlama kitap gevirmiyorum. Bu gok 5nemli, hep ben kendim segtim gotlirdlim,
hatta bitmis halde g&tirdim yaymevine, ilk Kitabim, Sevme Sanatr’yd mesela,
Mehmet Fuat’a bunu kime vereyim diye gotiirdiim, o da ben ona bakacagim, hi¢ dert
etme dedi. Bana yaymcilarim sunu soylerlerdi, bende giileyim mi aglayayim mi
bilemezdim, sizin diliniz gok giizel, gevirileriniz okunuyor derlerdi, bu da bana
hakaret gibi gelirdi, ¢linki ben de bir cevirmenim, 6zgiin metin hangi kolaylikta yada
sorlukta okunuyorsa o kolaylikta yada zorlukta okunabilmeli. Bu bana gore iltifat
degildi yani. Ben her zaman kendi kendimi redakte ettim yani, hep olumlu seyler
duydum, hi¢ kotd sey duymadim, ama yaymcilar tarafindan hizli geviri yapmaya
zorlandim acikgasi. Buna karst direndim, hicbir zaman, zaman veremem dedim. Hala
da , bittigi zaman biter. Boyle diyorum, Semih Giimiis de biliyor. Bittigi zaman biter.
Boyle bir sey. Ama her zaman kendimi daha zor daha zor ¢evirilere attim, yani bu
belki kendini sinamakla ilgili bir sey. Butin bunlar1 yaparken de tabii, benim derdim,
Tiirk¢e’nin, demin soyledigim gibi yerine oturmasl, esgﬁdﬁmlenebilmesi dilin
glictiniin, Tiirkge’ye karsi bir borcum var diye digiiniyorum, sonunda okura hizmet
ediyorum ve Tirkge'ye hizmet ediyorum, bdyle diistintiyorum, bunu bilingli olarak
seciyorum. Yoksa cok eglenceli, cok cabuk cevrilecek kitaplar ¢evirirdim ve para

kazanirdim.

GE: Bu Tiirkge’ye, erek dizgeye, hizmet etme diistincesi, ya da bilinci sizde nasil

olustu?

YS: Bu biling bende olustu, belki hoca oldugum i¢in, belki okudugum igin, bilingli

secim aslinda.
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GE: Fakat cogunluk bunun farkinda degil. Yani bir ¢eviri yaptyorsunuz, bestseller bile

olsa, sonucta o da bir kiiltiirlin pargasi. Bu bir sey gotiirecek kitlelere, okurlara bir
seyler aktaracak, ¢eviri o anlamda gok dnemli.

YS: Mesela bagka seyler de soyleyebilirim, Adam Yayinlar ilk kuruldugunda bana,
tam zamanli ¢evirmenlik Onerildi, ben bunu reddettim, ¢inkil tam zamanl
cevirmenligi kabul edersem, yaymevinin istedifi kitaplar1 onlarin istedigi hizda
cevirecektim. Bu da benim ¢eviri anlayigima ters diisecekti. Ama ne yaptim?
Disandan redaksiyon yapflm, onlar, istinde adim vardir, Tiirkee’ye diizeltmek
acisindan falan, Yani hicbir zaman bana dayatilan kosullara uymadim. Anlatabiliyor
muyum? Kendimi korudum, ciinkii eger ddin verirseniz, bir delik agilirsa, bir stire
sonra siz kendinizi taniyamazsimz kisilik olarak. Onun i¢in higbir zaman, boyle bir
sey olmadi. Bugin de oyledir. Simdi, neler oluyor yayin hayatinda, boyle simdi
bunlara teslim olmamalisiz. Yani ¢ok satacak diye bir kitab1 ¢evirmemelisiniz.
Gergekten inantyorsaniz iilkeye hizmet edecekse, onda bir yatirim degeri varsa, yada
bir igerik, ileti deferi varsa o zaman yapmalisiniz. Ama yani Oyle gevirmen
arkadaslarim var ki onlarin da adim soylemeyeyim, mesela diyor simdi bilmem kimin
romanim cevirmeye basladim; ee, nasil bir roman; bilmiyorum, okumadim ki!
Baglamis ama gevirmeye. Sonuna kadar okumadan gevirmeye basliyor yani. Bdyle bir

sey olabilir mi? Ama bunlar oluyor yani.

GE: Bu kiiltir dinyast i¢inde, ceviri diginda iistlendiginiz islevlerden s6z edebilir
miyiz? Dergi yaymcihigimzdan biraz soz edebilirsiniz. Yani geviri ile o nasil birbirini

tamamladi1?

vS: Kuram Dergisi’ni gordiiniz mii? Gene dille olan derdim. Demin sdyledigimi
celigki var, bu hala asihi bir sekilde duruyor. Tiirkge eski bir dil, gelismis bir dil,
zengin bir dil, dilin giicii ok biiyiik olan bir dil ve ¢ok saglam bir dil. Nasil oluyor da,
ceviriye oturdugunuzda bat dillerinin ifade giictnd yakalayamlyor? Tiirkce’nin
gelistirilmemis olmast ile ilgili bir sey bu. Iste, mesela Tiirkge tiiretmeye ¢ok olanak
veren bir dil. Oz Tiirkee’den yol cikarak tiiretebilirsiniz, tliretmeye acik ama bunun
i¢in dilin nasil isledigini bilmelisiniz, burada ne arad1gimizi bilmelisiniz falan.

Tiirkce’de bir dert var kesinlikle. Yeni terimler dolamima girmiyor, Turk Dil
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Kurumuwnun uzmanhk sozlikleri de artik g¢ikmiyor Ve cevirmenler bunlara
ulasamuyor, benim derdim bu terimler, Kuram bundan ¢ikti. Yani yaymcilikta bir
amac vardi, Tirkge’nin yerine oturmasi, Tiwrkee’nin ifade glctnun, digavurum

giictiniin genisletilmesi, ve de terimlere kargilik bulunmast.

Mesela su; Pen, ben ¢ikartmaya basladim o zaman. Bu, tek 6mek Tiirk Edebiyati’nda.
Tek 6mek dedigim, bir siiri var da bunlardan cikti, bagka yok Tiirk Edebiyati’ni
ingilizce’ye gevirip dagitan, diinyaya tanitan, bir de International Pen dergisi var,
buradan secip oraya aliyorlar, bdylece diinyaya sizi tamtmis oluyorsunuz. Yapi
Kredi’ye gonderdim bir kopya, oraya gitmeyecegiz dedi, orada yapiabilir. Bunu
¢ikarmaya basladik, bakanliktan, CHP idi o zaman, bir haber geldi, pek begenmedik
biz bunu, bakanlik olarak bir sey yapmayiz diye. Siz ¢ikarn, biz size biraz para
verelim, bunu bakanlik cikarmis olsun. Hadi be siz de dedim. Onlarm ¢esitli
olanaklari var, yapsinlar, degil mi? Para da vermiyorlar, yapilmis bir seyin fizerine
hazir konmak istiyorlar. Bulun insanlar1 yaptirin yani! Biz bunu bir kurug yokken
cikarttik, inanin bana. Reklam olsun diye ya da 6vinmek icin sdylemiyorum. Ama bu
bir misyon yani, bu bizim kiiltiiriimiize olan, bir kere buradan o tarafa da var, oradan
bu tarafa da var. Sonra Tirk Edebiyati taninmiyor, burada edebiyat var mi diyor
yabancilar. Var! Eger tanitabilirseniz.. Iste boyle, acikli bir tablo var. Bu sorunun da
galiba kalgasi kaydi. Yani benim derdim her zaman dil oldu, terimler oldu, duru bir
Tiirkge oldu, Tiirk dilinin ifade gliclini gelistirmek oldu, ceviri de bunun icin bir arag¢

oldu belki, bir amag degildi yani. Para kazanma araci hic degildi.

GE: Cevirmen olarak yaraticilik alanimzin smurlart nelerdir? Yani cevirmenlikle
yaraticilift nasil gorityorsunuz? Hani her cevirmende bir yazarlik vardir denilir,

edebiyat cevirisinde tabii yaraticilik daha bir 6nem kazantyor.

YS: Tabii, simdi yazin cevirisinde de yorum glictiniiziin, bir kere metnin yan
anlamlarmi yada derin anlamlarint okuma giiciiniiziin, 0 da gene iyi okur olmaya
dayaniyor. Bir de dilin isleyisini bilmenize dayaniyor. Yazin geleneklerini bilmenize,
biling akimi nedir, sudur budur, gibi seyleri bilmenize dayaniyor. Nasil isledigine
dayanir, dénemden doneme bunlar degisiyor, belki edebiyat okumanin burada bir

avantaji var yani, bunlart gelip teshis edebildiginizde. Ondan sonra tabii, kendi
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dilinizde bunu ifade etmeye, yaratmaya. Bir kere kendinizi sonsuz serbest
birakacaksimz. Dagitacaksiniz yani, bagka gare yok, anlatabiliyor muyum? Higbir
kisitlama yok, higbir engel yok. Bu 6zglirligt kendinize tanimazsamz, dilde de,
yazinda da rahathiga ulasamazsimz. Korkmayacaksimz highir sekilde. Ama tabii kor
cesaretli olmayacaksiniz, yazarn soylediginin daha fazlasim sdylemeyeceksiniz. Bir
de dilin o uguculugu, belirsizligi var, yazann igine gireceksiniz, ne yapmaya caligryor
onu anlayacaksiniz, yapmaya g:ahsu,c;ri seyi nasil yapiyor, onu goreceksiniz, yani dilin
teknik isleyisini yada islenisini, yada eksiltmelerini, ne gikarmalari, arkaya almalari,
yinelemeleri, carpitmalari, vb. bunlari goreceksiniz. Bunarh gorebiliyorsaniz, kendi
dilinizde de bunlar1 yapmaya g¢aligacaksiniz. Biraz cambazlik bu hikaye ama, boyle

yani. Cok eglenceli, yakaladigimz zaman da cok seviniyorsunuz.

GE: Peki diger yazin cevirmenleri ile olan iliskileriniz? Bunu su baglamda diigtinin:
Bir sirkette calisan insanlar, aym pozisyonda hemen hemen, her ortamda iligkiler
meveut bence, sizin buradaki iliskileriniz nasil gelisti? Burada anlamaya calistigim
nokta, rekabet degil tam olarak ama Ornegin ¢ok sevdiginiz bir kitap vardir, onun
cevirmeni ben olmak istiyorum dersiniz. Boyle bir duygu var n?

YS: Simdi ben dogrusu onlarla, Ahmet Cemal’l taniyorum, Mehmet’i tamyorum,
benim fazla Ingilizce cevirmenlerle, hanmlarla cok fazla bir iliskim yok, ama mesela
Ulker’in iyi bir gevirmen oldugunu biliyorum, Metis Ceviri’ye de katkilarda
bulunurdu, ancak yaptiklarindan tantyorum, yani oturup da nasil calisiyorsun, ne
yapiyorsun, zaten boyle seyler de sorulmuyor. Bu bir yerde gevirl degerlendirmesine
giriyor, bir yerde ceviri elestirisine giriyor, ama sunu biliyorum, kisa siirede yapilan
gevirilerin iyl olmadigim biliyorum. 7aman etkeni geviride son derece Snemli bir
seydir. Bunlari yazdim yani, kendi yapitim. Yazip bir kenara koyuyorsunuz, sonradan
gidip ona bakiyorsunuz. Bagka pek ¢ok sey buluyorsunuz, iste demin soyledigim gibi,
demlendirmek, ¢apak almak, ayiklamak, olmak olmak olmaklari ayiklamak. Bunlar
hep Tiirkge ceviride, tamam bunu aktartyorsunuz da, Tiirkee’y1 engelleyenler bu gibi
ifadeler oluyor. Ben daha cok Ingilizce okuyorum, onu soyleyebilirim, ama
Tiirkiye’de iyl cevirmenler oldugunu biliyorum. Su kitab1 ben cevirseydim diye bir

tutkum higbir zaman olmadu.
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GE: Cevirmenlerin kendi aralanndaki iliskileri ve sistem igindeler edinmeleri

hakkinda neler diigtiniiyorsunuz?

YS: Simdi benim boyle bir derdim hi¢ olmadi, yani ben kendimle meggulim
herhalde, simdi bir kere, en kotl geviriyi yapan gevirmene bile, benim bastan verilmis
bir bonusum var. Ciinkil geviri, gok sabir isteyen bir is, ¢ok zor bir is. Ceviriyi segen
yada ¢eviri yapmaya caligan acemi, koti, ortalama bir ¢evirmene bile benim ¢ok
saygim var. Ciinkdl cevir gergekten ¢ok biiyiik bir emek meselesi yani. Bunun disinda,
bunu okuturken de biliyoruz, geviri kurami, geviri degerlendirmek, ozellikle yazin
cevirisi degerlendirmek, son derece zor bir is. Haksizlik edebilirsiniz, ben bunu su
diisiinceyle segtim, yada benim birikimlerim beni buna segmeye gotiirdl diyebilir.
Elestirmen de yani, bizim seyde de gevirl elestirisi falan yoktur mesela hicbir sekilde,
polemige girersiniz yada incitirsiniz insanlari, bdyle bir sey var. O da cevirmen, siz de
cevirmensiniz. Tamam, cevirmen olsun, bilyilk saygum var, ceviriyl segtifi i¢in onu
kutlayabilirim, ama ben cevirinin gevirl gibi olmasim istiyorum, ve ben bunu bdyle
yapmaya ¢alistim, yoksa otuz kitap yerine doksan kitap ceviririm kirk bes yaginda, iki
ayda kitap atmayl ben de bilirim, ama atmam. Yalnz benim degil, butlin iyi
cevirmenlerin niteliginin kabul edilmesi, yaymevi tarafindan da kabul edilmesi,
okurlar tarafindan da kabul edilmesi, okurlar zaten daha iyi biliyorlar. Bir pgrencim
anlatmisti bana, Sevme Sanatr’ni caldilar da, gormus benim bir dgrencim, ben bunu
degil, Yurdagiil’iin cevirisini istiyorum demis; Yurdagil de benim. Geri getirmis
kitabt yani. Bu hog bir sey. Ceviri bence cok dikkat isteyen, ok sorumlu bir sey. Bir
kere yazih belge gikiyor ortaya yani. Onun icin her cevirmenin once kendine karst
sorumlu olmast gerekiyor. Dedigim gibi, dbir cevirmenler de beni o kadar ¢ok
ilgilendirmiyor, yani. Yani §ey gibi, her insan hayatini degisik bicimlerde yastyor,
askint degisik bigimlerde yasiyor, her cevirmen de ¢cevirmenligini degisik bigimlerde
yagiyor. Ama gene de cok isterim Ki, Tiirkge’ye saygilt olsunlar, yazimn ilkesine saygih
olsunlar ve bir sey kazandirmay, ve kalicl bir geviri, ¢linkil iyl bir kitap, iyi bir cevirl
altm gibi, defil mi? Eritip eritip yeniden zaman icinde dayamkl oluyor ve
okunabiliyor yani, onun icin, O emegdi vermisken, kalic1, degerli, belki insanlara
Tiirkge’yi de ogretecek, genglere, ¢linkli kimin okuyacagini bilmiyoruz, belki ¢

kusak sonra da okuyacaklar bu insanlar.
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GE: Peki hangi yapitlan gevireceginize nasil karar veriyorsunuz?

YS: Kisilikle ilgili bir sey belki. Kendi begenileriniz bunda Snemli rol oynuyor. Higbir
pigmanlik duymuyorum yaptigim secimlerden, aym sekilde, geriye dogru baktigimda
da, cevirmeseydim dedifim kitap, higbir sekilde yok. Benim, zannediyorum,
cevirmenlik ¢izgimde, okurluk dnemli bir noktayds. Ilgi alanlarima gore oldu. Mesela
ilk ¢evirdigim Kitap, Sevme Sanati, psikoloji. Daha once, elestiri yazilan falan
ceviriyordum, ciinkdi ¢ok sey gretti, gok da iyl oldu. Yeni Dergi’de cevirilerim
yayimlandi, sonra Ecevit hiikiimetinin eski yetmislerdeki kiilttr bakanligi onu onerdi,
onlara bagladik, sonra Tiirkes geldi, iptal etti falan filan ve sonunda bitti. Elestirinin
Anatomisi’ni de Adam onerdi, ciinkii artik herhalde yetkinligimi kanitlamigim,
bilmem ne, o kitabm kazandirilmasmi istiyor, cevap gondermis, ben de yapanm
dedim, bu konular giderek beni daha cok ilgilendiriyor, ama dedigim gibi, yazin
cevirisi de bir zevk yani hos, kendini sinama tahtast, yaymevlerinin onerdigi ¢ok az
oldu, Gazap Ugziimleri’ni Oguz Aktan onerdi, biitiin bir cevirisi yokmu§ Gazap
{Jziimleri’nin, o da kayboldu gitti yani, 0 zaman bir baktik, alti tane gevirisi var bir
arkadagimda Istanbul Universitesi’nde, hatta 0 Cinaralt’nda, Ahmet’le koyduk boyle.

Bir tek biitiin gevirisi var, dbiirleri yarim yarim, atlayarak.

G E. Zaman ayirdiginz i¢in tesekkiir ederim.
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CEVAT CAPAN

GE: 1ki dilli bir kiginin ¢evirmen olma stireci hakkinda ne digtiniiyorsunuz. fki dil bilen

herkes ¢evirmen olabilir mi? Kendi ¢evirmen olma siirecinizden bahsedebilir misiniz?

CC: Simdi bir kere ben ceviri ugrasim bir gesit okuma ugrag: olarak goriiyorum. Bagindan
beri okudugunuz hem bir seyin okudugunuz bir metnin, bir yazarn daha iyi anlasilmasi,
kendi dilinizde nasil anlatilabilir, onu aragtirmak, bu nasil soylenebilir, tabii bu amag dil,
kaynak dil gibi kavramlar cok sonradan ortaya ¢ikiyor. Bir siir okuyorsunuz, bunu diyelim
Tiirkce’ye kazandirmak yahut Tiirkge’ye aktarmak diye bir alcakgoniilli isteginiz oluyor.
Tabii benim asi merakim, bilgim, siir ve dramatik metinlerde oldu, oyun metinlerinde.
Yani bir oyun okuyorsunuz yahut seyrediyorsunuz, bu oyun Tiirkge’de ne kadar ilging oluz,
ne kadar basarili olur, hatta ne kadar yararli olur diye disiiniiyorsunuz. Siir gevirisinde ise,
bir cesit, Siir tutkusuyla ilgili, yani o siirsel ozelligini kendi dilinizde yeniden yaratabilir
misiniz diye bir sorunun karsihig oluyor. Sonra, diyelim ki, bazi konularda kuramsal
metinlere de ben bulastim. Yani 6yle metinler olabilir ki, bu metinler gene bir edebiyat
begenisinin olusmasina yardimci olabilir, aydinlatict olabilir. Thompson ve Lukacs da bu
tiir metinlerdi. Gene, elestirel yazarlar arasinda John Berger’in bazi metinleri cok ilgingtir.
Fakat ondan, elestirel bir metinden cok, bu Yedinci Adam bana ilging gelmisti, hem yaganan
déneme iliskin, hem de metine iliskin yanlar vardl; Avrupa’ya giden gogmen iscilerle ilgili
bir kitapts, o da ele aldig1 sorun bakimindan beni ilgilendiren bir kitap oldugundan onu
cevirdim. Hem bir yazarmn ig dinyasmi anlamak, hem bir yazarn sanata yaklagimini, yani
hem hayata yaklagimini hem de sanata yaklagimint biiytik bir ictenlikle dile getiren bir
kitapti. Bir de sunu sdyleyeyim, yaptigun is ogretmenlikti, edebiyat fakiiltesinde Ingiliz Dili
ve Edebiyati Bolimi’nde. [ngiliz edebiyatl, Amerikan edebiyat, amerikan tiyatrosu gibi
dersler falan veriyorduk. O konuda da bana ilging gelen bir takim metinleri cevirmek
istedim. Bunlardan $iir Atlast ¢ikti, Amerikan Siir Antolojisi cikti. Akdeniz iilkelerinin
edebiyati da beni ilgilendiriyordu, Akdeniz tilkeleri siiri Ispanyol siiri, ftalyan siiri, Fransiz
siiri, ama szellikle Yunan siiti. O yénden de bu diinya siirindeki bana yakin sairlerl
cevirmek benim icin snemliydi. Boylece biraz daldan dala, ama hepsinin dogal nedeni olan

ceviriler gikti ortaya.
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GE: Bu ¢evirmen olma siirecinde iginde bulundugunuz ortam sizi nasil etkiledi?

Sizi yiireklendiren insanlar var miydi?

CC: Vardi. Basta dergiler diyelim, dergi yonetmenleri, Memet Fuat, bir de tabii edebiyat
fakiiltesinde caligim igin, kendi bolimiimde ¢eviri dersi veriyordum; bu da yaptifim isin
dogal bir sonucuydu. Arkadaglar arasinda da tabii destekleyenler, yﬁreklendirenler oldu.
Omegin Robert Kolej yillarimda dgrencilerin ¢ikardifi Izlerimiz dergisi vardl Oraya
ceviriler yaptim. Bir de, bir cesit ‘birlikte geviri yapma’ yontemini benimseyen Sabahattin
Eyliboglu ve cevresi vardi. Yeni Ufuklar dergisi gibl. Bir takim ceviriler ¢ikti Tabii
cevremden de bityiik destek gordiim.

GE: Ceviriye ilk basladigmiz dénem sahip oldugunuz ilke ve stratejilerinizde stireg icinde

bir degisiklik oldu mu?

CC: Cok fazla degisiklik olmads. Sunu sdyleyeyim, kuramsal bir yaklagim degildi, daha
¢ok. Kuramsal bir kitap okumadim, pek kuramsal bir ¢alisma yapmadim, yahut, bunlar
dolayli olarak, yani kendiliginden olugan bir sekilde, yani ceviri dersi veriyorsamz, elbette
kuramsal bir temeli de olmasi lazim bu isin ama, bunu boyle ¢ok ayrntili, agir basan bir
sekilde yapmadim. Yani dogallik snemliydi, kaynak dilin ©6zelliklerinin ama¢ dile
aktarilmas1 6nemliydi. Bir de mesela, her seyi ¢evirmeye kalkmadim. Yani, bir yazarin
diyelim, bir sairin bir kitabint biitiin siirleriyle gevirmeye girigtim. Kolay cevrilebilen, yahut
dogallikla cevrilebilen metinler var. Bir de insani zorlayan metinler olabilir, yani her siir
hemen gevrilmeyebiliyor, bazen bagliyorsunuz, On yil sonra onun tam hakkim

verebiliyorsunuz. Boyle, esnektir ceviri anlayist.

GE: Tirkiye’deki yaymetlik hakkimda ne st')yleyebilirsiniz? Edebiyat cevirmenlerl

baglaminda?

CC: Birgok yaymevi bu konuda yeterli titizlikle davranmiyor saniyorum. Clinkd
yayincilikta ticari bir yaklagium var, ticari bir kayg: agir basiyor. Cok onemli bir takim
metinler gevrildi Turkge’ye. Ama bunlann olumlu bir bicimde gevrildigi tartigilabilir. Yani
cevrilecek metni bilingli olarak gevirten yaymnevleri oldugu gibi, 6diil almig bir kitabin, sz

cok edilen, ¢ok popiiler olan bir kitabin gevirisi sncelik kazanabiliyor. Hangi metinlerin
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sneelikli gevrilmesi, hangi metinlerin ne kadar 6nemli oldugu konusunda yerlesmis gorisler
yok. Yani yayncilarmn kitap cevirtmek kaygilar degisik nedenlerle olabiliyor. Yani, altmish
yillarda politik nedenler agir basiyordu, daha sonra bir popiiler kiiltiir anlayisi yayginlasti,
yani edebiyatin ne kadar popiiler olursa o kadar cevrilmesinin daha once yapilmasi
diisiincesi agir basmaya bagladi. Ama Onemli yazarlar da bu arada cevrildi. Ideal
cevirmenler tarafindan m1 gevrildi yoksa rastgele gevirmenler tarafindan mu cevrildi, o daha

titiz bir caligmayla ortaya cikabilir. Yani her gevirinin ¢ok basarili oldugunu soyleyemeyiz.

GE: Peki, edebiyat gevirmeninin, son on on bes yila baktigumizda, konumu sizce ne?

Olmast gerektigi yerde mi?

CC: Cok eksikler var bu konuda. Bir kere, yaymevleri bu konuda ¢ok saghikli bir tarama
yapryor degiller, yahut, bunu sadece giincel edebiyat icinde diisiinmeyelim. Yani edebiyat
tarihi acisindan da gevrilmemis gok snemili eski eserler de var. Sonra, sunu da diistinmek
gerekir: bazi metinlerin yeniden cevrilmesi gibi bir sorun var. Yani diyelim ki, Shakespeare
19. yizyiln sonunda g¢evrilmigse, 0 gevirilerin artik gecerli olmadiy, yeniden gevrilmesi
gerektigi, tabii yanlis sekilde ve bircok klasik yazarlarin Tirkce’de degismesi bakimindan
ve ¢eviri konusundaki gelismeler bakimimdan eski gevirilerin yenilenmesi gibi bir sorun da
var Tirkge’de. Bunun disinda, degisik edebiyatin degisik tirlerindeki seylerin gevrilmesi
bakimindan da biiytik eksiklikler oldugu sGylenebilir. Yani yaymevlerinin danigmanlari gok
snemli. Yaymevlerinin tutumlart cok Snemli. Neyin tutacagi, neyin ¢ok satacagi en dnemli

kaygi onlar igin.

GE: Peki yine size dénelim. Kendinizi yalmzca edebiyat gevirmeni olarak mi
gorityorsunuz? Siir cevirmeni olarak mi g('jriiyorsunuz‘? Tirk yaymn diinyasinda

tistlendiginiz bagka islevler var m1? Bunlardan s6z edebilir misiniz?

CC: Tabii ben yalniz gevirmen olarak gérmilyorum kendimi. Asil yapmam gereken seyin
siir yazmak oldugunu diigiintiyorum. Ama tabii bu o kadar kolay olan bir sey degil. Yani bir
segenek olsa yalniz onunla ugragirim, ama bu arada tabi baglanmis bir takim isler var, bunu
da siirdiiriiyorsunuz, yani diyelim ki, bir egitim kurumunda galigryorsaniz ceviriler yan trun

olarak ¢ikiyor ortaya.
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GE: Editorligiiniz acisindan bir soru soracagim. iyi Seyler Yaymevi'ne disaridan editorlik

hizmeti verdiniz. Bu konu hakkinda ne soyleyebilirsiniz?

CC: Editorlik konusunda ne kadar bagimsiz ve 6zgur oldugunuza bagh bu is. Iyi Seyler
gibi bir yayinevinin yalniz siir ile ilgili bir yaymevi oldugunu soyleyebilirim; bir takim
kuraldis1 ornekler disinda. Orada gok dzgurdim ve istedigim gibi ¢aligabiliyordum. Baska
yaymevlerinde tabii, cevirl editorligl yaptigim zaman, orada tabii, ne bileyim, yayinevinin
cevirttigi yayn politikasin uygulamak, gerceklestirmek var; orada da, gevrilmesi gerekli

olan eserlerin gevrilmesine karar veriyordum.
GE: Peki bunu yaparken diger editorlerden farkly gordiniiz mi kendinizi?

CC: Tabii, tabii. Simdi burada kisisel durusunuz cok onemli. Yani kisisel yaklagimimz,
iislubunuz, edebiyat hakkinda diisiinceleriniz snemli. O yonden, bu bazi bakimlardan

simirlayic bir sey de olabiliyor.
GE: Diger edebiyat cevirmenleri ile olan iliskilerinizden s0Z edebilir misiniz?

CC: Mesela, sey bakimindan, degisik tiirlerden yapilacak islerde su sansim vard1 benim:
Bircok eski ogrencimle ¢aligabiliyordum. Yani onlarin ilgilerini, onlarin yeteneklerini
biliyordum. Aym isi yapan insanlar olarak, yani son derece olumlu iligkiler icinde oldum

ben ayni i§i yapan insanlarla.
GE: Sizce edebiyat cevirmenlii Tirkiye’de bir meslek mi su anda?

CC: Hayir, bu isi bir meslek olarak gOrmityorum. Bu ashinda bir meslek olabilir, ama
genellikle yayncilarn boyle bir kaygisi yok gibi. Cok az yaymevinde boyle bir kaygt var.
Aceleci davranan kurumlar, yaynevleri, bazi yaymevlerinin giivendigi ¢evirmenler var,
yani edebiyat gevirmeni olarak. Olmayan bir ey degil, elbette Tiirkiye’de bir edebiyat
cevirmeni Kavrami yavas yavas yerlegiyor. Ama 0 kadar ¢ok kitap yayinlantyor ki,
yayinevlerinin bu konuda titiz davranmalari milmkin degil. Bu yiizden bir ¢ok Gnemli

metin de uygun kisileri bulmadan Tiirkge’ye cevrilebiliyor.
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GE: Peki, bir ¢ok kitap yaymlaniyor dediniz, bunu hepimiz biliyoruz; ceviri ¢ok yogun
olarak yapiliyor. Su andaki durumda, yaymcilann bu talebini  kargilayacak etkin

gevirmenler var m1? Cok ¢evirl demek, ¢ok gevirmen ve cok editdr demek.
CC: O kadar oldugunu sSylemeyiz tabii. Bu kadar kitabi gevirecek sayida yetkin gevirmen
yahut yeterli gevirmen yok. Bu yiizden de ceviriler gok tartismal1 oluyor. Belki bu

Giniversitelerdeki miitercim terctman okullant bu sorunu ¢dzebilecek insanlar yetistiriyor

ama bu da tabii yeterli degil, say1st ok degil bu tir insanlarin.

GE: Peki sizce iyi bir edebiyat ¢evirmeni olmanin 6n kosullar1 nedir? fyi bir edebiyat

cevirmeni olmak icin kisi nelere sahip olmalidur?

CC: Tabii simdi edebiyati iyi bilmesi, kendi dilini cok iyi bilmesi, diinya edebiyatinda neler

oldugunu bilmest, bir kiiltiir birikimi gerektirir edebiyat ¢evirmenligi.

G.E: Zaman ayirdigmniz i¢in cok tesekkir ederim.
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APPENDIX B
LISTS OF WORKS TRANSLATED AND EDITED

BY
THE EDITOR-TRANSLATORS
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TRANSLATIONS OF ILKNUR OZDEMIR

YEAR | AUTHOR | TITLE |
| Paul Auster | Yalmzligin Kesfi
| Jacob Arjouni | Daha Cok Bira
| Thomas Brezina | Max Intikam Pesinde-4
| Toni Morrison | Katran Bebek
| Paul Bowles | Yikseklerde
| Martin Walser | Av
| Paul Auster | Kirmuzi Defter
[1995 | Kenzaburo O¢ [ Sessiz Cighk
| 1995 Graham Swift | Sonsuza Kadar
1995 Jim Crace | Taslarn Dili
1996 | Gabriel Garcia Marquez | Sili’de Gizlice

1996

| Paul Auster

1997

| Stefan Zweig
Umberto Eco

Yiikseklik Korkusu
Giinlikler
Somon Baligiyla Yolculuk

John Updike

1998

ﬁﬁ\ﬁgaﬁﬁ%ﬁa%aaaaaaaae
||

|

| Arundhati Roy
James Purdy

Bruno Schulz
Patrick Siiskind

Samed Bahrengl
Thomas Brezina

Stefan Zweig

Paulo Coelho

>

nton Cehov
ans

oy

N

aul Auster
aulo Coelho

o

Michael Cunningham

www.ideefixe.com.tr,

Magnus Enzensberger

i

Maria Publig Mozart |

* The lists
www.mkutup.gov.tr,
Library) and

Bech Dondil
Kiiciik Seylerin Tanrist

Targin Diikkanlar
Ug Buguk Oykii

Peter Handke Karanhik Bir Gecede

Kiiciik Kara Balik
Perili Otelde Tatil-3

Heinrich Béll irlanda Glincesi

Gizli Gorev-6
Seytan ve Geng Kadin
Deniz Fenerindeki Isik

of publications in “Appendix B” have been taken from
the internet address of Milli Kiitiiphane (National

a private bookseller on the Internet.
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TRANSLATIONS OF CEVAT CAPAN

EEAR | AUTHOR [ TITLE B
1962 | Sean O’Casey | Saglik Yurdu |
1965 | Yorgo Seferis | Destans1 Oykiler
1966 | George Thompson | Marksizm ve Siir i
1966 | Sappho | Siirler ﬂ
lT966 | Marguerite Duras | Hirogima Sevgilim
| 1968 | Ernst Fischer | Sanatin Gerekliligi
| 1969 | Gyorgy Lukacs | Cagdas Gergekligin Anlami
1971 | John Whiting | Seytanlar
[ 1971 | Lev Tolstoy | Savas ve Baris
[—1974 | John Berger | Sanat ve Devrim
ﬁ975 | Georg Lukacs | Cagdas Gergekligin Anlami
\7979 Ernst Fischer | Sanatin Gerekliligi
ﬁ982 Norbert Lynton | Modern Sanatmn Ovykiisii
IT983 Odisseus Elitis | Cilgin Nar Ajact
1984 | George Thomson | Siir Sanat
1984 | Yannis Ritsos | Aliskanliklar da Degisir
1985 | Yorgo Seferis | Secme Siirler
1985 | John Whiting | Secilmis Oyunlar
1990 Athol Fugard Sarisabir Cigeklerinden Bir
Ders
1990 | Cesare Pavese | Yasama Ugrasi
1993 Konstantinos Kavafis | Kavafis’ten Kirk Siir
1993 Eleni Vakalo ‘ Soyagact
1994 Piscator, Neumann, Priifer Savag ve Baris
1995 T.S. Eliot Corak Ulke
1996 John Berger Diigiine
1996 Marguerite Duras Hirosima Sevgilim
1996 Emmanuel Hocquard Yedinci Agit&Okumak
1997 Elizabeth Bisho Soguk Bir Bahar
1998 John Berger Kiyidaki Adam
1998 Arnold Wesker Secilmig Oyunlar 2 Wesker
Uglemesi
1999 Fernando Pessoa Denize Ovgii
1999 Nuala Ni Dhomhnail Denizkizi Hastanede
1999 William Wilson Fazla Kiltiir Goz Cikarmaz
1999 John Berger Fotokopiler
1999 Y annis Ritsos Ritsos Biitiin Siirlerinden
Se¢meler
2000 Matsuo Bago Haiku’lar
2001 Yorgo Seferis Profil
2002 Yannis Ritsos Gorilmemis Bir Cigek Agma
2002 Yannis Ritsos Umarsiz Penelope ve Baska
Siirler
2002 John Berger, Jean Mohr Yedinci Adam
2002 Pablo Neruda Yiiregi Riizgarlarla Ozgiir
2003 Aragon Oyle Derin ki Gozlerin
2004 Jorge Kuis Borges | Sonsuz Giil
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TRANSLATIONS OF CELAL USTER

YEAR | AUTHOR | TITLE ]
| Juan Rulfo | Bize Toprak verdiler |
| Iris Murdoch | Italyan Kiz1 |
| Liam O’Flaherty | Kutlik |
| Dee Brown | Kalbimi Vatamima Gomiin
| George Thomson | Insamn Ozil
| M. Antoreitta Maccioceini | Cin Deyince ﬂ
| J.V. Stalin | Marksizm ve Dil Uzerine

\7978 Mao Zedung Kiiltiir ve Sanat Edebiyat J
Uzerine

1978 | Vladimir flyi¢ Levin | Devlet ve Devrim |

1978 | Su-Yin Han | Sabah Tufan |

1981 | JuanRulfo | Kizgin Ova B

1983 George Thomson Tarih Oncesi Ege 2 Eski

: Yunan Toplumu stiine
incelemeler
| Homeros (adpt. by J. Watson) | llyada J
Homeros(adpt. by J. Watson) Odissiya ﬂ
(1987 | Jack T. Murphy Stalin

m Jorge Luis Borges

1990 Dee Brown '
1992 Mario Vargas Llosa Uveyanneye Ovgil

m Jorge Luis Borges Yedi Gece
1006 | Mario VargasLiosa | Masalor
Borges ve Ben

m S.N. Behrman Antikacilarin Piri Duveen

John Berger Tiziano Su Perisi ile Goban

m
5001 [ George Orvell | Hayven GHILES

m D.H. Lawrence Adalar; Seven Adam
2002 Anthology

ingiliz Edebiyatina Giris
Kalbimi Vatanima Gomiin

Yataginda Yalniz misin?
Eski Japon Ozanlarindan
Ask ve Ozlem Siirleri

(2003 | Jorge Luis Borges At




TRANSLATIONS OF YURDANUR SALMAN

F976 | Herman Hesse | Siddharta
1977 | Bertolt Brecht | Sinema Yazilar ve Brecht

1 1979 | Shulamith Firestone | Cinselligin Diyalektigi
F979 Erich Fromm

Sevginin ve $iddetin
Kaynagi

1982 | Vasili Suksin | Yagsamak Tutkusu

1982 | Erich Fromm | Saglikli Toplum

1982 | R. Wellek | Yazim Kurami

1983 | Vladimir Mayakovski | Siir Nasul Yazilir?

1987 Antom Popovig Yazin Cevirisi Terimleri

DATE | AUTHOR [ TITLE |
1967 | Erich Fromm | Sevme Sanati
1975 | Bertrand Russell | Seytan Banliydde

Sozlugh
1988 | J. Steinbeck | Gazap Uziimleri
1990 | John Berger | Gérme Bigimleri
ﬁ991 jS_usan Sontag | Sanatg1: Ornek Bir Cilekes
1991 | Paul Bowles | Avluda Yiiz Deve
1991 | Jan Kozak | Mariana Radvakova
1992 John Berger \ Picasso’nun Bagaris1 ve
Basariszligi
Salman Rushdie Harun ile Oykiiler Denizi

1998 Scott L. Malcolmson Sniriilkeler Ulus ve

Imparatorluk

E_W

2002 Jose Angel Garcla Landa, Anlatibilime Giris
Susana Onega

2004 Jose Ortega y Gasset

Sevgi Ustline Bir Konuya
Cesitli Yaklagimlar
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TRANSLATIONS OF ULKER INCE

DATE | AUTHOR | TITLE
1975 Angel Karaliygev | Ellerinden Operim ﬂ
1975 | Angel Karaliycev [ Kigitk {zo Mizo
1983 Lawrence Durrell Clea: iskenderiye Dortliist
v
1983 William Faulkner | Dilek Agaci Bir Masal
1983 Angel Karaliygev | Aggozli Turnabalif
1984 Lawrence Durrell Balthazar: Iskenderiye
Dortlisti II
1989 \ Lawrence Durrell T Justine: Iskenderiye Dortlisi
1
1989 Lawrence Durrell Mountolive: Iskenderiye
Dortliisit 1
1990 \ Italo Calvino Bir Kus gecesi Eger Bir
Yolcu
1990 Tennessee Williams Iguananin Gecesi
(1990 | Manuel Puig Orumeek Kadimun Oplicigl

m Sean O’Casey Silahsoriin Golgesi
m Truman Capote Bagka Sesler Bagka Odalar
m Dylan Thomas Deri Ticareti Seriivenleri

Mario Vargas Llosa Palomino Molero’yu Kim

Oldiirdii?
7953 | CarlosFuentes | Sefer
m Amanda Filipacchi Ciplak Erkekler

1996 Larence Durrell Constance ya da
Yalnizliklar: Avignon Beslisi

11
IE-IEME_ Papatya Bahgesi
Yordan Radigkov Sicak Ogle

Lawrence Durrell Sebastian ya da Giigli
Tutkular (Avignon Beslist

V)
Lautremont’un Romant
Rimbaud Yorumu
m Jared Diamond

2004 Frances Stonor Saunders

|

Tiifek, Mikrop ve Celik
Paray1 Verdi Didiigh Caldn:
CIA ve Kiiltiirel Soguk
Savas
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TITLES EDITED BY ILKNUR OZDEMIR

2004 Ingrid Noll [ Aziz Dullar |
2004 Murat Giilsoy Bu An’1 Daha Once
Yasamigtim _\
| 2003 Mihail Bulgakov | Usta ile Margarita (2 cilt) |
| 2003 Asiye Cebar | Ask ve Fantazya B
DO(B Tolstoy | Dirilis J
| 2003 Emile Zola | Nana ]
2002 Lynne Reid Banks Dolabin Esrar1 Omri’nin J
Seriivenleri 4. Kitap
2004 Ugur Ozakinci | Ask’in Z’si
2003 Semih Balcioglu Memleketimden Karikatiirct
Manzaralari ‘\
2003 Baki Ayhan T. | Uzak Zamana Ovgil ]
2003 Feridun Andag Celile’de Kuslar Oliiyor
Denemeler
2003 Erendiz Atasii imgelerin Izi Edebiyat
Yazilar
2003 | Azra Erhat Sevgi Yonetimi Denemeler
2004 | Paulo Coelho | On Bir Dakika
2004 Murat Giilsoy Bu Filmin K&t adami
Benim ﬂ
2003 Susanna Tamaro Daha Cok Ates Daha Cok
Riizgar
| (Turkish Short Stories) | Yalanci Oykiiler ﬂ
Lev Nikolayevig¢ Tolstoy | Hac1 Murat
T Lev Nikolayevig¢ Tolstoy ‘ﬁvan flyic’in Olimi 4]
2002 | Norbert Gstrein | Ingiltere Yllari
2002 j (Turkish Short Stories) | Yol Oykiileri

| Milan Kundera

| Giiliinesi Agklar

(Turkish Short Stories)

Isabel Allende

Atilla Senkon
Nalan Barbarosoglu

[\
<
=)
[\

2002

2002

2002

Soledad Puertolas
Oktay Akbal
Oktay Akbal
eter Ackroyd

Zeynep GOgus

Tiirk Aydinina
Mektuplariyla Halikarnas
Balik¢is1
Karthiyor 2. Kitap

Mark Twan | Tom Sawyerin Seriivenleri

Gece Oykiileri 10 Yazar, 10
Oykii

Sararmus Bir Fotograf
Ogluma Avrupa Mektuplari
Biyik Izi Yalanlar:
Ne Kadar da Giizeldir
Gitmek

Manolito Giilmekten

Senyora Berg

i

Cinayet Sanati
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| Oktay Akbal

| Tarzan Oldi
| Oktay Akbal | Yalmizlik Bana Yasak
| Maria Corti | Ecel Saati
Azra Erhat Giilleyla’ya Amlar En
Hakiki Miirsit
Luis Sepulveda Duygusal Bir Katilin
Giinligt, Polisiye ki Uzun
Oykii
| Erik Orsenna | Uzun Zamandan Beri
2002 | Yegim Eytiboglu | Cinnet Misafirleri
2002 \ (Turkish Short Stories) On Ug Biyilit Oykii 13
Yazar, 13 Oykii
2002 | Hasan Oztoprak | Kurklar Kitabi
2002 | Ercan Yilmaz | Aherli Zamanlar
2002 | Ingrid Noll | Zehir Dolab:
| 2002 | Ahmet Cemal | insana Dénmek
2002 | Sevim Ak | Vanilya Kokulu Mektuplar
2002 | Ali Hikmet | Seytan Ugurtmast
2002 | Serkan Isin | Nesnevi
2002 | Hasan Ozkilig | Serul’da Beklemek
| 2002 | Sema Kaygusuz | Doyma Noktast
2002 | Tahsin Yiicel | Yalan
2002 | Hadi Caman | Giizeltmek
2002 | Tahar Ben Jelloun | Duygular Labirenti
2002 Tarik Akan Anne Kafamda Bit Var

2002 Erdogan Tokmakgioglu
2002 Dido Sotiriu

| Shafique Keshavjee

Ebemkusagi ;]
Benden Selam Soyle
Anadolu’ya

| Kral, Bilge ve Soytan

Lynne Reid Banks

2002 Feridun Andag

2002 | Abdiilkadir Budak
12002 |

Kubilay Tuncer

2002 Kubilay Tunger

2002 Ahmet Cemal

M Susanna Tamaro

ooz | WsniKual |

M Amelie Nothomb

(2002 | AydnEngin

M Fiyodor Dostoyevski Budala
M Michel del Castillo
rm-
M Dominique Sigaud

002 [Mhamviee

Esrarli Kazilderili Omri’nin
Seriivenleri 3. Kitap

j
Soz Ucar Yazi Kalir
Yiizyilin Son Taniklar 2.
Bolum

Ugleme
Ev Zamani

Herkes Sihirbaz Olacak
Kiran Kirana

Olagan Mucizeler, Ug
Tiyatro Oyunu

Oynamak Varken, Tiyatro
Yazilar
Tirmik’a Tirmik

Utang Gomlegi
Jilet Sinan
Iste Su Hikaye

Akl Bir Kanig Havada
Jandal Sandal Portakal Ug
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Masal

@01 Aydin Engin Tango’dan Taliban’a Gezi
Yazilar1
2001 Muhammed-i Mir-Kiyani Uzun Gece Masallari, Iran
Masallan
2001 Vartan [hmalyan (Thmal Esek Esekken
Amca)
2001 Benjamin Lebert | Cilgin
2001 Joana Trollope Bagkalarinin Cocuklari B
2001 Ahmet Altan Kristal Denizalti
2001 Mehmet Altan Kanath Karinca
2001 Milan Kundera Bilmemek
2002 Gustave Flaubert Madame Bovary
2001 Charles Dickens Biiyilk Umutlar
2001 Anton Cehov Kagtanka Marangozun
Kopegi
2002 Thmal Amca Pencereme Konmustu
2000 Giizin Dino Gel Zaman Git Zaman
Abidin Dino’lu Yillar |

[2001

Kemal Demirel

Piano Piano Bacaksiz The
People Who Lived in Our
Home, Tiirkce Ingilizce
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TITLES EDITED BY ULKER INCE

\ YEAR | AUTHOR [ TITLE ]
2000 Alfred Andersch | Ozgiirliigiin Kirazlan |
[ 2000 Gerhard Roth | Yeni Bir Sabah |
11999 Alexandre Najjar | Gokbilimei |
}E% Antonio Munoz Molina | Lizbon’da Kis |
1999 Kingsley Amis Her Ikisini Birden
Yapamazsin
1999 Soledad Santiago | Dokuz Numarali Oda
1999 Lara Cardella | Pantolon Istiyordum 2
1999 Alain Bosquet | Rehinelik Meslegi
1999 Paul Ballico | Hayaletli Konak
1998 Scholem Alejchem | Ezgiler Ezgisi ]
1998 Marc Sautet Kadimlarm Ozgiirlegmesi
Uzerine
1998 Paul Nizan Eskicag Maddecileri
1997 Peter Handke Tuna, Sava, Morava ve
Drina’ya bir Kis Yolculugu
1998 Pierre Schoendoerffer Yukarida
1998 Kriton Dingmen | Symphoina Kakophonica
1998 Homero Aridjis Son Giinlerin Efendisi
1998 Elizabeth Smart Serseri ve Kopuklarin Goge
Cikislan
1998 Jeremy Reed Sayiklamalar- Bir Arthur
Rimbaud Yorumu
1999 Derleme Klasik Rus Oykiisiiniin
Bagyapitlar (Antoloji)
| 1998 Juan Detavio Prenz | Kesik Kafa Inocencio Onesto
| 1998 Per Wahloo | Kamyonet B
1998 Luigi Materba | Icimdeki $ahmaran B
1998 Philip Kerr | Izgara %
1998 Peter Esterhazy | Hrabal’in Kitabt
1 1998 Kriton Dingmen | Higlik’te Randevu B
ﬁ998 Suzanne Brogger j Bizi Asktan Koru 4]
1997 Peter Esterhazy Bir Kadin

1998 Karen Lousie Erdrich
1998 Torgny Lindgren
1998 John Banville

1998
1998
1998

1998

1998
1998

Hiiziin Gondolu
Luigi Plrandello

Ortakyasar insan Ugtincti
Bin yila Bakiglar
Seferleri
Torgny Lindgren

Bingo Palace
Bet-seba
Hayaletler

Biri Hicbiri Binlercesi

Araplarin Goziiyle Haghi

Siirin Dolambagli Yollan
Yilarin Yolu

Tutanak Defteri
Tilki Daha o Zaman Avciydi
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1998

Paul Ballico Thomasina

1997 Catherine Clement Sey‘tamn Orospusu

1998 Mary Wesley Sirabozan

1997 Elizabeth Smart Merkez Istasyonunda Oturup
Agladim

1997 Jeremy Reed Kirbag Inince

1997 Anne-Marie Garat Karatavuk

1998 Jeremy Reed Isidore Comte de
Lautreamont’un Romani

1998 Kriton Dingmen Higlige Ovgii

1997 Pascal Bruckner Dogmadi Kutsal Cocuk

1998 Freidoune Sahebjam Dagin Seyhi Hasan Sabbah

1998 Gerard de Cortanze Buruk Sevdalar

1998 Amin Maalouf Beatrice’den Sonra Birinci
Yiizyil

1997 Torgny Lindgren Arbali

1997 Louis Aragon Anicet ya da Panorama |

1997 Bodil Malmsten Bundan Sonra Bana 11k
Dokunanin...

1996 Anita Brookner Yanls Iliskiler

1997 Rober Haddeciyan Tavan

1997 Anita Brookner Ozel Bir Gorilg

1997 Malcolm Bradbury Mensonqe’un Peginde Garip
Arayiglarim

1997 Lawrance Durrell Labirent

1997 Michael Kriiger Kuledeki Adam

1997 Elsa Triolet Kaderin Oyunlari

1997 Amin Maalouf Isik Bahgeleri

1996 Zoe Valdes Giindelik Hiclik

1996 Paul Nizan Fesat

1997 Marie Darrievssecq Disi Domuz

1997 Jean Paul Sartue Cark

1997 Pascale Roze Avci Sifir

1997 Anne Wiazemsky Askla Ilahiler

1997 Herhta Miiller Yiirekteki Hayvan |

1996 Hubert Reeves Diinyanin en giizel oykiist-
Kokenlerimizin Gizleri

1996 Paul Lafargue Tembellik Hakk1

1996 Jean Yvane Siirgiinde bir Kovboy

1996 Lara Cardella Pantolon [stiyordum

1996 Lara Cardella Lavra’ya Dair

1996 Hugo Claus Utang

1996 Jim Harrison Diisiis Efsaneleri

1996 Daniele Sallenave Gubbio Kapilari

1996 Mary Wesley Papatya Bahgesi ﬂ

1996 Adolfo Caminha Merhamet Sokagi

11997 | Agnes Michaux Kadm Diigmam Sozlik |
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LIST OF POETS WHOSE WORKS WERE PUBLISHED IN SIIR
ATLASI 1994-2000

1- Eleni Vakalo

2- Henrik Nordbrand
3- Miroslav Holub

4- Ingeborg Bachmann
5- Raymond Carver

6- Mario Luzi

7- Guillaume Apollinaire
8- Zbigniew Herbert
9- Boris Pasternak
10-Yves Bonnefoy
11-Johannes Poethen
12-Carlos Drummond de
Andrade

13-Paul Celan
14-Vitezslav Nezval
15-Rein Bloem
16-Tomas Transtromer
17-William Stafford
18-Gunter Grass
19-Pablo Neruda
20-Sun Axelson
21-Rocco Scotellaro
22-Friedrich J. H.
Holderlin

23-H. D.

24-Emmanuel Hocquard
25-Tarjel Vesaas
26-Pierre Reverdy
27-Charles Wright
28-Czeslaw Milosz
29-Qctavio Paz
30-Pierre Seghers
31-Hermann Hesse
32-Antonio Machado
33-Alice Walker
34-Salah Stetie
35-Hans Van de
Waarsenburg

36-Robert Frost
37-Karl Krolow
38-William Carlos
Williams

39-Jean Cocteau
40-Furug Ferruhzad
41-Nelly Sachs
42-Antonio Cisneros
43-Jean Orizet
44-Joseph Brodsky
45-Peter Porter
46-Georges-Emmanuel
Clancier

47-Yannis Varveris
48-Go6ran Sonnevi
49-Andrey Voznesenski
50-Rose Auslander
51-Bernard Noel
52-FErich Fried
53-Theodore Roethke
54-Mahmud Dervis
55-Paul Auster
56-Jorge Luis Borges
57-Peter Poulsen
58-Tahar Ben Jelloun
59-Omer Hayyam
60-Sohrab Sepehri
61-Emily Dickinson
62-Amina Said '
63-Lean Nielsen
64-Hugo Van
Hoffmansthal
65-Yannis Ritsos
66-Tristan Corbiere
67-Philipe Soupault
68-Franz Carl Weiskopf
69-Raymond Federman
70-Fernando Pessoa
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71-Henry Reed
72-Hermann Broch
73-Andre Breton
74-Douglass Dunn
75-Adrienne Rich
76-Erik Stinus
77-Victor Segalen
78-Semih El-Kasim
79-Bardhly Londo
80-Eavan Boland
81-Michael Hulse
82-Otto Rene Castillo
83-Bertolt Brecht
84-Miguel Hernandez
85-Craig Raine
86-Anne Sexton
87-GOsta Agren
88-Giacomo Leopardi
89-Aloysius Bertrand
90-Rod McKuen
91-W. H. Auden
92-Lorand Gaspar
93-Gennadi Aygi
94-Sandro Penna
95-Maria Luisa Spaziani
96-Ahmad Samliu
97-Christian Morgern
Stern

98-Christopher Middleton
09-Eeva-Liisa Manner
100-Jacques Prevert
101-William Blake
102-Guillevic
103-Claude Esteban
104-Roger McGough
105-Pablo Neruda
106-Jura Soyfer
107-Gabriel Planella
108-Heinrich Heine
109-Hans Arp
110-Trajan Petrovski
111-Marina Tsvetayeva
112-Andree Chedid
113-Wislava Szymborska

114-Jean Follain
115-Seamus Heaney
116-Durs Grinbein
117-Leconte de Lisle
118-Lionel Ray
119-Aleksandr Blok
120-Kjell Espmark
121-Blaise Cendrars
122-Georges Brassens
123-Karin Boye
124-Kateb Yacine
125-Ted Hughes
126-Nazik El Melaike
127-Sirkka Turkka
128-Jaoquim Manuel
Magalhaes

129-Bianca tarozzi
130-Heiner Miiller
131-Athina Papadaki
132-Bella Akhmadulina
133-Sara Mathai Stinus
134-Edmond Jabes
135-Aime Cesaire
136-Jaroslav Seifert
137-Carlos Augusto Leon
138-Rolf Dieter
Brinkmann
139-Antonio Gamoneda
140-Dom Moraes
141-Jack Gilbert
142-Lawrance Ferlinghetti
143-Ranjit Hoskote
144-Francis Carco
145-Joao Miguel
Fernandes Jorge

146-S. Balu Rao
147-Carol Moldaw
148-John Hartley
Williams

149-Jean Tardieu
150-Viktorya Theodoru
151-Blas de Otera
152-Robert Creeley
153-Rolf Jacobsen
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154-Jean-Theodore
Brutsch

155-Betim Mugo
156-Tadeusz Kantor
157-Kaysin Kuliev
158-Russell Edson
159-Michael Hamburger
160-Eugenio Montale
161-Nuala Ni Dhomhnaill
162-Matsuo Bago
163-Hans Magnus
Enzensberger

164-Rene Guy Cadou
165-Juan Ramon Jimenez
166-Abdiillatif Laabi
167-Louis Aragon
168-Sarah Kirsch
169-Gerry Van der Linden
170-Rudolf Otto Wiemer
171-Elizabeth Bishop
172-Tony Curtis
173-Robert Lowell
174-Roland Tamplin
175-Ryui¢i Tamura
176-Hugo Williams
177-Jacob Van Hoddis
178-Gottfried Benn
179-Claribel Alegria
180-Pedro Salinas
181-Jiri Sotola

182-Su Ting

183-John Ash
184-Klabund
185-Gustavo Adolfo
Becquer
186-Marie-Claire
Bancquart

187-Michael Hofmann
188-Derek Mahon
189-Tamaz Ciladze
190-Adonis
191-Michael Ondaatje
192-Marin Sorescu
193-Arthur Sze

194-Muhran Magavariani
195-Nijole Miliauskaite
196-Aurora Lapesa
Aranda
197-Andre Velter
198-Pedro Tamen
199-Maya Angelou
200-Fernando Pinto Do
Amaral
201-Eka Bakradze
202-Lasse Soderberg
203-John Berger
204-Sandor Csoori
205-Tadeuz Rozewicz
206-Breyten Breytenbach
207-Elizabeth Borchers
208-Ana Kalandadze
209-Carl Sandburg
210-Arto Melleri
211-Marie Luise
Kaschnitz
212-Nikos Gatsos
213-Wallace Stevens
214-Paavo Haavikko
215-Galaktion Tabidze
216-Theo Dorgan
217-Joao Cabral de Melo
Neto
218-Lavinia Greenlaw
219-Maria Victoria
Atencis
220-Knut Odegard
221-Nuno Judice
222-Bei Dao
223-Heinrich Heine
224-William Butler Yeats
225-Mevlana
226-Vladimir
Vladimirovig Mayakovski
227-Merete Torp
228-Odisseus Elitis
229-Magda Carneci
230-R. S. Thomas
231-Sadi



232-Eugenio de Andrade
233-Arseni Tarkovski
234-Muhammed El-
Maghut

235-Dino Campana
236-Cemal Cuma
237-Sergey Yesenin
238-Derek Walcott
239-So Cong-Ju
240-Kenneth Koch
241-Rene Depestre
242-Otar Ciladze
243-Bir Toplama
Kampindan Siirler
244-Paul Verlaine
245-Adam Zagajewski
246-Goran Simic
247-Alex Susanna
248-Jaume Pont
249-Nizar Kabbani
250-Hanan Awad
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