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ABSTRACT

ANALYSIS OF TWO TRANSLATIONS IN DIFFERENT LITERARY GENRES
OF THE PLAY THE NIGHT OF THE IGUANA BY TENNESSEE WILLIAMS
Theatre translation has been a controversial issue among the academics of Translation
Studies and the people who have been engaged in theatre. The characteristics of theatre
texts like having non-verbal elements and being written to be staged cause some
problems for the translators. In a translation process, in order to come up with a solution
for those problems, different strategies and thoughts on how to translate theatre texts
have been presented by many different academics. Among those strategies, two
opposite ones which are translating for the page and translating for the stage come into
prominence. By taking a generalization that concerns these two strategies into
consideration, this thesis analyzes the two different Turkish translation of the play The
Night of the Iguana by Tennessee Williams. While one of the target texts is /guananin
Gecesi (1990) translated by Ulker Ince as a play, the other one is Iguana Gecesi (1966)
translated by Canset Unan as a novel, which makes it an intergenre translation. Since
there is a difference in the literary genres of the two target texts, an in-depth research
has been done to find out whether there is a novel version of the source text, but nothing
could be found. Considering this difference in literary genres of the target texts, the
source text and the translations of it are analyzed in the light of Skopos Theory by Hans

J. Vermeer.

Keywords:

intergenre translation, literary genre, translation, theatre text
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TENNESSEE WILLIAMS’IN THE NIGHT OF THE IGUANA OYUNUNUN iKi
FARKLI EDEBi TURDEKI CEVIiRISININ COZUMLENMESI

Tiyatro ¢evirisi, Ceviribilim akademisyenlerinin ve tiyatroyla uzaktan yakindan ilgisi
olan insanlarin arasinda tartismalara yol agan bir konu olmustur. Tiyatro metinlerinin
sozel olmayan unsurlara sahip olma ve sahnelenmek iizere yazilma gibi ozellikleri
cevirmenler i¢in bazi problemlere neden olmaktadir. Ceviri stirecinde, bu problemlerin
¢Oziimiine ulagsmak adina bir¢ok farkli akademisyen tarafindan tiyatro metinlerinin nasil
cevrilecegi lizerine stratejiler ve goriisler ortaya atilmistir. Bu stratejiler arasindan, iki
karsit yontem olan basim igin ¢eviri ve sahne igin ¢eviri 6n plana ¢ikmistir. Bu tez, bu
iki stratejiyle alakali bir genellemeyi g6z onilinde bulundurarak Tennessee Williams’in
The Night of the Iguana adli oyununun iki farkli Tiirk¢e ¢evirisini incelemektedir. Erek
metinlerden biri Ulker Ince tarafindan oyun olarak g¢evrilen Jguananin Gecesi (1990)
iken, diger erek metin ise Canset Unan tarafindan roman olarak ¢evrilen Iguana Gecesi
(1966)’dir ki bu ceviri tiirler aras1 bir geviri olarak karsimiza ¢ikmaktadir. iki erek
metnin edebi tiirlerinde bir fark oldugu i¢in, kaynak metnin roman versiyonunun olup
olmadigimi bulmak amaciyla derinlemesine bir arastirma yapilmistir, ancak hicbir sey
bulunamamistir. Erek metinlerin edebi tiirleri arasindaki bu farki g6z Oniinde
bulundurarak kaynak metin ve gevirileri Hans J. Vermeer’in Skopos Kurami 15181inda

¢Ozlimlenmistir.

Anahtar Kelimeler:

tiirler arasi geviri, edebi tiir, ¢eviri, tiyatro metni
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INTRODUCTION

Since the very first day of the human race, people have needed to communicate with
each other. In order to do that, they have used different mediums like using gestures and
mimics, drawing pictures or speaking. Over the years, they have spread across the world
and the needs for different things have resulted in emerging of new languages.
Therefore, translation from one language into another has become another medium used
to communicate. The need for communication has gradually grown with the
developments experienced in different fields like trade or technology or some events
like wars or bilateral relations between countries have led to that need.

Culture consists of many different elements including language. Every language
embodies some unique characteristics of its culture. Thus, translation from one language
into another inevitably contains a cultural transfer. Thanks to that feature of translation,
it has also been an important medium in the process of making new cultures and
reshaping the existing ones. In order to carry out that cultural transfer, literary works
from different cultures have been translated into different languages. Theatre texts are
not an exception to this.

Beginning with the target-oriented theories, descriptive studies has been
conducted in Translation Studies. One has simply been able to find lots of descriptive
studies comparing one or more translations of a literary work since that time. Those
comparisons mostly include texts in the same literary genre. In other words, in most of
those studies, researchers compare a source text with its interlingual translation(s) and
they are all in the same literary genre. In this thesis, however, | will present an analysis
of two Turkish translations in different literary genres of the same theatre text.

The main purpose of this thesis is to test a generalization on theatre translation
put forward by different scholars which presupposes that translations for the page are
faithful to the source text while translations for the stage are away from the notions of
fidelity. In order to realize that purpose, the case study in this thesis will include two
different translations of the play The Night of the Iguana by Tennessee Williams. One
of the target texts is Iguananin Gecesi by Ulker Ince which is a play as is the case with
the source text and was put on the stage in Turkey in 2000 (istanbul Devlet Tiyatrosu,

n.d.). The other target text is Iguana Gecesi by Canset Unan but it is a novel.



In the first part of my thesis, | will present some perspectives of scholars in
Translation Studies on theatre translation for a better understanding of abovementioned
descriptive study. In the second part, since there is a genre shift in the translation
process of one of the target texts, after covering the landmark article of Roman
Jakobson (1959) in Translation Studies titled as “On Linguistics Aspects of Translation”
which suggests three ways of interpreting a verbal sign, namely intralingual translation,
interlingual translation and intersemiotic translation, 1 will present what this type of
translations can be called and some studies considering it as a way of interpreting a
verbal sign. The third part will present a generalization about theatre translation which
will be the problem of my thesis. In the fourth part, 1 will present the case study in my
thesis and the points I will focus on while analyzing it. In the fifth part, I will analyze
the two translations mentioned above and in the sixth part, | will compare and discuss
the findings of the study and the abovementioned generalization to see if they overlap.

Finally, in the last part, concluding remarks will be given.



1 GENERAL REMARKS ON THEATRE TRANSLATION

As the importance of communication increased, together with many other reasons, the
relationship between the languages developed. Different texts in different genres have
been translated into different languages. Translation of theatre texts is one of them and
has many differences compared to other types of translations because of their unique
characteristics. These characteristics of theatre texts have made theatre translation a
controversial issue throughout the years. Translation in general has also been considered
as such. It had been considered as a field under different disciplines until the paradigm
shift experienced in 1970s in Translation Studies. This paradigm shift has led to
changes in the viewpoints to the field. Considering theatre translation, |1 would like to
take this paradigm shift as a turning point and present some of the thoughts on theatre
translation before and after that.

1.1 Before 1970s

Since theatre texts have different features compared to other literary texts, for long
years, many scholars have had different opinions on how to translate them. Here, | will
present the thoughts of some scholars on translating theatre texts. One of these scholars
is Lars Hamberg. In his article “Some Practical Considerations Concerning Dramatic
Translation”, he sees translating for theatre as a translation which should not be
ambiguous and must get the audience’s attention in the desired way (Hamberg 1969,
91). In order to obtain this desired result, he comes up with some bits of advice: the
dialogues in the translated theatre text must be easy and natural so that the actors can
easily perform it without sounding stilted and during the translation process, translators
must imagine the stage production of the text they are translating (Hamberg 1969, 92).
He takes the translators’ task one step further and states that they must have the ability
to know how the actor(s) must utter a line and observe the pauses in the play even if the
playwright does not indicate them in the source text (Hamberg 1969, 93). However, it is
not the translators’ choice to decide whether a part of the source text is included or left
out in the target text but the producer’s decision (Hamberg 1969, 91). Therefore,
according to Hamberg, unlike translators of other literary texts, translators of a theatre

text must take into account many other points concerning stage production. He



describes the task of the translators as such but does not leave a space for them to move
as they desire. He also points out that some alterations are inevitable while staging a
theatre text but these alterations can be made to the translated text during rehearsals by
the stage manager, translators must not alter anything in the source text while
translating it and the alterations made by the stage manager must not take liberties with
the original text. On one hand, he expects translators to consider every stage of a play
and do their job as required by that, on the other hand he wants them to translate the text
faithfully and leave some of those stages to others who are parts of a stage production
(cf. Hamberg 1969, 91-94). He also suggests that the translations that include local
colors should not be felt foreign by the audience as free adaptations and explains that
the translator should be willing to cope with the difficulties of translating the theatre
text by doing so (Hamberg 1969, 91). However, he also states that there are some
untranslatable wordplays and puns in theatre texts, and the translator must use local
equivalents to replace them (Hamberg 1969, 94). To conclude his thoughts on theatre
translation, it can be said that for him, translations of theatre texts must be faithful to the
source text and must not take liberties with it.

Another scholar whose thoughts on theatre translation | would like the mention
here is Harry G. Carlson. In his article titled as “Problems in Play Translation”, he is of
the same opinion as Lars Hamberg that translation of a play should be actable and the
translator should leave the creative work to the producer or the actor. However, he also
states that if the translator is an experienced one and his/her translations of theatre texts
are put on the stage and become successful, then s/he can decide on which lines to
include and to cut in the target text (Carlson 1964, 55-58). He leaves a space for
translators to move freely only if they have enough experience and success. After
saying that translated fiction tends to be about 25% longer than the source text, he
points out that the situation is different when it comes to theatre translation because if it
were the same, a translated theatre play on the stage would probably last more than
three hours. Therefore, translators shorten and revise the theatre texts and this mostly
results in unfair representations of foreign playwrights (Carlson 1964, 56). He ends his
article by asserting that no translation is complete, so people should learn to read
foreign novels, poems, even plays yet the drama has to rely heavily on translators.

Actors need words to shape and form conversationally and translators are the ones who
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can provide those words (Carlson 1964, 58). Here again, he limits the translator by
giving the task of forming and shaping the words to the actors. To sum up his ideas on
theatre translation, it can be said that for him, translators must be faithful to the source
text if they do not have enough experience and success in translating theatre texts.
William Becker is another scholar whose ideas | would like to include. In his
review which is “Some French Plays in Translation”, he criticizes theatre translations
and lays emphasis on how to translate a theatre text. After stating different strategies
employed by different translators to translate theatre texts like translating with literal
accuracy, focusing on the ideas, or the spirit, or the words, or combination of them,
translating by departing from the source text and concentrating on adapting rather than
translating, he points out that all these strategies result in few good translations in the
end (Becker 1956, 277). Pointing out that translation is an “impossible” task and
expressing the necessity of translation for theatre, he ends his review by saying that
many plays that are masterpieces need to be saved from existing translations of them
and there is a need for more and better translation activities (Becker 1956, 288). Besides
this harsh criticism, he also introduces the features of a good theatre translation as the
one which works neither better, nor worse or differently on the stage than the original
play (Becker 1956, 281). Then he uses the term “true translation” whose aim is to be
pure and faithful and when a translation derives from the original, he calls that “true
adaptation”. Like Lars Hamberg, he explains the reasons for true adaptation by stating
that the translator looks for a way out of the difficulties of translating theatre texts but
he also states that adaptation becomes inevitable if there are differences between the
two theatrical systems (Becker 1956, 278-279). These ideas of his show that his
approach on theatre translation is also to be faithful to the original like the ones above.
In one of the issues of Saturday Review magazine, there is a review by Max
Beerbohm dating from December 31, 1904. In this review, Beerbohm (1904) harshly
criticizes the translation of Leo Tolstoy’s play The Power of Darkness by Louise and
Aylmer Maude. Due to their translation, he calls them mischief-makers and habitual
translators since they try to find out some equivalents for each phrase in the original
text, and he thinks that he should give them some advice on how to translate and how
not to translate theatre texts. In this respect, he states that translators should have this in

their mind and translate the text in that way: if the author of the original text were a
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fellow citizen of the translator, which words would he have used? To achieve this, he
suggests that the important thing in translation of theatre texts is not the letter of the
original but the spirit of it (Beerbohm, Maude, and Shaw 1961, 3). Aylmer Maude, then,
writes a letter to the editor of Saturday Review as a response to the critic of Max
Beerbohm. In this letter, he mainly tries to explain their decisions during the translation
process and wants Beerbohm to consider the difficulty of translating and to appreciate
the translators for doing that difficult task before depreciating the work they have done
(Beerbohm, Maude, and Shaw 1961, 5). The debate goes on with a response to this
letter by Beerbohm and another letter by Maude to defense themselves. Then, Bernard
Shaw gets involved in the debate with a letter to the editor. After giving his opinion on
translating Tolstoy by saying that it is a work required to rethink Tolstoy’s thought and
re-express it in English, Shaw introduces his aim of writing the letter which is a request
from Max Beerbohm to give them a rule of translation for the plays (Beerbohm, Maude,
and Shaw 1961, 6-7). It is seen that Beerbohm and Shaw hold the same opinion on
theatre translation: not the letter but the spirit. Beerbohm (1905) complied with the
request and wrote another column titled “Dramatic Translation”. He starts his column
admitting that translation cannot be perfect; there is always something lost in it and
introduces two strategies that are the scientific and the aesthetic ways to translate a play.
For him, the scientific way refers to translation for the library in which the original text
is rendered as faithfully as it can be. However, in theatre, he claims that people need to
forget the existence of the translator, and even the author; they just want the play and to
see it as if its original version was being staged. According to him, this type of
translation is the most faithful one. In order to achieve this, the translator must
distinguish between verbal equivalents and practical equivalents and give importance to
the practical ones (Beerbohm, Maude, and Shaw 1961, 7-8). He also points out that the
task of a theatre translator is similar to that of an oral interpreter, and if they are to be
effective, they must be free and broad (Beerbohm, Maude, and Shaw 1961, 7-8). It can
be understood that Max Beerbohm interprets “faithful” differently. For him, if a
translation of a theatre text is for the library, the translator must be faithful to the source
text by using the equivalents for the phrases in it. However, he believes that the most
faithful theatre translation is the one that takes liberties with the source text, when it is

necessary in order to be staged. “Faithful” here is not a faithfulness that is verbally. It is
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a faithfulness meaning to have the same spirit as the source text. After Shaw’s letter and
Beerbohm’s column, Maude ends the debate with another letter. In his letter, he also
mentions the two strategies of translating theatre which are translating for the library
and translating for the stage and states that their translation is a library version of the
play as an explanation of not taking liberties with the original text (Beerbohm, Maude,
and Shaw 1961, 9).

Another scholar 1 would like to mention here is Henry Knepler. In his paper
“Translation and Adaptation in the Contemporary Drama”, he argues that having
general rules for literary translations is not useful because there are many variables like
the genre, the relationship between the languages and the time of writing. However, it is
possible to set standards for homogenous groups of works and the works which have the
same purpose. By taking this into account, he thinks that translators can employ
different strategies while translating theatre classics and the drama written for the stage
in their time. Since the latter is written to be put on the stage, translators must translate
it by considering the stage even if it is going to be published as a book and if they do
not, then they violate the intention of the author (Knepler 1961, 31). According to him,
a translated theatre text needs to have an equivalent effect on the audience and in order
to accomplish this, the translator keeps faith with the theatre text not by conforming to
the original closely but by deviating from it judiciously. Like Lars Hamberg and
William Becker, Knepler also calls this type of translation as an “adaptation” (Knepler
1961, 33). However, he dissents from them in terms of faithful translation stating that
the translator keeps faith with the source text by adapting it. He points out that the needs
of adapting a theatre text lies behind the different theatrical traditions and cultural
aspects of two different countries (cf. Knepler 1961, 33). He also adds that good
equivalents are the ones that take both idiomatic and the cultural elements into account.
Therefore, he comes to a conclusion which is when the contemporary drama translation
is considered, close translation results in poor translation (Knepler 1961, 37). It can be
seen that he partly gets further away from Hamberg and Becker’s thoughts on theatre
translation by considering the difference between the cultural elements and suggesting a
different point of view to faithful translation which is similar to Beerbohm’s.

Peter D. Arnott is the last scholar | would like to give a place in this part. In his

book An Introduction to the Greek Theatre, there is a chapter titled “Problems of
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Translation” in which he focuses on translation of Greek Theatre. At the beginning of
this chapter, he shares the same opinion as Knepler in terms of faithful translation by
stating that an experienced yet scholarly insufficient poet can come up with a beautiful
work which is just a little related to the original and pure scholarship, by elucidation or
emendation, can bring out new beauties in a well-known text (Arnott 1959, 180). He
goes on explaining that there is always something forfeited in the translation. If the
translation focuses on reproducing everything in the original, it loses impact and if it
concentrates on the meaning without all the others, it over-simplifies the thought of the
author and misleads the text. Thus, “a translation must be either frankly literary or
frankly dramatic” (Arnott 1959, 182). This thought of his coincides with that of Max
Beerbohm on the strategies of translating theatre texts — translating for the library
becomes “literary” and translating for the stage becomes “dramatic”. Another point
which he shares the same opinion as Beerbohm is that the translator is supposed to
convey the spirit instead of the words, and translation becomes his rewritten original
text (Arnott 1959, 186). He also focuses on the difference between the two languages
involved in the translation process by stating that every word carries its series of
associations which vary widely from one language to another (Arnott 1959, 183). Then
he says that in order to reconcile two different languages, expanding the text is
necessary to make the meaning clearer (Arnott 1959, 190). He also points out that every
translation brings out new problems not just because of these differences but also
because of the individual bias of the translator (Arnott 1959, 196). In order to conclude
that chapter of his book, he states that there might be some circumstances, which are
external to the original text, influencing the translator. These circumstances might be
due to the society translators live in, the method they use, the cultural aspects of their
time and many others (Arnott 1959, 206). These ideas of Peter D. Arnott show that he
sees the translator as an individual who is a part of a cultural system and make his
approach to theatre translation different from the abovementioned ones. It can also be
said that for him, theatre translation should take liberties with the source text.

When these thoughts of six different scholars are considered, it can be said that
like approaches to translation in general, approaches to theatre translation were also
mainly source-oriented before 1970s. The starting point for the scholars mentioned

above to criticize translations or the starting point of their advice on how to translate a
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theatre text is the source text. The term “faithful translation” can be found in almost all
of them. Some of them also focus on cultural differences but cannot move their ideas
one step further towards a target-oriented approach. However, these ideas might have
paved the way for the paradigm shift in Translation Studies in 1970s.

1.2 After 1970s

With the paradigm shift experienced in the ‘70s in Translation Studies, the field started
to be considered as a major field itself rather than as a sub-branch of linguistics. Source-
oriented approaches were gradually replaced by target-oriented approaches. Considered
as an independent discipline, Translation Studies continued to develop and passed
through the cultural turn which was firstly stated by Susan Bassnett and Andre
Lefevere! and paved its way for interdisciplinary studies. Since then, many studies
related to different disciplines, from sociology to economics, have been conducted in
the field.

However, compared to other fields, as Bassnett states “in terms of Translation
Studies, theatre translation has always been the poor relation...and there is a great
potential for further research in this neglected area” (Bassnett 1998, 107), theatre
translation got less attention by translation scholars. She explains the reason for this as

less interest by saying:

| have tried to suggest that part of the explanation of this lies in the
impossible task that has been set for the theatre translator to accomplish.
But it is also the case that we know woefully little about the genealogy of
theatre translation in comparison with the history of other types of
translation, and this needs to be rectified (Bassnett 1998, 107).

According to her, this impossible task is due to the incomplete nature of theatre
texts. Unlike many other text types, they are incomplete because they are written to be
performed. “The two texts - written and performed - are coexistent and inseparable, and
it is in this relationship that the paradox for the translator lies” (Bassnett-McGuire 2014,
87). The translator already has a lot, including target culture, literature, audience etc., to

think about while translating a complete text and when it comes to an uncompleted

! For more information, see. Bassnett, Susan and André Lefevere. 1990. Translation, History and Culture.
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theatre text, the translator’s task becomes impossible for Bassnett, which is explained
by her as “...to treat a written text that is part of a larger complex of sign systems,
including paralinguistic and Kkinesic signs, as if it were a literary text created for the
page and read as such” (Bassnett 1991, 100). About this subject, she also states that if
we accept that there is a gestic text encoded in the theatre text, then the translator needs
to decode it at first and re-encode it in the target text. She thinks that expecting
translators to do this is irrational because they have to have experience or training of
theatre in both source and the target language to achieve this task (Bassnett 1998, 92).

1.2.1 Translation Strategies for Theatre Texts

In her article titled as “Ways Through the Labyrinth — Strategies and Methods for
Translating Theatre Texts”, Susan Bassnett expresses five different translation strategies
which are employed by different translators while translating a theatre text (Bassnett

2014, 90). These strategies are briefly as follows:
1.2.2 Treating the Theatre Text as a Literary Work

This strategy allows translators to translate the source text without thinking about
whether it will be performed and translators focus on the distinguishing characteristics
of the spoken language in the text. They have nothing to do with the paralinguistic
elements, and this type of translation removes the difficult task of the translator

mentioned above because the text is treated as if it were complete (Bassnett 2014, 90).
1.2.3 Using the Source Language Cultural Context as Frame Text

In this type of translation, the translator features what the target audience thinks of
source culture and translates the source text in this way. Therefore, a huge ideological

shift occurs and the translation mostly results in a comic frame (Bassnett 2014, 90).
1.2.4 Translating ‘Performability’

Employing this strategy makes the abovementioned difficult task emerge for the
translators since they try to produce a theatre text which can be easily performed in the
target language. In other words, they translate an incomplete source text into an

uncompleted target text. To do this, they need to consider the performance dimension of
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the text. In order to make a theatre text performable, they are supposed to think and act
as an actor or director and take the paralinguistic elements into consideration both in the

source and in the target culture (Bassnett 2014, 90).
1.2.5 Creating Source Language Verse Drama in Alternative Forms

The key point of this strategy is the verse form. If the source text is in a verse form and
verse drama is not common in the target culture, the translator may translate it as a

prose text or vice versa (Bassnett 2014, 91).
1.2.6 Co-operative Translation

With this strategy, the translator and the director and/or the actors can work together.
Therefore, both sides might be more likely to feel comfortable because the translator is
able to evade considering the performance dimension while translating and the director
and/or the actors can negotiate with the translator on the changes they want to make in
the target text. By this way, together they can make an uncompleted source text a

complete one in the target culture (Bassnett 2014, 91).

1.3 Contrasting Ideas

2

Two of these strategies, which are “treating the theatre text as a literary work™ and
“translating ‘performability’” seem confrontational among the scholars who are
interested in translation or theatre. In order to understand the reason why these two
strategies are important among scholars better, that idea of Van den Broeck’s on theatre
translation will be helpful: the translator has to choose viewing drama either as a literary
work or as an integral part of a theatrical production (Van den Broeck 1988, 55-56).
While some scholars like Susan Bassnett, Andre Lefevere, Jiri Veltrusky and Franz H.
Link have positive ideas on treating a theatre text as a literary work, others like Patrice
Pavis, George Mounin, Ortrun Zuber-Skerritt and Markus Weber seem to take a stand

for translating performability?.

2 For more thoughts on theatre translation, see also. Nutku, Ozdemir. 1978. “Oyun Cevirilerinde
Konusma Dilinin Onemi.”

Sanli, Sevgi. 1988. “Tiyatroda Cevirinin Pay1.”

Karantay, Suat. 1988. “Tiyatro Cevirisinin Sorunlar1.”
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1.3.1 Thoughts on Behalf of Treating the Theatre Text as a Literary Work

Among the scholars who are in favor of treating the theatre text as a literary work,
Susan Bassnett can be considered as the leading one. In her article “Translating for the
Theatre: The Case Against Performability”, she argues against the term
“performability” by stating that it is a controversial term due to the lack of a proper
definition and translators hide behind it in order to account for the significant changes
they have made, including additions and omissions. She also points out that many
languages do not even have any words corresponding to “performability” and when it
comes to the definition of this term, no further explanation can be made rather than
having fluent speech rhythms. She says even if it can be defined properly, it will show
lots of changes depending on the culture and the period of time (Bassnett 1991, 102).
According to her, without a written text there will not be a performable one and there
may be a lot of different performance strategies possible in any theatre text. Since
translators have an uncompleted written text and have to deal with it, they must begin
the translation process with the written text, rather than with an imaginary performance
(Bassnett 2014, 102). She admits that theatre texts are different from the texts written to
be read only “because the process of writing involves a consideration of the
performance dimension, but neither can an abstract notion of performance be put before
textual considerations” (Bassnett 1991, 110-111). She claims that since translating
performability makes the task of the translator impossible, the translator’s task should
not be trying to make the text performable but dealing with inconsistencies of the texts
and leaving the solutions of them to the director, the dramaturge, actors or someone else
(Bassnett 1998, 105). It can be understood that for Bassnett, the task of a theatre
translator is not to consider the performance dimension of the text but to treat it as a
literary work and leave the responsibility of the performance to someone else.

Another scholar, Andre Lefevere thinks that there is not a theoretical literature
on drama translation and as a reason for this he points out that “although many
monographs of X as translator of Y exist in the field of drama translation, none to my

knowledge go beyond treating drama as simply the text on the page” (Lefevere in

Karantay, Suat. 1995. “Tiyatro Cevirisi: Oyun Dili ve Ceviri.”
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Bassnett 1998, 95). After restating that there is no clear definition of “performability”,
Bassnett also expresses the same opinion by saying: “...there is the relative absence of
theoretical writing on theatre and translation” (Bassnett 1998, 95).

After stating that not all theatre texts are written to be performed and besides
there are other types of texts written to be performed, Jiry Veltrusky also claims that
translators should work with the dramatic text as literature and thinks that it is a useful
starting point for them (Veltrusky in Bassnett 1998, 99). It can be seen that Veltrusky is
also one of the supporters of this strategy.

Franz H. Link is another scholar who is not against this strategy. In his article
“Translation, Adaptation and Interpretation of Dramatic Texts”, he states that “dramatic
art has so far been considered as a mixed art, considering the dramatic text as literature
and the production as a performing art. It is, of course, possible to consider the dramatic
text as literature only” (Link 1980, 49). It is understood that Link also believes that the
translator can leave the stage dimension of a theatre text aside and treat the theatre text

as a literary work.
1.3.2 Thoughts on Behalf of Translating ‘Performability’

Scholars who argue that “translating performability” should be employed while
translating theatre texts state that theatre texts are united with their paralinguistic
elements and cannot be separated from each other. Therefore, they claim that the
translation of a theatre text must be a performable one. One of the supporters of this
strategy, Patrice Pavis, who is originally a theater semiotician, states in his article
“Problems of Translation for the Stage: Interculturalism and Post-Modern Theatre” that
translating a theatre text is much more than translating a dramatic text and “real
translation takes place on the level of the mise en scéne as a whole” (Pavis 1989, 41).
He continues to support his ideas by stating that just as translation in general cannot be
defined as a semantic equivalence of a source text, theatre translation is not an
exception (Pavis 1989, 41). Moreover, a translation scholar Hans Sahl defines theatre
translation in general as “staging a play in another language” (Sahl in Pavis 2003, 141).
In his comprehensive book titled as Theatre as the Crossroads of Culture, after
explaining the process of a theatre translation with the help of a series of concretizations

(figure 1), Pavis points out that “theatre translation (like any translation of literature) is
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not a simple linguistic question; it has too much to do with stylistics, culture and
fiction” (Pavis 2003, 135).

source culture target cuiture

To

T1 T2 P T3 > Tq
| | ]
[ {

textual dramaturgical stage
concretization  concretization  concretization

A 4

\—_
receptive
concretization

Figure 1 Pavis’ series of concretizations in theatre translation (Pavis 2003, 135)

In Figure 1, To is the source text. The first concretization takes place in T1 which
is the stage where translators are in the position of both a reader and a dramaturge. They
make a selection of possible indications in the source text as a reader and analyze the
fiction in the text. They must consider rebuilding the plot and other theatrical features of
the text, such as the characters, time and space, echoes, repetitions and responses
according to the rationale that seems to be suitable for the target culture. The stage T»
includes a coherent reading of not only the plot but also the spatiotemporal signs in the
source text. In other words, the dramaturgical analysis in stage T involves concretizing
the text to be read and understood easily by the reader/spectator in the target culture and
paving the way for a future mise en scéne. T3 is the stage in which the initially
translated text in Ty and T is tested onstage before the audience in the target culture.
The series arrives its finality in the stage T4 where the text is concretized by the
spectator after the stage Ta.

The stages which are important under this sub-heading are obviously T1 and T»
suggesting that the translation of a theatre text is not merely a translation of a literary
work. In his book, Pavis summarizes this part by saying: “It would not be an
exaggeration to say that the translation is simultaneously a dramaturgical analysis (T1

and T2), a mise en scéne and a message to the audience” (Pavis 2003, 136).
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Considering this series can make us think of co-operative translation which is
one of the strategies of translating theatre texts mentioned above. Pavis also states that
in order to develop a thought on theatre translation, we must counsel the translator just
as the director and actors (Pavis 2003, 131). However, when it comes to the two
contrasting ideas in this study, Pavis is clearly for translating performability. In his
abovementioned book he also gives voice to Antoine Vitez who was an actor, director
and poet. His opinion on theatre translation is that ideally the translation ought to have
the option of commanding the mise en scéne, not the reverse (Vitez in Pavis 2003, 140).
It can be seen that he is also one of the supporters of this strategy.

Another scholar supporting this strategy is George Mounin. In his article, he
notes that “a playable theatre translation is the product, not of linguistic, but rather of a
dramaturgical act—otherwise, as Mérimée said of the translation of Revizor, ‘one

29

would translate the language well enough, without translating the play’” (Mounin in
Pavis 2003, 135). It is understood that Mounin differs the translation in general with
theatre translation and in terms of theatre translation, he gives prominence to translating
performability.

Ortrun Zuber-Skerritt is another scholar who is in favor of translating
performability. In her article “Problems of Propriety and Authenticity in Translating
Modern Drama”, she points out that in terms of difficulties faced in the translation
process, a drama is nearly the same as other literary genres and adds that the translator
of a drama must translate both the meaning of a word or sentence and the implications,
flow, tone and stylistic level, imagery and symbols of association. She continues with
comparing drama translation to other types noting that the translator of a play needs to
consider non-verbal and non-literary features more than the translator of novels or
poetry, and a play is dependent on extra components like movements, gestures, speech
rhythms, music, sound effects, stage scenery and lights — it especially depends on the
immediacy of the effect on the audience (Zuber 1980, 92). Finally, she puts an end to
her comparison by saying that “the translator of a play should not merely translate
words and their meanings but produce speakable and performable translations. In the
process of translating a play, it is necessary for him to mentally direct, act and see the
play at the same time” (Zuber 1980, 93). These ideas of hers show that translating

performability is an important strategy for her.
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In her article “Between Words And Silences: Translating For The Stage And
The Enlargement Of Paradigms”, Alinne Balduino Pires Fernandes claims that
Translation Studies presently offer deficient resources to manage the issues of theatre
translation and she tries to explain the difference between theatre translation and other
types of translation by stating that it copes with non-verbal systems which are produced
by and that produce verbal signs and “it is a work of art to be performed to potential
audiences with cultural backgrounds different from that of the original play” (Fernandes
2010, 119). Since she focuses on non-verbal elements in the theatre texts and the
performance dimension of them, it can be concluded that she is also a proponent of
translating performability.

Before putting an end to the first chapter, in order to pave the way for the next
chapter, | would like to mention Reba Gostand’s description of different aspects and

processes of drama translation as follows:

e One language to another (difficulties of idiom, slang, tone, style,
irony, word-play or puns)

e One culture to another (customs, assumptions, attitudes)

e One age/period to another (as above)

e One dramatic style to another (e.g. realistic or naturalistic to
expressionistic or surrealistic)

e One genre to another (tragedy to comedy or farce)

e One medium to another (stage play to radio, TV or film)

Straight play-script to musical/rock, opera/dance drama

Printed page to stage

Emotion/concept to happening

Verbal to non-verbal presentation

One action group to another (professional-stage/film trained to

amateur groups, students or children)

e One audience to another (drama for schools or the deaf) (Gostand in
Zuber-Skerritt 1988, 486).

For this study, three of the items above are important and two of them are
already interrelated with each other which are “one language to another” and “one
culture to another”. I have already mentioned the cultural turn in Translation Studies
which makes these two items interrelated. The key item for this study in this list above
is “one genre to another” because, as it is stated in the introduction, one of the target

texts of the case study in my thesis has a genre shift - from a theatre text to a novel.
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The translations including the first two items can be called interlingual or
intralingual translations — cultural differences can be experienced among different
dialects of a language. In the second chapter of my thesis, after covering Roman
Jakobson’s article titled “On Linguistics Aspects of Translation” (1959) in which he
suggests three ways of interpreting a verbal sign, namely intralingual translation,
interlingual translation and intersemiotic translation, | will present the term for the
translations under the third item -“one genre to another”- and some studies considering

it as a way of interpreting a verbal sign.
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2 BACKGROUND TO THE PROBLEM: BETWEEN THE TEXT,
PLAY AND TRANSLATION

When translators translate a foreign theatre text, they carry out an interlingual
translation, but when it comes to put that translation on the stage, the process can be
called as an intersemiotic translation since some of its parts are translated through non-
verbal elements like gestures, mimics, scenery etc. Thus, a theatre translation has an
intersemiotic nature only when it is to be staged. In other situations, it can be either an
interlingual or an intralingual translation because the translator either translates the
elements which describe the stage or the behaviors of the actors etc. or not. When the
target text has those elements, it contains them verbally. Another point is that an
intersemiotic translation of a theatre text can be a translation of an interlingual or
intralingual translation and it may be conducted not by a translator but by a director or a
dramaturge. Therefore, the two strategies discussed above are about these two points.
Translators considering the theatre text as a literary work during translation process
conduct an interlingual or intralingual translation without thinking about the
intersemiotic nature of theatre translation. This type of translation is also called
translation for the page. Others, however, have an intersemiotic translation in their
minds while translating, even if they do not produce that type of translation. This type
of translation is also called translation for the stage. The question here is: what can we
call a translation in which a genre shift occurs? Before trying to find an answer to this
question, it will be noteworthy to explain the terms | used in this paragraph which were
first stated by Roman Jakobson (1959).

2.1 Ways of Interpreting a Verbal Sign

In the years when Translation Studies was still considered as a sub-discipline of
Linguistics, there were scholars intentionally or unintentionally helping it to find its way
towards an independent discipline. One of those scholars is Roman Jakobson who was a
linguist and literary theorist. In his article “On Linguistic Aspects of Translation”, he
states that “the meaning of any linguistic sign is its translation into some further,
alternative sign” (Jakobson 1959, 232) and adds that this sign would be the more

developed one. According to him, there are three ways of interpreting a verbal sign: “it
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may be translated into other signs of the same language, into another language, or into
another, nonverbal system of symbols” (Jakobson 1959, 233). He labeled these three
types of translation as follows:

1) Intralingual translation or rewording is an interpretation of verbal
signs by means of other signs of the same language.

2) Interlingual translation or translation proper is an interpretation of
verbal signs by means of some other language.

3) Intersemiotic translation or transmutation is an interpretation of verbal
signs by means of signs of nonverbal sign systems (Jakobson 1959, 233).

Thanks to this tripartite definition by Roman Jakobson, it has become easy to
categorize the translations conducted in different fields. However, when a translation
from a genre — a theater text - into another — a novel —, which is one of the target texts
of the case study in my thesis, and the categorization of translation types by Jakobson
are taken into account, the question which | stated above comes into my mind: which
type of translation does such a translation from one genre into another belong to? At
first sight, it might be placed under the type of intersemiotic translation — for it is a
theatre text - but the verbal signs in the source text are not interpreted through the non-
verbal signs but verbal signs. Therefore, it is either an intralingual or an interlingual
translation depending on the languages it is translated from and into. However, there
must be another categorization to distinguish this type of translation from other

intralingual or interlingual translations in which a genre shift does not occur.
2.2 A Genre Shift in Translation

In theatre translation, thanks to an interlingual and intersemiotic translation, people have
a chance to read or see foreign playwriters’ plays and broaden their horizon. There are
many plays which are translated from a novel — these are mostly intralingual and
intersemiotic translations and based on the same story in the novel. These translations
enable people to experience a different taste and also make the novel/short story reach
more people.

In the case study in this thesis, however, one of the target texts is an interlingual

translation of a play into a novel, Iguana Gecesi (1966) by Canset Unan. In order to be
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able to call this target text a translation in which a genre shift occurs, there must not be a
novel version of the source text. With the purpose of finding out whether there is a
novel version of The Night of the Iguana by Tennessee Williams, an in-depth research
has been done. Firstly, | tried to reach Canset Unan to learn whether the source text she
had was a play or a novel, but found no information about her on the Internet, except for
her translations®. After that, | contacted the publishing house, Alun Kitaplar Yaynevi,
by e-mail and the editor-in-chief informed me that since it was an old book published in
1966, they have no information about it in their records®. Then, | searched for the novel
version of The Night of the Iguana on online catalogs of many different universities’
libraries and found nothing. After that, I made contact with the publishing house of the
source text, New Directions Publishing, via e-mail. Helena Sandlyng, the editorial
assistant, replied my e-mail by stating that they do not hold a novel version of the book
in their records®. Then, I read some books about the life of Tennessee Williams which
are Tennessee Williams: A Literary Life by John Bak (2013), Conversations with
Tennessee Williams edited by Albert J. Devlin (1986) and Memoirs by Tennessee
Williams (2006), which was first published in 1975. In all these books, there is no
information about a novel version of The Night of the Iguana. Finally, I tried to contact
John Bak and Albert J. Devlin by e-mail. Devlin did not reply my e-mail, but John Bak
informed me that there is not a novel version of The Night of the Iguana®.

During this research, | learned that there is also a short story by Tennessee
Williams with the same title The Night of the Iguana written and published in 1948.
John Bak and Helena Sandlyng also told me about it in their e-mails. Then, the research
turned into a comparison among the play and the short story version of The Night of the
Iguana and the novel Iguana Gecesi. Firstly, | read the source play and the short story
(1994) to see the similarities and differences between them. Then | went on with the
target novel to analyze whether Canset Unan was inspired by the short story and extend
it as a novel. Between the source playtext and the short story of The Night of the Iguana,

there are just a few similarities. The setting, which is the Costa Verde Hotel near

3 According to the information received by a distant relative of hers Miifit Ozdes, who is also a translator
and writer, she died in 1970s and no close relatives of hers are alive.

4 For the e-mail, see Appendix 1.

® For the e-mail, see Appendix 1.

% For the e-mail, see Appendix 1.
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Acapulco, is the same in both texts. In the short story there are three characters in the
foreground which are two male writers — one of them is Mike but the name of the other
is not stated — and Miss Edith Jelkes. In the play, however, while these writers do not
exist, there is Miss Jelkes yet her first name is not Edith but Hannah. Moreover, in the
play there are some main characters like Shannon and Miss Jelkes’ grandfather Nonno
who do not exist in the short story. Furthermore, the patrona of the hotel in the short
story is brought onstage as Maxine. In the plot of the short story, Miss Jelkes tries to get
the attention of those writers and there is the iguana got caught and tied up. Miss Jelkes
feels sad for the iguana and puts herself in its place as is the case with the play.
However, in the play, Miss Jelkes accompanies her grandfather Nonno and the plot
focuses on the relationship among Maxine, Shannon and Hannah Jelkes. At the end of
both the short story and the play, the iguana is freed. When it comes to the target novel
Iguana Gecesi, the plot, the scene and the characters are the same as those of the source
play. The similarities it has with the short story are the same as the ones which the
source play has. Therefore, it seems that Canset Unan was not inspired by the short
story and translated The Night of the Iguana as a novel. Instead, she translated the play
The Night of the Iguana into a Turkish novel.

Since there is not a novel version of The Night of the Iguana and the translation
by Canset Unan is a novel, one may consider Iguana Gecesi as a pseudotranslation.
Pseudotranslations are the “texts which have been presented as translations with no
corresponding source texts in other languages ever having existed” (Toury 1995, 40).
However, there is a corresponding source text with Unan’s translation, it is just in a
different literary genre — a play. Therefore, Iguana Gecesi translated by Canset Unan
cannot be called a pseudotranslation. It is an interlingual translation in which a genre
shift occurs. After being able to call Iguana Gecesi a translation in which a genre shift
occurs, I would like to go back to the question above related to Jakobson’s tripartite
definition of translation: which type of translation does Iguana Gecesi belong to or is
there a term to use for translations in which a genre shift occurs?

With the paradigm shift and evolving of Translation Studies, Jakobson’s
tripartite definition has been expanded by various scholars. When a genre shift is
experienced in a translation, some of these scholars call the translation an “intergenre

translation” (Loffredo and Perteghella 2009). After reviewing the literature in order to
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find the term used for this type of translation, | realized that Eugenia Loffredo and
Manuela Perteghella had been the first to use it — it is notable to say that the term was
used before them but as “inter-genre translation” (Sionis 2000) - so | refer to them for
this term. Here, | would like to move forward to some studies, including Loffredo and
Perteghella’s work, in which the term “intergenre translation” is used.

I would like to start with the work of Eugenia Loffredo and Manuela
Perteghella. In their book titled as One Poem in Search of a Translator: Re-writing “Les
fenétres” by Apollinaire, they compiled different translations of the poem Les fenétres
by Apollinaire by different translators. They define the translation as a journey of the
text and state that this journey can be as much creative as for the translator. Considering
translation as a creative work, they claimed that they want the translators to feel free
while translating. While commenting on one of the translations in the book, which is
Patricia Duncker’s, they use the term “intergenre translation” because Duncker’s
translation is from a poem into a lyrical pose (Loffredo and Perteghella 2009, 23).

Another scholar who uses the term “intergenre translation” is Kamilia
Ziganshina. In her article “The Mechanism of Intersemiotic Translation of the Aida
Opera Libretto into a Comic Strip”, Ziganshina analyzes the translation of the verbal
opera libretto Aida by Giuseppe Verdi into a comic strip by William Elliot. After stating
that the original libretto is Italian and the source text in her study is an English
translation of it — she does not mention the translator’s name -, she calls the target text
both an intersemiotic and an intergenre translation (Ziganshina 2017, 170). Therefore, it
is notable to say that unlike the previous example, it is also an intralingual translation.

“Romandan Piyese Bir Uyarlama Ornegi Olarak Calikusu™ by Sibel Bulut is
another example | would like to include here. The source text in this study is the novel
Calikusu by Resat Nuri Gilintekin and the target text is a play by Necati Cumali. Both
texts are in Turkish so it is an example of both an intersemiotic and intralingual
translation. As it can be seen in the title, Bulut prefers to use the term “uyarlama”
[“adaptation™] for this translation and in the abstract of her article, she states that this
kind of adaptation is called “intergenres adaptation” (Bulut 2015, 388). This type of

translation is mainly called adaptation by scholars mostly because, as John Milton says,
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the monolingual works carried out in Adaptation Studies outnumber the others (Milton
2009, 47)".

Another scholar dealing with this type of translation is Claude Sionis. In the
article “Intermodal and Inter-genre Translation in Scientific Writing”, Sionis carries out
a survey among French researchers who take a course on writing research articles in
English. However, by using “genre”, Sionis refers to “genres of representation” such as
a written paper, an oral presentation and a discussion (Sionis 2000, 1). Thus, the use of
the term “inter-genre translation” by Sionis here is different from the ones above.

While making a literature review, | came across the term “cross-genre
translation” used for the translations including a genre shift. I will present two examples
in which this term is used.

One of these examples is Stephen C. Meyer’s article titled “lllustrating
Transcendence: Parsifal, Franz Stassen, and the Leitmotif”. In his article, he analyzes
the translation of Richard Wagner’s libretti into a portfolio of illustrations by Franz
Stassen. He refers to Jakobson’s tripartite definition of translation. After defining the
translation in his study as an “intersemiotic transmutation”, he explains this term by
saying: “a cross-genre translation of the original from one medium to another” (Meyer
2009, 13).

The other example is a book, which is also about an opera of Richard Wagner,
titled Wagner's Ring Cycle and the Greeks by Daniel H. Foster. The book is about some
operas of Wagner that are related to Greek mythology. It is not about Translation
Studies, but the term ““cross-genre translation” is mentioned only once through the book.
For one of Wagner’s work, Foster points out a transformation of an epic into opera and
suggests that it could be “an interesting study of cross-genre translation and perhaps
little else” (Foster 2010, 46).

Taking Jakobson’s tripartite categorization of translation as a starting point, I
decided to use the term “intergenre translation” in this thesis for lguana Gecesi
translated by Canset Unan, as it is a translation from a theatre text into a novel. Because
the term “cross-genre translation” is used by Meyer to refer to Jakobson’s

“intersemiotic translation” and Foster uses it just to name a type of translation and does

" For more information, see. Milton, John. 2009. “Between the Cat and the Devil: Adaptation Studies and
Translation Studies.”
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not state anything else on Translation Studies. However, except for Sionis, the other
aforementioned scholars who use the term “intergenre translation” use it for a similar
translation process as is the case with Iguana Gecesi. To sum up, Canset Unan’s
translation Iguana Gecesi is an interlingual and intergenre translation of the play The
Night of the Iguana by Tennessee Williams. In the next chapter, I will present the
problem in my thesis which is a generalization about the products of the two strategies
employed while translating a theatre text as stated in the first chapter.
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3 THE PROBLEM: A GENERALIZATION ON THEATRE
TRANSLATIONS

In the first chapter of my thesis, | presented some translation strategies related to theatre
translation and focused on two of them, namely “treating the theatre text as a literary
work” and “translating ‘performability’”. Here in this chapter, I would like to take the
discussion on these two strategies a step further by including a generalization on them.
Vincenza Minutella, an Italian translation scholar, has got various studies
published on film adaptation, theatre translation, audiovisual translation and
Shakespeare translation. In recent years, she has focused on dubbing and subtitling of
movies in different languages. In her book Reclaiming Romeo and Juliet: Italian
Translations for Page, Stage and Screen, she covers the history of the play Romeo and
Juliet by Shakespeare and sheds light on its journey through translation into Italian
culture. As it can be understood from the title, she analyzes the translations of Romeo
and Juliet to theatre texts to be read, to be staged and movies (Minutella 2013).
Translation into movies is left aside here because it is out of the scope of this thesis.
After stating that there are several approaches to the theatre text in theatre
translation, she focuses on two of them, which are treating the text as literature and
treating it as a script to be performed. In order to make these two approaches clearer to
the reader, she distinguishes them as “drama translation, or translation for the page —
which treats the play as literature — and theatre translation, or translation for the stage —
which considers it as a pre-text for a performance” (Minutella 2013, 44). It is seen here
that while she uses drama translation for the strategy “treating the theatre text as a
literary work”, she uses theatre translation for “translating ‘performability’”. For my
thesis and for the conclusion part of her book, the other two terms which are
“translation for the page” and “translation for the stage” gain more importance because
one of the target texts, lguana Gecesi translated by Canset Unan, in the case study in
this thesis is a translation for the page and the other one, Iguananin Gecesi translated by
Ulker Ince, is a translation for the stage. The term “translation for the page” used by
Minutella refers to the translations of theatre texts which are not to be staged but to be
read. However, they are still theatre texts. On the other hand, Iguana Gecesi is not a

theatre text but a novel. However, since it is not to be staged but to be read only, it can
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be called a translation for the page. It can be seen that Canset Unan employed the
strategy of “treating the theatre text as a literary work™ and translated the source text as
a novel. In my thesis, from now on, I will use the term “translation for the page” instead
of the strategy “treating the theatre text as a literary work™ and “translation for the
stage” as a replacement for “translating ‘performability’”.

Under the subheading of “The Function of the Target Text”, Minutella addresses
the target culture and the target system of the text. If there is a translation for the stage,
it will have some effects on translation strategies of the translator because the target text
is tended to be a part of the target theatrical system (Minutella 2013, 44). Likewise, in
the translation process of a translation for the page, the assigned place of the target text
in the target-literature polysystem affects the translation strategies of the translator
(Brisset 1996, 6). Therefore, the target text’s function in the target culture plays a role in
the differences between these two types of translation — for the page and for the stage
(Minutella 2013, 45).

Based on this function, Minutella makes a judgement on translations for the page
and the stage. For Minutella, translations for the page have always included the full text
for nearly 65 years. Since Shakespeare was thought as a “literary saint”, a respectful
attitude emerged in translations for the page. Being faithful was important for the
translators and they sometimes criticized other translators by thinking that they were
unfaithful or unable to understand the author’s works. The reason she gives for this is
that source-oriented translation was the focus of the translators in the twentieth century
and she states that for contemporary translations for the page, omissions from the source
text are not accepted in a literary context (Minutella 2013, 212).

With regard to stage, she claims the opposite by saying that the need to be
accepted in the target culture, target theatre system and to communicate to the target
audience of the translated play can lead the translation strategies to mistreat the source
text. In other words, the faithful attitude of translators to the source text turns into taking
more liberties with it (Minutella 2013, 45).

In the conclusion part of the book, for translations for the page, she also states
that “if translations are made for the page, the full text is translated, and there is an
attempt to reproduce the source text fully” (Minutella 2013, 214). Then, for translations

for the stage, she claims that “if the translation is destined for the theatrical system, cuts
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are allowed and needed” (Minutella 2013, 214). It can be understood that according to
Minutella, translations for the page tend to be faithful to the source text. In contrast,
“translations for the stage might accept a higher degree of cutting of the text” (Minutella
2013, 45).

In parallel with Minutella, Bassnett also makes a similar generalization on
translations for the page and the stage. In her article mentioned in the first chapter in
which she delves into translation strategies of theatre texts, she states that translations
for the page are common “where the commission is for publication rather than for stage
production” (Bassnett 2014, 90). She also points out that omitting passages is one of the
features of translations for the stage (Bassnett 2014, 91). In “Translating for the Theatre:
The Case Against Performability”, after covering these two strategies, she also notes
that it can be deduced that translations for the stage “have tended away from notions of
‘fidelity’ to the source text” (Bassnett 1991, 106).

As it is stated in the first part of this thesis, Max Beerbohm also claims a similar
generalization in his review dating to 1904. After introducing two strategies of
translating theatre texts which are the scientific way and aesthetic way, he points out
that the scientific method is a translation for the library and it is translated with fidelity
(Beerbohm, Maude, and Shaw 1961, 5). It can be understood that the scientific way he
explains can be replaced by translation for the page while the aesthetic one can be
replaced by translation for the stage. In the same debate where Beerbohm explains these
two strategies, Aylmer Maude also shares the same opinion with him and states that
when the translation is intended for the stage, it is necessary to take liberties with the
original text (Beerbohm, Maude, and Shaw 1961, 9). These propositions also lead us to
the same generalization drawn above.

After including the thoughts of Bassnett, Beerbohm and Maude, | would like to
put an end to this generalization by summarizing it. Translations for the page tend to be
faithful to the source text and in this type of translation, additions and omissions are not
accepted while translations for the stage are away from the notions of fidelity by taking
more liberties with the source text and may accept additions and omissions. In the next
chapter, | will present the case study in my thesis which includes an intergenre

translation for the page and a translation for the stage of the theatre text The Night of the
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Iguana by Tennessee Williams. | will analyze these translations by considering the
generalization above in order to see if they overlap.
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4 A CASE STUDY OF THEATRE TRANSLATION: IGUANA
GECESI/IGUANANIN GECES/

The case study in my thesis covers the theatre text The Night of the Iguana by
Tennessee Williams, a Turkish translation titled Jguanamn Gecesi by Ulker ince,
published by Altin Kitaplar Yaymevi, and another Turkish translation — an intergenre
translation by Canset Unan titled Iguana Gecesi, published by Can Yaynlar:. 1t is
notable to say that these are the only translations of the source text in Turkish. Before
giving more information about the translations, | would like to include a few sentences
about the author of the source text.

Tennessee Williams (1911-1983) was an American playwright. Some of his
plays apart from The Night of the Iguana are known worldwide such as A Streetcar
Named Desire and Cat on a Hot Tin Roof. Those three plays and some others were
adapted to a film. He also wrote two novels, namely The Roman Spring of Mrs. Stone
and Moise and the World of Reason. There are also poems and short stories he wrote.
Some of his plays are based on his short stories including The Night of the Iguana.

The Night of the Iguana was first published in 1961 but the source book in this
case is a second print published in 1962. It consists of 128 pages and three acts.
Iguananin Gecesi consisting of 133 pages was published in 1990 and it also has three
acts. There is a preface by the translator, Ulker Ince, in the book. In that part, she speaks
of the general attitude of the playwright in his plays and compares this play to others.
She also gives some information about the characters in the play and relates the play to
the life itself by referring to the author and some critics.

Iguana Gecesi, published in 1966, is a novel and it does not have three acts, but
three chapters. It consists of 155 pages and has a preface by the translator, Canset Unan.
In the preface, she praises Tennessee Williams as a playwright and the book as a
masterpiece but does not mention that the source book is a play. She also praises the
movie with the same title and some other movies based on Tennessee Williams’ works,
and talks about the awards the author was given. For the works — she insists on using
the word “work” not “play” — of the author, she associates them to the life itself and

states that people who read his works feel the characters of his works are around them.
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Before passing on to the findings of my analysis of the translations, | would like
to mention stage directions in theatre texts. Since there are not notable differences
between the translated dialogues of the characters in both target texts, the findings I will
include in my thesis will be about stage directions.

4.1 Non-verbal Elements in Theatre Texts

Besides verbal elements, theatre texts may also include non-verbal elements. According
to Margaret Jane Kidnie, the most important one of these non-verbal elements is stage
directions which differentiate drama from another genre like prose fiction (Kidnie 2000,
460). Stage directions indicates stage actions, actors’ movements or the linguistic signs
telling the appearance of the stage and the actors like hairstyle, make-up, clothing etc.
Some playwrights use stage directions in their theatre texts in order to make them
clearer and more performable for the people who will perform it. Tennessee Williams is
one of them. There is even a sketch of the setting by Oliver Smith?® in the source book.
Stage directions will constitute the findings in this case study. In order to
highlight its importance, Bassnett relates it to the increasing role of the author and
points out that this role can be seen through the increasing amount of the detailed stage
directions in theatre texts (Bassnett 1991, 103). According to Franz H. Link, there is a
particular stage in the mind of playwrights. While they are writing a play and
considering this stage, they more or less imply stage directions in the theatre text or
sometimes count on the current possibilities of the stage of the time, or work with the
dramaturge, the director and the actors before the staging of the play (Link 1980, 33-
34). When the possibility of translation of the play is taken into account, if playwrights
want their play to be staged as they desire, there is nothing else left for them but to write
stage directions. Because the play can be translated and staged many years later than it
was written, the playwright may not have the chance to work with the people who are

part of the staging the play.

8 For the sketch, see. Appendix 2.
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4.2 The Strategies Employed by the Translators on Translating Stage Directions in
The Night of the Iguana

As it is stated above, stage directions are an important part of theatre texts, and
Tennessee Williams was one of the playwrights who included stage directions in the
plays he wrote. The Night of the Iguana is not an exception to this. Stage directions in
this play gain more importance for its translation for the stage titled /guananin Gecesi
by Ulker Ince. They also play an important role for its translation for the page as a
novel, Iguana Gecesi by Canset Unan. Since novels do not have any stage directions
inherently, the strategies Unan employed on them during the translation process will be
the key point of the findings in this case.

After analyzing the source text and its translation as a novel, | found out that the
translator, Canset Unan, employs three different strategies while translating the stage
directions in the source text. It is seen that while translating some stage directions, Unan
uses additions. For this study, the term “addition” refers to the verbal elements in the
target text whose equivalences are not in the source text. She also omits some of the
stage directions in the translation process. For this study, “omission” will be used to
name this strategy and it refers to not translating some parts of the source text. The last
strategy employed by Unan while translating stage directions is transformation of tense.
She transforms the tense of some of the stage directions while translating them.

In the next part of my thesis, | will present the findings of the study. These
findings will be categorized under the strategies employed by the translators on
translating stage directions in the source text. Five examples will be given for each
strategy and the findings will be analyzed in order to see if they overlap with the

generalization stated in the previous part of this thesis.
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5 FINDINGS

In this part, | will present some examples from the findings after | analyzed the source
text and its two Turkish translations®. These examples will be shown and analyzed

under three subheadings which are addition, omission and transformation of tense.
5.1 Addition

Five examples of addition strategy employed by Canset Unan, the particular excerpts

from the source text and the other translation are shown in Tables 1-5.

Table 1

An Example of Addition Strategy - 1

The Night of the Iguana by Tennessee Williams
“MRS. FAULK looks down the hill and is pleased by the sight of someone coming up
from the tourist bus below” (Williams 1962, 7).

Iguananin Gecesi Translated by Ulker ince as a Play
“Bayan FAULK tepeden asagi bakar ve oradaki otobiisten yukari dogru gelen birini

goriince sevinir” (trans. ince 1990, 13).

Iguana Gecesi Translated by Canset Unan as a Novel
“Birden az dnce endiseli olan kadinin gozlerinde seving pariltilart belirdi. Acaba bdyle
birdenbire ne olmustu. Yoksa, yoksa otobiis durmus, turistler tepeyi tirmanmaga mi
baglamiglardi? Yo, hayir sadece bir kisi, yavas yavas tepeyi ¢ikmaga calisiyordu. Bir
erkekti bu. Golge gittikce biiyiiyor, gittikce yaklagiyordu. Maxine onu tanimisti. Bu,
turist otobiisiiniin gezi tertipgisi rehber Shannon’dan baskas1 degildi. Belki de kadina en
giizel, en sevingli haberlerini getirmek icin can atiyordu. Kimbilir... Fakat kadinin
sevinci, sadece turistlerin oteline geleceginden miydi acaba? Herhalde bu erkege karsi

kalbinde kimildayan tatli duygular da vardi” (trans. Unan 1966, 9).

This example in Table 1 is from the first page of the playtext. In the playtext,
there are no dialogues yet. After this sentence in the stage direction, Mrs. Faulk, whose

first name is Maxine, calls out “Shannon!” and the reader/audience understands that the

° For more examples, see. Appendix 3.
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one who is coming up is Shannon. The same situation is observed in the translation of
Ulker Ince. In Unan’s translation, however, the translator at first wants the reader to
wonder the person coming up and then tells that he is Shannon. She also adds the
feelings of Maxine towards Shannon although those feelings are not included in the
source text and in the other translation by Ince. Unan makes these additions, thereby
attracting the reader to the novel. From this point forth, it can be clearly stated that
Unan employs addition strategy in the translation process of this stage direction while
Ince does not.
Table 2

An Example of Addition Strategy — 2

The Night of the Iguana by Tennessee Williams
“MISS FELLOWES [approaching]: Charlotte, Charlotte, Charlie!
CHARLOTTE: Help me and let me help you!
SHANNON: The helpless can’t help the helpless!” (Williams 1962, 50).

Iguananin Gecesi Translated by Ulker ince as a Play
“FELLOWES: (Yaklasarak) Charlotte! Charlotte! Charlie!
CHARLOTTE: Bana yardim et, ben de sana yardim edeyim!
SHANNON: Caresizler caresizlere yardim edemez!” (trans. Ince 1990, 56).

Iguana Gecesi Translated by Canset Unan as a Novel

“‘Larry, sana yardim edeyim. Ne olur.’

Miss Fellowes gittikce yaklagmaktaydi. Bir yandan da ‘Charlotte, Charlotte, Charlotte’
diye bagirtyordu. Charlotte ile Shannon ise konusmaga dalmislar, hicbir seyin farkinda
degillerdi. Zavalli gen¢ kiz, sevdigi erkege, biitiin acik kalpliligiyle, en temiz
duygulartyla icini dokiiyor, ona kuvvet vermek, onu mutlu kilmak istiyordu.
Yalvariyordu. Ne olurdu sanki Shannon, bu gen¢ kiza bir firsat verse de o da ona
istedigi tiirli yardim edebilse. Belki de bu kiiciik kiz, onu mutlu kilabilirdi... Belki onun
i¢ diinyasin1 degistirebilir, ona askin ne oldugunu 6gretebilirdi ama erkek diretiyordu.
Onun i¢in ‘hayir’ dendi mi hayirdi. Ne yazik ki Shannon kizin bu yalvarmalar
kargisinda tek bir climleyle onun tutunmak istedigi her dali kesmege gabaliyordu.

‘Aciz bir insan diger bir acize yardim edemez.’” (trans. Unan 1966, 64-65).
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This extract from the source text in Table 2 is in the second act of the play. In
the first act, Shannon tells that he made love with Charlotte but he also adds that she
forced him to do that. Miss Fellowes is her teacher and really angry with Shannon
because of this situation. At this scene, Charlotte begs Shannon to love her back but he
does not want to help her. In the source text and Ince’s translation, there is almost no
stage direction interrupting this dialogue but Unan dramatizes the situation in her
translation. She adds sentences sympathizing Charlotte and some idioms in the target
culture. Thus, in Unan’s translation, there are additions while Ince’s translation does not

include any additions.

Table 3

An Example of Addition Strategy — 3

The Night of the Iguana by Tennessee Williams
“With a soft intake of breath, she extends a hand before his mouth to see if he is still
breathing. He isn't” (Williams 1962, 127).

Iguananin Gecesi Translated by Ulker ince as a Play
“HANNAH hafifce soluk alarak, hala soluk alip almadigini anlamak i¢in elini
NONNO’nun agzina uzatir, almryordur” (trans. ince 1990, 132).

Iguana Gecesi Translated by Canset Unan as a Novel
“Hafiften bir nefes duyuldu, Hannah, elini, ihtiyarin agzina yaklastirdi. Boylelikle nefes
alip almadigimi kontrol etmek istemisti. Hayir artik Nonno nefes almiyordu. Sessizce bu
diinyadan cekilmisti. Fakat son dakikalarin1 mutlu olarak gecirmisti ya. insanlar icin de
onemli olan tek sey, buydu zaten. Oliim, her kulun borcuydu ama bir de mutlu olarak;
gayesine kavusmus olarak 6lmek vardir. Oliimlerin en giizeliydi bu... Hannah, ¢ilgima
donmiistii. Onun 6liimiine kendini inandirmak istemiyordu. Ama o sogumaga baslayan
eller, o hareketsiz viicut, o moraran dudaklar, aci gergekten kagamazsin diye
haykirtyorlardi adeta... Evet, insanlar ancak bir devreye kadar kendilerini aldatabilirdi

ama sonra... iste 6liim, bdylece her gergegi ortaya koyardi birden...” (trans. Unan 1966,

155).
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This stage direction in Table 3 is the last one in the play. Nonno, Hannah’s
grandfather, dies after he finishes his last poem. The stage direction here in the source
text and Ince’s translation just gives the information that Nonno is dead by stating he is
not breathing. Unan also gives this information through her translation but she adds a
message for the reader. She deduces that he died happily since he managed to finish his
poem and she says that “death reveals every truth” (translation mine). Maybe she is
right but it is not written in the source text. She also dramatizes the situation and tries to
finish her translation by attracting the reader most. Like the two examples in Table 1
and Table 2, this example also shows that Unan’s translation includes additions while

that of Unan does not.

Table 4

An Example of Addition Strategy — 4

The Night of the Iguana by Tennessee Williams
“For the night scenes they are lighted from within, so that each cubicle appears as a

little interior stage, the curtains giving a misty effect to their dim inside lighting”

(Williams 1962, 5).

Iguananin Gecesi Translated by Ulker Ince as a Play
“Gece sahnelerinde, icten aydinlatilirlar, bdylece her bir odacik kiiciik bir i¢ sahne
goriintlisii kazanirken tel perdeler de yar1 karanlik i¢ aydinlatmaya puslu bir goriiniis

kazandirirlar” (trans. ince 1990, 11).

Iguana Gecesi Translated by Canset Unan as a Novel
“Geceleri odalarin renk renk 1siklar1 yandiginda, insan sihirli bir dlemde saniyordu
kendini. Orada hersey Oylesine canli, dylesine degisikti ki... Tropikal tilkelerin biitiin
Ozelliklerini gorebilirdiniz Puerto Barrio’da. Burada hersey, bir hayal bulutunun gesitli
renkleri altinda gizlenmisti sanki. Meksika, Puerto Barria ve Costa Verde... Iste bu ii¢

isim birlesmis ve zengin bir hayat kaynagi olmuslards...” (trans. Unan 1966, 8).

As can be seen in Table 4, the stage direction in the source text includes some
words related to theatre like scenes and curtains. In her translation, Ince keeps those

words in the target language. However, after omitting those words, Unan also adds five
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more sentences to the particular part of the source text while translating. She describes
the place by glorifying it, thereby attracting the reader to the novel. Therefore, it can be
said that Unan omits some words and adds sentences while translating the stage

direction in Table 4, but in Ince’s translation, there are no additions or omissions.

Table 5

An Example of Addition Strategy — 5

The Night of the Iguana by Tennessee Williams
“SHANNON: Fever... fever... Where is Fred?
MAXINE: Dead.
SHANNON: Did you say dead?” (Williams 1962, 9).

Iguananin Gecesi Translated by Ulker ince as a Play
“SHANNON: Ates... ates... Fred nerede?
MAXINE: Oldii.
SHANNON: Oldii mii dedin?” (trans. Ince 1990, 15).

Iguana Gecesi Translated by Canset Unan as a Novel
“‘Atesim var... atesim var...’ diye inledi gen¢ adam. Sonra yine Fred’i sordu.
Maxine tek bir kelimeyle gen¢ adamin merakini dagitt1. ‘Oldii.’
Shannon sasirmisti. Olamazdi bu. Olamazdi. Oradan son ayrilisinda Fred yastyordu.
Ustelik giiliiydii, hicbir derdi yoktu. Insanin gelip de birdenbire biraktig1 bir kimseyi
bulamamasi, istelik bir daha onunla hi¢, ama hi¢ bir zaman karsilasmiyacagini
bilmesine korkung¢tu. Shannon duydugundan emin olmak i¢in yeniden sordu. ‘Fred 6ldii

mii dedin?” (trans. Unan 1966, 11-12).

As can be seen in Table 5, there are no stage directions in the particular part of
the source text and Ince’s translation interrupting the dialogue. However, in Unan’s
translation, there is an addition to the source text. In this addition, Unan expresses the
feelings of Shannon. In the source text, these feelings are implied later on the dialogue
but Unan interrupts the dialogue and adds them not in the form of a dialogue but in the
form of narration. She also dramatizes the situation, thereby attracting the reader to the
novel. From this point forth, it can be clearly stated that Unan employs addition strategy

on translating the stage direction in Table 5 while Ince does not.
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5.2 Omission

Tables 6-10 below show five examples of omission strategy employed by Canset Unan,
the particular excerpt from the source text and its translation by Ulker Ince.

Table 6

An Example of Omission Strategy — 1

The Night of the Iguana by Tennessee Williams

“Shannon rushes into the cubicle, followed by Maxine. The light has been gradually,
steadily dimming during the incident of the iguana's escape. There is, in effect, a
division of scenes here, though it is accomplished without a blackout or curtain. As
Shannon and Maxine enter Nonno's cubicle, Herr Fahrenkopf appears on the now twilit
verandah. He turns on an outside light fixture that is suspended from overhead, a full
pearly-moon of a light globe that gives an unearthly lustre to the scene. The great pearly
globe is decorated by night insects, large but gossamer moths that have immolated
themselves on its surface: the light through their wings gives them an opalescent color,
a touch of fantasy.

Now Shannon leads the old poet out of his cubicle, on to the facing verandah. The old
man is impeccably dressed in snow-white linen with a black string tie. His leonine mane

of hair gleams like silver as he passes under the globe” (Williams 1962, 61-62).

Iguananin Gecesi Translated by Ulker Ince as a Play

“SHANNON odaya kosar, arkasindan MAXINE. Iguananin kagis1 sirasinda 1sik yavas
yavag gittikce azalmaktaydi. Burada, gercekte herhangi bir karartma ya da perde
olmadigr halde, aslinda bir sahne bolinmesi vardir. SHANNON ile MAXINE,
NONNO’nun odasina girdikleri sirada HERR FAHRENKOPF su anda yar1 aydinlik
olan verandada goriiniir. Yukaridan sarkan ¢ok biiyiik bir 15181 yakar. Sahneye ugursuz
bir aydinlik veren bu 151k kiiresi sanki inciden bir dolunaydir. Biiyiik inci kiirenin tizeri
gece sinekleriyle siisliidiir, koca koca ama tiil gibi ince giiveler kiirenin yilizeyinde
kurban olmuglardir: kanatlarinin arasindan gecen 151k onlar sedef gibi renklendirmistir,
diissel bir goriiniisleri vardir.

Simdi SHANNON, yash ozani odasindan 6n verandaya c¢ikarir. Yasli adam kar gibi
beyaz keten elbisesi, boynunda siyah bagcigiyla tam takim giyinmistir. Isik kiiresinin

altindan gegerken aslan yelesi saglar1 giimiis gibi parildar” (trans. ince 1990, 67-68).
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Table 6 - Continued

An Example of Omission Strategy — 1

Iguana Gecesi Translated by Canset Unan as a Novel
“Shannon ile Maxine kosa kosa ihtiyarin odasina girdiler. Tahmin ettikleri gibi ihtiyar
diismiistii. Shannon yavasca onu yerden kaldirdi. Ve verandaya ¢ikardi. Thtiyar adamin
tizerinde beyaz keten takim, boynunda ise siyah kravat vardi. Arslan yelesine benzeyen
saglar1 verandanin biiytik 15181 altinda tipkr giimiis gibi parliyordu. Verandadan goriilen
manzara bu gece gercekten sahaneydi. Biiyiik lambanin etrafinda pervaneler dolasiyor,
bazilar 151832 yapisip kaliyorlar, bazilar ise hayali danslarina devam ediyordu. Gece
giizel, manzara giizel, hersey gilizeldi bu gece... Zavalli ihtiyar Nonno ise bu

giizelliklerin farkina varacak ¢agini ¢coktan gegirmisti artik” (trans. Unan 1966, 79).

Before this long stage direction in Table 6, Shannon and Maxine hear a crash
and a rough, startled outcry from Nonno’s cubicle and think that the old man has fallen.
There is neither an addition nor an omission in Ince’s translation of this stage direction.
However, Unan omits the sentences which are about the lightning of the stage and a
division of scenes. She also omits Herr Fahrenkopf’s appearance on the stage and
turning the light in the verandah on. Apart from these omissions, she also adds some
sentences. These additions are not needed to be explained here yet to be mentioned
briefly that they are added to dramatize the situation like the other examples of
additions above. From this example, it is clearly seen that Unan employs both addition

and omission strategy on translating the stage direction in Table 6 while ince does not.

Table 7

An Example of Omission Strategy — 2

The Night of the Iguana by Tennessee Williams
“They exchange this quiet talk without looking at each other. The Mexican boys crash
back through the bushes at the top of the path, bearing some pieces of ancient luggage
fantastically plastered with hotel and travel stickers indicating a vast range of

wandering. The boys deposit the luggage near the steps” (Williams 1962, 38).
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Table 7 - Continued

An Example of Omission Strategy — 2

Iguananin Gecesi Translated by Ulker ince as a Play
“Bu sessiz konusmay1 birbirlerine bakmadan yaparlar. Meksikali oglanlar patikanin
basindan yapraklari hisirdatarak goriiniirler, hayret verici derecede ¢ok yer dolastiklarini
gosteren otel ve yolculuk etiketleriyle kapli bir-iki eski bagaj parcasi tagimaktadirlar”

(trans. Ince 1990, 44).

Iguana Gecesi Translated by Canset Unan as a Novel
“Hannah ile Shannon birbirlerine hi¢ bakmadan konusuyorlardi. O sirada da Meksikali

cocuk, kadinin bavulunu getirmisti yanlarina” (trans. Unan 1966, 49).

At this stage in Table 7, Hannah and Shannon talk to each other and the stage
direction above interrupts the dialogue in the source text. The luggage the Mexican boys
bring is Hannah’s. Both translators employ the strategy of omission while translating
this stage direction. While Ince omits the last sentence of it, Unan omits both the last
sentence and some parts of the sentence before that. She omits where the Mexican boys
come from to the verandah and the description of the luggage. Therefore, while
translating the stage direction in Table 7, Unan employs omission strategy more than

Ince.

Table 8

An Example of Omission Strategy — 3

The Night of the Iguana by Tennessee Williams
“Then nothing is visible but these reaching-out hands. A pure white flash of lightning
reveals Hannah and Nonno against the wall, behind Shannon, and the electric globe
suspended from the roof goes out, the power extinguished by the storm. A clear shaft of
light stays on Shannon's reaching-out hands till the stage curtain has fallen, slowly”
(Williams 1962, 78).
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Table 8 - Continued

An Example of Omission Strategy — 3

Iguananin Gecesi Translated by Ulker ince as a Play
“O sirada bu uzanan eller disinda hicbir sey goriinmez. Bembeyaz bir simsek pariltist
SHANNON’un arkasinda HANNAH ile NONNO’yu aydinlatir, tavandan sarkan kiire
151k soner, firtina elektrik sigortasini attirmistir. Perde yavas yavas ininceye kadar parlak

spot 15181, uzanmus eller iizerinde kalir” (trans. ince 1990, 84).

Iguana Gecesi Translated by Canset Unan as a Novel
“O sirada veranda simsek 15181 ile beyazlandi. Hannah ile Nonno duvara dayanmisglardi,
Shannon ise ellerini 6ne dogru uzatmis, verandanin kenarinda duruyordu” (trans. Unan

1966, 95).

This stage direction in Table 8 is at the end of the second act. Ulker Ince’s
translation has no omission from the source text but Unan, as it is seen in almost all her
translations of theatre terms, omits the words related to the theatre like “light” or “the
stage curtain”. She also omits the sentence stating that the power goes off. Here again,

Unan’s translation has omissions while Ince’s translation does not.

Table 9

An Example of Omission Strategy — 4

The Night of the Iguana by Tennessee Williams
“Note: In staging, the plastic elements should be restrained so that they don't take
precedence over the more important human values. It should not seem like an 'effect
curtain'. The faint, windy music of the marimba band from the cantina should continue

as the houselights are brought up for the intermission” (Williams 1962, 78).

Iguananin Gecesi Translated by Ulker Ince as a Play
“Sahnelemede, plastik 6geler, cok daha 6nemli insani degerlerin Oniine gecmeyecek
bicimde 6l¢iilii kullanilmali. Ara i¢in salon 1g1klar1 yanarken gazinodan marimba cazinin

riizgarla karisik sesi hafif hafif duyulur” (trans. Ince 1990, 84).
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Table 9 - Continued

An Example of Omission Strategy — 4

Iguana Gecesi Translated by Canset Unan as a Novel

This extract from the source text in Table 9 is at the end of the second act on
using plastic elements on the stage and the music to be played during the intermission.
While this note is totally omitted in Unan’s translation, Ince also omits the second
sentence of it. It can be said that both translators employ omission strategy on
translating the stage direction in Table 9, but Unan omits the whole stage direction

while Ince omits a part of it.

Table 10

An Example of Omission Strategy — 5

The Night of the Iguana by Tennessee Williams
“The light has been gradually, steadily dimming during the incident of the iguana's
escape. There is, in effect, a division of scenes here, though it is accomplished without a
blackout or curtain” (Williams 1962, 61).

Iguananin Gecesi Translated by Ulker Ince as a Play
“Iguananin kagis1 sirasinda 151k yavas yavasg gittikge azalmaktaydi. Burada, gercekte
herhangi bir karartma ya da perde olmadig: halde, aslinda bir sahne béliinmesi vardir”

(trans. Ince 1990, 67).

Iguana Gecesi Translated by Canset Unan as a Novel

In the stage direction in Table 10, a direction on lighting is given in order to
accomplish a division of scenes. In Ince’s translation, there is no omission but Unan, as
it is seen in almost all her translations of theatre terms, omits this stage direction, too.
Therefore, it can be said that Ince does not employ omission strategy on the stage

direction in Table 10 while Unan does.
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5.3 Transformation of Tense

Three examples of transformation of tense strategy employed by Canset Unan, the

particular part of the source text and the other translation are shown in Tables 11-15.

Table 11

An Example of Transformation of Tense Strategy — 1

The Night of the Iguana by Tennessee Williams
“Shannon goes down the two steps from the verandah with the machete. He crouches
beside the cactus that hides the iguana and cuts the rope with a quick, hard stroke of the
machete” (Williams 1962, 123).

Iguananin Gecesi Translated by Ulker ince as a Play
“SHANNON bigagiyla verandanin iki basamagindan asagi iner. Iguanay1 saklayan
kaktiisiin dibine diz ¢okiip, sert, hizl1 bir darbeyle ipi keser” (trans. Ince 1990, 128).

Iguana Gecesi Translated by Canset Unan as a Novel
“Shannon elindeki kocaman bigakla asagi indi. Iguanin bagl oldugu kaktiis agacinin
yanina ¢omeldi ve kuvvetli bir bigak darbesiyle, hayvani serbest birakti. O artik hiirdi.
Kagabilirdi. Aliskin oldugu ¢imenlerin, yesilliklerin i¢ine kosabilirdi” (trans. Unan
1966, 150).

The stage direction from the source text in Table 11 is in simple present tense, as
is often the case. Ince also chooses simple present tense in her translation but in Unan’s
translation, we see simple past tense. Unan tries to dramatize the situation by adding
some sentences about the freedom of the iguana. This example also shows that Unan

employs the strategy of transformation of tense while Ince does not.

Table 12

An Example of Transformation of Tense Strategy — 2

The Night of the Iguana by Tennessee Williams
“She is crying. The singing voices flow up from the beach” (Williams 1962, 124).
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Table 12 - Continued

An Example of Transformation of Tense Strategy — 2

Iguananin Gecesi Translated by Ulker ince as a Play

“Aglar. Kumsaldan sarki sesleri gelir” (trans. ince 1990, 130).

Iguana Gecesi Translated by Canset Unan as a Novel
“Hannah agliyordu. Artik gozyaslarini zapdetemiyecegini anlamisti. Belki de bu
gozyaslar1 kalbindeki tatli-buruk anilara bir renk katabilirdi. O sirada plajdan genglerin
sesleri perde perde yiikselmekteydi” (trans. Unan 1966, 152).

The first sentence in the stage direction from the source text in Table 12 is in
present continuous tense and the second one is simple present. This time, ince applies
the strategy of transformation of tense and uses simple present tense for the translation
of the first sentence as in the second sentence. However, Unan prefers to use past
continuous tense. She also adds two more sentences whose purpose is to make the
reader feel the emotion more deeply. From this point forth, it can be clearly stated that
Unan changes the tenses of both sentences in the stage direction above and also

employs addition strategy while translating it.

Table 13

An Example of Transformation of Tense Strategy — 3

The Night of the Iguana by Tennessee Williams
“This part of the scene, which is played in a 'scherzo' mood, has an accompanying
windy obligato on the hilltop - all through it we hear the wind from the sea gradually
rising, sweeping up the hill through the rainforest, and there are fitful glimmers of
lightning in the sky” (Williams 1962, 67).

Iguananin Gecesi Translated by Ulker ince as a Play
“’Skertzo’ ruh durumuyla oynanan bu boliime tepede esen riizgar eslik eder-denizden
yavas yavas yiikselen, yagmur ormanlar1 arasindan tepeyi yalayip gegen riizgarn duyariz,

gokyiiziinde diizensiz simsek pariltilar: vardir” (trans. Ince 1990, 73-74).
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Table 13 - Continued

An Example of Transformation of Tense Strategy — 3

Iguana Gecesi Translated by Canset Unan as a Novel
“Simdi riizgarin ugultusu her tarafi kaplamaga baslamisti. Riizgar, denizden ytikseliyor,
biitlin tepeyi dolastiktan sonra ormana kadar yayiliyordu. Gokyliziinde simsekler
cakiyordu. Arada bir yanip sénen bu kivilcimlar, manzarayr bir kat daha

giizellestiriyordu...” (trans. Unan 1966, 85).

In the stage direction in Table 13, Tennessee Williams specifically presents the
mood of the scene and Ulker Ince also gives place to that mood in her translation.
However, like most of the theatre terms and the sentences they become a part of, this
one is also omitted by Canset Unan in her translation. She also adds another sentence
which goes as “lightnings in the sky make the view more beautiful” (translation mine).
The strategy | would like to mention here is transformation of tense. While the extract
from the source text and the translation by Ince are both in simple present tense, Unan’s
translation is in past continuous tense which is widely used in narrative. Transformation
of tense strategy and addition strategy are seen in Unan’s translation of the stage

direction above while Ince’s translation does not include any of them.

Table 14

An Example of Transformation of Tense Strategy — 4

The Night of the Iguana by Tennessee Williams
“He grips the section of railing by the verandah steps and stares with wide lost eyes. His

chest heaves like a spent runner's and he is bathed in sweat” (Williams 1962, 29).

Iguananin Gecesi Translated by Ulker ince as a Play
“Veranda basamaklarinin trabzanina tutunur, agilmis bos gozlerle dik dik bakar. Gogsii,

yorgun bir kosucununki gibi iner kalkar, ter i¢indedir” (trans. Ince 1990, 35).
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Table 14 - Continued

An Example of Transformation of Tense Strategy — 4

Iguana Gecesi Translated by Canset Unan as a Novel
“Verandaya ¢ikan merdivenin demirini kavradi, sonra gozlerini faltasi gibi acarak bos
bos etrafina bakindi. Gogsii tipki bir kosucununki gibi inip kalkiyordu. Her tarafi ter
iginde kalmist1” (trans. Unan 1966, 38).

In Table 14, both stage directions from the source text and Ince’s translation are
in simple present tense. However, Unan employs the strategy of transformation of tense

and translates this stage direction in simple past and past continuous tense.

Table 15

An Example of Transformation of Tense Strategy — 5

The Night of the Iguana by Tennessee Williams
“Mrs. MAXINE FAULK, the proprictor of the hotel, comes around the turn of the
verandah. She is a stout, swarthy woman in her middle forties-affable and rapaciously
lusty” (Williams 1962, 7).

Iguananin Gecesi Translated by Ulker Ince as a Play
“Otelin sahibesi Bayan MAXINE FAULK verandanin kdsesinden goriiniir. Kirk bes
yaglarinda, esmer, iri yapili bir kadindir, canayakin ve istek doludur” (trans. Ince 1990,
13).

Iguana Gecesi Translated by Canset Unan as a Novel
“O sirada verandanin bir kosesinde saatlerdir miisteri beklemekte olan otelin sisman,

esmer, kirk yaslarinda, hos tavirli sahibi Mrs. Maxine Faulk’un gozleri parlamisti”

(trans. Unan 1966, 8).

In Table 15, Ince’s translation is in simple present tense as is the case with the
source text. However, in Unan translation, the particular part of the source text is in
simple past tense. While there are no additions or omissions in Ince’s translation, Unan

also employs addition strategy in this example with the words referring to Maxine
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which are “who has been waiting for customers for hours” (translation mine) and “her
eyes were glowed” (translation mine). It can be seen that Unan’s translation includes
additions and transformation of tense while that of Ince does not.

After analyzing some of the examples of different strategies which the
translators employed on the stage directions in the source text one by one, | would like
to summarize the analysis. Canset Unan’s translation of the source text has many
additions and omissions compared to Ulker Ince’s translation, in which just a few
additions and omissions were found. There are also many tense shifts in Unan’s
translation, unlike Ince’s Jguananin Gecesi in which the translator uses tense shifts in
few contexts. These results show that Canset Unan’s intergenre translation of The Night
of the Iguana, which is a translation for the page, has many additions, omissions and
tense shifts while Ulker Ince’s translation, which is a translation for the stage, has just a
few. In the next part, 1 will present a discussion on these findings and associate them

with the generalization | presented in the third part.
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6 DISCUSSION

When the two translations of The Night of the Iguana are analyzed, it is seen that Ulker
Ince’s translation does not have any noticeable changes in terms of addition strategy.
However, many additions are seen in Canset Unan’s translation. With these in the target
text, Unan might have had the intention of attracting the reader to the text more. She
mostly uses these additions to express or exaggerate the feelings of the characters or the
feeling that will emerge from the situation in the text in details. Sometimes, she puts
herself into the characters’ shoes and tries to describe how they feel. She also
dramatizes what is happening in the play by adding sentences which are strongly
emotional and for some stages in the source text she gives some social messages to the
reader.

In order to understand the reason behind this addition strategy applied by Unan,
the difference between the genres of the two texts need to be addressed. As it is
explained above, stage directions are an important part of non-verbal elements in theatre
texts. Since stage directions are not a part of the target text — Unan’s translation - for it
is a novel, these additions may be associated with the features of the novel as a genre. In
his book Speech in the English Novel, Norman Page states that the spoken word in daily
life (and, somewhat, on the stage) mostly determines its significance from the setting of
circumstance, the connection of language to each one of those extra-linguistic features.
However, in a novel, those extra-linguistic features must be provided intentionally and
unequivocally, and this can only be done by linguistic means (Page 1988, 9). In a play,
the actors and the audience are at the same place, they share the setting, they see and
hear the same things (cf. Page 1988, 9). In a theatre text, the playwright provides those
extra-linguistic features via stage directions. However, novelists do not have any setting
in common with the readers which they presuppose, so they must provide that setting
verbally in their novel. That is why novels are “likely to be more heavily burdened with
informative and suggestive detail” (Page 1988, 9). In this case, Unan acts like a novelist
because she translates a theatre text into a novel and it can be understood that in order to
share the setting with the reader effectively, she makes these additions. By adding

informative details, dramatizing the situation, expressing the feelings of the characters
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strongly and giving messages to the readers, she might have had the aim of making
them feel like they are in the same place, as in a theater.

These additions can also be explained through the narrative feature of novels. In
theatre texts, information can be transferred by verbal or non-verbal elements — stage
directions etc. However, in a novel, there is an obvious narrator “acting as a mediating
agent between the author and the reader” (Weber 1990, 101) to transfer the information
to the reader. The narrator provides the background and probably with some sort of
interpretation of the situation to the reader (Link 1980, 24). Therefore, while translating
the stage directions, Unan acts both as a translator and as a narrator. By doing so, she
bridges the gap between the playwright and the target novel reader.

When it comes to omission strategy, there are just a couple of omissions from
the stage directions in Ince’s translation and these omissions are not on a large scale. On
the other hand, Unan’s translation has many omissions. These omissions are mostly
from the stage directions which include theatre terms. Thus, it can be said that Unan’s
reason behind employing omission strategy on translating stage directions is the same as
that of addition strategy — genre difference between the source text and the target text.
Jiri Veltrusky argues that people read the plays as they read novels. The readers of a
play just see the language, not the actors or the stage. Mostly they do not picture the
stage and the setting on their mind, nor do the readers of a novel (Veltrusky in Bassnett
1998, 99). As stated in the first part of this thesis, Veltrusky is one of the supporters of
translation for the page. When his words are considered from this point of view, the
reason for Unan’s omission strategy can be explained. Theatre terms are not substantial
for her to accomplish her translation. She does not want the reader to imagine the
characters on the stage or the setting because she translates a theatre text into a novel.

Another strategy mentioned above is transformation of tense. As in most theatre
texts, the stage directions in The Night of the Iguana are in present aspect. When the
target text by Ulker Ince is analyzed, it is seen that she prefers simple present tense in
all her stage directions. However, while translating the stage directions, Unan prefers
past tenses mostly. The reason for this decision can also be explained in light of
intergenre translation. In a novel, as it is stated above, the information is transferred by
a narrator. Narrators act as though they witnessed the situation that happened and

narrate it to the reader. Unlike novels, in theatre texts, witnesses and readers and/or the
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audience are the same person. Therefore, the language use of the narrator differs from
the one used in stage directions (Link 1980, 24-25). Since Unan is the narrator in her
translation, these tense shifts are seen in Iguana Gecesi.

In order to interpret those choices of the translators on a theoretical framework, |
would like to mention Hans J. Vermeer’s Skopos Theory. It is one of the target-oriented
theories put forward after the paradigm shift in Translation Studies. After defining the
Skopos Theory as a heavily target-oriented one, by finding it interesting to realize the
existence of a need to have a new approach towards target orientedness, Toury states
that the beginnings of his and Vermeer’s studies are concurrent and they meet on some
common grounds (Toury 1995, 25).

“Skopos is a Greek word meaning ‘purpose, aim, goal, finality, objective;
intention”” (Vermeer 1996, 4). Every translation process is an act and every act has a
purpose. Since writing is an act, every text also has an aim. During the translation
process, translators make decisions for the sake of their objectives, and the translator’s
objectives do not have to be the same as those of the source text’s writer. In his article
“Skopos and Commission in Translational Action”, Vermeer explains his views as

follows:

The source text does not determine the variety of the target text, nor does
the text variety determine ipso facto the form of the target text (the text
variety does not determine the skopos, either); rather, it is the skopos of
the translation that also determines the appropriate text variety” (\Vermeer
2000, 232).

When the case study is taken into account in the light of this theory, it can be
understood from the stage directions that the skopos of Tennessee Williams for his
theatre text is to be staged and, in a way that he desires. The skopos of Ulker Ince’s
translation, Iguananmn Gecesi, is the same as that of the source text since it includes the
stage directions, as well. On the other hand, the skopos of Canset Unan’s translation,
Iguana Gecesi, differs from them since it is a novel and is not translated for the stage.
Therefore, the different strategies of the translators on translating the stage directions in
the source text can be explained via the different skopos of each translation.

In parallel with Skopos Theory, the difference between the target texts can also

be explained through the Christiane Nord’s viewpoint to translation. In her article
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“Translating as a Purposeful Activity: A Prospective Approach”, she points out that in
the target audience, every translation is aimed to accomplish a specific communicative
purpose and if the target audience and their needs and expectations are analyzed, in
order to meet those needs and expectations better, a more suitable product may be
delivered (Nord 2006, 133). Describing this approach as functional translation, she
states that the translation strategy is determined by the translation purpose and the
intended function of the target text may differ from that of the source text “as long as it
is not contradictory to, or incompatible with, the source-text author’s communicative
intention(s)” (Nord 2006, 143). In this case, the function of Iguana Gecesi is different
from both Jguananin Gecesi and The Night of the Igana’s functions. While the function
of Unan’s translation is intended to be read as a novel, the source text and the other
translation are to be staged. The target audience of Unan’s translation is novel readers
while those of the source text and Ince’s translation are people who are interested in
theatre. Thus, the difference in the function might be the reason for Unan to apply the
strategies above.

After discussing the findings within a theoretical framework, | would like to go
back to the aforementioned generalization in my thesis and associate it with the
findings. The summary of that generalization is that while translations for the page tend
to be faithful to the source text by not including additions or omissions, translations for
the stage are away from the notions of fidelity and take more liberties with the source
text by having additions and omissions.

In this case, as it is stated above, /guananin Gecesi by Ulker Ince is a translation
for the stage — it includes stage directions and it was put on the stage - while Iguana
Gecesi by Canset Unan is a translation for the page — it is a novel. As it is mentioned
above in the fifth part, Ulker Ince’s translation has just a few additions, omissions and
tense shifts whereas Canset Unan’s translation has many. Therefore, here in this case,
while the translation for the page has many additions and omissions, the translation for
the stage has just a few, which is the opposite of the generalization above.

The reason why this case stays out of that generalization lies beneath the skopos
of the translations. The skopos of Ince’s translation is to put the theatre text on the
stage. In the generalization, it is said that translations for the stage tend to be away from

the notions of fidelity and take more liberties with the source text because the target text
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will be accepted as a part of the target theatrical system. It is much likely for two
different cultures’ theatrical systems to have some differences between each other.
However, when Ince’s translation for the stage is analyzed, it is seen that there are no
significant differences related to the source and the target theatrical system between the
source text and the target text. The reason behind this might be an implication for the
interlingual translator which Bassnett explains as “if performers were bound in a
vertical master-servant relationship to the written text, so also should translators be”
(Bassnett 1991, 105). Maybe, there are not many differences between the source and the
target theatrical system or maybe the translator leaves those changes related to the
theatrical systems to the prospective dramaturge(s) or the director(s) of the play.

The skopos of Unan’s translation, however, is to translate the source text into a
novel to be read by the target reader. According to the generalization, the translations
for the page have been faithful to the source text since accepting the playwrights like
Shakespeare as literary saints. Those translations for the page intended to address may
be the ones which are theatre texts not to be staged but to be read only. In this case,
since it is an intergenre translation, Unan’s translation is also a translation for the page,
and this skopos as an intergenre translation makes it have many additions and omissions
to be accepted in the target literary system.

Then, another question comes into my mind: What could affect the skopos of the
translators for translating the same text? This question could be answered through
further research with slightly different focus, but 1 would like to mention it here briefly.
After stating that norms can operate both in the translation and at each stage in the
translation process, Toury speaks of preliminary norms which are related to the
translation policy and says that this policy determines the text type to be brought in the
target culture through translation (Toury 1995, 58)!°. Of the target texts in the case, the
effects of translation policy can be seen more in Unan’s translation since it is an
intergenre translation. One can assume that the rate of reading novels outnumbers that
of reading theatre texts and that may be an explanation for the choice of the publishing
house of Iguana Gecesi, Altin Kitaplar, to translate the source text into a novel.

Moreover, in the same book, there is another play Cat on a Hot Tin Roof by Tennessee

10 For more information on norms in translation, see. Toury, Gideon. 1995. Descriptive Translation
Studies and Beyond.
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Williams, which is also translated into a novel by Canset Unan. However, there is no
information about it on the book cover or in the first pages of the book. Also, the book
never mentions The Night of the Iguana as a play but refers to the movie based on the
play giving the names of the actors starring in it. By doing so, the publishing house
might have tried to attract the target cinemagoers. A publishing house is rightfully
concerned about the market share of a book. As Peter D. Arnott states in his book An
Introduction to the Greek Theater, recently prose works have been more popular and
preferring to translate in prose may result in increase in sales (Arnott 1959, 186-187). I
would like to put an end to my discussion by referring to Adrienne Mason. In her article
“Moliere Among the Penguins: John Wood's Translations for the Early Penguin
Classics”, she points out that for the translations for the page, the collective context of
translation process which includes the publishing house is rarely analyzed. She speaks
of the unavailability of the publishers’ records as the reason for this. However, she
states that this cooperation governs not only the choice of the translator and translations’
titles but also “the way the text is translated and, crucially, its market share” (Mason
2013, 123). All these reasons can be an answer to the question above: What could affect

the skopos of the translators for translating the same text?
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7 CONCLUSIONS

The aim of this thesis was to test a generalization on theatre translation put forward by
different scholars which presupposes that translations for the page are faithful to the
source text with no additions and/or omissions while translations for the stage are away
from the notions of fidelity by including additions and/or omissions. In order to realize
that purpose, | decided to analyze the two Turkish translations of the theatre text The
Night of the Iguana by Tennessee Williams in the light of Skopos Theory by Hans J.
Vermeer. The target texts chosen for this study are Ulker Ince’s translation Jguananin
Gecesi and Canset Unan’s translation Iguana Gecesi. While ince’s translation is a
theatre text — a translation for the stage, Unan’s translation, which is a novel — a
translation for the page, is an example of intergenre translation. Considering this as a
starting point of my thesis, after presenting some thoughts on theatre translation
throughout the years, | tried to explain the concept of intergenre translation referring to
the tripartite definition of translation by Roman Jakobson. Then, | introduced the
abovementioned generalization on two different translation strategies employed while
translating theatre texts and analyzed the target texts in the study to compare the
findings to that generalization. | found out that the findings of this study showed the
opposite of what was stated in the generalization. The skopos of the translations were
presented as the reason for this opposition. The differences between the two target texts
were mainly because of Unan’s translation’s being an intergenre translation. The skopos
of Unan’s translation which is being an intergenre translation also makes the case in this
thesis not overlap with the generalization. | also would like to say that the references to
the movie The Night of the Iguana (1964) in the translation Iguana Gecesi made me
think of a further study considering these two, and maybe with the staged play and the
theatre text, too.

While | was writing my thesis, | found out that there are not many studies on
intergenre translations in relevant literature in Translation Studies. Different terms are
used to define this kind of translation and in some of those studies, the terms do not
correspond with one another. | believe that my thesis presented worthwhile conclusions
in terms of intergenre translation and further research taking intergenre translation into

consideration will clarify the concept of intergenre translation more.
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APPENDICES

APPENDIX 1 - CORRESPONDENCES

Altin Kitaplar 18 Temmuz Per 13:09 (12 giin 6nce) N :
Alici: ben =

Taha Bey merhaba,

Kitap 1966’da basilmis ve kayitlarimizda bir bilgiye rastlayamadik. O nedenle

maalesef bizim de elimizde kitap harig bir bilgi yok.

Saygilarimizla

4 Yanitla ®» Yonlendir

The e-mail from Alnn Kitaplar, the publishing house of Iguana Gecesi

Publishing Corp., New .. 18 Temmuz Per 19:11 (12 giin 6nce)  Y¢ 4
Alici: ben =

Dear Taha,
| do not believe there has been a novel version of the story. At least we do not hold

one in our records, and I've never heard of one. | can't say for sure that it does not
exist, but to my knowledge, there is only the play and the short story.

Best,

The e-mail from New Directions Publishing, the publishing house of The Night of
the Iguana
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John Bak 18 Temmuz Per 23:15 (12 giin 6nce) Yy 4
Alici: ben

Dear Taha,

No there’s not a novel but rather a short story of Iguana. It is not at all like the play
but the theme is similar. You can find it in Williams’s Collected Stories.
Best. John

Sent from my iPhone

The e-mail from Professor John Bak, the writer of the book titled Tennessee
Williams: A Literary Life
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APPENDIX 2 - THE SKETCH BY OLIVER SMITH

Photo: Friedman-Abeles

Sketch of serring designed by Oliver Smith
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APPENDIX 3 - THE FINDINGS OF THE CASE STUDY

The Night of the Iguana
by Tennessee Williams

Iguananin Gecesi

translated by Ulker Ince

Iguana Gecesi translated

by Canset Unan

“The play takes place in
the summer of 1940 in a
rather rustic and very
Bohemian hotel, the Costa
Verde, which, as its name
implies, sits on a jungle-
covered hilltop
overlooking the “caleta,” or
‘morning beach’ of Puerto
Barrio in Mexico.”

(Williams 1962, 5)

“Oyun, 1940 yazinda,
olduk¢a basit ve kalender
goriiniiglic bir otelde geger.
Costa Verde Oteli, adindan
da

Meksika’dadir.

anlasilacagi gibi,
Barrio
Limaninin  “caleta”

“sabah

yani
kumsali”na
yliksekten bakan,
ormanlarla kapli bir tepeye
kurulmustur.” (trans. Ince

1990, 11)

“Yil 1940. Mevsimlerden

yaz. Basit goriinlisli bir
olan Costa

Meksika’nin

bohem oteli

Verde,

bir
Bu

ormanlik tepesinde

kurulmustu.

bakildig1

tepeden
zaman Puerto
Barrio ve plajimin kus bakisi
cok giizel bir
vardi.” (trans. Unan 1966,

7)

gorinusu

“At that time-twenty years
ago- the west coast of
had

become the Las Vegas and

Mexico not yet
Miami Beach of Mexico.”

(Williams 1962, 5)

yil
bat1

“O giinlerde —yirmi

once- Meksika nin
kiyis1 heniiz Meksika’nin
Miami Beach’i, Las
Vegas’t olmamustt.” (trans.

Ince 1990, 11)

“The setting for the play is
the wide verandah of the
hotel.” (Williams 1962, 5)

“Oyunun gectigi yer, otelin
ontindeki genis
verandadir.” Ince

1990, 11)

(trans.

“Otelin ilk gbze ¢arpan
kismi, genis verandasiydi.”

(trans. Unan 1966, 7)

“...but on the stage we see
only the front and one
side.” (Williams 1962, 5)

biz

yalnizca Oniiyle

sahnede
tek bir

(trans.

“...ama

yanini

Ince 1990, 11)

gorlriiz.”
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“Below the verandah,

which is slightly raised
above the stage level, are
shrubs with vivid trumpet
shaped flowers and a few
cactus plants, while at the
sides we see the foliage of
the encroaching jungle.”

(Williams 1962, 5)

“Sahne diizeyinden biraz
yiikseltilmis olan
verandanin altinda, boru
seklinde canli ¢igekleri olan
birkag kaktiis bitkisi vardir.
Yanlardaysa, ¢evreyi saran
ormanin yapraklarimi
goriiriiz.” (trans. Iince 1990,

11)

“Bahg¢enin, verandanin alt

kismmma gelen kosesini,

trampet bi¢cimindeki
ciceklerle, bir ka¢ kaktiis
agact stislemekteydi.”

(trans. Unan 1966, 7)

“A tall coconut palm slants
upward at one side, its
trunk notched for a climber
to chop down coconuts for
rum-cocos.” (Williams

1962, 5)

“Bir kiyidan, uzun, egik bir

hindistan  cevizi  agaci
yiukselir. Govdesi, bir ¢esit
rom yapmakta kullanilan
meyvelerini toplamak i¢in
tirmanmaya yarayan
centiklerle kaplidir.” (trans.

Ince 1990, 11)

“For the night scenes they
are lighted from within, so
that each cubicle appears
as a little interior stage, the
curtains giving a misty
effect to their dim inside
lighting.” (Williams 1962,
5)

“Gece sahnelerinde, igten
aydinlatilirlar, boylece her
bir odacik kiiciik bir i¢
sahne goriintiisii kazanirken
tel perdeler de yar1 karanlik
i¢ aydinlatmaya puslu bir
goriiniis kazandirirlar.”

(trans. ince 1990, 11)

“Geceleri odalarin renk renk
1siklar1 yandiginda, insan
sihirli bir alemde santyordu
kendini.” (trans. Unan 1966,
7-8)

“Orada hersey Oylesine
canli, dylesine degisikti ki...
Tropikal iilkelerin biitiin
ozelliklerini ~ gorebilirdiniz
Puerto Barrio’da. Burada

hersey, bir hayal bulutunun
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gesitli  renkleri  altinda
gizlenmisti sanki. Meksika,
Puerto Barria ve Costa
Verde... Iste bu {i¢ isim
birlesmis ve zengin bir
hayat kaynagi olmuslardi...”

(trans. Unan 1966, 8)

“A path which goes down
through the rain forest to
the highway and the beach,
its opening masked by
foliage, leads off from one
side of the verandah.”
(Williams 1962, 5)

“Yagmur ormanlari
arasindan karayoluna ve
kumsala  giden,  girisi
yapraklarla ortiilii patika,
verandanin bir kiyisindan
baglayarak

(trans. Ince 1990, 11)

uzaklagir.”

“O 1slak ormanlara giden

patika, her zaman
yapraklarla ortiilii olurdu.”

(trans. Unan 1966, 8)

“Bu yolda, kurumus

yapraklari cigneyerek
yagmurdan sonraki topragin
nemli  kokusunu  igine
¢cekmek, yeni bir gii¢ verirdi
insana. O da bodyle bir ruh

haliyle diinyay1 toz pembe

gorlir, ac1 gerceklerden,
kederli diistincelerden
tamamiyle uzaklasirdi.”

(trans. Unan 1966, 8)

“A canvas hammock is
strung from posts on the
verandah and there are a
few old wicker rockers and
rattan lounging chairs at
one side.” (Williams 1962,

“Verandanin direkleri

arasinda branda bezi bir

hamak gerilidir. Birkag
eski, salincakli hasir
sandalye ile hezaren
sandalye vardir.” (trans.
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5)

Ince 1990, 11)

“As the curtain rises, there
are sounds of a party of
excited female tourists
arriving by bus on the road
down the hill below the
Costa  Verde  Hotel.”

(Williams 1962, 7)

“Perde kalktiginda, Costa
Verde Otelinin bulundugu
tepenin  etegindeki yola
otobiisle gelen heyecanli
kadin
duyulur.” (trans. ince 1990,

13)

turistlerin  sesleri

“O giin de yine her zamanki
gibi otelin asag1 yolunda bir
turist  otobiisii

(trans. Unan 1966, 8)

goziiktii.”

“Fakat bu seferki otobiis
halki, digerlerinden
farkliydi. Evet, yolcularin
hepsi kadindi! Blowing
Rock’taki kiz  Kolejinin
ogretmenleriydi bunlar.
Onbir kadin birbirleriyle

sohbet ediyor, arada sirada

yuksek perdeden kahkahalar

attyor,  gectikleri  yerler
hakkinda fikir
yuriitiiyorlardi. Otobiis
yaklastikca kadinlarin

giirliltlisii verandadan daha
¢ok duyulmaga basladi.”
(trans. Unan 1966, 8)

“Mrs. MAXINE FAULK,
the proprietor of the hotel,
comes around the turn of
the verandah. She is a
stout, swarthy woman in
her middle forties-affable
and

rapaciously  lusty.”

“Otelin  sahibesi  Bayan
MAXINE FAULK
verandanin kosesinden
goruntr. Kirk bes

yaslarinda, esmer, iri yapili
bir kadindir, canayakin ve

istek doludur.” (trans. Ince

“O sirada verandanin bir
kosesinde saatlerdir miisteri
otelin

kirk

beklemekte olan

sisman, esmer,
yaslarinda, hos tavirli sahibi
Mrs.

Maxine  Faulk’un

gozleri parlamist.” (trans.
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(Williams 1962, 7)

1990, 13)

Unan 1966, 8)

“Kadin, otobiisin bir an

once durmasini,
miisterilerin tek tek oteline
gelmesini arzuluyordu. Her
halinden para canlis1 oldugu
belliydi.

saklamaga

Bunu ne kadar
calissa
gozlerindeki o hirshi anlam,
bu
koyuyordu.”
1966, 8)

sirrini ortaya

(trans. Unan

“She is wearing a pair of
levis and a blouse that is
half
(Williams 1962, 7)

unbuttoned.”

“Ayaginda  bir  blucin
pantolon, sirtinda da yari
bir  bluz
vardir.” (trans. Ince 1990,

13)

diigmelenmis

“Kadmin tuzerinde bir etek

ile diigmelerinin  yarisi

iliklenmis yarist
iliklenmemis  bir  bliz
vardi.” (trans. Unan 1966,

8)

“She is
PEDRO,

about

followed by

a Mexican of
twenty-slim  and
attractive.” (Williams

1962, 7)

“Onu PEDRO izler. Pedro,
yirmi yaslarinda, ince ve
alimli  bir Meksikalidir.”
(trans. Ince 1990, 13)

“Yirmi yaglarinda, uzun
boylu, gosterisli bir
delikanli olan Pedro da
onunla birlikte gelenleri
tetkik etmek i¢in yolu
gozetlemekteydi.”  (trans.

Unan 1966, 8)

“He is an employee in the
hotel and also her casual
lover.” (Williams 1962, 7)

“Otelde caligmaktadir.
Arada sirada kadina
asikdashik eder.” (trans.

Ince 1990, 13)

“Zaten Mrs. Maxine Faulk
nereye gitse bu otelde isci
calisan
da,

Zaten o kadinin

olarak
Meksikali
ederdi.

geng
onu takip
(trans.

simdiki  as181ydr.”
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Unan 1966, 8-9)

“PEDRO is stuffing his
shirt under the belt of his
pants and sweating as if he
had been working hard in
the sun.” (Williams 1962,
7)

“Pedro gomlegini

pantolonunun igine
tikistirmakta, bir yandan da
sanki giinesin altinda ¢ok
caligmis gibi
terlemektedir.” (trans. Ince
1990, 13)

“Pedro hem yola bakiyor,
hem de sanki giines altinda

¢ok calismaktan terlemis

gibi gdmleginin uglarini,
pantolonunun i¢gine
yerlestiriyordu.” (trans.

Unan 1966, 9)

“MRS.

down

FAULK
the hill
pleased by the sight of

looks

and is

someone coming up from
the tourist bus below.”
(Williams 1962, 7)

“Bayan FAULK tepeden

asagr bakar ve oradaki

otobiisten yukar1 dogru

gelen birini gortlince

sevinir:” (trans. Ince 1990,
13)

“Birden az oOnce endiseli

olan kadinin gozlerinde
seving pariltilart  belirdi.”

(trans. Unan 1966, 9)

“Acaba boyle birdenbire ne

olmustu.  Yoksa, yoksa

otoblis durmus, turistler

tepeyi  tirmanmaga

Yo,

mi1
baslamislardi? hayir
sadece bir kisi, yavas yavas
tepeyi ¢ikmaga calisiyordu.
Bir bu.

erkekti Golge

gittikce biiyliyor, gittikce
yaklastyordu. Maxine onu
tanimusti. Bu, turist
otobiislinlin gezi tertipgisi
rehber Shannon’dan baskasi

degildi. Belki de kadina en

giizel, en sevingli
haberlerini  getirmek igin
can atiyordu. Kimbilir...
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Fakat kadimin  sevinci,

sadece turistlerin oteline
geleceginden miydi acaba?
Herhalde bu erkege karsi
kalbinde kimildayan tath
duygular da vardi.” (trans.

Unan 1966, 9)

“...He does not appear on
the jungle path for a
minute or two after the
shouting between them

starts.” (Williams 1962, 7)

(13

. Aralarindaki bagrisma
basladiktan bir-iki dakika
sonrasina kadar Shannon
orman yolunda goriinmez.”

(trans. Ince 1990, 13)

“Shannon stk agaclarla
heniiz
bir

Ve

kaplh patikaya

sapmistt ki ikinci
kahkaha sesi duydu.
hemen arkasindan yine o
giir ses yikseldi.” (trans.

Unan 1966, 9)

“Artik bu kadin da c¢ok

oluyor, diye diistindii
Shannon. Onun bdyle ileri
geri  konusmasina  ¢ok
sinirlenmisti. Ustelik kiistah

kiistah verandadan ta yola

haykirtyordu. Artik  ona
haddini bildirmek
zamaninin geldigini

anlamigti geng adam. Zaten
tepeyi gligliikle tirmanmaya

calisiyordu. Bir de kadinin
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sualini cevaplandirmak, bu
yorgunlugun {istline tuz
biber demekti.”

(trans. Unan 1966, 9-10)

ekmek

“Buranin halki bu ickinin
adeta hastastydilar.” (trans.
Unan 1966, 10)

“MAXINE lops the end off
with  the
PANCHO
trots up to the verandah
with  SHANNON’s bag-a

beat-up Gladstone covered

a  coconut

machete, as

with travel stickers from
all  over the
(Williams 1962, 8)

world.”

“PANCHO elinde ¢anta ile
verandaya dogru yliriirken,
MAXINE

hindistancevizinin

PANCHO,

basini
ugurur.

SHANNON’un diinyanin
dort bir yanimi dolasmis,
etiketlerle kapli, iyice eski
yol ¢antasini tasimaktadir.”

(trans. Ince 1990, 14)

“Maxine, Shannon’u adeta
g6z hapsine almis, israrl

bakislarla siiziiyordu. Erkek

ise bakislarini ondan
kaciriyor, bu  bakislar
altinda stkildigini

davranislariyla belli etmege
calistyordu. Ama faydasizdi
biitiin bunlar. Ciinkii kadin,

tipki a¢ bir kurt gibi, onu

seyretmekten  biiylik  bir
zevk duyuyordu.” (trans.
Unan 1966, 11)

“Shannon, eliyle basini
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ovusturuyordu.
Bakislarindan  kendini

bir

iyl
hissetmedigi, derdi
oldugunu anlamak hi¢ de

zor degildi. Maxine’nin de

bu durum gbzlinden
kagmamistt ama herseyi
Shannon’un anlatmasini
beklediginden  susuyordu.

Nihayet Shannon yavasca
dudaklarin kimildatt1.”
(trans. Unan 1966, 11)

Shannon sasirmisti.
Olamazdi bu. Olamazdi.
Oradan son ayrilisinda Fred
yastyordu. Ustelik
glicliiydii, hicbir derdi
yoktu. Insanin gelip de
birdenbire biraktig1 bir
kimseyi bulamamasi, iistelik
bir daha onunla hig¢, ama hig
bir zaman
karsilasmiyacagini
bilmesine korkunctu.
Shannon duydugundan emin
olmak i¢in yeniden sordu.”

(trans. Unan 1966, 11)

“MISS HANNA JELKES

appears below the
verandah steps and stops

short as SHANNON turns

“Verandanin

basamaklarinin altindan

Bayan HANNAH JELKES
gorliniir, ama SHANNON

“Shannon kendini diinyada

yapayalmiz ~ kalmis  gibi

hissetti. Sonra bu garip

duygu altinda basin1 duvara
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to the Wall, pounding his

fist against it with a
sobbing sound in his
throat.

HANNAH: Excuse me.
SHANNON looks down at
her, dazed. HANNAH is
remarkable-looking
ethereal, almost ghostyl.
She suggests a Gothic
cathedral image of a
medieval Saint, but
animated. She could be
thirty, she could be forty:
she is totally feminine and
yet androgynous-looking-
She is

wearing a cotton print

almost timeless.

dress and has a bag slung

on a strap over her
shoulder.

HANNAH: Is this the
Costa  Verde Hotel?”

(Williams 1962, 18)

duvara doniip bogazinda bir

hickirik duvari

birden

sesiyle
yumruklayinca
durur.
HANNAH: Oziir dilerim.
SHANNON saskin saskin
asagiya, bakar.
HANNAH dikkat ¢ekici bir

ona
kizdir-ipincecik,  hayalet
gibi. Gotik katedrallerinin
ortagag aziz imgelerini
andirir, onlardan tek farki
canli olusudur. Yasi otuz
kirk da olabilir.

bir

olabilir,

Son  derece disi

gorliniisiic oldugu halde,
hem erkek hem de disi
gibidir-hemen hemen
zaman dis1 bir gorlniisi
vardir.” (trans. Ince 1990,

24)

dayadi, bogazinda hickirik
sesleri perde perde artarken
o yumruklariyla  duvan
dévmege devam ediyordu.
Fakat Shannon verandada
yalmiz oldugunu sanmakla
aldaniyordu; ¢iinkii  onu
biraz uzaktan seyreden biri
vardi. Bu, Hannah Jelkes
adinda, her erkegin basim

dondiirecek kadar giizel,

onlar1 esir edecek kadar
cazibeli bir kadindi.
Ortagaglarda yasamis
azizelerin havasini

tasimakla beraber onlardan
daha Kadinin

bir

canliyd.
gercekten hayali
giizelligi vardi. Otuz kirk
yaslarinda ya var ya yoktu.
Fakat

ilerlemis  yasina

ragmen tam bir disiydi.
Bakislarinda insani
sonsuzluga siiriikleyen bir
esrar gizliydi. Viicudunun
kivrimlarimi géz  Oniine
seren giizel bir keten elbise
giymisti. Omuzunda ise
askili bir canta tasityordu.
Kadin  bir

hayal  gibi

Shannon’a yaklasti. Geng
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adam ise ayak seslerini

farkeder etmez, o bitkin

halinden styrilmagi
becermis, arkaya donmiis,
fakat

bakmaktan

kadina bos bos
kendini
kurtaramamisti. Kadin bir
anda onu bu otelin sahibi
oldugunu sandigindan
‘Costa Verde Oteli burasi
mi?’ diye sordu.” (trans.

Unan 1966, 24)

“Then Maxine reappears.
SHANNON: How about
the call? Did she make a
phone call?” (Williams
1962, 19)

“Sonra MAXINE gériiniir.
SHANNON: Telefondan ne
haber? Telefon etti

(trans. Ince 1990, 25)

mi?”

“Aradan  birka¢  dakika
gecmis  gecmemisti ki
Shannon, Maxine’in
kendine yaklagmakta

oldugunu farketti. Yavasca

hamagin iginde dogruldu.
Meraktan neredeyse
Olecekti. Acaba telefon
meselesi ne  olmustu?”

(trans. Unan 1966, 25)

“MAXINE: How about a
rum-coco? We give a
complimentary  rum-coco
to all our guests here. [Her
offer is apparently
unheard. She shrugs and
drinks  the  rum-coco
herself.]” (Williams 1962,

28)

“MAXINE:
Hindistancevizli rom’a ne
biitiin

dersiniz? Burada

konuklarimiza ikram olarak

(Teklif  besbelli

duyulmamastir, omuz

veririz.

silker, rom’u kendisi iger.)”

(trans. Ince 1990, 34)

“Maxine, Miss Fellowes’e o

anda  hazirladigr  igkiyi
ikram etmek istemisti. Fakat
bu teklifi dylesine algak bir
sesle yapmistt ki 0gretmen
duymamist1 bile. Oysa otele
gelen biitlin misafirlere bu
ickiyi bir iltifat olmak i¢in
Otelci

ikram  ederlerdi.
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kadin, ikinci defa teklifini

tekrarlamaga lizum
gormeden  igckiyi  kendi
dudaklarina gotiirdi.
Shannon durmadan
konusmakta 1srar1
ediyordu.” (trans. Unan
1966, 36)

“He grips the section of | “Veranda basamaklarinin | “Verandaya ¢ikan

railing by the verandah | trabzanina tutunur, agilmis | merdivenin demirini

steps and stares with wide | bos goézlerle dik dik bakar. | kavradi, sonra  gozlerini

lost eyes. His chest heaves
like a spent runner's and he
is bathed in
(Williams 1962, 29)

sweat.”

Gogsii, yorgun bir
kosucununki  gibi  iner
kalkar, ter ic¢indedir.”

(trans. Ince 1990, 35)

faltas1 gibi agarak bos bos

etrafina  bakindi. Go6gsi
tipk1 bir kosucununki gibi
inip kalkiyordu. Her tarafi
ter i¢inde kalmisti. Zaten
kendini son giinlerde hi¢ iyi
hissetmiyordu. Bir de bugiin
bu yolcularin yaptiklari,
bilhassa az Once kendine
hakaret eden san Ogretmeni
cileden

onu busbitiin

cikartmis, hayattan nefret
ettirmisti. Simdi de otelci

kadin, karsisina ge¢mis, onu

Fred’in odasina
yerlestirmege  ¢alistyordu.
Kadinin diistincelerini

anlamayacak tipte bir erkek
degildi o0.”
1966, 38-39)

(trans. Unan
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“Hannah appears at the top
of the path, pushing her
grandfather, Nonno, in a
wheelchair. He is a very
old man, but has a
powerful voice for his age

and always seems to be

shouting  something of
importance, Nonno is a
poet and a showman.

There is a good kind of

pride and he has it
carrying it like a banner
wherever he goes. He is
immaculately dressed — a
linen suit, white as his
thick poet's hair; a black
string tie; and he is holding
a black cane with a gold
crook.” (Williams 1962,

29)

“HANNAH, biiyiikbabasi
NONNO’nun tekerlekli
iskemlesini iterek patikanin
basinda goriiniir. Cok yaslh
bir adamdir, ama yasina
gore sesi ¢ok giirdiir ve
sanki her soyledigi soz
onemliymis gibi bagirarak
sOyler. NONNO ozandr,
ayni zamanda da bir gosteri
ustast. Hani hos bir gurur
vardir ya bu adamdaki iste
Oyle bir gururdur, onu bir
her

bayrak  gibi yere

tasimaktadir. Tertemiz

glyinmistir; giir, ozanvari

saclar1 kadar beyaz bir

keten takim, siyah bir

papyon kravat. Elinde de
altin sap1 kivrik siyah bir
vardir.”

kamis  baston

(trans. Ince 1990, 35)

“Gelenler olmaliydi. Evet
iki kisi geliyordu ve her
de  bu

yabancisiydi. Bunlar az

ikisi otelin
once Shannon’a otelde yer

olup  olmadigmi  soran

ile dedesi

Yash

Hannah
Nonnoy’du. adam
tekerlekli  bir

dolagmaktaydi.

sandalyeyle
Ancak
iterse

torunu arkadan

ithtiyarcik bir yerden bir
yere gidebiliyordu. Gergi
Hannah’in bliyiikbabasi
hayli yasliydi ama, kuvvetli
bir kisilige sahip oldugu her
halinden belliydi. Yasina
gore de giir bir sesi vardi.
Nonno bir sairdi. Son siirini
tamamlayabilmek i¢in
umutsuzca cirpintyordu.
Oyle gururlu bir insand1 ki,
bu 6zelligini her gittigi yere
bir pesinden

hayal gibi

stiriiklemegi aliskanlik
haline getirmisti. En sevdigi
seylerin basinda da temiz
giyinmek gelirdi. Su anda
bile {izerinde saclar1 kadar
beyaz olan keten bir takim
vardi.

elbise Boynunda
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siyah bir kravat, elinde ise

alin ~ bash  siyah  bir
baston...”  (trans. Unan
1966, 39)
“With infinite gentleness | “SHANNON sonsuz bir | “Shannon, hi¢ kimseye
Shannon has roused the | incelikle  yashi  adamui | aldiris etmeden yash adami,
old man and is leading him | oturdugu yerden | oturdugu sandalyeden
into one of the cubicles | kaldirmistir, verandanin | kaldirmig, verandanin arka
back of the verandah. | arkasindaki odaciklardan | kismindaki odalardan birine

Distant cries of

bathers are heard from the
beach. The afternoon light
is fading very fast now, as
the sun has dropped behind
an island hilltop out to
sea.” (Williams 1962, 37)

birine gotiiriir. Kumsaldan,
ylizenlerin uzak bagirislar
Gilines  denizin

bir adadaki

duyulur.
agiklarindaki
dagin tepesinin arkasina
diistiigii icin 6gleden sonra

hizla solmaktadir.”

15181
(trans. Ince 1990, 43)

gotiiriyordu  bile. Plajdan
denize girenlerin ¢igliklar
duyuluyordu. Herkes neseli
Hava

neseli egleniyordu.

insafsizca kararmaga
baslamisti. Gokyiiziindeki o
tek  tek

parlak  1siklar

sonilyor, gece manzarasi
yerini almaga calisiyordu.
Gilnes denizin tizerinde bir
tepenin arkasinda, insanlara
glizel yarinlar vaad ederek
kaybolmak iizereydi. Yarin
yepyeni bir giin dogacak,
yine gilines 1sinlar1 her yeri

kavuracaktl.” (trans. Unan

1966, 48)
“They exchange this quiet | “Bu  sessiz  konugmay1 | “Hannah  ile ~ Shannon
talk without looking at | birbirlerine bakmadan | birbirlerine hi¢ bakmadan
each other. The Mexican | yaparlar. Meksikali | konusuyorlardi. O sirada da

boys crash back through
the bushes at the top of the

oglanlar patikanin basindan

yapraklari higirdatarak

Meksikali ¢ocuk, kadmin

bavulunu getirmisti
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path, bearing some pieces
luggage
fantastically plastered with
hotel

of ancient
and travel stickers
indicating a vast range of
The
deposit the luggage near
the steps.” (Williams 1962,
38)

wandering. boys

goriiniirler, hayret verici

derecede cok yer

dolastiklarin1 gosteren otel
ve yolculuk etiketleriyle
bir-iki  eski

kaph bagaj

pargasi tasimaktadirlar.”

(trans. Ince 1990, 44)

yanlarina.”  (trans. Unan

1966, 49)

“...MAXINE is visible to
the audience only as she
appears outside the door to
her office on the wing of

the verandah.” (Williams

“MAXINE, verandanin yan
kanadinda, biirosunun

kapisina  ¢iktigi  sirada
seyirciye gOriniir.” (trans.

Ince 1990, 44)

1962, 38)
“SLOW DIM OUT AND | “YAVAS YAVAS
SLOW CURTAIN” | KARARTMA VE PERDE” | =--r-ncrmemmeemmemcameem e

(Williams 1962, 40)

(trans. Ince 1990, 45)

“The scene is bathed in a

deep  golden,  almost
coppery light; the heavy
tropical foliage gleams

with wetness from a recent
rain.” (Williams 1962, 41)

“Sahneyi sar1, asagi yukari

bakir rengi  bir 151k

doldurmustur; agir tropikal

yapraklar son yagan
yagmurun 1slakligiyla
parildamaktadir.”  (trans.

Ince 1990, 47)

“Agaclar, yagan yagmurdan
1slanmig, daha giizel, daha
canli ve parlak bir yesillige
biirtinmiislerdi.” (trans.

Unan 1966, 52)

“She is about to set up the
folding card-tables for the
evening meal, which is
served on the verandah.
All
talking, she is setting up

the while she is

“Verandada yenen aksam
yemegi i¢in katlanir oyun

masalarin1 agmak tizeredir.

Biitin bu siire icinde
konusur, masalar1 kurar,
vb.

“Kadin verandada aksam

yemegi i¢in  siralanmig
maslarin tizerindeki kartlari
diizeltmege calisirken bir
yandan da Hannah’in oda

kapisina bakiyordu. Sonra
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tables, etc.
MAXINE: Miss Jelkes?”
(Williams 1962, 41)

MAXINE: Bayan Jelkes?”
(trans. Ince 1990, 47)

aklina bir sey gelmis gibi

birkag  defa  yutkundu.
insanlarin
‘Miss

seslendi.”

Nihayet kararl
pozuna Dbiirlinerek
Jelkes?”  diye

(trans. Unan 1966, 52)

“She is distracted by the
German party singing a
marching song on the path
up the
Shannon appears at the top
of the

from beach,

path, a wet

beachrobe clinging to him.

Maxine's whole

shifts
She

freezes and blazes with it

concentration
abruptly to him.
like an exposed power
line. For a moment the 'hot
light' is concentrated on
her tense, furious figure,
Hannah provides a visual
counterpoint. She clenches
her eyes shut for a
moment, and when they
open, it is on a look of
the

stoical despair of

refuge she has
unsuccessfully fought for.
Then Shannon approaches

the verandah and the scene

“Kumsaldan gelen

Almanlarin patikadan
yukar1 ¢ikarken sdyledigi
marsa dikkati.

SHANNON

yonelir
patikanin
uzerine  simsiki

1slak

basinda
yapismis deniz
kiligiyla

MAXINE’in biitiin dikkati

goruniir.

birdendire onda toplanir.

Donar kalir ve agikta
kalmis elektrik kablosu gibi
tutusur. Bir an i¢in “sicak
151k” onun gergin, ofkeli
yliziinde

HANNAH onunla gorsel

toplanir.

bir zithk olusturmaktadir.

HANNAH, bir an i¢in

gozlerini simsiki  kapar,
actigi zaman, gozlerinde,
ele gecirmek igin bosuna
ugrastigi sigimagin
yiireklilikle karsiladig1
umutsuzlugu okunur. Artik

sahne SHANNON’undur.”

“lki kadin ayni anda yol

kenarindan  gelen  sarki
sesine kulak vermislerdi.
Evet, plajda piknik yapmis
olan Alman ailesi, ayni

tempoyla geri doniiyordu.

Maxine onlarin bu
hareketine sinirlenmisti
nedense. Otelci kadin

arkasii donmek tlizereydi ki
birden Shannon’un,
tizerinde 1slak mayosuyla
verandaya gelmekte
oldugunu gordii. O anda
kocasini, anlattiklarin1 hep
unutmus, erkegin atlet yapili
viicudunu seyre dalmsti.
Hig goziinii kirpmadan onun
attigt her adimi biytik bir
dikkatle Yizu

birden

izliyordu.

klZﬁ.I'Iy'OI', sonra

sapsar1 kesiliyor, viicudu bir

an i¢in atesler i¢inde

yaniyor sonra bir anda buz
Nedense

gibi  oluyordu.
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is his.” (Williams 1962,
44)

(trans. Ince 1990, 50)

Shannon’un varligi, kadinin

icinde  garip  duygular

kipirdamasina sebebiyet
veriyordu. Hannah ise bir an
evvel kendine gelebilmek
i¢in toparlanmaga
calisiyordu. Kisa bir an i¢in
sikica

gozlerini yumdu.

Gozlerini  yeniden acgtig
zaman bakislarinda umutsuz
bir anlam gizliydi. Herhalde
bu, az oOnce giristigi ve
basarisizlikla ciktig
tartismadan ileri geliyordu.
Artik Maxine ile
tartismasma imkan yoktu,
¢linkii Shannon yanlarina
gelmisti  bile...”

Unan 1966, 57)

(trans.

“Shannon ile Hannah yalniz
kalmislard. Umutsuzluk
icinde olan genc¢ kadin belki
karsisindaki  bu  erkege
acilirsa ferahlayacagini
diisinmiis  olacakt1 ki,

hemen oradan ayrilmak
zorunda olduklarindan ve

yeni bulunan otelden s6z

etmege basladi.”  (trans.
Unan 1966, 59)
“Miss Fellowes gittikge
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yaklagsmaktaydi. Bir yandan
da ‘Charlotte, Charlotte,
Charlotte’ diye bagirtyordu.
Charlotte ile Shannon ise
konusmaga dalmslar, higbir
seyin farkinda degillerdi.
Zavalli gen¢ kiz, sevdigi
biitiin

erkege, acik

kalpliligiyle, en  temiz
duygulariyla i¢ini dokiiyor,
ona kuvvet vermek, onu
kilmak

mutlu istiyordu.

Yalvartyordu. Ne olurdu
sanki Shannon, bu geng kiza
bir firsat verse de o da ona
istedigi tiirli
edebilse. Belki de bu kiiciik

yardim

kiz, onu mutlu kilabilirdi...

Belki onun i¢ diinyasini
degistirebilir, ona askin ne
oldugunu o6gretebilirdi ama
erkek diretiyordu. Onun i¢in
‘hayir’ dendi mi hayirdi. Ne
yazik ki Shannon kizin bu
yalvarmalar1 karsisinda tek
bir climleyle onun tutunmak
istedigi her dali kesmege
cabaliyordu.” (trans. Unan

1966, 64-65)

“Charlotte  daldig1  derin

riiyadan Miss Fellowes’in
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cok yakindan gelen sesiyle
birden  uyaniverdi.  Bir
seyler yapmasi gerekiyordu.
Ogretmeni

sekilde

Saklanmaliydi.
onu hicbir
bulmamaliydi. Yoksa, yoksa
sevdigi bu erkekten c¢ekip
ayirabilirdi onu. Ta uzaklara
gotiirebilirdi.  Sonra, ne
olacakt1 hali? Hele diin gece
olanlardan sonra?

Shannon’suz  hi¢bir yere
gitmemege kararliydi geng
kiz. Fakat isin kotiisii bir
gece Once kendini seve seve
teslim ettigi bu erkek, simdi
ondan kagiyordu. Sanki diin
aksam ona ask nagmeleri
fisildayan, giicli  kollar1
arasinda ezen, tatli bir ask
gecesi  yasatan hayalinin

erkegi, o degildi. Geng kiz

yeniden inledi.”  (trans.
Unan 1966, 65)
“Kizin  yalvariglari, ona

hicbir sey vermiyordu. Sert
kalbini

yumusatmiyordu bile. O

biraz olsun
kendince bir kadimni, bir kiz1
sevebilecek tipte bir erkek

degildi. Hem sevse bile bu
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bigare durumunda nasil bir
kizla evlenebilir, onu nasil
gecindirebilirdi  ki? Hele
Miss Fellowes’in ve diger
Ogretmenlerin onu sirkete
sikayet etmesine,
kovdurmalarina ramak

kala... Hangi kiza ‘seni

mutlu  kilacagim, rahat
yasatacagim’ diyebilirdi ki?
Kendi kisisel dertleri
yetmiyormus gibi diin gece
bu gen¢ kiz zorla odasina
girip,

atiliyor,

kollarina

da

ONnun
sonra onu
kendinle evlenmege

zorluyordu. Yeter, yeter,
diye diisiindii. Bu oyunun
bir sonu gelmeli.” (trans.

Unan 1966, 65)

“There is a windy sound in
the rain forest and a flicker
of gold light like a silent
scattering of gold coins on
the verandah; then the
sound of shouting voices.
The Mexican boys appear
with a wildly agitated
creature - a captive iguana
tied up in a shirt”

(Williams 1962, 58)

“Yagmur ormanindan 1slik
gibi bir ses duyulur, sanki
altin

verandaya sessizce

paralar saciliyormus gibi
altin renkli 151k pariltilar
sacilir; ardindan bagirisma
sesleri  gelir.  Meksikali
oglanlar c¢ilgm gibi kipir
kipir bir yaratikla birlikte
goriiniirler-bir ~ gdmlegin

icine baglanmig iguanadir

“Ormanin i¢inden vahsice

esmege baglayan riizgar

sesleri duyulmaga
baslamisti. Sonra ta
uzaktan, sanki verandanin
lizerine sessizce altin paralar
yayilmis gibi altin sarist bir
151k titremisti.  Shannon
kendi kendine c¢ok garip,
diye mirildantyordu.

Adamcagiz yine kendinden
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bu.” (trans. ince 1990, 64)

gecmek tizereydi ki
kulagina gelen giiriltili

seslerle toparlandi. Merakla

bu  giriltilerin  geldigi
tarafa bakti, bekledi,
bekledi. Nihayet ormanin

son buldugu kisimda Pedro
ile Pancho’nun ellerinde bir
sey tasidiklar1 halde otele
olduklarini
Meksikali
bir

yaklagmakta
gordii. Bu
¢ocuklarin ellerindeki,
gomlegin  i¢ine  vahsice
hapsedilmis bir iguanadan
bagka bir

(trans. Unan 1966, 76)

sey degildi.”

“The light has been
gradually, steadily
dimming  during  the

incident of the iguana's
escape. There is, in effect,
a division of scenes here,

though it is accomplished

“Iguananin kagis1 sirasinda

151k yavas yavas gittikce

azalmaktaydhi. Burada,
gercekte  herhangi  bir
karartma ya da perde

olmadig1 halde, aslinda bir

sahne bolunmesi vardir.”

without a blackout or | (trans. ince 1990, 67)

curtain.” (Williams 1962,

61)

“He turns on an outside | “Yukaridan sarkan ¢ok | “Verandadan goriilen
light fixture that is|biiylk bir 15181 yakar. | manzara bu gece gercekten
suspended from overhead, | Sahneye  ugursuz  bir | sahaneydi.” (trans. Unan
a full pearly-moon of a|aydinlik veren bu 1sik | 1966, 79)

light globe that gives an

kiiresi sanki inciden bir

81




lustre to the
(Williams 1962,

unearthly
scene.”
61)

dolunaydir.” Ince

1990, 67)

(trans.

“Shannon goes along with
it. The old man touches
something in him which is
outside of his concern with
himself.” (Williams 1962,
67)

“SHANNON
farkindadir.

onda,

durumun
Yashh adam
kendisiyle ilgili
kayginin disinda bir seye
dokunmustur.” (trans. Ince

1990, 73)

“This part of the scene,
which is played in a
'scherzo’ mood, has an
accompanying windy
obligato on the hilltop - all
through it we hear the
wind from the sea
gradually rising, sweeping
up the hill through the
rainforest, and there are
fitful glimmers of
lightning in the

(Williams 1962, 67)

Sky. 2

“’Skertzo’ ruh durumuyla
oynanan bu bdliime tepede
esen rlizgar eslik eder-

denizden yavas  yavas

yiikselen, yagmur
ormanlar1 arasindan tepeyi
yalayip riizgari

duyariz,

gecen

gokyiiziinde
diizensiz simsek pariltilar
vardir.” (trans. Ince 1990,
73-74)

“Simdi riizgdrin  ugultusu
her tarafi kaplamaga
basglamisti. Riizgar,

denizden yiikseliyor, biitiin

tepeyi dolastiktan  sonra
ormana kadar yayiliyordu.
Gokytiziinde simsekler
cakiyordu. Arada bir yanip
bu kivilcimlar,

kat daha

sonen
manzarayl bir
giizellestiriyordu...” (trans.

Unan 1966, 85)

“He has broken one of his
shoe-laces.” (Williams

1962, 68)

“Ayakkabi baglarindan
birini koparmustir.” (trans.

Ince 1990, 74)

“She draws a pack of

cigarettes from her pocket,

then replaces it
immediately without
taking a cigarette.”

(Williams 1962, 69)

“Cebinden bir paket sigara

¢ikarir, ama i¢inden bir
sigara almadan hemen geri
koyar.” (trans. Ince 1990,

75)
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“Shannon reappears from

the jungle foliage, but
remains  unnoticed by
Hannah and Maxine.”

(Williams 1962, 72)

“SHANNON yapraklar
arasindan  gortniir,
HANNAH ile MAXINE
onu farketmezler.” (trans.

Ince 1990, 78)

ama

“She gets him back into
the chair, Hannah and
Maxine are still unaware
of Shannon.” (Williams

1962, 73)

“Onu sandalyesine oturtur.
HANNAH ile MAXINE
hala SHANNON’u
farketmemislerdir.” (trans.
Ince 1990, 79)

“SHANNON agacghikli
yoldan ¢iktan donmiistii.
Fakat kendini gostermeden,

usulca oturdugu bir kdseden

onlarin hareketlerini
izliyordu. Hannah,
bliyiikbabasinin  kendisine
gelmesini  bekliyor, onun

bunakligina ¢ok {iziildiigiini
belli  ediyordu.”
Unan 1966, 90-91)

(trans.

“Then nothing is visible

but these reaching-out
hands. A pure white flash
of lightning reveals
Hannah and Nonno against
the wall, behind Shannon,
and the electric globe
suspended from the roof
goes out, the power
extinguished by the storm.
A clear shaft of light stays
on Shannon's reaching-out
hands till the stage curtain
fallen,

(Williams 1962, 78)

has slowly.”

“O swrada bu uzanan eller

disinda higbir sey

goriinmez. Bembeyaz bir
simsek
SHANNON un

HANNAH ile NONNO’yu

pariltist

arkasinda

aydinlatir, tavandan sarkan

kiire 151k  sOner, firtina
elektrik sigortasint
attirmistir.  Perde  yavas

yavas ininceye kadar parlak
spot 1s181, uzanmis eller
{izerinde kalir.” (trans. Ince

1990, 84)

“O sirada veranda simsek
15181 ile beyazlandi. Hannah
ile Nonno duvara
dayanmislardi, Shannon ise
ellerini 6ne dogru uzatmuis,
verandanin kenarinda
duruyordu.” Unan

1966, 95)

(trans.
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“Note: In staging, the
plastic elements should be
restrained so that they
don't take precedence over
the more important human
values. It should not seem
like an 'effect curtain'. The
faint, windy music of the
marimba band from the
cantina should continue as
the houselights are brought
up for the intermission.”

(Williams 1962, 78)

“Sahnelemede, plastik
Ogeler, ¢ok daha Onemli
insani  degerlerin  Oniine
gegmeyecek bigimde dl¢iili
kullanilmali. Ara i¢in salon
1s1iklar1 yanarken gazinodan
marimba cazmin rlizgarla
karisik sesi  hafif hafif
duyulur.” (trans. ince 1990,

84)

“The

hours

verandah, several

later.  Cubicles
numbers 3, 4, and 5 are
dimly lighted within. We
see Hannah in number 3,
and Nonno in number 4.”

(Williams 1962, 79)

“Birkac¢ saat sonra veranda.
3, 4, 5, numaral1 odaciklar
i¢cten
numarali odada HANNAH,
odada

aydinlatilmigtir. 3

4 numarali
NONNO’yu
(trans. Ince 1990, 85)

goririiz.”

“Aradan birkag saat

gecmisti. Firtina  susmus,

yagmur da dinmisti. Hannah

ile Nonno odalarina
¢ekilmisler, Shannon’u
verandada  birakmislardi.”

(trans. Unan 1966, 96)

“Maxine repeats 'Sewanee'
to herself,
(Williams 1962, 80)

tolerantly.”

“MAXINE, kendi kendine
“sewanee” sOzcuglni
hosgoriisle yineler.” (trans.
Ince 1990, 86)

“He
(Williams 1962, 81)

starts to  rise.”

“SHANNON ayaga
kalkmaya davranir.” (trans.
Ince 1990, 87)

“SHANNON: I
talking to Fred.” (Williams
1962, 81)

was

“SHANNON: Ben Fred’le
konusuyordum.” (trans.

Ince 1990, 87)

“SHANNON’un kulaklari
uguldamaga baslamist.
Bunlar onun Fred’le

dertlestikleri sohbet ettikleri
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zaman aralarinda  gegen
konusmalardan bir
kismiydi. Nasil oluyordu da
bu kadin, onun i¢ diinyasin
geemisteki kot anilarim
biliyor, bu derece kesinlikle
hatirlayabiliyordu.

Kocasinin, ona sdylemesine
imkan  yoktu. = Bundan
emindi. Geng adam
gozlerini kapatt. O
delikanlhilik  caglarim1  bir
kere daha yasadi. Annesinin
haykiriglarin kulaginda
yeniden duyar gibi oldu.
Hayir, hayir o korkung
giinleri hatirlamamals,
onlardan miimkiin oldugu
kadar kagmaliydi. Zaten
hayati  boyunca  kiiciik
yasinda  karsilastigt ~ bu
gaddarca davranisin Gclinii
almaga calismamis miydi?
Ama ne kazanmist1? Hig.
Sadece ismi birka¢ igfal
davasina karigmisti. Hatta
su anda bile bas1 dertteydi.
Shannon bir an igin
kapattigi  gozlerini yavas
yavag araladi, oldukca sert

bir tonla sordu: ‘Fakat ben
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biitiin bunlar1 sadece Fred’e
anlatmigtim.”” (trans. Unan
1966, 99)

“Shannon ¢ildiracak  gibi
olmustu. Bu kadin, bu kadin
ondan ne istiyordu? Nigin,
durmadan onunla
ilgileniyordu, i¢ yaralarini
eziyor, biitlin hatalarim1 tek
tek  yiizline  vuruyordu?
Gergi gercgekler ne kadar aci
olursa olsun insanlarin 6z
Shannon

maliydi, ama

onlardan kagmak istiyor,
gecmisin  korkung seslerini
duymagi
artik.” (trans. Unan 1966,

100)

arzulamiyordu

“There are sounds below.
He divides the masking
foliage with his hands and
looks the hill.”
(Williams 1962, 82)

down

“Asagidan sesler  gelir.
Eliyle yapraklar1 ikiye
aywrarark  tepeden asagi
bakar.” (trans. Ince 1990,

88-89)

“Maxine ile Shannon bir
anlik sessizlikten sonra yine
konusmaya  baslamislardi.

Belki de buna mecbur
olmuslardi. Ciinkii Maxine
az Once bir hayaletin etrafta
dolagsmakta oldugunu haber

vermisti Shannon’a.
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Kadinin soziinii ettigi bu

hayalet, Blake  Tours
sirketinin adamlarindan olan
Jake
degildi.” (trans. Unan 1966,

102)

Latta’dan  baskas1

“Demindenberi olanlar1 tiil
perdenin arkasindan
izlemekte olan Hannah, bu
son sahneyi gérmemek icin
gozlerini elleriyle kapatt.
Kendine

iyilik  yapan,

bliyiikbabasina  en  asil
sekilde davranan bu insani
boyle zavalli bir durumda
gormek, nedense kalbini
burkmustu. Onu kurtarmak
nasil?

gerekiyordu  ama

Shannon bu iki adamdan
kendini giicliikle kurtarinca
susmamis yine konusmaga
Unan

baglamist.”  (trans.

1966, 106-107)

“Az Once Oyle biiyiik bir

sinir krizine tutulmustu ki

sanki saatlerce dalgalarla
bogusmus, sonra kendini
birdenbire durgunlasan

sahilin kenarinda birakilmis
olarak bulmustu. Ne

olmustu bu gen¢ adama?
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Neden boyle degisik
yaradilisgta ~ bir  insand1?
Bunlarin  higbirine cevap
verilemezdi. Ciinkii

insanlar, ayr1 ayri yaradiligta
diinyaya gelir, yine bircok
olaylarin etkileri her birinde
¢ok farkh
Unan 1966, 114)

olur.” (trans.

“The cubicle is lighted and
we see her removing a
small teapot and a tin of
tea from her suitcase on
the cot, then a little alcohol
burner.” (Williams 1962,
95)

“Oda
HANNAH’1n

aydinlanir,

yatagin
iizerindeki bavuldan kiiclik
bir ¢aydanlik, bir kutu cay
ile kiigiik bir ispirto ocagi
cikardigr goriilir.” (trans.
Ince 1990, 101)

“Igeri girdi ve sandalyenin
tizerinde duran cantasindan
bir cay kutusu ile kiigiik bir
caydanlik ¢ikartti. Sonra
kosesinde duran kiiciik gaz
ocagini alarak Shannon’un
yanina doéndi.” (trans. Unan

1966, 119)

“Zaten Shannon’u
karsisinda goriir gérmez tek
istegi, bir an Once onunla
cilginca sevismek, arzudan
yanan viicudunu, bu olgun
erkegin kuvvetli kollarina
birakmakti. Kimbilir, ona ne
giizel, ne atesli dakikalar
Bir
erkek

kabul etse daha ne isterdi ki

yasatirdi. kerecik

karsisindaki onu

Maxine. Iste istedigi

olmustu. Eger onu

hamaktan kurtaracak olursa
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erkek,
(trans. Unan 1966, 127)

onun  olacaktL.”

“He moves to the liquor
cart.” (Williams 1962,

109)

“Icki  masasma  dogru
yiiriir.” (trans. Ince 1990,

114)

“Herseyin onemlisi bakislar
degil Bazan

dudaklarin

miydi?

cesaret  edip

bakislar
Fakat

korkung

sOyleyemedigini
fisildamaz

de

miydi?
ikisi bu
sessizlige bir son vermenin
gerektigini anlamisglardi.

Hannah yavas yavas

dudaklarini kimildatt1.”
(trans. Unan 1966, 146)

“In  the pause which
follows singing is heard
from the beach.” (Williams

1962, 120)

“Bunu izleyen sessizlikte
kumsaldan gelen miizik
duyulur.” (trans. ince 1990,

125)

“Shannon goes down the
the
the

from
with
He

beside the cactus that hides

two  steps
verandah

machete. crouches
the iguana and cuts the
rope with a quick, hard
stroke of the machete.”

(Williams 1962, 123)

“SHANNON bigcagiyla

verandanin iki
basamagindan asag1 iner.
Iguanay: saklayan kaktiisiin
dibine diz ¢okiip, sert, hizli
bir ipi
(trans. Ince 1990, 128)

darbeyle keser.”

“Shannon elindeki kocaman
bicakla asagi indi. Iguanin
bagh oldugu kaktiis
agacinin yanina ¢omeldi ve
kuvvetli bir bigak
darbesiyle, hayvani serbest
birakti. O

Kagabilirdi. Aliskin oldugu

artik  hiirdii.
¢imenlerin, yesilliklerin
icine kosabilirdi.”  (trans.

Unan 1966, 150)
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“Nonno bdylece en son
siirini de torununa
yazdirmaga baslamis

oluyordu. Sonunda ihtiyar
gayesine ulasmis, mutluluga
kavusmustu. ... Ihtiyar, bir
zamanlar, gozlerimi
kapamadan en giizel siirimi
verecegim, demisti.” (trans.

Unan 1966, 152)

She is crying. The singing
voices flow up from the
beach. (Williams 1962,

124)

“Aglar. Kumsaldan sarki
sesleri gelir.” (trans. Ince

1990, 130)

“Hannah agliyordu. Artik
gbzyaslarini
zapdetemiyecegini
anlamisti. Belki de bu

gozyaslar1 kalbindeki tatli-

buruk anilara bir renk
katabilirdi. O sirada plajdan
genglerin sesleri perde perde
yukselmekteydi. Bu
diinyada herkesin ayr1 bir
kosesi birbirinden farkli bir
vardi. Bazan

bile

gayesi
gbzyaslar insanlara

ummadiklari anda bir

mutluluk getirebilirdi.”

(trans. Unan 1966, 152)

“She springs up, a fist to | “Ayaga  firlar, agzim

her mouth.” (Williams | yumruguyla  tikamigtir.” | ------=-=-==m=mmmmmmmmm oo
1962, 124) (trans. Ince 1990, 130)

“With a soft intake of | “HANNAH hafifce soluk | “Hafiften bir nefes duyuldu,

breath, she extends a hand

alarak, hala soluk alip

Hannah, elini, ihtiyarin
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before his mouth to see if
he is still breathing. He
isn't.” (Williams 1962,
127)

almadigim
elini NONNO’nun agzina
uzatir, almiyordur.” (trans.

Ince 1990, 132)

agzina yaklagtird1.
Boylelikle nefes alip
almadigim1  kontrol etmek
istemisti. Hayir artitk Nonno
nefes almiyordu. Sessizce
bu diinyadan c¢ekilmisti.
Fakat son  dakikalarini
mutlu olarak gecirmisti ya.
Insanlar i¢in de nemli olan
tek sey, buydu zaten. Oliim,
her kulun borcuydu ama bir
de mutlu olarak; gayesine
kavusmus olarak  6lmek
vardir.  Oliimlerin  en
gilizeliydi bu... Hannah,
cilgma donmisti. Onun
6liimiine kendini
inandirmak istemiyordu.
Ama o sogumaga baslayan
eller, o hareketsiz viicut, o
moraran  dudaklar, aci
gercekten kagcamazsin diye
haykiriyorlardi adeta...
Evet, insanlar ancak bir
devreye kadar kendilerini
aldatabilirdi ama sonra...
iste  Olim, boylece her
gercegi  ortaya  koyardi
birden...” (trans. Unan
1966, 155)

“Then she bends to press

“Yavasca ona dogru egildi




her head to the crown of
Nonno's and the curtain
starts to descend.”

(Williams 1962, 127)

NONNO’nun basina

dayamak i¢in egilir ve

perde inmeye  Dbaslar.”

(trans. Ince 1990, 132)

ve dudaklarint Nonno’nun

basina dayadi.. Ve kimbilir

ne kadar zaman Dbdyle
hareketsiz kalacakt1
biiylikbabasinin cansiz
viicudu Oniinde...” (trans.

Unan 1966, 155)
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APPENDIX 4 - THE COVERS OF THE BOOKS IN THE CASE STUDY

The cover of The Night of the Iguana

Tennessee Williams - 1962
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Cagdas Drama Dizisi
Tennessee Williams

The cover of Iguananin Gecesi

Translated by Ulker ince — 1990

04



The cover of Iguana Gecesi

Translated by Canset Unan — 1966
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