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Abstract

This thesis studies a corpus of three works of feshispeculative fictionHandmaid’s
Tale - Margaret AtwoodWoman on the Edge of Tirklarge PiercyJFemale Man
Joanna Russ) that distinguish themselves fromtioadi sci-fi books through their
choice of themes and experimental narrative teclmiqrhe thesis examines the
translation into Turkish and the reception of liregic creations and neologisms (or
novain Darko Suvin’s terms) in this body of works.

The main theoretical framework is Foregrounding drlge and its
cognitive/empirical use by several literary schelauch as Willie van Peer (1986),
David S. Miall & Don Kuiken (1994), Jameljan Fraklakemulder (2004) who have
examined how linguistic distortions and paralleksaffect readers’ responses to texts.
Through a comparative reading test conducted omoapgof Turkish and English-
speaking readers, the thesis explores how thelatsors of feministnovareshapes and
differentiates target readers’ reception of théhatis and characters’ perspectives from
that of source readers.

Assigning a central place to foregrounding as gelacale manipulation strategy
in the source texts, and using Teun A. van Dijk'stimd of discourse analysis, the
thesis also examines feminisbvaand their relationship to axiological perspectieés
the novels under analysis. Briefly, it carries autultiple-foregrounding analysis of the
production, translation and reception of the festinovathat serve as “ideologemes”

(Julia Kristeva) in feminist speculative fiction.



Ozet

Bu doktora tezi, konu ve deneysel anlatim tgknbakimindan geleneksel
bilimkurgu kaliplari dg¢ina c¢ikan feminist spekilatif kurgu tartndeki baall
Uc¢ yapiti Handmaid’'s Tale Margaret AtwoodWoman on the Edge of Time
Marge Piercy,Female Man- Joanna Russ) ele almakta ve bu yapitlardaki
deneysel dilin, Darko Suvin’in deyimiyle, dilselnovunmarin nasil
cevrildiklerini ve alimlandiklarini agairmaktadir.

Tezin temel kuramsal cercevesini giuran, yazinsal normlardan ic¢sel
ve dsgsal sapmalar (deviations) ve tekrarlamalar (palisihe) yoluyla,
yazarlarin metinlerin ggtli dizlemlerinde o©nceledikleri ya da 6n plana
cikardiklarr soylemsel gelerin okurlar Uzerindeki etkilerini inceleyen
Onceleme Kuramr’dir (Foregrounding Theory.)

Willie van Peer (1986), David S. Miall & Don Kuikef1994), Jameljan
Frank  Hakemulder (2004) gibi  atarmacilarin  deneysel/bisel
argtirmalarindan yola cikilarak, bu tezde, kargilamali bir okuma anketi
cercevesinde, incelenen butincedeki feminist kamadki novumarin ve bu
novumarin cevirisinin kaynak ve erek dil okurlarinin 2@ ve roman
karakterlerine kan baks acilarini nasil etkiledikleri, okur yanitlarini s1&
cesitlendirdikleri ve ayrstirdiklari incelenmgtir. Bu anket kapsaminda, kaynak
metnin dncelenen gelerini erek dilde yeniden yapilandiran bir ¢cevakurun

algisini nasil etkiler, nasil dostiiriir? gibi sorulara yanit arangtir.



S6z konusunovunmiarin, butincedeki romanlarin aksiyolojik evreniyle
olan iliskileri de, 6ncelemeyi gegidlcekli bir manipilasyon araci olarak
tasarlayan Teun A. van Dijk’in séylem ¢c6zimlemes$iniemiyle incelenerek,

coklu bir 6nceleme analizi gercektailmi stir.
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INTRODUCTION

How experimental texts were translated and receheasl always been of interest to
translation scholars. In the Canadian context afdiation, two prominent scholars,
Luise von Flotow and Sherry Simon have examinedde wange of strategies used in
the translation of Quebec feminist avant-gardeengitsuch as France Théoret, Louky
Bersianik and Nicole Brossard. The research byetlseholars shows that besides being
a good site of stylistic experimentation, innovatitexts also tell us a lot about the

ideology of their translators:

“Where the feminist project of translation findss imore felicitous
applications is in regard to texts which are thdwgseinnovative writing

practices” (Simon, 1996).

Obviously, an analysis of translation strategiesdusnot used, or misused in the
translation of experimental texts inevitably leadsto explore not just the aestehetic,

but also the ideological factors involved in thenslation process.

So far, innovative texts like Quebec feminist awvgawde texts, French
feminists’ texts, surrealist texts, postmoderngstts have extensively been analysed by
translation scholars while feminist speculativeidic has not been dealt with from a
translation studies perspective. However, charsetrby innovative and subversive
textual strategies, feminist speculative fictiorrss to be a very interesting object of
study for translation scholars as for literary dahe

In the framework of this PhD thesis, | will examitie translation and reception
of linguistic creations and neologisms (@vain Darko Suvin's terms) in a feminist

speculative corpus that consists of three novelslagr Turkish translations:



Corpus Under Analysis

My corpus comprises the most representative workscantemporary feminist
speculative fiction by American women writers armkit translations into Turkish.
Under the entry “Womeén of The New Encyclopedia of Science Fictiapart from
some other novels, Pamela Sargent (1988) consiliexs novels in my corpus as the

most striking examples of science fiction raisingstions about the roles of women.

Margaret Atwood
« Damizlik Kizin Oykiis(The Handmaid's Ta)g(1992). Trans. Seving-Ozcan
Kabakciglu. Afa Yayinlari.

Joanna Russ

« Disi Adam (The Female Mai§2000), Trans. Cicek Oztek. Ayrinti Yayinlari.
Marge Piercy

« Zamanin Kiyisindaki Kadifwwoman on The Edge of Tip@992). Trans. Flsun

Talek. Ayrinti Yayinlari.

The writers in my corpus problematise how languegye be transformed when gender
relationships become more egalitari&ofnen on the Edge of Tirh@76), in favour of
women (The Female Manl975) or change to the disadvantage of woméhe (
Handmaid’'s Talel985). All these writers envision futuristic worldgth significant

changes from present day society. These new wbdde new words and new names,

as indicated below:

e The Female Maf1975): Whileaway

*  Women on the Edge of Tifl976): Mattapoisett



e The Handmaid’s Tal€1985): Gilead

The writers in my corpus have another common tth#y are all mainstream writers
who also choose to benefit from possibilities adteby feminist speculative fiction. My
corpus excludes some speculative works, which eitber feminist nor experimental in
terms of language use. Others are excluded fromcarpus for not having been

translated into Turkish.

In this thesis, | will examine English and Turkistaders’ responses to feminist
novain my corpus of study by using a comparative, foregding-based reception
analysis, which has not been used in translatiodies before. In this sense, | hope my
thesis will contribute to the discipline of trartsda studies by bringing up an

interdisciplinary method.

“Foregrounding Theory” and its empirical applicaticonstitute the main
theoretical and methodological framework of thiedis. Foregrounding as a concept
closely related to the Russian Formalist critic tdik Shklovsky's estrangement
(ostanenie) has been first employed by the Praggeist, Jan Mukarovsky to indicate
a distortional literary device, which is consistgrand systematically used in poetic
genre for aesthetic purposes. Having applied labeprose analysis and then to
empirical research on literary reading, foregrongdias never gone out of use, and still
seems to be a productive concept for scholars franous disciplines such as literary
studies, psychology, visual arts etc. Distortiorrafiventional language being the major
mechanism of foregrounding, the concept is obvipuisteresting to analyse lexical

creativities in feminist fiction.



My main objective in this thesis is to investig#bte role of foregrounding
on the readers’ responses to feminist speculaistin translation. In order to
investigate the role of foregrounding in differexitng readers’ responses to feminist
speculative texts, | will carry out an empiricategtion analysis of both source text and
target text readers. In addition, | will use Teun Van Dijk’'s method of discourse
analysis to examine the source texts’ femimigtg which are indicative of fictional
characters’ positive and negative perceptions dferotgroups (Us versus Them
Contrast).

In my thesis, | will seek answers for a numbereaated questions inspired by
John Clute’s distinction between “strangeness ef world” and “strangeness of the

mode of telling™:

For Turkish translators who do not have an estlabdl tradition of speculative
fiction, could thenovumbe the strangeness of the world more than thegdreess of
the mode of telling. What exactly is thevumwas for the Turkish translator? Can these
two nova(strangeness of the world and strangeness of thie rabtelling) be isolated
from each other? How is the reader’s response taffei€ the translator privileges the

strangeness of the world over the strangenessahtde of telling?

I will also question how the translation of feminmova affects target readers’
empathy for strange worlds depicted in feminist cejtive fiction. As known,
translation can play a significant role in the potion of empathy between languages
and cultures as well as it can also serve to reducippress target readers’ empathy
and sympathy with the language and culture of ttieeOrepresented in the source text.
As Suzanne Keen (2007, p. 93) points out, therenaary elements that have been

supposed to contribute to readers’ empathy. Fouegliog devices (stylistic distortion



and parallelism) are among these elements thattaaders’ empathetic relationship
with texts. Keen’s focal point being “narrative estipy” with fictional characters in
source texts, | am particularly interested in teereation of an empathetic experience

through translation.

When foregrounding devices constitute an imporgaptect of a source text, as
in the example of feminist speculative fiction, wkand of role can translators assume
to evoke readers’ empathy with the futuristic aredadhiliarising worlds depicted in
these linguistically experimental texts? Or, comilde that some strategies used in the
translation of feminist speculative fiction leadaders to an altruistic action vis-a-vis
these texts? Now, | will briefly introduce the ond of my thesis:

The first chapter of my thesis aims to give an wvwsv of the history and
language of feminist speculative fiction. In thisapter, | will examine how women
writers gained “visibility’ within the science fion genre that has long been
“masculinist.” Feminist speculative genre beinghat crossroads of the literary New
Wave movement and the Second Wave feminism, lifimebrth discussing how these
movements resonated in the language of feminisiusaiive fiction. | will also attempt
to clarify why | chose to call this genre “feminispeculative fiction” rather than
“feminist fabulation” (Marleen Barr) or sciencetfan. After critically dealing with the
main feminist/epistemological debates on objegtjvdubjectivity and representational
politics, | will discuss representational politiesed in feminist speculative fiction. | will
explain why feminist speculative fiction has to tensidered as a “powerful infidel
heteroglossia” in Donna Haraway’s terms. | will gat distinctive features of feminist
speculative fiction. | will draw attention to fenmh speculative fiction’s similarities to

and differences with “écriture feminine.” After nteming “deconstructive” aspects of



feminist speculative fiction, | will also mentiotsi“constructive” aspects. | will take a
look at the language and linguistics of feminise@gative fiction. The translation
scholar, Jean-Marc Gouanvic drawing attention gouhtranslatability of the exolects or
“fictive words” that belong to a “third linguistisystem”, | will conclude this chapter by
saying that feminist speculative fiction does nege ufictive words’ to refer to an
“exolinguistic alterity” and although they might ®metimes a challenge for the
translator, all the “neologic creations” in femingpeculative fiction come out of and
are translatable to our languages.

In the second chapter, which is focussed on mygfotending-based
methodology, | will first present the historico-thvetical trajectory of the terms
foregroundingand estrangement. Then, | will discuss foregrougaievices and their
role in the reception. | will refer to previous easch, which has investigated the effect
of foregrounding on readers’ aesthetic appreciatibliterary texts. Then, | will argue
that foregrounding is relevant to investigate resddesponses to translations as well. |
will compare “foregrounding” to some translatiogahcepts likehomology(Jean-Marc
Gouanvic) and metonymics(Maria Tymozcko). By departing from Darko Suvin’s
concept ofnovumwhich characterises the new and “estranging”’ efgnie science
fiction, | will consider foregrounding devices iarinist speculative fiction asva.

In the third chapter of my thesis, | will use Te#n.van Dijk’'s method of
discourse analysis to examine Anglo-American festimbvaand their translations into
Turkish. To investigate the role of foregroundingdifferentiating readers’ responses to
feminist speculative texts, | will undertake an émepl reception analysis. | will also
carry out a critical analysis on the discourse3 wfkish agents involved in the editing

and translation of feminist speculative fiction.



CHAPTER |

HISTORY and LANGUAGE of FEMINIST SPECULATIVE FICTIN

In Search of Visibility within a Male-dominated GenScience Fiction

“Science fiction and fantasy serve as importanticles for feminist
thought, particularly as bridges between theory guméctice. No other
genres so actively invite representations of thémalte goals of
feminism: worlds free of sexism, worlds in whichmea's contributions
(to science) are recognized and valued, worlds fviclv the diversity of

women's desire and sexuality, and worlds that nbey®nd gender”

(Helford, Elyce Rae, p. 291).

Although the writer ofFrankenstein, or, the Modern Prometh&d818), Mary Shell}

has been conventionally recognized as the foundiather of science fiction, science
fiction developed as a masculinist genre that eedu women writers, created
conventional characters such as “the alien womaml’ perpetuated traditions of the
male voice in narration. In her book entitléd the Chinks of the World Machine:
Feminism and Science Fictiothe critic Sarah Lefanu (1988) succinctly putss th

situation in the following words:

! Pamela Sargent (1988) states that “Mary WollstmfeShelly’sFrankenstei(1918) may be the first
true work of SF because it reflects an awarenesgwfscientific discoveries at the dawn of the kidal
Age and anticipates the methods of H. G. Wells'5(0).



The point is that ‘woman’ in conventional contemgrgr science fiction is
an absence, at best a pale imitation of ‘man’,df actually the feared
castrating other. So to imagine a woman as havirgelh that can be
liberated from the strictures of male dominancenatative form as well as
the real world, as these feminist utopias do,selfita liberating experience.

(p. 54)

In the same line with Sarah Lefanu; in his artitBzience Fiction Women Before
Liberation”, the critic Eric. S. Rabkin (1981) alsecognizes science fiction’s omission
and stereotypical portrayal of women by pointing; ou

“The first criticism we raised of sf is that it igred women, or it portrayed

them, drew them stereotypically. This is certainbye.” (p. 19)

Although Eric. S. Rabkin (1981) completely agreethwhe criticism of women’s non-
representation or misrepresentation in sci-fi, Is® anentions some male writers who
have responded to women’s liberation and “have $ibné&ied to overcome the pitfalls
of omission and functional determinism of womenitmpuing their female characters
with what they believed to be truly admirable saatiternative to those in their male
characters” (p. 14). However, some critics thirkt tlhe representation of women in this
progressive genre is not at all progressive arfterahaintains the status quo.

Science fiction writer, editor and translator, SdmLundwall (1971) points
out that “although science fiction is on the whaleery progressive literature”, “woman
in science fiction remains what she was, a compylappendage” (p.143). In his article
“Women, Robots and Other Peculiarities”, Lundwa®71) gives further explanations
as well as some striking textual and paratextuahgles on how women have been

represented in traditional sci-fi books and magein



The hero/scientist was important, as were the ustaadard equipment of
robots, space ships, aliens and so on. The wormaaptas a concession to
the demand for some puerile love interest, was Rethaps some of the
younger readers of the magazines appreciated tite sif the scantily
dressed females on the magazine covers, but thatabweut all. Women
were purely decorative, period (p. 146).
As is evident from Sam J. Lundwall’'s statementsmen were just decorative in
science fiction. Science fiction’s writers, thenmssd readers were almost exclusively
male although women have become progressively meodved with every decade. In
his article “Women and Science Fiction”, Williamn®& Bainbridge (1982) gives some
statistical information on science fiction’s ovemitmingly male readership:
Astounding Science Fictiothe leading magazine, polled its readership in
1949 and discovered that only 6.7%were female (1949 : 161); in 1958,
the same magazine found that the proportion of woaraong its readers
had risen to 11.9% (May 1959 : 136). In the sans,y@omen constituted
10 percent of readership of the British magadissv Worldg(May 1959 :
2). An unpublished 1978 poll of 1,000 subscribersat relatively new
American magazindsalileo, found that 26% were women (p. 1082).
The above statistics being so revealing, in theesanticle, Bainbridge (1082) gives
other statistics that indicate that the physical astronomical sciences which inspired
traditional science fiction stories were also ma@beainated although opportunities for
women in the sciences have been increasing. The imesesting aspect of William
Sims Bainbridge’s (1083) article is his survey avomen in science fiction” which is,
in his terms, “the first large, well constructedcisb science survey of the genre”.
Basing his work on an earlier pilot research, Badde designs a 237-item
questionnaire, which he applies to 595 personsdittg the 1978 World Science
Fiction Convention held in Phoenix, Arizona. 41.6%all informants, were women.
Women tend to like the traditional Hard- Scienceersce fiction less than
men do; and not a single female author studiedewrithis variety.

Therefore, the continuing influx of women into swe fiction may not
result in promoting engineering and the physicatrsmes among women,



because the female authors express very diffemdoes in their fiction and
are urging social activism rather than technicahpetence (p. 1092).

William Sims Bainbridge’s 1978 survey allows someeresting conclusions on literary
tastes of female readers of speculative fictionweleer, | think that Bainbridge’s
conclusions must be taken further with a more resernvey, which could give us a
diachronic perspective on the transformation of dmmreaderships. Since feminist
speculative fiction is “both a reading and a watipractice”, as Justine Larbalestier
describes it (2002, p. 2), studies on female readdr speculative fiction are as
important as literary analyses of feminist specutabooks. In heiThe Battle of the
Sexes in Science Fictipdustine Larbalestier focuses on sci-fi fandomveen 1926-73
and analyses fan debates about sex and womereircsefiction magazines not only as
a site of female readers’ self-expression, but atsa site which reflects the hostility of
some male fans and editors. Admitting the imporaocreception studies in feminist
speculative scholarship, in my thesis, | will caoyt a foregrounding-based analysis of
male and female readers in order to test the foleregrounded elements in source text
and target text readers’ reception of feminist sftve fiction. Chapter 11l of my thesis
contains further information on this reception gea.

Now, | would like to briefly mention the historicdevelopment of the genre of
science fiction whose impetus was the progress d¢rense and technology.
Developments in science and technology have caaggdwing interest in novels and
stories that depict, through futuristic atmosphehesv a highly developed technology
could affect people’s lives. In order to respondhis growing interest, in the 1930s,
three large science fiction magazines were launcloedthe American audience:

Amazing StoriesNonder StoriesndAstounding Stories of Super-Scienthe field of
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science fiction continued to grow in the fortiesdafifties and during these years,

science fiction witnessed an era often referreastrhe Golden Age’.

In the era called ‘The Golden Age’, which is cartainot the ‘Golden Age’ of
women, a great number of male writers entered ithld.fOne of the most striking
common traits of these male writers was that tHiegassessed a background in science
or technology: Isaac Asimov (biochemistry), Robeiinlein (naval engineering),
Arthur C. Clarke (physics and mathematics) (Raldad Scholes 1977, pp. 17-20). In
the stories written by these men, women were miilisible or largely presented in
stereotypical images. Writer Joanna Russ (gqtd.anGuin 1979, p. 98) discusses the
problem of the misrepresentation of women in thetsees by saying that “there were
no "real" women characters in these stories, omhages" of women”. Ursula Le Guin
(1979, p. 98) calls this type of female characthes’Oh?' and "Ooooh!' type, never the

clever brave hero, only the admirer.

Traditional science fiction did not just portrayrfale characters stereotypically,
but created enormous hurdles for women who atteinfiegpenetrate the masculinist
realm of science fiction. In a literary climatewhich female heroes were depicted as
secondary and inferior compared to male heroes suiber powers, women writers
found themselves obliged to disguise their femaleniity by using masculine
pseudonyms or initials.

Some, like Alice Mary Norton (Andre Norton), Catimer Lucille Moore (C.
L. Moore), Alice Sheldon (James Tiptree Jr.) andyhd3rackett (George Sanders) were
amongst the most popular writers who wrote undesamiéne pseudonyms or initials to
break into the field of science fiction to whichethwould have no access otherwise.

Even the most acclaimed writer of contemporaryrsmefiction and fantasy, Ursula Le

11



Guin had to write under the initials U. K. Le Guimbe accepted in the conservative
atmosphere of the 1960s. As the science fictiotewSusan Schawartz (1982) points
out, “1969 was the year that Playboy asked Ursel&Lin for permission to run ‘Nine
Lives’ (her story of love, clones and extraterr@stmining) under the byline ‘U.K. Le
Guin’ because, as a Playboy editor put it, "Mahguw readers are frightened by stories
by women authors.” It wasn’t until the end of timeentieth century that an increasing
number of women began to get their sci-fi publisHegen then, many kept using male
pseudonyms and initials.

There is an interesting anecdote on James Tiptpaessing as a male sci-fi
writer for years. Robert Silverberg, a well-knowniter and editor of sci-fi introduced
the collected works of a new, unknown and pseudaugwriter as follows:

there is to me something ineluctably masculine afigptree’s writing(...)

his work is analogous to that of Hemingway (..gttprevailing masculinity

about both of them — that preoccupation with qoestiof courage, with

absolute values, with the mysteries and passionsifefand death as

revealed by extreme physical tests (gtd. in Rois44).
James Tiptree Jr. being a pen name of a retiredandomlogist, Robert Silverberg’s
statement is nothing but an illusion. By assocgfinptree’s style with a masculine
character due to the writer's preoccupation witbui@mge, absolute values, mysteries
and passion of life”, Silverberg actually reveals ltonception of sci-fi as an
“adventure-minded and action-oriented” genre. 3$deeg’s statement is also
characteristic of a traditional gender narrativeiclhattributes all these qualities
(courage, absolute values, mysteries and passiolifedfto men. Rosi Braidotti's

following statement sheds light on the conceptibrs@-fi coinciding with relatively

traditional gender narratives:
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“As adventure-minded and action oriented talesxpfaration, war,

conquest and destruction, science fiction coincvwidiés relatively traditional

gender narratives; it is quite a male-dominateceatiwe story” (2003, p.

151).
As Rosi Braidotti (2003) states above, traditiosalence fiction is “a quite male-
dominated adventure story.” However, by strugglswg hard to exist within science
fiction, women writers somehow proved they were aalventurous as their male
counterparts. Despite all the pressures they waogected to, women writers have not
given up the desire to make their voices heard field that is largely considered to
belong to men. Their exclusion from sci-fi becaroe women an impulse for raising
their feminist consciousness. So, as soon as thaydfa propitious climate to express
themselves, they chose to manipulate genre andegeondventions through the use of

various techniques of experimentation.

Women began to access science fiction in the sidied seventies due to the
revival of feminism and the inception of the litgrdNew Wave” movement. In this
period, Ursula Le Guin published theft Hand of Darknesgl969) which is viewed as
the first contribution to feminist science fictioHowever, the classification dhe Left
Hand of Darknesss a work of feminist science fiction is probleimab many critics

for the following reasons:

Le Guin uses the male pronoun to refer to the piokly androgynous
inhabitants of Gethen. Feminist criticism of thsval has focused on the use of
the generic "he" and on the choice of a man, GAnlgs the main character and
interpreter of Gethen. Gethen would have looketeft to us if Genly Ai had
been a woman (Annas 1978).

James Schellenberg who is an on-line reviewer iefi and fantasy, writes thathe Left

Hand of Darknessdoesn’t gracefully fit the category of feministinse Le Guin’s
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“anthropological project of creating a culture widkpth and history” is “long way off

from the typical feminist agenda.”

http://www.challengingdestiny.com/reviews/femidisttm

| think that Le Guin’s controversial feminism deperio a great extent on “her failure
to engage fruitfully with linguistic re-ordering diie fictional universe(s)” she created
(Davis Logan 2002, p. 36). A similar criticism igretted to Ursula Le Guin by the
speculative fiction writer, Samuel Delany who trsntkat the sexual politics Le Guin
conceived for Annares, the fictional world Dispossessefhlls short of being feminist

for not having been enhanced by a creative textoilics (gtd. in Logan, 2002, p. 37).

Linguistically experimental or not, as a book fauk the theme of androgyny,
Ursula Le Guin'sLeft Hand of Darknesq1969) probably became a source of
inspiration for other women writers who, like hproblematised gender issues through
androgenisedbodies. Marge Piercy is another woman writer whwissoned an
androgynous world iWwoman on the Edge of Tinig976). Marge Piercy and Joanna
Russ are two American writers who penned works eshihist speculative fiction
through which they deconstructed the traditionatigachal discourse of science fiction
by tackling issues such as women’s subjectivitpraduction, and sexuality and by
experimenting with narrative techniques. This ngvermess and resistance to closure
was also shared by writers of the new dystopiashef eighties and nineties (e.g.
Margaret Atwood’'sThe Handmaid's Tale Except Ursula Le Guin who | do not
consider experimental enough in her use of langualj¢he above mentioned writers

(Marge Piercy, Joanna Russ, Margaret Atwood) areqiamy corpus of study. | will
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deal with these writers’ discursive features inadeh Chapter Il of this thesis where |

will undertake a discourse analysis of this bodyofks.

Apart from the above-mentioned feminist speculatiwéers, many other
women have managed to break into the field of sedittion and after many years of
invisibility, these writers have finally receivedegtigious sci-fi awards. While there
were a few female winners of the Hugo Award betw#®883 (the year of the award’s
inception) and 1967, between 1968 and 1984 there wkeven female Hugo Award
winners. In the 1990s, several scholars like Marl&arr, Jenny Wolmark, Sarah
Lefanu, Jane Donawerth, and Robin Roberts haveighgda extensively on women
writers and gender in science fiction and estabtisa body of scholarly works on
feminist speculative fiction. A new generation chselars such as Patricia Melzer and
Lisa Yazsek seem to be following the path openebywfhe above-cited critics. While
science fiction is not deaf to women anymore, te@lg emerging feminist speculative
fiction seems to have created its own theoreti@ahéwork and scholars. At this point,
it would be apt to discuss how women became visibtain science fiction. Thus, |
will now deal with two major movements that enhahd¢ke inclusion of women in

science fiction: ThémericanNew Wave and Second Wakeminism

From Science Fiction to Speculative Fiction: An Exmental Genre at the Crossroads
of the American New Wave and Second Wave Feminism

The 1960s are called ‘The Age of Rebellion’ of ddy Lester del Rey, an American

sci-fi writer and editor. This era witnessed “thdvant of the ‘New Wave’' writers”,

“feminization of sci-fi audience”, inclusion of thEemale protagonist and “a new
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openness about sexuality, sensuality and androgiiyiy, 1984, p. 107). The 1970s
are years characterized by the portrayal of “mea, rmore human, and even more
heroic characters.” In the 1980s, sci-fi audienached maturity with the “steadily
increasing percentage of women readers and ferhalaaers” and “the girl in sci-fi”
who has finally “matured into a woman” (King, 198207).

As briefly mentioned above, from the 1960s onwasdgence fiction, has gone
through a considerable change that allowed femalters, characters and readers to be
strongly included and well represented in sci-fnige This transformation of sci-fi is
the consequence of two movements: the literary meve of the New Wave and the

political movement of Second Wave feminism.

TheNew Wave Movement

Although the science fiction genre has provided womwriters with imaginative
freedom that allowed them to create their fictionarlds more flexibly than in any
other genre, sci-fi had first to be transformedntihgcally and stylistically before it
could be used as a potent medium for feminist ssarel agendas. The New Wave
movement, characterized by an emphasis on stylegperimentation, helped a group
of women writers transform sci-fi by developing nextual and narrative techniques.
At this point, it will be fit to give a brief histg of the New Wavanovement that is

probably not familiar to most of us as much as 8dd&avefeminism.
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Borrowed fromLa Nouvelle Vagufein the French cinema, the term New Wave was first
applied, by anthologist Judith Merril, to the avgarde stories published in the British
science fiction magazinllew Worldsfor a few years starting in 1964. Although the
magazineNew Worldshad been published since 1946, it was only undethaél
Moorcock's editorship eighteen years later thatnioeement began to flourish (Lupoff
1988: 328). An early contributor to the New Wavehs British writer J. G. Ballard.
According to the critic, Richard A. Lupoff, Geordgerwell’'s Nineteen Eighty-four
(1949) and Alfred Bester3§he Demolished Maare forerunners of the speculative
fiction promoted by the New Wave movement:
This movement is characterized by an emphasis yda@ ahd experimentation;
the structure of the narration could be anythingaathor found successful.
Resulting structural and linguistic experimentghaligh far from startling in the
context of mainstream experimental or avant-gaitéeature, were startling to
readers whose ears had been trained on the pagasooinding Science Fiction
By these criteria, both George OrwelRsneteen Eighty-fou(1949) and Alfred
Bester'sThe Demolished Maf1953) may be seen as the forerunners of the New
Wave (pp.328-329).
Margaret Atwood’'sThe Handmaid’s Tal€1985) who is often acclaimed by critics for
having created an Orwellian vision of near futetd my mind, a novel that is marked
by New Wave movement’s literary perspectives. Im Bdicle “Orwell and Me”,
Margaret Atwood (2003) admits George Orwell’s iefhiee on her literary production,
but she also adds that “she didn’t rely on Orwielha”:
Orwell became a direct model for me much later ynlifie - in the real 1984, the
year in which | began writing a somewhat differegstopia, The Handmaid's
Tale By that time | was 44, and | had learned enougtutireal despotisms -
through the reading of history, travel, and my mermship in Amnesty
International - so that I didn't need to rely om@H alone (Atwood, 2003).
Like Margaret Atwood’sThe Handmaid’'s Tal¢1985), Marge Piercy’$Voman on the

Edge of Timg1976) also displays some New Wave features imdesf its use of an

2 New Waves a term coined by the French critic, FrancoioGdt to refer to a group of French
filmmakers of the late 1950s and 1960s.
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experimental language. Actually, there is not “arfal membership list” of the New
Wave writers. From this aspect, the New Wavas subjected to some criticism by
those who rejected the New Wave in science fictewguing that “the New Wave as a
literary movement lacked organization, a broadlycepted credo, or a formal
membership list” (Lupoff 1988, p. 328). Howevekeimost scholars, Lupoff maintains
that “an identifiable group of writers and editaqserating for approximately ten years,
from the mid-1960s to the mid-1970s, did have amé@nse impact on the field so that
they represented a defacto literary school” (p.)3Rke Lupoff, Joe Bolt and John R.
Pfeiffer (1982) also mention a group of writers where distinguished from the general
field for their thematic and stylistic choices:
(...) the mood of the 1960s was so stark and wiagdat a special group of
writers became identified who seemed to expres®ie appropriately. For lack
of a better term they are referred to as the “Newav#, including Aldiss,
Ballard, Brunner, Delany, Disch, Ellison, MalzbeMoorcock, Spinrad, Reed,
and Russ (to name a core). These authors weraglisghed from the general
field for the emphasis on formerly constrained sabjmatter and literary
experiment (Bolt and Pfeiffer p. 131).
Joanna Russ being the “core”, but the only femal@enin the list of the New Wave
writers cited above, this list can probably be e&t in such a way to include other
women writers like “Catherine Moore, Judith MerriCele Goldsmith and Leigh
Brackett” who were considered by the speculatietidin writer and editor Michael
Moorcock as “the true godmothers of the New Wave.” From psrspective,

mainstream writers like Marge Piercy and Margaréwdod also seem to have been

influenced by the characteristics of the New Watydesin their speculative works.

® In a memoir about Leigh Brackett reprinted Martian Quest Michael Moorcock writes: “With
Catherine Moore, Judith Merril and Cele Goldsmitbigh Brackett is one of the true godmothers of the
New Wave Anyone who thinks they're pinching one of my iléa probably pinching one of hers.”
http://www.grasslimb.com/sallis/GlobeColumns/gld8ebrackett.html
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Although very powerful from the mid-1960s to the drii970s, the New Wave
movement continues to influence female and malteverio our day.

Now, | will deal with the characteristics of the WaVave style in comparison with
more traditional science fiction, because as Rathar Lupoff (p. 328) clearly states,
the essential nature of the New Wave science fictian best be seen in comparison

with more traditional science fiction, particulathat categorized as‘pulp’.

In contrast to traditional sci-fi that mostly defsi physical struggles, the
New Wave science fiction chooses to foregroundhugh a more complex narration,
fictional characters’ moral and psychological anoitigs. Through a futuristic scenario,
the New Wave writers make readers think about wiwatld happen if the society was
restructured with radical alterations in the psyeme the language. Thus, the New
Wave is more focussed on characters’ internal aasfthan conflicts between the good
protagonist and the bad antagonist. Traditionafiscinterest in outer space is shifted
towards inner space in the New Wdiation. In his famous literary manifesto, “Which
Way to Inner Space?” (1962), J. G. Balfafti997) attracts attention to “inner space” as

an important site of exploration for speculativaitn:

“The biggest developments of the immediate futuik take place not on
the Moon or Mars, but on the Earth, and it is inspace, not outer, that

needs to be explored. The only truly alien is Egiallard, 1996, p. 1997).

J. G. Ballard’s emphasis on the Earth as “the énlly alien” is also shared by
Roberta Rogow, who, in hdfuturespeal(1991) has mentioned the New Wave’s

concern for the “Alien in Us”:

“1n 1970s, J.G. Ballard rebuilds “inner space” with technological landscape or “technoscape” tfjinou
a trilogy consisting o€rash(1973),Concrete Island1973) andHigh-Rise(1975).
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“There are few certainties in New Wave SF, and idiare regarded in a
more reasonable (if not affectionate) light. Batidee not “us against them”;
in the post-Vietham America, “Us” is as likely te the Enemy as “Them”
(Rogow, 1991, p. 227).
As can be inferred from the above quotation, thev Néave can be said to have
changed the speculative fiction writer's concepti@i the “Alien.” The
extraterrestrial creatures that represent the otlrelds in the traditional sci-fi are
often replaced in speculative fiction by human dndgnanoid individuals. This
changing conception of the Alien resonates alsdhi language of speculative
fiction so that the Alien in speculative fictionrggally speaks a “deconstructed”
language that is not completely invented and camurgerstandable without the
author’s inclusion of a bilingual glossary at tmelef the book.
Joe Bolt and John R. Pfeiffer (1981) give some rimftion on textual and

narrative strategies used by the New Wave Writers:

In literary art and craft, The New Wave authorgadticed to SF techniques
long common in the mainstream. Their charactergwerque and complex, not
stereotypes. Narratives featured stream of consogss, word play,
prose/poetry counterpoint, and scenario-structuteanniques borrowed from
such nonprint media as radio, film, television. dddition, they were often
appallingly erudite, employing eclectic vocabulamyd displaying consummate
control of the esoteric detail of virtually all saces (De Bolt and Pfeiffer, 1981,
p. 131).

Word play, a commonly used strategy in speculdinteon and a significant device in

foregrounding the speculative feminist worlds ogesga central place in my thesis. To
my mind, the New Wave movement that obviously setent&ve influenced the writers
in my corpus can be distinguished from the tradaicsci-fi by the following traits:

» Stylistic experimentation techniques.
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* Interest in "inner space" (identity-related issu@sytead of “outer space”
(technology-related issues).

* Use of soft sciences, and especially the sociahseis (anthropology, sociology,
psychology, political science, and so on) rathanthard sciences (for example,
physics, astronomy, or chemistry).

* More courageous treatment of taboo themes sucbxasliy and gender.

« Tendency to re-baptise this innovative writing stgs "speculative fictioR"

instead of fantasy or science fiction.

After mentioning the main traits of the New Wavewduld like to introduce some
critical points on the New Wave. Sci-fi traditiorst$ such as Sam Moskowitz, John J.
Pierce, Isaac Asimov, Lester del Rey and Stanitlem have cited the following
aspects critically:

* Pessimistic tone

e Technophobia

» Use of literary paradigms as surrealism

William Sims Bainbridge responds to the criticismtbe sense of despair in speculative

fiction as follows:

“Critics find the new wave pessimistic and pathaday But even in its
darkest stories, the new wave exalts human sgatause the author

becomes a hunter in the forests of the night, apgtiie biggest wild game

®> The only writer in my corpus who insistently catesis herself as a” speculative fiction” writer is
Margaret Atwood. Joanna Russ and Marge Piercy nagist on being called “speculative fiction”
writers. They usually place their works in a “femsirutopian” context. However, unlike Samuel Delany
they never reject any attempts to call them “sfaime writers”.
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of all, the monsters of the id and cultural repi@ss$ (qtd. in Lupoff, 1988,

p. 330)

In complete agreement with Bainbridge, | think tdaspair and hope go hand by hand
in speculative fiction. As a response to the astic on technophobia, | could say that
all the books in my corpus somehow represent tdoggo Margaret Atwood’sthe
Handmaid’'s Tales marked by feminist skepticism towards repromhectechnologies
of the future. However, as Patricia Melzer (20068¢ady states in herAlien

Constructions

“Joanna Russ’s theemale Mamand Marge Piercy’$Voman on the Edge of
Timeboth anticipated the complex workings of technolagjater feminist
science fiction by exploring the advantages of festitechnologies” (p.

178).

Thus, let alone being technophobic, feminist wsitsuch as Marge Piercy and Joanna
Russ embrace technology to achieve women’s limeratfhe use of reproductive
technology for feminist purposes is theoreticalgséd on radical feminist Shulamith
Firestone’sThe Dialectic of Sex1970), in which the author defends that gender
inequality would be suppressed if cybernetic teghes were used to carry out human
reproduction in laboratories. In brief, feminisesplative writers don’t fear technology,
as argued by some critics. On the contrary, thepraoe technology as a vehicle of

liberation for women.

As for the use of surrealist techniques in spewmddfiction, it is not “an
indication of poverty” as argued by the Polish fsaivriter, Stanislav Lem (gtd. in

Lundwall 1971, p. 233). Contrary to what Lem arguéss experimental technique is
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not a ‘surrealist’ alternative to “the realism’ ithe ‘serious’ sci-fi.” Given its
deconstructive capacity, speculative experimemlis actually a very ‘realist’
alternative to “masculine realism” in traditionati-f. Interestingly, even Barry N.
Malzberg who is often considered as a speculattt®if writer was critical of the New
Wave at some point. Although the New Wave was sudjeto some criticism as any
other innovative movement that deviates from th@aoait still stands out as a source of
inspiration for writers who want to challenge thaditional sci-fi. Scholars keep
discussing the New Wave, sometimes by broadeniegtiope of the concept, as did

William Sims Bainbridge:

While Malzberg feels that th&lew Wave came into this sudden and
depressing end, other disagree. William Sims Badgler a professor of
sociology at Harvard University, applies the terewnwave in a broad
sense, taking in much socially and psychologicalignted SF, whether it
involves the stylistic experimentation associatethwhe New World&New
Wave school or not (Lupoff, 1988, p. 330).

To conclude this section, | could say that the N®ave, which had a deep impact on
the experimental style of the books in my corpas fulfilled a significant poetological
function by incorporating movdive textual strategies into the sci-fi genre. Hoam
the political force behind feminist speculativetim was certainly Second Wave
feminism. In conjunction with the feminist spiréwived by Second Wave feminism, the
New Wavehas offered female writers an experimental styé tan be used to subvert
the masculinist language of traditional sci-fi. Tdx@erimentation technique introduced
by the New Wave, has many similarities with @ugiture feminineof the Third Wave
which | will discuss in the section entitled “Objeity, Subjectivity and

Representational Politics: Some Feminist Epistegiodd Perspectives.”
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The Second Wave Feminism

While the New Wave influenced both male and femalders, the Second Wave
feminism mostly inspired female writers who, initheorks, employed foregrounded
elements such as word play and neologisms to igetigender constructions of
patriarchal society. All the writers in my corpu® &losely related to feminism. These
writers’ relationship to feminist ideology based thieir own discourse on feminism is
discussed next. In the following quotation, Joaftwess expresses how becoming a
feminist changed her literary perspective:
Long before | became a feminist in any explicit wayy first reaction upon
hearing Kate Millet speak in 1968 was that of ceuesery women knew
that but if you ever dared to formulate it to yalfslet alone say it out
loud, God would kill you with a lightning bolt) lad turned from writing
love stories about women in which women were Igsarsgl adventure
stories about men in which the men were winnerswiiting adventure

stories about a woman in which the woman won. & wae of the hardest
things | ever did in my life” (qtd. in Cortiel, 199pp. 22-23)

Joanna Russ’s statement shows that her discovdeynifiism had a deep impact on her
writing while driving her to find ways of represerg women as being strong in her
stories. As for Marge Piercy who is another writermy corpus, she assumes her
identity as a feminist. The following statementnfraMarge Peircy’s web site is the
writer's answer to the “FAQ” question: “Do you caaer yourself a feminist? (Or, the

variation: Why are you a feminist?)”

Yes, | consider myself a feminist. | was involvedthe second wave of
feminism when it began, basically around 1966 an@nhain politically

active and involved. Why am | a feminist? | wasrbar woman. | can't
imagine not identifying strongly as a woman and wahting things to be
better and safer and more fun and less dangeraumyself and other
women.

http://www.margepiercy.com/interviews/fags.htm#5
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As should be evident from the above statement, MdPgercy’s has been in a
“politically active” relationship with feminism. Ti& political activism undoubtedly
resonates in her textual politics. A writer's asiser of her feminist identity can be an
indication of her consciousness of and sensititdygender issues. However, the
writer's consciousness of gender issues, as éfisated on her work, is more important
than her assertion of a feminist identity. Moreqgmwely, a writer can have an ambivalent
relationship with feminism, but she might still sd@ome thematic and stylistic choices
that intersect with those of feminists. Margaretvébd is one of the writers who does
not feel very comfortable about being labeled amihist’ although heHandmaid’s

Talehas often been considered a feminist masterpiece:

“If you're a woman and a writer, does the combimatiof gender and
vocation automatically make you a feminist, and whaes that mean
exactly? You shouldn’t put a good man into your kmceven though you
may in real life have managed to dig up a specimeiwo?” (Atwood,

2002, pp. 106-107).

As can be inferred from her statement, Margaret obidv approaches the label of
feminist cautiously by thinking that such a catezgtion could negatively influence the
representation of men in her books. Although shedswvary of picking up a “feminist”
label, Margaret Atwood has always had a “feministhsciousness, from the early
stages of her literary career. Apart fr@iine Handmaid's Tal€1985) that is considered
a feminist masterpiece, the novels sucfilas Edible Woma(i1969),Surfacing(1972),
Lady Oracle(1976), Life before Man(1979),Bodily Harm (1981), Cat's Eye(1988),
The Robber Bridg(1993) have brought Atwood’s “feminist” conscioess to the

surface. Her poem “Spelling”, for example, depitite® victimization of powerless
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women without language. If | formulate it in herm¥erms, Atwood (2002 : 107) is not
“an F-word feminist in a strict ideological sendait her works say a lot about her
“feminist” consciousness. In this sense, she remim@é of Julia Kristeva, who, in a
similar way, rejected the label of feminist, butdaabig the contributions to feminist
thinking with her writings. The quotation below uditrates Margaret Atwood’s

observation of the male dystopian writer's sterpety representation of women as

“sexless automatons” or “rebels acting as the tezspées of the male protagonist”:

The majority of dystopias - Orwell's included - kaveen written by men,
and the point of view has been male. When womee lagpeared in them,
they have been either sexless automatons or refehave defied the sex
rules of the regime. They have acted as the tesygdse of the male
protagonists, however welcome this temptation may tb the men

themselves” (Atwood, 2003).

As a response to the traditional dystopian novelgtem from a male perspective,
Margaret Atwood’'sThe Handmaid's Talds a speculative novel from a female

perspective:

“Thus Julia; thus the cami-knicker-wearing, orgygposeducer of the
Savage irBrave New Worlgthus the subversive femme fatale of Yevgeny
Zamyatin's 1924 seminal classWge | wanted to try a dystopia from the
female point of view - the world according to Juba it were” (Atwood,

2003).

In The Handmaid’s TaleMargaret Atwood tries a dystopia from the fenabdnt of
view, but she still hesitates to consider this wiarkinist since she thinks that giving a

woman a voice is not ideological, but natural:
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“However, this does not maKeéne Handmaid's Tala "feminist dystopia”,
except insofar as giving a woman a voice and aerifife will always be
considered "feminist" by those who think women dugtt to have these

things” (Atwood 2003).

Although Margaret Atwood is wary of the categonaatas “feminist writer”, she is
considerably influenced by the ideas propagate@dxyond Wavdéeminism. Dr. Fiona
Tolan who won the Margaret Atwood Society's BesviBAward in 2007 for her work,
Margaret Atwood: Fiction and Feminisni2007) charts the relationship between
Atwood's fiction and the history of Second Wave if@sm. She examines in-depth how

Second Wave feminism affected Atwood’s literaryiche.

The mid-sixties were crucial years of revival arestructuring for feminist
movements in both theoretical and practical tedmspired by the idea of social equity
prompted by the civil rights movement in this pdriaa group of women writers
enthusiastically engaged in the reshaping of seidimtion through female lenses. In
her essay entitled “Prospects for Women in Writi(89), Ursula Le Guin also refers
to the sixties as a period during which most womeiters rediscovered the subversive

nature of their writing:

“There is no more subversive act than the act d@ingrfrom a woman’s
experience of life using a woman’s judgement. Waakw that and said
it in 1930. Most of us forgot it and had to redigeoit all over again in

the sixties” (Le Guin, 1989a, pp. 177-178).
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Like Ursula Le Guin, in hi€ncyclopedia of Science Fictiodohn Clute (1995) also

points out that the 1960s were a turning pointciergce fiction history:

“In the 1960s the genre of science fiction tookiffecent turn, combining its
existing sensationalism with political and techmtal critique of society. With
the advent of feminism, questioning women’s rolegdme fair game to this

subversive, mind expanding genre” (p. 424).

The late 1960s and 1970s were the years duringhwhirders such as Joanna
Russ (1937-), Ursula K. Le Guin (1929-), Marion znwer Bradley (1930-1999), Marge
Piercy (1936), Sally Miller Gearhart (1931), SuzycKée Charnas, Sheri Stewart
Tepper (1929), Anne Inez McCaffrey (1926) Kate With (1928) and Dorothy Bryant
(1930), began to turn their attention toward gensleues by writing explicitly feminist
speculative fiction. These female writers’ choi¢evoting within the speculative genre
was first of all a reaction to masculinist scitiat was inaccessible to women for long
time. Secondly and most importantly, the specutagenre differed considerably from
mainstream or straight fiction by providing femalgiters with larger liberties of
expression through a science fictional world. Thetew Joanna Russ considers the

language of science fiction as a site of possiedit

“The language in science fiction functions diffdignthe conventions are
different, the sorts of expectations you bring hese texts are different, the
kinds of inferences readers have to make are difteScience fiction provides a
wonderful, open-ended possibility to authors in Weey they can use language”

(qtd. in McCaffery, 1990, pp. 176-177).
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Interestingly, speculative fiction's freedom fromnstraints of realism have also been
prolifically exploited in mainstream texts by MargaAtwood and Marge Piercy. Thus,
in Pamela Sargent’'s terms (1988), speculative ofictbecomes “the mainstream’s

heart™:

“In the early 1970s, SF itself became a mattersiious study in the literature
and humanities department of American universittdsthe moods, traditions,
and resources of SF coalesced. (...) There was\aegence of the mainstream
with the SF writers’ ghetto, which strongly implietiat once-unthinkable
proposition —science fiction or “speculative figtte might indeed become the
mainstream’s heart” (p. 510).
Two key early texts of the feminist revival weresula K. Le Guin'sThe Left Hand of
Darkness(1969) and Joanna Rus§bte Female Mar(1970). These texts served to
highlight the socially constructed nature of genaées by creating alternative worlds.
In James Gunn’dhe New Encyclopedia of Science Fictid®88), Pamela Sargent

(1988) concludes as follows:

“All these novels raise questions about the rolevofmen and emphasize
the fact that, in both SF and the real world, woraed men are still far

from true equality” (p. 524).

As Pamela Sargent rightly points out above, allrtbeels in my corpus raise questions
about the role of women and they produce more guestthan answers about the
changing power differentials’ possible effects oomen’s lives. To recapitulate, while

the incorporation of experimentation into sciencédn is a consequence of the literary
New Wave movement, the integration of gender-basiidue into speculative fiction

iIs a consequence of Second Wdsaminism, which provided women writers with a
propitious climate to make their “voices” heardeaftnany years of silence. Seen from

this angle, the 1960s and the early 1970s can h&dmred the “feminist turn” in sci-fi.
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In the foregrounding-based discourse analysis | @dtry out in Chapter I, | will
analyse feminist textual strategies that foregrowgehder-based word play and
neologisms deployed by the writers in my corpuswNbwould like to briefly discuss

my usage of speculative fiction as an umbrella term

The Place of Sci-Fi and Feminist Speculative FictroTurkey

The sci-fi genre’s development in Turkey is obvigudifferent from its development in
the world for many reasons. This difference is inguat since it necessarily affects
translation and reception of sci-fi in Turkey. Ihist section, | will take arguments
formulated by a number of Turkish intellectualsalwed in sci-fi as writers, translators
or editors as my starting point, | will attempt amalyze why the sci-fi genre has
followed a different development path in Turkey angestion the implications of this
for sci-fi translation. InMetis translation journal’s special issue devoted tcersoe
fiction (1991), we encounter interesting debates@ance fiction’s place and problems
in Turkey. In an interview included in the begingiof this issue under the title “On
Science Fiction, Its Language and Translation”,adruru (1991) who is one of the
few writers who also produced works in sci-fi, qumss why sci-fi occupies a

secondary place in the Turkish literary canon:

Ben edebiyatimizin fazla gercekci ofgmu diunidyorum: koy edebiyati,
toplumsal sorunlar, en ©6nemlisi kendi sgenini alip, “hayattan gercek
parcalarla” ani roman yazanlar... Oysa bizim topluraardy kurabilmeli hayal
kurabilmeli. Gerci c¢ocuklgumuzdan beri masallarla biytyoruzslam
kultirinde ki biz de bunun bir parcasiyiz, masalldaopyalar var. Buginse g
kurmak neredeyse ayip. Ben edebiyatimizda fazlgukgéremediim icin, bilim
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kurgu da olmayan biey Uzerine kurgu kurmak, gercekten bir dykistitmak
gerektirdgi icin yararl olacgini disindim (p. 16).

| think that our literature is too realist: bookisvillage literature, books dealing
with social problems and mostly memoir books madg of real-life
fragments...However, our society must be able tordrda imagine. It is true
that we grow up with tales. The Islamic culturewdiich we are a part has a
tradition based on stories and utopias. But todayg, almost shameful to have
imagination. When | discovered that there are feangples of fictional works in
our literature, | thought that it could be usefuhMirite sci-fi because sci-fi meant
to construct something fictional that does not texiseal life (p. 16).

As will be inferred from Duru’s statement, sci-fisecondary place in Turkey largely
owes to the fact that the Turkish literary traditivas been influenced by social realism
rather than magical realism. The Turkish cinema toé 1950s-1970s is also
characterized by the same trend. Social realism beyaid to prevail in Turkish
literature for a long time, until the Nobel laugaDrhan Pamuk’&ara Kitap (1990,
1995 Black Book “represented a definite break with the governsogial realism in
Turkish literature.” (http://nobelprize.org/nobetizes/literature/laureates/2006/bio-

bibl.html)

In his article entitled “Orhan Pamuk: A Novelisthéfe the Currents Cross”, Peter

Byrne also draws attention to Orhan Pamuk’s rupivitie social realism:

He did in fact begin writing twenty-five years agath a definite bias against
"social realism” and didacticism. He found the gatien of Turkish writers
who preceded him, which included the giants Naziknitét and Yashar Kemal,
to be excessively concerned with putting acrosgigal and moral doctrines.
The emphasis on "social commentary" hurt their art.
(http://www.swans.com/library/art12/pbyrne07.html)

Thus, Orhan Pamuk’s novelty lies in his breakinghvihe long-established tradition of

social realism and didacticism that goes back ® rthid-nineteenth century. Social

realism is also the most dominant literary ideolagythe Republican period, which

begins with the foundation of the Turkish Repulidig Mustafa Kemal in 1923 and
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continues to the present day. One of the most prembi Turkish literature scholars,
Talat Sait Halman also highlights, in h@verview of Turkish Literaturesocial

realism’s long-term effect:

Since the mid-nineteenth century, the most vitdlade of Turkish literature has
been between the proponents of art for art's saké the advocates of
commitment to realism and social causes. Mustafand{ehimself, in a
conversation that took place in 1921, about twayé&fore he proclaimed the
Republic, exhorted the nineteen-year-old Nazim Hikralready a famous poet,
who would soon embrace the Communist ideology afildance the course of
modern Turkish literature, particularly poetry, moprofoundly than anyone
else, to “write poems with a purpose.” The advicaswheeded by each
generation of writers since then, giving rise tdripéc verse in abundance on
the one hand, and to socialist realism on the other
http://www.tedaproject.com/TR/Genel/dg.ashx?BELGE4IN-248999&DIL=1
&DOSYAISIM=talat.pdf.

Briefly, the common trend of social realism could $#een as one of the factors that
prevented the sci-fi genre to develop in Turkeywdeer, there are also other factors

underlying sci-fi's immature and retarded developtme Turkey:

The sci-fi critic, Bulent Somay who always harsklticizes Turkish intelligentsia’s

insufficient use of positivism repeats the sameiargnts in a most recent article:

Turkiye'de neden polisiye ya da bilimkurgu yazilfagollu sizlanmalarimizin
temel cevabi budur diye gintyorum: Cunkd Turkiye (ve Osmanl) populer
kultara, tekinsizi, bilinmeyeni evcillgirebilecek, aciklarngi gibi yapacak
distnsel araclardan yoksundur. $kusuz pozitivizme ve rasyonalizmairza
aydinlar arasindan bu tirlerde yazma denemelemigtk, ancaksoyle bir
acmazla: Bu dgiince sistemlerine sma olan aydin cggunlugu da popduler
edebiyat yazmaya gonul indiremezler bir tarlt, dad@d trleri tercih ederler;
ya siir ya da tiyatro oyunu yazarlar ya da gercekci amm1990'larda Ahmet
Umit, Celil Oker gibi yazarlar polisiyenin bu Ulkedde dgru durist
yazilabilecgini gosterdiler; bilimkurgu ise bu kadagansli olamadi, birkag
deneme dinda kalici, sireklifii olan bir bilimkurgu edebiyati yeremedi
Tarkiye'de.

(http://www.bilimkurgu2000.com/makaleler/Mak51.asp)

As a response to lamentations on why there areetective fiction or science
fiction writers in Turkey, | could say that Turkisnd (Ottoman) culture are
deprived of the intellectual tools that could setwéamiliarize, to seem to reveal
what was spooky and unfamiliar. Among the intellats who are acquainted
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with positivism and rationalism, there had certaitdeen some who had
attempted to write in these genres, but this wae ah impasse because the
majority of them didn’t condescend to popular teatiand preferred to write
more “elite” genres so they wrote either poetrydoama or realist fiction. In
1990s, writers such as Ahmet Umit, Celil Oker shdwiat good detective
novels could also be written in this country. Hoee\science fiction was not so
lucky in the sense that, except a few attemptscidi diterature that has
continuity could not grow up in Turkey.

(http://www.bilimkurgu2000.com/makaleler/Mak51.asp)

All these statements place a common emphasis omdheexistence of a long and

established sci-fi tradition in Turkey, which isedto two main reasons:

- literary reason: the long-term centrality of sociablism in the Turkish
literary canon
- social reason: the lack of positivist thinking asdentifism in Turkish

society

Although some critics such as Bilent Somay arghat Kemalist positivist ideals are
not internalized by some intellectual circles ascmas necessary, they seem to have
played a certain role in the choice of “hardcoreiesce fiction to be translated into

Turkish:

“(...) ulkemizde Kemalist aydinlanma ideallerinin &ahe kadar gicunu
korudysunu dgindrsek, 1950’ler Amerikasr'nin bu bilim ve teknpltetisisti
bilimkurgusunun bugin hala Turkiye’de popdlgiri korumasinasasmamak

gerek belki de” (Guney, 2007, p. 43).

“Given the fact that the Kemalist modernizationaildeare still strong in Turkey,
it is perhaps not surprising that technology andrsme-based American hardcore

sci-fi of 1950s is still popular in Turkey.” (GUn@&p07 : 43)
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Although hardcore science fiction has become populalurkey, as stated above by
Murat Guney, there was actually a delay in the bgraent of sci-fi genre in Turkey.

In a climate in which even hardcore science fictianl difficulty to boom, it would not

be so difficult to understand why feminist speaukatfiction could not emerge. When
we also take into account the delay in the deveynof the feminist movement in
Turkey, we understand better why feminist specugafiction stayed so immature in
Turkey. Mugelplik¢i draws attention to the lack of feminist spkative writers in

Turkey as follows:

Gecmii masala bu kadar yatkin bur toplumd&da masallarin yeni yeni
soylenmeye bgadig bir tlke Turkiye. Ancak bu gaas masal anlaticilar hala
kadin degil. Hala Turkiye'de kadin bilimkurgucu yok. Oysartibu zaman ve
mekanlari bolmeye, golgakrmeyesiddetle ihtiyacimiz var. Yani ket —
Utopyalarin "kadin" sesine.
http://mww.milliyet.com.tr/ozel/kitap/utopya/mugénhi

In Turkey, which has a very old story-telling tréoin, contemporary tales only
started to be told very recently. However, narsatof these tales are still not
women. There is still no woman sci-fi writer in Kay. Yet, we are desperately
in need of deconstructing the boundary of time/spA@e need the “female”
voice of anti-utopias.

Muge iplikgi rightly criticizes the lack of feminist spelative writers in Turkey above.
While there are no feminist speculative writersTurkey, there are just a few feminist
speculative works, which have been translated ihtokish. For example, Ursula
Leguin is undoubtedly the most translated womarmgpéve fiction writer in Turkey.

In the appendix IV, you will find a short bibliogray of women’s speculative fiction
translated into Turkish. However, needless to say the list of untranslated feminist
speculative works is much longer than that of tietedl women speculative writers in

Turkey.

The following are some of the feminist speculativeters who still have not

been translated into Turkish: Katharine Burdekingta®ia Butler, Suzette Elgin
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Hayden, Margaret Cavendish, Nicola Grifith, Chadotaldane, Katherine Maclean,
Vonda Mclintyre, Judith Merrill, Naomi Mitchison, IC.Moore, Andre Norton, Leslie
F. Stone, Sherri Tepper, James K. Tiptree Jr. [i[$tisan definitely be extended. Now, |

would like to mention how the term speculativeifintcame into usage.

Speculative Fictioms an Umbrella Term

The term “speculative fiction” was coined by thepptar “hard-core” science fiction
writer, Robert A. Heinlein. In his essay entitf&n Writing of Speculative Fiction”
(1948), Heinlein explicitly used the term synonyrmslyuwith “science fiction.” But the
term speculative fiction was forgotten for the néfteen years until it was resurrected
with the New Wave movement in the 1960s and broaglimpletely new meaning into
a new context. British SF magaziNew Worldsplayed a major role in popularising the
term speculative fiction. Invested with a new megnispeculative fiction referred now
to the experimental science fiction under the Neav@/influence. One of the writers in
my corpus, Margaret Atwood describes herself as@eculative fiction” writer by
rejecting the label of “science fiction writer”. Imer essay “Writing Oryx and Crake”,
Atwood (2005) explains why her works such Hse Handmaid’'s TaleOrynx and

Crakemust be considered as speculative fiction:

“Like The Handmaid’'s TaleOryx and Crakeis a speculative fiction, not a
science fiction proper. It contains no intergalaspace travel, no teleportation,

no Martians” (p. 285).

Margaret Atwood’s above statement sheds light emthin traits of speculative fiction.

Speculative fiction seems to came into usage adainl996, an interdisciplinary
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feminist journalFEMSPECwas founded to revitalize interest in feminist spative

fiction. Today, editors, readers, academics andesamiters use speculative fiction as
an umbrella term to refer to science fiction, uémpidystopian, fantasy and mystery
genres. Science fiction as a genre that consistsarfy sub-genres, the use of an
inclusive term can sometimes be very helpful fatiax and researchers. However,
scholars keep inventing new terms to refer to féshitexts authored by women and

men.

The scholar Marleen Barr (1992) who popularisedi¢e “feminist speculative
fiction” in the academy, recently coined the tertfgminist fabulation” and “feminist
fabulator” thus broadening the scope of the terfesninist speculative fiction” and
“feminist speculative fiction writer” in such a was to include all feminist texts by
men and women (p. xiii). Barr defines “feminist @ddition” as “a supergenre of
women's writing (...) which includes works now tigbti of as mainstream, SF, fantasy,
supernatural, and utopian as well as feminist texga author” (p. xiii). Thus, Marleen
Barr's “feminist fabulation” signals “a new undeastling of postmodern fiction which
enables the canon to accommodate feminist differand emphasizes that the literature
which was called feminist SF is an important sitpastmodern feminist difference” (p.

XV)

In coining the term “feminist fabulation”, Marleduarr is inspired by the term
“fabulator”, which the literary critic, Robert Sdes first used imThe Fabulator§1967)
and then expanded upon in Ikabulation and Metafictior{1979). As used by Robert
Scholes, the term “fabulation” refers to a largelypof mostly 20th century novels that
stylistically deviate from traditional realism anbvelistic romance by displaying

magical realist features. In this sense, “fabufdtiseems to be a precursor term to the
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concept of “postmodernism.” For example, JohnIBaras called a fabulist long before

he was considered a "postmodernist.”

Although Marleen Barr connects Scholes’s “fabulatiovith “feminism”, the
usage of the term “feminist speculative fictionillsteems to be more common among
critics and scholafs From my perspective, the term “feminist fabulatjoby covering
both “mainstream” and “postmodern” fiction”, blufgeneric” aspects of a type of
feminist fiction that intentionally operate withithe boundaries of science fictional,
utopian and dystopian worlds. Writers of feministopias and dystopias use
deconstruction, but constructing utopian and dyatopvorlds is not a generic aspect of
postmodern literature. The postmodern qualitifemiinist utopias and dystopias are an
already controversial issue. In her article “Posiernism and Feminist Science
Fiction” Robin Roberts (1990) considers many woddsfeminist SF published in

1980s, includinghe Handmaid’s Tal¢1985) as “post-modern”:

Many works of feminist SF published in the 1980suf®on language and reveal
a post-structuralist sensibility to the power anohtcadiction inherent in
communication. More significantly, their authorsticize the use of language
for creating hierarchy and domination. At the samee, they themselves use
language to expose hierarchies of dominance embeddehe practice of
science. In this regard, these feminist SF writecglernize, or more accurately,
post-modernize the issues that dominate SF (p.)1(®8-139)

Robin Roberts (1990) mentions above “using langutmgeexpose hierarchies of
dominance.” To expose hierarchies of dominance, Widratever reason, means
according to some critics, to be very concernedh widwer and control, and this may
not compatible with a postmodern approach. In higcla “The Changing of the Avant

Garde: The Feminist Utopia” in which she dealt camagively with feminist discourse

® Many scholars use the term “feminist speculatiiion.” For exp, Rosinsky, Natalie M (1984)
Feminist Futures: Contemporary Women'’s Speculdtiecgon, UMI Research Press.
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theorists and utopian authors like Marge Piercy smmhna Russ, Jean Phaelzer (1988)

argues that feminist utopias are not post-modernist

Although feminist utopias do distort time to propaaternative politics, |
would argue that they are not postmodernist. Arel thre not entropic.
Feminist utopian novels, from the linederland to the deconstructionist
Les Guerillires are very much concerned with power, ownershig an
control. Are not issues of parenting, sexualitylJexdive work, harmonious
ecology, and technology very much issues of powvesvnership, and
control? (p. 291)

Jean Phaelzer’'s question is really very suggesthN#ough, in the section entitled
“Feminist Speculative Fiction as “a Powerful, IrdidHetereglossia”, | maintain that
“the encounter of the Self with the Other is re-gm&d, in feminist speculative fiction,
without privileging only an empowered female diss®l, | think that “the exposition
of power through language” is sufficient to makesth texts infidel to postmodernism.
There is undoubtedly a strong element in thesestéxat allow us to call them
“feminist.” In this case, the term “feminist fabtitan” can be said not to be suitable to
describe these works that are heteroglot, but nstnpodernist. In her article “A New
Alliance of Postmodernism and Feminist Speculativietion: Barr's Feminist
Fabulation”, Veronica Hollinger (1993) also draviteation to Marleen Barr’s hastiness

to identify all feminist speculative fiction as p®dern fiction:

“Barr has, | think, been too hasty in her claimtthk feminist SF-all feminist
speculative fiction, in fact--can be identified @sstmodern fiction.” (Hollinger,

1993)

Another criticism | would like to raise againke term “feminist fabulation” is
that this term is empty of historical context. Altlgh the writer, Samuel Delany (1990)

criticises the term “speculative fiction” for beirgininformed, anti-historical, and
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promoting only mystification”, |1 suggest that “spémtive fiction” has a historical

content that goes back to the literary New Wave entent. The New Wave writers’ re-

baptising their works as “speculative fiction” inges the term with a historical

meaning. Thus, the conceptual transformation ofté¢hm “speculative fiction” since its

inception by Robert Heinlein can be schematizeilésys:

In 1950s, speculative fiction = science fictiontfoduced by Robert
Heinlein, a popular usage)

In 1960s, 1970s, speculative fiction = the expental New Wave
fiction (introduced by Judith Merrill, a popularage)

Around the mid 1970s, speculative fiction = a tehat fell into disuse
The late 1980s, speculative fiction or the New Wéggon = socially
and psychologically oriented SF, whether it invaelvestylistic
experimentation or not (an idiosyncratic usage byllidkh Sims
Bainbridge)

The early 1990s, (feminist) speculative fictionferhinist fabulation” or
feminist postmodern fiction. (an idiosyncratic usdxy Marleen Barr)
From the early 1980s to our day, speculative ficttoan umbrella term
that encompasses science fiction, utopian, dystopigystery genres. (a

popular usage)

Now, | would like to clarify why | prefer to usedtierm “speculative” fiction to refer to

the body of works whose translation and receptierevanalysed within the framework

of this thesis. The books in my corpus are sometiogatled “feminist science fiction”

by scholars. Although they resort to science fiwiotropes, these books result from a
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critique of traditional sci-fi and most importantlyhey use New Wave style and
experimentation. Therefore, “speculative” fictioeems to be the term that best
describes the books in my corpus that are sometsaesa to be named differently:
feminist utopia, feminist dystopia, feminist scienfiction. Ursula Le Guin (1989) for

exemple considers the term “utopia” inadequatetabntemporary works like Joanna

Russ’s the Female Man and her oiways Coming Home

“Some people have been writing utopian novels wigeh called utopian; but
the word fit them only if we totally defined it amauld ignore its connotations,

such as didacticism, unrealism, and unreadabi(jty’8).

As Le Guin (1989) clearly states above, utopianafieminist speculative works is

very different from that of traditional utopias. 8hvide variety of the terms used to
refer to the books in my corpus is another reakahled me to adopt an umbrella term.
Now, | would like to discuss objectivity, subjedtivand representational politics of
feminist speculative fiction by using a theoreti@mework that consists of feminist
epistemologists’ and poststructuralist feminisestgpectives.

Objectivity, Subjectivity and Representational Rodi: Some Feminist Epistemological
Perspectives

Although Mary Shelley’s=rankenstein(1818) is generally regarded as the initiator of
the genre of science fiction (Cranny-Francis, 19908), science fiction was long a
male-dominated genre from which women writers wereluded. This exclusion
depended on the very idea that the relationshiwd®at women and science/technology
could never be strong. Given the fact that Westeetaphysics creates a clear binary
opposition between “irrational” women and “ratichahen, it is not difficult to

understand why science and technology which haea beought to be highly rational
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realms were traditionally identified with men. Irgstingly, throughout history,
women’s sexual difference has been used as “ewvidetwc judge their intellectual
capacities believed to be lower than those of n@ting sexual differences again as
“evidence”, nineteenth-century anatomists claimiedt t‘'women’s development had
been arrested at a lower stage of evolution” whilighteenth century craniologists
analyzed the skulls of men and women, whites aadkis| hoping to measure more

exactly the intellectual capacities of each of ¢thgups.” (Schiebinger 1989, p. 206)

In her Vindication of the Rights of Womamary Wollstonecraft (1792)
ironically takes up the association of irrationalitith women:

My own sex, | hope, will excuse me if | treat théke rational creatures. |
earnestly wish to point out in what true dignitydahuman happiness
consists - | wish to persuade women to acquirengthe both of mind and
body. Dismissing those pretty feminine phrases, ctvhithe men
condescendingly use to soften our slavish depergetd despising that
weak elegancy of mind, exquisite sensibility anesindocility of manners,
supposed to be sexual characteristics of the weadssel, | wish to show
that...the first object of laudable ambition isotmtain a character as a human

being, regardless of the distinction of sex; arat #econdary views should
be brought to this simple touchstone (pp. 8-10).

An eighteenth century liberal feminist and Mary Bhes mother, Mary Wollstonecraft
explains that her own sex deserves to be tredteddtional creatures since both mind
and body can be strengthened, “regardless of tsndiion of sex.” Although she
doesn’t say so explicitely, Wollstonecraft meansehéstrengthening mind through
education.” Like several other liberal egalitari@minists of her time, Wollstonecraft
seems to support the equal right to education msnedy to women’s absence in the
fields of knowledge. Fortunately, today’s women ‘dbave to struggle for many liberal
civic rights eighteenth century feminist had tormany parts of the world, women have

education and voting rights. However, regardlegheif geographic, cultural, economic
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and social environment, women still have to stragggainst other forms of oppression
and patriarchal challenges. For instance, womensthelooking for the ways of
existing in some traditionally masculinist fieldsat have not been accessible to them
for so long. Science and science fiction that amstnfrequently characterized by
women’s non-representation or misrepresentation aaneng those fields in which
women have to struggle to exist. The question asv ko exist in these fields without

being critical of epistemological and ontologictlstures underlying them?

Feminist scholarship that emerged in 1970s and ipiat question gender
constructs, which have been produced and dissemintirough scientific texts of
masculinist and exclusive character, also discusseden’s relationship to objectivity,
rationality and knowledge which appear as pre-i@tgs to women’s admission to the
scientific community. In this context, some contemgry feminists focussed on the
problem of female objectivity in relation to gendeles and very reminiscently of Mary
Wollstonecraft's utterances on “strengthening (fesnhanind”, they ended up arguing
that women’s scientific and objective thinking woWle strengthened if there were a
transformation in gender roles like child-rearifk@r instance, feminist epistemologists
of science who base their work on the “object-refeg theory” assumed that the
transformation of social relations between the seaed especially the relationship of
both sexes to children, could create new relatimits nature and new forms of
scientific understanding. To attain objectivity gia primary goal for this group of
feminists, some other feminists like Sandra Hardarmgl Donna Haraway adopt a
counter-approach by directing the following questio Whose science? Whose
knowledge? Whose objectivity? Why couldn’t there he feminist version of

objectivity?
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Drawing upon the insights of “feminist standpoepistemology”, Sandra
Harding sought to replace current models of obyégtwith a new form of “stronger
objectivity” in such a way to include the experieacof women who have been
traditionally left out of the production of knowlgel. Harding (1986) who considers
women's experiences and social values as a basgef@rating knowledge states in a
much quoted passage :

(W)hen we began theorizing our experiences durmggsecond women’s
movement a mere decade and a half ago, we knewaskrwould be a
difficult though exciting one. But | doubt that aur wildest dreams we ever

imagined that we would have to reinvent science @ewrizing itself in
order to make sense of women'’s social experienc2s®)).

While mentioning “reinventing science”, Harding meareconstructing objectivity
rather than simply embracing total relativism. DanHaraway (1988) is another

feminist who calls for a “feminist objectivity” bad on “situated knowledges”:

“I would like a doctrine of embodied objectivity ah accommodates
paradoxical and critical feminist science projecEeminist objectivity

means quite simplgituated knowledgégp. 581).

Donna Haraway (1988: 580) is also critical of feistis who base their ideas on current

forms of objectivity, which she finds reductionist:

Science has been about the search for translaowertibility, mobility of

meanings, and universality- which | call reductgmni only when one
language (guess whose?) must be enforced as thdasfafor all the
translations and conversions. (...) That is thedyetantasy that feminists
and others have identified in some versions of alyiy, those in the
service of hierarchical and positivist orderings what can count as
knowledge. That is one of the reasons the debaiast @bjectivity matter,
metaphorically and otherwise. Immortality and onwtgmce are not our
goals. But we could use some enforceable, reliabt®unts of things not
reducible to power moves and agonistic, high-stgames of rhetoric or to
scientistic, positivist arrogance (p. 580).
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In the above quotation, Donna Haraway obviouslynsdeminists against the dangers
of being on the “god-trick”, by stating that clairsach as objectivity, translation or
universality are not compatible with feminist goal&hat Donna Haraway (590)
suggests instead is a kind of “embodied objectivityat “resists fixation and is
insatiably curious about the webs of differentiakitioning.” Although admitting that
“there is no single feminist standpoint”, Harawaems to recognise the potential of

feminist standpoint theorists’ epistemological acus:

There is no single feminist standpoint becausenaaps require too many
dimensions for that metaphor to ground our visioBst the feminist
standpoint theorists’ goal of an epistemology amditips of engaged,
accountable positioning remains eminently potentte Tgoal is better
accounts of the world, that is, “science (p. 590)

Donna Haraway seems to summarize feminist scishéiatl speculative fiction writers’
goal which consists in giving a more critical aralistic account of our experiences as
gendered bodies. The possibility of a realisticrespntation in the confines of the
fictional microcosm of feminist speculative text ynfrst seem unfamiliar, but | will
attempt to give a more detailed account of thisiass the subsection entitled “The

Strong Connection with the Alien.”

The existence of a completely value-free or gemdertral account has
always been controversial among feminist scholémse of the prominent feminist
epistemologists, Evelyn Fox Keller (1985) who hablghed extensively on gendered
construction of science draws attention to “sulbyecteanings” behind male scientists’

so-called “objectivity”:
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“The scientist is not the purely dispassionate plesehe idealizes, but a
sentient being for whom the very ambition of ohijatt carries with it a

wealth of subjective meanings.” (p. 96)

In the following quotation, the French feminist peganalyst thinker, Luce Irigaray
(1993) seems to parallel Evelyn Fox Keller arguanghe “sexist” bias on the discourse

of modern science:

Every piece of knowledge is produced by subjects igiven historical

context. Even if that knowledge aims to be objegtieven if its techniques
are designed to ensure objectivity, science alwhgplays some choices,
certain exclusions and these are particularly detexd by the sex of the
scholars involved (p. 204).

In illustration of Irigaray’s above statement, ttamhal science and science fiction
display some choices and certain exclusions ofssekiaracter, which | will mention in
the subsection entitled: “The Gendered History @&fce Fiction”. Luce lIrigaray is, to
my mind, one of the biggest contributors’ to ferstniepistemology of science.
Irigaray’s doctoral thesis and major boBgeculum of the Other WométB74), which
was closely followed by the cessation of her emplegt at the University of Vincennes
is a critique of women's exclusion from both Westefphallocentric’ or
"androcentric® philosophy and psychoanalytic theory. In this hobtkice Irigaray
(2004) critically takes up Plato, Freud and otheest®rn thinkers’ appropriation of

woman as a speculum, mirror, negative alter egonah by disrespecting woman’s

" A term associated with psychoanalysis, phalloéemtrefers to the advancement of the masculinbas t
source of power and meaning through cultural, idgichl and social systems. Phallus here does not
indicate the biological penis, but rather, the atiti of the Father as the natural locus of law and
meaning, thus attributing symbolic power to theip@s the apex of male power. Through this reonderi
of the symbolic meaning of the phallus, female satiyity is constituted as “Other,” or “marginalrf a
move that effectively strips women of agency, dispd as they are by the discources of phallocentris
[See The Icon Critical Dictionary of Feminism and Postieism edited by Sarah Gamble, p. 294.
(Cambridge: Icon Books, 1999).]

® This term was first used by the American writera@btte Perkins Gilman in 1911 in her essay “The
Man-Made World or Our Androcentric Culture.” Gilmaised the term to describe a system of thought
centred around male identity and values.
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subject position and sexual difference. As sheftdbker elaborated in her subsequent

books, “sexual difference” is, for Irigaray, equeat to women'’s “salvation”:

“Sexual difference is probably the issue in ouretinvhich could be our

‘salvation’ if we thought it through” (p. 7).

Like another French feminist Héhe Cixous, Luce Irigaray (1981) deconstructs
woman'’s difference to a positive conception of atless, which resonates in woman’s

differential use of language:

She’ is indefinitely other in herself (...) ‘shedes off in all directions and in
which ‘he’ is unable to discern the coherence of meaning. Contradictory
words seem a little crazy to the logic of reasord emaudible for him who
listens with ready-made grids, a code preparedlvamce. One must listen
to her differently in order to hear aather meaning which is constantly in
the process of weaving itself, at the time ceasklesmbracing words and
yet casting them off to avoid becoming fixed, imhzelol (...) Moreover,
her statements are never identical to anythingirthstinguishing feature is
one of contiguity. They toucfupon)(p. 103).

In this statement, Irigaray draws attention toeafiéhce between what she calls “parler
femme” or “woman-speak” and phallocentric languagearler femme”, or the
“semiotic” (Julia Kristeva), or “écriture féminingHeél 1ne Cixous) is based on the idea
of opening up a discursive space where the reptesam of women’s sexual difference

becomes possible:

If woman has always functioned “within” the disceairof man, a signifier
that has always referred back to the opposite fegrthat annihilates its
specific energy and diminishes or stifles its veéifferent sounds, it is time
for her to dislocate this “within”, to explode ityrn it around, and seize it; to
make it hers, containing it, taking it in her owroutth, biting that tongue
with her very own teeth to invent for herself agaage to get inside of
(Cixous, 1999, p. 418).
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Like Irigaray and Cixous; the writer of the bodkan Made LanguageDale Spender
(1980) also agrees on men’s monopoly over languabeh will continue to oppress

women unless it is changed, subverted or “decoctstiu’

(...) the English language has been literally maadenand that is still
primarily under male control (...). This monopolyeo language is one of
the means by which males ensured their own primang, consequently
they ensure the invisibility or ‘other’ nature @nhales, and this primacy is
perpetuated while women continue to use, unchantjed language we
inherited. (p. 12)

Deconstruction of phallocentric language seemsetwhat Jacques Derrida (1991 : 25)
has called "the ideological consensus of feminisf8hat some feminist and non-
feminist counter is the idea of replacing male lsaage by a female language. In her
groundbreaking workin a Different Voice Carol Gilligan (1993) draws attention to
differences in female voices and perspectives essalt of women’s different social

experience:

As we have listened for centuries to the voicesmaein and theories of
development that their experience informs, so weel@me more recently
to notice not only the silence of women but thdialifty in hearing what

they say when they speak. (...) The failure to theedifferent reality of

women’s lives and to hear differences in their esistems in part from the
assumption that there is a single mode of socigheeence and

interpretation (p. 173).

Like Luce Irigaray and Hélne Cixous, Carol Gilligan seems to promote diffeeen
feminism by underlining differences in female vacelowever, Gilligan's emphasis is
on women'’s social and cultural experience as adfit#ifference rather than biological
difference inscribed in female body and sexuaMyhile Luce Irigaray and Hélne

Cixous make a call for a “corporeal” female langeiaghich they believe would be

created by women’s discovery of their autoeroticimad “jouissance” Julia Kristeva

® A Lacanian psychoanalytic term appropriated arfthed by French feminist critics, “jouissance” is
most often used as a concept that refers to bptilysures brought back into discourses. Kriste9841
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doubts, however, whether women should aim to wartkatternative discourses. Such a
feminist position that could easily degenerate iatoinverted form of sexism seems
dangerous to Kristeva (1986) who, in her landmarticla “Women’s Time’, has

mentioned multiplicity of female languages:

In its present form, is not feminism in the procebecoming one? Or is it,
on the contrary as avant-garde feminists hope, hhaing started with the
idea of difference, feminism will be able to brefke of its belief in
Woman, Her power, Her writing, so as to channek tdemand for
difference into each and every element of the femdiole, and finally to
bring out the singularity of each woman, and beytinsl her multiplicities,

her plural languages, beyond the horizon, beyoghit,sbeyond faith itself?
(p. 208)

As can be inferred from the above quotation, Kviates more concerned with
deconstructing women'’s plural languages rather tt@rstructing a female language.

Kristeva (1980) criticizes the constructionist resleme feminists want to play in the

following words:

“If women have a role to play... it is only in agsng a negative function:
reject everything finite, definitive, structurabdded with meaning, in the

existing state of society” (p. 66).

By basing on VoloSinov's and Kristeva’'s semiotiqoegaches to language, Toril Moi
(2002), in her Sexual/Textual Politigscriticizes some feminist claims on “man-

madeness” of language by suggesting “contextuatityanguage.

“For if we hold with VoloSinov and Kristeva thatl meaning is contextual,
it follows that isolated words or general syntaatistructures have no

meaning until we provide a context for them” (p6)L5

79) views art as "the flow ofouissanceinto language." Irigaray (1991 : 45) claims thabmen

experience two types gbuissance a phallic one and one "more in keeping with thmidies and their
sex" (p. 45).
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| completely agree with critics like Julia Kristeaad Toril Moi who locate sexism in
language use rather than language itself. As Tai (2002) repeats throughout her
Sexual/Textual Politics'(one) cannot pretend to be writing in some dareinist realm
outside patriarchy” (p. 139) and "(t)here isather spacdrom which we can speak: if
we are able to speak at all, it will have to behwtthe framework of symbolic
language” (p. 169). Thus, deconstructed or “coontdi, all meanings must be
somehow based on symbolic language to be meanitgfirnstances of reception. A
new language which is a sum of constructed or itecemwords won't be meaningful to
instances of reception unless it's offered to thi&mthe famous Rosetta stone, with the
translation of this constructed language. If onemseby female language, the creative
use of language by female and m&lsubjects, we could say that creativity does not

come out of nowhere:

“To be creative means to be flexible and go beytral standard form and
meaning, and the conventional vision, however, gidime existing stylistic
patterns, as “innovation and novelty are not milages; they do not come out of
nowhere. They are built using the tools of everydagtaphorical thought”

(Lakoff and Johnson, 2003).

Lakoff and Johnson rightly argue above on the imsfmlity of an out of context
creativity. Jonathan Culler (1989) also draws ditbento an utterance having meaning

only in the context of a pre-existing system oerund conventions by saying that:

“Meaning is context-bound, but context is boundl¢ps1923).

1% For Cixous, écriture féminine is not only a po#sibfor female writers; rather, she believesainche
(and has been) employed by male authors such asJioyice.
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Jonathan Culler rephrases Derrida’s comment that:

“No meaning can be determined out of context, butcontext permits

saturation” (Derrida, 1979, p. 81).

Jacques Derrida insists that all the linguisticgilmiities of creativity or critique are
within language. In contrast to Irigaray and CixaubBo have maintained that the
“feminine” requires a new language, Derrida (20@&ljeals the ways in which language
always deconstructs itself, and “bears within ftide¢ necessity of its own critique” (p.
358). With language bearing within itself all thesgibilities, is there really a need to
create a new language for women? Is there a femiwinting? Is language that is
believed to empower men really incapable to empoateer marginal groups like
women and transgendered people by the same token@hFmaterialist feminist writer,
Monique Wittig who often makes language experimdntsiesbianise” her works,
rejects the concept of “woman’s writing”:
“That there is ‘feminine writing’ must be said &tet outset, and one makes a
mistake in using and giving currency to this expi@s. What is this ‘feminine’
in feminine writing? It stands for Woman, thus megga practice with a myth,
the myth of Woman” (Wittig, p. 59).
As Wittig questions above, it’s really difficult @ive a clear-cut definition of feminine
writing and its ties with the concept of ‘feminiyiit which appears somewhat mythical
rather than historical. Essentialist feminists shdhat "the termwomendenotes a
common identity.** To my mind, this so-called “common identity” aitsl biological

foundations being so unknown, what we certainlykmothat women share in common

1 Butler, Judith (1999%Bender Trouble: Feminism and the Subversion oftigerdRoutledge, p. 5.
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is the same patriarchal life experience and, ifytlae feminists, a “collective

subjectivity” that leads them to use similar stgae to deconstruct patriarchal usages:

“Our collective identity as feminists can be for@aueld in terms of a collective
capacity to interpret and articulate collective deeto set collective goals,
through a continual process of dialogue based acomanitment to the inclusion

of all voices.” (Weir, 1996, p. 132)

Although admitting that women share in common ti@es patriarchal life experience, |
agree with Judith Butler (1999) who has drawn gitbento the multiplicity of power
relations involved in shaping woman'’s experiengasye precisely, to “racial, class,

ethnic, sexual, and regional modalities of disiwaty constituted identities” (p. 6).

The conception of “common identity” appearing so stigal and out of
historical context, in her “Women’s Time”, Julia iKleva (1986) suggests the
reconciliation of maternal time with linear or lugtal time. A maternal body that looks
more “essentialist” than “historical” cannot traatsl female “voices” and experience. If
feminine writing is a de/constructive and linguslly experimental language that
incorporates undiscovered pleasures of a “genddredy, that is to say, a body that is
also shaped to a great extent by socio-culturanspthere must be, within it, a space
for every(body) who are repressed by and have Wiigyato critically take the same
socio-cultural norms surrounding them. Hék Cixous considers James Joyce’s later
works as examples of feminine writing while Moniguattig is often associated with
feminine writing although she rejects the concdptfeminine writing” and asserts her
identity as a “lesbian”, not a woman. If a man arldsbian who probably have different

bodily pleasures and gender-based experience tegtieély use “feminine writing”, it
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means that the definition of this form of writingust be extended in such a way to
include men’s and queer people’s “jouissance” aeddgr-based experience. The
question is: If this form of writing could embraegery(body) independently of their

biological sex and sexual orientations, then, vehiy supposed to be called “feminine”?

What is called ‘feminine writing’ is actually a égder de/constructionist”
writing that aims to liberate or de/construct ti&elf” by providing him/her a more
consolidated and self-reflexive position in dise®ur The unusual use of the usual
textual strategies (word plays, neologisms, rejpetitand syntactic changes), as | call
them “foregrounded elements” can offer the “Selie tmeans of being a “liberated
Self.” | think that Mary Daly’s following explanains of what she calls “gynocentric
writing” tell us a lot about the strategies used'@pgnder de/constructionist” writing:

Gynocentric writing means risking. (..) At timesnbke up words (such as

gynaesthesidor women'’s synaesthesia) Often | unmask decepivels by

dividing them and employing alternate meaningspi@fixes (for example,
glamour as used to name a witch’s power). Sometimes | lginpite the
reader to listen to words in a different way (faample,de-ligh) when |
play with words | do this attentively, deeply, payiattention to etymology,
to varied dimensions, to deep Background meaningd subliminal
associations. There are some woman-made words Whiuhose not to use
for various reasons. Sometimes | reject words khhaink are inauthentic,
obscuring women'’s existence and masking the camditof our oppression
(for examplegchairperson (Daly, 1990, p. 24).
Mary Daly’s explanations shed light on the maimatggies the female “Self” could
employ to wrench words away from patriarchal usiagerder to discover their power
for women. At this point, | would like to clarify ynuse of the concept of “Self.” Since
the publication of Simone de Beauvoifhe Second Se4951/52), woman has been
considered as the other of man. In contrast to ¢himmon tendency, | think it's

preferable that women and all the other marginalgs must be considered as “the

Self” rather than the “Other.” While the dominarbgps see and call the marginal
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groups the “Other”, why should women call themsglt#he Other” by paradoxically
looking at themselves from a certain distance nigkin outside perspective that is not
theirs. Although alienated from her/self, woman&df$s always a Self in the existence
of her consciousness.

In this section, | have discussed how the conaafptdjectivity, subjectivity
and feminine writing have been dealt with critigaly several scholars. Obijectivity
being a central concept for science, and subjégtiieing so important for
poststructuralist feminists, | find it worth analyg how feminist speculative fiction

treats the issues of objectivity and subjectivityts fictional world.

Feminist Speculative Fiction as a “Powerful Infithdteroglossia”

As a genre at the intersection of science fictiord deminine writing, feminist
speculative fiction seems to have a very “democtratepresentational politics that
avoids drowning out other fictional voices, no raaif they are uttered by the Self or
the Other. In all the feminist speculative fictismorks I've analysed, the Other is the
one who is depicted as the holder of the powepeésh. In the fictional world of these
works, the Self is always represented by women suifer from patriarchal oppression
while the Other is sometimes represented by tat&ih men and womenTlie
Handmaid’'s Talg sometimes by women in a female-dominant socjéhe Female
Man) and sometimes by humanoid individuals in a gdedsrsociety\(Voman on the
Edge of Timg

The representation of the Self as disempoweregalwyarchal usage, seems

very compatible with the objective historical réalof women’s lives. In the feminist
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speculative works under consideration, women cgpdak an empowering language,
but they keep discovering the power of the languagéat's used by the Other, which
often represents their “idealised Self”. In theserks, two conflicting discourses co-
exist. In contrast to feminine writing, in thesemiaist speculative works, the female
Self who speaks the patriarchal language is alvlagre, but in a dialogic tension with
the Other who speaks an empowering language. br @tbrds, these works fictionalise
both functions of language as an empowering andngi®wering tool. By letting
readers oscillate between two different worlds Emdjuages, the feminist speculative
writer seemingly assumes the role of “a distanckseover.” Thus, the reader starts
“wandering a mindscape”, as Teresa de LauretisQL&dlls it:
Displaced from the central position of the knowledlgle observer, the
reader stands on constantly shifting ground, on thargins of
understanding, at the periphery of vision: henae ¢bnse of wonder, of
being dislocated to another spacetime continuunrevhaman possibilities
are discovered in the intersection of other sigith wther meanings” (pp.
165-166)
In feminist speculative fiction, the reader is aisAs a text that is full of possibilities to
be explored. More precisely, in these works, thscalirse of the Other is not
assimilated to the discourse of the Self. The enwf the Self with the Other is re-
imagined without privileging only an empowered féendiscourse. In this sense, if |
formulate it in Sara Ahmed’s terms (2002), thesaifest speculative works avoid the
violence of negating or giving up the historicalfSkat reflects the particularity of the
(patriarchal) Other.
(...) this assumption that an attention to theipalarity of others involves a
negation of otherness needs to be challenged. bly..attending to the
particularity ofthis otherthat we can show that which fails to be grasped in
the here and the now, in the veagmebodyvhom | am faced with. (...) To

negate or give up on the particularity of othersuldoinvolve its own
violence. (p. 560)
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As Sara Ahmed clearly states above, the represemtat the Self (the reality) and the
Other (the possibility) together and with all thparticularities, allows us to see what
fails to be grasped in the here and the now. Frbis perspective, these feminist
speculative works can be said to have engaged “metroglossic” representational
politics that illuminates the relationship of batistances of discourse, the female Self
and the Other alongside the communicative axis.kidil Bakhtin (1981) considers

heteroglossiaas a main feature of literary creativity.

Literary language is in effect a dialogue of langesm a ‘highly specific
unity of several "languages" (...). At the moment avéativity, literary
language is already surrounded by heteroglossias@ausness finds itself
inevitably facing the necessity bhving to choose a languag@/ith each
literary-verbal performance, consciousness mustelgtorient itself amidst
heteroglossia, it must move in and occupy a posito itself within it; it
chooses, in other words, a ‘language.’ (p. 295)

“Heteroglossia,” which Mikhail Bakhtin relates tdekary creativity, is a device that
shows readers the interplay of alternative and spipoal voices in a discourse. The
term “heteroglossia” is also used by feminist sal®like Donna Haraway as a counter-
alternative to “dreams of a common language.” In influential essay entitled “The
Cyborg Manifesto: Science, Technology, and Sodi&éninism in the Late Twentieth
Century,” Haraway (1991) states that she dreantmatfa common language, but a
powerful infidel heteroglossia (p. 181). An imagdina of a feminist speaking in
tongues (...) both building and destroying machirgemntities, categories, relationships,
space stories. Though both are bound in the spaate, | prefer to be a cyborg rather
than a goddess.” Haraway seems to be referringnbinist speculative fiction while she
talks about “destroying space stories.”

Donna Haraway's aspiration for ‘a powerful infidetteroglossia’ can be

said to have been realized in feminist speculativeks. The only example of feminist
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speculative work that constructs a ‘female languag8uzette Haden Elgin’s ‘woman-
made’ language Laadan, which | will refer to in thésection entitlelanguage and

Linguistics of Feminist Speculative Fictiolpart from this, feminist speculative fiction
tends to place readers in confrontation with twifedént worlds in order to show them
all the linguistic and ontological possibilitiedhrar than proposing a “unified” language

or ‘language of goddess’, as Donna Haraway desciibeonically.

The Distinctive Features of Feminist Speculativetién

One of the male target text readers who answeredumgtionnaire on literary reading
made the following comment in his e-mail: “Ok, lbis is just feminism disguised in
speculative fiction. However, mission is accomp@idli Having found this comment
very provocative, | looked at this reader’'s anstweanother question on his familiarity
with speculative fiction and | found out that hesaered no when he was asked about
his familiarity with speculative fiction. Althoughe had no knowledge of speculative
fiction, this reader interestingly seemed to bakimg that all the text fragments and
plot synopses he had read were more related tonfemithan speculative fiction. This
reader's comment prompts the following question:aévare the boundaries between
feminist speculative fiction and the two other gen(speculative fiction and feminist
fiction) from which feminist speculative fiction es to have arisen? | think this
question can be answered by a simple analogy.

Like a new born baby, feminist speculative fictioan be said to have
inherited some characteristics of each of the teorgs from which it was generated.

However, like any child who develops his or her opersonality over time, feminist
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speculative fiction shows certainly some similastiand differences with its parental
genres. Feminist speculative fiction having its aspecificity, it is extremely important
for a researcher to identify similarities and diffleces of feminist speculative fiction

with other related genres.

The Use of Strategies &fcriture Féminine

Feminist speculative fiction employs a variety odative strategies that are reminiscent
of écriture femininan the 1970s. Jean Pfaelzer (1988) summarizes #tie similarities

and differences among both genres as follows:

Both disciplines deconstruct material space in ordertray what has not
happened, what has not happened yet, what migipehaBut they split what to
do next. Feminist discourse theorists (The New éhelReminists) deconstruct
representational (read ‘masculine’) space: subtiertold order by subverting
old perceptual orders. Dislocate syntax. Dislocplet. Dislocate persona.
Utopian authors construct ideal space in order dbvert inequality and
inevitability. Dislocate geography. Dislocate timeDislocate historical
determinism. (p. 282)

As Jean Pfaelzer (1988) suggests, deconstructian &spect common to both forms of
writing and consists in subverting the traditionadtriarchal language. The main
difference lies in the “constructivism” of feminispeculative fiction. Thus, unlike
French feminists’ “imagined”, “indeterminate” spacgeminist speculative fiction
writers construct an “ideal” space through whicleyttreinscribe women in history,

language, and narrative activity (p. 284).

Margaret Atwood who considers herself a “specutafretion writer” applies
French feminist theory in her cult nov@lhe Handmaid’'s Taleln her Fictional
Feminism: How American Bestsellers Affect the M@rerfor Women’s EqualifyKim

A. Ludermilk (2004) suggests that “Atwood’s writingtyle contains many of the
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elements o€&criture féminineor feminine writing, as described by Cixous anddray”
(p.132). Ludermilk also clarifies whijhe Handmaid’s Taleonforms to the description

of feminine writing:

It does not follow syntactical rules. Sentencessdr@rt, choppy, incomplete, or
they are long, flowing, run-on. They ignore the wemtional order of the subject,
verb, and object. The language is fluid and poegcy close to Cixous’ concept
of feminine writing that embodies the mother’s \&ithe mother’s body, breast
milk, and theamaginaire(p. 132).

Ludermilk who further draws attention to non-lineaarrative in Atwood’s novel,
maintains that “feminine writing is also evidentAtwood’s use of wordplay and pun.”
(p. 133) AlthoughThe Handmaid’'s Taleontains many of the elements @friture
féminine Kim Ludermilk (p. 136), echoing the critic Lucy.Mreibert? argues that this
novel is also based on a critique of French ferhitisory because it shows that even
creative writing cannot change cultural systemsonfFrmy perspective, this is a
pessimistic and monolithic reading that doesn’tefthe spirit of Atwood’s novel. In
dystopias, like in utopias, there is always a sti@whope, although not explicitly
formulated. Thus, instead of considering that “e@epowerful language can’t abolish
oppression”, you could interpret it as “even undgpression, you could use a powerful

language”. This is how Michael Cornier Magali (2D@&erprets it:

Although The Handmaid’'s Taladepicts a dystopia, its lenghty first-person
narration also highlights how those who are opm@ssan use the power of
language themselves. Indeed, Offred asserts heasedf person by telling her
story. Much like American slave narratives, hemgtoot only points to the
oppressive structures that victimize her but alkmana her to move beyond the
role of victim, creating herself as an individualttwwhom the reader can
sympathize and identify (pp. 135-136).

12 According to Freibert (1988), “In satirizing, attiereby demystifying, Western phallocentrism in the
worst of all possible contexts, Atwood also tesis viability of French feminist theory.” “Controhd
Creativity: The Politics of Risk in Margaret AtwoedThe Handmaid's Talg, Critical Essays on
Margaret Atwood(ed. Judith McCombs, G. K. Hall), 1988, pp. 280-91
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Magali’s statement sheds light on how the main atter Offred asserts her agency
through her use of language. It is interesting thatn a dystopian novel that depicts
how language could be used to disempower womendes\vhe female character with

the power of language.

A “Critical” and “Constructive” Genre

A detailed review of the existing literature on Slearly delineates that history and
language of SF is generally divided into two maeriods: The pre-1960s period and
the post-1960s period. As can be inferred from divgde, the 1960s is a turning point
for SF, which, with the rise of a new writing, haassed through a metamorphosis. In
his article entitled “New Roles for Men in Recertbpian Fiction”, the SF critic Peter
Fitting (1985) draws attention to how “(..) in thand of a newer generation of writers,
the generic potential of (SF and Fantasy) to desatherworlds (...) has been richly
developed” (p.157). The most significant aspecttto$ new writing, which Fitting
(1985) considers as both “critical” and “construeti is that it is based on feminist

critique:

“Each novel grows out of the feminist critique b&tideological, psychological,
social, and economic forms of gender division dmgirtinterlocking with the
exploitative and oppressive structures of capitgliand each novel constructs

an alternate society based on egalitarian socthkarual relations” (p. 157).

This new writing that was strongly “political” antfeminist” in its critique has

constructed alternative worlds by depicting utopad dystopian futures. However, for
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the writers who adopted this new writing style, ythgidn’t only challenge gender

conventions, but also genre conventions.

Language and Linguistics of Feminist Speculativeiéin

Language and linguistitshave been always of interest to science fictioiters and
scholars. As Walter E. Mayers (1980) points out:
“Even in Mary Shelly’s embryonic SF, we see a conacgith problems of
communication; communication, with language aschgef discipline, is
centrally important to an enormous portion of sceefiction and crucial to

its understanding” (p. 1).

Science fiction’s concern with problems of commatimn depends on the difference
between human languages and alien languages, ajtin®/orfian* premises in mind.
Yet, sci-fi writers in the pre-1960s period werd mery creative in the solutions they
proposed to ensure the communication between ttieliags and the aliens. As Robert
Scholes and Eric S. Rabkin (1977) have asseeterice Fiction: History, Science,
Vision); in the pre-1960s, the great majority of SF wsathad “everyone talk English”
or some "lingua franca,” often called "galactica” '@alactic English” (p. 154).
Telepathy and various translation machines wereother means of having earthlings
and aliens communicate “without any recourse tguage”. In his article “Language

and Techniqgues of Communication as Theme or To8IR") John Krueger (1968) give

B The three major works on the language and lingusistif sci-fi are: Myra Edward Barnes (1975),
Linguistics and Languages in Science Fiction-Fapt&amuel R. Delany (1977)he Jewel-Hinged Jaw:

Notes on the Language of Science Fictidfalter E. Meyers (19804lien and Linguistics: Language

Study and Science Fiction

1 “Whorf/Sapir Hypothesis: A thesis associated Wit American linguist Edmund Sapir (1884-1939)
and his pupil Benjamin Lee Whorf (1897-1941) whitimtends that we dissect nature and reality along
the lines laid down by the language we speak.” Mabavid (2000 : 398), “Whorf/Sapir Hypothesis”,
Critical Theory, Penguin Books.
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a list of the languages spoken by the aliens: Qlogua spacia, prime galactic,
terrestrial, pidgin solarian, intergalactic langeagosmoparla, galac, cosmoglotta,
galingua, galactic standard.

In the post-1960s period, as a consequence ofNdve Wave, a strong
linguistic sensibility developed so that languagd aommunication were included into
sci-fi as subject matters. Extraterrestrial cresduwwere replaced by human or humanoid
characters in the writings of feminist speculatieters and as a consequence of this
radical transformation of the traditional alien,iters had to give this more human and
more real looking alien a new voice that is difféardrom that of extraterrestrial
creatures. The new alien’s language was a sumroéwaryday words loaded with new
meanings and word play with cultural referencesuo present day society. Thus, the
readers shared framework with this alien world,chenables them to understand and
translate the alien language despite all its egingneffects on us. In his article “The
Image of Translation in Science Fiction & Astrondigrian Mossop (1996) illustrates
the distinction of human/human versus human/alemrounication by the following
analogy:

The situation of Erwin Shrédinger returning to thé" century in a time
machine to explain quantum physics to Newton issimilar to that of an
alien professor from Vega trying to teach us tiseience. Shrédinger and

Newton have a shared bioecology, not to mentionharesl history —

Shrodinger would already be familiar with Newtooigtlook (p. 21).
As Brian Mossop describes above, the existence stfaged framework or a common
ground of understanding allows us to translateitient of the alien’s message. The
alien in feminist speculative fiction (except SueeHaden Elgin’s Laadan) doesn'’t

speak a constructed language, but a languagestlaatieconstructed or re-constructed

form of our standard language. Even linguistic vateons and playful language in this
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world are created by basing them on our standaiguige. In this sense, what feminist
speculative fiction writers do is:
“to take recognizable syntagms and substitute Bmthhere and there,
signifiers from a till then wholly unexpected pagad. The occurrence of
unusual, if not downright opaque, signifiers in teyntagm focuses our
attention on the structures implied (...)” (Broad&ri1994, p. 34).
The alien in feminist speculative fiction is digiinshed from the traditional alien by the
possession of a human language:
“Where aliens in a science fiction novel engagdiract communication, we are
presented not only with hypotheses about an extesteial nature
(‘exobiology”) but with an extraterrestrial lingtiss. The possession of a non-
human language is, indeed, the fundamental disshmg-mark of ‘alien
intelligence’™ (Parrinder, 1980, p. 113)
Because feminist speculative fiction does not preaenon-human language, it is often
disregarded in the books studying “exolinguisticEXolinguistics as Myra Edwards
Barnes (1975) terms it, is “the study of the largguaf the life forms beyond Earth” (p.
11). “Exolinguistics” which is sometimes referred tas “xenolinguistics” or
“astrolinguistics” is focussed on imaginary langes@riginating from alien species. As
James B. McMillan (1972) has stated in the earlg, 7@xolinguistics” has never
become a standard term either in linguistics ohrapology, but it has persisted in both
periodicals and books for twenty years, and it sefuto obsolesce” (p. 261). In his
Sociologie de la Traduction: La science-fiction aiceine dans l'espace culturel
francais des années 1950ean-Marc Gouanvic analyses the translation aifofial
“technolects” and “exolects” from English into Foén Gouanvic (1999) states that the

translation of fictional “technolects” from Englishto French occurred quite easily

since both languages largely use the same Grecortadts to create brachylogies and
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portmanteau words (p. 80). Thus, ‘Guerre aux Invisibles ‘gyrocars’ is translated as
‘gyrautos’, le ‘stratosphere plane’ as le ‘straéme™ (Gouanvic, 1999, p. 80). As for
the translation of the exolects or “fictive wordiat belong to a “third linguistic
system”, which is equally unfamiliar to both Frenahd English, Gouanvic (1999)
maintains that it's quite plausible to leave thelmments untranslated to create the same
effect of estrangement in the target culture:
L’altérité exolinguistique radical pour I'anglaisest pas ici différente de
celle du frangais, du fait que les deux vocablesandh et Oxcta
appartiennent a un systeme linguistique tiers. Al v& quelque peu
differement du mot-fiction Viton (Guerres aux Inbies) traduit — traduit
avec raison — par Viton en francais (p. 80).
The radical extralinguistic alterity, which was ared here in English is not
different from its translated form into French sattthe words Tlanan and
Oxcta belong to a third linguistic system in botbuce and target
languages. It is not very different from the exaenpf the fictive word
“Viton”, which was rationally translated into Frénas Viton (p.80).
As should be evident from the above statement,-Mza Gouanvic considers “fictive
words” as belonging to the “radical exolinguistitteaty” of a ““third linguistic
system.” The concept of “fictive word” is introdutéy Marc Angenot who contends
that mot all invented words in sci-fi are neologssnbut “fictive words” that “differ
from the fictive words of nonsense literature imtthhey imply a consistent (though
absent) paradigm” (qtd. in Parrinder, 1980, p. 1T38jus, feminist speculative fiction
doesn’t use “fictive words’ to refer to an exolimgfic alterity. What feminist
speculative fiction uses, are neologic creatiolas thake sense when we read them: for
example in Marge Piercy’$Voman on the Edge of Timsweet friendsco-moms
brooder, kidbinder, etc. | will study instances of neologism and wplaly in the novels

in my corpus in more depth in Chapter Ill of thieesis. For now, | just want to draw

attention to their difference from “fictive wordshh Marc Angenot's sense. At this
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point, one might wonder if it represents a more amnalien speaking a humanlike
language, what does feminist speculative fictios inacommon with sci-fi.

Like sci-fi, feminist speculative fiction uses ewce fictional tropes and
conventions. As Roberts (1993, pp. 4-6) points ‘uging the tropes of science fiction,
feminist writers reconstruct science to provide ritique of and an imaginative
alternative to real-life science, a field still ogpitable to women (...)”, but on the other
hand, while using science fictional tropes, thesetews end up deconstructing
“science’s grand narrative”. What are the sciemct#ohal tropes and conventions?

Gordon R. Dickson (1988) gives a detailed listsof-fi conventions: Time-
Dilation Effect, superman, antigravity, invisibyljtmutations, time travel, center of the
earth, parallel universes and continua, contach waliens, telepathy, teleportation,
intelligence in a new body, animal intelligence, amae intelligence, androids,
immortality, post-catastrophe worlds, alien invasiother dimensions, terraforming,
weapons. From the conventions cited here, Margeys&Woman on the Edge of Time
uses “telepathy” and “androids”, Joanna Ru$is&sFemale Mamses “time travel” and
“parallel universes” and Margaret Atwoodithe Handmaid’'s Tale radical political
and social “mutation” that evokes a “post-catadteoporld.” And all the books in my
corpus, deal with “contact with aliens.” In femingpeculative fiction, the Self is more
strongly connected to the Alien which projects dealized (gender egalitarian or
female dominated) or despised (totalitarian andreggve) image of the Other. In her
interview with Steve Izma, the granddaughter offdmaous feminist speculative writer
Judith Merril and the author of the 2003 Hugo wimghbookBetter to Have Loved: The
Life of Judith Merril (2002), Emily Pohl Weary sheds light on Judith Merril'sastg

connection with the alien:
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The alien in her work represents the other formpbmt of view of American

culture: those who don't fit into the mainstream, ioto the conventional

American “dream” of what is good or what is right.fact, growing up Jewish

in America with a Zionist suffragette mother andfather, Judith said that when

she was writing her stories she connected with tledien.
http://www.btlbooks.com/Links/merril__interview.htm
Like Judith Merril, all the feminist speculative iters are strongly connected with the
alien. The contact with the alien being so centwasci-fi, Alexandre Hougron (2000
draws attention to the psychoanalytic foundatidnfhe Self's obsession with the Other
as a perfect mirror image of the Self and the Setihgoing struggle with his/her
internal monsters.

If there are psychoanalytic foundations of the espntation of the Other in sci-
fi, the Other in the traditional sci-fi is suppogedproject the masculine Self. However,
the Other in the feminist speculative fiction ipm@jection of the feminine Self and the
feminine Self challenges conventional language upino the Other. From my
perspective, the Other’s language and the trammsliéyaof that language are the best
indicators of the level of connection between tle$f 8nd the Other. When we look at
the language spoken by the Other, in feminist dpéea fiction, the Self seems to be
more connected to the Other. As | mentioned abaveetfe Haden Elgin’$Native
Tongueis the only example of “conlang” (constructed laage) in feminist science
fiction.

In her feminist speculative worklative Tongugthe linguist Suzette Haden
Elgin invents a language for women in a futurigdmciety as an alternative to the
present day masculinist society. Elgin construgadan as a scientific experiment to
test four interrelated hypotheses:

1) that the weak form of the linguistic relativity hobesis is true [that is,

that human languages structure human perceptiosigmificant ways];
(2) that Goedel's Theorem applies to languagehaithere are changes
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you could not introduce into a language without tgsng it and
languages you could not introduce into a culturtheut destroying it;
(3) that change in language brings about sociahgbarather than the
contrary; and (4) that if women were offered a wolméanguage one of
two things would happen -- they would welcome amdture it, or it
would at minimum motivate them to replace it wittbetter women's
language of their own construction.
http://www.sfwa.org/members/Elgin/Laadan.html

To test the above-mentioned hypotheses, SuzetterHalgin invents a new dictionary
and grammar. Unlike English, sentences in Laadacepihe verb first, then the subject
and object. Gender is not normally marked but wihén marked the male category is
specified by adding the suffexd. For example, the word for parenttisul but with the
addition of #d it becomeshulid (‘male parent’). In the Appendix to the novel, Elgi
provides several examples from Ikérst Dictionary and Grammar of Laadan

dodledosh: pain or loss which comes as a reliefitiye of ending the
anticipation of its coming...

lowithelaad: to feel, as if directly, another’sipggrief/surprise/joy,anger...
raduth: to non-use, to deliberately deprive someawramy useful function in
the world, as in enforced retirement or when a hubeng is kept as a
plaything or pet...

rarilh: to deliberately refrain from recording; fexample, the failure
throughout history to record the accomplishmentsafhen...

rashida: non-game, a cruel ‘playing’ that is a gamly for the dominant
‘players’ with the power to force others to pafgtizie. ..

shaadehul: growth through transcendence; eithampefson, a nonhuman,
or a thing (for example, an organization, or a,aiya sect)...

wonewith: to be socially dyslexic; uncomprehendifighe social signals of
others...

zhalaad: the act of relinquishing a cherished/cotimig/familiar illusion or
frame of perception (qtd. in Teslenko, 2003, pp66Y

As is evident from the above examples, the vocapugin invented for women is

semantically very loaded. Each word refers to ateluof concepts related to female
emotions and perceptions. After testing her inibgpotheses for ten years after the
novel came out in 1984, Suzette Haden Elgin finalynits that the experiment did not

produce the desired outcome: “hypothesis that ifmeno were offered a women's
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language they would either welcome and nurture wauld replace it with a better one
was proved false.” http://www.sfwa.org/members/gliggadan.html

Her experiment on “female language” being a failufkgin still believes in “divine
magic of creating an entirely new thing with langeaut of nothing”. However, she
can not help mentioning processes of creatingatethumanly possible”:

Linguistic bootstrapping

Take something that already exists (or is beligweekist) and use metaphor to
create something else, linked to it by analogy.eTAKAGON TRAIN, already
part of consensus reality, tweak its features ardmeters, and you get STAR
TREK -- WAGON TRAIN in space. Tweak different fee¢s and parameters
and put it somewhere else -- under the ocean,artbigl earth, in my coat pocket,
wherever you like.

Positive linguistic refocusing

Take something that already exists and create $omgetew by changing what
gets attention. | did my best to demonstrate thisy science fiction novel titled
NATIVE TONGUE: "When you look at another persohatdo you see? Two
arms, two legs, a face, an assortment of parts| Aght? Now, there is a
continuous surface of the body, a space that begthshe inside flesh of the
fingers and continues over the palm of the handugmithe inner side of the arm
to the bend of the elbow. Everyone has that surfadact, everyone has two of
them. | will name that the 'athad’ of the persomadine the athad, please. See it
clearly in your mind -- perceive, here are my owo aithads, the left one and
the right one. And there are both of your athadsy wice ones. Where there
was no athad before, there will always be one rmeause you will perceive
the athad of every person you look at, as you perdbeir nose and their hair.
From now on.... Now it exists."

Negative linguistic refocusing

Take something that already exists and hide it atwaynaking it difficult or
impossible to pay attention to it, or by focusinmgsmme aspect of it that will hide
the parts you want to hide and emphasize thosedgolt. Like taking "firing
employees"” and naming that action "letting peomé @s if you were giving
them a freedom they'd been longing for) or "shegldimployees” (as if it were a
natural process, the way trees shed their leavéseirfall, out of the company's
control and therefore not their responsibility).
http://www.webspawner.com/users/sfling/
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| think that the above processes can be usedarga-scale analysis of linguistiova
However, | will be basing on Teun A. Van Dijk’'s rhetl of ideological/discourse
analysis in the examination of feminigtvain my corpus. In contrast to the constructed
language used in Suzette ElgifNaitive Tongueand its sequels, feminisiovain my
corpus do not consist of “fictive words” that bejpto a “third linguistic system.” In
this sense, | could argue that all theseva that come out of our language are

translatable into our language.
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Chapter lI

FOREGROUNDING-BASED RESEARCH METHODOLOGY

“At first it looks strange to Trojans, the wooderorbse, off color,
outsized, barbaric... Then little by little, theysabver familiar forms

which coincide with those of a hors€Wittig, p. 68)

Foregrounding as a concept closely related to thesian Formalist critic Viktor
Shklovsky’sestrangemenfostanenie) has been first employed by the Préiggaist,
Jan Mukarovsky to indicate a distortional literatgvice, which is consistently and
systematically used in poetic genre for aestheirp@ses. Having applied later to prose
analysis and then to empirical research on literaading, foregrounding has never
gone out of use, and still seems to be a produciveept for scholars from various
disciplines such as literary studies, psychologysual arts etc. Distortion of
conventional language being the major mechanisnoiEgrounding, the concept is

obviously interesting to analyse lexical creataestin feminist fiction.
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Definition and Historico-theoretical Trajectory thie TermForegrounding

Willie van Peer (1986, p. 20) describes the notbrioregrounding as “a pragmatic
concept, referring to the dynamic interaction be&mveauthor, literary text and reader.”
In our context, the translator and target cultueaders are also involved in this
interaction. Since foregrounding is an interdisoi@ty term of broad scope that is
crucial to my thesis, | will trace the historiccetiretical trajectory of the term to lead to
a better understanding of its applicability to theld of reception and translation
studies.

The notion of foregrounding is based on an analagyh a fundamental
characteristic of human perception that consistgligtinguishing afigure against a
ground (Van Peer, 1986, p. 21). The principles of foregding are also used by the
Gestalt psychologists of the early 1900s, partitylay the Danish psychologist Edgar
Rubin who, in his two-volume worl§ynsoplevede Figuré¥isual Figure$, introduced
the distinction figure/ground to human perceptiohhe Gestalt psychologists’
figure/ground constellations are mostly relateddagnitive/experimental aspects of the
term foregrounding that can be situated in a wialeya of poetics, text linguistics,
stylistics and narratology. However, it should leed that various uses of the term are
complementary rather than being incompatible.

In a poetological sense, the teforegroundinghas its origin with the Czech
theorist Jan Mukarovsky'aktualisacethat has been translated by Garvin (1964) into
English as foregrounding instead of actualizatidillie van Peer & Frank Hakemulder
(2006) draw attention to the fact that this tratistg that rendered a temporal metaphor

by a spatial one, allowed the term to be more edlab perception psychology.
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Mukarovsky (2000) conceives of foregrounding as ewiation from conventional
language:
Foregrounding is the opposite of automatizatioat if, the deautomatization of
an act; the more an act is automatized, the lessdbnsciously executed; the
more it is foregrounded, the more completely camsxi does it become.
Objectively speaking: automatization schematizes eaent; foregrounding
means the violation of the scheme (p. 226).
According to Jan Mukarovsky (2000), another aspett foregrounding is its
“consistency and systematic character.” Mukarovsit§o mentions a hierarchical
structuring of foregrounding:
The systematic foregrounding of components in akvedmpoetry consists in the
gradation of the interrelationships of these congmts, that is, in their mutual
subordination or superordination. The componenhédsty in hierarchy becomes
the dominant. All other components foregroundednot, as well as their
interrelationships, are evaluated from the stanapafithe dominant (p. 227).
Although he doesn’t use the term foregrounding, Rordakobson (1987, pp. 41-46)
also mentions a “dominant” poetic function and tapacity of poetic devices in
increasing “palpability.” In formalist and strucélist criticism, the term foregrounding
has been used as a distortional poetic “device’itheealized at phonetic, grammatical
and semantic levels of poetry to gain it a quatdityliterariness” and evoke its readers’
aesthetic appreciation. The term foregrounding #ems to be an invention of the
Prague Structuralists, heavily draws on the Ruskwamalists’ ideas, most notably,
Viktor Shklovsky's estrangemenbgtraneni¢ that will be further dealt with under the
section entitled “ The Concept of ‘Estrangement’ ‘Defamiliarization’ ”. British
stylistics, most notably, Geoffrey Leech uses diemtforegrounding in stylistic analysis
of “salient” aspects of the text. Although Leeclise of foregrounding is in the same

line with formalist and structuralist schools, hige of the term in prose analysis can be

considered as a novelty. The following is Leeclefirdtion of foregrounding:
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Such deviations from linguistic or other sociallgcapted norms have been
given the special name of ‘foregrounding’, whicltvokes the analogy of a
figure seen against a background. The artisticadiewi ‘sticks out’ from its
background, the automatic system, like a figurehia foreground of a visual
field. (Leech, 1969, pp. 57)

In stylistics, the definitions of the term foregrmling are always based on the same
postulates such as ‘stylistic distortion’ and ‘plalegsm’:

Foregrounding refers to a form of textual pattegniwhich is motivated
specifically for literary-aesthetic purposes. (..G Bypically involves a stylistic
distortion of some sort, either through an aspéthe text which deviates from
a linguistic norm or, alternatively, where an aspecthe text is brought to the
fore through repetition or parallelism (SimpsonQ20p. 50).

As Simpson states in his definition, deviation gpatallelism are the two major
mechanisms of foregrounding. S. R. Levin (1965) dianguished between two types
of deviations: Internal and external deviation (gtd Van peer, 1986, p. 17). In an
earlier article (1963), Levin has also distingusheetween two types of external
deviations: determinate and statistical deviatigtal jn Van Peer 1986, p. 18). Now, |
will briefly mention these deviational foregroundimechanisms, as they are defined by
Willie van Peer (1986):
1. Deviation: A selection of a linguistic item ouks the range of normally
allowed selections.
a. Internal deviation: The deviation from a norrmhige by the text itself.
b. External deviation: The deviation that occursiagt the background of a
norm outside the text itself.
b.1 Determinate deviation: The deviation that iestituted by a departure from
a linguistic, literary, social, cultural or othentl of rules and convention that
can be made explicit.
b.2 Statistical deviation: The deviation not fromabsolute, but from a relative
norm, i.e. one that should be described in ternmababilities.
2. Parallelism: The repetition of the same or samiéhoices where the normal
flux of language would tend to variation in seleat{pp. 22-23).
Willie van Peer states that twelve different caségoregrounding can be observed
since each of these four devices may occur athitee tievels of the text: phonological,

grammatical and semantic. In the context of feniseculative fiction, neologisms
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that are abundantly used in these works as domifmaegrounding devices may be
considered as examples of determinate deviatiollieWan Peer andlJmeljan Frank
Hakemulder (2006) also consider neologisms as ebe@mples of deviation:

“Cases of neologism, live metaphor, or ungrammbseatences, as well as

archaisms, paradox, and oxymoron (the traditiongles) are clear examples of

deviation” (p. 547).
In his Defamiliarization in Language and Literatyr®obert H. Stacey (1977) deals
with some defamiliarizing methods that could beoat®nsidered as foregrounding
devices: anonyms, anagrams, tmesis, aphaeresss, p@taphors, tropes, paronomasia,
portmanteau words, skaz (i.e, ideoloect or ‘yaeghnique), malapropisms, neologisms,
the abuse of words or metaphor (catachresis), hesigt heterophemy, Spoonerism,
gibberish, acronyms, archaisms, antonomasia, pr@lisms, dialecticisms, oxymora,
copound and hyphenated words, repetition, typogcaphemphasis (italics, letter
spacing, different fonts), omissions, stigmonymgpdibata (chiasmus, hysteron
proteron, prolepsis, syncysis), ancolutha, asymjetgnaesthesia, polyptoton, zeugmas,
syllepsis, similes, metalepsis, etc. All these ahe&l, grammatical, syntactical
aberrations Stacey has illustrated by concrete pleirom world literature are worth-
considering.

| should also mention how foregrounding becameirdgaresting empirical
research topic in the 1980s. Van Peer (1986) imyegsd foregrounding’s possible
effects on readers, under headings such as stgimé&ss, importance and discussion
value. Miall & Kuiken (1994), studying readers’ pesises to short stories have
consolidated the validity of Van Peer’'s previousidings and found out that

foregrounding is related to reading time and affestcording to these authors,
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foregrounding creates similar effects on readerdependently of their literary
competence or interest. The focus of these stuiiesn readers’ cognitive and
emotional processes. Van Peer (1986) systematimesheory and Miall & Kuiken

(1994) work on the emotional effects of foregroumdstructures.

The Concept oEstrangementr Defamiliarization

The Russian Formalist critic Victor Shklovsky (19&wins the ternmostraneniein his
landmark essay “Art as Technique” (1965) in whiah develops some reflections on

aesthetics.

The purpose of art is to impart the sensation wigth as they are perceived and
not as they are known. The technique of art is &kenobjects ‘unfamiliar’, to
make forms difficult, to increase the difficulty datength of perception because
the process of perception is an aesthetic endgétf @ind must be prolonged. Art
iIs a way of experiencing the artfulness of an abj#® object is not important
(p. 12).

Shklovsky coins this concept under the inspiratodrAristotle who, in hisPoetics
wrote that inscribing strange, unfamiliar, foreigiords into the metrics of a native
idiom creates the language of art. This is an bld, never outdated concept. Bertolt
Brecht uses Shklovsky’s “ostranenie” to describ&tastics of epic theatre and coins the
concept of “the alienation effect” (Verfremdungsdt) to refer to a theatrical and
cinematic device "which prevents the audience frlosing itself passively and
completely in the character created by the actod which consequently leads the

audience to be a consciously critical observer.”

It is interesting that this concept leads to aadltyr of concepts through translation.

The proper English translation ®erfremdungseffeks a matter of controversy. The
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word is sometimes rendered adefamiliarization effect estrangement effect
distantiation distancing effecor alienation effectFredric Jameson, in his bo&kecht
and Method translates it as "the V-effekt”, and many sclolsimply leave the word
untranslated. This is a popular concept in acadeDasko Suvin applies this concept to
SF studies. Roland Barthes uses it in Mighologies Marxist Theory of Alienation
uses the term often to refer to economic and seoadlitions. Hegel whose concept of
alienation subsequently influence Marx, as well as 20th agnéxistentialist thought
considerslienation (Entfremdung as a characteristic of the modern life that caubke
feelings of dissatisfaction. The concepesfrangementr alienationhas also been used

by Heidegger and many other philosophers.

How estrangemenis dealt with by different scholars is an inteirggtobject of
study. However, what is of primary concern to ubas it applies to translation studies
and feminist speculative fiction. There is no doubat among the contemporary
translation scholars, Lawrence Venuti is the on® whs written extensively on the
concept ofestrangementVenuti (1995, p. 20) argues that “foreignizingrislation
signifies the difference of the foreign text, yelyoby disrupting the cultural codes that
prevail in the target language. In its effort to might abroad, this translation method
must do wrong at home, deviating enough from natimens to stage an alien reading
experience - choosing to translate a foreign textlueled by literary canons for

example, or using a marginal discourse to tranddte

In regards to feminist speculative fiction, a numbgissues arise: While being
expected to offer “an alien reading experiencely lum translators translate a text that
is already alienated? Do they double or maybedmtienation effect? Or, do they try to

reduce alienation effect to offer target readefiuant” text in order to be considered a
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‘competent’ translator? Are they able to recreatehe target language a particular
experience of estrangement not equivalent, butl@inm the one created by feminist

speculative fiction writers for the source textdess.

The third chapter of my thesis will shed light tie issues | problematize here. By
putting aside these questions for now, | would ligemention on how estrangement
effect is created in feminist speculative fictidn. his Defamiliarization in Language
and Literature(1977), Robert H. Stacy attempts to show on th&sbaf numerous
examples from literary texts, how this conceptpgpleable to language and literature.
In the third chapter entitled “Forms and Varietied Verbal and Phrasal
Defamiliarization”, Stacy (1977) shows also howsthoncept could apply to the genre

of speculative fiction:

(..)the writer of fiction dealing with an alien wdr(e.g., in science fiction, utopias
or dystopias), where presumably, a language otiear his own is spoken, must
decide between two extremes: whether to defanzkacompletely (in which case
his fiction would be incomprehensible unless accanmd by a glossary) or to use
his own language and explain, somehow, the laclensimilitude (p. 55).

As Stacy (1977) mentions, there are degrees anthsfoof defamiliarization.
Experimentation in narrative form and exploratiohfemale voice are part of this
politics of defamiliarization. IfFeministFutures: Contemporary Women’s Speculative
Fiction (1982, 1984), Nathalie Rosinsky has outlined tkigeements in narrative form
and in democratizing heroism that make contemposaimgnce fiction by women very
different from that by men. In heWhere No Man Has Gone Before: Women and
Science Fiction1991, p. 5), Lucie Armitt devotes one sectioressays that explore
“the extent to which these [women] writers havev&uted the form [of science fiction]
and its conventions for their own ends, and howy thave contributed a specifically

female voice to this seemingly patriarchal genfBfie following statement by Jean
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Pfaelzer (1988) underlines the role of “rhetori€estrangement” in creating alternate

worlds for women:

“Rather than by the negation of history and repreden, it is through the
poetics and rhetorics of estrangement that femutigpias give us a glimpse at

what women’s lives can be” (p. 292).

“Estrangement” and “foregrounding” are the two mtnected terms, which are
highly productive terms in sci-fi studies. In ladicle entitled “On the Poetics of the
Science Fiction Genre," published in 1972, theacBarko Suvin defines the genre as a
“literature of cognitive estrangement” (p. 372).rk@aSuvin’s definition is important
because language plays a key role in creating teffef “estrangement” or
“defamiliarization”. In her “Beyond DefensivenesBeminist Research Strategies”
(1983, p. 151), the feminist thinker Daphne Patansiders “defamiliarization” or
“estrangement” as a major technique in utopianiciicthaving an “extraordinary
capacity to move the reader to a new awarenessiyedisas a “great potential as a
feminist strategy in all areas”. As Patai (1983inpoout, foregrounding devices play a

significant role in reception.

Foregrounding Devices and Their Role in the Reoepti

According to Caroline-Isabelle Caron (2003), remeptof a cultural product can be
analysed in two ways:
“The first is directly, by asking questions to aosbn sample. The second is
indirectly, by looking at the reappropriation o€@tural product” (p. 346).
Although I find the two methodological ways of ayshg reception Caroline-Isabelle

Caron mentions here relevant to reception studiethink that we should first
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distinguish between professional and non-professimteption. Professional reception
that is usually called as critical reception canabalysed by looking at professionals’,
more precisely scholars’ and critics’ receptioncaftural products. A wide range of

documents such as articles, reviews, commentsagtcvaluable sources we could use
while carrying out a research on critical receptiéds a result of easy access to
materials to be analysed, most of the scholarlykevare focussed only on critical

reception. However, we must bear in mind that msifsnal and non-professional

reception might be so different from one anothar.other words, the scholarly and

theoretical interpretations of a cultural product aot always identical to the public’s

practical use of and response to this product.

As in the case obtar Trektranslated in a Francophone context, a closer &ok
how cultural products have been practically usetireappropriated can also provide us
with significant data that could shed light on qg@een. For instance, an analysisSthr
Trek parodies and pop culture references in the tangleire can be very revelatory in
terms of reception of this cultural product. Howevthis is not the only way of
analysing reception. Henry Jenkins (1995) who dbx@ed with John Tullaclcience
Fiction Audiences : Doctor Who, Star Trek, and Tlk@insattempts to demonstrate, in
his sections of the book, the ways three diffefantcommunities - male MIT students,
female fanzine writers, and the members of a gtaeclub-interacted witlstar Trek
This case study leads Jenkins to the conclusidretiéh group took something different
from their encounter with the series, depending among other things, their
understandings of science fiction as a genre, #dsting interests and fantasies, and
their forms of social interaction and cultural puation. This case study, by basing on a

completely different methodology, shows that reiepis not to be considered as a
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monolithical phenomenon since there might be diffiees even among the responses of
diverse groups in the same society. Thus, regardégheir methodology, all these
reception analyses somehow extend the boundaridsn@ivledge about reception.
However, the general tendency in reception reseiar¢h examine visible works that

have been highly reviewed or have tremendouslyémited a large group of fans.

If we return to our main topic, translations ath@ir reception, it is not so
difficult to realize that most of the researcheeem to be less interested in analysing
reception of translations whose impact on the taagelience is slight or absent with
regard to the source text's impact on the souraBeage. As Mikhail Bakhtin says:
“For discourse nothing is more frightening than #tesence of answer” (Bakhtin 1974;
cited in Todorov 1984, p. 111). Thus, | suggest tharanslation research, “the absence
of responses” might be as interesting as “the pturaf responses.” A contextual
analysis can provide us with significant clues dbitwe reasons behind this lack of
response.

“Context in translation involves all the conditioafecting the production, the

publication, the dissemination, the reception, ek of reception, and the

revival of a text” (Luise von Flotow, 2005, p. 44).
Indeed, contextual analysis is of paramount impmea for translation studies.
However, a mere contextual analysis is not enoagictount for the lack of response.
A contextual analysis is much more useful whers ikamplemented with an in-depth
ideological-discursive analysis and a cognitivegb®jogical experiment aimed at
measuring translation effects. An ideological-disote analysis can help us understand
better the ideological factors behind the translstohoices and to explore how the

translator receives the source text, while a cogrjpsychological experiment can
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demonstrate how various strategies could creaferdift effects on target readers. For
example, when a group of readers receives twordiffetranslations of the same text, a
real translation as well as a modified translatioat is sensitive to the foregrounding
devices of the source text, and when their resmotsdhe real translation are much
weaker than to the alternative translation, thentthnslation strategies used, misused
and abused in the real translation may accourthtoreaders’ lack of response. Another
way to empirically analyse the role of translatinrshaping readers’ responses consists
in comparing the source and the target text readesponses to the same text.
Anybody involved in translation as a theoretician practitioner can benefit from
learning about cognitive-pyscological dynamics adnslation by exploring which
stimulus creates which perception on translatiaalees.

In sum, an experimental method is indispensableaf@lysing the effects of
translations that have remained almost invisiblthentarget context although the source
texts which they are based on have been highlyaewcel in their own English-
speaking context. Experimental research seems tthdeonly way of stimulating
readers’ responses while there is a lack of reggon&hen there is not enough data to
measure professional or non-professional receptioere is no other solution, for a
translation researcher, than to bring this parictianslation or body of translations to
an experimental group of readers and simulate, rdowp to certain parameters, a
reading process akin to a real reading experieseCaron (2003, p. 346) states, the
sociological method of the questionnaire can beiefftly used in empirical reception
research. However, how can one persuade the exgr#ahgroup to read all the works
under consideration? And, how does one analygbalranslation effects? | suggest we

can have our experimental group read not the wiextes, but a representative sample
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drawn from these texts and focus on the receptfasome particular devices or what
Nils Erik Enkvist calls, “style-markers.” Enkvist988, p. 128) defines style-markers as
“what makes up the characteristic style of a teAttording to him (pp. 127-128), “one
of the prime tasks of linguistic stylistics is tionsilate the matching of a text and norm
through explicit linguistic procedures. A precis@thodology for doing just this has
been developed, for instance, for author-attributsiudies.” Enkvist (1988) also
provides further explanation on the precise mettagjohe refers to:
The linguist begins by analysing and describingtéhe. He then circumscribes
and analyses and describes a representative samalearefully chosen norm,
noting significant similarities and differences aseiscribing them at a suitable
level of abstraction and delicacy. Thus he arrigésan inventory of style-
markers, of those features whose occurrence argitgame significantly similar
to, or significantly different from the correspondi features in the norm.
Intuitive judgements of significance can be supgbrtwith statistical
calculations if need be (p. 128).
Nils Erik Enkvist (1988) warns also against som#aps surrounding this kind of
simulation of text comprehension:
One of the hazards is the selection and the circtpt®n of the norm. It is not
in itself a linguistic procedure, but one deterndindy sociocultural
considerations. All the same, it will determine tiesults. Ultimately the choice
of norm must rely on a competent and knowledgeiiviestigator's judgements
as to what is worth comparing with what in a paitac investigation (p. 128).
Although he maintains that foregrounding is “an artpnt concept that provides formal
criteria for locating style-markers such as dewiatifrom normal usage, repetitive
patterning or clustering, etc.,” and “such salisdtures may be relevant to literary
effects”, the linguist Peter Verdonk (1986) alsarsls the same preoccupations as

Enkvist regarding the researcher’s objectivity amdiection criteria of foregrounding

devices:
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“However, it is not an objective criterion becaitise question what is and what
is not foregrounded against the background of laggican only be answered on
the basis of subjective impressions” (p. 45).
Peter Verdonk (1986) extends his criticism furthgisaying that:
Secondly, it has to be admitted that literary stids does not offer a theoretical
framework validating a statement that a given fosagded linguistic feature
contributes to such and such literary effect. Smaiticular linguistic features are
supplied with a mimetic interpretation, howevertétive or straightforward,
then such an interpretation relies heavily on iieedry sensitivity of the stylistic
critic (p. 45).
This criticism seem to be irrelevant because asrtveslation scholar, Jean Boase-Beir
(2006) points out:
“Although it is often difficult to explain in whasense something in a text is
striking, studies such as those by van Peer (€86 1 22, 176) show a high
degree of agreement among readers of literary t@xtso what elements are
foregrounded” (p. 94).
According to Boase-Beir (94), “the notion of unisality (...), is important, because it
suggests that a concept such as foregroundingefkeation to attention to salience is a
universal characteristic of animate beings, antl lttexature exploits this.” In line with
Jean Boase-Beir, Willie van Peer (1986, p. 22) emmpirically tested the validity of the
concept of foregrounding and found that both exgrexéd and inexperienced readers
responded to foregrounding in unambiguously pdetits also underlines the concept’s
universality although having admitted that “diffete(groups of) readers may also
display marked differences between the kind ofti@tahips they perceive between
their constructed foreground and background irt¢le':

“there will be serious (sub)cultural constraints the range and quality of

interpretations readers may produce. The devicésregrounding contribute to
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(culturally and historically) restrain the numbemdakind of interpretations
readers may engage in when confronting a text” (Weer, 1986, p. 22).
Willie van Peer’'s statement shows how effectiveefwounding devices can be in
restraining the number and kind of interpretationis a text. In other words,
foregrounding devices might function as significamieaning-carrying units that
contribute to the overall interpretation of a teildbwever, as Geoffrey Leech (1965)
points out, the significance of foregrounding degidies in their “cohesion” within a
text. Thus, foregrounding devices are not randortections of textual units, they
constitute a pattern that makes the text coheré.WHalliday’s distinction between
“prominence” and “foregrounding” also has a comntlmread with Leech’s concept of
“cohesion.” Halliday (1971) who defines prominenas “departures from some
expected pattern of frequency” distinguishes itnfrérue foregrounding that is “a
motivated prominence.”
(...) a feature that is brought into prominenced Wwé ‘foregrounded’ only if it
relates to the meaning of the text as a whole. Téletionship is a functional
one: if a particular feature of the language cbutes, by its prominence, to the
total meaning of the work it does so by virtue néldhrough the medium of its
own value in the language- through the linguistimdtion from which its
meaning is derived. Where the function is relewanbur interpretation of the
work, the prominence will appear as motivated G2)3
It is evident from the statement above that M.A.Klllday who has characterized
foregrounding by its functionality and motivatedsidsindamentally agrees with the
Czech theorist Jan Mukavsky (2000, p. 227) who highlighted “consistenayd a
systematic character of foregrounding” as the kaymonent in poetic language. Thus,

as patterned, structured semantic units, foregriogndevices are crucial for the

interpretation of a text.
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In Van Peer’s terms (1986, p. 16), these devibas function vertically in the
different layers of linguistic structures and gitree text a density by constituting a
“nexus of foregrounding” are also the key partstiod discourse. Thus, within the
discourse, they assume a constructive role ratfaer $erving as a mere representational
tool. For instance, foregrounding devices usedhim works of feminist speculative
fiction show us that these devices are not onlyleyagl for esthetic purposes, but also
for political and ideological purposes. In this senforegrounding devices as value-
laden units can also serve as what Kristeva callesofogemes”. Therefore, | could
argue that the ideology of the text is construdtgdhe use of foregrounding devices in
relationship with a background so that a subtldyaisof these devices can make us
explore the ideology of the text as well as thetexnin which it has been produced.
Like Robert C. Holub (1984, p. 19), | also thinkaththe Prague Schoolinguist,
Mukarovsky's “foregrounding” has extended the scope had toncept of “device”
conceived of by the Russian Formalists as an iarfesature that “compels the reader to
ignore the social ramifications by directing attentto the process of defamiliarization
as an element of art.” Jan Mukasky who chose to look more closely at the semioti
character of the artwork and affirmed the socialireof both the sign and the recipient
has bridged the gap between social and literargtioms of “device” by introducing the
concept of foregrounding:

“(...) what Muka&ovsky detects in Shklovskii's work and what he hathsvill
place at the center of his theory is the interpatien of social reality and

literary text” (Holub, 1984, p. 31).

From my perspective, not only social reality, bisbadeological tendency play a major

role in the use of foregrounding devices. This iByw will insist more on the
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ideological character of foregrounding devices tigttout my thesis. More precisely, |
will attempt to show how foregrounding devices e ttarget text might be used for
feminist purposes and how the translator’s usesaland non-use of foregrounding
devices can manipulate the meaning by creatingreifit translation effects on readers.
My approach to translation effects is cognitivegiglogical as well as ideological-
discursive. Thus, | won’t just limit myself to againg how ideology reshapes textual
and translational strategies, but | will also exaenithrough an empirical analysis, how
various translation strategies manipulate the repdand reception of the target
audience. From this angle, my research is a castioib to a field that deserves to be
held in a higher esteem in translation studiedidnarticle where she has focussed on
the translation of sexual terms and referencesxaaity in a number of Beauvoir texts,
Luise von Flotow (2000) draws attention to the sfation effect and its implications for
reception as a noteworthy topic that has not beeestigated sufficiently in translation
studies so far:

Translation as a textual operation that makesalijerscholarly, and pragmatic

materials available across cultures is inordinatejuable: texts live on in

translation, differently. The translation effedtetvisible and verifiable changes

a text undergoes in translation and the effect llais on its reception in a new

culture- is, however, rarely discussed ( p. 14).
Having already mentioned semantic and ideologispeets of foregrounding devices, |
will now briefly deal with foregrounding devicesepeptual, emotional and cognitive
implications. Up to this point, we have discusskdt tforegrounding devices convey
meaning and ideology; we will now draw attentioritieir capacity to evoke feelings.

In Canada, two literary scholars, David Miall andriald Kuiken have produced

a large body of work exploring emotional and "affee’ responses to literature,

drawing on the concepts of "defamiliarization" @régrounding.” They have used both
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experiments and new developments in neuropsychplagyl have developed a
questionnaire for measuring different aspects odaler's response. David Miall and
Donald Kuiken’s main focus is the cognitive and thothe psychological process a
reader undergoes when encountering foregroundihgy Blso examine the generality
of the relationships between foregrounding, stgkiess, affect and reading time. One
of the many findings of Miall and Kuiken's (1995kperimental research is that
foregrounding evokeaesthetic feelingghat initially unsettle conventional conceptions

and then help to guide the reconceptualizatioextial referents.

The guidance foregrounding provides to readers etomnceptualise textual
referents, makes it a significant object of studytfanslation scholars as well. At this
point, | will suggest that foregrounding is one thie most useful concepts for
interdisciplinary research that has been largebymted by today’s academia. It is not
without reason that foregrounding has been calletldech & Short (1981, p. 69) “the
meeting point of linguistic and literary concern®avid Miall and Donald Kuiken’s
research has shown that foregrounding is also ctibhpavith psychologic and more

particularly psychonarratologic concerns.

The concept of foregrounding that originally confiesm visual arts has also
been a fruitful concept in this area and in measusipectators' responses. The effect of
foregrounding in film has been lately studied bwarik Hakemulder. With its broad
scope of application, foregrounding seems alscetoelevant to reception studies, as a
concept that could not only shed light on the authat relationship, but also on the
reader-text relationship. In the context of tratighastudies, a multiple foregrounding

analysis can provide us with data on four typeget#tionships: author-ST relationship
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and ST reader-ST relationship, Translator-ST m@teship, TT reader-TT text

relationship.

Since the use of and the response to foregrourithng always been the result of a
writing strategy, all the above-indicated typesealationships can be said to be directly
related to the matter of reception. How does thb@awse foregrounding devices in the
ST? How does the ST reader respond to these dévitms does the translator translate
them? How does the TT reader respond to them? Whhke role of foregrounding in
reception? My efforts to seek answers to these tiguss prompt me to ask new
guestions about reception. At this point, it ididg to dwell on how a focus on

examples of foregrounding and their translation @amtribute to translation studies.

* Foregrounding devices function as significant megstarrying units that
contribute to the overall interpretation of a text.

* As Willie van Peer shows, foregrounding devices banvery effective in
restraining the number and kinds of interpretatioing text.

» Foregrounding devices can shed light on the aesshahd ideology of the
text.

* Focus on foregrounding devices shows that, in katios research, “the
absence of responses” might be as interestinghaspturality of responses”.

* The translation or non-translation of foregroundimgght account for the
“the absence of responses” to the target text.

* The translator's use, abuse and non-use of foredging devices can
manipulate the source text’'s meaning by creatiffgréint translation effects

on readers.
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* Foregrounding, one of the most useful concepts ifdgerdisciplinary
research, is compatible with discursive/ideologiaatl empirical/cognitive
concerns of translation studies.

» Literary foregrounding is analysable in the lightalowing questions: How
does the author use foregrounding devices in the Bdw does the ST
reader respond to these devices? How does thdat@nganslate them?
How does the TT reader respond to them? What isolleeof foregrounding

in reception?

Relevance of Foregrounding Theory to Translatiardigs

To illustrate the concept of foregrounding, tReague Schoollinguist, Bohuslav
Havranek (1964) uses a translation example:

What do we understand by the different automatsatind foregrounding of the
devices of the language? Let me start with an elanmgken from the
relationship between different languages where ethétferences are most
conspicuous. If we, for instance, translate the rmom Russian greeting formula
zdravstvuytento Czech by the phrasmid'te zdrafbe healthy], everyone who
does not know the literal meaning of the greetmdgavstvuytebut knows its
use, will immediately note that such a translati®runsuitable; in Czech this
greeting has a whole series of equivalents. Whthis? A common Russian
greeting form has been translated into Czech byrmommon form, that is, we
have changed an automatised expression into arfmreded one although, of
course, the phradaud'te zdravfor many other purposes, for instance at the end
of a letter, in saying goodbye, and the like, a#l a completely common and
automatised expression.(...) (p. 19).

Bohuslav Havranek’s selection of a translation examto clarify the concept of
foregrounding is very meaningful. Havranek’s sudgigesis very close to Lawrence
Venuti’'s concept of foreignizing translation. Withis landmark lecturdJeber die
verschiedenen Methoden des Ueberset{&8%3), Friedrich Schleiermacher becomes

the forerunner of Venuti's concepts’ of foreignigirand domesticating translation.
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According to Venuti (1995, p. 20): “Foreignizin@irslation signifies the difference of
the foreign text, yet only by disrupting the cuétuicodes that prevail in the target
language. In its effort to do right abroad, thianslation method must do wrong at
home, deviating enough from native norms to stagealéen reading experience -
choosing to translate a foreign text excluded tgrdry canons for example, or using a
marginal discourse to translate it.” Venuti who leifly advocates foreignizing
translation might be thought to be in line with ek translation theorist, Antoine
Berman (1985) who maintains:
“La visée eéthique, poétique et philosophique detriduction consiste a
manifester dans skngue cette pure nouveauté en préservant sonevidag
nouveauté. Et méme, comme disait Goethe, a luiefommenouvellenouveauté
lorsque son effet de nouveauté s'est épuisé dapsopee aire langagiere” (p.
89).
Although they both are usually thought to echog@me views on translation, Venuti
(1991) opposes Berman by criticizing him for hiatre” reading of Schleirmacher:
Schleiermacher’s methodological distinction canraeical in this sense only
pour notre époquesince he doesn’t describe the authentic transkataim” in
ethical terms; rather his terms are social, withnstation offering an
understanding of the foreign text which is not meethnocentric, but relative
to a specific social group (pp. 129-130).
Venuti (1991) seems to be more concerned by sagahda behind foreignizing
translation rather than conceiving it in ethicahts, and his views shed light on some
foreignizing strategies used for feminist purposes:

“Some English-language translators are selectimgidgo texts and developing

foreignizing strategies to intervene in culturallifpeal divisions, serving a
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feminist agenda, for example, by challenging pethal representations of

author and translator in the target-language ceilt(p. 148).

However, for some feminists like Gayatri ChravoBivak, foreignizing is not empty
of its ethical significance. For Spivak (2000, P83 the ethics of translation reside in
“the translator’s task to facilitate (...) love Ween the original and its shadow.” Thus,
the translator can perform this task by “surrendgrio the source text” and its
“rhetoricity”. Spivak also underlines that surreridg to the source text is, for her,
“more erotic than ethical” (p. 400). To my view, &k has preferred to stress the erotic
rather than ethical implications of the translataglationship to the source text because
ethical behaviour is often conceived to be a ledrnaternalised, idealistic and
necessary behaviour while erotic behaviour thatlinas sensations such as pleasures,
desires and emotions seems to be more natural restohdtive than socially and
culturally motivated. In this sense, the act ofendering seems to be realized when the
translator comes to perceive the universe of tliecgotext by pursuing “the trace of the

other in the self’ in such a way as to exploredek.

As mentioned by Spivak (2000), translators’ essdinlient of an “erotic” or
“intimate” relationship with the source text, thpurrsuit of “the trace of the other in the
self” and their grasp of “rhetorical silences” eeola phenomenological relationship

with language described by Merleau-Ponty in follogvierms:

“The failure of the body or language to coincideéhnithemselves exposes to
view the texture of the flesh, the specific rappdrvisibility to invisibility and

of sound to silence” (p. 59)
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Thus, if we reformulate Spivak’s ideas on transiatin phenomenological terms, the
translator as a perceiving subject is expectednterea dialectical relationship or a
fleshly contact with the text already imbued anchimated with meaning in such a way

as to interrogate his/her own being in the world.

In her article entitled “Flesh, Folds and TextuyalThinking Visual Ellipsis via
Merleau-Ponty, Hélne Cixous and Robert Frank”, Jenny Chamarette (2Q0és a

clear account of Merleau-Ponty’s concept of “flesh”

“For Merleau-Ponty, ‘flesh’ is the incarnation oéiBg within sensibility; that is,
our ability to sense the world that also permitstagecognize ourselves as
sensing bodies. In other words, ‘flesh’ constitutegoint of departure for
meaning” (p. 38).
As Chamarette (2007, p. 39) states further, Merfeanty’s concept of “flesh” can also
resonate with the Derridean concept of “trace”,alhis described by Jacques Derrida
(1976, p. 65) as “the differancdifférancé which opens appearandé&pparaitre] and
signification.” In hisMargins of PhilosophyDerrida (1982) elucidates his concept of

“trace”:

Since the trace is not presencebut the simulacrumof a presence that
dislocates itself, displaces itself, refers tolftse properly has no site erasure
belongs to its structuréAnd not only the erasure which must always be &ble
overtake it (without which it would not be a trabat an indestructible and
monumental substance), but also the erasure wbigstitutes it from the outset
as atrace which situates it as the change of site, and makdisappear in its
appearance, makes it emerge from itself in its pecodn (p. 24).

The Derridean concept of “trace” reminds us of Gay&pivak (2000, p. 398)
considering language as “a vital clue where thé keses its boundaries.” In her

“Politics of Translation”, Spivak informs the fenmh translator on the importance of
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considering “language as a clue to the workinggesfdered agency.” Thus, traces are

like clues that facilitate and, at the same timadate the task of the translator.

At this point, one might ask where translator meestk for these clues that will
bring them to deeper structures of meaning. | thimkt Spivak (p. 398) has also
provided us with the answer to this question: ‘ohietl silences” or “the ways in which
rhetoric or figuration disrupt the logic.” What 8pk understands by rhetorical silences
is much similar to what Boris Havranek understaingsforegrounding devices.” This
similarity of perspective has also been approvedSpivak's example from the two
different translations of Mahasweta Dewi’s “Stanad#: In one of those translations,
the title is translated as “Breast-giver” whilethre other, as “The Wet-Nurse.” Spivak
(p. 400) maintains that when translated as “The-Miete”, the translator “neutralizes
the author’s irony in constructing an uncanny wadough like “wet-nurse” to make
that sense, an enough unlike to shock.” As thismgta illustrates, for Spivak, traces or
rhetorical silences that catch readers’ attentignblbinging to the foreground their

differences are foregrounding devices.

In a more recent article entitled “TranslatingoiriEnglish”, Spivak (2005, p.
105) suggests “thinking of trace rather than ofi@gtd translation: trace of the other,
trace of the history, even cultural traces.” Idgodal traces and presuppositions can
also be called “ideologemes” and may take part oisgourse, in our case, feminist
discourse, as foregrounding devices. For exameitajrist writers can resort to several
foregrounding devices such as word play, neologisits to foreground their
ideological tendency. However, it should be notedt talthough the translator may
claim to share the same ideology with the sourge igiter, they can be observed to

have chosen to foreground different elements iir th@nslation. As Spivak (2000, p.
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400) clearly states: “ the good-willing attitudenhé&sis like me” is not very helpful.”
However, some feminists such Susanne de Lotbiti@mrood (1991) are willing to
assume an authorial role in feminist translatiohjclv they consider as a cooperative
project where the translator and the author “spedlof the same mouth”:
“Through the "power of two mouths speaking” togettieminine meaning has
been given to the relationship between author asmdklator as well as to the
production of meaning itself. The two women's stgnes on the translated text

identify it as a joint project realized in the spiof solidarity” (Lotbiniére-
Harwood, 1991, pp. 154-155).

Venuti and Spivak who both theorized on translat@na site of promoting alterity

rather than sameness explicitly advocate literatrsitegies:

“Surrendering to the text in this way means, mdsthe time, being literal”

(Spivak, 2000, p. 406).

Obviously, literalist translation is conceived Imese scholars as a sensibility on the part
of the translator to preserve potential and refeaemeanings of the source text. Such a
sensibility or consciousness that leads the trtorsla use the source text optimally as a
frame of reference by the aim of reframing it ie target context is not far from playing
a subversive role on the target language and eultur other words, as Vladamir
Nabokov’s translation dEugene Onegimasshown, even a morphemic translation that
is the extreme form of literalism could be consetkrs a creative and norm-breaking
translation. However, one must bear in mind thatramslate something foreignizing
and recreate the difference of the source textentarget culture is not always possible
by the use of literal strategies. For example, wiha@lepends on the translation of the
puns, the translator cannot always produce litgradiolutions. In such cases, to
reinscribe the difference in the target cultures translator has no other solution than

“hijacking” the source text as its co-author by tee of non-literal, but creative and
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effective translation strategies. This is why | gwee to think about difference in
cognitive-psychological terms more than ethicai®rHaving admitted that translator’s
ethics is an important area of research, | am ratlomcerned by thinking about
difference in terms of its cognitive, perceptuatl @motional effects. |, of course, mean
translation effects. It seems to me that we shbelanore concerned about the effects
and functions when we consider translation not asearch of equivalence, but
difference. Absolute equivalence being a utopiaojgat; it's possible to create, in
Bourdieusian terms, dhusio of the source text in the target culture. As Eugdita et

al. (1983) clearly state in thefityle and Discoursgl983), what we should reflect on is

how we could functionally transfer rhetorical fe@tst

“The question is basically ‘what is the functiorf’rbetorical feature or features?
(...) Though the features may not be universal, finections are, for all
languages have devices for such functions as enspinaarking, similarities and

contrasts, foregrounding and backgrounding (.p)"168).

It is interesting that Nida et al. have drawn dttanto the role of foregrounding devices
in making rhetorical features functional. Foregrdimg being so important in
translation, |1 completely disagree with Rosemaryofer who criticized Suzanne Jill
Levine, Lori Chamberlain and Luise von Flotow fasing on a “double standard” in

their conception of feminist strategy:

Like Suzanne Jill Levine's and Lori Chamberlainlsjise von Flotow's
conception of a "feminist" strategy of translatisrbased on a double standard. At the
same time that she sees violence in the patrigridggdcentric tropes that have reduced

the translator's role to an impossibly neutral vecp of someone else's meaning, she
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considers "hijacking” to be a desirable and, we mssume, non-violent approach for
the kind of translation pursued by feminists (Aordj994, p. 157). Just by basing on a
couple of statements by the above-mentioned tremisland scholars, Rosemary Arrojo
argues that all these translators and scholarstyjpraise “unfaithful” translations as
“feminist” translations. | think that if Rosemaryridjo did more than focusing on
metadiscourses on translations, for example, ifestaenined the strategies used in these
translations in terms of their functions and efeoh target culture readers, she would
have reached to a completely different conclusiuh lzave noticed that the translations
she argues to be “unfaithful” actually fulfill itné target context a function similar to
that of the source text. Thus, one must bear irdrtiat even a subversive translation
can be as “faithful” as a submissive translatioregiits ability to transpose the source
text’s difference to the target culture. In brigfere might be various ways of translating
difference or creating foregrounding in the targattext.

Up to this point, we discussed foregrounding dewvi@s foreignizing units
braided with the difference and ideology of thett®&ow, | will attempt to illustrate by
two examples how the ideology of a text could beersed and replaced by the
translator's own ideology when foregrounding desiadifferent from those of the
source text are used in translation. For the @sample, | will refer to Anthony Pym
who has mentioned about the case of Nietzcheaslatan, Henri Albert who, through
the prism of his personal background, provided X8 century French audience with

an anti-German and misogynous image of Nietzsche.

This translation of Nietzsche that was a true otitbe of its translator’s inner
world has been concretized by the translator, Hédibert's creation of his own

foregrounding of the source text. In his articletitted “Lives of Henri Albert,
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Nietzchean Translator, Anthony Pym (1995, p. 12d)nts out that Henri Albert
“emphasized Nietzschean disdain for women anddhely” and “stressed Nietzsche’s
preference for life in a European non-Germany” is franslations of Nietzsche.
Regarding Henri Albert’s translation strategiesmP{§1995, p. 121) states that “he
initially selected the fragments that were the ngpcifically French in temperament
and reference; he constantly transformed titlegasdo cater to Parisian taste (...); he
spent little time elaborating and standardisingrtttge complex concepts (..).”Anthony
Pym mmkwho, in hisMethod in Translation Historyhandled the case of Henri Albert
once again, has underlined that Albert “gave premae to Nietzsche’s misogyny” as a
translational manifestation of his own homosexyadihd “denied the Germanness of
the source texts, making Nietzsche as anti-Gernmah as pro-French as himself”
(p.171). The verbs used by Pym to describe Albérdisslation strategies make sense in

our context: “emphasize”, “stress”, “give prominehcAnthony Pym’s (1995) critical

attitude towards Henri Albert’s re-foregroundingtioé source text is clear:

“As the case of Henri Albert shows, the work ofnskators can
effectively separate rather than bridge culturésttening rather than
pluralizing the image of the other, edging towam@hscultural mistrust

rather than cooperative understanding” (p. 124).

Another example showing that the translator cainlyeeseate a new foregrounding by
adding, omitting and modifying some elements in soarce text, is the 1944 dated
French translation of John Steinbeckise Grapes of Wratha translation carried out in
Belgium under the Nazi occupation. This translationwhich Jean-Marc Gouanvic
(2001, p. 208) refers as “a case of unethical laéiog practice” was first done by Karin

de Hatker, “final version by Albert Debaty”, andigtished in 1944 by the Editions De

96



Kogge under the titi&rappes d’amertumeéds Gouanvic (209) clearly states, to make it
“serve the interests of Nazi Germany”, the HatkelBty translation re-foregrounds
Steinbeck’s text. Their main translation strategjyoi suppress all the references related
to the bombs, the workers’ movement and Marxisolioigy and to use instead lexical
items that could substantiate the very spirit dfamal identity. For example, the word
“the land” becomes “pays” in translation (Gouanwic,208). Obviously, Gouanvic’s
critical position towards the translation in hasdsimilar to Anthony Pym’s views on
Henri Albert’s translations of Nietzsche, which aie mentioned above. Jean-Marc
Gouanvic (2001) suggests that:

“In order for the translation to present an ethinage of itself, the source and

target texts must be in a relationship that caddseribed as a‘community of

destinies’.” (p. 209)
Jean-Marc Gouanvic (2001) also calls this ideacofimimunity of destinies” as the
principle of homology in translation. While deveiog this principle of homology,
Gouanvic has in mind French sociologist, Pierre rB@u who, in hisChoses Dites
(1987), defined homology as a “resemblance in diffee” (qtd. in Gouanvic, 2007, p.
360). Gouanvic (2001, pp. 210-211) maintains tlaat,in the case of Boris Vian's
translation of van Voght, if the translator makies target culture readers adhere to the
illusio of the source text and the literary genre to whichbelongs, at the expense of
diverting from it by the use of different strategiesuch explicitation and
colloquialization, homology in translation may lshe said to be ensured because these
strategies help the translator foreground the efiécwilling suspension of disbelief”
that is typical of science fiction. It is obviousat foregrounding seems to be considered

by Jean-Marc Gouanvic as an effective and ethitategyy when it is used to promote
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the source text and genre in the target culturghodigh Gouanvic does not refer to
Maria Tymoczko, his “homology” is reminiscent ofgat text's metonymic relationship
to its source text, which Tymoczko (1995, p. 2juas to be used in all translations “to
avoid an information load while at the same timadwing the fact that a marginalized
text represent its culture and literary tradition”

“all translators, including scholarly ones, selespecific aspects of the

metonymic relationship between text and literargtem or text and culture to

realize and to privilege” (Tymoczko, 1995, p. 19).
When translators choose to privilege some aspdctheo source text in the target
culture, as Maria Tymoczko says, it means that tirepte their own foregrounding of
the source text. As for the creation of a new fasagding in the target context, | would
like to respond to Maria Tymoczko by saying that gelection of metonymies to be
preserved in the target language is not always don¢he purpose of managing an
information load or promoting a marginalized teXs the above-mentioned examples
show, foregrounding is not always in favour of #wairce text and its writer and there
might be various reasons behind the selectionettaments to be foregrounded in the
target culture: psychological (Henri Albert's ownnthGerman and misogynist
feelings), political and ideological (Nazist idgal®\lthough | am critical of Maria
Tymoczko for not having questioned causes and cpmesees of metonymic
relationships that seem to be more complex tharasipges, | sincerely appreciate her
vision of the importance of an understanding of tietonymics of translated texts for
translation research:

“An understanding of the metonymics of transla&xts makes it more possible

to grade more finely the sorts of larger and re&yi inoperable classifications
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of translation strategies that are generally pregosn the literature of
Translation Studies” (Tymoczko, 1995, p. 22).
To my view, an analysis of foregrounding can offiera better understanding of the
metonymics of translated texts. If translation msa&t that consists of the translator’s
selection of some source text aspects to foregrautite target culture, the easiest way
of learning about the translator's overall strategyideology is to look at how s/he
treated what has been already foregrounded. A fouagling-based analysis has to be
comparative because as Sara Laviosa (1998) paitits o
“When studying translation as a product entirely the target language
environment, we can only put forward suggestiogsurding the possible causes
that may have led to certain patterns. In ordefitrd an explanation for our
results, we would need to construct and analygeamllel another corpus that
would include the source texts of the translatiamshponent (...).” (p. 565)
My use of a comparative analysis doesn’'t imply thatively expect from the target
text to be “identical” to the source text. | aimviork on a comparable corpus just to see
how certain foregrounding devices that are veryattaristic of the source texts have
been transformed through translation. My primargason is to build my analysis on a
critical ground. What | understand by being critiseas Ruth Wodak clearly states:
"Critical” means not taking things for granted, opg up complexity,
challenging reductionism, dogmatism and dichotomiesng self-reflective in
my research, and through these processes, makamuepstructures of power
relations and ideologies manifest."Critical”, thaees not imply the common
sense meaning of "being negative"—rather "skepgti€abposing alternatives is
also part of being "critical™ (Kendell, 2007, paraph 17).
Proposing an alternative translation to the exgstmanslation in order to measure the
effect of foregrounding on the readers is also parhy critical perspective. Up to this

point, | attempted to show translators can resoriggative and positive foregrounding

of the source text.
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| think that the professor of discourse studiesynT@. van Dijk’s findings regarding
how emphasizing and de-emphasizing strategies diseourse, in our terminology
foregrounding devices, can be indicative of ouritpas and negative perceptions of
other groups. Van Dijk (1998, p. 41) stresses plaaticularly in public discourse, group
members choose to bring to the fore positive atted of the perceived ingroup and the
negative attributes to the perceived outgoup, witddeemphasizing information that is
negative about the ingroup or positive about thigroup.
Speakers or writers may emphasize our good thiygsopicalizing positive
meanings, by using positive lexical items in sa&ckiptions, by providing
many details about good actions, and few detaisiabad actions, by hyperbole
and positive metaphors, by leaving implicit our awdge properties, or by de-
emphasizing our agency of negative acts throughsiypassentences or
nominalizations (...) such formal and meaning atspetdominant discourse not
only express and enact power, but are also gearteetconstruction of desired

mental models and social representations, thao isyfluence, manipulation or
control of the mind (Van Dijk, 2001, p. 108).

Emphasizing and de-emphasizing strategies to wraalDijk draws attention, may also
be used in the translated discourse. The trandhatiols the power to use his/her own
discursive strategies to narrate, describe and eargu the target language by
manipulating the source text authoparoleaccording to his/her own social or personal
cognition. Discursive manipulation as defined byuieA. van Dijk (2006) is
determined how emphasis is used in the discourse:
“Discursively, manipulation generally involves thsual forms and formats of
ideological discourse, such as emphasizing Our dgbod)s, and emphasizing
Their bad things” (p. 359).
We could also apply van Dijk’s above definitiontte field of translation and say that

for the translator, the way of manipulating the rseutext is to have recourse to
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foregrounding devices. Language offers the traoslatbroad range of possibilities to
emphasize and de-emphasize certain aspects intheegext.
“language and discourse have a broad range of tatalcpossibilities to
emphasize and de-emphasize information and hersm tak ideologically
controlled opinions about ingroups and outgroup&n Dijk, 1995 b, p. 145).
At this point, one might ask what kind of foregrdimgy devices could be used to
manipulate the source text. Van Dijk (1995, p. 14/hp admits that ‘emphasis’ is a
very general structural notion states that thisomotnay apply to fallowing levels of

written and verbal discourse:

« phonological structures (stress, pitch, volumegnation)

» graphical structures (headlines, bold characters)

» overall ordering and size (first and later, higaed lower, bigger and
smaller, primacy and recency)

* syntactic structure (word order, topicalizatiogugal relations: main
and subordinate, fronted or embedded; split coottms)

e semantic structures (explicit vs. implicit, detild level of
description, semantic macrostructures vs. details)

» lexical style (positive vs. negative opinion words)

« rhetoric (under- and overstatement, euphemisneftaepetition)

e schematic or superstructures (expressed or habmipent
conventional category, e.g., Headline or Conclusstorytelling and
argumentation)

e pragmatic (assertion vs. denial; self-congratufatis. accusation)

* interactive (turn-taking: self-selection and donmoe; topic
maintenance and change; non-verbal communicatime; gestures,
etc.) (Van Dijk, 1995 b, p. 145).

I think that Van Dijk’s findings and proposed frawmrk of analysis are highly
interesting from two aspects. Firstly, Van Dijk v&ry clear on that ideological
manipulation is realized at the level of foregrommgd Secondly, differently from
Russian formalists and the Prague School thearistshave analysed foregrounding as
an aesthetic phenomenon at the rhetorical levgloetical genre, Van Dijk considers

foregrounding as an ideological phenomenon thaeadized at many levels of any
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manipulated discourse. Before discussing in motaildeow we could use and develop
Van Dijk’'s above-mentioned analytical framework onr discursive-ideological and
cognitive-pyschological experimental research, luldolike to refer to several

translation scholars who have highlighted the hee of foregrounding to translation

studies.

In their collective article entitled “Foregroundims a Criterion for Translation
Studies”, Chinese translation scholars, Jingmir&L$huhua Xu (2003), mention the

applicability of the theory of foregrounding torisdation studies:

“With the theory of foregrounding, translating aitsl products can be observed
and evaluated from a new angle, and foregroundigelfiwill become an

interesting subject for the study of translatiomi@sm” (pp. 302).

In their article, Li & Xu also refer to the Amerigcacholar, Zinan Ye (2000) who has
already mentioned the applicability of the theofyavegrounding to translation studies.
As Zinan Ye’'s booKThe Principles and Practice of English-Chinese Etation has
been written in Chinese, | won’t be able to disdusse how he applies foregrounding to
translation studies. However, | will briefly explahow Jingmin Li & Shuhua Xu made
use of foregrounding in their own research. Li & ¥000) distinguish two types of

foregrounding:

« Foregrounding associated with the SL

» Foregrounding associated with the TL

Li & Xu (2000, pp. 303) state that “the first typefers to the foregrounding made by

the author of the SL, who intentionally deautonegizhe linguistic device to create
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prominence”. To illustrate this type of foregroumgli they also give as an example the
Peggotty character in Charles Dickerdavid Copperfieldwhere Dickens has resorted
to some linguistic defects, grammatical mistakesg awkward words to portray
Peggotty who is a kind, simple and honest, but uceid and illiterate character. Li &
Xu (p. 303) who cited an excerpt of the two differ€hinese translations of the novel,
have found out that in one of these translationsegrounded version with many
linguistic defects was kept while in the other, tlmegrounded remarks were
automatized. Li & Xu (p. 303) who associate theosectype of foregrounding to the

TL defines it as follows:

“The devices of the SL in the text are not deviabemn the norm, but the
translator, influenced by the features the SL, @ from the norm of the TL

and renders automatized expressions into foregexlindes” (Li & Xu, p. 303).

To my mind, if one considers foregrounding in terofstranslation strategies and

translators’ purposes, one could distinguish atlsi types of foregrounding:

Six Types of Foregrounding

* Propagandistic foregrounding: Due to personal aological factors, the
translator modifies the use and the distributiorsaine foregrounded elements
in the source text and/or systematically uses sel@ments that don’t exist in
the source text. These translations can be corsidpropagandistic or self-
promotional because they serve to revive in thgetaculture the translator’s
personal or ideological aspirations rather thamifying the source text and its
writer. In these translations that often exercisasorship over and inject an

artificial ideology to the source text, the selhuoates the source text. For exp.
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Henri Albert's Nietzschean translations. Hatker/Begb translation of

Steinbeck’sThe Grapes of Wrath

The translator profile: Dictator

Neutralizing foregrounding: Due to his/her lack wfderstanding of linguistic
subtleties and his/her inability to overcome lirgjigi challenges presented by
the source text, the translator just tends to aémér foregrounded elements of
the source text without any recourse to new for@guing strategies. Although
the translator doesn’t use new foregrounding sirase s/he manipulates
somehow the textual cohesion and causes the retmehave a new
foregrounding of the source text. In these traiwiat the self doesn’t care the
source text’s deeper structures enough. For exp. Ginese translation that
suppressed linguistic defects of the Peggotty dbaran Charles Dickens’s

David Copperfield.

The translator profile: Unskilled worker

Equalizing foregrounding: The translator tends tdify or suppress the source
text’s foregrounded elements due to ideologicaidiac In these translations, the
self directs towards the text to gain the text & rieregrounding based on a
more egalitarian perspective. In these translatisivgen by the aim of creating a
more egalitarian relationship between the sourcé #nd its readers, the
translator resists the domination of the sourcé. tear exp. Gender-inclusive

Bible translations. Extreme feminist Bibles mayerefo “God the father” as

104



“God the father-mother” or “God the eternal onelg(esee Oxford’snclusive
New Testameht

The translator profile: Judge

Promotional foregrounding: The translator modifies use and the distribution
of some foregrounded elements in the source tedtoarsystematically uses
some elements that don’t exist in the source texiromote the source text’s
ideology or literary merit and/or to exhibit hisfh@wvn talent as a translator. In
these translations, the self and the source textnaa fruitful collaboration so

the self glorifies the source text and the glosedrce text helps its translator
and his/her aspirations to be glorified in the ¢argulture. For exp. Boris Vian’s

translation of Van Voght. Clémence Royer’s transta of Darwin.

The translator profile: Advertiser

Didactic foregrounding: The translator tries tonlgriinto the notice of target
readers all the foregrounding devices used in tbarce text by also
foregrounding his/her own presence in the form btirmlant footnotes or
extratextual signs. In these translations, the welits the source text as a
teaching material that serves pragmatic goals. &qr. Erika Wisselinck’s

German version of Mary Daly@yn/Ecology

The translator profile: Scholar

Emotional/Creative foregrounding: His/her ideolajiand/or literary impulses
push the translator to assume the role of a raarday producing creative

translation solutions, which are based on the souext’'s foregrounded
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elements. These translations aim to create singlagnitive, perceptual,
emotional effects on target culture readers. Irsgéh&ranslations, where the
source text precedes the self; the translator cetelgldevotes himself/herself to
the source text. For exp. Barbara Godard’s transistof Nicole Brossard.

Gayatri Spivak’s translations of Mahesweta Devi.

The translator profile: Artist

The above six-tiered model for foregrounding tyggiaand six different profiles of
translators as foregrounding agents, which | pregoafter | reflected upon various
strategies and purposes involved in translatiorcgss, is not hierarchically-designed
with ethical codes in mind, so it must be undeditieat the model under consideration
doesn’t prioritize or idealize none of these tymdsforegrounding for any reason.
Although my main concern within the framework ofsthhesis is to examine the use
and the effects of emotional/creative foregroundmganslation, | think that it's also of
crucial importance to consider all these typesanédrounding according to personal,
political, cultural and social contexts in whicteyhwere produced and according to the
role they played in the target culture.

| proposed this alternative model to show how fosagding marks translation
strategies and how each translator is vis-a-vieasn in regard to the mode of use of
foregrounding in translation process, but of coutbes model and identified translator
profiles can be developed by an analysis of a tacgepus of translations. Further
models can also be designed by basing on the elétaitategies used to create each
type of foregrounding and the impacts of foregrangdtrategies on the target culture.
Foregrounding that is a very complex tool of lirglid manipulation seems to function

like a semiotic theory of language by offering osme nodal points where discourse and
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ideology are tightly interwoven in such a way tteaf readers’ overall understanding of
the translated text. Therefore, Willie van Peesaept of “nexus of foregrounding”
seems be very relevant to the ideological/disceraivalysis | will carry out:

“Other things being equal, such a nodal point Wwél more foregrounded than

the occurrence of deviance or parallelism on onhe devel of linguistic

organisation” (Van Peer, 1986, p. 16).
To reinforce their intended effects on readersheust and translators can choose to
persistently foreground a specific set of isotgpatterns at several levels of linguistic
structure such as lexical-semantic, grammaticalegfit or narrative-discursive and in
so doing, they construct a “nexus of foregroundinghis is why the translation
researcher has to look at different layers of & tiexlevelop a sharper perspective with
regard to the main foregrounding strategy usedansiation. However, one must bear
in mind that foregrounding devices can be also @sednsively at a particular level of
the text. For example, Gustavo Martin-Asensio’sO@0book entitledTransitivity-
Based Foregrounding in the Acts of the ApostleBuActional-Grammatical Approach
to the Lukan Perspectivie based on an investigation of foregroundingratrgnatical-
syntactic level (use of present and aorist tensendp clause-structure analysis,
transitivity patterns). In his article “Foregroundiand its Relevance for Interpretation
and Translation witicts27 As a Case Study”, which is then integrated im$obook as
a sub-section, Martin-Asensio (1999) also givesessnygestions to Bible translators to
interpret and translate the foregrounding schene us the source text in a more
innovdive way. Martin-Asensio’s work is very originahsie it is one of the few works
dealing with the relevance of foregrounding to $fation studies. His analysis of

foregrounding in the light of M.A.K Halliday’s futional-grammatical approach is also
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interesting. Having admitted that Hallidayan theofySystemic Functional Grammar
(SFG) and the three interconnected metafunctiotsngfuage (ideational, interpersonal,
textual) introduced by M.AK Halliday have been verseful to critical linguists and
then, critical discourse analysts (for example.mem Fairclough). This theory, whose
particular focus is on grammar and syntax, consid@nguage as a carrier of social
meaning. However, SFG’s focus on social theoryidadlogy analysis is much weaker
than its focus on language and textual analysisréfbre, Teun. Van Dijk’s ideology-
based CDA approach that tries to develop the notbrcognition in relation to
discourse and power seems to be more relevant tgessarch. The goal of CDA

according to Van Dijk (2003) is:

to spell out these general social strategies of idance and knowledge
management at the more detailed level of cognikivewledge structures and
strategies and how these affect discourse strig;tarel vice versa; how these
discourse strategies may in turn affect the cogmitand then the social
properties of the audience and society at large8p.

Teun. A. van Dijk who proposes to deal with dis@auin its interaction with cognitive
and social structures, also informs us on what kihdiscourse analysis we need to
carry out if we intend to shed light on these cawtructures:
a. Examining the context of the discourse: his#dripolitical or social
background of a conflict and its main participants
b. Analyzing groups, power relations and confliotslved
c. Identifying positive and negative opinions abdgtversus Them
d. Making explicit the presupposed and the implied
e. Examining all formal structure: lexical choigalasyntactic structure, in a way
that helps to (de)emphasize polarized group opsmifvian Dijk, 1998, pp. 61-
63)
A multi-layered foregrounding analysis of syntagimand paradigmatic axes of the

discourse heavily based on Teun. A. van Dijk’s made allow us to explore the target

text's axiological schema, power differentials, atbgical polarizations and
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focalizations to which Philippe Hamon (1984) haswven attention in hisTexte et

Idéologie
Il s’agit de voir dans quelle mesure (...) les textesstruisent, manipulent,
proposent au lecteur, incorporent a leur orgamieati ou sabotent — certains
dispositifs stylistiques destinés a signifier urghedle de valeurs (...), des
rapports évaluatifs, une ‘mesure’, des axiologtess systmes de dominantes

locales ou globales, des ensembles de polarisatiwie focalisations, bref tout
ce qui peut ‘mettre en perspective’, ‘mettre enefiehou ‘mettre en liste’ (...)

(p. 54).

What is important is to see to which extent (...)tsesonstruct, manipulate and
invite the reader, incorporate to their organisatior sabotate certain stylistic
devices, which aim to signify a scale of values (.eyaluative reports,
measures, axiologic perspectives, locally and dlpbdominant systems,
polarisations or focalisations, briefly anythinghieh could serve to put into
perspective, scale or list (p. 54).

With its capacity to shed light on textual perspad, hierarchies and opinions about
Us versus Them; foregrounding can be consideretegpond to Philippe Hamon'’s

expectations from an ideological/discursive anatysi

“Ce qui est a élaborer, c’est une ‘poétique dehiéfle’, ou des hiérarchies

textuelles” (Hamon, 1984, p. 54).

“What needs to be devoloped is a poetics of scalgewtual hierarchies”

(Hamon, 1984, p. 54).

It is by the use of rhetorical and narratologioa¥ides that foregrounding can be created
in a text. As Monique Wittig (1992, p. 72) perswaty argues: “(...) the shock of words
is produced by their association, their disposijtibeir arrangement, as well as by each
one in its isolated use.” Therefore, | maintaiattthe scope of the term foregrounding
can be extended in such a way that it would inclnderative concepts such as
focalization, temporality (analeptic, proleptic f&), speech and thought representation,

levels and voice.
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In one section of their recent article entitled Quexity and
Foregrounding: In the Eye of the Beholder?”, Satyagier (2007, p. 660), Willie van
Peer and dmeljean Hakemulder “focus on one specific styligdiature in texts, which
is crucial to narratives and which may be manimddby the writer in order to obtain
foregrounding effects, namely, speech and thouglgresentation.” The above-
mentioned article shows that foregrounding thanhisoduced at the beginning of the
last century, has been considerably elaborateck shnen. Today, foregrounding is not
used only used to analyse a series of figures eé@pand linguistic novelties, but also
more complex narratives structures. However, onstiear in mind that the choice of
the foregrounding devices to be used is also glasthted to the literary genre within
which one operates. For exp. in feminist specutafigtion, foregrounding is mostly
established as an external deviation, in the fofra bnguistic novelty or fiovuni in
Darko Suvin’s terms.

Differently from linguistic novelty in traditionalSF, Nova in feminist
speculative fiction serve as “ideologemes”. Althbugwill analyse foregrounding at
different textual levels in my translation researctvill mainly focus on feminisiNova
in my experimental research in order to analyseeffexts of foregrounding devices on
readers’ aesthetic and ideological responses tonfsirspeculative texts. A similar
research on effects of foregrounding devices odaeahas been carried by meljan
Hakemulder (2004) in the field of literary studiés.this research, Hakemulder who
presented Dutch participants with the initial siundred words of Rushdie’'$he
Satanic Versesand a manipulated version in which he shortenedséntences and
removed unusual metaphors and ironic adjectivesyigees more evidence than Willie

van Peer (1986) regarding the role of foregroundong aesthetic appreciation.
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Hakemulder’s research being very interesting, ipieisal reception analysis, | avoided

using manipulated texts. The source readers in xpgranental group have read and

answered questions on source text fragments wilaitget readers in the same

experimental group have read and answered questioribe translations of the text

fragments that have been submitted to source rea@rapter Il contains further

information on this experiment.

I would like to conclude this section by sayingtthaonceive of foregrounding as a

key concept that would contribute to the developnoéempirical cognitive translation

studies. Before | dwell on Darko Suvin’s conceptnovum | will recapitalise this

section that is rich in arguments:

Foregrounding is more than an aesthetic deviceesihanight serve as an

“ideologeme” in text production and manipulation.

The ideological/discursive perspective of the tidt includes its axiological

schema, power differentials, ideological polariaa and focalizations, is

determined by the use of foregrounding.

Foregrounding, which is realized on syntagmatic pachdigmatic axes of the
discourse, has rhetorical and narratological aspect

The “nexus of the foregrounding” can be found dfedent levels or at a

particular level of the text.

Teun. A. van Dijk’'s multi-layered analysis of disgee can be adapted to
translation to examine the use of foregroundintarget texts.

The choice of the foregrounding devices to be usediso closely related to the

literary genre within which one operates.
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In feminist speculative fiction, foregrounding isostly established as an
external deviation, in the form of a linguistic mdty. “Nova in feminist
speculative fiction serve as “ideologemes.

According to his/her personal or political agent® translator can resort to
different types of foregrounding: (propagandistieutralizing, promotional,
didactic, equalizing, emotional/creative).

It's important to consider all the types of foregnding according to personal,
political, cultural and social contexts in whicleytwere produced and according
to the role they played in the target culture.

To the contrary of what is commonly believed, Biest strategy is not the only
way of translating foregrounding device that fuond as anovum a
foreignizing element.

For a better understanding of translation strategiesearchers need to avoid
taking translation of foregrounding or differenceethical terms. The translation
of foregrounding or the use of foregrounding asadlational device cannot be
thought independently from their effects and fumaidility in target culture.

There might be a relationship between foregroun@ing aesthetic/ideological
reception of the translation.

Foregrounding can contribute to the developmenteaipirical cognitive

translation studies.
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Translation of Feminidiova

| have already mentioned that there are two foramdong mechanisms: linguistic
deviation and parallelism (repetition). In feminggieculative fiction, foregrounding is
mostly established as an external deviation, in fimen of a linguistic novelty.
Therefore, throughout my thesis, | will use therterovumto refer to foregrounding in
the form of a linguistic novelty. It should be ndtinat differently from linguisticiova
in science fictionnovain feminist speculative fiction are laden with fiemst meanings
and the most importantly, they don’t belong to hirtt linguistic system” that is
untranslatable to our language as “fiction wordstraditional sci-fi did. Now, | would

like to give more explanations on the temovum

Darko Suvin borrows the termovumfrom the Marxist philosopher Ernst Bloch
to refer to a novelty, an innovation deviating froine reader’s norm of reality, which
appears as an alternative form to that norm, andhalanctions as an analogy to that
empirical reality (1979, p. 64). As conceived byviau(1979), anovum that is
constitutive of SF, functionas a textual unit, which by its novelty, causestnanging

effect on the reader:

SF is distinguished by the narrative dominance @gemony of a fictional
"novuni (novelty, innovation) validated by cognitive lieg[...] Quantitatively,
the postulated innovation can be of quite diffedegrees of magnitude, running
from the minimum of one discrete new "invention"adget, technique,
phenomenon, relationship) to the maximum of arsgt{spatiotemporal locus),
agent (main character or characters), and/or oelstibasically new and
unknown to the author's environmépt 64).

In his review on a Taiwanese sci-fi novdle City Trilogytranslated into
English, John Clute criticises the translator &f tlovel John Balcom for being ignorant

of novathat represent strangeness of the mode of telling:
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“For Western readers, tmvumis the strangeness of the world as seen through
the lens of SF, for that world is unlike any woaldy Western SF reader has ever
encountered before. For Taiwanese readersntivemis almost certainly the
strangeness of SF as a mode of telling that wamldhoth cases, theovumlies

not in the substance of the tale.” http://www.scdim/sfw/issue317/excess.html

John Clute’s above distinction between “strangemétbe world” and “strangeness of
the mode of telling”, prompted me to question wketfor Turkish translators who do
not have an established tradition of speculativaioin, the novum could be the
strangeness of the world more than the strangesfabe mode of telling. What is the
novumfor the Turkish translator? Can these tmmva (strangeness of the world and
strangeness of the mode of telling) be isolatethfeach other? How would the reader’s
response be affected if the translator privilegeel strangeness of the world over the

strangeness of the mode of telling?

Novumbeing a cohesive and dynamic device of the diseistructure, in my
thesis, my focal point is on how the translationfeminist novumshapes readers’
responses to the text. | would like to underlirgt timy objective here is not to judge the
translators’ competence. Maurice Blanchot (199%88&) conceives the ideal translator

as the secret master of the linguistic difference:

“The translator is the secret master of the lingridifference: his task is not to
abolish this difference but to use it, to alter dwen tongue in such a way to as to

awaken it to what differences exist in the origihgh. 386)

Maurice Blanchot (1999) considers above the udagiiistic difference in translation
as a “task” and relates it to the “mastery’ of trenslator. As | have mentioned earlier,
my aim in this thesis is not to criticize competerr “mastery” of the translator

through his/her use of linguistrmovum | am primarily concerned with the “effects” of
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the translatednova or foregrounded elements on target readers’ resgsono the

feminist speculative works.

Foregrounding A Central Concept in a Transactional Mode of Regd

In this section, | will explain why foregroundin@$ito be considered as a key concept
in an interactional model of reading. Before sheddiight on foregrounding’s
relationship to an interactional model of readihgill first introduce main debates on
different modes of reading in reception and readsponse theories.

Throughout my thesis, | have used the conceptseoéption and reader-
responsesynonymously, but among the conceptsreteption theoryand reader-
response criticismthere is actually a difference to which RoberHolub (1984) draws
attention in his book entitleReception Theory: A Critical IntroductiorAs Holub
(1984, p. xiii) clearly statesieception theoryis a more “cohesive, conscious, and
collective undertaking” whilereader-response criticismis characterized by the
“disparity of (the) various positions.” | agree kiHolub’s distinction ofreception
theory and reader-response criticismHowever, if we set aside their theoretical
framework, we see that the concepts of recepti@hraader-response are being used
almost interchangeably in our day.

Reception Theoryor Rezeptionsésthetil{aesthetics of reception) which
originated in West Germany in the 1960s is assediatith the works of Hans Robert
Jauss, Wolfgang Iser and other followers from theiversity of Konstanz. The
University of Konstanz scholars contribute new @pits toReception Theorthat give
the reader an active role in the interpretatiotheftext. For instance, Hans Robert Jauss

develops the ternmorizons of expectation® refer to the role played by readers’
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expectations in their interpretation of a text.h8ligh he is often thought to emphasize
time- and history-bound factors underlying readdrstizons of expectatien Jauss
(1974) attributes an immense role to textual sgiatein shaping readerkorizons of
expectatios:

“A literary work, even if it seems new, does nopagr as something absolutely

new in an informational vacuum, but predisposesetglers to a very definite

type of reception by textual strategies, overt ammbert signals, familiar

characteristics or implicit allusions” (p. 16).

We can add to strategies Jauss cites above “dédiaisiig” characteristics through
which feminist speculative texts predispose themders to a very definite type of
reception. As for Iser (1974 : xii), he develops ttoncept of the “implied reader” as an
incorporation of “the prestructuring of the potahtmeaning by the text, and the
reader’s actualization of this potential througé teading process.”

Briefly, both Jauss and Iser, hyranting the reader an active role in the
interpretation of the texthave challenged the traditional view that considkestext a
closed structure having a single, determinate nmgarfHiowever, as they wanted to
avoid giving a totally subjective and arbitrary meg to readers’ interpretation, at
some point, both theorists had to call upon a deteate text:

“At some level, both Iser and Jauss, as well agrotbception theorists, call

upon a determinate text (sub-text) to prevent whatatens to be a totally

subjective and arbitrary reader response” (p. 150).

As should be evident from the statements abovessJand Iser, they both admit that
texts provide readers with “guidance”, as readessform them through their

experiences and expectations. Inspired by Romarardieg's notions of textual
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schemata, Iser (2002, p. 291) states that “the tefkér ‘schematized’ aspects through
which the aesthetic object of the work can be pcedd Obviously, Iser promotes a
more balanced interactional model of reading basedhe claim that reader and text
contribute equally to the realization of the aesthevork. However, as Joanne M.
Golden and John T. Guthrie (1986, p. 410) rightly, dser does not specify the nature
of the text factors and reader factors that infageresponse:
Although Iser acknowledges the balanced roles aidee and text in the
construction of a literary work, he does not spetiie nature of the text factors
and reader factors that influence response. He asmg#s instead the processes
involved in text construction. It is important, teéore, to address more
specifically the sources of influence on literaggponse. That is, what factors
contribute to variation in response to literaryt¢exand what factors contribute to
commonality of response? (Golden & Guthrie, 198610).
Golden & Guthrie’s criticism seems to be very pasve since Iser himself admits that
the structures underlying text-reader interactieachfurther inquiry:
“(W)e must search for structures that will enabdeta describe basic conditions
of interaction, for only then shall we be able taingsome insight into the
potential effects inherent in the work...” (Ised02, p. 292).
In complete agreement with Iser, | think that siwoes generating reader-text
interaction need further investigation. | consitferegrounding devices’ onovaas one
of the most important structures that can be usetdt the basic conditions of text-
reader interaction. Iser’s (1974, pp. 34-35) “iradli reader fills the “gaps” as the text
directs him/her to. The readers’ interpretatiomas just actualized by their filling the
textual “gaps” or “blanks”, but also by their destmucting what is held in the forefront

of their attention. In hi&\ct of Readinglser mentions “a network of response-inviting

structures™:
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“Thus the concept of the implied reader designatesetwork of response-

inviting structures, which impel the reader to grétse text” (Iser, 1980 , p.34)
The “network of response-inviting structures” Iseentions above consist of “the
narrator, the plot, the characters and the fictggioeader” (Iser, 1980, p. 35). However,
it is still unclear how these structures seduceréasler into interaction with the text.
Like Wolfgang Iser’s, Louise Rosenblatt's model mdading is based upon an
interaction between readers and texts, which Rda#rlerms atransaction Decades
before Iser argued for text-reader interaction,ite@iRosenblatt, in her 1938 publication
(Literature as Exploratiopargued for a transactional theory where readers \placed
in the centre of reading. From my perspective, Rbksdt’'s work is one of the most
important contributions to reader-response the@gabse by borrowing John Dewey’s
concept of transaction and William James’s psychological concept sélective
attention Rosenblatt (1986) deals with reading as a “tretis@al” process triggered by
the “selective attention”:

“During the transaction between reader and texgtwhbrought into awareness,

what is pushed into the background or represseéndkpon where, on what

aspects of the triadic symbolization, the attentofocused” (Rosenblatt, 1986,

p. 123).
Using Louise Rosenblatt’s statement, we could atbae“what is foregrounded in the
text” and “how the reader interprets it” can help describe basic conditions of text-
reader interaction. Louise Rosenblatt (1978, p.cbhpsiders the text a “blueprint” at the

intersection of the writer's and the readex&dective attentian
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“the text serves as a blueprint for the selectmeggcting, and ordering of
what is being called forth. The text regulates whlaall be held in the
forefront of the reader’s attention” (Rosenblat789p. 11).
Like Rosenblatt, the discourse analyst Teun. A. gk (1979) also maintains that text
offers a set of relevance “cues” that allow readergsognitively process and build a
coherent mental representation of the text. Indmigcle “Relevance Assignment in
Discourse”, Van Dijk (1979) distinguishes betweexttial and contextual types of
relevance:
“Textual relevance is defined in terms of textuabistures, such that certain
structures are assigned a higher degree of relevdlran others on general
structural grounds. Contextual relevance is thegassent of a relevance value
on the basis of any kind of contextual criterion¢ls as the interest, attention,
knowledge, wishes, etc., of the reader” (p. 113).
Teun. A. van Dijk’s statement shows that like laad Rosenblatt, van Dijk conceives
reception as a reader-text interaction. Teun. A. Dgk (1995) does what Iser did not
do by giving a detailed list of “Relevance SignalDiscourse.” At a textual level, Van
Dijk (1979, p. 125) also distinguishes betwasrmal relevanceand contrastive or
differential relevancewheresemantic differential relevancénvolves contrasting or
foregrounding elements with respect to other elémanthe same level (background).”
Thus, foregrounding devices or feminrsbvg which | study here, in the context of
translation and reception fit into van Dijk’s cabeg of semantic differential relevance
That type of relevance can be very useful in aptoe analysis because as van Dijk

(1979) states below, all readers percesgenantic differential relevancendependently

of the contextual relevance (readers’ interestykedge, wishes, etc.) :

“different readers, or the same reader at diffetenes, may assign the same

kind of differential relevance to some aspect efsburce text” (p. 118).
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From my perspective, the invariability of respons@semantic differential relevance
makes this an important object of study for traim@aand reception research. Just by
looking at their responses teemantic differential relevanc@n our terminology
foregrounding device onovg, we can pinpoint commonality and variation in <@u
text readers’ and target text readers’ responsek the relations between these
responses. In this way, we basically learn abow translation affects target readers’
perception of the transformation and reframinghef $ource text aspects which are very
characteristic to feminist speculative genre. Vaijk Dalso illustrates semantic
differential relevancéy a simple analogy:
“A picture may consist of a large amount of bladicles; however, one of the
circles is red. This means that the red circle Wi assigned differential
relevance with respect to the other circles. Ingbeceptual process, this means
that the red circle is noticed more easily, focusedn longer, memorized better,
etc. than the other (individual) circles” (van DifO79, p. 119).
As can be inferred from this statement, Van Dij8{2) focuses osemantic differential
relevance as a salient textual stimulus that triggers resideelective attention.
Following Van Dijk, | analyse below how foregroundidevices triggers source and
target readers’ selective attention. Foregroundiegces or linguistiaiovaseem to be
the most inviting structures in a text. Given theitential to trigger reader response,
linguistic nova have to be positioned in a central place in reaggponse analysis of
feminist speculative fiction. While it's quite dillt to predict how effective Iser’s
response-inviting structures (the plot, the narratbe characters and the fictitious
reader) are in putting readers into interactiorrehis no doubt that readers always
perceive and respond to linguistiova as they perceive and respond to the only red

circle in a picture full of black circles accordintg Van Dijk's above-mentioned

analogy.
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So far, | have mentioned interactional approacbesadder-response. Apart from
interactional ortransactionalapproaches, there are two other approaches torreade
response: text-based and reader-based approadresx&mple, theNew Criticism
which is formalist in its approach, conceives aanic text as having an inherent
meaning that is closed to the reader’s interpm@tatiA dominant trend in English and
American literary criticism from the 1920s to therlg 1960s, théNew Criticisminsists
on “close reading” with the the text being centitdbwever, the phenomenological
reception theories of the University of Konstanzeaachers and Roland Barthes’s
proclamation of the “death of the author” or “biththe reader” in 1967 have shifted
scholars’ interest from text-based approaches taderbased approaches. After
subjectivity of the reader gained importance indezaresponse and literary criticism,
different conceptions of the reader have been deeel by several critics: the
subjective reader (David Bleich), the psychologioshder (Normand Holland), the
social reader (Stanley Fish). | will now brieflygain these conceptions of the reader
and what kinds of readers the major works on reeglgponse analysis of science
fiction and utopian literature have projected. lllwalso explain why | relate

foregrounding to the concept of “cognitive reader.”

Foregrounding and the “Cognitive” Reader

In his booksReadings and Feeling€l975) andSubjective Criticism(1978), David

Bleich outlines the reader’s interpretation of whark as a projection of his personality.
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“Opposing the tenets of the Derridean school ofodstruction and modifying

the insights of Edmund Husserl, Bleich argues ith@mains important to begin

not with texts but individual consciousness” (Hatt@93, p. 256).
As Ronald B. Hatch clearly states above, Bleich gletely disregards the role of the
text in interpretation. Normand Holland’s psychdgti@a model is similar to Bleich’s
model in that the reader in both models is viewedanstructing the text, and his or her
interpretive strategies constitute the text. Hallavhose theory can be distilled in his
famous phrase ‘“identity re-creates itself’, seese fthterpretive practice as the
representation of individual psyche and leavesawornr for the role of the social in the
interpretive practice. On the other hand, Stanieh Eonsiders reading as the projection
of the social. By introducing the conceptioferpretive communitieg-ish argues that
any individual reader is necessarily part of a ‘cwmity’ of readers. According to Fish,
the ‘interpretative community’ to which readersdrg plays a major role in readers’
responses to the text.

In recent years, Stanley Fish’s concepindérpretive communitieseems to
have regained popularity in reader-response amalyBelonging to an interpretive
community is thought to determine how the text Wil “poached.” Henry Jenkins, for
example, uses in hi¥extual Poachers: Television Fans and Participat@ulture
(1992) Michel de Certeau's notion of "textual poagh to demonstrate how the
canonical texts of Star Trek are revised and resamned by Trekkies. Indeed, Henry
Jenkins continues to use the concepindérpretive communitiesn Science Fiction
Audiences: Watching Doctor Who and Star T(2R95) which he co-authored with
John Tulloch. In this work,Science Fiction Audiences : Doctor Who, Star Teeid

Their Fans(1995)), Tulloch and Jenkins adopt a rigid divisadfrlabour. Tulloch takes
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the Doctor Who chapters, focusing on the respoas@sistralian high-school students.
Jenkins, for his part, studies groups of Star Tasls including his own MIT students.

In his sections of the book, Jenkins shows howetkfiit groups (male MIT
students, female fanzine writers, and the membéra queer fan club) each take

something different from their encounter with tlegiss:

“In our work on science fiction audiences, we fowmbrmous variability in the
ways that fans talked about their favourite seffi@s. example, asked about the
characters one by one, most of the MIT studentmel@fthem as autonomous
problem-solvers, whereas most of the female faad teem as part of a social
network with the other characters.”

http://henryjenkins.org/2006/07/can_one_be_a_farhigh_art.html.

As Jenkins clearly states above, there might bierdiit modes of reading of science
fiction series (science student reading, queeringademale reading). However, the

multiplicity of reading positions is a consequentéfandom.”

“Fandom is a cultural community, one which sharegommon mode of
reception, a common set of critical categories @nactices, a tradition of
aesthetic production, a set of social norms ane&spions. | look upon fans as
possessing certain knowledge and competency iartaeof popular culture that
is different from that possessed by academic srdied from that possessed by
the ‘normal’ or average television viewer” (Jenkih892, p. 86).

‘Fandom’ being a significant factor that conditiormding positions, as Jenkins states
above, | do not carry out my empirical analysidwigns of feminist speculative fiction.
To the contrary, the respondents who volunteergdke part in my experiment are not
very well acquainted with feminist speculative ifict. In this sense, my experimental
sample does not consist of readers who are supposezimembers of an “interpretive
community” that is characterized by a common moftleeoeption. When readers ask
about the narrator, the plot or the charactersy theus on very different aspects of

these structures through their readerly experieandsexpectations, in such a way as to
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propound a plurality of interpretations. It is aftextremely difficult to analyse the
complexity of cause-effect relationships behindséheesponses. How effective are
personal life, gender, nationality and ethnic baokigd in these responses?

In his Utopian audiences : how readers locate nowhé2803), Kenneth
Roemer analyses readers’ responses to Edward Bédlamtopian novel,Looking
Backward(1888). Roemer has a huge research populatiorctimsists of 733 readers
(students, colleagues, members of a retirement eaonitynand a reading group from
seven US states and four countries). Roemer’s nelgmis answer a questionnaire
following their readingof Looking Backward1888). The questionnaire ask whether
readers “liked or disliked” particular episodes attthracters. In his book, Roemer
shows how readers transformed this utopian texd, lrlow they were transformed by
their readerly experience. In the section entitébmen and the Interpretive
Communitiesof Classrooms and Culture®Roemer (2003) refers to different factors
underlying the wide variety dfransformational associationeomen experience as a
result of Bellamy’s female characters and writes:

“The responses to Bellamy’'s women indicated thenéredous impact of work

experience associations and socioeconomic andcdthgkgrounds” (p. 209).
Kenneth Roemer makes a very subtle analysis whestdtes that even responses of
female readers could vary depending on their backgt. Roemer shows how white,
middle class Texan women’s responses vary fromné&ggaand Palestinian women’s
responses. Indeed, cultural background and faityianth the genre conventions can
influence reader responses. However, any readéndnawcognitive capacity is assumed
to recognise foregrounding in a text. Thereforeglate foregrounding to a cognitive

model of reader. Foregrounding-based reader-respamalyses (Van Peer 1986, Mial
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and Kuiken 1994) show that the recognition of fecemding is independent of reader’s

interest and training.

“By studying readers with widely different level$ literary competence and
interest, we have provided evidence that thesetsfiere independent of literary
background and interest. Our current findings, tiogee with the studies
described in the introduction, support the view titarary response follows a
distinctive course in which foregrounding promptsefainiliarization,
defamilirization evokes affect, and affect guidesfdmiliarizing” interpretive
efforts” (Miall and Kuiken, 1994, p. 404).

Although all readers are “cognitively” capable asakrning foregrounding devices as
Miall and Kuiken state above, | think that in theogess of refamiliarization, other
factors can be involved in interpretive practiceor® precisely, cognitive readers can
easily recognise the most striking or unfamiliaelin a poem, but when they are asked
why they found that line striking, they might hadgferent answers. From my
perspective, foregrounding-based reader-responsgyses needs to provide more
“descriptive” accounts of readers’ responses toedoyunding devices. | think
foregrounding-based reader-response analyses musist of open-ended questions
more than Likert type rating questions. My questanre, which mainly consists of
open-ended questions, aims to provide a more “ges@ account of patterns of
responses to linguistioovain feminist speculative texts. To my mind, foregnding
has the capacity to put readers into interactiadh tie text and help them reflect on the
problematic of the text. In this sense, foregrongdcontains the entire molecular
structure of the feminist speculative novel. How thader responds to linguistiovais
closely related to the reader’s overall respongbdaovel.

The translator as a cognitive subject is also ebgoeto recognise and translate
linguistic nova However, the translator's encounter with linggishova does not

always end up with the translator translating lisga nova with the same
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defamiliarising effect as in the source contextave mentioned earlier how translators
might use foregrounding for ideological or literarsnanipulation. Evidently,
foregrounding can be transferred to the targetecdarnthrough the filter of translation
and maybe with a new foregrounding. The best wale#&wn about how translation
recreates foregrounding in the target context iscémpare, through an empirical
analysis, how source readers receive linguisticain the source text and how target
readers receive linguistinova in target texts. The specification of convergent an
divergent patterns of responses can provide a figitise” account of source and target
readers’transformational associationsf linguistic novaand the role of translation in

the formation of theswansformational associations
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CHAPTER IlI

MULTIPLE-FOREGROUNDING ANALYSIS

In this chapter, | will carry out an ideologicakdursive analysis by using Teun. V.
Dijk’'s method of discourse analysis as well as mpieical reception analysis based on
the premises of Russian Formalism, the Czech crdit Muk#ovsky and Willie van
Peer's groundbreaking study on foregrounding’s mdfarising effects on readers.
Through an empirical reception analysis, | will Bxae commonality and variation in
reader response to innovative and defamiliarisseats (linguistieova in the source
and target texts and the relations between thegmmnses. After specifying source and
target readers’ convergent and divergent pattefnsesponses, | will question how
“foregrounding” affects source readers’ receptidrirmguistic nova of the source text
and how the translations of “foregrounded” elememénsform these source texts’

linguistic novato differently affect target readers’ receptiortluése devices.

Ideological/Discursive Analysis of Linguistidovain the Three Books

Teun A. van Dijk’s method of discourse analysisufaes “on the ways that events and
their participants are being represented in the texd whether the structures of the text
do convey a generally positive or negative opirabout Us versus Them.” (Dijk, 2000,
p. 42) Although, Van Dijk’s main focus has been digcursive reproduction of racism,
as he states elsewhere, we can apply his ideoladjgx@ourse analysis to “any property

of discourse that expresses, establishes, conbmesnphasizes a self-interested group
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opinion, perspective or position, especially inradaer socio-political context of social
struggle” (Van Dijk, 1995 a, pp. 22-23).

As a genre that portrays different worlds and idgi@s, feminist speculative
fiction discursively reproduces the Us versus tlwamtrast to which Teun A. van Dijk
often refers. Now, | will briefly mention how thesWersus Them contrast has been

reproduced in the discursive universe of femirgstcsilative works in my corpus.

The Worlds Portrayed in the Three Novels and Theanslation

As | have mentioned earlier, all the books in mypos portrays different worlds and

ideologies.

TheHandmaid’s Talg€1985) by Margaret Atwood

Margaret Atwood’'sThe Handmaid’'s Talgortrays a futuristic Republic of Gilead
where women with viable ovaries, “handmaids” asythee called, are assigned to a
Commander for the purposes of reproduction. Indbigety, infertile women who have
been given a position of command over handmaidscalled “aunts”. Apart from

handmaids and aunts, in the totalitarian and séXégtublic of Gilead, there are also

some other categories of women like the MarthasWiives and the Jezebels:

“What we see in the Republic of Gilead, Atwood'stiatopia, are
women reduced to their respective functions. Tleesthe Marthas, or
domestics; the Wives, or social secretaries andctiumaries; the
Jezebels, or sex prostitutes; and the Handmaidsreproductive
prostitutes.” (Tong, 1989, p. 82)

In addition to the categories Rosemarie Tong (19&% mentioned above, there are

also two other categories of women in the RepuifliGilead: Daughters (the natural or

128



adopted children of the ruling class) and Econowiy@omen who have married
relatively low-ranking men). Despite the multitudé these categories, we could say
that women in the Gilead society do not represenhity of identity and difference

because they are just reduced to their social/icéd functions:

“No woman is whole in Gilead; all individual womemre reduced to

parts or aspects of the monolith, Woman.” (Ton@@94.$. 92)

In the Republic of Gilead, like women, men also @esssified into different categories
like Commenders of the Faithful (the ruling clasByes (the internal intelligence
agency), Angels (soldiers who fight in the warsontler to expand and protect the
country's border), Guardians of the Faith (soldigsed for routine policing), Gender
Traitors (males who engage in homosexuality ortedlacts)Unwomenas a category
embraces all women (and some men) unable to fitinvithe Republic of Gilead's
gender categories. As should be evident from akehcategories, the Us versus Them
contrast is at the heart of Atwood’s novel: Corttramong different categories of
women, contrast among different categories of med fnally, contrast between
women and men. The text fragment | have submitieddroup of source readers within

the framework of a literary reading test refletisste contrasts very strikingly:

ST1 (p.234)

The pen between my fingers is sensuous, alive djrhoan feel its power, the
power of the words it contains. Pen is Envy, Augtlia would say, quoting

another Center motto, warning us away from suckatbj And they were right,

it is envy. Just holding it is envy. | envy the Goander his pen. It's one more
thing | would like to steal (Atwood 1986 : 234).
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The narrator of the above excerpt, Offred belomgthé class of Handmaids forced to
bear children for Commanders. Offred refers herddth the most powerful of the
Aunts, Aunt Lydia who is in charge of re-educatiigndmaids and the Commander for
whom she has to conceive and give birth to a b@bgough the concepts pkn penis
envy the above paragraph illustrates the contrasisdsat Offred, Aunt Lydia and the

Commander who belong each to different social categ in the Gilead:

* The Commander: The highest ranking official of @ikead who has the pen and
the power it represents.

 Offred: A handmaid craving the pen, which symbdizéhe right of
communication she is deprived of.

e Aunt Lydia: A woman, by echoing the Center's mdtenis is Envy”, keeps

warning Handmaids about the dangers of handlingna p

The contrasts between the above characters and niemtal representations are
embodied in the word play “Pen is Envy” which is explicit reference to Sigmund
Freud’s psychoanalytic concept of “penis envy.”riigd Freud suggested thatnis
envy which can be defined as the female counterparastiration complex occurs when
the girl realizes that she does not have a pehis. doncept of Freud has been criticized
by several feminist scholars like Karen Horney véwen came up with an opposing
theory calledvomb envywhich states that men are envious of women’stgkii give
birth. As a response tpenis envysome other feminists have initiatedgina pride
partly popularized byrhe Vagina Monologue$enis envybeing the target of many

criticisms by feminists, it is not without reasdmat Margaret Atwood uses here the
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word play: Pen is Envy. Atwood uses this play on/penis to show “the phallocratic

valence of the word, and of reading and writingtlilssler 1992 : 3)

The phallus has always been a sign of power, rniaggu and status in the
Western world; whether the pen is a metaphoricaligpdas been questioned by
feminists like Sandra Gilbert and Susan Gubar whthe first sentence of their famous
The Madwoman in the Attid979) ask: “Is the pen a metaphorical penis?ldvohg
this question, Gilbert and Gubar begin to docunexttaustively how “pen=penis has
been the dominant metaphor for all of literary tieasince at least Middle Ages” (gtd.

in Klages, 2006, p. 94).

Given that the Freudian concept of penis envy thiedmetaphorical equation
between pen and penis have been recurrent topisafssion in feminist and literary
theory, it is not surprising that Atwood chose toarporate a word play on pen/penis
into her novel. It is not just indicative of thetional characters’ life styles, but also of

the writer Atwood'’s social critique of phallocracy.

In the six-sentence excerpt taken from the boo&rddret Atwood uses some

textual devices whose importance in the discows$eghlighted by Teun van Dijk:

Repetitions as Rhetorical devices:

* The wordenvyoccurs four times.
» The wordpenoccurs three times.

* The wordpoweroccurs twice and back to back in the same sentence.

The high frequency words in the above list are useslipport the meaning of the word

play Pen is Envyln this sense, all these words function as faregding devices.
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Capitalization as Graphical Structure:

The first letter of the word “envy” in the word gld'Pen is Envy” is written in
uppercase. This graphical device undoubtedly aonattract readers’ attention to the
word play. However, this aspect is omitted in theKish translation of the word play.
In the questionnaire part, | will demonstrate hdwese devices and their omission in
translation affect the target readers’ receptiothdd text fragment in such as way as to
differentiate their responses from those of thec®ueaders. Before | briefly mention
how the Us versus Them contrast resonates in gwoulise ofVoman on the Edge of
Time | will also give another example of translatedrav@lay from Damizlik Kizin

Oykusti

ST

I’'m sure we are all aware of the unfortunate cirstances that bring us all here
together on this beautiful morning, when | am dartae would all rather be
doing something else, at least | speak for mysrlf, duty is a taskmasteor
may | say on this occasion taskmistres®d it is in the name of duty that we are
here today (p. 343).

TT

“Hepimizin, bata benim, bgka bir sey yapmayi tercih edegenden emin
oldugum bu giuzel sabah bizleri buraya toplayan talihsigullardan hepimiz
haberdariz, kgkusuz. Ne var ki vazife zorlu bir angarydic) bu durumda belki
angaryecide diyebilirim, iste bugin burada vazife adina hotaktayiz” (p.

312).

Since the word “angarye”, which is used in the dtared fragment above is almost

empty of a gender-based semantic scope, the ttarsslafforts to recreate the pun in

132



the target language are useless. Although in Thirkpsoper nouns can sometimes be
feminized by adding “ye” at the end of a male ndfoeexp. Naci (male name) ,Naciye
(female name); Sami (male name) ,Samiye (femaleejlarthis rule is not valid for
feminizing common nouns. Thus, although this vosaiening in the last syllable of
the word angarya (anga might seem uncanny to the careful reader, itilisfar from
making the reader think of the feminist characfethe pun. There are also problems in
the translation of other puns, which are not ofifesh character, but still representative
of the strangeness of the world depicted in theeho¥or example, the word
“prayvaganza” is translated as “dua toreni” whikalvaging” is translated “kurtulus
ayini.” There is no doubt that none of these edeivis are likely to have a potential,

estranging effect on the target readers.

Woman on the Edge of Tirf976) by Marge Piercy

Differently from the Republic of Gilead depicted the Handmaid’s Tale Marge
Piercy’'sWoman on the Edge of Tirdees not describe multiple social categories withi
the same society. Instead, Woman on the Edge of Tipthere are two separate worlds:
The world of Connie, the main character of the havieo lives in present-day New
York and the world of gender egalitarian societyMdttapoisett in 2137. The contact
among these two different worlds starts when CagnaidMexican-American woman
unjustly confined to a mental hospital telepathicabmmunicates with Luciente from
Mattapoisett. As can be imagined, there are someasis between Connie’s world and

the futuristic world of Mattapoisett. These contsaare highly shocking for Connie:

“Mattapoisett consequently shocks (Connie) on abmmof occasions:

by the absence from it of gender-specific dressesahd activities, by
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the easy acceptance of homosexuality, and, moptyjd®y the sight of a

man breast-feeding a baby (...)” (Fitting, 19851 p1).

Undoubtedly, one of the most shocking aspects datdgaisett is its parenting system.
In the gender egalitarian society of Mattapoisgtildren are conceived in laboratories
through random selection of genetic attributes ramgkd to viability in artificial wombs.
As members of communities die, random groups ofeghimale or female) that are
seldom romantically involved, are selected to parém the text fragment | have
submitted to my experimental group, Connie asksidnie some questions about the

parenting system in Mattapoisett:

ST2 (p.74)

- Is your lover Bee their father? Or the other one?

- Father? Luciente raised her wrist, but Connie stdgper.

- Dad. Papa. You know. Male parent.

- Ah? No, not Bee or Jackrabbit. Comothers are selslwget friends if we can
manage. So the child will not get caught in loveunderstandings.

- Comothers?

- My coms (...)

As should be evident from the above excerpt, thguage of the futuristic society of
Mattapoisett is full of neologisms that indicatee ttifference between this fictional
world and Connie’s real world. This six-sentencalafjue contains a number of
neologisms like comother, coms, sweet friends, attanyms like Luciente, Bee,

Jackrabbit.

Given that Teun A. van Dijk (1995, p. 145) consgdkxical style as one of the
discursive devices that illustrate the Us versusnihcontrast, | think that all these
lexical creations in the text fragment provide myadwith significant clues for the

understanding of the writer’'s newly created wohdttis remarkably distinguished from
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our present world in terms of social and sexuaht®rThus, strategies used in the
translation of these devices foregrounding theedifice of the fictional world will
necessarily affect target readers’ response tmé¢fneworld that has been conceived by
the writer as an idealistic society isolated froealrworld problems resulting from
issues like the parenting system and “love miswstdadings.” In the questionnaire
part, | will analyse whether the translation of Hi®ve neologisms creates on the target
readers an empathy with and sympathy for the newdwbey explored through the

reading of the related text fragment.

In his preface to Turkish translation of Marge Byes Woman on The Edge of
Time the editor of the book, Tuncay Birkan (1992 ¢iyes us an idea of the close

relationship between words and worlds of the novel:

As the fictional character Luciente stresses inrtbeel, the existing languages
are not enough for expressing the most subtle msamd their cognitive
processes so that they are in need of new wordseldre, Piercy invents new
English words such asknow outknow catcher reck etc. We translated these
words respectively such agbilme disbilme alimlayici/yakalayigi bolgu
Finally, a new world means equally new objects iasdtutions. Throughout the
text, we translatedbrooder as ¢ocuk Uretimeyifloater as ugcucy Shapingas
Bicimlendirme We left untranslatepizer, a kind of weapon anitimsy, a special
clothing since we were unable to find satisfactguivalents to these terms. For
this, we beg your indulgence (Piercy, 1992, p. 6).

Although the editor of the book seems to be awdrdinguistic nova and their
importance, only the reading test can shed lighw timese translatedova affect the
target readers’ reception of the new world depiatetthe novel. However, regarding the
Turkish translation of Marge Piercy®Woman on the Edge of Tim&e could say that
overall, many references and neologisms are omittagdanslation. For example, the
futuristic society in the novel is called Mattapeiis a real town in the American state of

Massachusetts. In a part of her novel, Piercy talieaut a “Podunk future.” This term is
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translated into Turkish as “bu garip gelecek.” Imérican English, podunk, podunk, or
podunk hollow has come to denote a small, unimpgrtand isolated town. However,
Podunk also refers towdlage in Massachusetts. Since the translatomdiduse an end note

to explain readers that this term has two meanm@nglish, Turkish readers have no access to

the irony behind this reference.

To give another example of translation, in her hadlarge Piercy uses a neologism
such as holies to refer to holographic techniglremy reading of the Turkish translation of the
book, | came across this neologism in many diffefenms: hayvanlar, resimler, yontular,
gosteriler, korkungeyler, oyuncaklar. Needless to say that the ditsedsithe equivalents used
in the Turkish translation is far away from makireaders think that all these terms actually

refer to a single concept.

The treatment of charactonyms in the Turkish ti@imh ofWoman on the Edge
of Timeis problematic, too. Almost all the charactonynsediin the novel are either
common nouns, or derivations of common nouns, whigh of course, meaningful to
the source readers. However, in the Turkish tréieslamost of these charactonyms are
left untranslated: Luciente, Innocente, Hawk, Béackrabbit, Rose of Ithaca, Otter,
Dawn, Morningstar, Barbarossa, Peony, Blackfistx. [Riercy’s naming her characters
with names based on nature and animals is not mndaot a consequence of her eco-
feminist approach. In other words, Piercy’'s futticisworld is an environmentally
friendly world, which is, in this sense, highly fdifent from our present day world. The
non-translation of these charactonyms preventsiSlurkeaders from penetrating into
the eco-feminist approach underlying Piercy’s esjiiag world of Mattapoisett. The
non-translation of charctonyms is also a problenhjctv occurred in the Turkish

translation of Joanna RusSke Female Man
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In her book entitledrhe Politics and Poetics of Translation in Turké&@23-
196Q Sehnaz Tahir Gurggar (2003, p. 204) uses the treatment of propensas a
tool of analysis and shows that each strategy usdde translation of proper nouns
defines a separate way of handling the source @&xtca&lar also draws attention to the
treatment of proper nouns as an indication of thesiator’s specific attitude towards
the readers of a text. By adjusting the same argtsn® the genre of feminist
speculative fiction, | would say that the tranglatiof proper nouns in the feminist
speculative texts may be indicative of translatawslys of handling the estranging
worlds depicted in these novels as well as theitudes towards the readers of these

texts. | will go deep into this argument in thetsmt entitled “What is Strange About

[t?”

The Female Ma1975)by Joanna Russ

In theFemale Marby Joanna Russ, there are four alternate, pavedigtls, which

remain separate from one another:

“The subjective narrator ofhe Female Mar(1975) reflects, separately, four
female protagonists from four alternate, parallelorlds. Communal
consciousness is not a part of these worlds. Idseeéype of cinematic montage

melds the four characters, while the four worldea separate” (Holt, p. 486).

The principal characters of the novel are four ¥&sy different women who share the

same genotype:
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Janet is from a world where there are no men, Véhiég/, which has developed
a woman-centered culture, free of sexism. Jeanisirieom an alternate earth
that did not experience World War ll; its Great Degsion continues in the
1960s. Joanna is from our earth (though the cherrdocianna is no more Joanna
Russ than any of the other protagonists). Jaebm & world where the battle of
the sexes became open warfare (Holt, p. 487).

Marilyn J. Holt succinctly explains the main chagaistics of the worlds in which four
Js live. Although these women belong to separatedaoor different social and
historical contexts, we cannot argue that thereisontact among these worlds because
during her stay on Earth, Janet Evason a traveden the futuristic female-dominated
society of Whileaway, is sometimes accompanieddayda, the feminist narrator of the
novel on different occasions. The text fragmentaver submitted to my experimental
group consists of Joanna’s observations of diffevesmen they meet at the party she
attends with Janet Evason. This text fragment fitma Female Mars relatively longer
and lexically more complex than the other two fragts | have submitted to my
experimental group. | chose this paragraph by thokhat it is “one of the most
poignant examples of Joanna Russ’s combination hafracterization and theme”
(Gilliam 1988, p. 67). The following is the texafiment, which is very descriptive of
Joanna’s observations of different women she meteésManhattan cocktail party she

joins with Janet:

ST3 (p.34)

| knew most of the women there: Sposissa, threegidivorced, Eglantissa, who
thinks only of clothes; Aphrodissa, who cannot kbep eyes open because of
her false eyelashes; Clarissa, who will commitigleicLucrissa, whose strained
forehead shows that she’s making more money teamisband, engaged in a
game of ain't-it-awful with Lamentissa; Travailissgho usually only works, but
who is now sitting very still on the couch so thar smile will not spoil; and
naughty Saccharissa who is playing a round of HitelGirl across the bar with
the host. Saccharissa is forty-five. So is Amiciska Good Sport. | looked for
Ludicrissa, but she is too plain to be invited foaaty like this, and of course we
never invite Amphibissa, for obvious reasons. (Mhere is Domicissa, who
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never opens her mouth in public? And Dulcisissapsehstandard line, “Oh,
you’re so wonderful!” is missing from the air tohig)

The most interesting aspect in the above fragneeabviously how Joanna names most
of women at the party. By using a series of medualngharactonyms, Joanna attempts
to show the gap or contrast between her feminsplmyy and stereotyped images of

women in her society. Rhonda K. Gilliam (1988)aclg states:

“The one characteristic these cardboard charabters in common is deference
to men. The one-dimensional characters serve toraginthe more “rounded”

protagonists” (p. 68).

Since Teun van Dijk (1995, p. 45) underlines the kae of lexical style in conveying
our positive vs. negative opinions, | think tha¢ ttharactonyms Joanna uses to name
stereotyped women at the party are extremely imaporfor our understanding of
contrasts between Joanna’s feminist self and thddwia which she lives. Joanna
Russ’s novel being so feminiginalog,the traditional sci-fi magazine has published a
harshly critical review calling this nové&liltramilitant feminism carried to the limit for
propaganda purposes” and "a wish dream of vengeangndetta against all the male

half of mankind" (Del Rey, 1975, p. 168).

When we think that Joanna Russ expresses herifamihrough her choice of
charactonyms, we understand better the importahtteese charactonyms that serve as
foregrounding devices of feminist nova used not fas stylistic, but also ideological
purposes. ImMhe Female Manthe family names of women (for exp. Evason, Asaig
end with the affix “son.” This can be thought ofaasallusion to our present day society

in which women mostly inherit their fathers’ famihame. As a reaction to women’s
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use of the paternal family name, one of Joanna’Rubkaracters, Janet Evason utters at

some point:

“Evason is not “son” but “daughter”. Thisysurtranslation” (p. 18).

This sentence which is so crucial to our understandf the contrast between Janet

Evason and our present day society, is translatedTiurkish as follows:

“Evason “q@ul” degil “kiz.” Senyanls tercime ediyorsun” (p. 24).

Evason, which is actually a combination of the vgortEve” and “son” is left
untranslated in the above sentence in such as svetyraake Russ’s neologistic creation
and word play less obvious for Turkish readersadidition, the use of the personal
pronoun “you” in second person singular form (sether than in second person plural
form (siz) in Turkish translation of the above ss1e (This igyour translation) has also
to be criticized since Janet Evason, through herofishis sentence, aims to criticize not

just a person, but the whole society that perpesupatriarchal gender norms.

Somewhere in the novel, there is a sentence wiitt@alics: 1 mene love (64)

One of the characters, Laura with whom Janet Evasiinlater have a lesbian
relationship formulates this sentence to expressheterosexual” love for a man from
her school. The word “mene” that contains the wonén” and sounds like “mean” is
obviously a word play, which is also foregroundediie use of italics. This sentence is
translated into Turkish as followsYani gk demek istiyoruin(p. 70). This translation
suppresses the contrast between Laura’s “forcetérdsexuality and Janet’s same-sex
sexuality, which is considered a normal practiceher female-dominant society of

Whileaway. It is possible to give more examplesooégrounding devices from Joanna
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Russ’s novel, but | will focus here on charactonymhkich are, to my mind, the most

prominent devices ifiheFemale Man

As should be evident from the above example, thestation of charactonyms
is highly important since this will necessarilyedt target readers’ response to Joanna’s
modes of characterization. In the questionnaird, dawill demonstrate how target
reader responses differ from source reader respomlse to the untranslated

charactonyms in Turkish. Now, | will briefly mentidhe comparative reading test.

A Comparative Reading Test

As Robert de Beaugrande (1989, p. 10) has puOit)y' empirical studies can resolve
this state of affairs by freeing these (theore}icldims from their absolute dependence
on the personal eloquence or effrontery of theviddial theorists and by providing
progressively more reliable and intersubjectiveugas for preferring any set of claims
over any other." In Canada, David Miall, usuallyrkiog with Donald Kuiken, has
produced a large body of work exploring emotional "affective” responses to
literature, drawing on concepts such as "defanmidion” or "foregrounding”. They
have used both experiments and new developmenteunopsychology, and have
developed a questionnaire for measuring differepeets of a reader's response. Within
the framework of this thesis, | also use a quesaoe drawing on the concepts of
"foregrounding” and fova” However, the comparative reading test | use lestends

the scope of existing empirical research, in sualay as to include target readers.
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My objective, experimental technique and sampliraug

The empirical reception analysis | carry out withie framework of this PhD thesis
aims to investigate the role of foregrounding desiorfeministnovaon target readers’
responses to feminist speculative texts. Sinced applied the same experiment to the
source readers with the source texts, | had thertyputy to test comparatively the role
of foregrounding on readers’ responses. In theepperiment preparation process, |
first chose from source texts and target texts artsfragment with the major
foregrounding devices deminist nova. Then, | submitted these fragments to source
and target readers with a short contextual infoilonadbn the novel. More precisely, the
source readers in my experimental group have readdaaswered questions on source
text fragments while target readers have read asWered questions on the Turkish
translations of the same text fragments. This expert has been carried out with the
intent to analyse how linguistimovaand their translation affect source text and target

text readers’ answers’ to feminist speculativedext

Statement of the Problem

What kind oftransformational associations a specific set of linguistioovado source
and target text readers have and what is the roteéeotranslation in target readers’
transformational association®f linguistic nova containing the entire molecular

structure of the feminist speculative novel?
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Test Instruments

| used a qualitative test that consists of opettedrguestions. My choice of open-ended
questions rather than Likert type rating questimas a result of my desire to provide
“descriptive” accounts of readers’ responses tedoyunding devices. In addition,

open-ended questions were also easier to analyseasgpect to statistical data.

Procedures of Data Collection

To collect the data, | used convenience samplingoAvenience sample is one of the
main types of non-probability sampling methods.okhwenience sample is made up of
people who are easy to reach. Convenience sampdssdabor-intensive, but it does
not necessarily make it a bad way to select a sampl
In convenience sampling, the researcher generalbcts participants on the
basis of proximity, ease-of-access, and willingndss participate (i,e,
convenience). (...) Although this method of setegta sample is less labor-
intensive than selecting a random or representasmmple, that does not
necessarily make it a bad way to select a sanifpiey convenience sample does
not differ from my population of interest ways that influence the outcome of
the studythen it is a perfectly acceptable method of s#lgca sample (Urdan
2005, p. 3).
I chose my convenience sample from readers whantedued to take part in my literary
reading experiment. Like an ethnographer, | keptosing my subjects until new
additions to the sample no longer provided inforarathat differs from that gathered
from other subjects previously selected in the damp
Where convenience sampling, quota sampling, or bahwampling are used in
connection with projects where representativenasssappropriate, the only

safeguard is to follow the practice of ethnographkeep selecting subjects until
new additions to the sample are no longer providirigrmation that differs
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from that gathered from other subjects previousijeded in the sample
(Buddenbaum & Novak, 2001, p. 81).

My English speaking subjects consist of UniversifyOttawa students, members of
http://www.readliterature.com web site and memlzdrbook clubs | reached through
the Facebook social networking site. As for my Tshksubjects, they consist of
Bogazici University students, members of http://wveadliterature.com web site and

members of book clubs | reached through the Fadebocal networking site.
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LITERARY READING TEST

Personal Information

1. Age:

2. Gender:

3. Nationality:

4. First language:

5. Area of study:

6. Have you ever taken a stylistics course?

7. Are you familiar with Foregrounding Theory? If yeghat do you know about
it?

8. Are you familiar with speculative fiction?
9. If yes, who are your favourite speculative fictiwriters?
10.Please explain briefly why you like or dislike r@aglspeculative fiction.

Objective

The objective of this test, which | am conductinighvm the framework of my PhD
thesis, is to gather some empirical data on liferaading. Thank you for your valuable
contribution. Nil Ozgelik

Task

Below you will find a plot synopsis and a text fnragnt from three different novels.
Please read these materials carefully at leasefwaicd then answer the questions.

Plot synopsis ofthe Handmaid’s Tal€1985)by Margaret Atwood

In the futuristic Republic of Gilead, women withabie ovaries, as they are called,
“handmaids” are assigned to a Commander for thegsas of reproduction. In this
society, infertile women who have been given atmmsiof command over handmaids

are called “aunts”. The most powerful of the Aumtant Lydia is in charge of a Center
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where women are re-educated as Handmaids who dwametthe right to communicate
verbally or in writing. They are trained to serve @eproduction machines. In the

following excerpt, one of the Handmaids, Offred esnters the words of Aunt Lydia.

ST1 (p.234)

The pen between my fingers is sensuous, alive @rhaan feel its power, the
power of the words it contains. Pen is Envy, Augtlia would say, quoting

another Center motto, warning us away from suclkaibj And they were right,

it is envy. Just holding it is envy. | envy the Qoander his pen. It's one more
thing | would like to steal.

Questions

Have you ever reaithe Handmaid’s Tale?

Do you recognize the foregrounded word play intéx fragment above? Yes or
No?

If yes, please write out this word play below arglain what it means to you.

How related is this word play to the plot synopsishe novel? Strongly related,
unrelated or slightly related?

Please explain.

Plot synopsis ofWVoman on the Edge of Tirtk976)by Marge Piercy

In the gender egalitarian society of Mattapoisatt2iL37, children are conceived in
laboratories through random selection of genetidbates and raised to viability in

artificial wombs. As members of communities diendem groups of three (male or
female) that are seldom romantically involved, setected to parent. Connie, the main
character of the novel who lives in present tinsealle to telepathically communicate
with Luciente from Mattapoisett. In the followingatbg, Connie asks Luciente some

guestions about the parenting system in Mattagoiset
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a. ST2 (p.74)

- Is your lover Bee their father? Or the other one?

- Father? Luciente raised her wrist, but Connie stdgper.

- Dad. Papa. You know. Male parent.

- Ah? No, not Bee or Jackrabbit. Comothers are seldaeet friends if we can
manage. So the child will not get caught in loveuniderstandings.

- Comothers?

- My coms(...)

Questions

Have you ever read/oman of the Edge of Tifhe

Do you recognize the foregrounded neologisms (wevds or existing words with a
new meaning) in the text fragment above? Yes or No?

If yes, please write out these neologisms belowexqdiain what they mean to you.

How related are these neologisms to the plot syaathe novel? Strongly related,
unrelated or slightly related?

Please explain.

Plot synopsis oFemale Man(1975)by Joanna Russ

Janet Evason is a traveler from the futuristic fiemtilbminated society of Whileaway to
the Earth, which she describes critically from Ipeint of view. She is sometimes
accompanied by Joanna, the feminist narrator ofnibneel. The following fragment

consists of the observations of Joanna on diffenerhen they meet at the party she

attends with Janet Evason.

ST3 (p.34)

I knew most of the women there: Sposissa, threedidivorced, Eglantissa, who thinks
only of clothes; Aphrodissa, who cannot keep hezsegpen because of her false
eyelashes; Clarissa, who will commit suicide; Lesa, whose strained forehead shows
that she’s making more money than her husband,gexge a game of ain’t-it-awful
with Lamentissa; Travailissa, who usually only wagrkut who is now sitting very still
on the couch so that her smile will not spoil; a@dighty Saccharissa who is playing a
round of His Little Girl across the bar with theshoSaccharissa is forty-five. So is
Amicissa, the Good Sport. | looked for Ludicrisbat she is too plain to be invited to a
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party like this, and of course we never invite Antggsa, for obvious reasons. (...)
(Where is Domicissa, who never opens her mouthuinlig? And Dulcisissa, whose
standard line, “Oh, you're so wonderful!” is misgifrom the air tonight?)

Questions

1. Have you ever reademale Maf
2. Do you recognize the instances of word play intéx¢ fragment above?

3. If yes, please write out all instances of word gt@ow and explain what they
mean to you.

4. How related are these instances of word play telbesynopsis of the novel?
Strongly related, unrelated or slightly related?

5. Please explain.
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OKURUN EDEBYAT METNINE YANITI: ANKET

Kisisel Bilgi

1.

2.

9.

Yas:

Cinsiyet:

Yasadginiz sehir:

Ana dil:

Bildi giniz diller ve dizeyleri:
Mezun old@gunuz bolim:

Stilistik (stylistics) ya da soylem ¢c6zimlemesis@urse analysis) tarzi bir ders
aldiniz m1?

Onceleme Kurami (Foregrounding Theory) hakkindgimit var mi? Varsa,
lutfen aciklayiniz.

Spekilatif kurgu (speculative fiction) hakkindagliz var mi?

10.Yanitiniz evetse, hangi spekulatif kurgu yazarlaoskudunuz?

11.Latfen spekulatif kurguyu neden segmhizi ya da sevmedinizi aciklayiniz.

Amag

Doktora tezim c¢ercevesinde yur(gtim bu testin amaci, yazinsal yapitlara okurlarin
verdigi yanitlari aratirmaktir. Deerli yanitlarinizla argirmama katkida bulungunuz
icin cok tesekkur ederim. Nil Ozgelik

Testi nasil yanitlayacaksiniz?

Asagida g farkli edebiyat metnine ait birer konu 0xetiokuma parcasi bulacaksiniz.
Lutfen bu bolumleri en az 2 kez dikkatlice okuysjze yoneltilen sorulara acik ve
ayrintili bir bicimde yanit veriniz.
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Konu Ozeti: Damizlik Kizin Oykisu (Margaret Atwood)

Gelecekteki Gilead Cumhuriyeti'nde, glogan nitelikteki kadinlar “damizlik kiz”
olarak  adlandiriimakta ve  komutanlara  c¢ocuk guwtmmak  vazifesiyle
gorevlendirilmektedir. Kadinlarin salt reme améiullanildiklari ve s6zIi ya da
yazili tum iletsim olanaklarindan mahrum birakildiklari bu toplumdogurgan
nitelikte olmayan kadinlar “teyze” olarak adlanbmakta ve damizlik kizlan idare
etmekle gorevilendiriimektedirler. s@gidaki pasajda, damizlik kiz Offred, Lydia

Teyze’'nin sozlerini hatirlamaktadir:
EM1 (s.214)

Parmaklarimin arasindaki kalem duyusal, neredegsd, cgiiciini hissedebiliyorum,
icerdigi sOzcuklerin gucind. Kalem kiskangliktir, derdydia Teyze, Merkez'in bir
baska sloganini alintilayarak, bu tur nesnelerden uhiaknamiz icin bizi uyararak. Ve
hakliydilar, kiskanclk bu. Sadece onu elde tutrngd, kiskanclk. ( (5) Komutandan
kalemini kiskaniyorum. (6) Calmak istgan bir sey daha. (214)

Sorular

Damizlik Kizin Oykiskiaslikli romani daha 6nce okudunuz?nu

Yukaridaki pasajda on plana ¢ikan herhangi bir 8oyunu var mi? Evet ya da hayir?

Yanitiniz evetse, lutfen bu s6zcik oyunun ne gldee sizin igin ne anlam ifade éiti
yaziniz.

Bu s6zcik oyunu, romanin yukarida 6zet olarak eerfdonusuyla ne derece
baglantilidir? Oldukga bdantili, balantisiz, az bgantil.

Lutfen bir dnceki soruda vergniz yaniti agiklayiniz.
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Konu Ozeti: Zamanin Kiyisindaki Kadin (Marge Pigrcy

Cinsiyet rolleri acisindans#likci bir toplum olan, 2137 yilindaki Mattapoisete,
cocuklar genetik Ozelliklerin rastgele secimine alayolarak laboratuvarlarda
tasarlanmakta ve yapay rahimlerde buylylp dunyagianektedirler. Mattapoisett
toplumunun dyelerden dlenler olglinda, yerlerine, kadin ya da erkeklerdensafu
uclu gruplar, rastgele secilerek, gdm cocuklara ebeveynlik yapmak Uzere
atanmaktadirlar. Ebeveynlik vazifesiyle gorevleielr bu kkiler cok ender olarak
birbirleriyle gondl ilgkisi icinde bulunurlar. Romanin, gunumizde sapan
baskahramani Connie, Mattapoisett'ten Luciente ilepekik iletsim kurma yetengine
sahiptir. Asagidaki pasajda, Connie Luciente’ye Mattapoisett'teteveynlik sistemi ile

ilgili sorular yoneltmektedir.
EM2 (s.72)

- Sevgilin Bee mi babalari? Yoksazdri mi?

- Baba? Luciente bifgni kaldirdi ama Connie onu durdurdu?

- Baba. Bilirsin. Erkek ebeveyn.

- Ah? Hayir, Bee ya da Jackrabbit gde Ortaklar cok nadiren vyatak
arkadalarimizdan olur, genellikle gddirler. Bdylece c¢ocuk gk
anlaamazliklarindan etkilenmemblur.

- Ortaklar?

- Diger anneler (...)

Sorular

Zamanin Kiyisindaki Kadiosslikli romani okudunuz mu?

Yukaridaki pasajda on plana ¢ikan, yeni Uretilga da yeni bir anlam yiklengi
sozcukler var mi? Evet ya da hayir?

Yanitiniz evetse, lutfen yeni Uretilgnya da yeni bir anlam yiklengoldugunu
dUsindi{glintz sbzcukleri ve sizin i¢in ne anlam ifade edtikdi yaziniz.

Yeni Uretilmg ya da yeni anlam yiklengolan bu s6zcukler, romanin yukarida 6zet

olarak verilen konusuyla ne dereceglaatili? Oldukca bglantili, balantisiz, az
baglantili.
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Lutfen bir dnceki soruda vergniz yaniti aciklayiniz.
Konu Ozeti: D§i Adam (Joanna Russ)

Janet Evason, kadinlarin egemen gidugelecekteki Hgrakit toplumundan dinyaya
gelmis bir gezgindir ve dinyada yadiklarini kendi gozuyle, eierel bir bicimde

irdelemektedir. Janet Evason’a, diinyadaki bu seiade, kimi zaman feminist roman
yazarl Joannaskk etmektedir. Aagidaki pasaj, Joanna’nin Janet Evason ile kauldi

bir partideki ¢eitli kadinlara yonelik gbzlemine dayanmaktadir.
EMS3 (s.40-41)

Oradaki kadinlarin ggunu taniyordum: Sposissa, U¢ kezdoadi; Eglantissa, akli fikri
giyim kusamdadir; Aphrodissa, takma kirpiklerinden dolayzlgéini acik tutamaz;
Clarissa, intihar edecek; Lucrissa, alnindakiskihklara bakilirsa kocasindan daha ¢ok
kazaniyor; Walilissa, Lamentissa ile ne-kadmem¢ oyunu oynuyor; Travaillissa,
genelde tek yapil calsmaktir, ama simdi sakin sakin kanepede oturuyorné&denle
gulumsemesi rahatsiz etmez ve yaramaz Sacchaggsaahibiyle barin arkasindan
Benim Kiigiik Sevgilim oyununun bir raundunu oynuy®accharissa kirk besindii
Spor Amicissa da. Gozlerim Ludicrissa’yi aradi,dakdyle bir partiye garilmak icin
fazla sade biri o ve elbette Amphibissa'yi da agk&irmayiz, herkesin bilgi
nedenlerle. (...) Toplum icinde asla ¢enesini a@nadyomicissa nerede? Ya o standart
“Oh, ne muhtgemsin!” cumlesiyle bu gece ortamda tuhaf kakilde eksiklgini
hissettiren Dulcississa nerede?)

Sorular

Disi Adambaslikli romani daha 6énce okudunuz mu?

Yukaridaki pasajda 6n plana ¢ikan s6zcik oyunkarmm? Evet ya da hayir?

Yanitiniz evetse, litfen bu s6zcuk oyunlarinin lgeigunu ve sizin igin ne anlam ifade
ettiklerini yaziniz.

Bu s6zcuk oyunlari, romanin yukarida 6zet olaraese konusuyla ne derece
baglantili? Oldukc¢a bglantili, balantisiz, az bgantil.

Lutfen bir dnceki soruda vergniz yaniti aciklayiniz.
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Turkish Readers’ Profile

32 participants took part in the reading experimeasgnducted on Turkish readers. The

following are the participants’ profile information

1. Average age

Participants consist of quite a young group of eeadvhose average age is 29, ranging
from 18 to 52.

2. Sex

| conducted my experiment on the same number ofandnvomen: 16 male, 16

female participants.
3. City of Residence

Participants are from ten different cities, mosttyoss Turkeyistanbul (20)jzmir (1),
Ankara (3), Balikesir (1), Konya (1), Gaziantep, (Eyzincan (1), Tripoli Libya (1),

Toronto (1), Ottawa (2).

Although most participants in my experimental graip university students from
Istanbul (Turkey), there are also some Turkish Cianachs well as a Turkish expatriate

in Libya who participated in the experiment.
4. First Language

All the participants have Turkish as their firstdmage.
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5. Language Skills

Language skills of the participants in my experitaégroup are highly developed. All
the participants speak English and more than tifeoh#he experimental group has an
advanced level of English. Apart from English, sopaticipants also speak other
European languages such as French, German, latdrSpanish. A few participants
speak languages such as Russian, Kurdish, LatiassCal Greek, and Ottoman

Turkish.

English Beginner (5), Intermediate (7), Upper intediate (3), Advanced (17); French
Intermediate (3), Advanced (1); German Beginnerlfitermediate (4), Advanced (1);
Italian Beginner (2), Intermediate (1); Spaniskeintediate (1); Russian Intermediate

(1); Kurdish Intermediate (1); Latin, Classical €&eOttoman Turkish Intermediate (1).

6. Area of Study

Participants come from a wide range of educatibaakgrounds such as:

High School (1), Civil Engineering (2), Geologid&ahgineering (1), Latin Language and
Literature (1), Social Sciences (1), Political sces and International Relations (4),
Psychology (2), Preschool Teaching (1), Chemistly Mathematics (1), Molecular,
Biology and Genetics (1), Business Administratidh), (Public Relations (2), Public
Administration (2), Economy (2), Mechanical Drawiflg, Translation and Interpreting
(1), English Language and Literature (1), Electrieagineering (1), Turkish Language

and Literature (1), Accounting (1)

With the exception of one participant who is a higthool student, all the other

participants are university graduates with divemsgucational backgrounds and

154



experiences. Like Turkish readers, English speakesglers to whom | applied this
experiment have different educational backgroun®. Thus, readers in both

experimental groups can be said to have almostahe level of education.

7. Have you ever taken a stylistics or discourse amalyourse?

Yes (1), No (31).

31 participants answered “no” to this question. Tmdy participant who answered
“yes” to this question was a student in translatimmd interpreting. Thus, most
participants in the experimental group consist rdri-professional” readers who have

no knowledge of stylistics or discourse analysis.

8. Are you familiar with Foregrounding Theory? If yeghat do you know about

it?

Yes (2), No (30).

Most of Turkish participants are not familiar wileregrounding Theory. The following

are the answers of the two participants who cometean Foregrounding Theory:

Alp E.

“Edebiyatin ne oldgunu belki de ne olmagni ortaya ¢ikarmaya caan ve
bununla ilgili farkli metod ve gereclerin kullanimniinceleyemeyi amaclayan bir

baks agis1.”

“A perspective that attempts to show what literatigror is not and examines

different methods and devices used for this purpose
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Although quite vague and incomplete, Ejderoglu’s\abdefinition of Foregrounding
Theory shows that he is aware of foregrounding seri@s of methods and devices used
to determine literary value of a text. The follogis another reader’'s definition of

foregrounding:

Oya K.

“One cikarma kurami. Belli bir konu tizerindegymlasip o konuyu 6n plana
ctkarma.”

“The theory that consists in focussing on and foyagding a given topic.”

As should be evident from the above definition,ikenlEjderoglu, Oya Kocak doesn’t
relate foregrounding to literature, but she rigtdahgues that foregrounding consists in
focussing on a given topic. Apart from these twadexs, the rest of my experimental
group has no idea about the Foregrounding Theorgt ttheoretically and

methodologically inspired my study.
9. Are you familiar with speculative fiction?
Yes (9), No (23).

Most of Turkish participants are not familiar wipeculative fiction. Even those who
assume they are have apparently different conaeptid speculative fiction. One of the
participants conceives of speculative fiction asaliarnate history, which is actually a

subgenre of speculative fiction:
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Alaattin T.
‘Metal Firtina™® gibi olsa gerek.. yad&atherland® tarzi bir alternetif evren
yaklasimi olabilir..”
“Metal Firtina (“Metal Storm”) or Fatherlandas a work of alternate universe
can be an example of speculative fiction.”

Most participants who claimed they were familiathvspeculative fiction tend to use

the termspeculative fictionnterchangeably witkci-fi:

Burak T.
“Bilimsel temellere dayanan ancak bu temelleri gigak evren hakkinda yeni bir
baks acisi getirmekeklinde 6zetleyebilirim.”
“A kind of fiction that has scientific foundationahich it goes beyond by offering

new perspectives.”
Nuran B.

“Bilimsel kurgu sanirim.”

“l guess, it means science fiction.”

15 Metal Firtina (Metal Storm) is a 2004 novel by Turkish writers Orkun Ucar aBdrak Turna. It
became an immediate bestseller in Turkey, with rsé\Vreundred thousand copies sold as of 2006. In the
novel, set in the year 2007, the United Statestdfifiinvades Turkey to gain control of its depositsn
important strategic resource, borax. After securihg principal cities in Turkey, the United States
attempts to re-enact the Treaty of Sévres by digidiurkey up between its historic rivals Greece and
Armenia. Turkey responds by forming a military atice with China, Russia and Germany. A Turkish
agent then steals an American nuclear bomb andaiet® it in Washington, D.C., killing millions of
people and forcing an end to the American invasion.

18 Fatherland is a bestselling 1992 thriller novel by the Enigligriter and journalist Robert Harris, which
doubles as a work of alternate history. The nosebased on the premise of a world in which Nazi
Germany was triumphant in World War Il.
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Oya K.

“Kuramsal ve hayal trtngeylerin bir arada kullanilmasi.”

“The use of the theoretical and imaginary together.

Dogukan

Eger spekulatif kurgu’dan kasit, & bir bilimkurgu tanimi ise, spekilatif
bilimkurgudur. Judith Merrillin bu terimisbyle aciklar: "Spekulatif kurgu
terimini, bir gercek durum keusinda geleneksel bilimsel yontemlerini(g6zlem,
varsayim, deney) kullanan, bildik olgular temelirmana digsel ya da yaratilngi
degisiklikler ekleyen, boylelikle icinde bullar velveya kKiler hakkindaki
tepkilerin ve algilarin ortaya kongu bir durumu tanimlamak icin kullaniyorum.

If what you mean by speculative fiction is a diffiet type of science fiction”, |

would say that speculative fiction is science @infi as described by Judith
Merrill as follows: “I use the term 'speculativectfon” here specifically to

describe the mode which makes use of the traditis@entific method'

(observation, hypothesis, experiment) to examinemeso postulated

approximation of reality, by introducing a givert & changes -- imaginary or
inventive -- into the common background of 'knowact$’, creating an
environment in which the responses and perceptbtise characters will reveal
something about the inventions, the charactersptir.

Although the reader named Dogukan defines spewalétition by citing Judith Merril

who popularised the use of the tespeculative fictionas an “experimental and

innovative” genre, apparently, like the other readée doesn’'t make any distinction

between speculative fiction and traditional sci-fiurkish readers’ definition of

speculative fiction is not without problem in ouontext. However, if we consider

specul

ative fiction as an umbrella term that encassps all the forms of science fiction

and fantasy, Turkish readers seem to have reaé qufew books that fall into the

category of speculative fiction.

10.

If yes, who are your favourite speculative fictioriters?
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The following is a list of twenty seven writers Kigh readers said they had read and

liked:

Orkun Ucar & Burak TurnaMetal Storm Series), Isaac Asimov, Ray Bradbury
(Fahrenehit 45), William Golding, George Orwell 1084, Plato, Thomas More,
Zecharia Sitchin, Anne Rice, Jean Christhophe Grahargaret Atwood, John Ronald
Reuel Tolkien, Jules Verne, Haldun Hurel, Melaneml Steve Rasnic Tem; Adam
Fawer, Frank Herbert, Stanislaw Lem, Arthur C. arPhilip Jose Farmer, Theodore
Sturgeon, H. G. Wells, Philip K. Dick, Kurt VonndguCormac McCarthy, Jose

Saramago.

The list above contains some fantasy writers likenJRonald Reuel Tolkien and
Jules Verne; some utopian writers like Plato andrmi&s More; some dystopian writers
like Ray Bradburyfahrenheitt 45}, George Orwell1984) and Margaret AtwoodThe
Handmaid’'s Tale some sci-fi writers like Isaac Asimov, Arthur Clarke, Theodore
Sturgeon, H. G. Wells, Philip K. Dick, Kurt Vonndguisome mystery and gothic fiction
writers like Jean Christophe Grange and Anne Rsmme post-apocalyptic fiction
writers like Cormac McCarthy; some horror fictiorriters like Melanie Tem, Steve
Rasnic Tem, Adam Fawer; some alternative historyeve like Orkun Ucar & Burak
Turna Metal StormSeries) and Zecharia Sitchin; and Jose Saramagjoeasriter of
Blindness,a magical realist masterpiece that displays alsmesalystopian and
allegorical aspects. The length and diversity @ tist shows that Turkish readers are
not totally indifferent towards the various formissgience fiction and fantasy. Turkish
readers also seem to show an interest in the bafaksw and emerging Turkish writers

like Orkun Ugar & Burak TurnaMetal StormSeries) and Haldun Hurel.
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11. Please explain briefly why you like or dislike r@aglspeculative fiction.
Turkish readers like speculative fiction for thddwing reasons:
Analysis of Different Alternatives
Alaattin T.

icinde yaadgimiz ¢g ve insanlk olarak ukigimiz medeniyet seviyesi ¢cok
onemli..ilerlememiz bugine kadar yaptiklarimiziayializ etmeyi ve bir sonraki
gelismeleri iyi tasarlamamizi gerektiriyor..bu ¢ok 6neralternatifleri anlamak
en iyi tercihleri daha iyi analiz etmemizi gwgyor.kolaylsstiriyor..tabii bu
alternatiflerin belirli yonlendirmeler icermesi venanipile etme amagclari
icermemesi gerekiyor. Bu agl&iginda etkisini ve alternatif evren
yaklasimindaki amagclari sifilamasini glouyor.. Bu ylzden iyi niyetli ve
dikkatli tasarlanmasi gerekiyor.Dislince egzersizi olarak tasarlanmali.. Ve
abartiimamali...

The century in which we now live and the point wavén reached in our
civilisation are very significant. Our future pregs is dependent on our ability
to analyse what we have done so far and on ourcitgp@ wisely consider
further steps to advance..This is really very intgat. To analyse different
alternatives can allow us to make the best de@siOf course, these alternatives
must be used for guidance rather than manipul@iivposes. These alternatives
can be effective if they are not based on the sawig/ations as the approaches
of alternate universe, but on some guiding priregpiThe alternatives must be
compassionately and carefully conceived and mubtitbo exaggerated..

End of Monotony and New Perspectives for Readers
Damla

“Seviyorum ¢unki bu tdr kitaplarin insanlari mondtdtan kurtarip cevredeki
bircok seye farkli gozlerle bakmasinigadigini déstiniyorum.”
“l like this genre because | think that this gemets readers out of the

monotony and allows them to look at things fromféecent perspective.”
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Infinite Liberty of Imagination

Alp E.

“Hayal guicunin zaferi ve tradejisini gostegidcin.”

“Because it shows the victory and tragedy of thagmation.”

Dogukan

“Bilimkurgu, siir sanati d¢ginda, sinirlarin olmagi, kisitlamalarin bulunmagh
tek edebiyat alanidir. Sadece gefgreagitmekle kalmazsiniz, ayrica $gir”
denen o muhtem yerde bulursunuz kendinizi. Burasi tamameskddair evren,
baska bir gezegen, Bka tirlerdir” (Theodore Sturgeon.) Evet bu tlriireemin
asil nedeni, bu turdeki yazarlarin genellikle enr mwrularla grasmayi
secmeleridir veya daha glw bir ifadeyle en zor sorulara en yaratici cevapla
vermeleridir. CUnkl gergekten de bilimkurgu yazarsmirsiz bir 6zgurlik alani
sunan bir daldir.

“Apart from poetry, science fiction is the onlyelary field with no limits and
restrictions. It does not just take you into théufa, but also into the terrific
world of the "other." This "other" world is a coneptly different universe,
planet and species” (Theodore Sturgeon.) Yesgason why | like this kind of
writing is that the writers of this genre have usuehosen to deal with the most
difficult questions or more precisely, they haveegi more creative answers to
the most difficult questions. Indeed, sci-fi is ange that offers the science
fiction author an infinite liberty.

Verisimilitude and Literary Taste

Nuran B.

“Gerceze yakin, hayal gucumizi iyi yonde canlandiriyorgrdgu ayirt
etmemizi sglyor, aydinlatiyor, hikaye tadinda ayni zamanda.”
“Speculative fiction creates verisimilitude, triggeur imagination, enables us

to distinguish realities, instructs us, and offities same taste as the tale.”
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Turkish readers dislike speculative fiction for folowing reasons:
Higher degree of verisimilitude
Burak T.

“Ozel olarak bir hayranim olmamakla beraber her bilimkurgu tiriine olan
ilgimden 6tdrd bu tire de yakinim. Anlatilanlaniakalirli gi diger bilimkurgu
tirlerine gore daha fazla ve bu ylizden biraz dabsafeli duruyoruminsanin

dussel evreni bu dinyayi daraal ¢uinki biz evrende hichjeyiz.”

Although | am not a big fan of speculative fictidnam interested in all the
subgenres of sci-fi, including speculative fictidgtowever, I'm kind of distant

towards speculative fiction since speculative dictihas a higher degree of
verisimilitude compared to other subgenres of sci-think that the human

imagination should also go beyond the real worlcblbse we are nothing on this
universe.

Lower Degree of Verisimilitude and Futuristic Wasld
Lale E.

“Diger kurgu tarzlarina gore daha az seviyorum. GUndeizya gecngie
kurulmus hikayeler beni daha cok cezbediyor clinkl olabiiitkanitlanmg. Ne
kadar inanma ihtimalim ylksekse, o kadar ¢cok zémjoaum.”

“I love speculative fiction less than other typdgiction. | am more attracted by
stories that are based on the past and the présealuse they have truly

happened. | take more pleasure reading a truer@imilar story.”
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Mental Confusion Due to the Lack of Logical Confaym

OyaK.
“Sevmiyorum. Cunkd bilim kurgu ve hayal tUrinu bnaga getirip birseyler
uyduruldgunda mantik gina c¢ikildgini  dstinGyorum bu da insani
disindurmekten ¢ok geriyor ve yoruyor. Ortada kaldiaase kargmig akillar

ve acabalar, icinden c¢ikilmayan sorular birakiyor...

“l do not like speculative fiction because scieficion and imaginary worlds
are not compatible with logic and this is morentyrithan thought-provoking for

the reader who ends up with a confused mind asdoloinanswered questions.”

As can be inferred from the above statements, $hrkeaders in my experimental
group like speculative fiction for getting them aftthe monotony by offering them
alternative worlds as well as an infinite liberty immagination. Verisimilitude and
literary taste for speculative fiction is also amame reasons why readers like this
genre. However, while some readers like speculdisteon for its high degree of
verisimilitude, some readers dislike speculatividn for the same reason. Imaginary
elements in speculative fiction being attractivemtany readers, one of the readers in
my experimental group stated that she disliked Wpége fiction for imaginary
elements, which she thinks lead the reader to ataheonfusion due to the lack of

logical conformity.
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English speaking Readers’ Profile

1. Average Age: Participants’ average age is 35 rangihfrom to 60.

2. Gender: Male (14), F (17).

3. Nationality: USA (9), CA (19), British(2) Austrainl).

4. First language: American English (9), CanadianliEhg(19), British English
(2), Australian English (1)

5. Field of study: Commerce (1), sociology (2), Englisterature/Writing (5),
German (1), International Relations (1), Transhati¢t), Art History (1),
Political Science (1), Library and Information Swe (1), Philosophy (2), High
School (2), Business administration (1), Psychol{®y French (1), Music (1),
Law (1), Healthcare Administration (1), Anthropojo@.), Education (2).

6. Have you ever taken a stylistics course? No (265 ().

7. Are you familiar with Foregrounding Theory? Yesyds, what do you know

about it? Yes (5).

Compared to Turkish readers, English speaking readeEm to be more familiar with

Foregrounding Theory.

Alternative

“That it postulates that certain elements of a waaldse it to stand out, or reside

in the ‘foreground’ of our perception.”
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Anna Grace

“Yes. | believe it defines how poetry and poetinduage deviate from the
ordinary usage of language, which can in turn,caffiee comprehension of
poetic material.”

Desmond F.

“Yes. | know very little about it. | would surmigkat it consists of making

something obvious as opposed to making somethgsgrédevant.”

Lachlan W.

“Sort of, maybe- is it that poetic language differsome ways to the language

we use to communicate in? I'm not really familiathwit.”

Tia C.

“I have heard the term — | believe it means thaaaihor is giving background

information up front in literature, but not 100%rai

8. Are you familiar with speculative fiction? Yes (18b (13)

Compared to Turkish readers, English speaking readeEm to be more familiar with

speculative fiction.

9. If yes, who are your favourite speculative fictiwriters?

The following is the list of source text reade®rdurite speculative fiction writers:

Gore Vidal (Kalki), John Varley, George Orwell984, John Wyndham, Aldous

Huxley Brave New Worlgj Brave New World, J.R.R. Tolkien, Pierre Boul@arcia
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Marquez, Margaret Atwood, Joanna Russ, Marge Pi&ayette Haden Elgin, Ursula
K. LeGuin, John Brunner, Peter Carey, Cormac Md@arratchett, Pullman, J. K.
Rowling, Stephenie Meyer, Paul Park, Connie Willdene Wolfe John Crowley,
Arthur C. Clarke, Philip Jose Farmer, Ray Bradb(ifahrenheit 450, Lois Lowry,
Jeanne Duprau, Stephenie Meyer, Robert O’Brieni€hde Lint, Terry Pratchett,

Marian Zimmer Bradley.

The above list and the list of Turkish readers’diante speculative fiction writers
seem to have in common some writers like MargatetoaAd, Ray Bradbury, Arthur C
Clarke, Philip Jose Farmer, George Orwell, and R..R.olkien. Despite these few
commonalities, we will see further how source aarget text readers’ responses to the
same fragment of speculative fiction text can dieeas a result of various translation

strategies.

10.Please explain briefly why you like or dislike re@agispeculative fiction.

English speaking readers like speculative fictionthe following reasons:

A Better Understanding of Past, Current and FuBaeieties

Alternative

“I have always been attracted to stories abouptssible ways in which the end

of the world takes place, as well as those of @étieve worlds and societies.”

Anna Grace

“l enjoy them because they are imaginative and pondrrent and past societies

to create a new “world” in which their charactavg!”
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Andrew M.

“I like reading pretty much anything. But | thinkeculative fiction inspires you
to look around more at your own surroundings aatly¢hink about what’s

going on in your own world.”

Bradley L.

“l like the way in which certain examples of speatiyle fiction are able to

function as social commentary on current and hisabevents.”

Desmond F.

“l enjoy reading about different possibilities, igiaed environments, unusual

things, the course of history, utopia and dystdpia.

Jannah H.

“I like to stretch my mind's horizons to imagingenxding the range of the
possible, to explore alternative futures for thenan race, to look at familiar

issues from fresh points of view.”

Lachlan W.

“l find it interesting to read an author’s depictiof a world that is unlike the
world I'm already familiar with. That being saidhave never read any science
fiction or fantasy novels, but magical realismndiinteresting as the distinction
between what we consider reality is blurred wité itthagination of the author. |
am drawn dystopian/apocalyptic fiction as well, yet different reasons. In

novels such as 1984 or McCarthy's “The Road”, theative does not reflect

167



the norm we live in today, yet it seems plausibigt tve could one day exist in
such a state. It helps me to appreciate the pesibpects of society when I'm

pessimistic, and to remain politically and sociallgrt.”

Lucy N.

“It gives a different perspective on everything.”

Rachel C.

“l enjoy being transported to a new way of thinkedgout certain things. | feel
that speculative fiction allows the imagination $tretch and reshape our
concepts of everyday things. This kind of literatul believe, contributed

greatly to the advancement of technology, filmifigmecial effects, etc.”

Sterling T.

In the best speculative fiction, one is treatednanvolving story in a different
world, but the story reflects and illuminates owrld by isolating the elements
to be examined. That is, mainstream fiction (whi@iso enjoy) tends to lose
the theme in the quotidian, realistic details. Bpeculative fiction writer can
tailor his or her world to the themes to be examhine

Steven D.

Tia C.

“l read science fiction almost exclusively whendsnin my 20s and 30s, but
very little since. | enjoyed its unlimited possitids and the links to the physical

sciences which also interested me very much atithat”

“I like to read about what an alternative world htigpe like.”
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Tina J.

| use the term Fantasy Fiction for this genre, laad not heard of the term
speculative fiction before receiving this questiain@. | enjoy the imaginative
and intelligent structure within fantasy, whichoals an exploration of the
extremes of society, both good or bad (dependintpemeader’s perspective).
The emotional, political and sociological resultsoch extremes can easily be
related to our own society from these books, aedntige range of reading
evidenced by the authors (particularly Terry Pratphin their writings opens
new avenues of intellectual exploration.

Lisa H.

It was very prominent when | was growing up andlibeks were in the house.
It makes objective observations about society ao#ld at political movements,
etc, by disconnecting these trends from their sakcand historical contexts. By
putting them in different settings, the authorsvstibem to us from a different
perspective. We can then look at them from a dtgaand draw our own
conclusions, if we like; however, they are really iadirect form of political
commentary, which is mainly what I find interestiaigout it.

English speaking readers dislike speculative fictmr the following reasons:

The Complexity and Strangeness of the Fictional l&vor

Anna B.

“l do not like horror fiction at all, but | also di like too many science fiction
and fantasy works. When the worlds that the authdescribing are completely
different from the world that | know and when tHistional world is too
complex and too foreign to me, | am not too intev@ésn the work. | find it

unrealistic and irrelevant and therefore, | lodern@st in it.”

Christel K.

“l dislike, especially science fiction. | prefermething closer to home, even if

the commentary is supposed to be interpretativeowf present situation. |
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particularly disliked the feeling of reading the rdianaid’'s Tale, the
subservience of women, although in general | likargéret Attwood’s writing,

for example Cat's Eye, and others.”
The Problem of Literary Value
Christine Y.

“My son, age 11, reads it!!!”
Joffre R.

“I don't read much because it seems very littledheessal literary reputatioff.he

Handmaid's Talés the only one of these books I'd consider reatin
The target and source readers seem to like anikelispeculative fiction for pretty
much the same reasons. Those who like speculatittenf are obviously fascinated by
its infinite liberty of imagination and its abilitto make the reader think of the past,
current and future societies on the basis of atéra societies it depicts. Those who
dislike speculative fiction are mostly critical tife complexity and strangeness of its
fictional worlds. To the contrary of the targetdess who are mostly concerned by the
degree of verisimilitude of speculative fictiongtgource readers do not focus on the
issue of verisimilitude, they instead choose tawls this genre’s problem of literary

value.
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Evaluation of the Results of Literary Reading Test

The Handmaid’s Tale: “Pen is Envy”

The great majority of source text readers (25 regdmnsidered “Pen is Envy” is word
play. Since this word play was translated into Tahkiterally as “Kalem kiskancliktir”,
the target readers were not able to reconstruetrglitionships between the concepts of
pen penisandenvywithout semantic gaps. As one of the source resadeachel C.

clearly states:

Rachel C.

“Well, she (Margaret Atwood) ties the entire thitagether: Pen to power, pen

to envy and finally the Commander to the pen andtwihrepresents.”

Source readers had no difficulty in “tying the emtihing together”, and one reader was
able to give a detailed explanation of the tripartelationship between the concepts

pen penisandenvy

Desmond F.

If the narrator is being 1) de-educated: the petmasway to resist this process
and regain some humanity; 2) desexualized (turme@® i reproduction

machine): the pen is a sexual object, a phallic mnthat stirs desire 3)

disempowered: the pen, as man, is in control, saoting it, especially the

Commander’s, is to want power, status. Thereftwe,niotto is both a rule of
terror upheld by the Center against women andtarstnt of what women feel
as a result. It is deeply relevant to the plot.

On the other hand, Turkish readers were not abtégdhe entire thing together.” One
of the Turkish readers thought the word play igleworddamizlik 5 readers focussed
on phallic associations behind the waren 7 readers stated that the word play must

relate to the wordpenandenvy one reader mentioned strong emphasis on the word
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envyand the majority of readers (12 readers) reldtedatord play just to the wongen
and mentioned a number of concepts they thoughtvibrel pen could be associated
with:  “child, danger, liberty (commanders’ liberty) commanders’ verbal
communication, and prohibitions. Compared to tberce readers, the target readers
had a more partial and fragmented reception ofkéheconcepts in the excerpt under
study. Although some readers, by deconstructingtéixée fragment, came to explore
metaphorical/symbolic meanings behind some conciéfgsthe pen they could not
relate these “symbolic” meanings to the writeridistic experimentation. To my mind,
the following statement by one of the Turkish readafsin E. illustrates this point very

well:

Afsin E.

Hayir. Varsa bile anlamadimger ‘kalem’in fallik bir nesne olmasi kastediliyorsa
bu bir sézciik oyunu g bir fallik simge... “Catcher in the Ry&*ya da “ateten
gomlek™® sozciik oyunudur. Ben metinde bdyle bir sézcik aygdrmedim.
Kastedilen “teyze” ise burada sOzcik oyunuiklesdzcige baksa bir anlam
yukleme var.

No, even though there is a word play, | couldattagnize it. If you mean by word
play the pen that is a phallic symbol, it is notward play, but a phallic
symbol.“Catcher in the Rye” or “Shirt of Flame” & word play. | could not
recognize such instances of word play in the téxyou mean by word play
“aunt”, it is not a word play, but a word loadediwa new meaning.

As for how target readers came to explore metapaidsymbolic meanings behind
some concepts like thgen it is also through foregrounding devices like apétors and

parallelisms.

" The title of J. D Salinger'€atcher in the Ryé1951) is an allusion to Robert Burns’s poem “Cdmin
Thro’ The Rye’ , a poem that calls for self-respainbity without busybodies interfering. Through his
misinterpretation of this poem, the main charaofe$alinger’'s novel, Holden wants to “catch” angesa
children from growing up and possibly becoming phon

18 Atesten Gomlelby Halide Edip Adivar (1922; translated into EsbliasThe Daughter of Smyrnar

The Shirt of Flame
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» The use of the ontological metaphor of personiificat Some target readers

were defamiliarised when they the warenwas attributed a human quality.

Alp Ejderoglu

“Kalem kiskancliktir. Cansiz bir varlik tizerindersana mahsus bir durumu

ifade ediyor.”

“Pen is envy. It describes an object by attribuanguman sentiment to it.”

Onur O.

“Kalemin canli olmasi. Aslinda burada kalem insagindeki duygulari belirten
bir aractir ama arada atlama yapilip misyon dikaktme yiklenngtir sanki o

bireyden bgimsizmsgcasina.”

“Here, the pen is attributed an animate chara@tes.pen is actually a tool used
for writing on human feelings, but here the pems®o represent a power on its

own as if it's isolated from humans.”

Questionnaire

“Kalemin insana benzetilmesi.”

“The attribution of a human character to the pen.”

Questionnaire 3

“Kalemin canli olmasi, s6zcuk icermesi.

“The attribution of an animate character to the @ed the fact that the pen

contains words.”
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e The use of parallelisms: In the text fragment thas submitted to the
participants, the worgenoccurs three timewhile the wordenvyoccurs four

times. Another related concgmweroccurs twice.

In their capacity of defamiliarised target readd¢ngy can only identity the ontological
metaphor of personification and parallelisms asedovunding devices. When a
foregrounding device or novum is omitted in trahiela the target readers can reach
some meanings related to this “absent paradigmtdxmiphering other foregrounding
devices used in the same context, but they “miss’word play. While some meanings
intended by the “missing” word play can be decardad by the target readers who
critically analyse other foregrounding devices usethe same context, the creativity of
the word play is suppressed in translation becausenriters’ interrelated concepts
disappear with it.. An analogy is that of targeiders missing pieces that prevent them

from completing the puzzle.

Literal translation is one of the causes of thgmes in understanding. But we
can argue that the non-capitilization of the waksKanclik” can also be seen to play a
certain role in making the connection betwgxam and envyless obvious for Turkish
readers. The following statement by one of the amueaders, Jannah H. shows how
important capitalization might be in attractingdess’ attention on particular details in

a text:

Jannah H.

“The use of capitalization in the phrase makesréagling "Penis Envy" all the

more obvious.”
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Unlike target readers, almost all the source readesociated the word play with
Sigmund Freud’s psychoanalytic conceppehis envyas well as the writer’'s feminism
and her fictional characters’ relationship to feisnim. For example, the reader Lisa H.
made a “joke” by saying thapénis envys a bone of contention with every feminist”.
Another reader, Jim H. maintained: “It sounds I have a bit of a rebellious feminist
on our hands who is tired of being under someose’slcontrol.” The answers of
Turkish readers show that they were not able toeraky connections between the
psychoanalytic or even feminist dimensions of Maeg@twood’s fictional characters.
Just one of the target readers made a commenteopossibility of the writer being a

feminist by creating a linkage between the writgesnider and the novel’'s theme:

Atalay Y.

“Yazarin da adindan anlagim kadariyla yazar bir kadindir. Kadin bir yazar

neden hemcinslerini hikayesinde alt bir sinifa tatier. Yazar ya bir feminist

ya da bir militarist veya bu roman bir distopyatlir.

“As far as | understand from her name, the writeaiwoman. Why does a

female writer include women as a subclass in heelfoThe writer must be

either a feminist or a militarist, or this is a thygan novel.”
Apart from this one assumption about the femindsntity of the writer Margaret
Atwood, target readers made no other commentsefidtional characters’ relationship
to feminism. Source readers, on the other handhitedy had a better understanding of
feminist tones of some of Atwood’s female charatér the case of the source readers,
it was obvious that foregrounding devices functam textual indicators of fictional
characters and play a significant role in readeeseption of a writer's modes of

characterization. The translation of foregrounditeyices however can either help or
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hinder target readers’ perception of characteraitsr In our example, the literal
translation of the feminist word play seems to kinthrget readers’ perception of
characters’ feminism. Contrary to Turkish readetsovdid not comment on feminist
perspectives in the text fragment or the word plyirce readers made plenty of
comments not just on the author, but also on heradters’ personal traits and

ideology:

The following are some comments made by the sowgaders regarding the author’s

belief and intentions:

Carol B.

“Pen is Envy’ (1.2) is a play on "Penis Envy". hatmeans to me: The author
seems to be playing with psychological (Freudiaepties of women expressing
"penis envy", female jealousy of the male repromhecbrgan, turning it into a

trope for the male appropriation of other meanglitérary, epistolary, etc)

creation in the story, and women's jealousy of it.”

Alternative

“The word play is clearly intended to show the authbelief that there is a link

between the power of language as a tool for cordrad the power of gender.”

The following are some comments made by the sorgaders regarding the narrator

and the characters:

Desmond F.

The pen is a phallic symbol. The phrase “Pen isyEiws a split version of the term
“penis envy.” It has a double meaning; it is a “dieuentendre.” The narrator is
experiencing this feeling. It is conflated in tlerd sentence with sexual desire for the
Commander. There seems to be some contradictiorebetthe Center motto, which is
obviously sexual to the reader, and the intentafrthie Center (but | would need more
context to confirm that). There is definitely temsbetween the word play, the nature of
the story (reducing women to unfree, illiteratelssobjects), the descriptive language
used by the author and the reader's own, contemp@action to the text.
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Rachel C.

“l think that the word play is between the pen lgeandual sign of power and
envy to the narrator. She views the pen as adimdetaphor of the

Commander with his power that she envies.”

“It seems like the word play here is important teatvcould be a central
character (the feminist, who speaks in the firsspe), and likely the plot,

though the synopsis seems to be more backgrouncetianation.”

Christine Y.

“the characters appear to be highly schematizesl, types rather than

individuals, similar to Freud’'s male/female theor@”

From the comments given above, we see that with gbelance provided by

foregrounding devices, the source readers are roaessed on the ideology of the
author, the narrator and the characters. Giventtigfeminist novum is omitted in the

literal translation of the same text fragment infarkish (Pen is Envy- Kalem

kiskancliktir), it is understandable why Turkishaders are focussed on the global
meaning of the text rather than the ideology of théhor, the narrator and the
characters. This may also explain why target readmiswers are less detailed and
explanatory, and most importantly less uniform thlose of source readers. Target
readers’ capacity (22/30) to relate the word playthe plot synopsis of the novel is
relatively much lower than that of source read8@®31). This is obviously a result of

the literal translation and the non-capitalizatadrthe feminist novum (in our case, the
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word play), which has shifted target readers’ dgibento different aspects in the same

text fragment in such a way as to allow for a dityaf interpretations.

Women on the Edge of Tin@o-mothers

Twenty-eight target readers stated that they rasegnthe instances of neologism in
Women on the Edge of Timdowever, instead of focussing on the text fragimsix
readers seem to have focussed on the plot synopsiie novel since, as a response,
they chose to write about concepts related to ttegeness of the speculative world
mentioned in the plot synopsis of the novel andaimiut instances of neologism. The
following are some defamiliarising concepts thegéarreaders thought might be
considered as instances of neologism: artificialmip telepathic communication,
nomination of parents, to be charged in raisindgdcén, family and parents. They thus

“missed” the wordplay.

Avrtificial Womb

Dogukan

“Yapay Rahim Toplum vyapisinin dgsmesi dolayisiyla yeni d@n ihtiyaclar

ortadan kaldirdy icin genetik ile ilgili yiksek bir teknoloji Griin olduyzu izlenimi

birakiyor aklimda.”

“Artificial Womb: | conceive of artificial womb aa device designed due to the
needs rising from the change in social structuae. éfiminating the need for
mother womb, the concept of artificial womb makesthink it might be a high-

tech genetic product.”
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The same reader thought also that the concdptegathic communicatiooould be considered

a neologism.
Telepathic Communication

Dogukan

“Telepatik fletisim: Kisilerin s6z veya hareketlere ihtiya¢ durmadaryisandaki kii ile
dogrudan beyinden beyne bir ilgitn kurmasi yontemi gibi gérindd. Boyle bir metodun

iletisim verimliligini artirac&ini da dgunduartti.”

“Telepathic Communication: It appears to be a megthiocommunication from
one mind to another without recourse to any vealbdl gestural exchange. This
method also made me think that telepathic commtinit@an increase the

efficiency of the communication.”

Nomination and to be charged in raising children

Questionnaire 5

“atanmak” (ebeveyn olarak) —vazife icin gorevleiidiek,yollanmak.

“to be nominated to parent” — to be assigned withrhission of parenting.

Atalay Y.

“Ebeveyn sozcglinden atamalarin yapifgnin bahsedilmesiyle sanki bir

kurumdan s6zedilmesiyle yeni bir anlam kazandigtm?

“‘Nomination’ of people who will be parenting bgato mind that parenting is

conceived here as a kind of institution.”
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Questionnaire 10

“Cocuga bakmakla gorevli kiler.”

“People in charge of raising children.”

Family and Parents

Merve Y.
“Baba ve anne kelimelerine bana goére olan anlamiardsinda bir anlam
yuklenmk. Bu pasajda baba ve anneler sadece ebeveyn aéaréakmektedir.
Bana gore ise bir anne ve baba ancak birbirleemdgleri zaman cocuklarina

lyi sekilde yaklgip onu buyutebilirler. Bu metinde isgkaolmadgi halde ve
ustelik cocuklari da kendi 6z ¢ocuklari olmachalde bir Gglt kurulmgtur.”

“l think that the words “father” and “mother” arétributed new meanings. In
the passage above, fathers and mothers are justasegarents. From my
perspective, a mother and a father can raise thédren well only if they love
each other. In this text, a group of three assuthesrole of parents in the
absence of love and biological connection withareih.”

All these target readers were much focussed ostthageness of the speculative world
rather than the strangeness of the language. Guienrstated thaisk anlasmazliklari
(love misunderstandingspn be considered a neologism. Four readers dtaegatak
arkada (sweet friendl could be considered a neologism and most of ¢laelers (18
readers) stated that the wopartner could be considered a neologism. Those who
recognised the worgartneras a neologism stated that this concept is mearisgfce

the book deals with a new family structure andrpaghip system:

Lale E.
“Kitabin sosyal siteminde “ortak” kavrami ginumukihelen daha farkli. Kitap
bu ortak sitemini (¢ocuklara annelik-babalik yap8nkadin veya erkek

konusunu) anlatg icin bu s6zcgin ¢cok 6nemli oldgunu diglinuyorum.”
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“In the new social system depicted in the noveg toncept of “partner” is
different from its conventional usage. | think tHaartner” is a key concept
since the book deals with this partnership systangroup of three (men or

women) parenting children.”
Onur O.

“Kadinla erkek beraber olmamaktadir o yiizden bdylesi bir aile yapisina

yeni bir kelime uygulanmasi normal.”

“In this futuristic society, there is no sexualdrdourse between men and

women and it's normal to use a neologism to redehts new family structure.”

Genco G.

“Ortaklar kelimesi gunimizdeki ebeveyn kavraminarkii bir yansimasi.
Bugin kullanilan anlamiyla ortak kelimesi ebevegintok kapsamasa da hikaye

de Onerilen yeni aile kavrami ile yenidengluulmus olabilir.”

“The word partner is a different term referringtb@ concept of parent. Partner,
as it is used in the novel must be different frasmpresent-day usage because
today, the word partner is not used interchangeaiily the word parent. Thus,
the word parent can be reinvented according tongs concept of family
proposed in the novel.”

However, the original neologism was-mother.lt was translated into Turkish astak
(partner), and so some Turkish readers, logically, expresisism of this new concept
of family as a kind of business “partnership.” Thiys misinterpret the futuristic
“Mettapoisett” as an “insensitive” society, whighnot very compatible with the plot of
the novel. Although biological maternity does ngisein Mettapoisett, the concept of

maternity as a shared responsibility is still thénethe language of Mettapoisett and in
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the people who share the responsibility of raisthgdren and are calledo-mothers

regardless of their biological sex.

From my perspective, Turkish readers’ ethical judgets of the parenting
system in Mettapoisett depends to a great extentheruse of wordartner in the
Turkish translation that completely suppressedctirecept of maternity ancb-mother
from the world and language of Mettapoisett. Thaslevice that foregrounds “social
and technological revolution in motherhood” in $aurce text is transformed through
translation into another device that foregroundsrépting as a kind of business
partnership.” This change of foregrounding througinslation seems to have caused
some target readers not to be “empathically” inedlin the Other world depicted in the
text. One of the female target readers stateddhatfound the world of Mettapoisett
“egalitarian”. However, others criticize the *“ins#ivity” and “professionalism”

emphasized by the wonttak (partner).

A female reader, for example, draws attention te ‘tagalitarian” world of

Mettapoisett:

Nuran B.
“Esitlik¢i anlatim var. Kadin da gamayacak. Cocuklar yapay rahimde
labratuvarda gejecek.”
“There is an egalitarian conception of parentingil@en are not conceived in
women’s wombs, but laboratories.”
The following are some examples from responsesaers who are critical of the
“insensitivity” emphasized by the woanitak (partner that also evokes a kind of

“business partnership.”
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Baris B.

“ortaklar - cocuklari yegtirmeyi bir “meslek” olarak gérurseks ortaklari gibi,

aslinda var olan “ebeveyn” kavramina yakin, anaafjgdsuzlugu vurguluyor.”

“Partners- If we consider child-raising as a “ps#i®n”, partner sounds like a
business partner. It is close to the conventior@icept of parent, but it

emphasizes insensitivity.”
Murat A.

“Ortaklar: Cocuk sahibi olmanin ya da aile kurmaduygusalliktan ¢ikip

profesyonekirketlere dongttgiini ifade ediyor.”

“Partners: It is expressed that children and fararly not parts of our emotional

lives anymore because they turned into kinds ofgssional corporations.”

Nur M.

Yapilan uygulama aile kavramina yeni bir anlam yykk. Cekirdek aile tanimi
degisiyor. Ask, aile gibi kavramlari ¢cocuklardan ayiriyor. Cotarkbir eve
sonradan bakilmak Uzere alinan bir canli konumuokulsyor. Su anda
insanlarin evlerine bakmak Uzere aldiklari hayvanlga da bitkilerin yerini
cocuklar aliyor. Bunun da cocuklarigkave evlilik sorunlarindan gamsiz
olarak yetymeleri icin yapildgl savunuluyor.

The system of partnership changes the definitiorthef concept of nuclear
family and attributes it a new meaning by concegvahildren separately from
love and family. Children are represented as lioetgs that are brought home
to be taken care of so they seem to have replagsdapd plants modern people
take care of in their home. It is also maintairteat this system aims for children
not to be affected by love and marriage problemsevgrowing up.

The above statements show that the choice of thel waak in Turkish translation
caused some target readers to have less empattheféictional world of Mettapoisett.

We could thus argue that translation sometimesesetg reduce or suppress target
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readers’ empathy and sympathy with the languagecalidre of the Other represented

in the source text.

As Suzanne Keen (2007, p. 93) points out, therenawy elements that have
been supposed to contribute to readers’ empathyegfaunding devices (stylistic
distortion and parallelism) are among these elem@aifitecting readers’ empathetic
relationship with texts. Keen’s focal point beingafrative empathy” with fictional
characters in source texts, my focal point herghes recreation of an empathetic
experience through translation. It is obvious that wordortak defamiliarised Turkish

readers, but not in the same way the wardnotherdefamiliarised the source readers.

While eighteen target readers considered the \warther a neologism, all the
source readers (31 readers) stated cbanothersandcomsareinstances of neologism
and the great majority of these source readersf¢@@) this neologism strongly related
to the plot synopsis of the novel. Compared totéinget readers, the source readers had
a higher ability to recognise instances of neologithirteen source readers stated that
the wordsweet friendcan be considered a neologism, sevensource residees that
the wordlove misunderstandingsan be considered a neologism; and three source
readers stated that charactonyms like “Lucientd3ee” and “Jackrabbit” can be
considered neologisms. We will focus here on tleepgon of the worado-motheras
the main foregrounding device in the text fragmedbone of the source readers
mentioned “insensitivity” in the futuristic worldf dettapoisett. The use of the word
co-motherin the text fragment obviously caused them to hewae empathy for
Mettapoisett’'s new parenting system that turns tradiood” into a “collective”

responsibility.
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In the light of the wordco-mothey some readers like Bradley Leonard

considered Mettapoisett's new parenting systentessf work”:

Bradley L.

“Comothers: members of a team assigned to raibdd’c

Some readers like Anna B. suggested that this pdbreetends motherly instinct to

males:

Anna B.

Comothers/Coms = parents. It is an interestingog®i because it implies that
both male and female can be mothers. This esdgntah imply that both male

and female can have the motherly instinct and perfthe role of a nurturing

parent (most often linked to the role of the motheegardless of sex and
gender. (...)"

Some readers like Christine Y. drew attention tender egalitarian” character of

Mettapoisett’'s new parenting system:

Christine Y.

“The whole parenting system has been reworked,aaeajly to create gender
equality, so that comothers play key roles andbtbkgical father is not

necessarily involved in parenting.”

Some readers like Jannah H. perceived the wo+thotheras Mettapoisett’s reversal of

“patriarchy”:

Jannah H.

Fatherhood is obsolete. That would be one wayk®e dawn the patriarchy
which literally means rule by fathers. The word th@" may not be entirely
obsolete, but it survives in the word "comother'iahhalso reflects the new
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social development of collective parenting havieglaced individual biological
parenting.

Most readers grasped the centrality of the conaffto-mother” that is loaded with

new meaning in Mettapoisett.

Joffre R.

“comothers... It seems, since Luciente doesn'tgeize the term father, that all
parents in Mattapoisette are called mothers. Germerhaps another, playing

off of moms.”

Lucy N.

“Comother: someone who is a joint mother with soneeelse.”

Marie T.

“Comother. Not just one mother but various thatmeotogether. Shared power
and responsibility not directly related to a tramhal mother-child bond. No

initial 9-month bonding in womb.”

Source readers also related the concepbehotherto Mettapoisett’s “ideology”.

Christel K.

“They seem to be key concepts in the society’sl@poand its mechanism of

bringing up children.”

One of the source readers considered the use affidhd:co-motheras indicative of a

complete “revolution” in the parenting system:
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Lisa H.
“It reflects a complete revolution in the parentsygtem.”

Another source readers stated that the concepb-ofiotheremphasises “the complete
cultural divide between Connie and Luciente andvdagtention to the importance of
the writer’'s avoidance of the concept of “fathettiile depicting the parenting system in

Mettapoisett.”

Lucy N.

“Emphasises the complete cultural divide betweenn@and Luciente..
concept of fatherhood may be important theme okBd@omother” concept

avoids father.”

Most source readers grasped the centrality otdimeept of “co-mother” that is loaded
with a new meaning in Mettapoisett, and these msadbso focussed on the reasons
behind the writer's avoidance of the word “fathe€dbmpared to the target readers,
source readers were much more receptive of Metafis reversal of “patriarchy” and
the restructuring of a “gender egalitarian” syst&ome of them even considered “co-
motherhood” as “team work” and an extension of timeoly feeling.” There were also
some who stated that they found this new parensggtem “ideological” and
“revolutionary.” In sum, through the translation die word co-mother asrtak
(partner), Turkish readers missed an important feminist etspé a linguisticnovum
that emphasizes the reversal of patriarchy in thiece version of the futuristic society
of Mettapoisett and the restructuring of a “genégalitarian” system. They could not
see the centrality of the concept of “co-mother’focus on the reasons behind the
writer's avoidance of the word “father.” Insteadey saw the “insensitive” character of

this futuristic society and showed less empathyt new world..
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The Female Man

While the vast majority of the source readers (@&ders) were able to recognise the
instances of word play in the original text fragmeaimost half the target readers (14
readers) couldn’t recognise the instances of wdagl i the translated text fragment.
While all the source readers recognised characterggninstances of word play, just a
few target readers (5 readers) who have a certaimviedge of foreign languages or
were attentive to the repetition of the affix —isgahe end of each charactonym were

able to recognise the instances of word play asactanyms.

As a response to this question, 2 target readeoseclio comment on the
strangeness of the speculative world rather thamnoenting on the instances of word

play in the text fragment.

Strangeness of the Speculative World

Atalay Y.

“Kadinlarin egemen oldiw toplum: gitlik yok, feminizm: kadin erkekgli gi
“A female-dominated society: there is no equalityany real sense, it's based
on feminism, which is the equality of women and rhen

Nuran B.

“egemenlik kadina gecmif

“The women hold the power.”

Nine target readers focussed on the implied meaniehind the words used in the
description of the characters. They recognisednatamces of word play words and

sentences that refer to characters’ sexuality, agg personal attitudes.
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Sexuality

Questionnaire 1

“Evet. ‘Benim kucik sevgilim.” Cinsel bir birliktéd yasamak kastediyor
olabilir.”

Yes. ‘His Little Girl.” It can refer to sexual inteourse.”
Age

Questionnaire 4

“Saccharissa’ya yaramaz sifati yukletidde kucuk oldgunu diguinmigtim.

Ama 45 m§.”

“When I've read about Saccarissa who is descrilsethaghty, | thought she

might be young, but I've read further that she5s’' 4

Personal Attitudes

Alaattin T.

“Oh ne muhtgemsin ile ksgisel iliskilerindeki tavrina atif + herkesin bilgli
nedenlerle ile gecrstie yaptiklarina atif +kirklsende ile ygina atif boylelikle
hepsi anlam iceren sozler igeriyor.”

“Oh, you're so wonderful!”: reference to her interponal behaviour,” for
obvious reasons”: reference to her past behavithorsy-five: reference to her

age. Thus, all these words are meaningful.”

Two target readers were critical of the use of saoals, which they thought suppress
the fluency of the text fragment. Only five targeaders recognized that the instances

of word play are related to the charactonyms. Onthe readers who stated that the
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instances of word play consist of the repetitiorihaf affix —issa thought this was just a

formal device that reminded him of diminutive forosed to address a person:

Afsin E.

“Ki silere seslenme veya yakinlik belirtme eklerinindakaliplarinin roman

konusuyla ¢cok bgantili oldygunu sanmiyorum.”

“l don’t think diminutive forms used to addressexgon or to convey the degree
of familiarity with the addressed person might bécinrelated to the plot of the

novel.”

The other reader who recognised the meaningfulachamyms did not relate it to the

plot of the novel by saying that:

Lale E.

“Romanin geri kalan kimsini bilmegiim icin, bir tek verilen bolime ve kitabin
Ozetine bakinca bir ganti géremedim.”
“As | have no idea about the overall context of tioeel, | cannot relate this to

the novel just looking at the excerpt and summéoy.'p

Another reader who recognised the meaningful changms thought these

charactonyms reflect an outsider’s perspectiveuofpoesent day society:

Baris B.

“GUnumiuz toplumundaki kadinlar k& kisilik sablonlarina oturtuluyor. Dinya
disindan, kadinlarin egemen oflu bir gezegenden gelen g6zlemcinin

gozlemlerini yansitiyor.”
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“Women in our present day society are represerter@atypically. This reflects

the observations of an outsider who comes fromtaangilanet which is female-

dominated.”

Like this target reader, most of the source reatterk that these charactonyms that
stereotypically represent women in our present stagety cannot be compatible with

the feminist perspectives of the narrator Joanna:

Andre C.

“These word plays do not convey the existence oraastence of a female-
dominated society. They merely demonstrate thedstaiization of female

names. This could be the case in a male-dominaiadtyg.”
Sterling T.

“Joanna is apparently mocking the women presemarging them with their
traits. At least, | assume that's what she's doingon't know what that has to
do with a visitor from a female-dominated futurecisty. Such catty

characterizations do not seem particularly "fentirts me.”

Lucy N.

“The feminist narrator is putting all the womenariioxes signified by their

names..”

191



Emily J.

This excerpt does not demonstrate any overt feah@i@inance in society; there
are a few mentions of how some of the women makee mwney than their
husbands, but this (at least from today’s perspectdoes not indicate an
entirely female-dominant society. The fact thagréhare only women at the
party doesn’t indicate female dominance eithert jasnply segregation.
Furthermore, nothing that the narrator says isqdarly “feminist,” and finally,
the names of the women being indicative of therspealities is mysterious—it
is unclear if the women were given these as nickezaonce they had formed
their place in society, or if they were given nanaesl then grew to become
those personages (indicating that an exterior aghmfluenced their social
development and thus dominated them in some formgrhaps with more
context, the excerpt would more strongly refleet $ignopsis.

Desmond F.

The narrator is a feminist while the alien is a &srsupremacist. The alien is
critical of Earth; the narrator is defending Earttet in this passage, and with
the word play, it appears that the narrator is dgp@iery critical of the women at
the party. This is a contradiction. The implicatisrihat perhaps the views of the
feminist are changing as they travel from EarthMioileaway and back. Perhaps
the female-dominated society is not so convincimghe feminist. Or perhaps
she is just as critical of Earth as the alien ig. ®vn idea that somehow the
feminist human would defend Earth’s women, if nattE's society, is probably
influencing this analysis. It may be totally comsig with the characters in the
novel that this criticism through word play is oooog. | just do not think it
would be consistent with feminist theory.

Although the above source readers think that cha@mgtms used in the text fragment
cannot be compatible with the feminist perspectiokthe narrator, there is no doubt
that charactonyms here play a major role for makivegreaders think of the coherence
of the various discourse structures in the novdlthese statements above give us an
idea of the discussion value of foregrounding dewicSince Turkish readers do not
have access to the meaning of these charactonigeyscannot discuss the coherence of
the various discourse structures in the novelhassburce readers do. Probably, as a
result of the incompatibility of charactonyms withe feminist perspectives of the

narrator and the complexity of the discourse stmas, some source readers (6 readers)
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found the perspectives in this text fragment difiti¢co analyse and stated that they need
more contextual information to comment on it:

Jannah H.

It's hard to say because | haven't read more ti@bdginning of this novel so
far. The plot synopsis given here doesn't provitugh information to relate
the character names to the plot. Unless this is 2atw-century social life with
its unfeminist conventions looks to a time travdétem the future where such
social conventions are obsolete?

Charactonyms puzzled the source readers by makiem tthink about the overall
context of the novel. With the exception of LalekiEmglu, who recognised
charactonyms in the text fragment, all other tang=iders stated they need more
contextual information to comment on these charagtes’ relationship to narrative
perspectives in the novel. Contrary to the souezglers only a few target readers felt
that this word play allowed them to comment on fteeiinist narrator’s critical

perspective on present day society:

Merve Y.

“Ozette romanin kgkahramaninin bir gezgin olgundan ve kiileri elestirel bir
baks acisiyla inceleginden bahsedilngtir. Pasajda da Bkahramanin bir
balodaki kadinlarin hayatlari hakkinda kisdticeler yer almgtir. Bu ditinceler
ise ¢aitli s6z oyunlariyla anlatim gtclendirilerek anlatistir.”

“In the plot synopsis, it is mentioned that the meharacter is a traveller who
sees the present world critically. In the excettpg, main character conveys her
impressions of people she meets at a party. Téorem her expression, the main

character uses various puns.”
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Nur M.

“Joanna da “ne kadagren¢ oyunu” nu oynuyor. Kendi feminist yaklialarini
arkadainin elatirel yaklasimlarina uydurarak ortami gdzlemliyor. Romanin
Ozetindeki kgili ge uygun bir tavir sergiliyor.”

“Joanna also plays “a game of ain't-it-awful”. Stigserves the setting from her
feminist perspective combined with her friend’stical approach. She displays

an attitude compatible with her character describdte plot synopsis.”

One of the male readers made a rather “marginatingent by distinguishing between
Joanna’s “egalitarian” feminism and Janet’s fenddelinant society, which he thinks

suppresses gender equality:

Atalay Y.

Feminizm ve kadinlarin Ustur@int savunmak ayni kavramlar gidir.
Joanna’nin katilgy partide yapgii yorumlar kadinlarin Ggnmedgi yonlerini
elestirerek onlar gagilamaktadir. Kocasindan daha cok para kazanan kadin
hakkindaki yorum onurgrencligi seklindedir. Maddi yonden gicli cinsler kar
cinsten Ustundur. (capitalist sistemlerde bdylediganna gtli gi bozdwu icin
hemcinsini agagilayarak @itligi savunmaktadir aslinda. Ve Joanna’nin
savundgu feminism de gtlik¢i feminizmdir. Ve romanda; gtli gin olmadgi
kadinlarin egemen ol@gu bir toplumdan gelen janet ilesit gi savunan
joannanin burada kalastiriimasi ve kagtirilmamasi gerekmektedir.

“Feminism and the vindication of women’s superiphtve to be distinguished
from one another. In the novel, Joanna makes irantt critical comments on
the aspects she didn'’t like in the women she m#teaparty. By her comments
about the woman who makes more money than her hdslshe attempts to
show how disgusting this type of woman is. In caEt systems, the one who
makes more money is superior to the other. By diggahe woman who makes
more money than her husband, Joanna, defends,timyogender equality.
Thus, Joanna’s feminism is an egalitarian feminiSo, we should be able to
distinguish between Janet coming from a non-egalita female-dominated
society and Joanna who defends gender equality.

Among source readers, no one distinguished betweanna’s “egalitarian” feminism

and Janet’s female-dominant society, as the alargettreader did. Most of the source
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readers (15 readers) were able to grasp the nésratdical perspective on our present

day society, which she expresses through the uskarhctonyms. The following are

some examples from the source readers’ responsdseamarrator’'s use of neologistic

charactonyms as a critical device:

Alternative

The author uses linguistic roots to suggest thezmen are meant to be the way
they behave as a matter of fate, subscribing toAtistotelian notion that ‘things
are what they are named.” She describes weaknasseksaracter from the
feminist’s perspective and develops names to glemstociate the character flaw
with the individual. It lacks subtlety, but is eftive. One doesn’'t need to be a
linguistics major to understand the purpose.

Bradley L.

“The fact that the name of each of the charactfiexs to that person’s defining
characteristic is an implicit criticism of contemmpoy society. It suggests that
these women are one-dimensional and that womerenergl, in the author’s

opinion, allow themselves to be defined by seveegiative characteristics.”

Carol B.

This novel is a critique of what life looks like dfarth, in the 1970s, when
women were beginning to espouse new gender rdiesnfpneymaker, etc) as
well as holding on to old ones (the homemakerntistress etc). The text shows
how women tend to fill one of these roles only and easily categorised. The
irony here is that women pigeonhole themselveseauth other in these various
roles, which happens in both layers of the stomcesithe extra-terrestrial
narrator is also female. Presumably, the narratitirthen compare this to a
world where women can be many things at once.

Sounds like the novel is probably critical of tlegmression which women often
experience in societies dominated by stupid, brasld, asshole males. These
names are rather telling as they come off rathercgly, in the context of the
potential criticism which would emanate from Jan@ounds like fantastic
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material with which she could criticize this pretpplarized society. These
women sound pretty poorly-off; emotionally, mentalind spiritually speaking.

More than the half of the source readers (16/3@hdocharactonyms strongly related to
the plot synopsis of the novel while just two (2/3@rget readers were able to relate

charactonyms to the plot synopsis of the novel.

The results of both questionnaires show that therceoreaders are highly
receptive of the role of charactonyms in charaz#tion and they tend to discuss these
charactonyms’ coherence with the narrative andr&nperspectives of the novel while
the target readers’ focus shifts to a range of rothpics such as characters’ age,
sexuality and personal traits. Most important, Tshikreaders who understand the
stereotyped charactonyms are still not able taudisthe coherence and compatibility of
the various layers of discourse in the novel. Tdrgdt readers thus focus on the micro-
textual details (like fluency of the text fragmethte use of some words in correct place
in the sentence, descriptive explanations of charsicpersonal traits etc.) and the
strangeness of the speculative world (a female-dami society) more than the
narrative structure that is rendered more comphgxhie author's use of a series of
charactonyms. Since charactonyms in the source dextused to emphasise the
differences of perspective between the feministatar, visitor and stereotyped women
in our present day society, they function as festimpva

All the responses above show what a significane rtle translation of
charactonyms can assume in the readers’ compreimenasid discussion of narrative
complexity and coherence of a feminist speculatee. Overall, the translation of
foregrounding devices is able to shape and tramsi@aders’ responses to feminist
speculative texts. On the other hand, how editodsteanslators of these texts respond

to these foregrounding devices is worth discussiegwell. Which factors underly
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editors’ and translators’ responses to foregroundievices? | will seek answers to this
question within the framework of a series of intews | realised with Turkish agents
involved in the editing and translation of femirggteculative fiction.

A Critical Analysis of the Discourses of Turkish &gs Involved in the Editing and
Translation of Feminist Speculative Fiction

Translation: A Secondary, Amateurish and Unprotessi Activity?

Throughout this thesis, | mentioned that foregrongds a device that can affect
readers’ responses to and aesthetic appreciatioliteoary texts. Foregrounding’'s
immense impact on literary reception has also lemephasised by some other scholars
like Willie Van Peer (1986) :
“On the one hand, the material presence of ceftaegrounding devices will
guide the reader in his interpretation and evabwmabf the text; on the other
hand, the reader will look for such devices toséathis aesthetic needs in
reading a literary text” (p. 20).
As Willie Van Peer (1986) points out above, foregrding plays a significant role in
guiding the reader in his interpretation. Howewehen it depends on translation, the
role of guiding the reader is assumed by a medittiertranslator who might sometimes
respond differently to foregrounding devices s/becpives in a text. In other terms, the
translator, by using, misusing and neglecting tbercse text's foregrounding can
sometimes create a totally or partially differemtefgrounding in the target language. At
this point, we can question the reasons why trémslanight respond differently to
foregrounding devices, and transform the source'steoregrounding in the target

language. | will seek answers to these questionddsing on the data | gathered
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through a series of interviews | conducted withKishr agents involved in the editing

and translation of the feminist speculative fictiomoks under consideration. The data
provided by these interviews will also help me saekwers for a number of related
questions inspired by John Clute’s distinction hestw “strangeness of the world” and

“strangeness of the mode of telling™:

For Turkish translators who do not have an eistiaddl tradition of speculative
fiction, could the novum be the strangeness ofvibdd more than the strangeness of
the mode of telling. What exactly was the novianthe Turkish translator? Can these
two nova(strangeness of the world and strangeness of thte rabtelling) be isolated
from each other? The interviews | conducted withnday Birkan (the editor of
Zamanin Kiyisindaki Kad)n Seving Altingeki¢ (the co-translator @famizlik Kizin
Oykisiy, and Cicek Oztek (the translator Biisi Adan) show that they all adopt

different approaches to strange worlds and modéallofg in these texts.

The editor ofZamanin Kiyisindaki Kadinmruncay Birkan considers the strangeness of

the world as a generic attribute of novels of tiie:

“The strangeness of the world is unavoidable in tloeels of this genre”

(Birkan, 2009).

However, through his preface to the Turkish tramsta of this novel, Birkan

emphasizes that this novel is also strange in tefrits language.

“By writing a preface to this novel, | wanted to gmasize that this novel is also

strange in terms of its language.” (Birkan, 2009).
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Tuncay Birkan’s above statement shows that as &orelde is aware of the importance
of distinguishing between the strangeness of thedwand the strangeness of the mode
of telling. Tuncay Birkan also adds that translatarust pay attention to the use of
estranging effects at correct places. Birkan’scgi@it suggestion consists in limiting the
use of estranging effects in translation to ther@muext author’s estranging devices

because a totally strange translation would notersagse to the reader:

“You can create an estrangement effect only if yramslate the other parts of
the book fluently. Otherwise, offering to the readdotally strange translation,
which you claim to be a literal translation of theurce text, is nothing but an

excuse for your linguistic incapability” (Birkan0Q9).

By basing on his own statements, we could sayThatay Birkan seems to be highly
attentive and sensitive to the translation of fopegding devices used in feminist
speculative texts. At this point, we could inveateggwhether the translator of the book,
Fuisun Tulek had the same awareness of foregroundi#vices, as did the editor,
Tuncay Birkan. When | tried to direct the same tjoaes towards Fusun Tulek, she

rejected my on-line interview request for the fallng reason:

“These kinds of questions have to be directed tdav#nose who have been full-

time working and earning a living as a professidreatslator.”

“Bu sorular profesyonel bir cevirmene sorulacakutt Cevirmenlik ginde tam
zamanl ¢akan, bunu sirekli yapan ve bundan ekmekazananlara yonelik

sorulariniz.”

To give a biographical/professional note on FlsuileH who made the above

statement, she is mainly a scholar of archaeoldgy & also involved in translation as
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an additional activity. Obviously, Tulek considéranslation not just an additional, but
also a “secondary” activity. Tulek’s rejection te imterviewed for the above-mentioned
reason inevitably prompts me to think of the negatimage of the profession of
translation as a secondary, amateurish and ungiofes activity. Since | think that any
translator, even those who are free-lancers arecteg to have some comments to
make on their own translation experience, | founigsun Tullek’'s avoiding any
comments on her translation of Marge Pierd¥sman on the Edge of Tirparticularly
interesting. Tulek could simply make some short emmts on the challenges of
translating such a linguistically experimental bpbkt she chose to stay silent instead.
On the other hand, the editor of the same bookcdymirkan had many words to say
on both the strangeness of the world and the streess of the mode of telling used in

the book and its Turkish translation.

For a further enquiry into the reasons behind difference of perspectives and
comments between the editor and the translatoneosame book, a set of interrelated
guestions would be asked: do Translators such aanFlitilek who do not consider
translation as a professional activity really hanahing to say on their translated
works? Is a microscopic look at a translation arahdlation-related problems just
possible only if you are professionally involvedthis activity, as put forth above by
Fusun Tulek? Given the editor, Tuncay Birkan’s iplgt and detailed comments on
Zamanin Kiyisindaki Kadinvould this silence on the part of the translatiisun
Tulek, be a consequence of a lack of an editostador collaboration or

communication?
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Editor-Translator Collaboration

At this point, | would like to discuss the exterd tvhich an editor-translator
collaboration was used in the context of the trainmhs | analyse within the framework
of this thesis. Interestingly, all the agents iweal in the editing and translation of the
feminist speculative books under consideration icowed that they cannot speak of an
editor-translator collaboration in their editingdatranslation process. The following is
Tuncay Birkan’s response to my question about wdrethn editor-translator
collaboration was used in the editing and transtaprocess oZamanin Kiyisindaki

Kadin:

Regarding the editor-translator collaboration, drieed about the uses of such
collaboration very lately. In the past, translatonere handed to publishing
house, and then edited and come out. | learned th@vworking method is
dysfunctional over the years. Then, | became amorediho began to call
translators to come to see what | have been doiitly their translations.
However, | haven't met the translator of this bodke editing of this book
cannot be said to be based on a collaborative waskone of the founders of
CEVBIR, as you know, in the following years, | saw timeportance of an
editor-translator collaboration, and | used it Kain, 2009).

Although Tuncay Birkan says that he further sawithportance of an editor-translator
collaboration, and used it, his above statementfiela that this kind of collaboration
was not used in the editing and translation proo¢Zamanin Kiyisindaki KadirNo
need to mention how problematic it would be for tiverall coherence of a translation
when the editor and the translator do not disdusspecific devices used in a translated
text. Although the translator and the editor cacuton the same devices foregrounded
in a text, each of them might propose differentugsohs to the translation of these
devices depending on his/her own understandindnerht However, a fruitful editor-

translator collaboration would help to maintain keecal consistency and uniformity of
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a translation by bridging the gaps between theogditand the translator’'s possible

differences of focus and emphasis.

As | have mentioned earlier, the other translatbithe books in my corpus also
confirmed the lack of contact with their editorshel co-translator oDamizlik Kizin
Oykiisij Seving Altingekic's following statement shows ttira 1990s, the concept of
“editorship” was still not established in Turkeydaat the time, some books, as in the

case oDamizlik Kizin Oykuisiivere published without having been edited:

“There was no intervention in our translation. Aadty, at the time, there was no

concept of “editorship.” We have not worked witheitor” (Altingekic, 2009).

The temporal delay in the development of the conog&feditorship” in Turkey, as has
been referred above by Seving Altingeki¢, may besclered to have a negative impact
on the quality of some translations, which wereligshied in that period. Although it is
not possible to argue that every editorial inteti@nends up improving the quality of a
text, a more thorough analysis of a corpus of ddaed non-edited translations could
help us better understand the role played by atoreni the publishing process. Like
Altingekic, another translator, Cicek Oztek stdtest she never physically encountered
the editor of her translatiomisi Adam Oztek also adds that she has no idea if her

translation underwent any editorial changes :

“I am not aware [whether my translation underwemy aditorial changes.] |
delivered my translation, just wishing it to be fpsibed whenever it may be. |
did not think of looking at possible changes mynsgtation might undergo”

(Oztek, 2009).
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Cicek Oztek’s communication with the editors of tuoks she translated previously is
not any better than this. For instance, the edifoKivette Bulunan GingegOsman
Yener calls her on the phone just once to giveupleoof tiny suggestions regarding her

usage of slang-like expressions:

Almost no changes have been made to the first tamk® | translated. For
instance,Klvette Bulunan Gilinchas been revised by the editor at the time,
Osman Yener, to whom | talked over the phone justeo In our phone
conversation, Yener told me that he made no coradtke changes | should take
a look, and he just changed a couple of vulgangslike expressions | used in
some parts by arguing that they would not be vesleived by Turkish reader, if
left unchanged (Oztek, 2009).

All the above statements show that at the time wthenbooks in my corpus were
translated, we cannot speak of collaboration, ngtahlack of communication between
editors and translators in Turkey. This situati@tessarily hinders the possibility of
creating effective collective solutions to the gesbs encountered in the translation of
feminist speculative books, which have been maitked linguistically experimental
language. In other terms, translators are depr¥ech editorial guidance while the only
editor, Tuncay Birkan is almost alone in his effdd transpose the book’s linguistically
estranging language into the target language. @Biypin the translation process of all
the books under consideration, there is no exchahgginions on how foregrounding
devices can be translated into the target langualfleough an editor is aware of the
importance of foregrounding devices, s/he also sitled help of a translator to refocus
on certain devices which might have slipped his/ugention. In today’s publishing
industry, translation is no longer considered afividual’s work, but a team work. It is
worth studying whether the Turkish publishing inlygenewed its working style by
keeping up with the current developments in thig@e However, it is for certain that

editor-translator communication in Turkey was pesbhtic for so long that this
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situation must definitively have a huge impact ooly on the quality of the translations
produced in this period, but also on readers’ resps to these texts. Editor-translator
collaboration becomes more important when one dh huf these sides are not
experienced enough to handle textual difficultiés. our case, all the feminist
speculative texts under consideration were traedleat an early stage of their

translators’ career.

The Role of the Level of Experience in Handling e Difficulties

The co-translator obamizlik Kizin OykisiBeving Altingekic states that this book is
the first translation experience for her as wellttas other co-translator of the book,
Ozcan Kabakgigu. As for the translator ddisi Adam Cicek Oztek, she states that this
is the third book she has translated. Oztek ad$atpout that The Female Maliffers
from the other two books she has translated bygosie more modern and unorthodox
one.” The editor oZzamanin Kiyisindaki Kadjiuncay Birkan states that although not
first, this book is the second or the third bookhlas edited. Although the translator of
the same book, Fusun Tulek did not directly answhes question, through a
bibliographical research, | found out that thathe second book she has translated.
Thus, obviously, none of these agents involvedhm translation and editing of the
feminist speculative texts under consideration, hakligh level of experience at the

moment they had to deal with many subtleties amdptexities inherent in these texts.

Although the exact correlation between the levedxgferience and the quality of
a translation requires further investigation anstitg; at this point, it would not be
unrealistic to argue that the lack of experienc&kendt tougher for the translator and

the editor to properly analyse and find creatiamstation solutions for specific textual
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features such as foregrounding devices. From mgppetive, a fruitful editor-translator
collaboration can help both editors and translatorapensate their lack of experience.
On the other hand, in the lack of both editor-ttatas collaboration and experience,
translators can be driven into solitude in theiuggle with the text and its language.
When translators find themselves in a situation re/iteey must take all the crucial
decisions in the translation process alone, theymainly focus their attention on a
particular set of textual devices, which they thimbuld affect the publishability of their
work. Most of the time, the translation of slanglabscene language seems to be of
primary importance to translators who are somehomcerned about the publishability
of their work and the possible censorship challsnipey might face. However, when
translators perceive slang and obscene languadkeamain foregrounding devices;

other foregrounding devices in the same text reskdpneglected.

Translators’ Main Focus: Slang, Obscene and Vulgaguage

The translators of the feminist speculative textt®m | interviewed state that they were
challenged by the slang and obscene language se theoks. Obviously, slang and
obscene language were perceived by these trarslasothe main problematic in the
translation of the feminist speculative books unctamsideration. In other terms, what
the translators retained from these books as the translation challenge was the usage
of slang and obscene language. Seving Altingekigesi¢éhe following comment on the

obscene language usedlihe Handmaid’s Tale

For instance, there were some obscene words ihablke. We reflected on how
to translate these words. We could not soften thesds in translation because
the author used them this way in her book. To beeblh we were a little bit
preoccupied when we thought this book can be censitlas an obscene
publication if someone realises all these words thel book has been published,
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as it is translated, without undergoing any editochanges and criticism
(Altingekic, 2009).

The above statement shows that Altingekic and theeroco-translator, Ozcan

Kabak¢iglu had to painstakingly think about how to translabscene language in the

book. Seving Altingekic also states that what she wmbt remember any other

linguistically estranging aspects in the novel @tt¢be usage of obscene language:
“l do not remember about the strangeness of thgukage, but while translating
obscenity, we tried to transpose the strangeneseedénguage” (Altingekic,
2009).

Like Seving Altingekic, Cicek Oztek also seemsdasider the usage of slang language

in The Female Mais the linguistically most interesting aspecthaf novel:
As for the slang part, since the editor Kifivette Bulunan Glnckas already
warned me about and intervened in the use of stangy translation, | thought
what | should do wittDisi Adam If | translated all these slang parts as “Oh,
shit!”, all the linguistic features of the book wdbe suppressed. Given that the
publisher of this book, Ayrintt has been publishumgderground literature, |
thought they would not hesitate to publish thislbewen if | translate all these
slang parts, and thus, | did not stop myself freamglating them. | thought |
could go over my translation if | was asked to eofsome expressions. But, to
be honest, | did not meet the editor, and afterpihiglication, | did not check
what has been changed in my translation (Oztek9200

Besides the usage of slang languag€ha Female ManCicek Oztek remembers about

a particular passage, which contains very vulgaguage:
“For example, there was a part, which had beentewitin capitals, and
contained very vulgar language. Since sentences @eppy, you had to guess
what might have been said in the rest of a sentdncemember | translated
these parts by either guessing or inventing thieafes sentence.” (Oztek, 2009).

The above statements show that the translatoremfnist speculative works under

consideration have focussed their attention mainlyhe foregrounding devices such as
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slang, obscene and vulgar language. Obviouslycadéxireativities such as puns and
neologisms did not attract the translators’ attmtias much as the just mentioned
devices did. In this case, we can speak of theends of a hierarchy of foregrounding
devices for the translators of feminist speculatesds. This hierarchical representation
of foregrounding devices in the translators’ mirsg®ms to have caused them not to
give sufficient attention to other foregroundingrdes, which may be at least of equal
importance to the novels’ ideology. For example,ewh asked Seving Altingekic
whether the abundance of the puns in the novelbghlihner attention, she could not
remember about it, and she just made some generaments on what kind of
strategies she uses today in translating puns. Whsked the same question to Cicek
Oztek, she made the following comment:

“I remember 1 literally translated some parts, dahdn, went over them and

changed them liberally because if | left them $@ytwould make no sense to

Turkish readers” (Oztek, 2009).
Cicek Oztek’s above comment is evidently too shamtj does not contain any clues on
her perception of the feminist or ideological cltéea of the puns in the novel. At this
point, we could ask what should be done to increaseslators’ awareness of a wide
range of foregrounding devices in a novel. From payspective, detailed research on
the book to be translated and its author would ieemely useful in every stage of
translation process (pre-translation, translateomj post-translation.) However, all the
editing and translating agents whom | interviewegzhkly told me that they have not
carried out detailed prior research on the femisstculative works they translated.

Both translators, Seving Altingekic and Cicek Oztagreed that the lack of
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technological and especially Internet-based rebeapportunities at the time was a big

disadvantage to them.

Difficulties of Research Due to the Lack of Teclogital Resources

The lack of technological opportunities at the timeobviously another factor, which

has complicated the translators’ interaction wité teminist speculative books’ content
and formal features. The editor Tuncay Birkan stdéibat he looked at what else Marge
Piercy had written, but he had not carried out tithel research on the book and its
author. As for Seving Altingekic, she draws attemtio the difficulties she and the other
co-translator experienced due to the lack of Irgebased research opportunities at the

time:

“At the time, we did not have such an opportunitiiere was no Internet. | do
not remember if we did research, but we had an enwdghe book in mind, and |

do not remember exactly how this image was shaf@thcekic, 2009).

The above statement shows that Seving Altincekeépgeises the role of a pre-
translation research in shaping translators’ imagele works to be translated. Besides
providing translators with an image of the souregt,tprior research can also give
translators a better understanding of the sourdeatghor and his/her literary style. For
example, when | asked Cicek Oztek if she would dg ehanges on her translation

today, she replied as follows:
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“l certainly would. | would still make some changesit if it was handed to me
after | started to work as an editor at Ayrintir Egample, today, | have the
opportunity to use Google. Is this writer Canadigii®ztek, 2009)
Cicek Oztek’s statement above shows that she hamniee more effective in research
through the development of web-based facilitieshsas the Google search engine.
Another striking part of the above statement ist fhatek’s question on the writer
Joanna Russ’s nationality. Quite surprisingly, €iGetek believed that Joanna Russ is
a Canadian writer. When | told her that Joanna Rsissn American writer, Oztek
herself drew attention to some problems, which inaye occurred in her translation
because of her insufficient knowledge of the autirat her literary style:
For example, this woman might have used such sfestte is from the state of
Arizona in the USA. However, | was unaware of b# possibilities of this kind
when | translated this book with an English-TurkRRdhouse Dictionary, an
English-English Webster Dictionary and a few enopgeledias at hand. When |
translate now, | use ten to fifteen encyclopaedias the most important; | read
hundreds of blogs and on-line forums on Google. &ones, an expression |
was searching for might be used by one of two yopegple who have been
chatting in an on-line forum and thus, | understauidt that expression means.
Briefly, | may have translatedisi Adama little bit literally (Oztek, 2009)
The above statement shows also how progressivejgkQDztek adapted herself to
rapidly changing and growing technologies, and hegamake optimum use of web-
based research facilities in her translation precas Oztek clearly states above, gone
are the times when translators used to consultdjagbnaries and encyclopaedias in the
translation process. Today, not just search engsued as Google, but also on-line
forums and blogs seem to be useful resourcesdoshators. No need to mention how
positively web-based research facilities might haféected the quality of later

translations. However, during the time when the ifésh speculative works under

consideration were translated, the editors andslasors of these books were deprived
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of the well-developed, technological resources, cwhiif they were used, would
contribute to improve the quality of these tranelad remarkably. For example, Internet
presents a diverse array of articles and essayherexical creativities used in the
feminist speculative works under consideration. réhis no doubt that editors and
translators who choose to carry out prior reseastdrf their translation project with a
tremendous asset, compared to those who do nareseirch in the translation process.
Although the editing and translating agents whoimtdrviewed were unaware of each
other’'s answers to my questions, | was able tcedissome convergent patterns among
their answers such as their lack of editor-translabllaboration, experience, multifocal
translation perspective, and web-based researabriyities. Another common trait in
the discourse of these editing and translating tagerthat they all relate the insufficient

reader attention to their work to external factors.

Some Possible External Factors

A Limited Reading Audience

The editor Tuncay Birkan draws attention to a diohwoy between readers of literature

and readers of political works:

“Readers of literature are not so interested apiain and political works while
readers of social sciences barely read literatut@nk that this dichotomy also

plays a role in the reception of these kinds ofldsd@Birkan, 2009).

Birkan’s statement shows that he plaZsnanin Kiyisindaki Kadimto a category
between “utopian novel” and “literary novel.” At @her point of our conversation,
Birkan states that he believes “the utopian sidthisf book escaped the eye of readers

of utopia.” Obviously, according to Tuncay Birkanis this utopian side, which would
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enlarge the book’s reading audience. Although tiopian side of this novel is really
very interesting, it is not the only neither theshdominant aspect of this book. This
book has a strong feminist perspective and langaageell. Although Tuncay Birkan
did not avoid considering the book “a totally femstrutopia”, he did not comment on
this feminist aspect’s possible negative or positivle on the reception. On the other
hand, Cicek Oztek states that this feminist aspleets not attract any attention in

Turkey:

Yes, | think that what has been called “women’srature” or “feminism” does
not attract any attention. In Turkey, there is aogét audience for this. For
instance, women have been reading novels copidoslgenturies, from the
inception of the novel. Although the biggest targetlience consists of women,
even women themselves do not read things that dmeildonsidered “women’s
literature”, and they do not want to read how thaye depicted in these books.
So, if you look at the list of best-sellers in fhast two hundred years, you see
that “women read, men write (Oztek, 2009).

Cicek Oztek first placedisi Adam into the category of “women’s literature” or
“feminist literature”, but then she corrected h#réy saying that it would be more

relevant to place this book into the category esHian literature.”

“Perhaps, this book may be placed into the categbtgsbian literature. | think
in Turkey, there are just a few hundred people fafiow gay/lesbian literature.

That is to say, this is a very limited readersKipztek, 2009).

In any case, Cicek Oztek believed that “feminigtti &lesbian” aspects dbisi Adam
were the major factors underlying the insufficiattention to this work. As for Seving
Altingekic , she draws attention to marketing aimdirtg issues as the major factors

which may have caused the insufficient attentioheotranslation
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Marketing and Timing of the Book

Seving Altingekic argues th@amizlik Kizin Oykusivas not promoted as much as

necessary:

| think at the time, the book was not promoted aslmas necessary. Actually, it
would be very fitting if this book was re-edited time period we live in today.

The other books of Margaret Atwood have also bemmstated and published by
different publishing houses in Turkey, but they diot attract much attention,
either. This book dated 1992, could mean much to tsday’s context. Thus, it

has to be re-edited in this period. We were nond¢jvin such a world in 1992,

but I think if this book is re-edited now, it detely becomes one of the best-
sellers in Turkey. Of course, the final decisiomiisto the publishers (Altingcekic

2009).

The above statement is very interesting sincesib @bntains some comments on the
book’s timing. Altingekic obviously thinks thaDamizlik Kizin Oykustif it was
published or re-edited todayould be more meaningful for Turkish readers. Altgb
she does not say it explicitly, Altingcekic seem$dtieve that this book would probably
attract more attention in a political climate matkey some concerns on women’s
liberties. Timing can really be important, but st gertainly not everything. From my
perspective, the political content ®he Handmaid’'s Talés strong and striking enough
to warrant attention in any period of time. In faitt wouldn’t be exaggerating to
considerThe Handmaid's Tale “timeless” book. As for Altingeki¢’s other argaent
on the lack of promotion, I could say that suchaegument cannot account for the lack
of Turkish readers’ interest in a book becauseit & known, just a few books and
authors are promoted extensively by the publisirefirkey. In other words, this book
cannot be said to be exposed to unfair competitidche market since almost any other
book gets the same treatment from the publishedpablished without promotion. All
the editing and translating agents drew attentioaxternal factors, which they thought,

might have caused the readers’ insufficient atbento their work. What about internal
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factors? Did these editing and translating agesadlyr love these feminist speculative

books they dealt with?

To Love or Not to Love: Is That the Question?

Editing and translation is not always a love affelowever, Tuncay Birkan states that

he editedThe Woman on the Edge of Timih a love:

“Yes, | did it with a love. Books to be translataad edited are generally handed
to us as jobs of work. So, we cannot always traeslaedit everything with the
same love and enthusiasm, but | remember | reailgd that one” (Birkan,

2009).

The above statement shows that most of the timigredand translators in Turkey are
not given the opportunity to select the books tgbklished, and the books are handed
to them as jobs of work. The case of the other thaoslators | interviewed does not
make an exception. Thus obviously, none of theaestators have translated the
feminist speculative works under considerationHsirtown choice. By an analogy, this
situation is similar to an “arranged marriage”, @icould still end up with falling in
love. When | asked Seving Altingekic how she fdibat this book, she replied as

follows:

“l liked this book because it concerns women. Tikia science fictional world,
which seemingly can be created in the real wotlés 50 easy to create such a
world in the real life. | think my ex-husband likdte book as well. While trying

to find a title, you are getting into the book seedly” (Altingekic, 2009).
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As should be evident from the above statement, Witaicekic liked in this book was
the choice of a theme concerning lives of womewelsas the book’s fictional world’s
vraisemblance. When translators are rather impdedse a speculative world’s
vraisemblance rather than its strangeness, it brisbugh for them to transpose to the
target language the book’s estranging aspects. aweéo love or to like a book, to
establish an active relationship with it, and teelep some positive attitudes towards it
is of course much better than feeling negative alboat book. When | interviewed
Cicek Oztek, | realised that she feels extremelgounfortable and resistant to the
lesbian content of the book she translated. O&elso courageous enough to confess
that she did not lov&he Female Maat all. The following is Oztek’s statement on why
she was not so impressed iye Female Man
I am not deeply impressed by this book. | do natember much about it now,
but when | was translating it, | thought the writeas very eccentric, lunatic and
marginal. Although | do not completely agree on éxestence of a category of
women’s literature, | think that if we had to makech a classification, this book
would be fitting into this category. So, this boektensively deals with the
status of women and womanhood. | remember thdgatdeals with lesbianism.
| am personally not deeply interested by this batken | later began to work
for Ayrinti, | saw that it was one of the worstlgg) boks (Oztek, 2009).
Cicek Oztek's above statement shows that she doehave empathy for the lesbian
aspects ofrhe Female ManAt another point of our conversation, Oztek gisints out
that “even women themselves do not read things dbald be considered “women’s
literature”, and they do not want to read how thegre depicted in these books.” All
these statements show that Cicek Oztek does rioalyrapprove the world depicted in
The Female Maibecause although female-dominant, it is finallgsbian world. Oztek
also admits that this novel was very different frtmose she has ever read. Although

she neither loved nor established a close reldtipnsith the book and its content, it is

obvious that Cigek Oztek was defamiliarised bylésbian aspects of the book. In other
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words, Oztek is well aware of the strangeness efwbrld depicted in the novel. All
these statements make me think that sometimedadtarssmay love a novel without
even realising what is strange in it while someepthanslators may dislike a novel, but
realise what is strange in it. For a further inigegion of the translators’ real perception
of the estranging aspects in the feminist spesdatovels under consideration, | asked
them what was really strange about the novel treystated: the depicted world, mode

of telling, or both?

What is Strange About It?

As | have already mentioned, Tuncay Birkan stdtes the strangeness of the world is
unavoidable in the novels of this genre, and bytimgia preface to this novel, he
wanted to emphasize that this novel is also strangegerms of its language. The
following is Seving Altingeki¢’s comment on theatgeness ofhe Handmaid'’s Tale

Not the linguistic aspects, but the plot was stearArtually, even the plot was
not too strange to me. Turkish women as any otluenan can experience things
similar to those that have been told in this pfd. Turkish women, we are not
totally unfamiliar to the meaning of “cariye”, winicthe word “handmaid”
implies. We are not unfamiliar to the use of womera way similar to the
animals kept for breeding. So, that is not a tgtatrange world (Altincekic,
2009).

As should be evident from the above statementnédkic finds neither the linguistic
aspects nor the plot totally strange. Seving Altkig keeps giving further explanations

on why she was not defamiliarised by the novel’sldvand language:

It is not a world we are totally unfamiliar to. Wtha strange there is that the plot
is set in the US. For example, if the plot wasisein Arabic country, it would
not been as strange to us as it is now. | do moeneber about the strangeness of
the language, but while translating obscenity, wiedt to transpose the
strangeness of the language (Altingekic, 2009).
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As the above statement shows, for Seving Altingakie only estranging aspectTine
Handmaid’s Tal@s the setting of the novel. Although Altingekays that the plot is set
in the US, it is not true because the plot of tloeah is actually set in the futuristic
society of Gilead. It is quite interesting thatAftekic has this erroneous perception of
the novel’s setting, which she claims to be the tmestranging aspect of the novel.
Altincekic 's vague recollections about the worlidahe setting inThe Handmaid’s
Tale and her inability to remember linguistic strangena the novel except the usage
of obscene language show that as a translatodidheot penetrate deep into the novel.
As for Cicek Oztek, she states that she was defaisiéd by both the strangeness of the
world and language offThe Female Man which she avoided domesticating in
translation:
| remember | did not have in mind to make the newebrld look like Turkey. |
did not think of using local expressions, idiomattavoke dialogues among two
Turkish people. In order to create a strange warteserved what was strange
in the novel, and since the language of the noveVeys the strangeness of that
world very successfully, | did not attempt to dotiezge or familiarise it. Some

books might use a very radical strategy like faamigiation, but | have not used it
here (Oztek, 2009).

Cicek Oztek ’s awareness of the strangeness ofatiguage can be thought to have
shaped her strategies at every level of her traoslaHowever, this is not the case since
Oztek left untranslated a bunch of female charaeta which, if they were translated,
would certainly defamiliarise Turkish readers. WHheasked her why she left these

proper nouns untranslated, Cicek Oztek repliedbms:

I did not think of changing proper nouns. For ex@&mpwhich Turkish
equivalents would you suggest for them? Every bimokanslate comes to us
with its own system and problematic, and make yakuaaseries of questions on
how much you would intervene in, how much you wolddliberal with it. As
for the translation of proper names into Turkishistis usually done in
children’s literature, not in adult literature. Ths an unwritten law. If |
retranslate this book, | leave proper nouns unkaéed again. So, | am against
the translation of proper nouns (Oztek, 2009).
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The above statement shows that the translator kOGgteonditioned by the cliché that
the translation of proper nouns is to be avoidedepkin children’s literature. It is
interesting that Oztek denies the prominent roketthnslation of proper nouns would
play in defamiliarising the target readers. As tesults of my reading test reveal, the
target readers who are vis-a-vis untranslated ct@rgms cannot have access to the
meanings behind these charactonyms on their ovenpirgtive efforts. However, Cicek
Oztek points out that she was defamiliarised by esather linguistic aspects of the
book:
“There were some other difficulties | faced whemas translating this book. For
example, in some parts, there were some fragmeoteass of speech which
were difficult to understand. The syntactic struetwas very different” (Oztek,
2009).
The above statement makes me think that that theght be different levels of
defamiliarisation for translators. More precisedytranslator who is defamiliarised by
certain aspects in the source text may not be dedaised by the other aspects in the
same text, which are in fact as estranging as ther& Or, as in the case of Cicek
Oztek, although defamiliarised by certain aspeatthé source text, translators may still
not be translating them by fear of falling into tinep of domestication. Therefore, it is
very important to deconstruct the clichés on tratoss’ minds. When it comes to the
translation of feminist speculative texts, in whidafamiliarising elements are used
extensively at different textual levels, it is wortvestigating how translators approach
these defamiliarising elements and the problematedl to their translation. For

example, if the translator believes that propernsoare to be translated only in
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children’s literature, it would not be difficult tenderstand why all the proper nouns in
that text are left untranslated.

Briefly, there are multiple factors affecting theartslation of feminist
speculative texts. As the example of Cicek Oztiisitates very well, when translators
have some pre-conceived and prejudged categorigls as “translation rules” or
“translation laws” in mind, they may have diffice adjusting their translating
behaviour according to the specific needs of a fextonsequence, translators’ choices
play a major role in how readers’ respond to thegés. In fact, as another statement by
Cicek Oztek shows, translators’ choices may bectdte not just by the image of

translation, but also by the image of translatahmtranslator's mind.

The Translator’ Self Erasure

When | asked Cicek Oztek why she did not use fdesim her translation, she replied

as follows:
It is dangerous to inundate a novel with footnodsu can use footnotes to a
certain extent. If you decide to use footnotes, lyave to use them for the whole
book, and that is a very radical decision. If yae wa footnote in a specific
section, you cannot leave the other parts withoatrotes. You cannot fill up
every part with footnotes, either. Otherwise, ttaslator becomes very visible.
It is not important to read what the translator Hase. To my mind, it is more
important for the reader to read a book withoutisey the presence of the
translator (Oztek, 2009).

The above statement shows that Oztek conceivasedianslator as a largely invisible

figure. This conception of Oztek also may have @thg role in her choice of leaving

the female charactonyms untranslated. All the mglind translating agents whom |

interviewed give pretty much the same importancgh® matters such as fluency,

emotional effects, and syntactical choices. Howetlegy each have a very different
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understanding of and relationship with the femirspeculative texts they translated.
There are obviously many factors, which have affécthese translators’ choices.
Before making a clear and concise summary of akéhfactors, | will also mention the

two other factors, which make translators lose bmiver their own translation.

The Translator’'s Workload and the Translator’s luistjc Competence

| asked all the editing and translating agentddrinewed if they dealt with other books
while translating the feminist speculative worksden consideration. Tuncay Birkan
and Seving Altincekic told me that they just worl@da single book before moving on
to the next book. However, Cicek Oztek stated turing the time she translatéde
Female Manshe was so overwhelmed with other works sucleasnaster’s thesis and
her part-time job at Insan Haklari Vakfi (Human RigAssociation). Cicek Oztek’s
following statement explains why she felt “so tiredhile translatingThe Female Man

“I was not working on another book, but | was deglwith three different

things at the same time: my translation, my thasi$ my job. For this reason, |

remember this book took so much time and made reesie tired” (Oztek,

2009).
The above statement must make us think of the lplesile of a translator’s workload
could play on his/her translation performance. Whetmanslator feels so tired while
translating a book, it would not be realistic tgeat that s/he realises and translates all
the foregrounding devices in a text.

Another factor which could hinder the translatidnfaregrounding devices is

the translator’s insufficient linguistic competen&eving Altingekic told me that since
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his co-translator's usage of Turkish was bettemth&r, they mostly adopted his
suggestions in translation. To give a biographit@e on Seving Altingekic, she is a
translator who was born and has spent a greateropéer school years in Germany.
This situation can be a reason, which makes hdrléss at ease with the Turkish
language. In a collective translation, if one af thanslators feels more comfortable and
competent with the language use, s/lhe may takeleth@ and contribute more to
translation decisions. However, one should nevegefiothat when the linguistic levels
of the two co-translators are so different from ceother, for the one who is
linguistically more competent, it would be laboumteinsive and time consuming to
compensate the other co-translator's weaknessesefbine, | think that it would be
difficult and almost impossible to recreate all ftbeegrounding devices in a text when
there is a huge difference among two co-translatorguistic levels. Finally, all the
main findings of this thesis, including the findsgf this sub-section are reviewed and

summarised in the following conclusion.

CONCLUSION

In this thesis, | conducted a comparative readasgyan a group of Turkish and English-
speaking readers to explore how the translationfesfinist nova reshapes and
differentiates target readers’ reception of théhatis and characters’ perspectives from
that of source readers. This comparative readisgiseinspired by empirical/cognitive
research by several literary scholars such as &\Wtin Peer (1986), David S. Miall &
Don Kuiken (1994), Jameljan Frank Hakemulder (20040 have examined how

linguistic distortions and parallelisms affect reesl responses to texts. However, while
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all these scholars investigate foregrounding’s bbsseffects on readers, under
headings such as strinkingness, importance, discusslue, and reading time, |
provide more “descriptive” accounts of readerspmsses to foregrounding devices.

My comparative reading test that consists of opmted questions more than
Likert type rating questions, allowed me to provaanore “descriptive’ account of
patterns of responses to linguistic nova in femirspeculative texts. From my
perspective, foregrounding has the capacity tor@aders into interaction with the text
and help them reflect on the problematic aspectsefext. In this sense, foregrounding
contains the entire molecular structure of the festispeculative novel. How the reader
responds to linguistic novaan be closely related to the reader’s overallaese to the
novel.

The translator as a cognitive subject is also egoketo recognise and translate
linguistic nova. However, the translator's encountéth linguistic novadoes not
always end up with the translator translating lisga nova with the same
defamiliarising effect as in the source contextave mentioned earlier how translators
might use foregrounding for ideological or literarsnanipulation. Evidently,
foregrounding can be transferred to the targetecdrthrough the filter of translation
and maybe with a new foregrounding. The best wale&wn about how translation
recreates foregrounding in the target context iscdmpare, through an empirical
analysis, how source readers receive linguisticaniavthe source text and how target
readers receive linguistic nova target texts. The specification of convergent an
divergent patterns of responses can provide a fgidise” account of source and target
readers’transformational associationsf linguistic novaand the role of translation in

the formation of theseansformational associations
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Translation and reception of linguistic novafeminist speculative fiction are
thus the central topic of this research. But I mlioke than simply examine and compare
source and target texts. | was also engaged imglex act of translation as | produced
English versions of the Turkish readers’, editoasid translators’ responses to my
questions. | also participated in the literary iegdest | carried out with my informants
within the framework of this thesis. While transigt Turkish readers’ responses into
English, | observed how much less detailed anddeduheir readings of the texts were,
and how diverse.. Apparently, the target reademmynexperimental group had a more
partial and fragmented reception of the text fragimethan the source readers.
Evaluating the results of the literary reading tastfirmed the hypothesis that the non-
translation, or mis-translation, or neglect of fin@nded neologisms in the target texts
would have an important impact on the readers’ tsidading of the texts. This was

just an instinct at the outset of my research wknel gradually confirmed.

The literary reading test provided me with plentydata and findings regarding
the role and reception of linguistiiovaand their translation in establishing different
understandings of the text for source and targatlees. However, | would like to
underline that | do not aim to make any generabnatabout source and target readers’
reception of feminist speculative fiction here.imply show, through a small-scale
empirical study (an experimental sample of 31 seugaders and 32 target readers),
how linguistic nova and their translation can be effective in genegatuatterns of
response to specific works of feminist speculativton. While the literary reading test
is a small-scale empirical study, a kind of a ppgatject, it offers a number of valuable
perspectives on how linguistic nova and their ti@ien affect source and target

readers’ responses to feminist speculative fictidferently. In general, the translated
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texts, which ignore, neglect, or somehow underntime power of the neologistic
wordplay of the source text also seriously undeemieaders’ understanding and

appreciation of the target text and its coherence.

The literary reading test provided significant datlwing me to compare the
target and source readers’ responses to text fratgnfeom the three novels in my
corpus. | will now summarise the main findings bgdssing on the different source and
target readers’ responses to the text fragmentsdaading attention to translation

strategies that played a major role in causingetluiféerences.

The Handmaid's Tale

The inability to grasp the linguistic novum’s redatiality and creativity

The target readers’ responses to the translatédrégment fromiThe Handmaid’s Tale
show that even if the translator translates a Istgunovumliterally, thus eliding the
wordplay, target readers can still reach the “mmdajpgal/symbolic” content of the
linguistic novum by deconstructing other foregroungd devices used in the same
context. For instance, some target readers cargmex the use of pen as a ‘phallic
symbol’ in the text, but they do not see the refeesto Freud’'s pyshoanalytic concept
of “penis envy.” Thus, although target readers zach some metaphorical/symbolic
meanings related to the linguistiovum, which are absent from the translation, they
have no idea about the referentiality and cregtiwiscribed in the linguistic novum.
The target readers are unable to relate this metmalffsymbolic meanings to the
author’s stylistic experimentation. On the othandh, all the source readers are able to

grasp the referentiality and creativity inscribaedhe linguistic novum.
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The inability to grasp the author’s and fictionabeacters’ ideology

The linguistic novunis not a formal device that merely indicates lirsgigi creativity.
Foregrounding devices also function as textualcaidirs of fictional characters and
play a significant role in readers’ reception oiater's modes of characterization. The
example ofThe Handmaid’'s Taleshows that a linguistic novurban also serve to
enhance the readers’ perception of the authorslodg and fictional characters’
personal traits.

The literal translation of the feminist word plalén is Envy” inThe Handmaid’s
Tale seems to hinder target readers’ perception ofaitertharacters’ feminism.
Contrary to Turkish readers who did not commenfeaminist perspectives in the text
fragment, the source readers made plenty of consmesitjust on the author, but also
on her characters’ personal traits and ideologyotimer words, with the guidance
provided by foregrounding devices or linguistic ap¥he source readers were more
focussed on the ideology of the author, the narratal the characters. The source
readers definitely had a better understanding mirfest undertones in Atwood’s female

characters.

Women on the Edge of Time

Readers’ focus shifting to the strangeness of pleewdative world

In Marge Piercy’s book, the target readers werehmmore focussed on the strangeness

of the speculative world than on the strangenesseofanguage. This made me think of
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John Clute’s distinction between “strangeness ef world” and “strangeness of the
mode of telling.” Obviously, strategies employedtie translation of feminist nova
played a significant role in shifting Turkish reasle focus from the mode of telling to

the strangeness of the world.

The target readers’ decreasing empathy for thefoewistic worlds

The example ofWomen on the Edge of Tirsleows that foregrounding devices (stylistic
distortion and parallelism) are among the elemehtt affect readers’ empathetic
relationship with texts. Since the original neofrgico-motherwas translated into
Turkish asortak (partner) Turkish readers were critical of how this new cept
reformulated the family as a kind of business ‘parship.” We could argue that
translation here can sometimes serve to reducepmrass target readers’ empathy and

sympathy with the language and culture of the Otbpresented in the source text.

None of the source readers mentioned the “inseitgitiof the futuristic world
of Mettapoisett, which was an important aspectiajdt readers’ responses.. The use of
the wordco-motherin the text fragment obviously caused them to haeee empathy
for Mettapoisett's new parenting system that tuhmetherhood” into a “collective”
responsibility. Most of the source readers grasftexd centrality of the concept of
“mother” that is loaded with a new meaning in Mpteett and these readers also
focussed on the reasons behind the writer’'s aveslaf the word “father.” Compared
to the target readers, source readers were mucle memeptive of Mettapoisett’s
reversal of “patriarchy” and restructuring of a f\ger egalitarian” system. Some of

them even considered “co-motherhood” as “team warkd an extension of “motherly
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feeling.” Among the source readers, there were stgne who found this new parenting

system “ideological” and “revolutionary.”

Briefly, through the translation of the word co-met asortak (partner)
Turkish readers missed an important feminist aspdct linguistic novum that
emphasizes the futuristic society of Mettapoisetttsersal of “patriarchy” and
restructuring of a “gender egalitarian” system. yrheuld not grasp the centrality of the
concept of “mother” that is loaded with a new megnin Mettapoisett, and they could
not focus on the reasons behind the writer's avaidaof the word “father.” Instead,
they focussed on the “insensitive” character of thiuristic society and showed far less

empathy for this new world..

The Female Man

Inability to grasp and discuss the narrative coxipfeand coherence

The results of both questionnaires show that thecgoreaders are highly receptive to
the role of charactonyms in characterization and te discuss their coherence with the
narrative and feminist perspectives of the novalgét readers, on the other hand, shift
their focus to a range of other aspects in theftagiment. They cannot engage with the

charactonyms.

Most importantly, even Turkish readers who seemntderstand the stereotyped
charactonyms were not able to discuss the cohermmtecompatibility of the various
layers of discourse in the novel. In other worti® target readers focus more on the
micro-textual details (like fluency of the text@raent, the use of some words in correct
place in the sentence, descriptive explanationshanacters’ personal traits etc.) and the

strangeness of the speculative world (a female-dantisociety) than on the narrative
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structure that is supported by the author's usea aferies of charactonyms. Since
charactonyms in the source text are used to emgehtse different perspectives of the
feminist narrator, the visitor and the stereotypeainen in present day society, they
function as feminist nova. Target readers’ respeprsg®w what a significant role the
translation of charactonyms can play in the reademnprehension and discussion of

narrative complexity and coherence of a feminiscsiative text.

In conclusion, the translation of foregroundingides or linguistimovaseems
to be a major factor differentiating target andrseuext readers’ understanding of and
therefore responses to the defamiliarising andvatiee worlds depicted in feminist
speculative texts. Translated literally as in Kalkrskangliktir, translated with a new
foregrounding as in the example of the wpadtnerin Women on the Edge of Tipw
left untranslated as in the example of the chamets inThe Female Manlinguistic
nova can cause target readers to read in a way thattively affects their overall

reception of the defamiliarising and innovative ldadepicted in these works.

Within the framework of this thesis, | also investied factors, which might
have affected feminist speculative translatorstpption of foregrounding devices. The
conception of translation as a secondary, amateans unprofessional activity is one
of these factors. Another factor is the lack ofratful editor-translator collaboration.
Besides this, the lack of experience can be coreidene of the factors, which make it
tougher for the translator to handle textual stiete and complexities such as
foregrounding devices. As the translators’ repliss my interview questions
significantly demonstrate, we can speak of thetemte of a hierarchy of foregrounding
devices for the translators of feminist speculatesds. This hierarchical representation

of foregrounding devices in the translators’ mirsg®ms to have caused them not to
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give sufficient attention to other foregroundingrdes, which may be at least of equal
importance to the novel's ideology. Some technadalgiconstraints can also block
translators’ path to penetrating deep into the h®wentent and formal devices.

Translators tend to relate the insufficient at@mtishown to their work to
external factors such as the smallness of thettarggience, and the marketing and the
timing of the book. However, internal factors, whienight have affected their
translation strategies, are more numerous. Ofwloeféminist speculative translators |
interviewed, one even admitted that she felt uncotable and resistant to the lesbian
content and language of the book. However, to bleok does not always generate the
most effective strategies in the translation ot th@ok. As the translators’ replies to my
interview significantly demonstrate, sometimes stators may love a novel without
even realising what is strange in it while someeothanslators may dislike a novel, but
realise what is strange in it. For a further inigegion of the translators’ real perception
of the estranging aspects in the feminist spesmdatovels under consideration, | asked
them what was really strange about the novel treystated: the depicted world, mode
of telling, or both?

Every translator has a different approach to th@ngeness of the world and
language in these novels. Obviously, awarenesseo$trangeness of the novel’'s world
and language does not always end up with using ntlest effective translation
strategies, either. When translators have in mmmues pre-conceived and prejudged
categories such as “translation rules” or “trangtataws”, they may have difficulties
adjusting their translating behaviour according thee specific needs of a text.
Translators’ choices may be affected not just leyithage of translation, but also by the

image of translator in their mind. For instanceh@lgh defamiliarised by estranging
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aspects used at the different levels of the sotege a translator may avoid using
certain strategies for fear of becoming visiblee Translators’ workload and linguistic
competence are also among factors which might b#feeted translators’ approach to
foregrounding elements and the problematic reltdetieir translation. Briefly, there is
a multiplicity of the factors, which played a role the translation of the feminist
speculative texts. Translators’ approaches to thess and the strangeness in these

texts are not univocal, and much more complex thegined.
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APPENDIX |

Readers’s Responses to the Literary Reading Test

Turkish Readers’ Responses

3.

The Handmaid’s Tale

Have you ever reaithe Handmaid’s Tale?
Yes (3), No (29).

Do you recognize the foregrounded word play intéx fragment above? Yes
or No?

Yes (26), No (6).

If yes, please write out this word play below arglain what it means to you.

26 readers stated that they recognised the woydmplihe text fragment.

One of the readers recognisgamizlik(handmaid as a word play.

Damizlik (Handmaid)

Questionnaire 5

“Evet. Damizlik.inekler ve hayvanlar igin kullanilan “damizlik” keyden

yoksun birakilip kulucka makinasi olarak kullanikadinlar icin kullaniimy.

“Yes, “Damizlik.” (Animal kept for breeding). Whiledamizlik refers to
“animals kept for breeding”, it refers here to “wemi who are deprived of all

their rights and are just being used for reproauncti

Only 5 readers found out that the wdialem(pen) that is used in the text fragment

evokespenis
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Pen-Penis

Questionnaire 2

“Penis’i kalem olarak belirtilngi.”

“Pen refers here to penis.”

Questionnaire 6

“Kalem - cinsel organ”

“Pen- sexual organ”

Questionnaire 8

“Kalem- penis.”

“Pen-Penis”

Damla

“Kalem kelimesinin, 6zgurigli ve erkek cinsel organini dggatirdigini
distindim.”

“The word pen seems to refer to liberty and maleiakorgan.”

Atalay Y.

“Kalem sozcgu burada ima yonunden canlilik ifadesinin kullaragn
sebebiyle penisi hatirlatmaktadir.”
“Metaphorically attributed an animate charactee, ppen evokes the penis

here.”
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7 readers found out that the word play in the beight be related to the worétalem
(pen)andkiskanclik(enwvy).

Pen and Envy

Alp E.

“Kalem kiskancliktir. Cansiz bir varlik Gzerindersana mahsus bir durumu

ifade ediyor.”

“Pen is envy. It describes an object by attribuainguman sentiment to it.”

Questionnaire 10

“Kalem kiskancliktir. Kalemle kalemin yaptieylemi kastediyor. Yazmak

kiskanmaktir.”

“Pen is envy. What is meant by the pen is the ealized by the pen. To write is

to envy.”

Genco G.

“Kalem ve kiskanglik. Lydia Teyze'nin kiskagdsadece bir kalem d#, ayni
zamanda o kalemin sembolize gttgiiic ve mevkii de olsa gerek.”
“Pen and envy. What Aunt Lydia is seemingly enviotiss not just the pen, but

also the power and the hierarchy, which the peresgmts.”

Nur M.

“ ‘Kalem kiskanchktir.” ” Kalem burada 6zgugi ifade ediyor, erkgén

gucunu, kadinin aczini, kendini ifade etmeye dagwzlemi, insan olmaya
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duyulan 6zlemi, bgkaldiryi, sahiplenme 6zlemini, belki de kalemeipah

olunursa 6zgurce komutana da sahip olunahiiedigsiincesini.”

“‘Penis envy.” ” Pen here symbolizes freedom, eradwer, female weakness,
aspiration for self-expression and a human lifbel@n, craving for possession
and maybe the idea that “if you have the pen, ywualso have the freedom to

choose your commander.”

Oya K.

“Kalem ve kiskanclik. Kalemle s6zcik oyunu yapikaoau bir yazma araci

dagil de ondan korkulacak ve kiskanilacak bir aacak kullaniimg.”

“Pen and envy, Here, pen is not used as a writinpgod, but something to be

scared and envious of.”
Ozden E.

“Kalem ve kiskanclik. Ozette belirtilen ilgitin araclarindan yoksun olmanin ne

demek oldgunu anlatmaya c¢alnak icin kullanilmg.”

“Pen and envy. These two words are used to showrplecations of being

deprived of the means of communication, as statéde plot synopsis.”
Saduman D.
“Kiskanclik kelimesinde kelime oyunu var. Kalemlskanclik.”

“Pen and envy.”
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Envy

Just one of the readers stated that the word pl#ye text fragment can be related to the

concept “envy.”

Baris Bilgen

“Gulc ve kiskanclik sdzcukleri Gzerindeki vurgu. “€Garzusu, gucu kiskanmak”

kavramini ¢aristiriyor.”

“There is an emphasis on the words: power and dheyokes ‘desire for

power’ in me and ‘envy of power’.

12 readers related the word play just to the wpeth and mentioned a number of
concepts they thought the wopen could be associated with: “child, danger, liberty

(commanders’ liberty), commanders’ verbal commuinoce and prohibitions.

Pen

Questionnaire 1.1

“Kalem soOzc@gudir kalem sozgiii orda cocpu ifade etmektedir.”

“Pen refers here to the child.”

Questionnaire 3

“Kalemin canli olmasi, s6zcuk icermesi.

The attribute of an animate character to the pentlam fact that the pen contains

words.”
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Questionnaire 4

“Sanki kalemle kastedilen tehlike gibi.”

“It seems that the pen refers to a danger.”

Questionnaire 7

“Icerdigi sozcukler kalemin ne yaptiklari aslinda.”

“The words which the pen contain refer to the fiorcof the pen.”

Questionnaire 9

“Kalem- kelimesini 6zgurlik anlaminda kullargrii

“Pen refers to liberty.”

Questionnaire 1

“Kalem komutanlarin 6zguru olabilir.”

“Pen can refer to the commanders’ freedom.”

Questionnaire

“Kalemin insana benzetilmesi.”

“Attribuing a human character to the pen.”

Asli E.

“Kalem komutanlarin sozlu iletisimini ifade ediyotabilir.”

“Pen can refer here to of the commanders’ verbamanication.”
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Burak T.

“Kalem, yasaklari ifade ediyor. Pen refers to “pbitons.”

Merve Y.

Parmaklarimin arasindaki kalem duyusal, neredeysanli,c gucunu
hissedebiliyorum, icerdigi sozcuklerin gucunuBir kalem, insan go6zinde
sadece bir kalem olarak kalabilecekken ona farkliabidan bakip bunu ifade
ederken de bu aciya gore farkh sozcukler yan ygetailmis. Bu kelimelerin
oyunu sayesinde kalemin gictu daha iyi hissedilebbience. Kelime
oyunlarindan hgandgim icin bana gore ifade de mukemngelarttirmsstir bu
oyunlar.

The pen between my fingers is sensuous, alive glihoan feel its power.
Taken from a different perspective and describedabsgeries of words that
reflect this perspective, pen becomes more tharordimary object. In my
opinion, through this word play, the power représdnby the pen can be
perceived better. As | like playful language, hthihat this word play improves
stylistic proficiency.

Onur O.

“Kalemin canl olmasi. Aslinda burada kalem insagindeki duygulari belirten
bir aractir ama arada atlama yapilip misyon dikektme yUklenngtir sanki o

bireyden bgimsizmsgcasina.”

“Here, the pen is given an animate character. Hmeipactually a tool used for
writing on (?) about? human feelings, but herepidae seems to represent a power
on its own as if it is isolated from humans.”

Nuran B.

“Kalem. Komutan gibi okuyabilmek ama kadin olatak.

“The pen. To be able to read like the command#rab a woman.”
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How related is this word play to the plot synopsfishe novel? Strongly related,
unrelated or slightly related?

22 readers found the word play strongly relatethéoplot synopsis of the novel.
2 readers found the word play slightly relatedn® plot synopsis of the novel.
2 readers found the word play unrelated to the glabpsis of the novel.

6 readers who couldn’t recognise the word playtlgt question unanswered.

Please explain.

Damizlik (Handmaid)

Questionnaire 5

“Bu kavram uzerine gidiyor tahminimce konu. ”

“I think the novel can be based on this concept.”

Pen-Penis

Questionnaire 2

“Burada dg@urgan olmayan kadinlarin (teyze) nin ayri bir krsj& var. Ve
diger kadinlari dreme icin kullaniimasindan dolay! elkesin penise sahip

olmasinin kiskangh da var.”

“Here, aunts who are not reproductive are envidusproductive women as

well as of men who have a penis.”

Questionnaire 8

“Baglantili ¢cinkd kadin ve erkek tzerinden anlatglii
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“Strongly related because it refers to power défdrals between men and

women.”
Damla

“Damizlik kadinlarin yazili ile§im olanaklarindan yoksun birakgdi bir
toplumda kalem: ozgurfiii caristirir.(bence). Erkeklik organi da  glci
cagristirdigl icin, bu tdr bir toplumda erkeklerin kiskimmasi ¢cok normal

bir duygu olmali.”

“To me, in a society in which women are deprivedasitten communication,
the pen evokes liberty. And the male sexual orgarkiag the power, it must be

normal that men are envied in such a society.”

Atalay Y.

Erkek egemen toplumuda cinsel agralarin yarataga farkhliklar acisindan ve
romanin kurgusu bakimindan oldukc¢aslaatilidir. Ote yandan buradaki kalem
gercekten de bir kalem olabilir. Bu tarhaya aciktir. Yalniz bu kalemin
gercekten bir kalem olabilmesi igcin gelecekte kaanidarin bu kalemle nesii
olabilir sorusunun cevabini bilmem gerekir. Yazada adindan anlagim
kadariyla yazar bir kadindir. Kadin bir yazar nedlemcinslerini hikayesinde alt
bir sinifa dahil eder. Yazar ya bir feminist yaldamilitarist veya bu roman bir
distopyadir.

It is strongly related because it is characterigtithe consequences of a change
in power relations between the sexes. Pen can & lusre in a literal sense.
That’s controversial. If pen is used here in aditsense, the novel must include
some more clues on the commanders’ use of theAsefar as | understand from
her name, the writer is a woman. Why does a fenvater refer to women as a
subclass in her novel? The writer should be eigh&minist or a militarist, or
this is a dystopian novel.
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Pen and Envy

Alp E.

“Kiskanclik mudlkiyet iliskisi ve bunun tzerinden ¢ocuk sahibi olmanin ve o

cocyzu sahiplenmenin kiskanclik ve mulkiyet acisindam@uzlanmasi.”

“What is dealt with here is the relationship betweavy, possession and having
children. So, parents being possessive of theidm@n could create negative

feelings such as envy.”

Questionnaire 10

“Kizlar sadece uremek icin bir aractir ve onlaripaya ya da korgmaya

baslarsa onlar amag sahibi olduklari icin ara¢ olmayder.”

“Handmaids just serve as objects of reproductiahifithey start writing or

speaking, they will have objectives and they waeitve as objects anymore.”
Genco G.

“‘Damizlik kizlar doneminde kadinlarin ilgin haklari ellerinden aliniyor.
fletisim hakki sadece erkeklere 6zgii ve bir nevi gucimgesi haline gelngi
Dolayisiyla Lydia’nin kalemi kiskanmasi onlarin mah old@gu haklara

Ozlemini karet ediyor.”

“Handmaids are deprived of the rights and mear®ofmunication, over which
men have a monopoly. The use of the means of coneation seems to have
turned into a kind of representation of power. laydé envious of the pen

because she aspires for the rights she is depoived
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Nur M.

“Romani okumadim ama 6zetinde verilen mesaj daheakbalintiyla bire bir
Ortistiyor. Bir kadinin ygadiklarina olan isyanini bir kalemegteyarak

anlatmasi romanin 6zetiyle bire bir uyumlu.”

“I haven't read the novel, but the message givethensummary plot totally
overlaps with the text fragment. A woman’s narnatod her rebellion against

what she experiences is perfectly consistent vaghplot synopsis of the novel.”

Cunku burada kalem bir guic simgesi olarak gorglnBiuradaki kizlar her tarlt
yazili ya da sozlu ilegimden uzak tutularak @enme yetenekleri ve imkanlari
ellerinden alinarak bilinclenmeleri engellestiiBoéylece bilginin gictini kendi
ellerinde tutarak amaclan galtusunda kullanabilecekleri bilingsiz bireyler
ortaya ¢ikarmaya ¢camiglardir.

“Here, the pen represents power. The handmaidstapped from regaining
consciousness by being deprived of verbal and emritommunication. Thus,
those who control the power of knowledge seem twehaied to create

unconscious individuals they could use for theinqurposes.”

Ozden E.

“Ozette kadinlarin damizlik olarak ygttiildi ginden ve ile§im araclarindan
mahrum birakildiklarindan bahsediliyor. Burda dabesit iletsim araclarindan

kaleme duyulan 6zlem ve kiskanclk konu ediliyor...”

“The plot summary deals with women being used émroductive purposes and
deprived of the means of communication. In the sparallel, the excerpt deals
with the desire for and the envy of the pen, whishone of the basic

communication tools...”
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Saduman D.

“Yazih iletisim yasak edildiine gore kalemde guclu kiskanilacaksey diye

anliyorum.”

“To my understanding, since written communicatismpiohibited, the pen turns

into something to be envious of.

Envy

Baris B.

“Kadinlarin sadece damizlik olarak kullangdive gugsiz birakild@ bir

ortamdaki kadinlarin géli alanlarda gli¢ arayini yansitiyor olabilir.”

“In a society in which women are used just for oefuctive purposes and

rendered weak, it can reflect women’s search éovgy in different fields.”

Pen

Questionnaire 1.1

“Konu zaten onlarin tzerine kurulgtur.”

“The story is already based on this.”

Questionnaire 4

“Damizlik kizlara verilen git baslaminda mantikli geliyor.”

“It is compatible with the advice given to the haraids.”
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Questionnaire 7

“Kalemin icerdgi s6zcukler olmaz. Kalemin yazdiklari vardir..”

“The pen cannot contain words, it just serves tibewr

Questionnaire 9

“Merkez kizlarin tutuldgu yer. Komutan 6Ozgur. Kizlar g Bu ylzden

kiskaniliyor.”

“The centre is where handmaids are kept. The corderas free, girls are not,

Therefore, the commander is envied.”

Questionnaire 1

“Cunkd 6zgur olmayan kesimi kadinlar giuruyor.”

“Because women are not free.”

Asli E.

“Kizlar s6zli ve yazih ileimden mahrumlar ancak biekilde iletsim kurma

istegi icindeler ancak bunun kétu kiey oldugu anlatiliyor onlara.”

“Deprived of all means of verbal and written comneation, girls need to

somehow communicate, but they are told that théshiad thing.”

Burak T.

“Kalemi kiskaniyor ¢unki kullanmasi hatta dokunmniaka yasak oldgu icin.

She envies the pen because the pen is somethiregshet use, or even touch.”
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Merve Y.

“Yukarida ki 6zette kadinlarin sadecezdaganliklarindan yararlanilgh onlarin
okuma yazma gibi 6zgurltklerinin olma&ihdan bahsedilirken alttaki pasajda
bir kadinin kalem tzerine soyledikleri ve yapmakaskleriyle aslinda yazmayi

ne kadar istedi goze carpmaktadir.”

“According to the above plot synopsis, women ast jised for reproductive
purposes and are deprived of verbal and writtgmession freedom. In the
same parallel, the text fragment attracts attertbahe link between a woman’s

comments on a pen and her strong desire to write.”

Nuran B.

“Kalem insani tum dinya insanlariyla bgtiwrur (okuma-yazma,giince
gucunu aktarabilme)”
“The pen (reading, writing and expression of opnsipis a bridge among people

in the world.”

Onur O.
“Kadinlarin ezildgi bir toplumda duygularini ifade edebilmeleri télelidir. Bu

yuzden bu misyon kaleme yuklergti.”

“In a society in which women are oppressed, itasgkerous for women to

express their feelings. The pen represents the poammen are deprived of.”
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Woman of the Edge of Time

Questions

1. Have you ever read/oman of the Edge of Tifhe
Yes 0, No 32.

2. Do you recognize the foregrounded neologisms (wevds or existing words
with a new meaning) in the text fragment above? ofe¥o
Yes 28, No 4.

3. If yes, please write out these neologisms belowexdiain what they mean to
you.

When asked to write out neologisms in the textrfragt, some readers wrote out not
the instances of neologism, but some science fiaticconcepts peculiar to the

defamiliarising world depicted in the plot synopsis

For example, the reader named Dogukan thoughthiatoncept oértificial womb

could be considered as neologism.

Strangeness of the Speculative World

Avrtificial Womb

Dogukan

“Yapay RahimToplum yapisinin dgsmesi dolayisiyla yeni d@n ihtiyaclar
cercevesinde tasarlangrhir aygit olarak dgiiniyorum. Anne rahmine olan
ihtiyaci ortadan kaldirgi icin genetik ile ilgili yiksek bir teknoloji Griin

oldugu izlenimi birakiyor aklimda.”

“Artificial Womb: | conceive of artificial womb aa device designed due to

needs arising from the changes in social struct@seliminating the need for
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a mother womb, the concept of artificial womb makessthink it might be a

high-tech genetic product.”

The same reader thought also that the conceptagathic communicatiocould be

considered a neologism.

Telepathic Communication

Dogukan

“Telepatik fletisim: Kisilerin s6z veya hareketlere ihtiya¢ durmadarsisandaki
kisi ile dogrudan beyinden beyne bir ilgith kurmasi yontemi gibi goranda.

Boyle bir metodun ilegim verimliligini artiracgini da dgundurttd.”

“Telepathic Communication: It appears to be a methfocommunicating from
one mind to another without recourse to any vealbdl gestural exchange. This
method also makes me think that telepathic comnatinic can increase the

efficiency of communication.”

Dogukan was not the only reader who looked for agisms outside the text fragment.
There were some other readers who picked up defainihg concepts in the plot
synopsis as neologisms. For example, 3 readeeddfiaat the concepts such as “to be
nominated to parent” and “to be in charge of rgsahildren” might be considered

neologisms.
Nomination and to be charged in raising children

Questionnaire 5

“atanmak” (ebeveyn olarak) —vazife icin gorevleiidiek,yollanmak.

245



“to be nominated to parent” — to be assigned withrhission of parenting.

Atalay Y.

“Ebeveyn sozcglinden atamalarin yapifgnin bahsedilmesiyle sanki bir

kurumdan so6zedilmesiyle yeni bir anlam kazandigtm?

“‘Nomination’ of people who will be parenting bgs to mind that parenting is
conceived here as a kind of institution.”

Questionnaire 10

“Cocuga bakmakla gorevli kiler.”

“People in charge of raising children.”

3 readers stated that the concept$aaifily andparentscan be considered as instances
of neologism. Thus, obviously all these readersewry focussed on the strangeness

of the speculative world rather than the strangeonéshe language.

Family and Parents

Dogukan

“EbeveynBu kavramda bildik anlami ginda artik bir vazifeyi ifade eder olarak
kullaniimis, ortada bir goreviendirme oldu icin devlet aygitinin bu gorevi

sectgi kisilere dayattgl izlenimini yaratti.”

“Parents: This term that also seems be used unntoral can be related to a
kind of responsibility, which | think might be agsed to some people by the

government.”
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Burak T.

“Aille ve ebeveyn. Aile, bireyin birey olmasini gayacak durumlari
olusturmaktan ziyade bireyi topluma adapte etmek -ki dmlaptasyon zora
dayanir- icin organize edilgibir kurum. Ebeveynler ise ebeveynlerdir bana

gore. Gen aktarimini bir tarafa koyarsak yakin dailek ili skisidir.”

“Family and parents. Family is an institution teansists of adapting (by force)
the individual to the society. The individuality thfe individual is not cared for
in family. On the other hand, if we let alone gémétansfer, parents are like

close friends to children.”

Merve Y.

Baba ve anne kelimelerine bana gore olan anlamldgmda bir anlam
yuklenmi. Bu pasajda baba ve anneler sadece ebeveyn aéaraknektedir.
Bana gore ise bir anne ve baba ancak birbirleemdikleri zaman ¢ocuklarina
iyi sekilde yaklaip onu buyutebilirler. Bu metinde isekaolmadgl halde ve
ustelik cocuklarida kendi 6z ¢ocuklari olngatialde bir G¢li kurulmgiur.

| think that the words “father” and “mother” ard@rdduted new meanings. In the
passage above, fathers and mothers are just segparasts. From my
perspective, a mother and a father can raise thédren well only if they love

each other. In this text, a group of three assuthesrole of parents in the
absence of love and biological connection withadeih.

One of the readers stated tkdtek ebevey(male parentcan be considered a

neologism.

Male Parent
Nur M.

“Erkek ebeveyn; baba sozgintn yerine kullanilan tanim.”

“Male parent : a word used to refer to father.”
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Another reader stated thadk anlasmazliklari (love misunderstandingah be

considered as neologism.

Ask anlamazliklari (love misunderstandings)

Questionnaire 6

Ask anlgmazliklari

Love misunderstandings

4 readers stated thgatak arkadas{sweet friendicould be considered as neologism:

Yatak arkads (bed friend)

Asli E.

“Yatak arkadai-asik”

“bed friend-lover”

Questionnaire 1

“Yatak arkadai: Buradaki yatak arkagmin anlami sanirim cinselgkiye

girdigi insan demek.”

“Bed friends: I think “bed friend” refers here teexual partner.”

Questionnaire 5

“‘Yatak arkadalarr’- ayni yat& paylatiklarimiz.”

“Bed friends- Those with whom we share the bed.’
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Questionnaire 7

“Yatak arkadsalar — kari-koca”

“Bed friends- wife and husband.”

Ortak (Partner)

Most of the readers (18 readers) stated that thd partnercould be considered as

neologism:

Nur M.

“Ortaklar; sevgili ya dagkavraminin ortakfia donigmesi.”

“Partner: the concept of lover or spouse transform& a business partner.”

Genco G.

“Ortak-partner”

Questionnaire

“Ortaklar s6zcgu yeni bir anlam yiklenmgi Ebeveyn yerine gecgbldugunu

disiniyorum.”

“The word ‘partner’ is loaded with a new meaninghink the word “partners”

replaces here ‘parents’.

Armagan T.

“Ortaklar s6zcgl ebeveynlik isinde birlikte ¢cgln kiiler anlamina geliyor.”
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The word “partner” refers to people who associate the business of

parenthood.”

Questionnaire 2

“Ortaklar anne olarak belirtiliyor. Partners retermothers.”

Baris B.

“ortaklar - cocuklari yegtirmeyi bir “meslek” olarak gérurseks ortaklari gibi,

aslinda var olan “ebeveyn” kavramina yakin, anaafjgdsuzlugu vurguluyor.”

“Partners- If we consider child-raising as a “ps#i®n”, partner sounds like a
business partner, but it's close to the conventiaumncept of parent and

emphasizes insensitivity.”

Damla

“Ortaklar genellikle bir is icin bir araya gelenuybse maddi ya da manevi

yatirim yapan bir grup insandir ama burada paydasis: ebeveynlik.”

“Partners usually refer to people who are assatiat#h one another in an
action and invest efforts and money in this actiout, here, partner refers to a

common responsibility.”

Lale E.

Ortak — cocuklari buyutmek icin gorevlendirilmisdia ya da erkekler.

Partners: Men or women who are charged with raismigiren.
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Nuran B.

“Ortaklar, simdiye dek ortak dendimi yaga paylailandi. Anlatilan zamanda
yatak paylaimi ortaklikta yok. Yapay labratuvar dizeni var.”

“Partners: While partners refer to people who agually involved, in the
futuristic world of this novel, sexual involvemestnot a part of partnership. In
this novel, there are laboratories and artificiatinods of procreation.”

Afsin E.

“Ortak: Benim icin bir ameli birlikte yapan ve bumwsonuclarini bokenlerin
her biri demek, romanda ise yapay Uretilen coculdayiten yetkinlerin her

biri...”

“Partner: What partner means to me is “one assoegwth another in an action
whose consequences are shared by group membetsh the novel, it means

“one of the adults who raise artificially procredhildren...”

Alaattin T.

“Ortaklar kelimesi ebebeyn dilere atfen kullanilyor..”

“The word “partner” is used to refer to parerits..

Questionnaire 3

“Ortaklar — anneler”

“Partners- mothers”
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Questionnaire 4

“Ortak normaldegd arkadal olarak dgunulir ama burada anne olarak

kullaniimis.”

“Partner usually refers to business associatedydrat, it refers to mothers.”

Oya K.

“Kadinlara ortaklar anlami yuklengi

“Women are called partners.”

Ozden E.

“Ortaklar cocgu yetstirmekte kullanilan rastgele secilgricli grup.”

“Partners: A group of three chosen randomly toeratsildren.”

Saduman D.

“Ortaklar yani ¢cocuklarin ebeveynleri.”

“Partners refer to people who are parenting childre

Onur O.

“Ortak: diger anneler. Zaten metinde de belirtgrhi

“Partners: Other mothers, as is already referrad tbhe plot synopsis.”

Murat Atasoy

“Ortaklar: Cocuk sahibi olmanin ya da aile kurmaduygusalliktan ¢ikip

profesyonekirketlere dongttigiini ifade ediyor.”
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“Partners: It is expressed that children and faraily not parts of our emotional

lives anymore because they turned into professicorglorations.”

How related are these neologisms to the plot syaaithe novel? Strongly related,
unrelated or slightly related? Strongly related

4 readers who couldn’t recognise the word playtleft question unanswered.

1 reader was able to recognise the word play, leitedt this question unanswered.
20 readers found the instances of word play styoredated to the plot synopsis of the
novel.

3 readers found the instances of word play sligtelsted to the plot synopsis of the
novel.

4 readers found the instances of word play unrelatehe plot synopsis of the novel.

Please explain.

Strangeness of the Speculative World

Dogukan

Yapay rahim taniminda da beligitn tzere sistemin ihtiyaclarinin gigtigini
vurgulamak adina bir simge gorevi goruyor yapaymatBu manada kitabin ana
ekseninin yeni toplum dizeni Uzerinden bir ¢ozindegapmak oldgunu
varsayarsak kavram onemli bigldv gormekte. Ebeveyn tanimi issima
oldugumuz bir kavrami ters yuz ederek,sédioldusumuz dgerlere dgrudan
bir dokundurma yapiyor. Yeni toplum dizeni lUzerokelyucuyu dgidirdigi
ve bunu sarsici bir yolla yaptiicin kitabin amaciyla dgudan bglantili
gorunayor. Telepatik ilefim ise bize konuyla kgantili herhangi birsey
soylemiyor, sadece farkli bir ilglim yontemi olarak gorunuyor. Ozet kismina
baktgimiza bu kavram cikarilip da yerine ska bir iletsim teknigi veya
guinuimuzdeki hali konsa bile konuda biggéklik olmuyor. O nedenle yakindan
baglantili bulmadim.

As | indicated in my definition of the concept diet artificial womb, artificial

womb serves here as a symbol emphasizing the chartge social system. In
this sense, if we assume that this book is basemhamnalysis of the new social
order, the concept of the artificial womb fulfiteere an important function. The
concept of parents, as it is used in this contaxbyverts our traditional concept
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of parenthood and looks at our traditional familglues critically. As this
concept, in a very vigorous manner, makes the realkect on a new social
order it seems to be directly related to the puepof this novel. Telepathic
communication doesn't tell us anything about trehb of the novel; it is just a
different method of communication. When we looktet novel’s plot summary,
we realize that even if this concept is totally ox@d or replaced by any other
communication method, for instance, the one usedubypresent-day society, it
doesn't affect the theme of the novel. For thisoea | think that the concept of
telepathic communication is not related to the hove

Atalay Y.

Cunkt romanda kurulan cinsiyet bakimindaritligci bir toplumun
devamllgini sa&layan bir sistem olarak ebeynlikten bahseditmi Ve yapilan
ask evliliklerinde b&imliliktan dgan sitlik karsi cinslerde bozulmgur. Maddi
yonden kim zayif ise kar cinse boyun ger. Romanda ki evebeynliktesigikci
sistemin bozulmamasi icin ey rastgele ve atama yoluylagoalligl ortadan
kaldiracak unsurlar kullanilrtir.

In this novel, parenting is dealt with as a systhat insures the continuity of a
sexually egalitarian society. In love marriages, oiie of the spouses is
financially less secure, he or she is dependertherother and this suppresses
the equality between them. The novel depicts anpiauge system that consists in
a random selection of people who would be parentimghis parenting system,
all the factors that could cause dependence angresged in such a way as to
keep equality between the sexes.

Questionnaire 10

“Uremeyle ilgili yapayliktan bahsediyor. Bu s6zcgikdece bunun bir kismini

ifade ediyor.”

“The excerpt deals with an artificial (re?)prodoatisystem and this word

partially refers to this system.”
Burak T.

“Ebeveyn kavrami bir nevi bakicilik ya dgréten kgi olarak tanimlanngi ve

aile kurumu daitilmis yerine ortaklga ilgi gostermeye domtiiriimis.
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Connie'ninsasirmasi normal. Sanirim hikaye de bu ggkinlklar Gzerinden

gidiyor.”

“The concept of parent is defined here as a kinttafetaker” or “teacher.” The
social institution of family is replaced by a systef parenting in which both
partners equally share the responsibility of cleitdrit's very normal that Connie
is astonished by this new system of parentingekguhe novel is possibly based

on these sorts of astonishing transformations.”
Merve Y.

“Ozet metinde laboratuvarda tasarlagiyapay rahimde buyuttlngibir bebein
ona sadece ebeveynlik yapacakil&re veriimesinden bahsediyor. Pasajdada
bdyle yetsen bir cocgun gk ilintisi olmayan anne ve babasinin ebeveyninin

neden byekilde olduklar konusunda arkagida yaptgl konuma var.”

“According to the plot synopsis, after being cowneei in the laboratories and
raised to viability in artificial wombs, babies aga&ven to people who would be
parenting them. In the text fragment, a person whthout being involved in a

romantic relationship, is parenting such a chilglais this parenting system to

a friend.”

Yatak arkadasi (bed friend, sweet friend in theatpv

Asli E.
“Asik olunan ksilerle beraber oluyorlar ancak onlarla aile kuraonigr.”

“They have a relationship with people with whomytlaee in love, but they

can't start a family with them.”
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Questionnaire 1

“GUnumuz dunyasinda ebeveynler genelde goowiyolojik anne babasi, ama
burada “yatak arkadd diye Ozellikle belirtiimesi gelecekteki mattagettdeki

durumun ginimuizden tamamen farkh @dou gésteriyor.”

“In the present world, parents are generally bimalgparents, but here, the
specific use of the term “bed friend” shows thas tituation is different in the

futuristic society of Mattapoisett.”

Questionnaire 5

“Sadece ifade amacli, konunun iggne uydurulmaya cafilmis.”

“These are just used for stylistic purposes corbpatvith the topic of the

novel.”

Questionnaire 7

“Ebeveynlerden bahsediliyor. Bu ytzden yatagkibi kullanmg olabilir ama bu

parcada 6nemli olan bu gie”

“The text deals with parents. This is why a bedtrehship theme could be used

here, but it is not essential to the plot of theeld

Ortak (Partner)

Afsin E.

“Roman yapay Yyolla uretilen ¢cocuklarin rastgelenatayetskinlerce buyatilmesini

konu aldg! icin, bu yetgkinlerin adlandiriimasi 6nemli bir tanimlama...”

256



“Since the novel recounts the raising of artifiiaprocreated children by
randomly nominated adults, it is important to usev@d to designate these

adults.”
Alaattin T.

“Secilen kiilerin ebebeyn olarak atanmasini aciklgrsonra da kiler
arasindaki korgmada bu secilnive gorevlendirilmy kisilere atfen ortaklar
kelimesi kullaniimg...”

“In the plot synopsis, there is an explanation @ivipeople are nominated to be
parents. In the dialog between characters in tkiefiggment, the word “partner”

Is used to refer to these nominated people..”

Questionnaire 3

“Konuyla tamamen alakasiz.”

“It's unrelated to the topic of the novel.”

Questionnaire 4

“Aile bir isleyis gibi oldusundan anneye ortak denilmesi mantikli olabiliyor.”

“As the family depicted here looks like an orgatima it can make sense to

refer to “mother” as “partner.”

Questionnaire
“Ortak, ebeveyn yerine kullanilmis.”

“Partners” replaces here “parents.”
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Armagan T.

“Ozetten algiladiim ana tema, cocuklar birlikte ygiren kimselerin kendi
aralarinda sevaqi iliksisi olmagidir. Kahramanlara “ortaklar” veya baksa bir tek

kelimelik ad koymak, sik tekrarlanagacin bir gereklilik gibi duruyor.”

“As far as | can infer from the plot synopsis, thain plot consists of the lack of
love among people who collectively raise childr&mce the word “partner” will
occur in the novel frequently, it seems to be neagsto name characters as

“partners” or give them another one-word name.”

Baris B.

“Cocuk dggurmanin ve yegtirmenin tamamen duygulardan soyutlagtoir

olgu olmasiyla bgantil.”

“It's related to the fact that in this futuristioond, having and raising children is

completely isolated from feelings.”

Damla

“Ortaklar genellikle birg icin bir araya gelen, bye maddi ya da manevi

yatirim yapan bir grup insandir ama burada palga is: ebeveynlik.”

“Partners usually refer to people who are assatmith one another in an
action and invest efforts and money in this action, here, partner refers to a

common responsibility.”
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Genco G.

“Ortaklar kelimesi gunumizdeki ebeveyn kavraminarkii bir yansimasi.
Bugiin kullanilan anlamiyla ortak kelimesi ebeveginicok kapsamasa da

hikayede 6nerilen yeni aile kavrami ile yeniderstltulmus olabilir.”

The word partner is a different term referring he@ toncept of parent. Partner,
as it is used in the novel, must be different fribsnpresent-day usage because
today, the word partner is not used interchangeaiily the word parent. Thus,
the word parent can be reinvented according tonds concept of family
proposed in the novel.

Lale E.

“Kitabin sosyal siteminde “ortak” kavrami ginumukihelen daha farkli. Kitap
bu ortak sitemini (cocuklara annelik-babalik yapankadin veya erkek

konusunu) anlagg icin bu s6zcgin ¢ok 6nemli oldgunu diglinuyorum.”

“In the new social system depicted in the noveg toncept of “partner” is
different from its conventional usage. | think thaartner” is a key concept
since the book deals with this partnership systangroup of three (men or

women) parenting children.”

Murat A.

“O toplumun duygulardan uzak, makingtd@s havasini tek s6zcik gayet iyi
Ozetliyor. Ayni zamanda kadin ve epke cinsiyet 6zelliklerinin torpulendini

ve bir tur robotlama halinde olduklarini anlatiyor.”

“This only word summarizes very well how unemotibaad mechanical the
nature of the depicted society is. It is also nwred that women’s and men’s

sexual characters are changed and are being aatechat
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Nuran Becerikli

“Esitlik¢i anlatim var. Kadin da tamayacak. Yapay rahimde labratuvarda
gelisecek.”
“There is an egalitarian concept of parenting. @eth are not conceived in

women’s wombs, but in laboratories.”

“Yapilan uygulama aile kavramina yeni bir anlam haylr. Cekirdek aile
tanimi dgisiyor. Ask, aile gibi kavramlari ¢cocuklardan ayiriyor. Cokarkbir
eve sonradan bakilmak lzere alinan bir canli komargokuluyor.Su anda
insanlarin evlerine bakmak Uzere aldiklari hayvanlga da bitkilerin yerini
cocuklar aliyor. Bunun da cocuklarigkave evlilik sorunlarindan tgamsiz
olarak yetsmeleri icin yapildgl savunuluyor.”

The system of partnership changes the definitiorthef concept of nuclear

family and attributes a new meaning to it by cowicgj children separately from

love and family. Children are represented as libe@gs that are brought home
to be taken care of. They seem to have replacesl gret plants that modern
people take care of in their home. It is also naimd that this system aims for
children not to be affected by love and marriaggbfgms while growing up.

Ozden E.

“Ozette belirtilen rastgele secilen Ugsikin yetistirdigi cocuklardan birisin
yetistiricisi olan bir kadin dier iki kisi icin ortaklar diyor. Ve bir “yatak

arkadaliklar”’nin olmadgini soyliyor. Rastgelelik bgekilde vurgulaniyor...”

“The summary plot defines partners as a group rektithat consists of a woman
and two other people in charge of raising childr@im emphasise the
randomness of the selection of these people ailsis mentioned that the people

in this group are not “bed friends.”
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Saduman D.

“Kendi anne babalari olmuyor, atannebeveynleri var.”

“Children do not have biological, but nominatedeyds.”

Onur O.

“Kadinla erkek beraber olmamaktadir o ylizden baylesi bir aile yapisina

yeni bir kelime uygulanmasi normal.”

“In this futuristic society, there is no sexualdrdourse between men and

women and it's normal to use a neologism to redehts new family structure.”

The Female Man

Questions

1. Have you ever realemale Maf?
Yes 0, No 32.
2. Do you recognize the instances of word play intéx¢ fragment above?
Yes 18, No 14.

14 participants were not able to recognise thaitss of word play.

3. If yes, please write out all instances of word gh@jow and explain what they
mean to you.

As a response to this question, two readers clioserhment on the strangeness of the
speculative world rather than commenting on theamses of word play in the text

fragment.

Strangeness of the Speculative World

Atalay Y.

“Kadinlarin egemen oldiw toplum: gitlik yok, feminism: kadin erkekséli gi
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“In a female-dominated society: there is no equalitg neal sense; it is based
on feminism, which is the equality of women and rhen

Nuran B.

“‘egemenlik kadina gec¢mf
“The women hold the power.”

The affixe -issa

Afsin E.

“Kadin isimlerinin sonuna gelen —issa, -ssa eklergaha diil ya da yakinli-
sevimlilik anlami verilmesi. Rus¢ca da Olga'ya OlnkYanya'ya Yanushka

denmesi gibi (Yanyacik, Yanyaem gibi).”

“Female first names are more feminized, familiadizzm made cuter by the
addition of —issa, -ssa affixes to the end. Itirele me of Russian diminutives

(Olinka for Olga, Yanushka for Yanya (like Yanyacvanyacgim in Turkish).”

Alp E.

“Kadinlarin isimlerinin tamami kisel 6zelliklerine uyan ya da onlarigastiran

anlamlar iceren Latince ve Yunanca sifatlardantilimes.”

“All the charactonyms are produced by the additimin Latin and Greek

adjectives, which reflect the characters’ persarasts.”

Questionnaire 2

“Var. Isimler. Bu isimler sanki takma isim olarakazilms. Butin hepsinin

soninda “issa” ile bitiyor.”
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“Yes, charactonyms. Charactonyms sound like niclesanThey all end with

“issa”.

Baris B.

“Ozel isimlerin gonderme yag kavramlar.”
“The concept to which charactonyms refer.”
Lale E.

~

“Kadinlarin isimleri huylarini veya ilgi sahalariranlatan isimler. Orrign

Travaille calgmak demektir, Travaillissa’nin tek yapticalismak.”

“The names that are characteristic of women’'sualtis and fields of interest.
For instance, travaille means “to work” and Trakgsh does nothing but

work.”

The Implied meanings behind Words Used in the Dygton of the Characters

9 readers focussed on the implied meanings behord wsed in the description of the

characters.
Alaattin T.

“Oh ne muhtgemsin ile ksgisel iliskilerindeki tavrina atif + herkesin bilgli
nedenlerle ile gecrstie yaptiklarina atif +kirklsnde ile ygina atif boylelikle

hepsi anlam iceren sozler igeriyor.”
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“Oh, you’re so wonderful!”: reference to her interponal behaviour,” for
obvious reasons”: reference to her past behavitharsy-five: reference to her

age. Thus, all these words are meaningful.”

Questionnaire 1

“Evet. ‘Benim kuclk sevgilim.” Cinsel bir birlikté&¢ yasamak kastediliyor

olabilir.”

Yes. ‘His Little Girl.” It can refer to sexual intourse.”

Questionnaire 4

“Saccharissa’ya yaramaz sifati yukletidde kucik oldgunu diguinmistim.

Ama 45 mg.”

“When I've read about Saccarissa who is descrilsethaghty, | thought she

might be young, but I've read further that she5s’' 4

Questionnaire 6

“Ne —kadar —greng”

“a game of ain't-it-awful”

Questionnaire 10

“gulimsemesi rahatsiz etmez” “herkesin lgldiedenlerle”.

“so that her smile will not spoil for obvious reasd’
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Damla

“Ya o standart “Oh, ne muhtesemsin!” cumlesiyle ¢grce ortamda tuhaf bir
sekilde eksikligini hissettiren Dulcississa nerédeBu cumle benim igin

ikiyzlulugu ifade ediyor.

“And Dulcisissa, whose standard line, “Oh, you’cevgonderful!” is missing

from the air tonight?)” This sentence evokes hyjsydor me.

Merve Y.

“Lucrissa, alnindaki kigikliklara bakilirsa kocasindan daha c¢ok kazaniyor;
Saccharissa, ev sahibiyle barin arkasindan BenigilkkK&evgilim oyununun bir
raundunu oynuyor. Bu iki cimle 6zellikle goziimepgar cimleler oldu. Cunku
bir seyi bir direkt olarak stylemek vardir bir de lafolandirip kelimelerle
oynayip daha hosekilde anlatmak vardir. Béyle oyunlarin hazzi beinde

zaman daha fazladir.”

“Lucrissa, whose strained forehead shows that shaldng more money than her
husband. Saccharissa who is playing a round olLHKig Girl across the bar with

the host. These two sentences attracted my attebBoause indirect expression
that consists in playing with words always gives mere pleasure than direct

expression.”

Nur M.
“Ne kadar grenc oyunu;insanlar hakkinda dedikodu yapmak, katilanlari
elestirmek, partiyi elgtirmek. Benim kicUk sevgilim oyunu; sk oyunlari

sergileyip dikkat cekmek, mutluyuz mesaji vermek.”
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“a game of ain’t-it-awful: This word play is used triticize the party and the
party people who are gossiping about other pedplemund of His Little Girl:
This word play is used to depict a game that ctmsis attracting others’

attention by seeming to be in love just to giveappy look.”

Oya K.

1-alnindaki kirisikliklara bakilirsa kocasindan dabok kazaniyor

2-ne-kadar greng

3-simdi sakin sakin kanapede oturuyor, bu nedeiliégngsemesi rahatsiz etmez
4- ev sahibiyle barin arkasindan Benim Kucuk Sergdyununun bir raundunu
oynuyor...

Yorum 1- Bana gore lucrissa hayati kocasindan &&fia ciddiye aldil icin olsa
gerek sikintilarin vergdi kirisikhiklar onda daha fazla..

Yorum 2- Kendi hayatlarinda olgeyleri gérmezden gelip Balarinin hayatini
bu dl¢llerle kendilerine malzeme yapan insanlar

3- Yorum yok.

Yorum 4-Burada ise Ustu kapali bekilde Saccharissa ev sahibi ile olan yakanli
diyelim.

1. whose strained forehead shows that she’s makore money than her
husband

Response 1. To my mind, Lucrissa has a strainethéad because she takes life
and the difficulties of life more seriously tharr ineisband.

2. ain't-it-awful

Respose 2. People who judge others’ lives ratlar kboking at what's happening
in their own life.

3. Now sitting very still on the couch so that kerile will not spoil
No comment...
4. is playing a round of His Little Girl across thar with the host.

Response 4. Let’s say that implicitly this refersSaccharissa’s intimate
relationship with the host.

Two readers were critical of the problems in largguase:
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Problems in Language Use

Questionnaire 7

“oh, ne muhtgem cumlesiyle bu gece ortamda tuhafskkilde eksiklIgini

hissettiren”- sanki adam cumleyi sdylgrde gitmi. Halbuki hi¢c gelmensi

“‘Oh, you're so wonderful!” is missing from theraonight’. It seems as if the
person who formulates this sentence is physica#gent there, but actually this

person is not there.”

Questionnaire 9

“Cenesini agmak, round yaglyerlerde. Anlailiyor ama paragraf agni

bozuyor.”

“The words “cenesini agmak” and “round” are notdige the correct place in the
sentence. Although you can still infer meaning ificorrect use of these words

suppresses the fluency of the paragraph.”

How related are these instances of word play t@lbiesynopsis of the novel? Strongly

related, unrelated or slightly related?
14 participants couldn’t recognise the instandasard play.
1 participant left this question unanswered.

8 participants found the instances of word plagrgily related to the plot synopsis of

the novel.
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4 participants found the instances of word playetlated to the plot synopsis of the

novel.

5 participants found the instances of word plagtgly related to the plot synopsis of

the novel.

Please explain.

Strangeness of the Speculative World

Atalay Y.

Feminizm ve kadinlarin Gstir@ind savunmak ayni kavramlar gidir.
Joanna’nin katilgy partide yapgii yorumlar kadinlarin Ggnmedgi yonlerini
elestirerek onlar gagilamaktadir. Kocasindan daha cok para kazanan kadin
hakkindaki yorum onungrengligi seklindedir. Maddi yonden gugcliu cinsler kar
cinsten Usttndur. (capitalist sistemlerde béylediganna gtli gi bozdiugu icin
hemcinsini gagilayarak aitligi savunmaktadir aslinda. Ve Joanna’nin
savundgu feminism de gtlik¢i feminizmdir. Ve romanda; gtli gin olmadgi
kadinlarin egemen olgu bir toplumdan gelen janet ile sidigi savunan
joannanin burada kalastiriimasi ve kagtirilmamasi gerekmektedir.

Feminism and the vindication of women’s superiotigve to be distinguished
from one another. In the novel, Joanna respondascatly and makes critical
comments on the aspects she didn’t like of the woslee met at the party. By
her comment on the woman who makes more money tiearhusband, she
attempts to show how disgusting this type of wornsaimn capitalist systems, the
one who makes more money is superior to the oByedegrading the woman
who makes more money than her husband, Joannayddefat bottom, gender
equality. Thus, Joanna’s feminism is an egalitafeaninism. So, we should be
able to distinguish between Janet coming from a-egalitarian, female-
dominated society and Joanna who defends gendalityqu

Nuran B.

“S06z sahibi kadinlargisahibi ayni zamanda, egke halini kadinlar almy.”

“Women are powerful and professionally active Iken.”
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The affix -issa

Afsin E.

“Ki silere seslenme veya yakinlik belirtme eklerinindakaliplarinin roman

konusuyla ¢cok bgantili oldygunu sanmiyorum.”

“l don’t think diminutive forms used to addressexgon or to convey the degree
of familiarity with the addressed person might bécinrelated to the plot of the

novel.”

Batin bu superior modda kullanilgnsifatlardan taretilngi isimler dkil haldeki
kelimelerdir. Zaten soyut kavramlar antik dillerd®k buyik oranda gii
kelimelerdir. Kadin hakimiyetine iyiden iyiye vurgyapmak icin bdyle
kulaniims olabilir. Ya da abarti yoluyla bu gic imgesinikasindaki gucsuzlik
ortaya konmg olabilir.

All these charactonyms are produced by femininenaobstract concepts in
ancient languages generally consist of femininensoharactonyms derived
from feminine nouns can be used to consciously @siph the female
domination. Or the choice of these charactonyms lmaraiming to create an
effect of exaggeration to show how weak women aspie their seeming
power.

Questionnaire 2

“Burada isimlerin bir anlami oldiwnu dguntyorum. Arkasindan gelen sadece

bir issa bir taki olarak kullanilmr

“l think charactonyms that are used here have aamga“lssa” seems to be

used as an affix.”
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Baris B.

“Gunumuz toplumundaki kadinlar k& kisilik sablonlarina oturtuluyor. Dinya
disindan, kadinlarin egemen oflu bir gezegenden gelen g6zlemcinin

gozlemlerini yansitiyor.”

“Women in our present day society are represerntzeaypically. This reflects
the observations of an outsider that comes fronthemglanet which is female-

dominated.”

Problems in Language Use

Questionnaire 7

“Baloda olan ve olmayanlardan bahsediyor. Ama olasmn eksikgini yanlis

ifade etmg..”

“The excerpt deals with the people who attendeddathahot attend the party.
However, those who are absent from the party astakenly shown as though

they are present and speaking.”

Questionnaire 9

“Yanls kelime kullanmy.”

“The wrong choice of word.”
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The Implied meanings behind Words Used in the Dgt$en of the Characters

Alaattin T.

Evet. Az bglantih ama yine de tgantili. Kadinlarin egemen old@u dinya ile
buginin didnyasi arasindaki kadin dawlam iliskisi. Toplum icindeki
davranglarin yargisi sorunu. Fazla degil, bir deginme rbsin bildigi
nedenlerle) (tabii ben 6yle glindim eger kitabi okusa idim daha net olurdu
cevabim).

“Here, there is a comparison of female behavionra female dominated world
with those in today’s society. This is just a qute of social behaviours. Just an
allusion (for obvious reasons) Of course, that’'s imgrpretation. My answer

would be clearer if | read the whole book.”

Questionnaire 1

“Kadinlarin baks aci anlatilirken cinsellikleri ve cinsel hayatlake aliniyor.”

“Women’s perspectives are dealt with through teeiuality and sexual lives.”

Damla

“Kadinlarin bulundgu ortamin ne kadar yapmacik ofgunu, ¢g@unun rol
yaptgini ve bunun farkinda olduklari halde hayatlarial yaparak nasil da

devam ettirdiklerini ve ne kadar gsolduklarini anlatan bir cumle...”

“This sentence expresses how artificial and sugaffiare these women who

sustain their lives faking most of time and neviegup faking although they

are conscious about it...”
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Merve Y.

“Ozette romanin bahramaninin bir gezgin oldundan ve kiileri elestirel bir
baks acisiyla inceleginden bahsedilngtir. Pasajda da Bkahramanin bir
balodaki kadinlarin hayatlari hakkinda kisdticeler yer almgtir. Bu distinceler

ise ¢agitli s6z oyunlariyla anlatim gtclendirilerek anlatistir.”

“In the plot synopsis, it is mentioned that the meharacter is a traveller who
sees the present world and its people criticaliyfthe excerpt, the main character
conveys her impressions of people she meets atrtg. pgo reinforce her

expression, the main character uses various puns.”
Nur Malkoc

“Joanna da “ne kadagrienc oyunu” nu oynuyor. Kendi feminist yaklialarini
arkadainin elatirel yaklagimlarina uydurarak ortami goézlemliyor. Romanin
Ozetindeki kgili ge uygun bir tavir sergiliyor.”

“Joanna also plays “a game of ain't-it-awful”. Stigserves the setting from her
feminist perspective combined with her friend’stical approach. She displays

an attitude compatible with her character as deedrin the plot synopsis.”

Oya K.

“Burada s6zcuk oyunlari kullanilaraksker hakkinda biraz da dokundurarak

yasamlari ve kgilikleri hakkinda yorum yapilngt”

“The puns used here contain critical comments ercttaracters’ lives and

personalities.”
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English Speaking Readers’ Responses

The Handmaid’s Tale

1. Have you ever reatthe Handmaid’s Tale?
Yes (10) No (21)

2. Do you recognize the foregrounded word play intéhe fragment above? Yes or

No? Yes.
Yes (28), No (3)

Interestingly, all of the three readers who couldetognise the word play in this text
fragment have translation studies as educatioreigraund.

3. If yes, please write out this word play below amrglain what it means to you.

When asked to write out the word play in the teagment, one of the source text

readers interestingly chose to give a thematicerurdf the text.

Thematic Content of the Text

Rizwan H.

“Clearly a take on gender equality, sex, male/fenpaiwer dynamics, etc.”

Another reader stated tha¢nas a personified concept can be considered asc wo

play.
Penas a Personified Concept

Andrew C.
“Well the lady keeps personifying the pen. She msakeore than just a pen.

That’s about it though.”

Another reader who is a high school student and, thless experienced reader

compared to the others stated tavycan be considered as a word play.
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Envy

Lachlan W.

Maybe.Envy,

The narrator craves the freedoms granted only to (t@mmander), more

specifically the right to communicate.

25 source readers found out that penis envy caoh&dered as a word play.

Penis Envy

Alternative

“There is a reference to Freud’s phrase ‘penis eimvjitwood’s use of the motto
‘Pen is Envy.” Freud speculated that all womenenagmvious of the external male
reproductive physiology, that by its external natsuggested there was ‘more’
than the ‘internal’ female reproductive physiolognd thereby is ‘better.”

Andre C.

“Penis envy (this means the desire to have a genis)

Anna B.

Pen is Envy” = Penis Envy. It means that womeneargous of men because men
have a penis and women do not. The penis in tiitegbrepresents more than just
the part of a human body. It is the freedom, thegrpthe agressiveness that men
are allowed have and express whereas women halgamally been conditioned
to stay away from these qualities/behaviour. Thecept comes from Freudian
theory in which he posited that girls in their selkdevelopmental stage become
envious of boys because they realize they do ngg hgenis and all the privileges
that the penis seems to bring to boys. These pges are significant in that they
are culturally produced; they are produced by thaesy. Girls according to this
theory are viewed as envious, secondary, deficiamd, in general, inferior to
boys.
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Anna Grace

In this excerpt, Aunt Lydia explains how “Pen isvih echoing Freudian
theories of “Penis Envy,” whereby women are meanteel jealous of men
because their penis gives them power to have dowtver others (most
significantly, women). The Handmaid envies the @wnder’'s pen or “penis”
because he is able to be free, whereas she igiforeservitude and labour.

Bradley L.

Pen is Envy” is an allusion to the Freudian notéfipenis envy” which refers

to the moment in a girl's development when sheizesalthat she does not have a
penis. The penis, like the pen in Atwood’s exammeresents a systemic
exclusion of women in roles of power. In other dsyrhaving a penis, like
having a pen in the narrative, is synonymous wabiig access to power.

Christine Y.

“Pen is Envy ,penis envy, psychoanalytic term mafigrto the moment in a
girl's development when she realizes she doesana b penis and subsequent

desire for male attributes.”

Carol B.

“‘Penis Envy’ (1.2) is a play on "Penis Envy". \Athit means to me: The author
seems to be playing with psychological (Freudiaepties of women expressing
"penis envy", female jealousy of the male reprohacorgan, turning it into a
trope for the male appropriation of other meanglit¢rary, epistolary, etc)

creation in the story, and women's jealousy of it.”
Christel K.

“A play on the expression “penis envy”.
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Desmond F.

The pen is a phallic symbol. The phrase “Pen isyErs/a split version of the

term “penis envy.” It has a double meaning; it iSdauble entendre.” The

narrator is experiencing this feeling. It is cotélh in the third sentence with
sexual desire for the Commander. There seems tsobge contradiction

between the Center motto, which is obviously sexoathe reader, and the
intentions of the Center (but | would need moreterinto confirm that). There

is definitely tension between the word play, theurea of the story (reducing

women to unfree, illiterate sexual objects), theatiptive language used by the
author and the reader’s own, contemporary reatditime text.

Emily J.

| envy the Commander his pen.” The word play isuilthe “Commander’s

pen” — referring to both the writing instrument amd penis. The handmaids are
in a subordinate position in society because theyfartiie women and are

meant to serve no other purpose than to reprodbeg;are denied the power to
communicate. The Commander, however, has poweruseche is allowed to

write and the fact that he is a man automaticaiyegy him authority over the

women.

Jannah H.

Jim H.

“Pen is Envy'. The Freudian term "penis envy" softleaps off the page
because it's so familiar. The use of capitalizatiotine phrase makes the reading
"Penis Envy" all the more obvious. Freud thoughisdeel inferior because they
lack a penis, and envy boys who in turn feel suypdsecause of it. It has been
one of the principal psychological methods of maimihg the patriarchy by
convincing women to submit to male power on a sobcmus level. In this
case, Atwood is writing specifically about a sogief men whose resurgent
patriarchy has taken all power and autonomy awagn ftvomen. This power
includes the freedom to use the written word, syimbd by the pen. The
narrator of The Handmaid's Tale is conscious of gbaer inherent in the
control of words, symbolized by the pen, and theuseof verbal power with
phallic power. She imagines by stealing the pathiar pen she can take his
control over life for herself.

| think so — The ‘Pen(is) Envy” and the talk abth& pen/penis of the commander.
It sounds like we have a bit of a rebellious femtiran our hands, who is tired of
being under someone else’s control, and wouldtbkike the power (in the form
of the pen) away from the Commander. | think tiag tfeminist’ as I'll call her,

rejects Aunt Lydia and her ‘Pen is Envy’ warningaatool of the Commander to
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continue (what | consider to be, from what | carrnga from the limited
information here) the disrespectful and inhumarigugation of the ‘handmaids’.
Joffre R.

“yes... pen is envy - penis envy... it just suggéisé concept of penis envy.”

Lisa H.

“Pen is Envy”. This is a play on the (somewhatdated) Freudian notion of

Penis Envy -- a bone of contention with every fastin(joke)”

Lucy N.

“Pen is Envy: penis envy.”

“Freudian theory that women want penises... symbpbwer etc.”

Melanie A.

“Pen is Envy — penis envy. In this novel the mem@gwminant, so it is natural

for the women to have penis envy.”

Paul S.

“This word play is “Pen is Envy”. To me, this red@o Freud’s notion of “penis

envy”, according to which a female desires to psssepenis for herself.”

Philip M.

“Freudian “penis envy” is about women wanting tonben. But in this case,
perhaps the spinster aunts in their burlap dredse’s want to be men, they just
crave a penis in their bodies. They want to “Stded penis, not from the

Commander, but from the handmaidens.”
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Rachel C.

“l think that the word play is between the pen lgeandual sign of power and
envy to the narrator. She views the pen as adimdetaphor of the

Commander with his power that she envies.”

Stephanie H.

“No... But if I had to guess, it would be the infedreomparison of the pen to

the male anatomy.”

Sterling T.

“Pen is Envy = penis envy. A Freudian concept (dgioere?) stating that
women supposedly envy men their penises, a synilioate dominance and
power. This is compounded by envying the Commasgen, which suggests

both his power to sign orders and commands, asasell phallic symbol.”

Steven D.

“Pen is Envy” is a pun on “Penis envy,” a Freudtancept that girls develop an
envy of boys’ sexual organs. This infers envy byneo of the man’s (then)

dominant role in domestic and social affairs.”

Marie T.

“I'll guess that it's Pen is Envy... what does thigan to me? Well it's a motto
that suppose to warn them away from such objecterhdps envy has been
identified as an unpleasant feeling and so beingoas of something or

someone is not something that you want to be fgelireads to frustration and
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dissatisfaction with life. Pen is envy, love is gn¥reedom is envy... so stay

away from them because wanting them will only leagiour own suffering.”

Tia C.

“Pen is Envy = Penis Envy — the women are envidubeman’s power and the

pen is phallic representing the penis.”

Tina J.

“Pen is Envy. This is from Sigmund Freud’s thedrgttwomen as a gender suffer
from “Penis Envy” (wishing to become men in a pyolgical sense) and this is

the cause of the discontent between the genders.”

How related is this word play to the plot synopsfishe novel? Strongly related,

unrelated or slightly related?

Strongly related (30), Slightly related (1)

Please explain.

Global Meaning of the Text

Rizwan H.

Maybe this is a simplistic explanation, but: Then@nander has the pen, and
the handmaids of Gilead need the pen to reprodidte Commander’s pen, and
the requirement for the power of the words it corgais the only thing
preventing them from having an entirely self-sustay, female world, but
because of this dependence on the pen, this ghee€Commander a kind of
power over the handmaids.
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Pen as a Personified Object

Andrew M. C.

“The synopsis and excerpt are pretty coherent gaith other. It makes sense with the

synopsis. | wouldn’t know how to explain that fueththough.”

Envy

Lachlan W.

“the word play was related to the narrator envytimgypower held by men to

communicate, which was also addressed in the si;bps

Penis Envy

Alternative

“Atwood’s novel confronts the male dominance of m&arth cultures by
focusing exclusively on the reproductive functiafishe genders and taking that
focus to an extreme end through this speculativelnorhe word play is clearly
intended to show the author’s belief that thera isnk between the power of
language as a tool for control, and the power ofdge. It also suggests a subtle
ignorance on the part of the exploited in this siet/e society, an ignorance

perpetuated by the education system.”

Andre C.

“In this novel, women hold a secondary or everatiyrstatus in society as men
are valued more highly than women, and some womee\a&n valued more

highly thanotherwomen.”
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Anna B.

The Commander to whom the Handmaids are assigried @ne individual with
the power and authority. It is his decisions theatéhan effect on the Handmaids’
lives. Handmaids are subordinate to Aunts, and $\amé subordinate to the
Commander. In the most simplistic observation, cae discern the hierarchy
and easily observe that the power — the controlthadlecision-making — rests
with the Commander who is physically different fréxants and Handmaids. In
this case, his penis could represent all the et that he disposes of and the
power to decide on the lives of others. Even tho#gints and Handmaids are
also physically different — in that Handmaids hawvaries and Aunts do not —
their difference is not as fundamental as the oewvéen the male and the
female. Ultimately, the male is the one who hadfited say.

Anna Grace

“As far as | know, the novel details the struggévizeen the sexes at this period

in time. Women had few rights, whereas men wele @bdo as they pleased.”

Bradley L.

“The commander has access to a pen, simply betauisea commander. lItis a
symbol of power. The handmaid’s admission thatsbald like to steal the

commander’s pen is tantamount to saying that shédiike to be powerful.”

Christine Y.

“the characters appear to be highly schematizesl, types rather than

individuals, similar to Freud’'s male/female theor@”

Carol B.

Fertile women here are forbidden any creative ingednly allowed to nurture
men's creation. The author also turns this int@jpet for the male domination of
literary writing over the centuries. The irony mghasized by the fact that these
women are called "hand-maids"” (the word used imthee!'s title), which seems
to express a longing to grasp something, their éovthe pen.
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Christel K.

“It would be important in defining the women’s mality, and therefore
defining their position vis-a-vis men, in the stdine. It would also stick in the

reader’s mind particularly well.”

Desmond F.

If the narrator is being 1) de-educated: the petheésway to resist this process
and regain some humanity; 2) desexualized (turned i reproduction

machine): the pen is a sexual object, a phallic b®jnihat stirs desire 3)

disempowered: the pen, as man, is in control, soting it, especially the

Commander's, is to want power, status. Thereftwe,notto is both a rule of
terror upheld by the Center against women andtarsent of what women feel
as a result. It is deeply relevant to the plot.

Emily J.

“The “pen” is a symbol of power representing thevpoto communicate (which
is held by infertile women — the “aunts”); the pens a symbol of power
because the society of women (aunts and handm&dsyganized around

serving men (specifically, commanders).”

Jannah H.

First of all, women's reproductive freedom has bdenied them and taken
control of by an élite class of powerful patriarchmen. These men have
imposed a tyrannical régime to ensure that onlyr thenises will determine
reproduction. At the same time, to keep women gdipd, they enforce
ignorance upon the women, so that being deniedrmgauhd writing, they will
lack the knowledge to rise up and overthrow thepressors. The close linkage
of these symbols of the reproductive power andalgsbwer that the régime is
built on, the penis and the pen, is brought ouAtwood's wordplay linking the
two.
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“It seems like the word play here is important teatvcould be a central
character (the feminist, who speaks in the firsspe), and likely the plot,

though the synopsis seems to be more backgrouncettpanation.”

Joffre R.

“The world of the novel seems to be a male domuhatiety. Women are not

even allowed to communicate. You must have a genise a pen.”

Lisa H.

It is important because:

e The handmaids are denied power; they are depriiedh® ability to
communicate either verbally or in writing and aneere discouraged from
wanting to do this. So, the pen symbolizes thaspand is the repository of
power, and is consequently the object of envy gfiatelligent handmaid, i.e.,
“I envy the Commander his pen. It's one more tHimgpuld like to steal”.

* From Freud’s point of view, power is equated witle fpenis because men
have traditionally been the more powerful of theo teexes. Many would
argue that, even in a liberal democratic Westertietp there is still an
imbalance in power because, for one, women are=quoally represented in
every possible employment sector. So, | imagiae tihis book addresses the
traditional inequalities by examining the dominarecepts of power theories,
including Freud’s which states that women wish tiey a penis so they
would be able to exert more power;

» Of course, feminist theory is all about empowenvigmen and demonstrating
that power can be wielded independently of geitali

Lucy N.

“Offred (and all the women) are disenfranchisede Ppknis symbolises power
and autonomy. It also stands for sexual dominasm®gething reserved only for

the men of Gilead.”
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Melanie A.

“l don’t remember all the details of the novel, bégel like something very

dramatic happens at the end, and maybe penis esva pivotal role in it.”

Paul S.

“There is possible allusion to penis envy in Augtila who may be exercising a

patriarchal role, symbolizing a desire for a pems;ontrolling other women.”

Philip M.

“I thought the use of the biological word, “ovafi@gas jarring. So, | imagine

this book is going to get down to business.”

Rachel C.

“Well, she ties the entire thing together: Pendaver, pen to envy and finally

the Commander to the pen and what it represents.”

Stephanie H.

“The themes of the novel are around gender, powproduction and virility.”

Sterling T.

“Aunt Lydia is the most powerful of the Aunts, whoe the most powerful

women. But not as powerful as the men (with tpemises).”

Steven D.

“The novel is about a society in which certain nhene attained complete

domination to the point where fertile women arehimgd more than sex slaves.
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The male’s exclusive right to use the written wizrd metaphor for his sexual

power.”

Marie T.

Tia C.

Tina J.

“Well the whole novel talks about freedom reallyndithe pen and written word
have always been associated with freedom. Writing very powerful way to
transmit thoughts, ideas, emotions, feelings t@mwotiuman beings across time
and space. Of course someone without this powetdaenvy it. It goes to show
how important education really is. How do you kesepminority population

docile? Deny them of any mode of communicationh&y itannot revolt.”

“The men have control of the roles of women in tharld and the women are

envious of this control.”

Margaret Atwood is a feminist writer who explorég possibilities of science in
social control and the effects the male-dominateensific world could have on

the “real” society. In A Handmaid's Tale she loakswhat may happen if

infertility became pandemic and how the male pathal society may seek to
control women in order to control the populationdagenetic descent of

humanity. The envy of the handmaid narrating $igsithe envy and lack of

control the handmaid has over her education, hiétiedand her future. Pen is
Envy literally in this case means her desire totavend express herself, but
metaphorically means the desire for freedom of esgion, of will and of life.

Woman on the Edge of Time

Questions

1. Have you ever read/oman of the Edge of Tifhe
No (30) Yes (1)
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2. Do you recognize the foregrounded neologisms (wevds or existing words
with a new meaning) in the text fragment above? ofddo? Yes. 31

3. If yes, please write out these neologisms belowexdiain what they mean to
you.

Strangeness of the Speculative World

Lindsay G.

“Parenting system — used here as a technical trichfld rearing, but makes no
reference to the union between parents or theitiogiship with each other. It

focuses on the relationship with the child.”

13 English speaking readers stated that the swekt friendcan be considered a

neologism.

Sweet Friends

Alternative

“sweet friends = sexual partners”

Anna B.

“Sweet friends = lovers, individuals who engagétimate relations.”

Bradley L.

“Sweet friends: people that are romantically inea@lwith one another.”

Christine Y.

“Sweet friends—romantically involved friends.”
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Chrystel K.

“Sweet friends = romantically involved.”

“Sweet friends —i.e. lovers”

Joffre R.

“Do you count 'sweet friends' as a neologism? |@eaho are romantically

involved.”

Lindsay G.

“Sweet friends — a term used for a couple in lovéhis context, but here it has a

negative connotation.”

Melanie A.

“Sweet friends” — People who are romantically ineal.

Rizwan H.

sweet friends” and “misunderstandings” (thougle tatter two might just be a
way of restating or explaining the similar concegitslovers” and “lover’s

qguarrels.”

Sterling T.

sweet friends - lesbian lovers (?)
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Steven D.

Sweet friends - lovers

Tina J.

Sweet friends = lovers, sexual or romantic partners

7 English speaking readers stated that the Yowme misunderstandingsan be

considered a neologism.

Love Misunderstandings

Bradley L.

“Love misunderstandings: problems or disagreemiatisarise between persons

that are in a romantic relationship with one anothe

Christine Y.

“Love misunderstandings—disputes between lovers”

Chrystel K.

“Love misunderstandings = lovers’ quarrels, spigtup”

Desmond F.

“Love misunderstandings: issues that arise whehmild s parents have genuine

feelings for each other; atypical occurrence is thture.”
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“Love misunderstandings (as a phrase) — Interestomgnormative term for

relationship breakdowns.”

Lindsay G.

“Love misunderstandings — the issues that arisedsst couples in love. Here

they are simply a factor hindering child producteord development.”

Rizwan H.

“sweet friends” and “misunderstandings” (though lditéer two might just be a
way of restating or explaining the similar concegitslovers” and “lover’s

qguarrels.”

Male Parent

Desmond F.

“Male parent: synonym for Dad, except needed taesgthis meaning in the

novel's future.”

3 readers stated that charactonyms like “Lucierfi@8g” and “Jackrabbit” can be

considered a neologism.

Charactonyms like “Luciente”, “Bee” and “Jackrabbit

Rachel C.

“I'm sure that the “Bee” and “Jackrabbit” are alseologisms, but | can’t figure

their meaning without further excerpts.”
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Rizwan H.

“Bee, Jackrabbit”

Marie T.

“Her name, “Luciente”.... There’s a word that it rerds me of... very close to
that name though | can’t pinpoint it... “lucient”?udience”? oh yes...
“lucid!! Between conciousness and unconsciousniessl of... confused a
little. And | suppose they use animal names becthesedon’t have biological

parents to name them. To give them a name thabis meaningful.”

Co-mothers, Coms

Alternative

“comothers, coms = parents”

Andre C.

“Comothers (mothers who share the responsibilityeafing a given child)”

Andrew C.

“Well the word ‘comothers’ — If | had to guess Bdy that since it said groups

of 3 are chosen, comothers meant 2 females andel”’ma

Anna B.

“Comothers/Coms = parents”

“It is an interesting neologism because it impliest both male and female can

be mothers. This essentially can imply that bothenaad female can have the
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motherly instinct and perform the role of a nuntigrparent (most often linked to
the role of the mother), regardless of sex and genBut, this is possible
because of the new reproduction method which ierntadutside of the human
body and into the laboratory. This move means tii@e and female no longer
perform the traditional human roles in reproductiomale who provides the
semen, and the female who has the ovaries and dhweies the foetus. The
prefix ‘co’ suggests a relationship of equalityt laso, interestingly, does not

limit the number of parents.”

Anna Grace

“Comothers: This would be two mothers togethecharge of parenting the
children generated in laboratories. One would rassthne third “parent” would

be male.”

“Coms: This is possibly a short form for “comothérs

Bradley L.

“Comothers: members of a team assigned to raibdd’c

Christine Y.

“Comothers (shortened to coms)—two women who stiea¢ob of mothering”

Carol B.

“Comothers (l. 4 and 6), Coms (I.7), To an extémiale parent” (1.3)

What they mean to me: There is no longer a nudseaily setting so parents are co-

parents functioning in groups of three. If there 2mothers, they will be comothers.
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The author uses the prefix "co” from the latin "¢ummeaning with, present in
today's languages (esp. French) in words like tdba” (co-auteur) or "coed"
(coeducational) etc. These words today usuallyyafipjobs, not to parenthood, or
other statuses in the family. Thus the author madeenting sound just like any

other job, which could be done by a number of petpgether.

"My coms": very funny neologism, shortened forncofnothers.”

Christel K.

“Comothers or coms = people functioning as parénts.

Desmond F.

“Comother: one of two or more mothers or femalespts of children in this future

Coms: short form of comothers; related to conteraposhort form “mom,” of
which there are sometimes two today as well. Alb®re is a vague sexual

connotation with this word that may be accidentahoidental.”

Emily J.

“Comothers” and “coms” (short form for “comotherslike “mom” is to

“mother”).

“Because the reproductive practices involve grougs three, the three
individuals are co-parents (presumably these groopsist of one man and two

women, for there to be “comothers” specifically).”
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Jannah H.

Comothers and the abbreviation "coms." New wordk thabe invented for the
new types of social relations imagined in the fetuCollective parenting is
separated from biological parenting—therefore atinoance of old terms for
traditional parenting would impede the adoption thle new parenting
arrangements. This passage shows how languagisotisocial developments,
both depending on them and in turn influencing th&he traditional words for
parenting have been forgotten in this society, Wiscwhy Luciente tries to look
up the word "father" in a glossary of obsolete vgor8ince the word "father"
itself has been forgotten, a word that linguistsstder in the core vocabulary of
any language, this implies how radical the newaatianges are: Fatherhood is
obsolete. That would be one way to take down thegoehy which literally
means rule by fathers. The word "mother" may notberely obsolete, but it
survives in the word "comother” which also refleitts new social development
of collective parenting having replaced individuablogical parenting. The
colloquial use of the abbreviated form "coms" iraplithat this development is
already well inegrated into society and has beceoremonplace, something
people now take for granted.

Jim H.
“Comothers — Groups of people selected to raiselrem.”

Joffre R.

“comothers... It seems, since Luciente doesn'tgieize the term father, that all
parents in Mattapoisette are called mothers. demerhaps another, playing

off of moms.”

Lachlan W.

“Comothers ,coms - random people selected to parehild together.”

Lisa H.

“Comothers. It sounds like it is the name useddscribe what we call

“parent”_”
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Lucy N.

“Comother: someone who is a joint mother with songeelse.”

Melanie A.

“Comothers”/”"Coms” — Set of people chosen to raisshild who are not

biologically related to the child.”

Nicole P.

“Comothers — two mothers in lieu of a father andather.”

“Coms — short form for comothers”

Paul S.

“These neologisms are “comothers” and “coms”. #fraid they do not have

meaning for me.”

Philip M.

“Comothers are the 2 females in the pairing. | eigepthat there are also

probably cofathers.”

Rachel C.

“Comothers- two or more women together caring fachdd. The shortened

version would be the “coms.”

Rizwan H.

“I'm not sure what they mean, but the neologisnmes1s¢o be:
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Comothers, Bee, Jackrabbit, and maybe even “swieati” and
“misunderstandings” (though the latter two mighstjbe a way of restating or

explaining the similar concepts of “lovers” andvés’s quarrels.”

Stephanie H.

“Coms is short for co-mothers, or co-moms.”

Sterling T.

“comothers - two women in the parenting triad

coms - (?) short for comothers?”

Steven D.

“Comothers - members of the randomly-selected gadupree persons who

parent a child.”

Susan A.

“comother — two women raising the same child withitye child knowing which

one is his biological mother.”

Marie T.

“Comother. Not just one mother but various thatmeottogether. Shared power
and responsibility not directly related to a tramigal mother-child bond. No

initial 9-month bonding in womb.”
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Tia C.

“Comothers — women who work together to birth amide a child — one of the
mothers may be the romantic interest and the atiagrbe the physical birth

mother.”

Tina J.

“Comother = a group of people selected to raiskild, ot the biological

parent.

Coms = a pluralised foreshortening of the word Citraio”

How related are these neologisms to the plot syaafthe novel? Strongly related,

unrelated or slightly related?

Strongly related 29, Slightly Related 1, Unrelated

Please explain.

Co-mothers, Coms

Lindsay G.

(love misunderstandings, parenting system)

“They set the mood for the novel. They provide imaot imagery and create an

unknown and intriguing world for the readers.”
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Alternative

“They address the author’'s use of ‘parenting by mahee’ or parenting without
biological sexual connection in order to overcoreadgr bias in maintaining a gender-

equal society.”
Andre C.

“The idea of having a ‘co’ association means a eoative arrangement. It does
not necessarily speak to the romantic or unromamdicire of the association,

only the shared responsibility.”

Andrew C.

“They’re probably used all over — Just like the boBrave New World by

Aldous Huxley.”

Anna B.

In the futuristic, fictional society, ‘Comotherss ithe term that replaces the
concept of ‘parents’ in the present society. Sitleebooks seems to be about a
society that has transformed the reproduction @®é®m a physical one to a
controlled, laboratory process, then, the roleg thamans are supposed to
perfom in the futuristic society need to be call@dnew, different name.
‘Comothers’ is a label that fulfills this need. ‘Set friends’ is a euphemism for
physical, amourous relations which have become gy and no longer
essential in the reproduction process. Hence, #wuad act has lost its
primordial, fundamental function and is now serviag a secondary activity
without the original meaning and consequences.

Anna Grace

“Since the novel is about randomly selected groopshree (including two

“comothers” and a “father”) who raise children ceived in laboratories, the
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neologisms are extremely related because it isetimesv words that are the

terms used to define the individuals that livehis tsociety.”

Bradley L.

“The three neologisms are integral to the plot gmin that the futuristic
society created is defined largely by this new apph to family and to

childrearing and this is the terminology that acpames it.”
Christine Y.

“The whole parenting system has been reworked,saqajly to create gender
equality, so that comothers play key roles andibbgical father is not

necessarily involved in parenting.”

Carol B.

In the word "coms", the novel's multi-layered irohyrns in on itself. The

shortened form makes this a word used to mean "ecomuations" in the

modern world, or "company"” - "dot com" in Intern@bhguage, thus highlighting
the modernity of the novel, its sci-fi aspect. Amatword to which it harks back
Is "commies" or "communists”, or even "commune'pwimg the link between
the family organisation in the novel and certaipety of family organisations in
communist settings (adults and children living sefey etc.). Finally, the
stylistic form of "my coms”, is akin to a form likemy folks", which suggests
that despite all the attempts to destroy the nudkaaily in the novel, children

still mention them in a similar way as today.

Christel K.

“They seem to be key concepts in the society’sl@poand its mechanism of

bringing up children.”
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Desmond F.

“They are essentially terminology invented to pdevverisimilitude to the
future detailed in the novel. If society was stunet this way, these new terms

would have been created. It contributes to the teaigontrast aspect as well.”

Emily J.

“The neologisms above are directly related to #praductive concepts and
practices inherent in the future society, formimg @f the crucial elements of

the storyline.”

Jannah H.

| said "strongly related” because of how societyal to be built on families, so
that when the nature of families has been radicibnged, the nature of society
itself will undergo radical changes. The radicainesthese changes is indicated
first by the obsolescence of fathers, such thawirel "father” itself has been
forgotten the way people in the present day ararailifar with terms like, say,
"seneschal" from medieval feudalism, as an exawipégmother obsolete social
order. The term "comother” had to be invented lierriew practice of parenting
by collectivity, and the everyday use of its ablmgon "coms" shows how well
this change has been accepted by people of theefutinas become ordinary
and unremarkable.

Jim H.

“They seem to be integral in maintaining the fugtici society and it's child-

raising process.”

Joffre R.

“l suppose they are used to point out the strarggeriereignness of

Mattapoisette.”
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Lachlan W.

“As members of communities die, random groups ddl{male or female) that
are seldom romantically involved, are selectedaept.” These are the

comothers as described in the synopsis.”

Lisa H.

“It reflects a complete revolution in the parentsygtem.”

Lucy N.

“Emphasises the complete cultural divide betweenn@and Luciente..
concept of fatherhood may be important theme okBd@omother” concept

avoids father.”

Melanie A.

“These neologisms are in all likelihood a key aspéthe novel.”

Nicole P.

“The word comothers is slightly related to the gysie because it reveals an
idea of egalitarian society in which there wouldnoedifference between male
and female gender-specific roles. The word comadhts as a substitute for this

stereotype.”

Paul S.

“Comothers” contains “mothers” and the synopsiksabout people selected to

“parent”, which is what mothers do.”
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Philip M.

“If you have 3 people, then yeah, | imagine coptrane a huge part of the
novel, and deserve a new word. Or neologismufwadl. And you probably

will.”

Rachel C.

“The neologisms seem to launch the reader intsticeetal system of the book.”

Rizwan H.

“I don’t think | get this one as well as the fimste (and maybe | didn’t even get

the first one).”

Sterling T.

“This helps clarify the emotional relationship betm the three individuals in

the parenting triad described.”

Steven D.

“The use of new terminology reinforces the ideaaotomplete redesign of
parenting roles and gender relationships. The temlopf softer terminology--
“sweet” and “mother” (instead of “father”)--impliean attempt to create a

gentler and less competitive environment.”

Susan A.

“The neologism “comother” serves to illustrate thisual society the people of

Mattapoisette live in.”
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Marie T.

“Well the whole story revolves around this methdgarenting.”

Tia C.

“I think this term “comothers” would be significaas it is probably central to
the main conflict where the “mothers” are involiadlove misunderstandings”

with the man/male parent and/or the offspring.”

Tina J.

“Not read the book.”

The Female Man
Questions

1. Have you ever realemale Maf?
2. Do you recognize the instances of word play intéx¢ fragment above?
Yes 29, No 2.
3. If yes, please write out all instances of word gh@jow and explain what they

mean to you.

29 readers stated that charactonyms in the teytnfeat can be considered as instances

of word play.

Charactonyms

Alternative

Each of the names are strongly associated witmiGteek language roots
associated strongly with each character’'s domihahavioural attribute:
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Sposissa — sposa —spouse —one who marries

Eglantissa — | can’t figure this one out

Aphrodissa — aphrodisiakos — related to love oird€bence the make-up of false
eyelashes)

Clarissa — claritas — her clarity of vision cauesto prefer death over life (my
speculation)

Lucrissa — lucre — abundance

Lamentissa-lament — regret

Travailissa — travail — torture

Saccharissa — excessively sweet

Amicissa — amicable — peacemaker

Ludicrissa — deriving of derision — would neveribvéited anywhere of social
significance

Amphibissa — amphibian-like — clearly ‘ugly’ visal

Domicissa — home or dominated — she’s home, wheréssmore comfortable
Dulcisissa — dolce — sweet — always being compliargn

Andre C.

Aphrodissa (aphrodite), Eglantissa (Elegant), Laimsa (Lament), Travailissa
(Travail or Work), Ludicrissa (Ludicrous), Amiciséamicable), Amphibissa

(Amphibian), Domicissa (Domicile).

Andrew C.

The author uses ‘issa’ at the end of every girdgshe. And the first part of the
girls’ names usually describes the personalitygok of) of the girl. | thought it
was funny that the only chick with a normal nan€larissa’ — was going to Kill

herself.

Anna B.

Sposissa = word play on the word ‘spouse’; sheénlmBvorced three times.
Eglantissa = not sure about the meaning of this one

Aphrodissa = word play on the goddess of love aaliby, Aphrodite.
Clarissa = clarity, the one who sees clearly, knthedruth (that is potentially
destructive and she therefore kills herself) — anlyguess

Lucrissa = word play on the word ‘lucrative’

Travailissa = word play on the French word ‘traleail(travailleur, travail)= to
work, worker
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Lamentissa = word play on the word ‘to lament’'gipress sorrow

Saccharissa = saccharin = sugar, therefore, wasdtpfether with the word
‘naughty’ meaning something fun but ‘bad for yaiaistes good, but it's deceiving
because it's not good for you.

Amicissa= word play on the word ‘amicable’, friepdl

Ludicrissa= word play on ‘ludicrous’, ridiculougiughable; but that doesn’t go
together with the author’s description of ‘plaiit’y more a contradiction). If
someone is ludicrous, that person is eccentridisiomosomeone who others laugh
at, but that person is not plain.

Amphibissa = amphibian - someone primitive, notedeped enough

Dulcisissa = dulce, in Spanish, ‘sweet’. Word ptaythe word sweet, someone
who only talks about nice things and avoids thétyear to say the truth, be
honest.

Domicissa = word play on the word ‘domicile’, homesidence. The opposite of
public; therefore she only speaks in private andmepublic.

Anna Grace

Sposissa: This probably means a woman who is afsggouse. She was “three
times divorced.”

Eglantissa: This could either mean she is an etagaman or looks like an
eglantine rose, due to the allusion that she “thimily of clothes.”

Aphrodissa: This quite obviously relates to Aphtedhe Greek goddess of love
and beauty.

Clarissa: A tragic heroine from an old English laage novel. She is melancholy
the whole novel and thus, in this case, would wambmmit suicide.

Lucrissa: She is so-named because she is invalvadery lucrative business,
judging by the fact that she is able to make mooaey than her husband and can
win many hands of the fictional game “ain’t-it-awfu

Lamentissa: Comes from the word “lament,” which nse#p be upset or to despair
over—in this case, losing to Lucrissa.

Travailissa: Comes from the verb “Travailler,” ineRch, which means to work.
Saccharissa: Comes from Saccharine, meaning sweeagary. She wants to be
“his little girl.”

Amicissa: She is a good sport because she is peddymmicable and friendly
with everyone.

Ludicrissa: Comes from Ludicrous, which means absuridiculous. She was
not invited because she is odd.

Amphibissa: This either comes from Amphibian, magrfrog, or meaning that
she has two (perhaps opposing) traits or qualities.

Domicissa: Coming from Domestic, this means shanse and obedient (probably
to men).

Dulcisissa: Coming from the Italian word for Sweste is so because she
compliments others and generally has a sweet nature
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Bradley L.

Each of the names mentioned by Joanna in the simpgeals a character trait
about the person herself. Sposissa is three tilwvesced, so her name is a play
on the word *“spouse”, perhaps suggesting she iseatiat serially
monogamous. Eglantissa plays on the word “elegabh@imentissa, from
“lament”, feels sorry for herself; Travailissa, iino“travail”, is a workaholic.
Amicissa is a play on the word “friend”. The Iggies on.

Christine Y.

The women’s names

Sposissa spouse

Eglantissa eglantine (flower)
Aphrodissa  aphrodite (Greek goddess)
Lucrissa lucrative

Clarissa clarion ,clarity (sees into the future)
Lamentissa lament

Travailissa  travail (work)

Saccharissa  saccharin (sugar substitute__
Amicissa ami

Ludicrissa ludicrous

Amphibissa amphibian

Domicissa  domestic

Dulcisissa sweet

Carol B.

All the women's first names are variations on tame Clarissa, made up of the suffix
"issa" and a Latin or Romance prefix expressing thain attribute.

Sposissa: spouse+issa : she has had many spouses

Eglantissa: églantine (flower) or Elegant+issaygrkeoccupied with her elegance
Aphrodissa: Aphrodite+issa Goddess of love (lovialirsd?, female eros)
Lucrissa: Lucre +issa (only thinks about money)

Travailissa: Travail (Labour) +issa(only thinks abavork)

Lamentissa: Lament+issa (is always lamenting sth)

Saccharissa: Saccharine+issa (sugar-coats eveagytiiarms everyone)
Amicissa: Amici/Ami+issa (is friendly, too friendiwith everyone)

Ludicrissa Ludicrous+issa (looks ridiculous)

Amphibissa: Amphibian+issa (either looks like anpduibian, i.e. is ugly as a
turtle, or acts like one, meaning she spies onyewve, but the context is missing)
Domicissa: Domici+issa (domus+issa: a submissivesawife)

Dulcisissa: Dulci+issa (like Saccharissa, is sotl¢is) with everyone
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Christel K.

Sposissa: related to “esposa, esposo” (Sp.) wdateceto “wife”, “husband”
hence the multiple marriages

Eglantissa: from “elegant™?

Aphrodissa: with the same root as “Aphrodite”, “eqatisiac”, hence sexual love
Clarissa: not sure, but it seems to indicate “¢leperhaps “seeing clearly”,
clairvoyant??

Lucrissa: the root of “lucrative”, hence “liking mey”

Lamentissa: from “lament”, hence the “woe-is-méditatie

Travailissa: from “travail” (Fr.), i.e. “work”, hexe hard-working, work-oriented
Saccharissa: related to “saccharine”, hence “aidify sweet”

Amicissa: related to “amiga, amigo” (Sp.) (in Laamicus, amica, | imagine) ,
or “amicable”, hence “friendly”

Ludicrissa: related to “ludicrous”, hence ridicusou

Amphibissa: related to “amphibian”, amphibologytfppably bisexual?
Domicissa: from “domestic”, hence home-loving, otiplace outside her home
Dulcissa: from “dulce” (Sp.) meaning “sweet”

Desmond F.

Some of them; | am not able to decipher some optbper names.

The ones | recognize are:

Sposissa: could have something to do with spouspeg”) being thrice divorced
Aphrodissa: from Aphrodite, the Greek goddess ooihe of something related to
beauty, wearing false eyelashes

Lamentissa: from “lament,” a mournful discoursengtaining

Travailissa: from “travail,” French for work, workg all the time

Saccharissa: related to “saccharine,” a sugar isutestwhich does not seem to
make sense here

Amicissa: related to “amicable,” friendly, beindptdled the “Good Sport.”
Ludicrissa: related to “ludique,” French for clowhj but is not invited because
she is plain; this is confusing

Amphibissa: related to “amphibian,” for obviousseas...

Domicissa: related to “domicile,” French for homs&gying at home all the time
Ducisissa: related to “dulcet,” musical term fonsolikely euphonic tones

That they all end in “issa” is obviously a gendaminization that serves to show
the similarities between them, while each beginmhthe name shows a

characteristic or personality trait that makes tlffierent.
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Emily J.

Presumably all the names of the women are instasfoserd play. The ones |
can explain are the following:

Sposissa> derived from “spouse® relates to the fact she has been divorced
three times

Eglantissa> “Elegant” = because “she thinks only of clothes” (looking elet)
Aphrodissa> “Aphrodite” - Goddess of love, beauty

Lucrissa—~> “Lucrative” - money-making

Lamentissa> “Lament” - “engaged in a game of ain't-it-awful”
Travailissa> “Travail” (French “work”) = “Who usually only works”
Amicissa—~> “amici” (friend) - because she is a “Good Sport”

Amphibissa> perhaps the “obvious reasons” includes the fattghe looks like
(oris) a frog?

Dulcisissa> “dulce” (sweet)> has a kind personality

Jannah H.

The women's names all end in —issa, a femininengnaith an old-fashioned feel
too it, deriving from feminine names in Latin. Theggestion is of 1) old-
fashioned concepts of women's roles and femini@ityg stifling uniformity
implying that they all conform to the same soc@hwentions. The names are
derived from common nouns in Latin, much as charadh Restoration comedy
or Dickensian fiction are named with English commmoins or adjectives
describing their personalities.

Sposissa (spouse) — keeps getting divorced andmeoha

Eglantissa (eglantine=a type of rose, maybe alswerecing the Prioress Madame
Eglantine from the Canterbury Tales) — only catesuafashion

Aphrodissa (Aphrodite) — too much makeup

Clarissa (clear) — suicidal... as though that wile&™" her problems away
Lucrissa (lucre) — all about making money

Lamentissa (lament) — a complainer

Travailissa (from French travaille) — a worker

Saccharissa (saccharum=sugar) — a flirt

Amicissa (amica=friend) — tries to be agreeable

Ludicrissa (ludicrous) — ridiculed by the others lbeing too plain, as though her
being at their party would be thought ludicrous

Amphibissa (amphibia) — maybe her looks are beorgpared to a toad
Domicissa (home) — stays at home, therefore hamibtic speaking role
Dulcisissa (dulcis=sweet) — tries to be pleasant
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All the women’s names are word play which illummé#teir personalities (or at
least their external, seemingly oppressed perd@slli |.e.

Spossisa — Not quite sure — Spouse-issa?

Eglantissa — Elegance-obsessed.

Aphrodissa — (absurd) caricature of one who seekgattention

Lucrissa — “lucrative’ woman who only cares abowiny, judging by her
strained-ness.

Lamentissa — Lamenting one

Travailissa — My knowledge of English fails me haret sure on what Travail
means, but sounds like she only works.

Saccharissa is probably a sweet woman (sacchhtinh),don’t know what His
Little Girl is. (I'd assume she’s another carigatyorobably overly sweet with
whoever the host is)

Amicissa the Good Sport is amicable.

Ludicrissa — Ludicrous — Either she is ludicrousiemegative manner (like
most of these unfortunate women) or she is a ratktherefore not invited to
the party.

Amphibissa — Amphibious, snake-like? Probablydike get involved with
others’ lovers?

Domicissa — Home-obsessed, repressed, doesn't talk.

Dulcissa — Sweet one, uber friendly.

Joffre R.
the names of course. Spossisa, presumably fromsspdEglantisa, presumably
from elegant, as eglantine doesn't seem to makaurh sense. Aphrodissa
from Aphrodite. Lucrissa from lucre. Interestinigat Clarissa, presumably
from clare, clear will commit suicide. One wouldihink twice about that name
without the others. Lamentissa from lament. Tiesa from travail. 1 am not
sure about Saccharissa. It's from saccharingppase, but I'm not sure why.
Amicissa from amicable. Ludicrissa from ludicrisuppose. Amphibissa...
because she looks amphibian? I'm not sure about
domicissa. domestic? dominated? Dulcisissa...ascftveet, | guess.

Lindsay G.

| suppose the proper names used are a form of playd
Aphrodissa, Amphibissa, Dulcisissa

The root of all these names have underlying cortioois (Aphrodite,
amphibian, dulce) which help define the character.
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Lisa H.

Sposissa, Eglantissa, Aphrodissa etc...in shorthalhames. They are made up
of a Latinate root plus the suffix “issa”. The rat#scribes the character trait that
points to the woman'’s personality or defining featuor behaviour. They seem

to be caricatures of both male and female trakaggerated).
Lucy N.

Eglantissa: something to do with roses..

Aphrodissa: aphrodisiac.. love, romance, sex..

Lamentissa: lament... sadness, melodramatic

Travailissa: le travail: French for work.

Saccharissa: saccharine: sickly sweet, sentimental

Amicissa: from Latin for friend..

Ludicrissa: ludicrous, laughable, would be out lafce in this situation.
Amphibissa: amphibious... land/water.. is she hiséxHaha | don’t know..

Domicissa: domestic.. housewife.. submissive anetqu
Dulcisissa: sweet

Melanie A.
“Too many to mention, but from what | can tell, bdemale name stems from a
latin word which describes her personality. Formegke, Travailissa who works

too much, and Lucrissa whose job is quite lucrdtive

Nicole P.

“All of the names of the characters refer to sosygeat of their personality or
associations. Ex: Sposissa — spouse, she’s bgmuaesmany times. Ex2:

Dulcissa — dulce refers to sweet, she seems tachdrgy individual.”
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Philip M.

“Saccharissa is a sweet young thang, travaillrsiedils or works a lot,
Lucrissa’s job is lucrative, Eglantissa is eleg&mhrodissa is such a hottie,

Lamentissa laments, What's Amhibissa’s deal? Bidgsa is so sweet.”

Rachel C.

“The word play is the addition of “issa” to the nesn The names also tend to
lend description to the characters. For exampiéariissa looks very similar to

Elegant-issa and she is obsessed with clothes.”

Rizwan H.

“All the names seem to be instances of word plagh each name suggesting an

attribute or defining characteristic of that person

Stephanie H.

Many of the names relate to the attributes of thegacter as described by the
narrator.

Sposissa, has many spouses

Aphrodissa, seems to be under the influence oparnodisiac

Lamentissa is lamenting

Travailissa, who “travails” at her work

Saccharissa — who is artificially sweet

Amicissa, is amicable

Amphibissa maybe can’t leave the water

Domicissa seems more comfortable at home

Sterling T.

Most of the names suggest the qualities described:

Sposissa - spouse

Eglantissa - elegant

Aphrodissa - sensual, seductive, Aphrodite, apisradi

Clarissa - I'm not sure - word suggests "clarityClarissa in Richardson's
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famous novel dies, but | don't think she commiticide

Lucrissa - lucre, money

Lamentissa - lament, of course

Travailissa - travail, work

Saccharissa - saccharine, sweet , sugary (whyhigigvhy forty-five?
older?)

Amicissa - amicable, friendly

Ludicrissa - ludicrous (?) laughable because plaitihat seems harsh
Amphibissa - amphibian (?) - frog-like (?) todytp attend(?)
Domicissa - domicile, homebody

Dulcisissa - dulcet, sweet , dolce

Steven D.

Yes. All of the women’s names (presumably the narimnicknames for them)
are emblematic.

Sposissa - espoused

Eglantissa - elegant

Aphrodissa - sexual (from Aphrodite)

Clarissa - not sure how “clear” relates to suiaidéess it implies that the society
Is so bleak that the one who sees it most cleartpnsequently in despair
Lucrissa - with money (lucre)

Lamentissa - mourning

Travailissa - working

Saccharissa - false sweetness

Amicissa - friendly

Ludicrissa - invoking ridicule

Amphibissa - drinks too much

Domicissa - domestic

Dulcisissa — sweet

Susan A.
“The names of all the women in this text fragmé@mayaillissa, Lamentissa,

Dulcisissa, etc.) are indicative of their persares.”
Marie T.

All their names end in —issa and the first parsssymething about their
personality? Travail = work, lament = complainisgcch = having to do with
sugar, ami = friend, ludic = ludicrist?, amphi 2tweeen, domi = domesticated,

domicile?
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Tia C.

Tina J

All of the female names end in “issa.” Also thesfiparts of the names seem to
be telling of the type of character each person is.

Aphrodissa = Aphrodisiac, sexually attractive, ihty beauty and pleasing men
(false eyelashes)

Amphibissa = Amphibian — can go in and out of water

Dulcissa — sweet and mild

Domicissa = obeys her man

Ludicissa = humorous, funny

Travail — work

Lament — sorrow and grief

Sacchrine — artificially sweet

This could refer to the names of the charactershvbive characterizations as

well as Names.

How related are these instances of word play t@lbiesynopsis of the novel? Strongly

related, unrelated or slightly related?

Strongly related 16, slightly related 8, unrela?2e@nd cannot guess 3.

Please explain.

5 source readers think that the charactonyms teetatypically represent women in

our present day society cannot be compatible with feminist perspectives of the

narrator Joanna:
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Imcompability of the Charactonyms with the Femimstrrator’'s Perspectives

Andre C.

“These word plays do not convey the existence orgastence of a female-
dominated society. They merely demonstrate thedataization of female

names. This could be the case in a male-dominaiadtyg.”

Sterling T.

“Joanna is apparently mocking the women presemarging them with their
traits. At least, | assume that's what she's doindon't know what that has to
do with a visitor from a female-dominated futurecisty. Such catty

characterizations do not seem particularly "fentirtis me.”

Lucy N.

“The feminist narrator is putting all the womenaridoxes signified by their

names..”
Emily J.

This excerpt does not demonstrate the overt feshaheinance in society; there
are a few mentions of how some of the women makee mmwney than their
husbands, but this (at least from today’s perspectdoes not indicate an
entirely female-dominant society. The fact thagréhare only women at the
party doesn’t indicate female dominance either,t jasnply segregation.
Furthermore, nothing that the narrator says isqdarly “feminist,” and finally,
the names of the women being indicative of therspealities is mysterious—it
is unclear if the women were given these as nickezaonce they had formed
their place in society, or if they were given nanaesl then grew to become
those personages (indicating that an exterior aghmfluenced their social
development and thus dominated them in some formgrhaps with more
context, the excerpt would more strongly refleet $ignopsis.
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Desmond F.

The narrator is a feminist while the alien is a &grsupremacist. The alien is
critical of Earth; the narrator is defending Earttet in this passage, and with
the word play, it appears that the narrator is dpeiery critical of the women at
the party. This is a contradiction. The implicatisrihat perhaps the views of the
feminist are changing as they travel from Earth\ioileaway and back. Perhaps
the female-dominated society is not so convincmdghe feminist. Or perhaps
she is just as critical of Earth as the alien ig. &vn idea that somehow the
feminist human would defend Earth’s women, if nattE's society, is probably
influencing this analysis. It may be totally consrg with the characters in the
novel that this criticism through word play is oo@ng. | just do not think it
would be consistent with feminist theory.

Most of the source readers (15 readers) were ablgrdsp the narrator’s critical

perspective of our present day society, enhanceabeyse of charactonyms.

The Narrator’s Critical Perspective of the Predeay Society

Alternative

The author uses linguistic roots to suggest thezmen are meant to be the way
they behave as a matter of fate, subscribing toAtisotilian notion that ‘things
are what they are named.” She describes weaknessebkaracter from the
feminist’s perspective and develops names to glemstociate the character flaw
with the individual. It lacks subtlety, but is eftive. One doesn’'t need to be a
linguistics major to understand the purpose.

Bradley L.

“The fact that the names of each of the characédess to that person’s defining
characteristic is an implicit criticism of contemmpoy society. It suggests that
these women are one-dimensional and that womerenergl, in the author’s

opinion, allow themselves to be defined by seveegiative characteristics.”

Carol B.

This novel is a critique of what life looks like dfarth, in the 1970s, when
women were beginning to espouse new gender rdiesnfpneymaker, etc) as
well as holding on to old ones (the homemakerntistress etc). The text shows
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how women tend to fill one of these roles only awd easily categorised as
such. The irony here is that women pigeonhole tlebras and each other in
these various roles, which happens in both layéithe story since the extra-
terrestrial narrator is also female. Presumablg, tarrator will then compare
this to a world where women can be many thingsaeo

Christel K.

“This is probably a succinct way to indicate theesgial qualities of each

character, a type of shorthand to help the readaember their characteristics.”

Sounds like the novel is probably critical of tlepmression which women often
experience in societies dominated by stupid, brasld, asshole males. These
names are rather telling as they come off rathimcaly, in the context of the
potential criticism which would emanate from Jan@ounds like fantastic
material with which she could criticize this pretpplarized society. These
women sound pretty poorly-off, emotionally, mengalland spiritually
speaking.)

Melanie A.

“If the names give the reader insight into the tgpeharacter, it would

contribute quite a bit to the ambiance of the ngvel

Nicole P.

“The synopsis details how each of the women innitweel is thought of by the
main character, Joanna. By including this word maytheir names, it confirms
her perceptions of the other characters she isimgget

Rachel C.

“Well, all of the women’s names end in “issa” asald before and the narrator is

telling us exactly how much she knows of each waihan
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Rizwan H.

“Strongly related, but only in the sense that theegeJoanna’s observations of
the women, and the observations correspond with islsuggested by their

names.”

Tia C.

“They show that women are labelled for their chteastics...that each women

has an expected role to fill.”

Joffre R.

“It seems that Joanna is telling Janet that thesglp are types that you can

meet at any party.”

Lindsay G.

“They allow the reader to better imagine and undeigthe character. They

provide a means of character development.”

Steven D.

“Playfully giving the women stereotypical naturespnstitutes, in itself, a
statement on gender roles.

Andrew C.

“Well the whole novel probably relies on such wetdys (like the girls’ names)
to prove its points and metaphors and all that. &les a first person narrative
(as far as I've seen) and relies on the readeetnl’ between the lines’ to get

anything out of the story that’s more than a fistson narrative. | think.”
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Philip M.

“The narrator shows how women in our society casdeatty and are always

sizing each other up, giving each other snottymackes. Case in Point.”

Some source readers (6 readers) found the penspeati this text fragment difficult to

analyse and stated that they need more contexifigaimation to comment on it:
The Readers who need More Contextual Information
Susan A.

“Not knowing what the plot is, it is hard to sayaedy how the characters’
names are related to it; however, they seem teaatelithat the story has the

quality of a myth or fairy tale.”

Tina J.

Not read the book.

Anna B.
The synopsis is too short and does not provide gimoletail to give the reader
the main idea of the book. It seems the synopsis@mplete and also unclear. |
am not sure whether the book is about the presmmnety viewed through the

ideas of the character from Whileaway or vice veasmut the futuristic society
Whileaway viewed by a character from the preseciesn

Christine Y.

“The names are no doubt significant, but it's Heac from the fragment—eg.
why do all the names end with -issa? Why do certames have French roots
(Travailissa)? Will the actions of each charactateh her name? Or are these

nicknames given to the women by Johanna? It's hwioois to me.”
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Jannah H.

“It's hard to say because | haven't read more tiateginning of this novel so
far. The plot synopsis given here doesn't provid@ugh information to relate
the character names to the plot. Unless this is 2atw-century social life with
its unfeminist conventions looks to a time travétem the future where such

social conventions are obsolete?”

Lisa Hannaford“This one is less obvious.”
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APPENDIX Il

Biographical Information on the Editors and Tratmiga

Tuncay Birkan

He graduated from Bmzici University’s Department of English languaged diterature in
1991. After having worked as an editor at Ayrintiblishing house between 1992-1996, he
worked exclusively as a translator for a long tifdgkan who has been working as an editor at
Metis since the early 2004, has translated aroortg,fand edited hundreds of books in social
sciences and humanities. He also has written sonogea that were published in journals such
as Birikim ve Toplum and Bilim. Tuncay Birkan is one of the founders, and theremur
chairman of Literary Translators Society’s (CENR executive board.

Seving Altingekic

She was born iistanbul in 1964. She received her primary and skargrschool education in
Germany. After she graduated frdstanbul University’s Department of English language
literature in 1987, she engaged in translation laasl translated books and articles of a wide

variety of genres. The following is the list of heanslations:

A Selection of Her Translations

Postmodernizm ve S(007), Noam Chomsky, Michael Albert, Edward S.rHan, Bgst
Yayinlari.

Cinsellik ve Sinif Micadeleg006). Reimut Reiche. Gri Tasarim. November 2006.
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Irak Duinya Mahkemesi Nih@stanbul Oturumi23-27 June 2005, Metis Yayinlari, June 2006.

Biiyiik/skender'in Ayakzlerinde Yunanistan'dan Asya'ya Yolcylhkchael WoodUs
Yayincihk, April 2006.

Olmeden Once Gormeniz Gereken Unutulmaz Y,e8kewve Davey, Marc Schlossméars
Yayincilik, November 2005.

Olmeden Once Yapilmasi Gereken Unutul§eyter, Steve Watkins, Clare Jones, Us
Yayincilik, November 2005.

Binbir Kitap: Mahmood MamdaniGood Muslim, Bad Muslim (200&)f the English original)

Umar Yayincilik:Biiyiik/skender, In the Footsteps of Alexander The Gremthaél Wood
(2005)(of the English original).

National Geographic: Fransa Gezi Rehberi, Franceaifigtic Guide, Dgus fletisim AS.
(2000)(of the English original)

Bassam TibiBogaz'in /ki Yakasi, Aufbruch am Bosphorus (20Qff)the German original)
Dogan Kitapgilik

Serif Yenen,Anadolu Destani, The Turkish Odyséafythe English original), co-translated with
Ozcan Kabakggu.

Arthur KoestlerMizah Yaratma Eylemi (19970f the English original)ifis Yayincilik), co-
translated witfOzcan Kabakgigu.

Margaret AtwoodDamizlik Kizin Oykusii, A Handmaid’s Tale (19@#)he English original),
Afa Yayinlar) co-translated witldzcan Kabakgigu.

Kuram MagazineMember of Board of Publishing (Some Examples)

A. Clancier — G.E. Clanciekazar ile C6zumleyici Arasinda Bir Viyana S@gle Yazinin
Islevleri, (of the English original).

Bruno BettelneimMasal — Mit,lyimserlik — Kétimserlik, Fairy Tale Versus Myth,tidpsm
Versus Pessimis(of the English original).

Anthony Storr Kisilik ButlnlUgt, The Integrity of the Personalifgf the English original).

Klaus Peter MullerCeviride Ekin Aktarimi, Modern ve Postmodern Seklem, Transferring
Culture in Translations, Modern and Postmodern @msi(of the English original).

Ursula K. Le GuinAnlati Uzerine Bir Kag Dgiince(of the English original).
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Ozcan Kabakeigu

He’s born in Balikesir in 1964. He'’s graduated fribra Department Of English Language and
Literature in 1986. During his undergraduate stsidie started a theatre company with the
support of Akit Gokturk. This company has then expanded andtiiumed as a theatre club
within the Department of Arts. Ozcan Kabakgohas then elected in the editorial board of the
magazine Kuram, which was published by Yurdanum@al Kabakcioglu worked as a
translator and chief editor for this magazine fee fyears. The following is a selection of his
translations: Margaret Atwood'dddamiziik Kizin Oykiis(Beving Kabakciglu ile, 1992);

Arthur Koestler's Mizah Yaratma Eylemi (with Sevikabakgi@lu 1997);Serif Yenen’s
Anadolu Destanfwith Seving Kabakc¢igu, 1998); Klasik Cinayet Hikayeleri (2000); Natedn

Geographic: Gezi Rehberi (2000).

Cicek Oztek

Cicek Oztek is an electrical engineer. She workggas at Ayrinti Publishing House (between
2001-2004), and was responsible of all non-fictimoks, “Agir Kitaplar”, “Lacivert Kitaplar”,
“Sanat ve Kuram” series and books in Spanish. Silseedited 10 books and translated one book
for Ayrinti. Cigek Oztek has also a two year freek editor experience with Is Kultur and Dost
publishing houses. So far, Cicek Oztek has worleed tmanslator for Metis, Ayrintiletisim and
Dost publishing houses and for UNICEF. Oztekas been currently translating articles

various magazines such as Newswéstgnbul Biennal antstanbul Modern.
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Publications

Translated the following books:

Tanik: Bir Araysin Hikayesi(Witness: Story of a Search) (2006), Yapi Kredblining
House.

Bakhtin, M.M. (2003)Rabelais ve DiinyagRabelais and His World), Ayrinti
Publishing House.

Ritter, S. (2002)lrak’a Sava: Bush Yonetiminin BilmeniZstemedii Gergekler(War
on Iraq), Metis Publishing House.

Russ, J. (1999pisi Adam(The Female Man), Ayrinti Publishing House.

Chesterton, G.K. (199&pollon’un G6zi(The Eye of Apollon), Dost Publishing
House.

Lem, S. (1998Kiivette Bulunan Giing®iary Found in a Bathtub)letisim Publishing
House.

Sokak Cocuklar{1998) (Street Children: A Project Guide), UNICEF.

Currently working on the following books:

Lieske, T.DUnya,Alef.

Updike, J.Tawan YeniderfRabbit Redux), Alef.

Goytisolo, JYalniz Kyun Erdemlri(Las virtudes del pajaro solitajicAlef.

Benedetti, MBir Késesi Kirik/lkbahar (Primavera con una esquina rota), Alef.

Born, N.Die Falschung Sahtekarlik), Alef.

Maron, MHUzlnlu HayvarfAnimal Triste),Alef.

Thompson, DAyurvedik Kyak Diyeti(Ayurvedic Zone Diet), Paloma.

Fries, JCocysunuzalyi Bakin(Taking Care of Your Child), Paloma.

Cagdas Feministlerle Sanat Soyieri (Interviews with Contemporary Feminists on Art)

Amargi Publishing.
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Flsun Tulek
FUsun Tulek is a marine archaeologist from the &rsity of Kocaeli. She is the writer of:
Efsuncu Orpheugl998).istanbul: Arkeoloji ve Sanat.

The following are the references of the two litgraooks, which have been translated by Flsun

Tulek:
Zamyatin, Y. (1988)Biz, istanbul: Ayrinti.
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APPENDIX IlI

Interviews with The Editor and Translators

Tuncay Birkan

Oncelikle editorlik deneyiminizden, nasil editémalya karar verdinizden balayabilir

miyiz?

1990 yillarinda bgdadim. Aslinda ¢ok ciddi bir kararla olmadi, gereldstlantiyla oluyor bu
isler. Ceviri yapiyordum ve o siralar byi ibecerebilecgimi gbdsteren birkag tiyatro eseri
cevirmistim. Ayni zamanda, Eagleton ve Jameson hakkindatdar yaziyordum. Ayrinti
yayinlarindan, ¢evirisi ¢ok kot olan, kimsenin eifimek istemegi, Edebiyat Kuramdiye bir
eser geldi elime. Onu yaptiktan sonra da yayinenngklif aldim. Zaten ben normal b i
yerine girip cakmak istemiyordum, kultlir ve kitaplarla ilgili birs iyapmak istiyordum.
Kapitalist diizenin hikim strmeibir alana girmek istiyordum ki onun da@a olmadgini
zamanla gordim. Ayrinti yayinlarinda stzadim. 92-94 yillari arasinda bayabir kitabin
secimini ve redaksiyonunu ben yaptim. Hem kuranhgsh edebiyat kitaplari sectim. Daha
sonra, 96 yilinda, bir daha asla ka geri donmeyegm diyerek, neredeyse yeminler ederek
Ayvalik’a kactim. Ve sadece ceviri yaptim 96-200dingla. Kacgimin nedeni, ¢ok Kkotl
cevirileri yeniden yapmam zorunda olmamdi. D@kigdde sen yapmazsin falan dediler ama
yine girdik bir sekilde. Kaginilmaz olarak redaksiyon yapiyorsunmaagercek editorlik

oldugunu dgundigiim seyler yaptim.

Gelelim benim inceledim, Marge Piercy’nin, Turkcey&amanin Kiyisindaki Kadin
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basligiyla cevrilen eserine. Bu kitabi edite etmeye nkaér verdiniz?

Karar vermedim, Oyle bigivardi, elime geldi. Benden 6nce yapgrhir secimdi. Normal, rutin

bir isti.
Ne kadar sure aldi edisyon sireciniz?

Hic hatirlamiyorum ama epey bir sire aldi. Uzermd& sene gecti o arada, 160 kitabin

redaksiyonunu yaptim. O ytzden, hatirlamamamgabkeisilanacgini umuyorum.
Bu kitabin edisyon surecindedi@a kitaplar Gzerinde de ¢siliniz mi?
Genelde orada bir kitap oluyor, o kitap bitince e geciliyordu.
Bu kitap ilk edite etgiiniz kitaplardan biri miydi?
Evet.llk olmasa da ikinci ya da tguincu diyebilirim.

Peki, daha 6nce benzer tirde kitaplar edite emiydiniz? Oncelikle bu kitabin tiriin

nasil tanimlarsiniz?

Ben feminist bir Utopya diye dinmistim o zamanlar. Tam feminist Gtopya denilebilecek
turde bir kitabin redaksiyonunu ¢ok ta y&pn da sdylenemez aslinda ama epey edebiyat kitabi
redaksiyonu yaptim. Benimsien, Asli Bicen edebiyat ¢cevirmeni. Onun ceviiidepey bir
kitabin redaksiyonunu yapgtim. Ben de aslinda edebiyat ta ¢cevirmek istiyorcamm onun
benden daha iyi yagini disinerek edebiyat alanini ona birakip kendim sosyn b

cevirilerine yéneldim ama ondan edipun epey bir tecriibe vardir ama.
Cevirmeninizin gevirisine ne kadar mudahalegéttzi 6grenmek istiyorum.

Ona dair kongmanin ¢ok anlamli oldiunu dginmuyorum, hatirlamiyorum. Ancak mudahale
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ettisimde, daha cok sbz dizimine midahale ederim. Odellcevirmenlerin Turkce s6z
dizimini kurmak konusunda zaaflari var. Bir yananlama,ingilizce deyimlerin kullanimini
anlamama, diiz anlamlariyla cevirme gibi sorunlayot. ikincisi de s6z dizimsel sorunlar ¢cok

oluyor.

Inceledgim kitaba bakgimda, yazdiiniz bir 6ns6z var ve bu énsozde yeniden yaratilan
bazi sdzcuklerden ve bu sozciklere onerilersikiiardan bahsediyorsunuz. Bir de,
“Bir kusurumuz varsa affola” seklinde bitiriyorsunbu 6ns6zi. Neden boyle bir 6nséz

yazma gerg duydunuz?

Kitabin ¢cok garip kanlanacgini disindim. Tam da demin anl@im seyle ilintili. Ben
kitaplarin Turkce duygusuna ¢ok dnem veririm ama kdaplar zaten kendi dilleriyle oynarlar.
Insanlarin bunun bir beceriksizlik glede, dgrudan dgruya yazarin tercihinin Turkcede bir
muadilinin yaratiimaya calildigini anlamalarini istedim. O yiizden, yazdim bu das&ani
yazar,ingilizcede de garip keutanacakseyler, epey terimler, kavramlar Urggticin, ben ve

cevirmen de, Turkgcede benzer, uydugaller yaratmak istedik.
O halde, cevirmenleabirligi icinde calgtiniz.

Isbirligi derken, ben cevirmenlehirligi yapmanin yararlarini ¢cok sonralagréndim. Yani,
ceviri yayinevine gelir, edite edilir, sonra da ihadi. Bunun ne kadar yaglbir sey olduysunu
yillar gectikce @rendim. Cevirmenleri garip ne yap@&imi gorir olmalarini ister hale geldim.
Ama bu arkada tanimiyorum. Orada etkganli bir ¢calisma oldigu sdylenemez. Ama sonraki
yillarda, ben bildiiniz gibi CEVBIR'i de ilk kuran insanlardan olgum igin, bunun ne kadar

onemli old@gunu anladik ve uyguladik ta.

Peki, herhangi bir asirmaniz oldu mu edite edegriz kitapla ilgili?
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Neler yazmy, nasil bir yazar falan diye oldu ama dyle ¢ok leapis bir argtirma yapmadim.

Sizce, bu romanin en belirgin 0zglli “ceviriye de mutlaka yansimali” diye
disindi{gtntz 6zellgi ne idi? Dilin yabanciii mi dinyanin yabancgh mi aktarmakti

sizin icin esas olan?

Dunyanin yabancg bu tir romanlarda kacinilmaz ey de. Dilsel olarak yabanci olglunu
da yazdgim onso6zle vurgulamak istedim. Bazi insanlar kerfidirkce cumle kurma
yeteneksizliklerini, ben burada yazarin bilmem niesiermeye cagtim diye yansitmaya
calisiyorlar. Ben aksine, bire bir asla olmadan, cumieleTlirkcede nasil sdylenmesi
gerekiyorsa Oyle sdylenmesi gergiti, ancak ondan sonra, gdir yabancilgtirici ¢gelerin
anlamh olacgini distiiniyorum. Cevrilen yapitin akigilida benim icin énemli. Ancak bunu
sagladiktan sonra oradaki yabangiliverebilirsiniz. Yoksa bire bir cevirmeye gaim falan

demek, o zaten mazeret.

Peki, cevrilemez, ya da “cevrilse bile okura yeteei anlam ifade etmez” diye

disindi{gunuz dilsel oyunlarla karsganiz mi?

Sanirnim vardi ama hatirlamiyorumgdosunu sdylemek gerekirse.

Peki, bu kitabi yeniden ele alacak olsaniz, yapmstddiiniz baska desisiklikler olur

mu?

Eminim olur. Daha 6nce edisyonunu y&pn Edebiyat Kurambalikli eserin ikinci baskisini
yaptgl sirada o kadar d@sesiklik yaptim ki yani o kitabin ¢evirmeni haline giéin. Bunda da o

boyutta olmasa da yine yapg@oa dezisiklikler olur.

Peki, edite etfiiniz romanin yeterince ilgi gorgiind dginiyor musunuz?
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O zamanlar bir iki yazi cikreti ama Turkiye'’de bu kadar ilgi beklememek gergkii

dUstndyorum.
Bir iki yazi cikmstl ama cevirisiyle ilgili dgil sanirim.

Hemen hemen hicbir kitabin cevirisiyle ilgili yagikmaz. Orada bir beklentiye girmenin bir

manas! olmagini distindyorum.

Peki, yeterince ilgi gérmemesini neye ghgorsunuz? Turk okurunun bu tire olan

ilgisizli ginden kaynaklanabilir mi?

Tabii biraz ilgi meselesi de var. Gergi sonradaopyaya ilgkin 6zel bir ilgi olytu ama bu
kitabin da Utopya icergi gozlerden kacti galiba. Bir iki yerde kaquldugunu hatirliyorum. Biz
Ayrinti'da Utopya da yayimlatik. Onlar da belli dl¢tlerde ilgi gordi ama buakitn kurgusal
olmasi nedeniyle Utopik yonu gdzden kacti. Turlkdgemaalesef boyle bir ayma oldgunu
disinuyorum. Edebiyat okurlari, ¢ok Uttopya ve siyasddili degil. Siyaset ve sosyal bilim
okurlari neredeyse hi¢ edebiyat okumuyor. Bununbdg]esi kitaplarin alimlanmasinda etkili

oldugunu diguntyorum.

Ilging bir nokta gercekten de. Onuryidda, yillar 6nce cevirdiniz bu kitap sizde nasil

bir iz/izlenim birakti?

Hos bir kitaptl. Okunmasinda fayda var diyesdityorum.

Hos bir kitap dediniz, severek mi cevirdiniz?

Severek cevirdim. Buler geneldeg olarak geliyor insanin dniine. Her zaman ¢eafi ayni

sevgi ve heyecanla yapamiyorsunuz ama bunu epeayigen, onu hatirliyorum.

Peki, genel stratejinizi tekrar Ozetlemenizi istaseS6zcuk oyunlarinin cevirisi ve
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yabancilatirici etkisi Uizerinde durdunuz.

Evet, s6zcuk oyunlarinin o yabangihi ¢evirebilmek icin akici@ sglamak, kullanilan dili
Turkceye yaklstirmak gerekiyor. Edebiyat zaten ne kadar yghkdasa o kadar iyi. Dinyanin
yabancilgini, dilsel dizlemde okuru yadirgatmayarak, okuadiggatmayi tam da yadirganmasi

gereken yerlerde yaparakgtamali.
Seving Altingekic

Cevirmenlik meslgine nasil bgladiniz vesimdiye kadar ne tur eserler ¢evirdiniz?

Ben ingiliz filolojisi mezunuyum. ilk cevirimi on b yasinda yaptim. Ben o zaman
Almanya’da yalyordum. Turk romanlari okuyordum. Bir dértsoeayfa Kerime Nadir ¢evirim
vardir benim. Almancaya, Almanlar okusun diye co@gim. Hangi kitap oldgunu
hatirlamiyorum ama deneme amaitk.ceviri denemem odur. Ondan sonra filolojiyi bikten
sonra, ceviri yapma ihtiyaci kengiinden gelsti, okuduysum bir seyi paylama ihtiyaci
seklinde, boyle bir duyguyla yola ¢iktim.

Genel ceviri stratejinizden bahseder misiniz?
Tabii ben roman da gevirdim, az sayida da olsa.oatiun kitabi ilk cevirdgim roman. Ondan
sonra da romana ¢ok uzun bir sure ara ver@imdi yeni bir roman c¢eviriyorum. Daha ¢ok
sosyal bilim, tarih, gezi kitaplari, Muslimanlikilgili kitaplar cevirdim. Strateji olarak benim
dikkat ettgim, yazarin dilini verebilmek. Yazarin dili, baz@iirk¢eyi zorlayabiliyor ama ben
birazcik ta zorlamasi geregine inaniyorum. Cunkd yazarin da bir bicemi, bili star, onun
yansimasli lazim. Buna dikkat etmeye ggbrum. Tabii, anlam da 6nemli. Yabanci dilde
okudusunuz kitabin ayni hissi Turkcede de vermesi 6nelrthtik olarak soyle bigey var. Ben

hizli geviririm. Cok ta hizli d&l ama kitabl ben b#an sona okumam. Onceden okursam,
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sikilabilirim ayniseyi bir kez daha anlatmaktan. O yuzden, ceviri ylegra ben de sonunda ne
olacaini bilmeden, heyecanla kitabi okugnolurum. O yizden de benim aslinda ilk ¢evirim
biraz taslak gibi olur ama tzerinden sonra ¢ok gegeepey bir dgisiklik yaparim.

Bu kitabi cevirmeye nasil karar verdiniz?
Bu kitap bize geldi. Eski kocamla (Ozcan Kabakfupile beraber ¢evirdim. Mezun olrstuk,
kitap bulup cevirelim istiyoruz. Galoglu’ndaki yayincilari dolgmaya baladik. Afa’ya girdik,
onlar da, “bir kitabimiz var bir denemesini yapaismiz?” dediler. Baktik hmmuza gitti ama
teklif onlardan geldi.

Ne kadar surede cevirdiniz?
Bir iki sene surdu. Benim ceviglm kitaplar 6yledir, uzun sirer. Hizh ¢eviriyorutiyorum
ama yine de uzun surer. Zaman lazim bana, cognsaknam gerekiyor.

Ortak ceviri yaparken ne gibi bg b6lumu icinde oldunuz?
Ortak ceviri yapmanin ekstra zorluklarngiekolayliklari oldu. Biz kari kocaydik o dénemde.
Metni bolistirdiuk, sonra da birbirimizin cevirisini okuduk, lichizi birbirine uydurmaya
calistik. Turkge dil kullanimi daha iyi oldw i¢in, onun Onerileri @&r basmgtir. Mesela kitabin
basligini o secti. Cariye mi desek falan diyesdiidiik ama cariye deyince de direkt Osmanlilara
gonderme yapmioluyorsunuz. Kitapta kadinlar damizlik olarak kulldiklar icin, kitabin
O0zunu yansitacak bir kle&k vermeye calitik. Biraz fazla agtik olayr ama dyle diyiverdikagia
biraz kas! ¢cikmitim ama tuttu, yayinevi de gendi.

Ayni anda bgka kitap cevirileri Gzerinde de ¢gtliniz mi?
Yalnizca o kitap tzerinde ¢glik.

Bu kitap, ceviri sertiveninizde, ilk ceviggniz kitaplardan biri miydi?
Bu benim igin de, Ozcan Bey icin de ilk kitapti.

Editorinlz cevirinize ne kadar mudahale etti?
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Hayir etmedi. O donemde, editorlik kavrami diyesby yoktu zaten. Editorle cainamiz s6z
konusu olmadi. Mesela orada mistehcen ifadeleiQuaari nasil cevirelim, acik acik
soyleyelim mi diye d§iindik ama yumgatmanin da anlami yoktu ¢tinkl kitapta 6yle
geciyordu. Sonradan, biri gorir de mistehcen ldige nitelendiriverir diye kaygilanmadik ta
degil. Ama kitap oldgu gibi yayimlandi, ne editoryal bir midahale oldude bska elstiri
gelmedi.

Romani geviri surecinde kalastiginiz zorluklar oldu mu? Buna kalk, ne gibi ¢coziim

Onerileri getirdiniz?
Iste bahsetgiim mustehcenlik olayi, kitabin klagi. Onun dginda aslinda pek fazla bieyde
hatirlamiyorum.

Sizce, cevirdiiniz romanin en belirgin 6zedi ne idi?
IIk yaptigim ceviri olmasi, onu zaten fabasina 6zel kiliyor. Bu kitapta, lska bir sey var.
Buket Uzuner Atwood’un cok blyuk bir hayraniydi.zBn kitabi cevirdgimizi 6grendi ve
bizlerle temasa gecti. Bu kitapla ilgili olar&kumhuriyet Kitafia elsstiri yazdi. Bu yazinin
ceviriyle ilgisi yoktu ama ceviri nedeniyle ortayaktigl icin, benim icin de 6zel. Mesela o
zamanlar BRT diye belediyenin bir televizyonu vardiada benim bir programa katilmami
sagladl, kitap hakkinda kommam igin. Ertesi gin BRT kapandi ve o program hig
yayimlanmadi. Buket Uzuner ile ilgitne gecirmg oldu bu kitap bizi. Cok seviyorum onu. Bu
nedenle 6zel, bu kitap.

Bu kitap, resmetgii distopik diinyayla pek cok tezde ele alindi. Sjzazasil bir dinyaydi

orada resmedilen, distopik sayilabilecek bir dimygdi?
Oldukca karamsar bir dunya ele alinan. Ben o agadénda oldukca etkilendim de. Bir kadinin
yasayabileceklerseyler konu ediliyor. Yazar feminist ol@u i¢in de, kadinlarin ne kadar

hassas olduklarini gosteriyor. Tum iktidagklleri kadinlar Gzerinden yurataltr. Burada da
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aynisekilde. O yuzden bence distopik tanimina uyuyor aoraunda da bir umuigi var.

Kitabin sonu agik, haey olabilir. Isteyen istedii yone cekebilir.

Cevirecginiz kitap ve kitabin yazariyla ilgili 6n agarma yaptiniz mi?
O zaman 6yle bir imkanimiz yoktu. Atama yapip yapmadik mi hatirlamiyorum ama
kafamizda genel bir imge vardi ama onu nasil etdle tam hatirlamiyorungimdi.
Herseyden 6nce bir okur olarak, cevigdiiz kitabi sevdiniz mi? Bu kitap, sizde ne gibi
bir iz ya da izlenim birakti1?
Ben sevdim. Ozellikle kadinlar da ilgilendigglicin. Science fiction olan bu diinyanin gercekte
yaratilmasi da mimkin gortintyor. Cok kolaygeikilde yaratilabilir béyle bir diinya. Bence
eski aim de sevmitir cevirirken. Baligini bulmaya cagirken o kadar icine giriyorsunuz ki
kitabin.
Romandaki dilsel oyunlarin ¢coldu dikkatinizi ¢cekti mi? Bu oyunlari ¢evirirken, hgin
noktalara 6nem verdiniz?
O zaman nasil hissetimi hatirlamiyorum amaimdi nasil hissetiimi anlatabilirim. Su an
sozcuk oyunlarini ¢cevirirken, Turkcede gag1 varsa onu kullanmaya ¢gilyorum ama ¢ok ta
yerel olmamasi gerekiyor. Yani Amerikali bir kadhryesadigi seyi Van'daki bir Turk kadini
yasams gibi de veremem. Evrensellik varsa kullanirsimmaaanlamini vermeye ¢cgihim.
Bazen de illa ki geyi vermeniz gerekiyor ¢unkul gér seylerle ¢ok i¢ ice ge¢cmioluyor. O
zaman da Turkce'’yi zorlagoluyorsunuz ama o zorlamayi da artik kabul etnezklg Clnki
kullanilan s6zcuk oyunu Turkcede pek bir anlamefatmese de, yine de kullanilmasi gerekir.
Cevrilemez ya da gevrilse bile okura yeterince mnfade etmez diye gindigiiniz
dilsel oyunlarla kagilastiniz mi?

Yani orada kullanilan ifade sadece anlam agisigad@mliyse anlamini veririm ama kullanilan
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ifadenin arasinda sozcikler de lazim oluyor. Onmdankiin oldgunca acarak vermek
gerekiyor.

Ceviride bazi dip notlar kullangsiniz. Sizin fikriniz miydi?
Evet. Editor yoktu zaten.

Cevirmen olarak bgica amaciniz ne idi? (Orn. Okura akici bir metinmak sizin igin

ne kadar 6nemliydi?)
En dnemlisey, akici bir metin sunmak. Roman sonugcta. Akimal zorunda. Yapacak ka
hicbir sey yok. Baarili olduk mu, o kadarini bilmiyorum ama.

Sizce 6nemli olan, cevirgiiniz romandaki diinyanin yabangllimi yoksa dilin

yabancilgini mi okura aktarmakti? Bu konuda bir tercihiniduomu?
Dilsel seyler acisindan ¢é de, olay acisindan. Aslinda, ¢cok ta yabanci gelinbana olay.
Tark kadininin, her kadinin yayabilecgi seyler. Handmaid'in icerdi o cariye anlamina,
Tark kadini olarak, hic te yabancigle zaten. Kadinin damizlik olarak kullaniimasuotea
yabanci dgiliz. Oyle ¢ok yabanci bir diinya gié

Ama kadinin damizlik olarak kullanimi biraz dahdiygatici dgil mi?
Evet. O dinyada sadece kadinlar damizlik olaralakuldiigi icin. Zevk falan diye bisey
kalmams zaten. Orada amag soyunu surdirmek g@idgin, o ¢cok ¢cok daha farkli tabii ama
dedigim gibi, bizim ¢ok ta yabanci olmagmiz bir olay. Ama oradaki yabancilik, dykinin
Amerika’da geciyor olmasi. Yani bu bir Arap utlkedengecebilirdi mesela, o zaman o kadar
yadirgatici olmazdi. Dilin yabangiini tam hatirlamiyorum ama sanirim o mistehcemkasi
cevirirken, dilin yabancigini vermeye cagtik.

Bu kitabin cevirisini yeniden ele alacak olsane gibi deisiklikler yaparsiniz?
Herhalde olur diye tahmin ediyorum, on yedi yil gégerinden. Sanirim daha ¢ok dilsel

ifadelerde, boyle dgl de soyle yapayinseklinde olur. Onun dinda, o 6nemli gorditimiiz
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secimlerin dgisecezini sanmiyorum.

Cevirdiginiz romanin yeterince ilgi gorgiini dgltntyor musunuz?
Tek baskida kaldi.

Bu kitabin okurlarca yeterince ilgi gormemesini edgliyorsunuz?
Bence o zaman o yeterince tanitiimadi. Aslisudddnemde, cesaret edilip te yeniden ele alinsa
iyi olur. Margaret Atwood’un bgka cevirileri de ¢ikti dier yayinevlerinden. Onlar da dyle pek
ilgi gdrmedi. 92’de yayimlanan bu kitap, agrhdi, ginimuzde gecerli olabilecek bir kitap.
Yani su donemde bunun tekrar yayimlanmasi gerekir. 98&dde bir diinyada yamiyorduk

amasimdi Turkiye’de mutlaka satilir bu kitap diye gintiyorum. Yine de, yayincilar bilir.

Cicek Oztek

Cevirmenlik meslgine nasil bgladiniz vesimdiye kadar ne tur eserler ¢evirdiniz?
Ben aslinda mithendislikggimi aldim. Sonraingiltere’ye gitmitim orada mastir yapmak igin.
Fakat muhendislikten yayayava saparak bgka okumalar yapmaya, cevirerek o metinleri
calismaya velngilizce calsmaya baladim ingiltere’de.ingilizce biliyordum birsekilde, ODTU
Ingilizcesi, muhendigngilizcesi. Orada sosyal bilim metinleri okudum. ¢t Baudrillard’in
uc tane makalesini ¢evirdim. O metinleri cevirirékerlerinde ¢agtim. Baudrillard’in Korfez
Saval oncesi ve sonrasi yazdii¢c makale. Onlar belki Turkiye'ye donince yayimiadiye
disindim ama illa yayimlansin diye de cevirmedim. Tyiglye donince sosyolojide mastir
yapmaya bgadim. O zaman bu benim i¢in bir gecim kagnda olabilir, bir kitap cevirerek
baslayayim diye dg§indum. Ticari ¢eviriler de yaptyordum ama bir t&itap cevireyim dedim.
96-97 senesine denk geliyor saniritk. cevirdigim kitap Stanislav Lem’irKiivette Bulunan
Guncesi. O kitabr aldim ve yayimlanmasi ayri, buyik bavk oldu. O zamana kadar bir strt

ceviri yaptgim distinulecek olursa. Daha sonra, Dost yayineWmellon’'un Gozudiye bir
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kitap cevirdim. 19 yyingiliz yazar Chesterton’daiisi Adamda Ugiinci cevirdim kitap. O
sirada sosyolojide mastir yaparken part-timgan Haklari Vakfi’'nda da catnaya balamistim.
Bu kitabi cevirmem icin de tez hocam Necmi Efaio Ayrinti yayinlari ile araci oldu. Aslinda
bu teklife hayir demem gerekirdi ¢iinkii o donemda ez yaziyordum hem desan Haklari
Vakfrnda ingilizce bultenleri Turkceye ceviriyordumTurk Romanr’ndaHizmetgiler ve
Efendilerbaslikli bir tez yazmgtim. Tezimde de Turkce romanlardan boélumler kujlardum.
Inceledgim on-on be romanin pasajlariningilizceye ¢evirmem gerekiyordu. Coki@a bir
yukleme oldu aslinda. Bu kitabi da onlarin arasiggae Uce dorde kadar oturup ce\gahi
hatirliyorum.

Ayni anda bgka kitap cevirileri Gzerinde de ¢gtliniz mi?
Ikinci bir kitap yoktu ama ayni anda ggyle wrastyordum. Cevirimle, tezimle vagimle. O
yuzden o kitabin beni ¢ok yorgunu, cok fazla zaman afgni falan hatirliyorum.

Daha 6nce benzer tirde kitaplar ¢evirdiniz mi?
Evet.Iki tane edebiyat eseri gevirgtim. Bu Uclincusi. Bu kitabin ggr ikisinden farki,
iclerinde en ¢adas ve farklisi olmasiydi.

Ne kadar surede gevirdiniz?
Batlin o sikgikliga rggmen sanirm dort Beay icinde ¢evirmtim.

Editorinlz cevirinize ne kadar mudahale etti?
Ondan hi¢ haberim olmadi glaisu. Teslim ettim, ne zaman nasil basilirsa basudgbi.
Yapilan dgisiklikleri goreyim gibi bir digtincem olmadi. Cevirdim diger iki kitapta da hemen
hemen hicbir dg@siklik yapilmamsti. Kivette Bulunan Gunte mesela. O zaman, Osman
Yener idi editdr. Onunla mesela sadece bir keZdetla kongmustuk. Gormen gereken bir
degisiklik yok, yalnizca bir ka¢ yerde argo sayilabilecsert kelimeler kullanngsin diyerek,

onlarn deistirdi. Turk okuru bunlari kaldiramaz deghi Onda yine o kadar argo yokiisi
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Adanmia gore.Disi Adanida ¢ok argo var ve Turkiye'ye biraz yabanci bg@ar

Kitabin sizi en ¢ok etkileyen yonu, o argo kismydi?
Bir nevi dyle. Orada bir dizi kadin var ve hepskarijinal, renkli tipler. Hepsinin korgmasi,
dili farkl. Aslinda biraz ¢cevirmesi zor bir kitapArgo kismina gelince, dteki ¢cevigim
kitapta dyle bir uyari, miidahale alinca bunda dgapsam diye diiindiim amdigsi Adam
oyle bir kitapti ki, tim o kisimlari bastan sorivallah kahretsin” falan diye ¢evirsem kitabin
tum dilsel 6zellgi gidecekti. Ayrica Ayrinti biraz dahandergroundedebiyat falan yayinhyor,
bdyle bir cekincesi olamaz diye @dindim ve kendimi geri tutmadim. Bunlari ywatdeseler,
bir daha Uzerinden gecilir diye ginmistim. Ama editérle tagmadim acikgasi ve
yayinladiktan sonra da bakmadim ne kadagistas diye.

Cevirecginiz kitap ve kitabin yazariyla ilgili 6n aggrma yaptiniz mi?
Yazarla ilgili hicbir argtirma yapmadik. Bunu, daha sonraki cevirilerimd@tya. Mesela
Chesterton cevirirken, daha 6nceki ¢evirim olmasagamen, Chesterton’in zatengdir bitin
eserlerini okumg, onunla ilgili okumalar yapmgim ama bu kitapla ilgili dyle bir okuma
yapmadim.

Cevirecginiz kitabi bgtan sona okur musunuz?
Ben batan sonra okurum, sonra ¢evirmeye koyulurumgiCkitapta bdyle yaparim ama mesela
Yapi Kredi Yayinlar’'ndan ¢ikamanikdiye bir kitap cevirdim. O biyografi nitgdinde, tarihsel
bir anlatiydi. Onu mesela gaudan ¢cevirmeye B&dim. 550 sayfalik bir kitapti. Ama edebiyat
eserlerinde genel dile hakim olabilmek icin, yazane soylemek isggni bilebilmek igin bir
biatlin olarak kitabi okumak gerekiyor.

Yaptiginiz eserler sadece edebiyat yapitlariyla singgdil @nladgim kadariyla.
Evet. Sonra non-fiction da cevirdim. Bir tane Bakhkitabi ¢evirdim mesela, Ayrinti da

calisirken. Onun da tamamini okumaitm meselaRablais ve DinyasO da kallavi bir eserdi,
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genel olarak Bakthin’in ne soylegini biliyordum. Tezimde de kullanrgtim.
Herseyden 6nce bir okur olarak, ¢cevigdiiz kitabi sevdiniz mi? Bu kitap, sizde ne gibi
bir iz ya da izlenim birakti1?
Yani ¢cok derin bir iz birakmadi o kitap bende. Mase an pek bigey hatirlamiyorum ama
cevirirken cok sira @i, biraz cilgin, ucuk kacik bir yazar olgunu digtindiim. Her ne kadar
kadin edebiyati siniflandirmasi tanimina ¢ok katdam da, bdyle bir siniflandirma olacaksa,
bu kitabin o tanima giregmi distintiyorum. Yani kadinlik durumundan ¢ok s6z edildgor
Lezbiyenlik falan vardi hatirlaghm kadariyla. Cok derin bir iz birakmadi bende. Baha
sonra AyrintI'da ¢capmaya baladim. Ayrinti'nin da en az satan kitaplarindam didu.
Evet, o halde sirasi gelgken, bu kitabin yeterince ilgi gormemesini neygliyarsunuz
diye de sorayim.
Iste, kadin edebiyati, feminizm denggyin ben hig ilgi cekmedini dustintiyorum. Tirkiye’de
bunun kitlesi yok. Mesela, kadinlar cok roman okigm Eski ylzyillardan bu yana, romanin
ilk cikisindan bu yana. En buyik okur kitlesi kadinlar airama onlar da bdyle kadin
edebiyati sayilabilecek bigeyi okumuyorlar. Kendileri hakkinda o gibi ifadelegormek
istemiyorlar. Yani son iki yiz yilda en ¢ok sataalfalan baksaniz, “kadinlar okuyor, erkekler
yaziyor” gibi bir durum var maalese§iirde boyle, romanda béyle. Mesela ¢ok gucli kadin
romancilar var ama onlar da kendilerini ben kadiebgyati yapiyorum diye koymuyorlar
ortaya. Bu lezbiyen edebiyati kategorisine otutiilila belki. Tirkiye'de gay/lezbiyen
edebiyatini belki birka¢ yuz itakip ediyordur. Yani ¢ok sinirli bir okur kitlesBazi kadinlar
kendilerini kadin edebiyati yazar olarak tanimilgo ama mesela iki ¢ ay 6nce Almudena
Grandes gelngti buraya, onu herkes Israrla kadin edebiyati katsme koymak isterken, o ben
Oyle bir kategoriyi kabul etmiyorum, ben feministgdim, ben roman yaziyorum sadece ve

erkekler ile kadinlari kapsayan genel edebiyasaignde aniimak istiyorum dexti.
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Tekrar romana donecek olursam, romandaki dilsehlaywun coklgu dikkatinizi ¢ekti

mi? Bu oyunlari ¢evirirken, hangi noktalara dnemdusiz?

Baziseyleri d@rudan c¢evirdiimi, sonra da geri dénup ¢cok 6zgurceigerdigimi hatirliyorum.
Cunku onlari dyle biraksaydim Tirk okuru hiciey anlamayacakti.

Mesela 6zel isimleri, cevirmeden ofglugibi birakmgsiniz bu 6zel bir tercih miydi?
Bunlari dgistirmeyi disinmedim. Mesela ne olabilirdi. Her kitap kendi sistyle, sorunlariyla
geliyor. Mesela burada ne kadar midahale edildngiada ne kadar serbest olunacak gibi bir
dizi soru soruyorsunuz. Mesela isimlerin Turkggtémesi daha ¢ok cocuk kitaplarinda
yapiliyor, buyukler icin yazilngiolan kitaplarda yapiimiyor. Yazili olmayan bir &lbu.Su
anda bu kitabi ¢cevirsem 6zel isimleri yine birakirOna kagiyim yani. Bu kitabi ¢evirirken
zorlandgim bakaseyler vardi. Kimi yerde parca, kesik kesik kema pasajlari vardi. O
konusmalariningilizcesini anlamak ta ¢cok zordu. Cuimle yapisi etesok farkliydi.

Postmodern denilebilir mi?

Denilebilir evet. Daha dnce okuglum kitaplara benzemeyen bir yonu vardi.

Bu kitabin cevirisini yeniden ele alacak olsane gibi deisiklikler yaparsiniz?

Kesin yaparim. Ayrinti'da editérken 6nime gelsegyyapardimSu an Google var mesela. Bu
kadin Kanadali d@l mi?
Amerikalr.
Mesela bu kadin Amerika’'nin Arizona eyaletindentigik icin o tarz bir argo kullanmi
olabilir. Ama tabi ben bunlari hi¢ farkinda olmagdaimde biringilizce-Tirkce Redhouse
sozIipu, bir ingilizcedngilizce Webster ve bir iki tane ansiklopedi ilevigceyaptim. Su anda
ben on, on besozlikle ¢akiyorum. Hepsinden dnemlisi Google’'da ylzlerce bdé@yorum,
iki U¢ kisinin sohbet etfii forumlara giriyorum. Aradiim ifadeyi, sohbet odasindaki o iki

gencten biri kullanngi oluyor mesela, ben de bdylelikle o ifadenin negstettgini anlamsg
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oluyorum. BerDisi Adamii biraz literally ¢cevirmg olabilirim yani.

Ozel isim gevirisi konusunda dipnot kullanmaysiidiiniz mi?
Simdi romani dipnotlara [@oak tehlikeli. Dipnotlari belli bir 6lcide tutab#in. Bunu
uygulayacaksan tim kitapta uygulaman gerekiyor kiamanda c¢ok radikal biey yapmg
oluyorsun. Bir yere koy, obur yere koyma olmaz. Heri dipnotlara bgmak ta olmaz. O
zaman cevirmen c¢ok gorundr oluyor. Cevirmenin béyld yaptim demesi hi¢ bir énem
tasimiyor. Okurun onu orada bir cevirmen ofdunu fark etmeden okumasi daha énemli bence.

Peki, son olarak, sizce dnemli olan, cevindiz romandaki diinyanin yabangilmi

yoksa dilin yabancini mi okura aktarmakti? Bu konuda bir tercihiniduomu?
Bu dunyay! Turkiye'ye benzeteyim diye bir incem olmadiini hatirhyorum.iki Turk’dn
konwmasini animsatan yerel ifadeler, deyimler kullanmaigiinmedim. Yabanci bigey
yaratmak icin onu oldiu gibi saklayayim diye diindiim ve o dil o diinyay! ¢cok gizel anlgtti
icin onu evcillgtirmeye, yerellgtirmeye calgmadim. Bazi kitaplarda c¢ok radikal bir kararla
yerellestirme yapiliyor mesela. Ben burada onu yapmadim.

Yani Oyle ¢cevirmek cesaret isterdi ama ben yinee @gvirdim diyecginiz bir kisim

oldu mu?
Mesela bdyle buyik harflerle yazilan, yine c¢ok kliftibir kisim vardi, kongmalar yarida
kesildigi icin geri kalanini tahmin etmek gerekiyordu. Qrala mesela biraz tahmin ederek ve
uydurmaya cagarak cevirdgimi hatirliyorum ama bu ¢ok radikal biey desil tabii, o0 sorunu
asmaya yonelik bir strateji. Ulysses cevirisinde ¢men radikal kararlar almimesela. Onu
incelemesansim olmadi ama. Bazl yerlerde Denigliesi gibi, yerelsivelere bavurmus
mesela. Orijinal dilin yansifti yerelligi Turkiye'deki yerellikle yansitmak bu da epey saw
bir sey. Zaten herhalde bu da ceviri teorisinde gdain konulardan biridir. Bu bence epey

sorunlu birsey.
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English Translation of Interviews

Tuncay Birkan

Can we first talk about your editorial experience &ow you decided to be an editor?

| started my editing career in 1990s. Actuallywias not the result of a totally conscious
decision, but a coincidence, as it generally happewas already working as a translator at the
time, | had translated a couple of drama book, Wwinas proved my translatorial competence.
On the other hand, | was writing a thesis on Eagleind Jameson. Ayrinti Publishing House
handed me a book entitl&tebiyat KuramiLiterary Theory), a poorly translated book which
no one was willing to edit. After | edited that kod was offered an editing position at the
publishing house. | never wanted to hold a nornfiate job, but something related to culture
and books. | wanted to avoid entering a field whiclklominated by capitalist rules, but | saw
over time that it was not true for the publishirgt®r. So, | started my editing career at Ayrinti
Publishing House. Between the years 92-94, | dedslection and the revision of plenty of
books. To be published, | selected both theoretgaa literary books. Then, in 1996, almost
swearing to quit this job forever, | escaped to &l Between the years 1996-2004, | just
translated books. The reason why | escaped wasibedehad to almost retranslate books that
have been very poor in terms of their quality. &eihg my return from Ayvalik, some people
thought | would never re-enter this field, but heghow found myself back into it. As an editor,

you inevitably make revisions on books, but | gatierdid, which | considered real editing.

How did you decide to edit Marge Piercydoman on the Edge of Tirtranslated into
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Turkish under the titleZamanin Kiyisindaki Kadin

It was not my decision and was just handed to ma jab of work. The publishing house had

already chosen this book to publish. It was anragi, routine job.

How long did it take to edit this book?

| do not remember exactly, but it took quite a ldmge. It was 17 years ago and during this

time, | edited a hundred sixty books. Therefort&jrk it is normal not to remember about it.

While editing this book, did you work on other beas well?

This publishing house was usually handing me amobu®k after my editing process is

completed.

Was this book one of the first books you haveestfit

Although not first, | can say that it was the seton the third.

Have you edited other books in similar genres lef¢tow do you describe the genre to

which this book belongs to?

At the time, | thought it is a feminist utopia.draot tell that | have already translated another
book that could be considered a totally feministpia, but | have edited quite a few literary
books. My wife Asli Bigen is a literary translatdredited many books she has translated. |
actually wanted to translate literature too, butcbysidering that my wife does it better than |
do, | concentrated on social sciences texts. Howé\gained considerable experience through

my wife.

I would like to know how much you intervened ingfiook as an editor?

341



| do not think it would be meaningful to talk abautbecause | do not remember about it.
However, when | intervene, | usually aim to improsgntactical choices. In particular,

translators have weaknesses to reformulate theieisees accordingly to Turkish syntax. First,
translators misunderstand or do not understandishge of English idioms, and they end up

translating literally. Secondly, translators veftea cause syntactical problems in translation.

You have written a preface to Marge Pierdy@men on the Edge of Timka this
Preface, you talk about some neologisms and theopea equivalents, and for some
untranslated neologisms, you “beg readers’ parddmy did you need to write such a

preface?

| thought this book could be met strange. It istiedl to what | just told you. | always care about
translations’ ability to reflect source texts’ emoos into Turkish, but some source texts play
with their own language. | wanted Turkish readeranderstand that some choices in this book
are not the results of the translator’s incompedehbat they are directly related to our efforts to

create Turkish equivalents for authorial choices.tlids purpose, | needed to write that Preface.
Well, might it be said that you have worked in abbration with the translator?

Regarding the editor-translator collaboration arteed about the uses of such collaboration very
lately. In the past, translations were handed tdighing house, and then edited and come out. |
learned how this working system is dysfunctionaéroyears. Then, | became an editor who

began to call translators to come to see what ¢ h@en doing with their translations. However,

I haven’t met the translator of this book. The ieditof this book cannot be said to be based on
a collaborative work. As one of the founders of GER, as you know, in the following years, |

saw the importance of an editor-translator collabon, and | used it.
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Did you do any pre-research on the book?

| looked at what else she has written, but | havearried out a detailed research.

What was this book’s most characteristic trait, ahhyou thought it must be absolutely
transposed into the target language? What wasprarnity: translating the strangeness

of the language or the strangeness of the world?

The strangeness of the world is unavoidable imtheels of this genre. By writing a preface to
this novel, | wanted to emphasize that this nogelso strange in terms of its language. Some
translators attribute to the author their incapgbof turning a phrase and they keep saying:
“Here, | wanted to give a specific feature of thehar's style.” To the contrary, | think that
estranging features can be meaningful when albther sentences are translated into Turkish,
as they must be, without any recourse to litemtgtation. | also care about the fluency of the
translation. You can create an estrangement effielgt if you translate the other parts of the
book fluently. Otherwise, offering to the readdotally strange translation, which you claim to

be a literal translation of the source text is mgtbut an excuse for your linguistic incapability.

While editing this book, have you come across imsta of word play, which you
thought it would be “untranslatable”, or “unmearfinyyto the target reader even when

it is translated”?

| think there were, but to be honest, | do not nerper about it.

If you had to re-edit this book, would you do sootleer changes on it?

| am sure | would. For instance, when | re-editeel $econd edition ddebiyat Kuramil did

remarkable changes on this book so in a sense beaconsidered to have retranslated it. |
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think | wouldn’t do as many changes on this book disl on the other, but | would certainly do

some changes.

Do you think this novel attracted sufficient puldittention?

At the time, one or two reviews of this book haeem published, but I think in Turkey, we are

supposed not to expect more attention.

| think these reviews were not on the translatibthe book. Am | right?

You couldn’t find almost any reviews on translagorso, | think it would be unrealistic to

expect a review of a translation.

What is the reason behind the lack of public aibento this book? Can Turkish readers’

indifference towards this genre be an explicatmmtliis lack of response?

Yes, we can definitely speak of readers’ lack é¢riest. Although a special readerly interest in
utopia has generated lately, | think the utopiale $f this book escaped the eye of readers of
utopia. | remember that this book has been refetoeth a few literary meetings. Ayrinti
publishing house where | was working at the tims pablished other utopian books as well,
and all of them, to a certain extent, grabbed gpudiiention. Since this is a fictional work, its
utopian side seems to have escaped the eye ofrseaidetopia. Unfortunately, there is such a
dichotomy in Turkey: Readers of literature are smtinterested in utopian and political works
while readers of social sciences barely read tieea | think that this dichotomy also plays a

role in the reception of this kind of books.

That's really an interesting point. | would like kearn about your impressions of this

book?
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It was a lovely book. | think it's worth reading.

You said you found this book lovely. So, did yout édwith a love?

Yes, | did it with a love. Books to be translateul &dited are generally handed to us as jobs of
work. So, we cannot always translate or edit evamgt with the same love and enthusiasm, but

| remember | really loved that one.

Lastly, may | ask you to summarise your translastrgtegy. You mentioned word play

and their estranging effects.

Yes, in order to reproduce the source text wor@'plastranging effect in target language, you
should first establish the fluency in translatiord aget the book’s language closer into Turkish.
Literature should get the reader closer to theetal@nguage as much as it can. To enable the
reader to perceive the strangeness of the world,symuld create estranging effects, not at a

general linguistic level, but at correct places.

Seving Altingekic

Can we first talk about your translating experiemcel how you decided to be a

translator?

| studied English philology at university and didy first translation when | was fifteen. At

time, | was living in Germany and reading Turkisdvels. | translated four, five pages from a
book of Kerime Nadir into German to allow the Gens#o read it. | don't remember about the
title of the book, but it is the first translati@itempt by me. Then, after graduating from
philology department, the need to translate ndiueadpressed itself in my desire to share with

readers things | have read. So, this emotion letbnb@nslate.
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Can you please talk about your general translaitegy?

Of course. | translated novels too, although justva. Atwood’s book is the second novel |
have translated. Following the translation of thisel, | haven't translated novels for quite a
long time. | am currently working on the translatiof a novel. | mostly translated books
related to the topics such as social sciencesprigistravel and Islam. My main translating
strategy consists in recreating the writer's lamgguan the target language. Sometimes, the
writer's language can push the limits of Turkisotigh translation, but | think that it is
supposed to be like that. Because every singleemhias a style, which should be transposed
into the target language. | am trying to pay attento this aspect. The meaning is certainly
important, too. A book you read in a foreign langeianust create the same emotions in
Turkish. That's a practical point. | translate fasit very fast, but | don’t read the whole book
before | start translating it. | can get boredriéad the whole book in advance, and then, re-read
it during the translation process. Thus, while stating, | might also read the book curiously,
without knowing what is going to happen at the emterefore, the first version of my
translations always looks like a draft, but | geoit many times, and change it significantly.

How did you decide to translate this book?
This book was handed to us. | co-translated it withex-husband (Ozcan Kabakgha). We
were new graduates who wanted to find a book testade, and we began to visit publishers
around Cagologlu. When we went to Afa publishingidey they told us they had book to
translate and requested a trial translation. Wé& todook at the book and liked it, but it was
choice made by the publishing house.

How long did it take to translate this book?

It took one or two years. It always takes longrue to translate a book. | have just said that |
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translate fast, but it still takes long. | needaagé amount of time and not to face tight

deadlines.

How did you collaborate with the co-translator lbistbook? Was it difficult or easy to

co-translate?
To co-translate this book did not make the trarmstaprocess more difficult, but easier. We
were a married couple at the time. We divided théd into two, and after the translation is
completed, we read the parts translated by ondhanand made some adjustments to establish
the overall linguistic coherence. Since his usag&ukish was better than mine, we mostly
adopted his suggestions. For instance, he chosetlthef the book. We hesitated to translate
“handmaid” as “cariye”, but we gave up translatinthis way by thinking that this term would
be a direct reference to the Ottomans. Since womehe book are used similarly to the
animals kept for breeding, we agreed on that titleich we thought it would reflect the novel’s
gist the best. We obviously made the title morelieitpn Turkish, but this was a choice.
Actually, 1 was against that choice in the begignibut then, we adopted it, and everyone,
including the publishing house, liked it.

While you were translating this book, did you workother books as well?
No, we just worked on this book.

Was it the first translation in your translatingesr?
Yes, it was the first for both of us.

How much did your editor intervene in your transia®
There was no intervention in our translation. Attyat the time, there was no concept of
“editorship.” We have not worked with an editorrkastance, there were some obscene words

in the book. We reflected on how to translate thesels. We could not soften these words in
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translation because the author used them this nvhgri book. To be honest, we were a little bit
preoccupied when we thought this book can be cersitas an obscene publication if
someone realises all these words, but the bookéas published, as it is translated, without
undergoing any editorial changes and criticism.

Did you face any challenges in your translationcpes? What kind of solutions did you

propose to prevail over them?
| have already mentioned challenges like the tedingl of obscenity and the title. Apart from
these, | do not remember so much about it.

What was the most characteristic trait of the ngeel have translated?
The fact that it was my first translation makesgécial on its own. There is another thing. The
writer, Buket Uzuner was a big fan of Margaret AbdoWhen she learned that we were
translating this book, she got in touch with use 8iote a review on this book @umhuriyet
Kitap. Although this review was not on the translatiéthis book, it was written right after our
translation has been published so this aspect mhlseseview special to me, too. At the time,
there was a tv channel owned isyanbul metropolitan municipality, BRT. Buket Uzune
helped me to take a partin a TV show in this clehtmdiscuss about the book. The following
day, this channel has been closed and that showdvas been screened. In brief, this book
played a role in putting us in touch with Buket deewhom | like very much. That is why this
book is special to me.

This book and the dystopian world it depicts hagerbdealt with in many theses. What

do you think of the world depicted in this novel® {ou find it dystopian as well?
This book deals with a quite pessimistic world. usdly, | was highly impressed by this aspect
of the book. The subject turns around things a women experience. Since the writer is a

feminist, she demonstrates the female sensibiftgwer differentials are always to the
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disadvantage of women. That is the same in the Indvethis sense, this novel displays a
dystopian aspect, but there is a hope at the ehis. i$ an open-ended novel so it can be
concluded in many different ways and everyone ogerpret it the way he or she wants.

Did you do any pre-research on the writer and tiek®
At the time, we did not have such an opportunityere was no Internet. | do not remember if
we did a research, but we had an image of the booknd, and | do not remember exactly
how this image was shaped.

Did you love this book? What kind of impression gal get from this book?
| liked this book because it concerns women. This $cience fictional world, which seemingly
can be created in the real world. It is so eagydate such a world in the real life. | think my
ex-husband liked the book as well. While tryindital a title, you are getting into the book so
deeply.

Did the abundance of world play in the novel grabryattention? Which aspects did

you take into account while translating these wettd/s?
| do not remember how | felt about it at the tirbet | can tell you how | feel about it now.
When | translate word play, I try to use the Tunkegjuivalent if there is one, but this
equivalent is supposed not to be so local. Thiat say, | cannot get a Turkish woman from
Van talk the same way as an American woman. Yowsarthe equivalent if it depends on a
universal usage, if not; I try to paraphrase therall meaning. Sometimes, you have no choice
other than translating the word play since itesltup into other components. In this case, you
inevitably push the limits of Turkish, and thisais acceptable situation because however
unmeaningful to the reader, that word play hasettrénslated in some way or another.

While translating this book, have you come acrosstances of word play, which

thought it would be “untranslatable”, or “unmeaniinfo the target reader even when it
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is translated”?

If the meaning of the word play is important, Itjgs/e the meaning. Sometimes when the word
play is tied to other words in an expression, yeadto translate the words too, and make it
more explicit as much as possible.

| see that you used end notes in your translatdas it your opinion to use them?
Yes. We did not have an editor.

What was your primary goal as a translator? Fomgte, how important was it for you

to give the Turkish reader a fluent text?
The most important thing is to give the target sradfluent text. It is a novel and it has to be
fluent. You cannot translate in another way. Howglam not sure if we were able to achieve
this goal.

What was your priority: translating the strangenasthe language or the strangeness of

the world?

Not the linguistic aspects, but the plot was stearfgctually, even the plot was not too strange
to me. Turkish women as any other woman can expegi¢hings similar to those that have
been told in this plot. As Turkish women, we ard taially unfamiliar to the meaning of

“cariye”, which the word “handmaid” implies. We amet unfamiliar to the use of women in a

way similar to the animals kept for breeding. $@at tis not a totally strange world.

Is the use of women in a way similar to the aninkalst for breeding not strange to
you?
Yes, itis. It is just because in that world, wonaea used in a way similar to the animals kept
for breeding. There was no sexual pleasure intloalid. Sexual relationships were just for

reproductive purposes. But, as | have just said,nbt a world we are totally unfamiliar to.
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What is strange there is that the plot is setéenUs. For example, if the plot was set in an
Arabic country, it would not been as strange tasig is now. | do not remember about the
strangeness of the language, but while translativsgenity, we tried to transpose the
strangeness of the language.

If you had to re-translate this book, would yousdone other changes on it?

I think 1 would. We translated this book seventg@ars ago. | think | would make some
stylistic changes like the choice of some differequivalents. Apart from this, | do not think

we would change the other parts, which appearedritapt to us.
Do you think this novel attracted sufficient pulditention?
It had just one printing.
What is the reason behind the lack of public aitento this book?

| think at the time, the book was not promoted asimas necessary. Actually, it would be very
fitting if this book was re-edited in the period Wee in today. The other books of Margaret
Atwood have also been translated and publishedifigreht publishing houses in Turkey, but
they did not attract much attention, either. Thi®k dated 1992, could mean much to us in
today’s context. Thus, it has to be re-edited is period. We were not living in such a world in
1992, but | think if this book is re-edited now definitely becomes one of the best-sellers in

Turkey. Of course, the final decision is up to plblishers.

Cicek Oztek

Can we first talk about your translating experieracel how you decided to be a

translator?
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| had actually been trained to be an engineer.rAfig BA, | went to England for my master’s
studies, and there, | began to edge away the difedshgineering by directing myself to read and
translate different texts, and improve my Englishlready spoke English, but an engineering
English learned at the METU. In England, | havedreacial sciences texts and translated the
three articles of Baudrillard. | worked on thesgtd¢ewhile translating them. Threee articles,
which Baudrillard has written in the pre- and pGstf War periods. | thought this translation
may be published after | return to Turkey, | butalve not done it specifically for publishing
purposes. Following my return to Turkey, | begandtd master’s in sociology, and then, |
decided to translate a book in order to engageaimstation, which | thought it would provide
me with a means of living. At the time, | was doicgmmercial translations, but | also had in
mind to translate a whole book. | think my firstrislation dates back to the years 96-97. My
first translation is calle&uvette Bulunan Guncéhe translation of Stanislav Lem’Blemoirs
Found in a BathtubGiven that | had translated many other textsouihat time, it was truly an
immense pleasure for me to see a translation ofe nbin have finally published. Then, |
translated, for Dost Publishing House, a book daflpollon’un Gozuy a translation oEye of
Apollo by Chesterton, a 19th century English writer. As Basi Adam it is the third book |
have translated. At the time, | was an MA studehbwgtarted to work part time for Insan
Haklari Vakfi (Human Right Association). My thesiapervisor, Necmi Erdogan commended
me to Ayrinti Publishing House for the translatiminthis book. Actually, | had to reject this
offer because at the time, | was not just writing timesis, but also translating into English the
Turkish bulletins of Insan Haklari Vakfi where | svavorking. In my MA thesis in which | deal
with the topic of “Servants and Masters in Turkidbvel”, | used many fragments from ten to
fifteen Turkish novels under analysis, and | trated all these fragments into English. | was

unbelievably overwhelmed. | remember that apannfritie time | spent for all these other
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things | was involved in, it occurred to me to waitk3 or 4 at night to complete the translation

of this book.

While you were translating this book, did you workother books as well?
| was not working on another book, but | was dephvith three different things at the same
time: my translation, my thesis and my job. Fostt@ason, | remember this book took so much
time and made me feel so tired.

Before you translate this book, have you translatedr books of similar genre?
Yes, before | translate this book, | have alreadgdlated two other novels. That is my third
translation. This book differs from the other twpolieing the more modern and unorthodox
one.

How long did it take to translate this book?
Although | was so overwhelmed, I think | completerh four, five months.

How much did your editor intervene in your transia®
| am not aware of this. | delivered my translatiprst wishing it to be published whenever it
may be. | did not think of looking at possible chas my translation might undergo. Almost
any changes have been made to the first two botiendlated. For instancKjivette Bulunan
Guncehas been revised by the editor at the time, Osyerer, to whom | talked over the
phone just once. In our phone conversation, Yeokt tme that he made no considerable
changes | should take a look, and he just changealiple of vulgar, slang-like expressions |
used in some parts by arguing that they would mowbll received by Turkish reader, if left
unchanged. Moreover, that book contained just a $lamg words compared Disi Adam
which is enormously rich in slang, a slang that igtle bit unfamiliar to Turkish readers.

The aspect you found the most interesting in thiskbwas that slang part?
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A kind of. This novel features an assortment of dencharacters who are all so original and
colourful. All these female characters have a déifé use of language. Actually, this book was
a little bit difficult to translate. As for the sig part, since the editor &uvette Bulunan Gunce
has already warned me about and intervened in gkeotislang in my translation, | thought
what | should do wittDisi Adam If | translated all these slang parts as “Oht’shall the
linguistic features of the book would be suppressgwen that the publisher of this book,
Ayrinti has been publishing underground literatlitbpught they would not hesitate to publish
this book even if | translate all these slang pamsl thus, | did not stop myself from translating
them. | thought | could go over my translation Was asked to soften some expressions. But, to
be honest, | did not meet the editor, and afterpiiglication, | did not check what has been
changed in my translation.

Did you do any pre-research on the book and theoa®it

I have not done any pre-research for this book| blid it for the other books I translated later.
For instance, when | was translating Chestertahpagh it was a previous translation, | had
already read the other works by Chesterton, batvemot read anything about this book before

| translate it.

Before you translate a book, do you read it tovikry end?
Yes, | do, and then | set out to translate it.tualty read to the very end of most of the books I
translate, just with a few exceptions. For examptegnslated a book entitletanik which has
been published from Yapi Kredi Publishing Housew#ts a historical narrative, which has a
biographical aspect. So, | directly started to gtare it before | read the whole book. It was a
550 page book. However, in literary works, a regdihthe whole book is necessary in order to

master the novel’'s language and the author’s ireémaeaning.
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As far as | understand, your translations are inutdd just to literary works.
Yes, | translated non-fiction as well. For instgneben | was working at Ayrinti, | translated a
book by BakhtinRablais ve Dunyasi have not read to the very end of that boolyegit That
was a huge work, but | was already familiar to Bakan theory since | have already used it in
my thesis.

Did you love this book? What kind of impression gal get from this book?
| am not deeply impressed by this book. | do notember much about it now, but when | was
translating it, | thought the writer was very edten lunatic and marginal. Although | do not
completely agree on the existence of a categowoofien’s literature, | think that if we had to
make such a classification, this book would bénfitinto this category. So, this book
extensively deals with the status of women and wdroad. | remember that it also deals with
lesbianism. | am personally not deeply interestethis book. When | later began to work for
Ayrinti, | saw that it was one of the worst sellingoks.

Ok, at this point, | can ask you about the reasemina the lack of public attention to

this book.
Yes, | think that what has been called “women’srature” or “feminism” does not attract any
attention. In Turkey, there is no target audienge this. For instance, women have been
copiously reading novels for centuries, from theeption of the novel. Although the biggest
target audience consists of women, even women #lgassdo not read things that could be
considered “women’s literature”, and they do nohtma read how they were depicted in these
books. So, if you look at the list of best-sellersthe past two hundred years, you see that
“women read, men write.” Unfortunately, that is ttese, and the same is true for poetry and
fiction. For instance, there are very prominent vaamovelists who do not consider themselves

as writers of women'’s literature. Perhaps, thiskooay be placed into the category of lesbian
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literature. | think in Turkey, there are just a fédwndred people who follow gay/lesbian
literature. That is to say, this is a very limitegding audience. Although some women
consider themselves as writers of women’s litemtthrere are some who do not. For instance,
the writer, Almudena Grandes has been in Turkey, tivcee months ago, and while most
people continuously tend to place her into thegmte of women’s literature, she underlined
that she does not recognise such a category, &g slot feminist, but just a writer who wants
to be cited under the general umbrella of litemthat appeals to both women and men.

If | go back to the book, did the abundance of weptdy in the book grab your

attention? What strategy did you use in translattimge instances of word play?
I remember | literally translated some parts, anenf went over them and changed them
liberally because if | left them so, they would realo sense to Turkish readers.

For example, you left proper nouns untranslateds Wa specific choice of yours?
| did not think of changing proper nouns. For ex@amwhich Turkish equivalents would you
suggest for them? Every book to translate comes teith its own system and problematic, and
make you ask a series of questions on how muchwgald intervene in, how much you would
be liberal with it. As for the translation of propgames into Turkish, this is usually done in
children’s literature, not in adult literature. Thgan unwritten law. If | retranslate this bodk,
leave proper nouns untranslated again. So, | amstgae translation of proper nouns. There
were some other difficulties | faced when | wasigtating this book. For example, in some
parts, there were some fragmented forms of speaathwere difficult to understand.
Syntactic structure was very different.

So, can this novel be considered “postmodern”?

Yes, it can. This novel was very different fromgkd have ever read.
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If you had to re-translate this book, would yousdone other changes on it?

| certainly would. | would still make some changesit if it was handed to me after | started to
work as an editor at Ayrinti. For example, todalyave the opportunity to use Google. Is this
writer Canadian?

No, she is American.
For example, this woman might be used such slasiggfis from the state of Arizona in the
USA. However, | was unaware of all the possibiiteg this kind when | translated this book
with an English-Turkish Redhouse Dictionary, an lehgEnglish Webster Dictionary and a
few encyclopaedias at hand. When | translate naselten to fifteen encyclopedias and the
most important; | read hundreds of blogs and oae4orums on Google. Sometimes, an
expression | was searching for, might have useoneyof two young people who have been
chatting in an on-line forum and thus, | understesict that expression means. Briefly, | may
have translate®isi Adama little bit literally.

Did you think of using end notes for proper names keft untranslated?
It is dangerous to inundate a novel with end notes. can use end notes to a certain extent. If
you decide to use end notes, you have to use tbethd whole book, and that is a very radical
decision. If you use an end note for a part, younoa leave the other part without end note.
You cannot overwhelm every part with end notedyegit Otherwise, the translator becomes
very visible. It is not important to read what tnanslator has done. To my mind, it is more
important for the reader to read a book withoulisea the presence of the translator.

What was your priority: translating the strangenasthe language or the strangeness of

the world?

| remember | did not have in mind to make the ngwebrld look like Turkey. | did not think
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of using local expressions, idioms that evoke dja&s among two Turkish people. In order to
create a strange world, | preserved what was stranthe novel, and since the language of the
novel conveys the strangeness of that world vecgessfully, | did not attempt to domesticate
or familiarise it. Some books might use a very cabstrategy like familiarisation, but | have

not use it here.

Is there any part in your translation, which yoaught it would be very courageous to

translate it that way, but you have translatetat tvay anyhow?
For example, there was a part, which has beenenritt capitals, and contained very vulgar
language. Since sentences were choppy, you hadess gvhat might have been said in the rest
of a sentence. | remember | translated these pgresther guessing or inventing the rest of a
sentence. However, that is not a radical decisbut, just a problem-solving strategy. For
example, |1 know that the Turkish translator Wlysseshas taken radical decisions in his
translation. | did not have the chance to takeo& kt that translation. | know that in some parts,
this translator has used local language like Dedialect. However, it is very problematic to
replace the domestic aspect of the original languagthat of the Turkish language. | am sure
it must be one of the most debated issues amonglatgon scholars. | think that is a very

problematic issue.
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APPENDIX IV

Short Bibliography of Women’s Speculative Fictioraislated into Turkish

Bradley, Marion Zimmer

1. Bradley, M. Z. (2006)Avalon’un Sisleriistanbul: Ithaki.

2. Bradley, M. Z.(2006)Atlantis’in Cokiu. istanbul: Ithaki.

3. Bradley, M. Z.(2000)Mese gzacindaki tutsakistanbul: Ithaki.
4. Bradley, M. Z. (1999)Avalon’un Sisleriistanbul: Ithaki.

5. Bradley, M. Z. (1999-2001 Atlantis’in Coki3u. istanbul: Ithaki.

Brackett, Leigh
Brackett, L.(1971?)Jzaydalsyan istanbul: Okat.

Fairbairns, Zoe

Fairbairns, Z. (2007Kadinlar Kulesi Trans. Unver Alibey. Everest Yayinlari.

Gilman, Charlotte Perkins
Gilman, C. P. (2007Xadinlar Ulkesi istanbul: Otonom
Le Guin, Ursula

1. Le Guin, U. (2009)Diinyanin Dgum Gini(2th edition).Istanbul: Metis.
2. Le Guin, U. (2009)Marifetler. istanbul: Metis.

3. Le Guin, U. (2009)Oteki Riizgaristanbul: Metis.
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4. Le Guin, U. (2009)Kadinlar, riyalar, ejderhalar(4th edition).istanbul: Metis.
5. Le Guin, U. (2009)Dért Yavru(3th edition).istanbul: Gumug! Kitaphgi.
6. Le Guin, U. (2009)Gucler (1th edition).Istanbul: Metis.

7. Le Guin, U. (2008)Kentte Tek Bana. Istanbul: Gurug! Kitapligi.

8. Le Guin, U. (2008)Yerdeniz Buylcusistanbul: Metis.

9. Le Guin, U. (2008)Sesleristanbul: Metis.
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11.Le Guin, U. (2008)Yeni Arkada. istanbul: Gumig Kitaphgi.

12.Le Guin, U. (2008)Tehanuistanbul: Metis.

13.Le Guin, U. (2008)Dért Yavru(2th edition) Istanbul: Gurug Kitaplig.
14.Le Guin, U. (2008)Yuvaya Donji istanbul: Gunmgl Kitaplig!.

15. Le Guin, U. (2008)Yerdeniz Oykuleriistanbul: Metis.

16.Le Guin, U. (2007)Icdeniz Balikgisistanbul: Metis.
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21.Le Guin, U. (2005)Miilksiizler istanbul: Metis.

22.Le Guin, U. (2004)Oteki Riizgaristanbul: Metis.

23.Le Guin, U.(2004)Bagislamanin Dort Yolulstanbul: Metis.

24.Le Guin, U.(2004)Her yerden ¢ok uzaktéstanbul:imge.

25.Le Guin, U. (2004)Yanilsamalar Kentilstanbul:imge.

26.Le Guin, U.(2003)Diinyaya Orman Denidstanbul: Metis.
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28.Le Guin, U. (2003)Tehanulstanbul: Metis.
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McCaffrey, Anne
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361



BIBLIOGRAPHICAL REFERENCES

Primary References

Atwood, M. (1985)Damizlik Kizin OykisiBeving Altingekic & Ozcan Kabakglo (Trans.).
Afa Yayinlari.

Atwood, M. (1985).The Handmaid's TaleSeal Books.

Piercy, M. (1992)Zamanin Kiyisindaki Kadifriisun Tulek (Trans.). Ayrinti.
Piercy, M. (1976)Woman on the Edge of Tinfeawcettt Crest.

Russ, J. (2001Pisi Adam Cicek Oztek (Trans.). Ayrinti.

Russ, J. (2000'he Female MarBeacon Press. originally written in 1970 andtfisblished
in 1975.

Secondary References

Ahmed, S. (2002). ‘This Other and Other OtheEgonomy and Socie84i(4). Routledge.
pp.558- 572.

Altingekic, S. (2009). “Personal Interview”. Nil alik. August. 2009.

Arrojo, R. (1994). “Fidelity and the Gendered Tratisn”. TTR vol. 7. n°® 2. 2e semestre
1994. pp. 147-163.

Atwood, M. (2002) Negotiating With the Dead: A Writer on WritinGambridge University
Press.

Atwood. M. (2005). “Writing Oryx and CrakaNriting with Intent: Essays, Reviews, Personal
Prose 1983-2009New York: Carroll & Graf Publishers. pp. 284-286.

Bainsbridge, W. (1982). “Women in Science FictioBex Rolespp. 1081- 1093.

Bakhtin, M. M. (1981)The Dialogic Imagination: Four EssayAustin: University of Texas
Press.

Ballard, J.G. (1996)A User’s Guide to MilleniumLondon: Harper Collins.
Barnes, M. E. (1975)inguistics and Languages in Science Fiction-Faptédsno Press.
Barr, Marleen S. (199Feminist Fabulation: Space/Postmodern Fictitowa City: University

of lowa Press. )
Birkan, T. (2009). Personal Interview. Nil Ozcelkugust. 2009.

362



Boase-Beir, J. (2006%tylistic Approaches to Translatio8aint Jerome.
Braidotti, R. (2003). “Cyberteratologies: Female idters Negotiate the Other’s Participation

in Humanity’s Far Future”Envisionning the Future: Science Fiction and thetNdillenium,
(ed. Marleen Barr). pp. 146-1609.

Broderick, D. (1994Reading by Starlight: Postmodern Science Fictkinorence. KY. USA:
Routledge.

Buddenbaum, J. M. & Novak K. B. (200Bpplied Communication Researdslackwell.

Butler, Judith (1990%ender Trouble: Feminism and the Subversion oftleMNew York:
Routledge.

Caron, C. (2003). “Translating Trek: Rewriting américan lcon in a Francophone Context”.
The Journal of American Cultugb (3). 329-355.

Chamarette, J. (2007). “Flesh, Folds and Textyralihinking Visual Ellipsis via Merleau-
Ponty, Hél'ne Cixous and Robert Frank®aragraph30: 2, pp. 34-49.

Cixous, H. (1999). “The Laugh of the Medusa”, Traksith Cohen and Paula Cohéiterary
Debate: Texts and Contex{ed. Denis Hollier & Jeffrey Mehlman). pp. 410;42iginally
published: 1975.

Clute, J. (1995)The Encyclopedia of Science Ficti6Martin's Griffin”. p. 424.

Cornier Magali, M. (2003). “Freedom Reconsideredryaret Atwood’s Thélandmaid’s
Tal€’, Women in Literature: Reading Through the Lens aidge Eds. Jerilyn Fisher and
Ellen S. Silber). Greenwood.

Cortiel, J. (1999)Demand My Writing: Joanna Russ/Feminism/SciencedrcLiverpool:
Liverpool UP.

Critical Discourse Analysis: Theory and Interdidanarity. (2002). Eds. G. Weiss and R.
Wodak. London: Palgrave, pp. 85-109.

Culler, J. (1989)0On Deconstruction: Theory and Criticism After Stiralism Routledge.
Originally published: Ithaca: Cornell Universityd3s. 1982.

Daly, M. (1990).Gyn/ecology: The Metaethics of Radical FeminiB@acon Press.

Davis Logan, A. M. (2002). “The Future in FeminisReading Strategies for Feminist Theory
and Science Fiction”. unpublished PhD thesis suleahito Luisiana State University (exists on-
line: http://etd.Isu.edu/docs/available/etd-0417002443/unrestricted/Rogan_dis.pdf).

De Beaugrande, R. (1989). “Toward the empiricadlgtof literature: A synoptic sketch of a
new ‘society”.Poetics18 (1989). pp. 7-27.

363



De Bolt, J. & Pfeiffer, J. (1981). “The Modern Rati 1938-1980"Anatomy of Wonder: A
Critical Guide to Science Fictigreds. Neil Barron. New York & London: Bowker.

De Lauretis, T. (1980). “Signs of Wa/ondeFheTechnological ImaginatiarEds. Teresa de
Lauretis et al. Madison: Coda Press. pp. 159-174.

Del Rey, L. (1975). “The war of the sexe&halog,95(6), pp. 166-170.

Delany, S. R. (1990). “An Interview with SamuelBelany:on Tritonand Other Matters”.
Science Fiction Studieblo. 52, Vol. 17. November.

Derrida, J. (2001)Writing and DifferenceTrans. Alan Boss. Routledge.

Derrida, J. (1991). "ChoreographieA'Derrida Reader: Between the Blindsd. Peggy
Kamuf. New York: Columbia UP, pp. 441-456.

Derrida, J. (1982Margins of PhilosophyTrans. Alan Bass. Hemel Hempstead: Harvester
Wheatsheat.

Derrida, J. (1979). “Living on: Border Lines”, Detsiruction and Criticism, Ed. Harold Bloom
et all. London: Routledge & Paul Kegan. pp. 75-176.

Derrida, J. (1976)O0f GrammatologyTrans. Gayatri Chakravorty Spivak. Baltimore: @d®h
Hopkins University Press.

Dickson, G. R. (1988). “Convention€ncyclopedia of Science Fictidad. James Gunn.
Viking.

Duru, O. (1991). “Bilim-kurgu, Dili ve Cevirisi Umrine”. Metis Ceviri 199. Ks. Say: 14.
interviewees: Orhan Duru, Levent Molla Mustafaodfiifit Ozdes, Blilent Somay, Metis.
Encyclopaedia of Language and Linguistiesl. Keith Brown.Vol. 4. Oxford: Elsevier. pp.
546-551.

Enkvist, N. E. (1988). “Styles as Parameters int Brategy”.The Taming of the TexEd.
Willie van Peer, Routledge.

Fitting, P. (1985). “New Roles for Men in Recenbplian Fiction”.Science Fiction Studies
Vol. 12. pp. 157-183.

Gilliam K. R. (1988).Sexuality and Setting: Modes of CharacterizatioS@bected Novels by
Joanna Rusaunpublished MA Thesis submitted to the GraduateuRy of Texas Tech
University.

Gilligan, C. (1993)In a Different Voice: Psychological Theory and Woradevelopment
Harvard University Press.

364



Gouanvic, J. M. (2001). “Ethos, Ethics and TranstatToward a Community of Destinies”.
The Translatorvol. VII. n° 2. numéro spécial “The Return to Ethics”. Dir. Aoty Pym,
Manchester. U. K. St. Jerome Publishing. pp. 203-21

Gouanvic, J. M. (2007). “Homology in TranslatiorrnEst Hemingway Translated into the
Interwar French Culture’Similarity and Difference in Translatioeds. Stefano Arduini.
Robert Hodgson Jr. American Bible Society. pp. 368-

Guney, M. (2007)Baska Dunyalar Muimkun: Bilimkurgu. Siberpunk ve Siya¥arlik.
Gurcalar, S. (2008)The Politics and Poetics of Translation in Turk&923 — 1960Rodopi.

Hakemulder, J. F. (2004). “Foregrounding and lfe&ifon Readers’ PerceptiorDiscourse
Processes8. pp. 193-218.

Halliday, M. (1971). “Linguistic function and litary style: An inquiry into the language of
William Golding'sThe Inheritors. Literary style: A symposiunkd. S. Chatman. London and
New York: Oxford University Press.

Hamon, P. (1984)lexte et IdeologiePUF.

Haraway, D. (1991). “The Cyborg Manifesto: Scientechnology, and Socialist-Feminism in
the Late Twentieth CenturySimians, Cyborgs and Women: The Reinvention ofrdldtlew
York: Routledge.

Haraway, D. (1988). “Situated Knowledges: The Sme@uestion in Feminism and the
Privilege of Partial PerspectiveFeminist Studiesvol. 14. No. 3. (Autumn, 1988). pp. 575-
599.

Harding, S. (1986)The Science Question in Feminiddew York: Ithaca. Cornell University
Press.

Hatch, R. B. (1993) “Bleich, DavidEncyclopedia of Contemporary Literary Theory:
Appications, Scholars, Term®d. Irene Rima Makaryk), University of ToronteBs, pp. 255-
256.

Havranek, B. (1964). “The Functional Differentiatiof the Standard LanguageA Prague
School Reader on Esthetics, Literary Structure, &tyde Ed. P.L. Garvin. Washington. DC.:
Georgetown University Press.

Holt, M. J. (1982). “Joanna RusScience Fiction Writers: Critical Studies of the jbta
Authors from the Early Nineteenth Century to thedent DayEd. E. F. Bleiler Scribner. pp.
483-490.

Holub, R. C. (1984)Reception Theory: A Critical Introductiohondon & New York:
Methuen.

Hougron, A. (2000). “Conclusion: Vers une sociokde la science-fiction? Science-fiction

365



et SocietePUF.

Irigaray, L. (2004)An Ethics of Sexual Differencérans. Carolyn Burke & Gillian C. Gill.
London & New York: Continuum.

Irigaray, L. (1993). “A Chance for Life: Limits tthe Concept of Neuter and the Universal in
Science and Other DisciplineSSexes and Geneologjdgans. Gillian Gill. New York:
Columbia University Press. originally publishedl@87.

Irigaray, L. (1991). “The Bodily Encounter with tiother”. Trans. David Macey he
Irigaray ReaderEd. Margaret Whitford. Cambridge. Mass: Blackwpf. 34—46.

Irigaray, L. (1981). “This Sex Which is Not Onew French Feminism&ds. E. Marks and |
Courtivron. New York: Schocken.

Iser, W. (2002). “Interaction Between Text and Radhe Book History ReadeEds. David
Finkelstein, Alistair McCleery. Routledge. pp. 2296.

Iser, W. (1980)The Act of Reading: A Theory of Aesthetic Respd@a&mor: John Hopkins
University Press. orginally published in 1978.

Iser, W. (1974)The Implied ReadeBaltimore: John Hopkins University Press.

Jakobson, R. (1987)l.anguage in literatureEds. K. Pomorska & S. Rudy. Cambridge. MA:
Harvard University Press.

Jauss, R. H. (1974). “Literary History as a Chajleto Literary Theory”. Trans. Elizabeth
BenzingerNew Directions in Literary HistoryEd. Ralph Cohen. Baltimore: John Hopkins
University Press. pp.11-41.

Jenkins, H. & Tulloch, J. (1995%cience Fiction Audiences: Doctor Who, Star Trekl &heir
Fans.Routledge.

Jenkins, H. (1992)extual Poachers: Television Fans and ParticipatGryture New York:
Routledge.

Keen, S. (2007 Empathy and the NoveDxford University Press.

Keller, E. F. (1985)Reflections on Science and Gendéew Haven and London: Yale
University Press.

Kendall, G. (2007). “What Is Critical Discourse Aygis?”, Ruth Wodak in Conversation With
Gavin Kendall [38 paragraphg$jorum Qualitative Sozialforschung ,Forum: QualitegiSocial
Research8(2). Art. 29. http://www.qualitative-researchifigs-texte/2-07/07-2-29-e.htm.

King, B. (1984) Women of the Future: The Female Main Characterdei&e Fiction The
Scarecrow Press. Inc.

Klages, M. (2006)Literary theory: a guide for the perplexedontinuum International

366



Publishing Group.

Kristeva, J. (1986). “Women’s Time” Trans. Alicedime & Harry BlakeThe Kristeva
Reader Ed. Toril Moi. Columbia University Press.

Kristeva, J. (1984). Revolution in Poetic Languab@ans. Margaret Waller. New York:
Columbia University Press.

Kristeva, J. (1980). “Oscillation Between Power @whial”. Eds. E. Marks & I. de Courtivron.
New French Feminism&mherst. University of Massachusetts Press.

Krueger, J. (1968). “Language and Techniques of idamcation as Theme or Tool in SF”.
Linguistics39. pp. 68-86.

Lakoff, G. & Johnson, M. (2003Metaphors We Live BYChicago: University of Chicago
Press.

Larbalestier, Justine (200Bpttle of Sexes in Science Fictidniddletown, CT: Wesleyan
University Press.

Laviosa, S. (1998). “Core patterns of lexical usa icomparable corpus of English narrative
prose”.Meta XLIII: 4, pp. 557-570.

Le Guin, U. (1989a)Dancing at the Edge of the World: Thoughts on Wovdsmen, Places
Grove Press.

Le Guin, U. (1989b). “Up to EarthiWomen’s Review of Book&

Le Guin, U. (1979)he Language of the Nightlew York: G. P. Putham's Sons.
Leech G. N. & Short M. H. (1981%tyle in Fiction London: Longman.

Leech, G.N. (1969A Linguistic Guide to English Poetriyongman.

Leech, G. N. (1965). “This Bread | Break” — Langaaand InterpretationReview of English
Literature 6. pp. 66—75.

Lefanu, S. (1988)in the Chinks of the World Machine: Feminism anig&we Fiction London:
Women'’s Press.

Li, J. & Shuhua X. (2003). “Foregrounding as a €rdn for Translation CriticisnBabel
Volume 49. Number 4. pp. 302-309.

Lotbiniére-Harwood, de S. (199Bebelle et Infid/le/The Body BilingualMontréal: Les
éditions du Remue-ménage.

Loudermilk, K. A (2004)Fictional Feminism: How American Bestsellers Affiset Movement
for Women'’s EqualitjRoutledge.

367



Lundwall, S. J. (1971)cience Fiction: What It's All AboulNew York: Ace Books.

Lupoff, R. A (1988). “New WaveThe New Encyclopedia of Science fictigd. James Gunn.
Viking.

Martin-Asensio, G. (2000) ransitivity-Based Foregrounding in the Acts of &ostles: A
Functional-Grammatical Approach to the Lukan Petpe Sheffield Academic Press.

Martin-Asensio, G. (1999). “Foregrounding and ielévance for Interpretation and
Translation, with Acts 27 as a Case Studyanslating the Bible: Problems and Prospects
Eds. Stanley E. Porter and Richard S. Hess. Shefieffield Academic Press. pp. 189-223.
McCaffery, L. (1990)Across the Wounded Galaxi€3hicago: University of Illinois Press.

McMillan, J. B. (1972). “Of Matters Lexicographi€aRmerican Speech. Fall/Winter72. Vol.
47 Issue 3/4. pp. 261-265.

Melzer, P. (2006)Alien ConstructionsScience Fiction and Feminist Thougbiiversity of
Texas Press.

Merleau-Ponty, M. (1968 he Visible and the Invisibl&d. Claude Lefort. Trans. Alphonso
Lingis. Evanston: Northwestern University Press.

Miall, D. S. & Kuiken, D. (1995). “Feeling and thieree phases of literary respondemmpirical
approaches to literatureEd. G. Rusch, Siegen: LUMIS-Publications, pp.-28P.

Miall, D. S.& Kuiken, D. (1994). “Foregrounding, f@niliarization, and affect: Response to
literary stories” Poetics22. pp. 389-407.

Moi, T. (2002).Sexual/Textual PoliticRoutledge.

Mossop, B. (1996). “The Image of Translation inédcie Fiction & AstronomyThe
Translator.Vol. 2, No: 1. pp. 1-26.

Mukarovsky, J. (2000). “Standard Language and Poetiguage”.The Routledge Language

and Cultural Theory ReadeEds. Lucy Burke, Tony Crowley, Alan Girvin. Roedige, pp.
225-231.

Parrinder, P. (1980%cience Fiction: Its Criticism and Teachirigpndon and New York:
Methuen.

Patai, D. (1983). “Beyond Defensiveness: Feminetdarch StrategiesiVomen and Utopia
Eds. Marleen Barr and Nicholas Dr. Smith. Univegr&itess of America. pp. 148-1609.

Pfaelzer, J. (1988). “The Changing of the AvantdeaiThe Feminist Utopia'Science Fiction
StudiesVol. 15. pp. 282-294.

368



Pym, A. (1998)Method in Translation HistorySaint Jerome.

Pym, A. (1995). “Lives of Henri Albert, Nietzsche@ranslator”, Translators’ Strategies and
Creativity. Eds. Ann Beylard-Ozeroff, Jana Kralova and BalMoser-Mercer. John
Benjamins.

Oztek, C. (2009). Personal Interview. Nil OzgeMNagust. 20009.

Rabkin, E. S. (1981). “Science Fiction Women Beflateeration”. Female Futures: A Critical
Anthology. Ed. Marleen Barr. Bowling Green Statevénsity Popular Press. pp. 9-25.

Rabkin, E. S. & Scholes, R. (1978cience FictionNew York: Oxford University Press.

Roberts, R. (1993A New Species: Gender and Science in Science Ikitiidana. University
of lllinois Press. pp.4-6.

Roberts, R. (1990). “Post-Modernism and Feminig&® Fiction”.Science Fiction Studies
Vol. 17. pp. 136-152.

Roemer, K. (2003)Jtopian Audiences: How Readers Locate Nowhereversity of
Massachusetts Press.

Rogow, R. (1991)FuturespeakNew York: Paragon House.

Rosenblatt, L. (1986). “The Aesthetic Transactialwurnal of Aesthetic Educatiolol. 20.
No.4, 2¢' Anniversary Issue. pp. 122-128.

Rosenblatt, L. (1978)he Reader, The Text, The Poem: The Transactidredry of the
Literary Work Southern lllinois University Press.

Rosinsky, N. M. (1984)-eminist Futures: Contemporary Women’s Speculdtiggon. UMI
Research Press.

Russ, J. (1983How to Suppress Women's Writigustin: University of Texas Press.

Sargent, P. (1988). “Woméithe New Encyclopedia of Science Fictid®88), Ed. James
Gunn. Viking. pp. 510.

Schiebinger, L. (1989 he Mind Has No Sex? Women In The Origins of Mo8erance
Harvard University Press.

Schussler, E. (1992But She Said: Feminist Practices of Biblical Inteation, Fiorenza:
Beacon Press.

Simon, S. (1996)Gender in Translation: Culture and Identity and #elitics of Transmission.
London & New York: Routledge.

Simpson, P. (2004%tylistics. A resource book for studertsndon. New York: Routledge.

369



Spender, D. (1980Man Made LanguageRoutledge.

Spivak, G. (2005). “Translating into EnglisiNation, Language, and the Ethics of Translation.
Eds. Sandra Bermann and Michael Wood, Princetanc&won University Press. pp. 93-110

Spivak, G. (2000). “The Politics of Translatiohe Translation Studies Read&d. Lawrence
Venuti. Routledge. pp. 397-416.

Stacy, R. H. (1977Defamiliarization in Language and Literatur8yracuse University Press.
Suvin, D. (1979)Metamorphoses of Science Fictiofale University Press.

Suvin, D. (1972). "On the Poetics of the Scienatiémn Genre”College English34.
December, 1972.

Teslenko, T. (2003Feminist Utopian Novels of the 1970s: Joanna Ruskorothy Bryant.
Florence. KY. USA: Routledge.

Todorov, T. (1984)Mikhail Bakhtin - Dialogical Principle Trans. W. Godzich. Manchester
University Press.

Tolan, F. (2007)Margaret Atwood: Fiction and FeminisrRodopi Editions.
Tong, R. (1989)Feminist Thought: A Comprehensive Introductidrestview Press.

Tymoczko, M. (1995). “The Metonymics of Translatiligrginalized Texts”"Comparative
Literature 47:1 (1995: Winter). pp 11-24.

Urdan, T. C. (2005)Statistics in Plain EnglisnLawrence Erlbaum Associates Inc. Publishers.

Van Dijk, T. A. (2006). “Discourse and Manipulatioiscourse & Societyol 17 (2).
London: Sage. pp. 359-383.

Van Dijk, T. A. (2003). “The Discourse-Knowledgeérface”. Eds. Gilbert Weiss & Ruth
Wodak.Critical Discourse Analysis: Theory and Interdidanarity. Houndsmills, UK:
Palgrave-MacMillan. pp. 85-109.

Van Dijk, T. A. (2001). “Multidisciplinary CDA: alea for diversity’"Methods of Critical
Discourse Analysis€Eds. Ruth Wodak & Michael Meyer. London: Sage.

Van Dijk, T. A. (1998a)ldeology: A Multidisciplinary ApproachiLondon : Sage.

Van Dijk, T. A. (1998b). “Opinions and Ideologiesthe Press’Approaches to Media
Discourse Eds. Allan Bell and Peter Garrett. Oxford: Blaetw

Van Dijk, T.A. (1995a) “Discourse analysis as idepl analysis”’L.anguage and Peaded.
Anita L. Wenden, A. and Christina Schaffner), Haod@cademic Pub. pp. 17-33.

370



Van Dijk, T. A. (1995b). “Ideological discourse dyss”. New Courant (English Dept,
University of Helsinki). 4 (1995). Special issingerdisciplinary approaches to Discourse
Analysis.Eds. Eija Ventola and Anna Solin). pp. 135-161.

Van Dijk, T. A. (1979). “Relevance Assignment insbourse Comprehensiomiscourse
Processespp. 113-126.

Van Peer, W. (1986ptylistics and Psychology: Investigations of Foregrding Croom
Helm.

Venuti, L. (1991). "Genealogies of Translation The&chleiermacherTTR vol. 4. n° 2.
1991. pp. 125-150.

Venuti, L. (1995).The Translator’s InvisibilityLondon and New York: Routledge.

Verdonk, P. (1986). “Poetic Artifice and Literaryylstics”. Linguistics and the study of
literature. Ed. Theo d’Haen, Costerus, new ser., v. 53. Ardsim: Rodopi.

Von Flotow, L. (2005). “Tracing the Context of Tedation: The Example of GendeGender,
Sex and Translation: Manipulation of Identiti€sd. Jose Santaemilia. Manchester: St. Jerome.
pp. 39-51.

Von Flotow, L.(2000). “Translation Effects: How Beauvoir Talks@l Sex in English”.
Contingent Loves. Simone de Beauvoir and SexuklityMelanie Hawthorne. Virginia:
Richmond University Press. pp. 13-33.

Weir, A. (1996).Sacrificial Logics: Feminist Theory and the Critejof Identity London.

Wittig, M. (1992). “The Point of View"The Straight Mind and Other Essajoston: Beacon
Press.

Wollstonecraft, M. (1975)Vindication of the Rights of Womadew York. originally
published: 1792.

Zingier, S.; Van Peer W. and Hakemulder J. F. (20@omplexity and Foregrounding: In the
Eye of the BeholderPoetics Today 28:4 (Winter 2007). pp. 653-682.

Electronic Sources

Annas, P. J. (1978). “New Worlds, New Words: Andmog in Feminist Science Fiction”,
Science Fiction Studieblo 15, Vol. 5. Part 2. July.
http://www.depauw.edu/sfs/backissues/15/annashfiart

Atwood, M. (2003). “Orwell and Me'The GuardianJune 18.
Http://www.guardian.co.uk/books/2003/jun/16/geonyeall.artsfeatures

371



Byrne, P. “Orhan Pamuk: A Novelist Where the Cutsedross”
http://www.swans.com/library/art12/pbyrne07.html

Clute, J. http://www.scifi.com/sfw/issue317/exchgsl

Delany, S. (1990) “On Triton and Other Matters: Wierview with Samuel Delany'Science
Fiction StudiesNo: 52. Volumel7. Part 3. November.
http://www.depauw.edu/sfs/interviews/delany52intemhtm

Elgin, S. H.“Laadan: The Constructed Language itivdarongue”
http://www.sfwa.org/members/elgin/laadan.html

Halman, T. SAn Overview of Turkish Literaturlinistry of Culture and Tourism of the
Republic of Turkey Genaral Directorate of Libraraasl Publications.
http://www.tedaproject.com/TR/Genel/dg.ashx?BELGEB4N-248999&DIL=1&DOSYAISI
M=talat.pdf.

Hollinger, V. (1993). “A New Alliance of Postmodeésm and Feminist Speculative Fiction:
Barr's Feminist Fabulation'Science Fiction Studigblo. 60, Vol. 20, Part 2, July.
http://www.depauw.edu/SFs/reviews_pages/r60.htm#K60

Iplikci, M. “Bilimkurgu ve Kadin: Yeni Bin Yilda Blimkurgunun Kadin Yazinindaki Yeri”
http://mwww.milliyet.com.tr/ozel/kitap/utopya/mugénhi

Isma, S. “Interview with Emily Pohl-Wearfgetween The Lines
http://www.btlbooks.com/Links/merril__interview.htm

Jenkins, H. (2006) “Can One Be A Fan of High ArtiJy 26,The Official Weblog of Henry
Jenkins
http://www.henryjenkins.org/2006/07/can_one_be_ & && high_art.html

Piercy, M. The Author’'s Web Site.
http://www.margepiercy.com/interviews/fags.htm#5

Schellenberg, J. “Reviews of Feminist SEhallenging Destiny: Science Fiction and Fantasy
Reviews

http://www.challengingdestiny.com/reviews/feministtin

Schwartz, S. (1982) “Women and Science fictidrtfie New York TimeMay 2th.
http://query.nytimes.com/gst/fullpage.html?res=9BBP61638F931A35756C0A964948260

Somay, B.“Mistecaplgu’nun Yerli Bayuleri”
http://mww.bilimkurgu2000.com/makaleler/Mak51.asp

The Nobel Prize in Literature 2006: Orhan Pamulkdstbbliography
http://nobelprize.org/nobel_prizes/literature/lates/2006/bio-bibl.html

372



373





