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OZET

Bu calismada, Edgar Allan Poe’nun, icerdigi bigemsel unsurlar bakimindan olduk¢a zengin
olan dort siirinin anlam-bicemsel ¢oziimlemesi Yyapilarak siir g¢evirisine iliskin bazi
hususlart ele alinmistir. Ayrica yapilan metin i¢i ve metin dis1 ¢oziimlemelerle, Poe’nun
Tiirk edebiyatt ¢oguldizgesindeki yerine de bir 151tk tutmak amaclanmistir. Ceviri
elestirisinin genel amaci, “iyi/koti” veya “dogru/yanlis” gibi O6znel yargilar yerine
olabildigince tarafsiz Olgiitlere dayali ¢oziimlemeler Onermektir. Bu c¢alismada, deyis
kaydirmalarini ¢eviri hatalarindan ayirmaya olanak taniyan bir geviri elestirisi yaklagimi
hedeflenmistir. Ote yandan, tek bir ceviri elestirisi yaklasimmin tiim metin tiirlerine
uygulanmas1 beklenemez. Bu noktada, dilin islevleri, metin tiirleri ve esdegerlik tiirleri gibi
hususlar devreye girer ve benimsenecek elestiri yaklasiminin belirlenmesinde etkin rol
oynar. Ornegin siir tiiriinde, dilin anlatim ve estetik islevleri baskindir ve siir bi¢im odakli
bir metin tiiriidiir. Bu nedenle, hedeflenen esdegerlik tiirii de bicemsel esdegerliktir. Bu
nedenle bu c¢alismadaAnton Popovic’in anlam-bigemsel ¢oziimlemeye dayali edebiyat
elestirisi yaklasimi benimsenmistir. Adindan da anlasilacagi iizere, anlam-bicemsel
coziimleme bir edebi eserde bicemle anlam arasindaki iliskiyi inceler. Popovic’in
yaklasgimina gore, bir edebi eser cevirisinde cevirmenin sik¢a deyis kaydirmalarina
basvurmas1 gerekebilir. Bunun nedeni, ¢evirmenin 6zgiin metni bozmak, degistirmek
istemesi degil, aksine metnin bicemsel ve anlamsal biitlinliigiinii koruma cabasidir. Bu
calismada da, secilen siirlerin ve mevcut tim Tirkge c¢evirilerinin anlam-bicemsel
coziimlemesi yapilmistir. Cevirmenlerin bigemsel 6zellikleri nasil ele aldiklar1 ve geviri
siirecindeki kazanglar1 ve kayiplari incelenmistir. inceleme sonucunda, “basarili” bir ¢eviri
icin bigemsel unsurlarin ayr1 ayr1 aktarilmasinin yeterli olmadigi, bu unsurlarin bir
biitlinliik i¢inde dengeli bir sekilde ele alinmas1 gerektigi kanisina varilmistir. Bigemsel
esdegerligi elde edebilmek ve hedef kiiltiirdeki okuyucu iizerinde benzer bir etki
yaratabilmek i¢in Popovic’in deyisiyle “bicemin homojenligi” hususuna dikkat edilmesi
gerektigi ve ¢evirmene diisen gorevin siirdeki hassas dengelerle ustaca oynayarak kayiplari
ve kazanglar1 dengelemek oldugu diisiincesi ortaya ¢ikmustir.
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ABSTRACT

The present study aims at dealing with issues related to poetry translation through a
semantico-stylistic analysis of the selected poetry of Edgar Allan Poe that are quite rich in
terms of their stylistic features. The textual and extratextual analyses also shed light to the
place of Poe’s works in the Turkish polysystem of literature. Translation criticism, in
general, aims at providing analyses based on criteria that are as objective as possible so
that the criticism can go beyond judgements such as “good/bad” or “right/wrong”. In this
study,a translation criticism that will help the differentiation shifts of expression from
translation errors has been targeted. On the other hand, a single translation criticism
approach cannot beexpected to be applicable to all text types; issues like language
functions, text types, and equivalence types become decisive in determining the criticism
approach to be adopted for a certain text. As for poetry, for example, the expressive and
aesthetic functions of language prevail and a poem is a form-focused text. Therefore, the
aimed equivalence type in the target text is stylistic equivalence. Hence, Popovic’s
approach to literary criticism where he suggests a semantico-stylistic analysis of both the
original and the translated text is adopted here. Semantico-stylisticanalysis provides an
insight to how form (style) is related to meaning (semantic content) in a literary work.
Popovic’s approach also supports the idea that, in a literary work, the translator may often
need to turn to shifts of expressions not to change the original, but, on the contrary, to
preserve the essence of the style and semantic content of it.Thus, a semantico-stylistic
analysis of the original poems and all their available Turkish translationswas provided to
see how the Turkish translators dealt with stylistic features in the poems, and what is lost
and gained in the process.It is concluded that transferring a stylistic device of a poem to the
translated version does not necessarily mean that the translation will be “successful” in
achieving stylistic equivalence and standing alone as a poem with a similar effect on the
reader to that of the original. Homogeneity of style, a concept suggested by Popovic, is
ofprimary importance and a translator is “successful” to the extent that he or she can play
with these dynamics, and balance the gains and losses.
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1. INTRODUCTION

As ancient as translation itself, translation criticism suffered from a lack of criticism
methods that are based on objective criteria for a long time. Aksit Goktirk (2003)
addresses this problem and states that it is even worse for literary translation criticism
where works of literary translations are evaluated as “easy to read”, “faithful to the
original”, “better than the original” in journals and newspaper. He points to the fact that
these judgements do not have objective grounds. Fortunately, translation criticism hascome
a long way from value judgements to the understanding that there may be multiple sets of
criteria according to which a translated work can be evaluated (Paker, 2003). In his
groundbreaking work, Anthon Popovic (1970) claims that there is a tension between the
original and target, languages, and cultures. Therefore, for an equivalent translation, there
has to be changes i.e. shifts in the translated text, and these changes do not mean that the

translator wants to change the work; on the contrary, he or she wants to preserve it.

The aforementioned issuesare even more complicated for poetry translation, which has
always been one of the most controversial issues in translation studies.The biggest question
leading to this controversy is whether a poem can or should be translated, bringing about a
discussion of translatability. Some scholars argue that poetry cannot be translated, so only
a word-for-word translation should be presented to the target reader so that they can
understand what the poem is about while seeing the figurative elements of the original text
themselves. Others, on the other hand, acknowledge the difficulty but claim that poetry
translation is possible, has been done for ages, and even became canonical in the target
literatures(Connolly, 171).This second view also argues that the resulting text should also
be a poem itself, which means that it can stand alone as a poem with its own poetic
features and “function as a poem in the TL” (ibid.). Therefore, an investigation of poetry
transation warrants a definition of poetry, i.e. what makes a poem. A detailed definition of
poetry is provided in a separate section. Hence, it is sufficient to emphasize here that form
and meaning are intertwined in poetry. In addition, conveying experience is the primary

purpose of any poetry, and “experience comes to us through senses” (Perrine, 1969: 54).

In this thesis, the relationship between form and meaning and the implications of this

relationship on poetry translation have been addressed through a comparative stylistic



analysis of multiple Turkish translations of Edgar Allan Poe’s selected poems: “The
Raven”, “Annabel Lee”, “Eldorado”, and “To Helen”. These poems were selected
becausethey are great examples that show how form and meaning are intertwined in
poetry. These poems, just like many other poems of Poe, are quite rich in their use of
stylistic devices such as alliteration, allusion, symbol, metaphor, rhyme, and imagery.
Moreover, in addition to being translated as part of complete poems,theywere translated
individually by poets, academics, and translators who achieved a great deal of stylistic

equivalence.

Based on Anthon Popovic’s (1970) views on literary translation, the main research
question in this study is to what extent a poem’s stylistic features account for the
preservation the expressive and aesthetic functions of a poem. In order to find an answer to
this question and to provide textual evidence, stylistic analyses were conducted on the
selected poems and their multiple translations. The methods and strategies employed by
the translators are aimed to be explored through an analysis of transfer of stylistic features
with a view to emphasize the importance of style in poetry for practicing translators,
translation students, translator trainers, and poetry readers in general. To answer the main

research question, the following questions are answered:

- How is stylistics relevant to translation and can stylistic analysis be used as a
method of translation criticism?

- How did the Turkish translators handle the stylistic features of the poems?

This thesis is significant at two levels. The first one is the theoretical level in translation
criticism field of translation studies. Translation criticism has come a long way from
subjective value judgements that label translations as “good” or “bad” to Systematic
analyses where certain criteria are employed in order to reach more objective findings.
This thesis is an attempt to provide a case study which is an example of such translation
criticism. The second level of significance is about practice. In this thesis,stylistic
analyseswere performed on the selected poems and their multiple translations.The findings
of these analyses may serve as an example for those who do poetry translation with
different translation strategies. In addition, as Boase-Beier (2014: 147) puts it, “Knowledge
of stylistic approaches to translation can help us understand more about what style is, what

its effects are, how it works and how it becomes transformed in the translation process”.



This thesis is comprised of five chapters: Introduction, Literature Review, Methodology,
Findings and Results, and Conclusion. Chapter 2 first explores different views and
definitions on poetry and poetry translation, followed by an overview of language
functions, text types, and equivalence. These concepts are the building blocks that justify
the choice of methodology in this study. It can be argued that in poetry, the expressive
function of language prevails and a poem is a form-focused text. Reiss (2014: 32) argues
that “the expressive function of language, which is primary in form-focused texts, must
find an analogous form in the translation to create a corresponding impression, so that the
translation can become a true equivalent”. Moreover, form and content are inseparable in
poetry, as Hatim (2009:91) quotes Campbell “aspects of the message such as sound
symbolism, rhyme, metre, alliteration and so forth are no longer seen as divorced from
semantic content, but as part and parcel of the text’s overall import and effect”. and then
provides a critical account of related works in the literature. It shows that poetry translation
can be evaluated based on different criteria ranging from linguistic to stylistic ones. A
literature review reveals two studies on Poe’s most well-known poems, “The Raven” and
“Annabel Lee”. This study is different from them in that it is more comprehensive and and
includes more poems and more translated versions. A detailed review of the differences
provided in Chapter 2 shows that when a translation criticism is incomplete, it may reach

misleading results.

Chapter 3 explains the methodology adopted here. Poetry translation can be evaluated
according to different criteria, stylistics-based or not. Originally a literary field, stylistics
has its roots in ancient rhetoric and poetics (Burke, 2017: 11). However, due to the
interdependence of style and translation, stylistics has become a major concern of
translation studies as well (Boase-Beier, 2017: 394). This interdependency does not
necessarily apply to only literary translation, but it can fairly be argued that it becomes
more prominent in literary translation, and especially in poetry translation. The reason is
that form (and therefore style) and meaning are intermingled in poetry more than in any
other form of literature. Because of this intertwined nature of form and meaning in poetry,
semantico-stylistic analysis suggested by Popovic (1970) has been adopted in this study
along with the other concepts he suggested, such as “shifts of expression” and
“homogeneity of style”. In semantico-stylistic analysis, stylistic features of the original
texts are analyzed in detail followed by an investigation of how the Turkish translators
dealt with these stylistic features, how they transferred them into Turkish, and how these



transfer processes affected the semantic content of the poems since form and meaning are
intermingled in poetry, what is lost and gained in the process, and more importantly, how
all these affected the overall effect of the poems on the reader. Textual analysis alone is not
sufficient for a thorough understanding of poetry translation. Therefore, the journey of
these poems in the Turkish literary system, the motives and reasons for retranslations,
translation norms when they were translated, etc. are also investigated along with
background information on the selected poetry, which composes the extratextual analysis
part of this work. The entrance of Poe into the Turkish literary system (at least his poetry)
dates back to the early years of the Turkish Republic with the 1928 translation of “The
Raven” by Ziya Osman (Saba) with the title “Karga (Crow)” (Kurt and Apaydin, 2013).
Although “The Raven” is known better than any of his other works in the world, “Annabel
Lee” competes with it in the Turkish literary system thanks to Melih Cevdet Anday’s
much-admired translation in 1946, which was done decades before the widely acclaimed
translations of “The Raven” by Ulkii Tamer in 1988 and Oguz Baykara in 2011. Many
different translators and publishing houses have translated his complete short stories and
poems into Turkish repeatedly. The major motive for retranslations, especially for
complete series, seems to originate from the everlasting popularity of Poe. Other reasons
for retranslation are that literary conventions, translation approaches, moreover, the
language itself change through time. To provide context for the translations studied here,

these issues are discussed in detail in Chapter 2 under the title of extratextual analysis.

In Chapter 4, the findings and results of the stylistic analysis are discussed in detail for all
the translated versions of the poems. As already mentioned above, four poems by Poe were
selected here: “The Raven”, “Annabel Lee”, “Eldorado”, and “To Helen”. The main reason
for choosing the first two poems is that due to their worldwide popularity, they were
widely translated into Turkish by many different translators compared to his other poems,
and their translations in Turkish are discussed by various academics using different
methods. Therefore, this study aimed to build on these existing studies and show that there
are more than one set of criteria and ways of interpreting the same poem and also to show
that different perspectives may produce different and even contradicting results. This, in
turn, proves that although there have been major improvements in literary translation
criticism, more perspectives are required for a deeper understanding. The second two
poems are selected mainly because they are great examples that show the intertwined

relationship between the form and meaning in poetry, especially in “Eldorado”. Finally,



Chapter 5 presents answers to the subquestions and thereby the main research question
along with conclusions and suggestions regarding poetry translation criticism.

2. LITERATURE REVIEW

2.1. Poetry

While discussing poetry translation, some scholars argue that the translation of a poem
should also be a poem itself, which means that it can stand alone as a poem with its own
poetic features. This immediately entails a discussion of what poetry is, i.e. what
characteristics make a poem a poem. Kennedy and Gioia (2005: 1093-1095) provide a
collection of definitions by famous poets, writers, and critics etc. some of which are as

follows:

“things that are true expressed in words that are beautiful” (Dante)

“the best words in the best order” (Samuel Taylor Coleridge)

“musical thought” (Thomas Carlyle)

“the spontaneous overflow of powerful feelings” (William Wordsworth)
“poetry is to prose as dancing is to walking” (Paul Valéry)

“poetry is prose bewitched” (Mina Loy)

Despite being as beautiful as poetic language itself, these definitions fall short for an
informed evaluation of poetry, or as in this case, poetry translation. Perrine (1969: 3, 4, 9)
describes poetry as “a language that says more and says it more intensely” and she
proceeds with describing different functions of language such as practical use of language
to communicate information, persuasive use of language, and the literary use of language
which aims to “communicate significant experience—significant because concentrated and
organized”. These should be sufficient to say about different types and functions of
languages since they are discussed in detail in the previous section. Communicating
experience, however, should be discussed further since it is the primary goal of a poem.
Perrine (1969: 7) explains what she means by “communicating experience” with an

example:



“In the poem "Winter", Shakespeare is attempting to communicate the quality
of winter life around a sixteenth-century English country house. But instead of
telling us flatly that winter in such surroundings is cold and in many respects
unpleasant, though with some pleasant features too (the adjectives cold,
unpleasant, and pleasant are not even used in the poem), he gives us a series of
concrete homely details that suggest these qualities and enable us,
imaginatively, to experience this winter life ourselves.”

Let us adapt this point of view to “The Raven”, one of Poe’s poems that were selected to
be studied in this thesis. If Poe had wanted to communicate information, it could have just
been told that a man was sitting in his room at midnight when he thought a raven knocked
on his door. He was in deep melancholy because of his lost love and on the verge of
madness. He started asking questions to the bird and he got the same answer (Nevermore)
each and every time. Finally, he accepted that he had to live with this sorrow forever.
There is nothing beautiful or pleasurable about this account to make us read it again and
again and to translate it into a vast number of languages repeatedly and at different times.
Why and how would one take pleasure in reading about death of a loved one and the

sorrow it brings? Perrine (1969: 9) answers this question exquisitely:

“... all experience—even painful experience—when transmitted through the
medium of art is, for the good reader, enjoyable. In real life, death and pain and
suffering are not pleasurable, but in poetry they may be. In real life, getting
soaked in a rain storm is not pleasurable, but in poetry they may be. In actual
life, if we cry, usually we are unhappy; but if we cry in a movie, we are
manifestly enjoying it. We do not ordinarily like to be terrified in real life, but
we sometimes seek movies or books that will terrify us. We find some value in
all intense living. To be intensely alive is the opposite of being dead. To be dull,
to be bored, to be imperceptive is in one sense to be dead. Poetry comes to us
bringing life and therefore pleasure.”

So that it can communicate experience, poetry has four dimensions: intellectual, sensuous,
emotional, and imaginative. Poetry achieves these dimensions by drawing intensely on
various language resources such as connotation, imagery, metaphor, symbol, paradox,
irony, allusion, sound repetition, rhythm, and pattern (Perrine, 1969: 11). These literary
devices are indispensable for any attempt to describe, study, and understand poetry. Every
book, article, lecture, or discussion on poetry definitely mentions them because they are
building blocks of poetry. Therefore, any attempt to study poetry translation must also take
these stylistic devices into consideration. The way a poet uses and combines these devices
with his or her experiences is his or her style, a concept which will be discussed in detail in

a separate section.



As stated earlier, conveying experience is the primary purpose of any poetry, and Perrine
(1969: 54) argues that “experience comes to us through senses”. One can describe the
rustling of a curtain to take us to a peaceful night with a mellow breeze and fresh air, or as
Poe does, we can feel the “midnight dreary” through” the silken, sad, uncertain rustling of
each purple curtain”. From a poetic perspective, “image means a word or sequence of
words that refers to any sensory feeling” (Kennedy and Gioia: 2005: 790). Most of the time
it is a visual image, i.e. a mental picture but it could also be “a sound, a smell, a taste; a
tactile experience, such as hardness, wetness, or cold; an internal sensation, such as hunger,
thirst or nausea; or movement or tension in the muscles or joints” (Perrine, 1969: 54). The
most vivid visual image in “The Raven” is the grim, ebony bird with its “grave and stern
decorum of the countenance” as Poe describes it. However, auditory imagery is prevalent
in “The Raven”, which is not surprising because for Poe, musicality in poetry is of primary
concern. Although it is highly likely that any word may refer to an image, it does not
necessarily mean that every image is strong enough to convey an experience in a flash.

2.2. Poetry Translation

When it comes to poetry translation, one of the primary issues is whether a poem can or
should be translated, bringing about a discussion of translatability. Some scholars argue
that only a word-for-word translation should be presented to the target reader so that they
can understand what the poem is about while seeing the figurative elements of the original
text themselves. Others, the most famous of whom is Robert Frost (Basnett, 1998), claim
that poetry cannot be translated. such as Jakobson (1959: 118), acknowledge the
“untranslatability” of poetry. Therefore, he concluded that a poetry translation cannot be
done, but a “creative transposition” is possible. Herman (2009: 302), on the other hand,
questions this by stating that Jakobson “(leaves) wide open the question of exactly how

creative transposition differs from translation.”

Kennedy and Gioia (2005: 1024) argue that even if it may be true that poetry is lost in
translation, some translators manage to save some of it and add some poetry to the original
themselves as if to try to compensate for what is lost. They (ibid.) claim that unlike the
poet, the translator begins with a meaning that already exists. To convey this meaning, the
translator may choose to follow strictly the original or depart from it to chase the poetic

tone, which brings forth the concept of “shift of expression”, along with the suggestion of



creative transposition suggested in the previous paragraph. For a translation of a poem to
be an independent poem, the translator may or will deviate from the source text so much
that it is understandable why some scholars abstain from calling it a translation. Opponents
of poetry translation criticize what is lost in translation and they criticize what is added
even more. However, in poetry, if the function of the text is to transfer experience, then it
is only natural that the translator’s task is to remain loyal to the experience in the original

poem for which he or she has to “sacrifice” certain things and add others.

Boase-Beier (2009: 194) suggests two assumptions that lead to the view against
translatability of poetry: “(i) translated poetry should be poetry in its own right” and (ii)
(she quotes Furniss and Bath) “poetry is difficult, cryptic, ambiguous and exhibits a special
relationship between form and meaning”. Therefore, it can be understood that the
underlying reason is about the very nature of poetry as a genre, where form and content
become inseparable. These discussions about translatability of poetry suggest the basic
idea that different text types with different language functions require different translation
and translation criticism approaches. The field of translation studies is filled with theories
supporting this idea and drawing attention to the significance of text types, language

functions and types of equivalence for translation process and criticism.

Kennedy and Gioia (2005: 1089,1090) claim that evaluating a piece of literature is both
easy and hard. It is easy because we simply like or dislike it. It is hard, they claim, because
we need to find a balance between our personal judgement and an educated view on how
well a piece of work manages the literary tasks it sets out to perform; we may not like a
poem but it should not keep us from admiring the craftsmanship of using literary devices,
or a poem we like may not be that strong in terms of its structure or use of literary devices.
They (ibid.) state that fair evaluation is deemed impossible by contemporary theorist,
which is understandable; however, it should not keep us from trying to analyze and
understand literary works since every informed evaluation at least gives a fresh
perspective. The same facts, rules, limitations, and advantages apply to literary translation

criticism as well.

Building on a metaphor by Shelly, Basnett (1998) claims that “though a poem cannot be
transfused it can nevertheless be transplanted. The seed can be placed in a new soil, for a

new plant to develop. The task of the translator must then be to determine and locate that



seed and to set about its transplantation”. The “new soil” can be interpreted as the target
language and culture, and “the seed” is similar to what Popovic calls the “semantic

substance” of the original.

To conclude, it is claimed in the present study that Poetry translation is possible and it is
similar to a chemical reaction; it is based on the original poem but something else happens
in the process, there are reactions with other elements: the translator, the target language,
and the target culture. The translator, who is mostly supposed to be invisible, is under the

spotlight in poetry translation, more than anywhere else whether we like it or not.

2.3. Language Functions, Text Types, and Equivalence

The main theoretical framework for the methodology followed in the present study is
Popovic’s view on literary translation and his concept of “shifts of expressions”, but before
that, some background information on language functions, text types, and equivalence is
necessary to put the choice of methodology in this study on a more solid ground. The
reason is that while translating poetry, the primary type of equivalence to be achieved will
be determined by text type and language function prevalent in the text, which in turn
determines the methods and strategies to be employed in the translation/translation
criticism process. A large number of scholars working in the field of translation studies
base their arguments, studies, models, and theories on these concepts, examples of which

will be given below.

Katherina Reiss (2014: 24, 25) argued that “(...) each text must be examined to determine
precisely what function of language it represents” and she mentioned Biihler’s
classification of language functions: representative, expressive, and appellative (ibid.).
Building on Biihler’s classification of language functions, Reiss (2014: 27) suggested her
own text typology, which has become quite influential and formed the basis of many
arguments in various fields of Translation Studies, and poetry translation is no exception.

Her typology consists of

- the content-focused text, where the focus is on the informative function of language
- the form-focused text, where the focus is on the expressive function of language
- the appeal-focused text, where the focus is on the operative function of language
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- The audio-medial text (ibid.)

Poetry is considered to be form-focused, and Reiss (2014: 32) argues that “the expressive
function of language, which is primary in form-focused texts, must find an analogous form
in the translation to create a corresponding impression, so that the translation can become a
true equivalent”. Similarly, in her guiding article “Type, Kind and Individuality of Text,
Decision making in translation”, Reiss (1971: 160) states that “interlingual translation (...)
ordinarily aims at the production of a TL [target language] text that is functionally

equivalent to an SL text [source language]”

In his A Textbook of Translation, Newmark (1988: 39) explains various language
functions, two of which are relevant for this thesis: Expressive and Aesthetic functions. He
states that “lyrical poetry is the most intimate expression”. He claims that translators of
expressive texts should be able to recognize the personal elements that constitute the
expressive function (ibid.). Newmark (ibid., 42) also mentions the Aesthetic function of
language and he describes it as language appealing to senses through its sound and
metaphors. He mentions some other stylistic devices contributing to the aesthetic function,
especially in poetry, such as “rhythm, balance and contrasts of sentences, clauses and

words, onomatopoeia, alliteration, assonance, rhyme, metre, intonation, stress”.

As it has already been mentioned above, in poetry, form and content are inseparable.
Hatim (2009: 91) draws attention to the fact that figurative expressions, which play a
significant role in the expressive and aesthetic aspects of a poem’s style, are now seen
more than mere embellishment and he quotes Campbell: “In poetry, for example, aspects
of the message such as sound symbolism, rhyme, metre, alliteration and so forth are no
longer seen as divorced from semantic content, but as part and parcel of the text’s overall
import and effect” (ibid.). Although Newmark (1988: 42) asserts that “there is often a
conflict between the expressive and the aesthetic function (‘truth' and 'beauty’)”, it does not
really apply to poetry since semantic content (the expressive aspect) cannot be separated
from the form (the aesthetic aspect). Therefore, it can be argued that, when it comes to
poetry, expressive function comprises the aesthetic function. That is why Reiss (1971: 169)
does not separate these two functions and she defines the expressive text as ‘“the

communication of artistically organized content”.
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Since the general view is that translation of a poem should also be a poem in the target
language, in poetry translation, the desired equivalence types are functional equivalence as
suggested by Reiss (1971: 160) and elaborated above, and “stylistic equivalence” as
defined by Popovic: “functional equivalence of elements in both original and translation

aiming at an expressive identity with an invariant of identical meaning” (Basnett, 2005:
33).

2.4. Related Works

The literature review here will start with translation criticism studies on poetry translation
in general and end with those on Poe’s poems in Turkish. Stylistic analysis has been
widely used in poetry translation but the methods and criteria differed. Aksoy (1999), for
example, conducted a linguistic-stylistic analysis on Can Yiicel’s translation of Dylan
Thomas’s “The force that through the green fuse drives the flower”. She also adopted the
view that translation of a poem should also be a poem. Therefore, she argued that the
translator is expected to “do more than interpret” and “has to pay particular attention to the
elements that constitute a poem such as style, setting, figures of speech, etc.” (ibid.).
Although not clearly stated, her views on page 26 are closely parallel to those of Popovic
(1970). Aksoy, however, focuses on the challenge caused by linguistic differences between
western and nonwestern languages. Her study is a great example showing that different
poems require different translation and translation criticism approaches. She chose
linguistic-stylistic analysis method because in the poem she studied, as she quoted from
Kormali, the poet “sought to fuse natural process and human physiology, the forces of
nature and human mortality and man’s individual life” and “This relationship is conveyed
in the syntax used in the poem (...) by the use of relative clauses (...)” (ibid.). Now that
syntax bears such a significant portion of the poems semantic core, it is quite plausible to
add a linguistic perspective to the stylistic analysis. In addition to the linguistic analysis of
relative clauses, Aksoy also studied the rendering of stylistic features such as rhythm,

alliteration, metaphors, metonymy.

Poe’s short stories and poems have been translated into many languages by many
translators at various times, and these translations have been widely discussed across
different languages and cultures. A literature review reveals two works on the Turkish
translations of Poe’s poems. The first one is by Akbulut (2014: 303-309), who studied
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multiple translations of “The Raven” and “Annabel Lee” mainly at the extratextual level,
i.e. how the translations are received in the Turkish cultural and literary system. She
investigated issues like the entrance of Poe into the Turkish polysystem, the effects of his
works on Turkish poets, the translation norms accepted during each translation, and how
the tendencies of translators changed over time depending on these changing norms. As for
her textual analysis, although she claims that “the unit of the proper research is the whole
text, its dynamic and historical relations with both the target and the source languages and
cultures” (Akbulut, 2014: 305), her textual analysis is far from being thorough. For “The
Raven”, for example, she focuses merely on two things: different translations of the
famous refrain “Nevermore” were widely discussed and a table showing how the
translators handled “key phrases” (as she calls them) such as “balm in Gilead” and
“Night’s Plutonian shore”. These “key phrases” are allusions to Greek mythology and
compose only a very small portion of the stylistic features of the poem. Based on the
translations of the refrain and the allusions to the Greek mythology, she reaches the
conclusion that earlier translations are target-oriented (i.e. adopted a domesticating
approach) while the later translations are source-oriented (i.e. adopted a foreignization
approach) (ibid., 308, 309). Here this conclusion by Akbulut about the translation norms
will be reevaluated after the textual analysis. Additionally, Akbulut comments on the
formal aspects but she does not provide an interpretation of how the translators’ choices
affect the meaning (i.e. the semantic content) and the overall effect of the poem. Her
analysis sheds valuable light on the translations of these poems, but it cannot go beyond a
short glimpse. As she also acknowledges herself, the proper unit is the whole text.
Therefore, in the present study, a thorough analysis was aimed. In addition, to have a larger
data, two more poemswere studied here, “To Helen” and “Eldorado”, which are less

known compared to “The Raven” and “Annabel Lee”.

The second study on the Turkish translation of Poe’s poetry is by Ozdemir (2014). In his
article, Ozdemir conducts a detailed textual analysis of Melih Cevdet Anday’s translation
of “Annabel Lee” in terms of semantic and stylistic equivalence. However, he also states
that, in his study, the comparative analysis of the source and target texts is limited to
meaning and style, and the poetic elements such as rhythm, meter, rhyme, and other
elements related to the harmony are not taken into consideration. This is a major limitation
of Ozdemir’s study because although he claims that he analyzes the translation in terms of

stylistic equivalence, he ignores major stylistic features in his analysis, which leads to an
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incomplete and hence a misleading interpretation. The main reason why he concludes that
Anday’s changes as are “losses” rather than “shifts of expression” is that his “stylistic
analysis” is incomplete. For example, Ozdemir claims that Anday omitted the word “tide”
(gelgit/med-cezir) in his version and implies that this is a loss. However, when a closer
look at the relevant stanza reveals that Poe profoundly employed internal rhymes (a
stylistic feature that is acknowledged to be ignored by Ozdemir in his analysis). The
primary function of the word “tide” here is that it rhymes with the words “night”, “side”,
and “bride”, and omitting it does not have a significant negative effect on the semantic
content. Contrary to what Ozdemir claims, Anday achieves “stylistic equivalence” by
preserving the internal rhymes with the words “gecelerim”, “beklerim”, “sevgilim”, and

“gelinim”, which makes his choices in these lines “shifts of expression” but not “losses”

(see Table 2.1 below).

Table 2. 1. Lines showing an example of how Anday preserved internal rhyme

Original Anday
And so, all the night-tide, I lie down by the side Orda gecelerim, uzanir beklerim
Of my darling—my darling—my life and my bride, | Sevgilim, sevgilim, hayatim, gelinim

Ozdemir also claims that the word “gelinim” (my bride) is not appropriate in Turkish
because it is not how the newly married men call their wifes, and “gelinim” is used rather
by the in-laws of the bride. He may have a point here but it is way too obvious from the
context that the narrator is not the in-law of Annabel Lee. Moreover, as already explained
above, Anday must have chosen “gelinim” for the sake of preserving the internal rhyme
because it rhymes with the words “gecelerim”, “beklerim”, and “sevgilim”, which shows
once more that Ozdemir’s analysis is misleading because it does not take major poetic

features like rhyme into consideration.

Another reason why Ozdemir considers most of Anday’s changes as losses is that although
an objective analysis is sought, it is not possible to completely purge these analyses from
personal interpretations. For example, Ozdemir claims that “bore her away from me” is a
neutral expression while Anday’s translation “Koyup gittiler beni” is emotionally loaded.
Therefore, Ozdemir labels this rendering by Anday as a “loss”. However, “bore her away
from me” is not neutral because “taking away someone’s loved one” is sad and hence
emotionally loaded.It can be said that the analysis of “Annabel Lee” provided in the

present study differs from Ozdemir’s in two ways. Firstly, more number of stylistic
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features are taken into consideration for a more comprehensive analysis. Secondly, all the
other available Turkish translations are included in the present study because “The fact that
the corpora are made up of multiple translations of the same poem enriches the range of
evaluation and understanding” (Akbulut, 2014: 300).

The present study is about poetry translation in general. Therefore, studies on poetry
translation other than Poe’s are also included in this literature review. For example, Saliha
Paker (2003)studied three different translations of the poem “The Love Song of J. Alfred
Prufrock”. Similar to the present study, her analysis is based on Popovic’s (1970) views on
literary translation. She focuses on the importance of differentiation between actual
translation errors and deliberate translation shifts. She claims that if the translator has the
responsibility to produce an equivalent text, he or she should also have the freedom. She
investigates possible reasons for translation shift examples and different criteria according
to which poetry translation can be evaluated. Although she does not explicitly state it, she
takes stylistic features such as imagery, rhyme, and rhythm into consideration. However, it

cannot be said that her discussion is a though stylistic analysis.

In the present study, limitations encountered in similar studies were attempted to be
eliminated as much as possible. For example, here a thorough stylistic analysis is aimed
and all the available translations of the same text are included. However, a limitation of the
present study could be that interpretation of the source text and choices of the translators
may, by nature, include personal opinions and overlook some aspects while focusing more
on others. What is interpreted as a “loss” in translation by one person may be interpreted as
a “gain” by another, as is the case in Ozdemir’s analysis “Annabel Lee”and the one
provided in the present study. This kind of a limitation should be the very reason for
studying the translations of the same works again and again to provide different
perspectives and form a discussion platform where new ideas and perspectives can be built

on the existing ones.

2.5.  Extratextual Analysis
2.5.1. Edgar Allan Poe: His Life and Art

For a complete analysis of a poem, just like of any other work of literature, the context is
essential and its author is a major part of this context. Besides, Poe is probably more
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intriguing than any other author not only for those researching his work but also for his
casual readers. Buranelli (1961: 18) argues that “Poe stalks forever through the pages of
his stories and poems”. Most people think that this “ghost” wandering around in Poe’s
works reflects his madness, gloom, and constant grief because he had a depressing life

story, which is only partially true.

His Life

According to the chronology provided in the book edited by Hayes, Edgar Allan Poe was
born in 1809 in Boston, where his parents, both actors, were performing. His father
abandoned him, his younger sister, and his mother when he was only two years old. His
mother, Elizabeth Poe, died in December, 1811. John and Frances Allan took Edgar into
their family, thus he acquired the name of Allan. However, Allans did not legally adopt
him (Hayes, 2002: xv). As a kid, he was a charming boy and very successful at school but
as he grew into adulthood, he became moody and his relationship with John Allan
deteriorated. He studied at the University of West Virginia for a while but he had to quit
for financial reasons most probably due to drinking and gambling (Kennedy and Gioia,
2005: 381, 382). When John Allan, his foster father, refused to pay Poe’s debts, Poe
enlisted in the Army. When he was reassigned to Boston, he started his literary career with
a collection of poems, Tamerlane and Other Poems in 1827 and Al Aaraaf, Tamerlane and
Minor Poems in 1829 (Hayes, 2002: xv, xi). Hammond (1981: 152, 153) notes that this
early apprentice work (Tamerlane and Other Poems) was a significant achievement for an
eighteen-year-old and was an indicator that themes like “regret for lost childhood, lament
for the world of the imagination, the conflict between romantic passion and material
ambition, and a sense of alienation from his fellow men”. Although he was successful as a
soldier, he did not like the academy and deliberately got himself expelled (Fisher, 2008: 2,
3). He became a full-time writer and editor. He was very bright but also rather sensitive to
criticism and aggressive especially when he was drunk, so he was fired from almost every
post. Although he considerably improved the quality and circulation of the journals he
worked for, he was not paid much (Kennedy and Gioia, 2005: 382). John Allan inherited
an immense fortune from his uncle but Poe and John Allan were almost never on good
terms. In addition, after the death of his wife, John Allan remarried and had other children.
Besides, he already had many illegitimate children before this marriage (Fisher, 2008: 2).
Thus, Poe did not receive a share from his fortune and poverty was his “major demon” for

the rest of his life. He could not earn enough from his poems and shifted to fiction in the
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early 1930s (ibid., 4). All the stories he submits were published and his story “MS. Found
in a Bottle” won the first prize. In 1835, he started to write in Southern Literary Messenger
magazine and in the following year, he married his cousin Virginia Clemm (Hayes, 2002:
xi). Upon his harsh reviews of novels by two well-known writers, Poe made himself strong
enemies among publishers; he moved to New York and then to Philedelphia in search of a
permanent position (Fisher, 2008: 5). In the early 1840s, he wanted to establish his own
magazine, the Penn magazine and later The Stylus but he was not able to find the support
he needed. In the meantime, he worked as an editor at different magazines and published
many short stories (Hayes, 2002: xvii). In 1844, Poe moved back to New York, where he
spent his remaining years. Virginia had tuberculosis; after five years of illness, she died in
1847. In the meantime, Poe’s career took a turn for the better (Fisher, 2008: 7). He
published “The Raven”, an instant sensation, in 1845. Two years after that, his wife died.
He delivered lectures and kept publishing his famous works, including “Ulalume”. He died
in 1849; his other famous works, such as “Annabel Lee” and “The Bells”, were published

posthumously (Hayes, 2002: xix).

His Works

It is often claimed that his depressing life story was reflected in his works as madness,
gloom, and constant grief; however, the influence of the gothic era and romanticism seems
to be a more realistic explanation of this depressing style. Buranelli (1961: 25) argues that
“Poe (...) specialized in horror and terror because he discovered that they were popular”
not because he had any sort of psychological situation although he quotes Poe stating that
the horror and terror he wrote came from his own soul and experiences. Moreover,
Buranelli (ibid.) adds that the occult sciences, rich in horror and terror, were popular not
just in the literary world but in the real world as well. Therefore, investigating his works
and his sources of inspiration under the light of the literary movements of his day rather
than the chronological events of his life would result in a better understanding. Fisher
(2008: 50) states that Poe did not invent Gothic fiction; it was already present although
mostly known as “Germanism”. Even though critiques regarded Gothic fiction as a waste

of talent, it attracted a great number of readers (Fisher, 2002: 72).

Romanticism, a rebellion against pure reason, also affected Poe deeply. As Buranelli
(1961: 26) puts it, romanticism valued individualized experience and Poe was fascinated

with dreams. In the sense Poe uses it, “dream” is what is imagined or rather experienced
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while awake (ibid.). Poe thought that certain things would escape the sober mind and
revealed only through dreams (ibid.). This point of view brings hypnosis and
psychoanalysis to mind serving as a path to one’s subconscious, which would help
interpreting Poe’s works, his poems in particular. All the poems that are within the scope
of the present study are examples of such work that feel like accounts of dreams full of
unrevealed feelings, experiences, horrors, and terrors. Buranelli (1961: 27) calls these
“half-dreams” probably because it is hard to tell whether what is being told is really a
dream or an episode experienced by a disturbed mind. Poe has a number of poems on
dreams, and “A Dream within a Dream” is a great example of Poe’s view of reality, or
rather his questioning of what reality is. The poem starts with separation from a (probably)
loved one—a common theme in Poe’s works but this time it does not explicitly tell how it
happened in contrast to the death of a beautiful woman. It is not even known for sure that
the person he kisses is a woman he loved. Being one of his late poems, what the narrator
loses, or about to lose, this time is actually life itself. The narrator’s inability to save one
grain of sand from time’s “pitiless wave” epitomizes the futile transience of mortal life
(Kennedy, 2006: 398). Time passes at an incredible speed and no one can do anything
about it. In this poem, “Poe held a unique theory of knowledge that denies provable truths,

yet advances a type of epistemological faith”, with the final question of

“Is all that we see or seem
But a dream within a dream?” (Silcox, 2013: 271)

Poe was significantly influenced by romanticism but he left it to “become a precursor of
symbolism and surrealism” (Buranelli, 1961: 27). Although he was generally described as
a “romantic artist in the gothic tradition, ... he was never a man of sentiment and
sensibility as these terms were described by the romantics” (ibid., 28). As it can be seen in
his “Philosophy of Composition”, where he gives a detailed account of how he constructed
his poem “The Raven”, he meticulously plans, or at least he claims so, the structure,

symbolism, music, etc. of his works.

Buranelli (1961: 30-33) states that Poe had a melancholic nature, he suffered from a
pathological depression, and when the pressure was too much, he often resorted to drinking
as a way of escape from the reality. He claims that the roots of this go back to the
unfortunate events of his infancy. His father left him and his mother when he was only two
years old, and his mother died a year after that. She was the first important woman to die
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followed by numerous others, so a fearful sense of nearness of death made it a subject he
wrote much about. According to Buranelli (ibid.), the unfortunate events affecting Poe
were not limited to these. Although he was taken in by the Allans, they never really
adopted him, so Poe never felt financially secure. He often gambled and quitted the two
colleges he attended, and was not on good terms with Mr. Allan, he therefore did not
receive much financial help from him. He had bright days thanks to his success as the
editor of various literary magazines. Moreover, his poem “The Raven”, for example, was

an overnight success (ibid., 35).

Although “the relevance of his pathological psychology to his work seems evident”
(Buranelli, 1961: 37), he was not disconnected from the real life. Actually, he had many
aspects that made him “normal”. Buranelli (ibid.) states that Poe was into sports and he
was an extremely hardworking and successful editor. He was in the army for two years,
which is too long for someone as “lunatic” as Poe as some people assume. Buranelli (ibid.)
sums up his general psychological condition as follows: “He was ordinarily rational,
sensible, hopeful, laborious. He suffered from intermittent eruptions of melancholia,
alcoholism, shock, hysteria”. Poe’s life from “Tamerlane” (1827) to “Eldorado” (1849),
from the young man leaving his home and loved one in search of material success to the
old knight on horseback searching for Eldorado—meaning of life, or a peaceful state of
mind as claimed by most critiques”, i.e. from the beginning of his career to the year he
died, was a restless one in a constant search of material, emotional, and intellectual

fulfillment.

His views on art

Poe believed that art should be for the sake of art not for teaching or preaching (Buranelli,
1961: 57). Polonsky (2002: 42, 43) states that the word “aesthetic” was often associated
with Poe; however, it does not appear in any of Poe’s literary, critical, or theoretical
writings because the word was still working its way into the English language in his
lifetime. Therefore, the word “beauty” is encountered quite often instead; he was almost
obsessed with “beauty” for which he has his own definitions. Polonsky (2002: 49) also
argues that Poe “puts aside the Romantic language of genius and inspiration (though, as
will be seen, he will return to it in “The Poetic Principle”). He treats poetry as a
mechanical device which is nonetheless committed to having an “effect” on those

irreducible nonmechanical attributes of human being (heart, intellect, and soul)”. As
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reported by Buranelli (1961: 58, 59), Poe argued that the artist should “be able to find word
combinations that produce ‘chemical’ reactions”, i.e., “the joining of elements may add up
to something more than the component parts”, so he avoided simple imitation. He often
used analogies and symbolism, most of which are not fully understood yet and Buranelli

(1961: 61) claims that his poetry is difficult mainly for this reason.

Lastly, Poe as a poet will be discussed, without which the account would be incomplete,
considering the scope of the present study. Although he is mostly known for his short
stories, “he was a poet at heart” says Buranelli (1961: 87) and “he turned to poetry as often
as he could”. He wrote only around fifty poems in total (Hammond, 1981: 151). Kopley
and Hayes (2002: 191) claim that despite the paucity of his poetic output, his status as a
great poet is amazing. Fletcher (2018: 36, 37), on the other hand, rues the fact that Poe
“had neither the time nor the inspiration to devote himself wholeheartedly to poetry” and
the intervals between his poems were so long that he often had to start his poetic
development from scratch; additionally, he claims that Poe’s best poems are the ones he

wrote in his later years.

Poe not only composed poems but also vastly theorized about poetry (Buranelli, 1961: 88).
As mentioned above about his views on any kind of art, he is against contaminating poetry
with didactic concerns. Poetry should be a representation of beauty aim to give pleasure to
its reader (ibid., 89). For him, music is an essential part of poetry without which it would
be no different from prose (ibid., 88). Another fundamental aspect of his approach to
poetry is that since the poet can capture only flashes of the eternal beauty himself, he
cannot express it directly so, he must turn to indirect ways of expression such as

symbolism and suggestiveness. For Poe, form presides over content (ibid., 90).

For Poe as a poet, Hammond (1981: 151) states that he published his poems in four
volumes containing around fifty poems in total: Tamerlane and Other Poems ( 1827), Al
Aaraaf, Tamerlane and Minor Poems ( 1829), Poems ( 1831), and The Raven and Other
Poems (1845). He argues that the poems are not long but impressively beautiful and
powerful. He reports that Poe had already completed most of his poems by 1831 and he

spent the rest of his energy improving and revising his existing poems instead of writing
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new ones (ibid., 151). He even provides an example of how his poem “A Dream within a

Dream” was revised over the years (1981: 152) (Table 2.2).

Table 2.2. Excerpts from the revised versions of “A Dream within a Dream”

1829 1831 1849
I am standing 'mid the roar | was standing 'mid the roar | | stand amid the roar
Of a weather-beaten shore Of a wind-beaten shore Of a surf-tormented shore

This is reminiscent of Poe’s account of how meticulously he composed “The Raven”, how
elaborately he picked his refrain, rhymes, and metaphors, and basically every word
throughout his famous “The Philosophy of Composition” (Poe, 1846). Some critiques
question the credibility of this account in “The Philosophy of Composition” regarding the
composition process of “The Raven”; however, the fact that he published a revised version
of his works at every opportunity suggests otherwise. Hammond (1981: 152) provides two
lines from “To One in Paradise” (1834) published twelve years later and calls this revision
as “clearly an improvement both technically and poetically and expresses the effect he is
seeking to convey- the idea of supernal beauty- with absolute perfection” (see the lines
quoted from Hammond (1981: 152) in Table 2.3 below).

Table 2.3. Example of revision in the lines of “To One in Paradise” by Poe after twelve
years

Original Revised

In what ethereal dances, In what ethereal dances,
By what Italian streams. | By what eternal streams.

Another example is from “Annabel Lee”, where he changes the last line as follows (Table
2.4):

! Although Hammond does not mention it, the different versions of the two lines provided above all
appeared in different poems. Yazici reports that the poem was not published in its final form in Poe’s
lifetime. Part of this poem was published within a poem titled “Should my early life seem” in 1829, and part
of it was published at the end of the poem “Tamerlane” in 1831. He sent the final, full, and handwritten
version of the poem to his friend Mrs. Richmond in 1849 but the first nine lines of it were published under
the title “For Annie” (2017: 108). Upon this contradiction, further investigation revealed that “Imitation”
(1827) and “Should my Early Life Seem” (1829) are often referred to as different versions of “A Dream
within a Dream”; however, they actually have so little in common that “Should my early life seem” has only
one line from “Imitation”, and “A Dream within a Dream” has none (Poe and Mabbott, 1969: 75). We could
not find the 1831 version of “Tamerlane” Yazici referred to but upon a brief examination of the “Imitation”
and “Should my Early Life Seem” it can definitely be said that Hammond’s claim is misleading.
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Table 2.4. Revised version of the last two lines of “Annabel Lee”

Original Revised
In her sepulchre there by the sea In her sepulchre there by the sea
In her tomb by the side of the sea In her tomb by the sounding sea

The example above can also be considered a technical and poetical improvement.
Hammond (ibid.) gives another example; two revisions of “A Dream within a Dream”
(1831 and 1849) and emphasizes that Poe was “a compulsive reviser and his approach to

his art, from first to last, was one of intense seriousness”.

As a poet he was criticized in that the range of his themes were extremely narrow, that
almost all of his poems were completely detached from the real world, and that his poems
were artificial—one may not be able to find technical problems but they were products of
repetitive and careful revisions and not spontaneous, which makes Poe a successful

technician not an artist (Hammond, 1981: 165).

2.5.2. Background Information on the Poems
2.5.2.1. Background Information on “The Raven”

The first of the selected poems is “The Raven”, one of the most well-known works of Poe,
which caused “an instant sensation” and brought him immediate popularity, when it was
first “published in the January Evening Mirror in 1845” (Hayes, 2002: xix) and “widely
‘clipped’ and copied from paper to paper, as happened with genuinely popular authors”
(Walker, 1997: 15). Some critiques regarded it as the greatest poem written by an
American while others considered it vulgar or too perfect, regardless of which it is the
most familiar of all American poems (Poe, 2012: 52). No matter what, the poem is still
alive and known by a huge number of people even after more than a century and a half
after its first publication (Kopley and Hayes, 2002: 191).

A year later in “The Philosophy of Composition”, an often-cited essay almost as famous as
the poem itself, Poe explains in detail how he constructed the poem according to a
carefully thought plan. Some people consider this account a “clever hoax”, a product of his

sense of humor, and some even disdained it; for example, T. S. Elliot, who argued that “no
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one would go to that much trouble to write a poem” and that the resulting poem was not
worth the effort (Poe, 2012: 28, 65). The fact that Poe revised many of his poems and
republished them even more than ten years later in some cases shows that Poe indeed
works on his poems more than Elliot gave credit for. Maybe Poe first wrote the poem and
then wrote “The Philosophy of Composition” as if he had thought all these details from the
very beginning. However, it definitely reflects his idea that the poet does not work with
pure inspiration (Ljungquist, 2002: 18). Considering all the issues just discussed, it would
be best to consider it “revealing but not always reliable” (Kopley and Hayes, 2002: 192).
Poe claims that he had even decided how many lines he was going to have in “The Raven”
before he actually wrote it. He had around a hundred lines in mind and he managed to
complete the poem in a hundred and eight (Poe, 1846). Four years later, he argued that
there is no such thing as a long poem in “The Poetic Principle” because if a poem is too
long it loses its effect (Poe, 1850). Compared to his many other poems, “The Raven” can
be considered longer, but what he meant by a long poem was one that lasts for more than

half an hour to read.

In “The Raven”, Poe tells the story of a man who is tortured by his constant grief for his
beloved Lenore’s death. At the beginning, the tone of the poem is still filled with
discomfort but it is not as intense as the later parts of the poem. At first, he tries to find
comfort in old books but it does not work because he cannot help but think about Lenore.
Then he hears a “tapping” on his chamber door. His grief, the winter wind and the rustling
curtains make him more and more nervous and terrorized. When he opens the door, he
hears nothing but the whisper of his beloved’s name, “Lenore”. Then, he hears another
tapping this time at his window. Although he still feels frightened, he wants to find out
what it is. When he opens the window, a raven flies into the room. Poe (1846) had initially
parrot in mind, but as Adams also (1972) states that Poe chose this bird to give the narrator
only bad news and despair because ravens can learn to speak, “have a reputation for
following armies and relishing death”, and their dark color reflects melancholy and gloom.
However, he continues, the bird is also associated with wisdom, deviousness, and
messenger service. Considering all these, “the raven” is the perfect choice, and reflects
Poe’s poetic genius. The man tries to talk to the bird. He asks him many questions hoping
to find comfort in its answers but all he gets in return is the famous refrain of the poem:
“Nevermore”. He “is, at first, seemingly amused by the raven’s precocity, then angered,

and finally driven to despair” (Sova, 2007: 156), which is an example of Fisher’s (2008: 3)
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statement that his fiction and poetry “often move very carefully from low-key to
sensational endings”. Upon this, he gets frustrated and wants to chase the bird away along
with his grief for Lenore but the effort is in vain. Neither the bird nor his grief leaves him
alone. Also obvious from the summary given here, “The Raven” is a narrative poem,
referred to as “Gothic story in verse” by Fisher (2002: 81). It is often interpreted as
supernatural, but it could also be the non-supernatural rendering of the narrator’s

disintegrating mind and hence a solid psychologic poem (Fisher, 2008: 28).

Poe is obsessed with beauty but apparently, he has a twisted understanding of it since he
claims that death of a beautiful woman is the most beautiful subject (Poe, 1846). In the
poem, the narrator “mourns his lost beloved and seems to enjoy perversely the pain of his

loss” (Kopley and Hayes, 2002: 194).

Fame and popularity of “The Raven” reach beyond the limits of USA and the English
language like his other poems and short stories. However, it is different from his other
poems; while his complete poems have been translated into Turkish by numerous
translators and published many times; there have also been attempts to translate “The
Raven” separately, along with “Annabel Lee”, by not only translators but also poets and
scholars. It was first translated into Turkish by Ziya Osman (Saba) in 1928, only five years
after the proclamation of The Republic of Turkey. An interesting detail about this
translation is that he translated “raven” as “karga” (crow). Many other translations

followed it (the years below denote the publication of the translations):

- Ullkii Tamer (1988), poet, translator with many award-winning drama translations,
journalist, writer, and actor. The version used here is the one published in the selected
poetry edited by Cansever Eyiiboglu (Eyiiboglu, 2013),

- Oguz Cebeci (1992), professor at the Department of English Language and Literature
at Yeditepe University. 5th edition printed in 2010 (Cebeci, 2010) was used here,

- Hande Tastekin (2000). The version used here was printed in 2012 (Tastekin, 2012)

- Oguz Baykara (2011), translator, professor at the Department of Translation and

Interpreting Studies at Bogazici University (Baykara, 2011),

® From now on, to give the readers an idea about the chronology of the translations, the years we give in
parantheses for all the Turkish versions of “The Raven” are the years when the poems were first translated.
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- Kutlukhan Kutlu (2011), translator (His rendering of “The Raven” was published as
part of a comic book (Kutlu, 2011) with a selection of his short stories. Although the
stories were adaptations, “The Raven” was a complete translation and therefore
included in the present study.),

- Erdogan Alkan (2012), journalist, poet, writer, and award-winning translator (Alkan,
2012),

- Osman Tuglu (2017), medical doctor and poet. His translations of Poe’s poems along
with detailed explanation of each poem by Mine Yazict were published in 2017

(Tuglu, 2017).

2.5.2.2. Background Information on “Annabel Lee”

Published coincidentally on the day he died (Hammond, 1981: 38) in 1849, “Annabel Lee”
is one of Poe’s latest and most famous poems. Unsurprisingly, it tells the sad story of a
man whose loved one dies. In the first stanza, Poe introduces the beautiful maiden who
lived in a kingdom by the sea, and who loved him very much and vice versa. In the second
stanza, he starts with the line “I was a child and she was a child”. Mostly because of this
line, it is claimed that this poem is about his wife Virginia Clemm, who died at the age of
twenty-four (ibid.). Another claim is that “Annabel Lee” was inspired by Poe’s adolescent
love, Sara Elmira Royster, whose father made her end the relationship with Poe probably
because they were not old enough to marry; he intercepted their letters and Poe did not
know about this until after she married an older and richer man (Fisher, 2008: 2). This
claim has its basis in the similarity between some lines of one of Poe’s earliest poems,
“Tamerlane” and those of “Annabel Lee”, as pointed out by Harry Lee Poe (2012: 38, 39)

and shown in Table 2.5 below:

Table 2.5. Similarity between “Tamerlane” and “Annabel Lee”

Tamerlane (1827) Annabel Lee (1849)

With a love that the winged seraphs of
O, she was worthy of all love! Heaven
Love-as in infancy was mine- Coveted her and me
Twas such as angel minds above The angels, not half so happy in Heaven,
Might envy; her young heart the
shrine Went envying her and me;
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Both claims can be true considering “Poe’s habit of writing the same poem to his different
feminine inspirations” (Quinn, 1998: 93). Therefore, it is not surprising that other woman
“including Sarah Anna Lewis, Helen Whitman, and Sarah Elmira Royster, claimed that
they had been immortalized in this poem” (Sova, 2007: 25). Although death of a woman
and the grief felt by the narrator over this loss is a favorite subject for Poe, this time he
really knows what he is telling because he himself felt the sorrow; however, this claim is
only suggestive. He claims that their love was so strong and deep that seraphs, heavenly
creatures, are jealous of their love. They were so jealous that they created a wind that
chilled and killed Annabel. She died, so her family buried her in a grave by the sea. Even if
Annabel Lee died, their souls cannot be separated, claims the narrator. The moon reminds
him of her, and the stars shine like her eyes. The narrator goes to her grave and lies down
by her side all night. As in most of Poe’s poems, the music comes to forth. Poe tells the
story so gracefully that Fisher (2008: 45) describes the poem as “excellent minglings of
sound and sense to chronicle the death of a beloved lady”. While praising Poe’s mastery of
rhythm and meter, the following metaphor is used in an unsigned review in 1850 (Walker,
1986: 400) for Annabel Lee: “(it) goes dancing along, like a light boat on a summer sea”. It
has also been performed as a song by a number of singers. Hammond (1981: 161) points
out that the sea is constantly present in the poem and “the insistent, musical rhythm of the
verses is akin to the endless sound of the waves on Sullivan's Island and, in a deeper sense,

is symbolic of the undying love of the narrator for the dead maiden”.

Halliburton (1973: 49) points to the fact that for the first time Poe uses “we”, instead of
“I”, and “our” instead of “my”’; he interprets this as a sign of mutuality, of being balanced,
understood, and shared. McGann points out that Poe’s earlier poems where the narrators
cannot deal with the loss of their beautiful beloved ladies “all begin in Illusion and end in
Fear.” (2014: 183, 184). Another point that makes “Annabel Lee” different IS that
“Given the poem’s signature topic, the tone of “Annabel Lee” is strikingly untroubled”

29 ¢

(ibid.). Compared to the poem “Lenore”, “those tense emotions are gone” (McGann, 186).

“Annabel Lee” may be even more well-known in Turkish than “The Raven” thanks to the
widely appreciated translation by Melih Cevdet Anday in 1946. Many other translations
followed it but Anday’s version is by far the most widely accepted one. Anday translated
only “Annabel Lee”. Other translators of “Annabel Lee”, translated a complete set of Poe’s

poems and therefore translated “Annabel Lee” as well. In this thesis, the following
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translations will be studied: by Anday in 1946 (Eyiiboglu, 2013)*, Oguz Cebeci in 1992
(Cebeci, 2010), Hande Tastekin in 2000 (Tastekin, 2012), Erdogan Alkan (Alkan, 2012),
and Osman Tuglu (Tuglu, 2017).

2.5.2.3. Background Information on “Eldorado”

“Eldorado” is one of Poe’s last poems. It was written in the form of a ballad with a hero
on a quest, often with a “lover scorned and/or death” in the story, and in “Eldorado”, Poe
“compresses the lifelong journey of the knight into four simple stanzas of six lines each”
(Worley, 2013: 10). It was published in 1849 at a time when the newspapers were full of
stories where people found gold (Pollin, 1972). Therefore, it has often been claimed to be
inspired by the California gold rush. Unlike many of his poems, including “The Raven”
and “Annabel Lee”, it is “more positive in theme and tone” (Fisher, 2008: 10). In the
poem, a brave knight seeks for “Eldorado, a city of gold” (Sova, 2007: 61). Although the
poem is often said to be inspired by the gold rush, Hammond argues that there is more to
the poem than the literal sense; it can be seen “as a reflection of Poe’s lifelong search for
intellectual and emotional fulfillment” (1981: 161). Similarly, Fisher (2008: 48) interprets
it as a quest to find meaning, peace, and success of a person in his/her life journey.
Eldorado is not actually a place but probably a state of mind and understanding and if we
want to find meaning and that inner peace in life we must never give up searching for it,
we must not passively let the time pass but live actively (ibid.). Similarly, it was stated that
the lines “Over the mountains/Of the moon/Down the valley of the Shadow” implies

beyond love and death (Kennedy, 2006: 398).

In this poem, the word “shadow” is used in every stanza, and in every stanza it has a
different meaning. In the first stanza (In sunshine and in shadow/Had journeyed long),
“shadow” refers to the harder part of the life journey. In the second stanza (And o’er his
heart a shadow/Fell as he found), “shadow” symbolizes his grief, despair, and unease. In
the third stanza, he confronts this “shadow” and questions it about how to find Eldorado. In
the last stanza, “the shadow” tells him to ride his horse boldly “Down the Valley of the
Shadow”. McGann (2014: 128, 129) stated that the “pilgrim shadow” is his “spiritual

double” and it does not tell the narrator where to find but how to find Eldorado, so

* From now on, to give the readers an idea about the chronology of the translations, the years given in
parantheses for all the Turkish versions of “Annabel Lee” are the years when the poems were first
translated.



27

Eldorado is not an actual place but a psychological state or a social condition. Hammond
(1981: 163) argued that this biblical reference has connotations of death and it is a
reminder of Poe’s own fatal illness. Similarly, Pollin (1972) states that “shade” and “the
Valley of the Shadow” could be representations of Poe’s own ambitions, efforts, failures,
and approaching death; however, he goes on with the argument that its songlike rhythm, its
meter, and word choices do not suggest such serious attributions.

In this poem, the lines are noticeably short and the pace of the poem is quite fast, which
symbolizes the fact that life is short and passes fast. This is a perfect example of the
relationship between the sound and sense and of the fact that symbolism is not limited to
single words or phrases, but the way a poem is organized can also be a symbol. These short

and fast lines also “replicate a journey on horseback” (Sova, 2007: 60).

“Eldorado” has been translated into Turkish by many translators but it does not enjoy the
reputation “The Raven” or “Annabel Lee” does. Unlike “The Raven” and “Annabel Lee”,
it has not been translated separately by a poet—translator, but translated as a part of
“complete poems”. Here translations by the following translators will be studied: Erdogan
Alkan (Alkan, 2012), Osman Tuglu (Tuglu, 2017), Hande Tastekin in 2000 (Tastekin,
2012)*, and Oguz Cebeci in 1992 (Cebeci, 2010).

2.5.2.4. Background Information on “To Helen”

Poe wrote two poems with the title “To Helen”. The first one was published for the first
time in 1831 in his book Poems (Yazici, 2017: 176), and many times after that with some
revisions (see the differences below). The second poem with the same title (To Helen) was
written in 1848 and is claimed to be inspired by Sarah Helen Whitman, to whom he was on
the verge of marrying (Fisher, 2008: 10). Here, the first one will be studied, which is
claimed to be inspired by Jane Stanard, mother of one of Poe’s friends (Fisher, 2008: 2). It
is one of his very well-known poems, and as Hammond (1981: 9) claims, “universally

acknowledged as one of his most beautiful and heartfelt compositions”.

Like many of his poems, Poe made some alterations to “To Helen”. Table 2.6 below

provides a comparison of the versions published in 1830s and 1840s (Fletcher, 2018: 38).

* From now on, to give the readers an idea about the chronology of the translations, the years given in
parantheses for all the Turkish versions of “Eldorado” are the years when the poems were first translated.
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Table 2.6. A comparison of the versions of “To Helen” published in 1830s and 1840s

Earlier versions (1830s) Later versions (1840s)

To the beauty of fair Greece, To the glory that was Greece,
And the grandeur of old Rome. And the grandeur that was Rome.
In that little window niche In yon brilliant window-niche
The folded scroll within thy hand ﬂ']e agate lamp within thy hand

[{P)

In the first two lines, the reason for change must be to strengthen the “g” sound and the
relatively weak preposition “of” to create a more sonorous and effective refrain (Fletcher,
2018: 38). Especially the first two lines above (lines nine and ten in the poem) are
considered significant improvements to the original more than a decade later. These two
revised lines are said to be quoted frequently (Hammond, 1981: 156). In this example,

Poe’s obsession with improving and revising his work is witnessed once again.

Unlike Poe’s usual themes and situations, where an emotionally disturbed male speaker
mourns the death of a beloved lady, “To Helen”, as well as “Eldorado”, has a more
optimistic speaker (Fisher, 2008: 31). Beauty of a woman, and more often than not loss of
that woman, very often found a place in Poe’s poems but this time beauty alone is the main
theme. As Wilson (1926: 682) stated, the very title brings beauty to mind and each
following word (Nicean barks, hyacinth hair, naiad air) forms a cloud of association (with
ancient Greece) rather than logical meaning. Wilson continued in the same paragraph with
the interpretation that as the poem proceeds, the beauty turns from physical and intellectual

to spiritual beauty.

It goes without saying that, also considering the mention of Greece and Rome in the poem,
Helen here is the Helen of Troy, the goddess of beauty, which fits perfectly since Poe cared
extraordinarily about beauty both in women and poetry although it may also be inspired by
a real-life woman. Here translations by the following translators of “To Helen” will be
studied: Ilhan Berk (Eyiiboglu, 2012)°, Oguz Cebeci in 1992 (Cebeci, 2010)°, Erdogan

> It is not known if this is the year when the poem was first translated.
® From now on, to give the readers an idea about the chronology of the translations, the years given in
parantheses for all the Turkish versions of “To Helen” are the years when the poems were first translated.
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Alkan (Alkan, 2012), Osman Tuglu (Tuglu, 2017), and Hande Tastekin in 2000 (Tastekin,
2012).

2.5.3. Poe in the Turkish Polysystem

For a comparative analysis of any translation, its context is extremely important.
Therefore, in this section, an account of Poe’s works in the Turkish literary system, their
influence on Turkish poets and writers, motives for retranslation, and changing translation

norms will be given.

A literature review about Poe in the Turkish polysystem reveals that the journey of his
works dates back to the proclamation of the Turkish Republic, also marked as the
beginning of a modernization project to build a new national identity (Demir-Atay, 2014:
131). Akbulut (2014: 300) reports that the first entrance of Poe’s poetry into the
Republican Turkish polysystem was in the 1940s; however, an earlier translation of “The
Raven” was published in 1928 by Ziya Osman (Saba) in “Mesale”, a journal published by
“seven determined young people who thought that literature was in deadlock in 1928 first
expressed their feelings in Servet-i Fiinun and then published a joint book called Mesale”
(Tirk and Bulut, 2017). Hence, these seven (yedi) poets and writers have been called
“Yedi Mesaleciler” (Yedi Mesale Society). They declared their principles as “sincerity,
dynamism, and continuous novelty” (Onertoy, 1993). “Mesale” (torch) is a reference to the
effort to enlighten the Turkish literature, which, they claimed, was at a standstill. They
stated in their foreword that our literature was of no significance compared to the rest of
the world literature (Onertoy, 1993). This statement can be interpreted as a signal that
original works were going to be at the periphery in the Turkish polysystem, which means
that translations were going to be at the center to form new norms. It can therefore be
understood that the first translation of “The Raven” was part of this modernization efforts
from the very beginning. Finally, a noteworthy detail of this particular translation by Ziya
Osman (Saba) is that “raven” was translated as “karga” (crow) instead of “raven”

(kuzgun).

Akbulut (2014: 300) states that the new paradigm of the Turkish Republic which was
based on laicism and rationalism, and which rejected the traditional ideologies and
religious attitudes brought about a cultural turn. Translation has become prestigious in the
Turkish literary polysystem since it relied on translation to create the new cultural
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repertoire of the new nation, and the establishment of the Translation Bureau, the purpose
of which was the translation of western works into Turkish, was an example of this (ibid.).
Recently, however, there has been a change of policy in the opposite direction, and the
TEDA Program, which started in 2005, is an example of this. The program is funded and
“run by the Republic of Turkey’s Ministry of Culture and Tourism” and it aims to promote
“the translation and publication of Turkish literature as well as works about Turkish art and
culture in languages other than  Turkish” (see the web site at

http://www.tedaproject.gov.tr/EN-53638/whats-teda.html).

In the same book, Demir-Atay (2014: 132) argues that in addition to reflecting the changes
in the Turkish cultural and literary system, translations of Poe’s works also influenced the
Turkish poets and writers. She states that Poe’s Annabel Lee was so influential that it
inspired a whole novel, whose title was the Turkish translation of its first line (ibid., 139).
She lists different translations of Poe’s works starting from 1889. She gives examples of
how the language reform that aimed to purge Turkish from Arabic and Persian words, and
the alphabet change influenced different translations of Poe’s works. Some translators who
supported the reform, for example, avoided Persian and Arabic words and criticized the
ones who did not (ibid., 138). As a result of the modernization and the westernization it
brought along, new genres such as novels, short stories, and detective stories were
introduced to the Turkish literary system through intellectuals who went to Europe for
education, which also promoted the translations of Poe’s stories and affected the first

examples of these genres written in Turkey (ibid., 132).

It is also aimed to answer here the question of why his works have been translated into
Turkish so many times. The general motives for retranslation apply to Poe’s works as well.
Giircaglar (2009: 234, 235) lists these motives as changing social contexts and the
evolution of translation norms, political views and ideologies (Demir-Atay provides plenty
of such examples for translations of Poe’s works, where the language reform influenced
the translator’s word choices), discovery of mistakes or misinterpretations in a translation,
unawareness that there is already a translation. These are all common and valid reasons,
but there are also commercial reasons. Edgar Allan Poe entered Turkish literary system so
successfully that his works are still of great interest for Turkish readers. Thanks to this,
Turkish readers could purchase any copy of his works regardless of the quality of the

translation. As a matter of fact, few readers pay attention to the translator or the quality of
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translation while buying a translated work. This respect for the author and his works
guarantees the sale of their translations. This is a major incentive for publishers even if the
retranslations are far from being improvements. A quick analysis of the translations of the
selected poetry reveals that these motives are present for Poe as well as any canonical

literature.

A comparative analysis of translations warrants the discussion of translation norms that
prevail at the time of each translation. This will help us see the bigger picture and make
valid interpretations. Akbulut (2014: 303) studied the translations of “The Raven” by
Tamer (1988), Cebeci (1992), Tastekin (2000), and Baykara (2011), and she stated that the
initial norms of the translations of “The Raven” shifted from target-oriented (following the
structures and repertoires of the target culture) to source-oriented (adherence to source text
patterns). She argued that early translators were anxious about introducing a novelty into
the Turkish literary system, so they preferred domestication but in time, western tradition
became more and more accepted and the translators felt safer about following the source
traditions more closely (ibid.). This argument can be true for the translations of Tamer
(target-oriented as claimed by Akbulut) and Cebeci and Tastekin (source-oriented as
claimed by Akbulut). However, Baykara’s translation, which is more recent than Cebeci’s
and Taskin’s translation, is far different from their’s and more similar to Tamer’s in terms
of its initial norms, i.e. target oriented. This claim regarding translation normswill be
further discussed after the textual analyses. In the present study, three more translations of
“The Raven” by Ziya Osman (Saba) (1928), Kutlukhan Kutlu (2011), Erdogan Alkan
(2012), and Osman Tuglu (2017) are included, which will provide a wider perspective

while discussing the changing translation norms.

Having analyzed all the poems and their Turkish translations done in different years,
regarding the norms “governing” the translations, a different conclusion from that of
Akbulut has been reached. Based on some ‘“key terms”—all allusions to Greek
mythology—she claimed that earlier translations was tended to domestication while the
later were to foreignization, and this is the result of the governing translation norms in
different years (Akbulut, 2014: 303). This may be true to a certain extent; however,
Akbulut’s observation is contradictory. Although Baykara’s translation of “The Raven” is
later (2011) than those of Cebeci (1992) and Tastekin (2000), domestication is more

dominant in his renderings of the “key terms” (see table 2 on page 307 in the cited work).
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A more comprehensive analysis of the poem, along with three more translations of “The
Raven”, reveals that this contradiction becomes even more evident. Similar to Tamer
(1988), Baykara (2011) employed a syllabic meter in his translation of “The Raven”.
Similar to Tamer, Baykara attempted to preserve internal rhymes, alliterations etc. Similar
to Tamer, Baykara turned to shifts of expression to preserve the overall affect and the
mohomeneity of style. Baykara’s translation does not seem to be “governed by the norms
of his time” but his decisions and choices seem to be governed by the concern to recreate
the style and overall effect of the original. If the four translators in Akbulut’s table (2014,
307) are categorized, Baykara (2011) and Tamer (1988) can be considered in the same
group, while Cebeci (1992) and Tastekin (2000) in the same based on their approaches to
poetry translation i.e. ‘stylistically concerned’ and ‘word-for-word’, not based on the years.
The present study included later translations by Tuglu (2017), Alkan (2012), and Kutlu
(2011), and it has been observed that these translators more or less had the same concern to
recreate the style of the original although they each achieved to variable degrees.
Moreover, Akbulut studied only “The Raven” and “Annabel Lee”. To have a broder view,
performed stylistic analysis on two more poems were performed here to have a larger data.
In the translations of “Eldorado” and “To Helen”, there were obvious attempts by all the
later translators, especially Alkan (2012), to recreate a version that is domesticated and can
readily be accepted as a poem in its own right. Surprisingly, the same effort was observed
in an earlier version by Cebeci (1992). Therefore, in a nutshell, the norm theory as
mentioned by Akbulut (2014, 303) may affect translation processes, it cannot necessarily
be claimed that they “govern” them. There may be other agents affecting translators’
choices such as their views on how a certain text type should be translated, especially in

poetry, what can be sacrificed to preserve something else.
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3. METHODOLOGY

3.1. Semantico-Stylistic Analysis as a Method of Translation Criticism

Models of translation process generally offer certain stages, and more often than not the
first stage is about “reading”, “analyzing”, “understanding”, “interpreting” the source text.
Huang (2011: 19) asks a critical question: “How do we know someone has a “thorough”
understanding of the source text?” and she suggests that although a complete
understanding is not possible, stylistic analysis presents a systematic way of investigating.
The second stage is to transfer these stylistic features to the translated text, which is a

complicated process since form and meaning are intertwined in poetry.

The following remarks by Levy quoted by Popovic (1970: 81) form the basis of the
method used in the present study: “Every conception of translation of any real significance
and consistency finds its principal manifestation in the shifts of expression, the choice of
aesthetic means, and the semantic aspects of the work”. Firstly, regarding shifts of
expression, how the translators” word choices were affected by the target normswill be
discussed. Secondly, concerning the choice of aesthetic means, the aesthetic features
(mostly referred to as stylistic devices in the present study) of the original texts will be
analyzed, and then how and to what extent the translators were able to transfer these
features to the target text will be investigated. A quick glance at the relevant sections
(Chapter 4.2) will reveal that the stylistic analyses provided here are based on how they
affected the semantic content.

Another view of translation that supports the choice of criticism method used in this study,
i.e. stylistic analysis, is that of Popovic’s view on style. He mentions two stylistic norms in
the translated work. The first one is the norm of the original and the second one is the norm
of the translation. He thinks that these norms should be identified within the stylistic unity
of the translation, which requires identification of individual stylistic elements that form
the norms in the context of both the literature and literary conventions of the original and
translated work Popovic (1970: 82). He claims that the norm of the original text, i.e. its
style, is “constant, unchangeable, and binding for the translator” while the norm of
translation depends on “the subjective view and creative initiative of the translator”

(Popovic 1970: 83). Popovic (1970: 84) refers to Miko, who aims to establish a link
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between stylistic means (or “devices” as mostly used in this study) as the lowest
component of the stylistic system and the following remarks by Popovic is the second

major theoretical basis of the present study:

“To be able to know what actually takes place in the style of a work of art we
must break it down and sort out the individual qualities of expression which
together manifest a certain pattern. (...) The structural identification of each
stylistic means in the two texts is an important step towards an evaluation of
the nature of equivalence from the point of view of translation theory. A
method of ordering the means of expression enables us to arrive at an accurate
evaluation of the linguistic means in their context, that is to say, not in
isolation, but in their relation to the entire system of expression. (...) Such a
general evaluation of means within the framework of the individual categories
and qualities of expression makes it possible for us to define more explicitly,
precisely, and systematically the shifts of expression, that is to say, the
relationship between the wording of the original work and that of the
translation.”

(Popovic, 1970: 84, 85)

Popovic (1970: 85) argues that “identification of shifts of expression and their semantico-
stylistic interpretation should be considered the most important aspects of translation

analysis”, which is exactly what is done in the textual analysis part of this study.

Now that ‘style’ has been established as the basic unit of analysis, a proper definition of
style is warranted. There is a consensus among scholars dealing with style about how
challenging it is to define it. Anton Popovi¢ defines style as the unique and standardized
dynamic organization of the expressive features, represented by thematic and linguistic
devices (Popovic, 1987: 7). Wales (2014: 397, 398) defines style as “the perceived
distinctive manner of expression in writing or speaking” and states that “style can be seen
as variation in language use”. This distinctiveness is due to ‘“set or sum of linguistic
features that seem to be characteristic”. Wales also addresses the relationship between style

and content, which lies at the core of this thesis. She provides the following example:

“Pater passed away last summer.
My Dad kicked the bucket last summer”

Both sentences above have the same referential meaning. However, the manner they

express it provides additional information about the person who utter them. For example,
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the second utterance gives the message that this person does not feel sad or care to respect
his father’s death.

Although the common point of all these different views on style is that it is about language,
there are many ways of describing and approaching to it. This makes “the issues that
stylistic analysis is concerned with extremely wide ranging” (Huang 2011: 61). These
aspects vary according to the literary form. As for poetry, some of these stylistic aspects
are the poem’s “physical shape (lines and spaces), its use of inventive language (patterns of
sound and structure), its openness to different interpretations, metaphors, repetition,
ambiguity” as quoted by Boase-Beier (2009: 195). Stylistic aspects mentioned by Jones
(2011: 30) are rhythm (metre), alliteration, vowel rhyme, theme, parallelism, deviation
from norms, ambiguous or multiple meanings, image and metaphor. Considering the scope
of the present study, all the stylistic features identified in the selected poems (and in their

Turkish translations) will be studied here.

3.2.1. Stylistic Features used as the Criteria of Analysis

The common advice is to read poetry more than once and to read it out loud. This advice
has solid grounds because compared to most prose, even literary, poetry has more hidden
meaning (and hence should be read more than once), and again its sound also has meaning;
hence, it should be read out loud. In order to elaborate on what is meant by “hidden
meaning”, some stylistic devices must be discussed. In the present study, sound-related
stylistic devices, such as rhyme, alliteration, assonance, consonance, rhythm and meter,
and refrain, are addressed first. These are followed by an analysis of imagery, connotation,
denotation, and word choice. Finally, figures of speech, such as metaphors, symbols, and

allusions, are studied.

3.2.1.1. Rhyme

Perrine defines rhyme (or rime) as “the repetition of the accented vowel sound and all
succeeding sounds.” She explains different types of rhymes such as masculine, feminine,
internal, end (also called external), and approximate. Masculine rhyme involves only one
syllable such as support and retort. Feminine rhyme involves two syllables such as
spitefully and delightfully. Internal rhyme occurs when one or both rhyming words are
within the line and end (external) rhyme occurs when both rhyming words are at the ends
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of lines. Lastly, she mentions approximate rhymes, where there are sound repetitions
ranging from close to fairly remote, including alliteration, assonance, consonance, and
half-rhyme (1969: 180). Kennedy and Gioia (2005: 871) mention exact rhyme, where
sounds following the vowel sound are the same, and slant rhyme (also called near rhyme,
off rhyme, or imperfect rhyme), where the final consonants are the same but the vowels are

different as in sun, bone, moon, rain, etc.

3.2.1.2. Alliteration, Assonance, and Consonance

When one thinks of poetry, the first things that come to mind are that a poem consists of
lines and stanzas, and more often than not these lines rhyme with each other. There is no
doubt that sound, or sound repetitions to be more specific, is of primary importance in a
poem. Rhyme may be the most commonly used and widely known from of sound
repetition; however, as the comparative stylistic analyses here will also reveal in the
following sections, it is not enough just to include rhymes in a translation and ignore the
other types of sound repetitions such as alliteration, assonance, and consonance. As for the
reason why, Kennedy and Gioia (2005: 866) explain that

“Listening to a symphony in which themes are repeated throughout each
movement, we enjoy both their recurrence and their variation. We take similar
pleasure in the repetition of a phrase or a single cord. Something like this
pleasure is afforded us frequently in poetry.”

In this subsection, these terms will be explained. Perrine (1969: 179) defines alliteration as
“the repetition of initial consonant sounds” as in “silken sad” or “Doubting, dreaming
dreams” from “The Raven”. In the same paragraph, she defines assonance as ‘“the
repetition of vowels” as in “all the night-tide, | lie down by the side”, “bright eyes”, or “my
bride” in “Annabel Lee”. Finally, Perrine (ibid.) describes consonance as “the repetition of
final consonant sounds as in “Thrilled me—filled” or “chamber door” in “The Raven”.
Kennedy and Gioia (2005: 867), on the other hand, do not define this as consonance but as
“internal alliteration” or a “hidden alliteration”. They argue that consonance “occurs when
the rimed’ words or phrases have the same beginning and ending consonant sounds, as in
chitter and chatter” or as in “I hold within my hand” in “A Dream within a Dream”. For
simplicity and for it is worth emphasizing the difference between “internal alliteration” and

consonance, Kennedy and Gioa’s definitions of alliteration and consonance were adopted

"It is also spelled as “rhymed”.
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here in the stylistic analyses. It is obvious to most readers but there is no harm in being
cautious and reminding that sound repetitions, such as rhyme, alliteration, assonance, are
about the sound, as the name suggests, not spelling. It will not be a problem for the Turkish
translations anyway since, unlike English, spelling and pronunciation of words do not
differ in Turkish.

3.2.1.3. Rhythm and Meter

99, ¢

The rhythm of a poem can be defined as “the stresses and pauses in it”; “a stress (or
accent) is a greater amount of force given to one syllable in speaking than is given to
another (Kennedy and Gioia, 2005: 884). Similar to Kennedy and Gioia, Perrine gives
plenty of examples of how essential rhythm is and how it literally deeply flows within our
veins. She argues that “it is related to the beat of our hearts, the pulse of our blood, the
intake and outflow of air from our lungs. (...) Everything we do naturally and gracefully
we do rhythmically”. The examples go on from the way we ride a horse to the sound of the
wheels of a running train. She defines rhythm as “any wavelike recurrence of motion or
sound”. As she defines meter, she states that there is rhythm in every language but some
are weak so, we do not even recognize them but some are so strong that we want to tap our
foot to it and meter is such kind of rhythm, where accents are arranged to appear at regular
intervals (Perrine, 1969: 195).

Kennedy and Gioia (2005: 885) define meter as: “when stresses recur at fixed intervals, it
is called meter”. Perrine (1969: 196) states that “meter comes from a word meaning
‘measure’ (...) for measuring time we use second, minute, and hour. For measuring verse,
we use the foot, the line, and (sometimes) the stanza. Therefore, to discuss meter in poetry,
we need to know what foot is. Kennedy and Gioia (2005: 894) define it as “usually a unit
of two or three syllables that contains one strong stress”. They mention and illustrate four
different types of meter: iambic, anapestic, trochaic, and dactylic, where iamb, anapest,
trochee, and dactyl are names of feet, respectively. Perrine (1969: 197) mentions two more
types of feet, i.e. spondee and monosyllabic foot. In iamb, a stressed syllable follows an
unstressed one. lambic meter is the most common meter in English poetry with the claim
that it follows the natural rhythm of our speech (Kennedy and Gioia, 2005: 894).
According to the table presented by Perrine (1969; 197), a trochee consists of an unstressed

syllable followed by a stressed one. This is the foot used in “The Raven.” In anapest, two
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unstressed syllables precede a stressed syllable. In dactyl, it is the other way around, i.e. a
stressed syllable precedes two unstressed syllables. Spondee consists of two stressed
syllables, and lastly, monosyllabic foot, as its name suggests, consists of one stressed

syllable.

Measuring verse does not stop here; the line is also measured with the number of feet it
contains; the following names are used to denote these numbers (Perrine, 1969: 197)
(Table 3.1):

Table 3.1. Measuring lines: meter

Monometer: one foot | Tetrameter: four feet | Heptameter: seven feet

Dimeter: two feet Pentameter: five feet | Octameter: eight feet
Trimeter: three feet Hexameter: six feet

Poe is said to use rhythm and meter extraordinarily skillfully in his verse. It was even
claimed that in rhythm and meter, Poe has the finest ear and he is unrivalled in these
regards (Walker, 1997: 400). Rhythm and meter will be studied separately for each poem

in the relevant sections.

3.2.1.4. Refrain

Kennedy and Gioia (2005: 839) define refrains as “words, phrases, or lines repeated at
intervals in a song or song-like poem”. They define different types of refrains such as
terminal, incremental, and internal refrain. Terminal refrain follows immediately after a
stanza. Incremental refrain occurs with slightly different words each time as in “The
Raven”, which will be elaborated later. The last type of refrain Kennedy and Gioia mention

is internal refrain, where the repetition is within a stanza with a fixed position.

3.2.1.5. Denotation, Connoation, Word Choice

Denotation and connotation affect word choices of both poets and translators. Kennedy and
Gioia (2005: 776) define denotation as meaning in a dictionary but a word generally has
many denotations. The word face, for example, has twelve different definitions only in the
noun category: the surface of the front of the head; a person's countenance (a happy face),
a contorted facial expression, outward appearance, value or standing in the eyes of others,
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prestige (did their best to save face after they were shown to be wrong), impudence, the
surface presented to view (the front), the right side, (as of fabric), etc. (Soukhanov, 1994:
2632). For a scientist, these multiple denotations may be a problem but for a poet, it is a

gold mine.

In addition to denotations, a word also has connotations, i.e. “overtones or suggestions of
meaning that it gains from all the contexts in which we have met in the past” (Kennedy and
Gioia, 2005: 776). The word “raven”, for example, has dark, sinister, and ominous
connotations. If one was asked to imagine the bird, the background that appears in mind
would most probably be an eerie night with wind howling. Edgar Allan Poe picked raven
for a reason. If he had wanted to tell about hope, joy, and love, he would have preferred a
nightingale, or if he wanted to tell about a fragile woman or a naive child, he would have
preferred a sparrow. Perrine (1969: 39) states that connotation is very important to the poet

because it is a tool by which he or she can enrich and concentrate meaning.

3.2.1.6. Imagery

Perrine (1969: 54) states that “experience comes to us through senses”. She goes on to
explain this statement with a simple yet efficient example. She says that we have thoughts
and feelings about spring, for instance, but we experience it through our senses. We see the
blue sky and white clouds, she says, hear the robins and the bluebirds singing in the
morning, smell the damp earth, and feel a fresh wind against our cheeks. Thus, she defines
imagery as “the representation through language of sense experience” and lists types of
imagery such as visual (a mental image), audial (sound), smell, tactile (hardness, wetness),
an internal sensation—also called organic imagery (Ingram, 1972)—(hunger, thirst,
nausea), or movement or tension in the muscles of joints, and the list is not limited to these
but enough for the purposes of the present study. In her explanation of the significance of
imagery in poetry, Perrine (1969: 7) quotes the poem “Winter” by Shakespeare and claims

that

In the poem “Winter” Shakespeare is attempting to communicate the quality of
winter life around sixteenth-century English country house. But instead of telling us
flatly that winter in such surroundings is cold and in many respect unpleasant,
though with some pleasant features too (the adjectives cold, unpleasant, and
pleasant are not even used in the poem), he gives us a series of concrete homely
details that suggests these qualities and enable us, imaginatively, to experience this
winter life ourselves.
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In the analyses of the poems, how Poe used imagery to communicate experience and how
the translators handled them in their versions will be elucidated.

3.2.1.7. Symbols and Allusions

These two devices will be discussed under the same title since most of the symbols in the
selected poems here are also allusions. Perrine (1969: 82) defines symbol as “something
that means more than what it is”. In “The Raven”, for example, the raven flies into the
room and perches on “the bust of Pallas”, Greek goddess of wisdom. This is a subtle
symbol in the poem since the narrator seeks to get information from the raven. Therefore,
the bust means more than what it is. Perrine (1969: 134, 135) defines allusion as “a
reference to something in history or previous literature” and states that “allusions are a
means of reinforcing the emotion or the ideas of one’s work with the emotion or ideas of
another work or occasion”. The selected poems are full of mythological allusions such as
“the balm of Gilead”, “Nepenthe”, “night’s Plutonion shore” in “The Raven”; “Seraphs”
and “Sepulchre” in Annabel Lee; “Valley of the Shadow” in Eldorado; and ‘“Naiad” and

“Psyche” in “To Helen”. Poe probably used these allusions to enhance the feelings of a

time and place far away from ours and the heavenly love, and the fairy-tale atmosphere.

3.2.1.8. Metaphor and Simile

These two stylistic devices “are both comparisons between things that are essentially
unlike. The only distinction is that in a simile the comparison is expressed, by the use of
some word or phrase such as like, as, than, similarto, or resembles. In a metaphor, the
comparison is implied—that is the figurative term is substituted for or identifiedwith the
literal term.” (Perrine, 1969: 65). In “The Raven”, there are numerous examples of
metaphors and only a couple of similes in the selected poems. In the line “And his eyes
have all the seeming of a demon’s that is dreaming”, he compares the eyes of the raven to
those of a demon, which is a strong way of stating that the raven is ominous. In “Annabel
Lee”, the narrator compares their happiness to that of angels in the following line: “The
angels, not half so happy in heaven”. Since he uses the phrase “not half so”, it can be said

that this is an example of simile.
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3.2.2. Shifts of Expression and Homogeneity of Style

Studying stylistic features of a poem separately may fail to provide a complete
understanding because as Popovic (1970) argues, “In the stylistic structure of a literary
translation there are a number of heterogeneous elements which if adequately organized
join to produce its homogeneous character”. Therefore, the translator is not only expected
to transfer the stylistic features individually, he or she is also expected to organize them in
a way to achieve the homogeneity of style. The challenge is to identify “what actually
represents this resultant value” and “what produces the homogeneity of style”
(ibid.)Popovic (ibid.) claims that “system of expression identifies the proper substance of
the style and its homogeneity, and (...) helps us to detect whatactually has been shifted in
the style of the translation”. This entails an investigation of “shifts of expression” i.e.

translation shifts.

Bakker et al. (2009: 269) simply define shifts as “changes which occur or may occur in the
process of translating” and state that “Translation involves the transfer of certain values of
expression or content across a semiotic border; shifts are concomitant with this transfer”
because “the relation between any two systems confronted in the process of translation is
asymmetric”. Although it is widely accepted now that shifts are inevitable due to this
asymmetric relation between languages and cultures, earlier they were perceived as
corruptions and frowned upon (ibid.). Recently, shifts merely resulting from linguistic and
cultural differences are considered indispensable, natural, and compulsory and are not even
considered, by most scholars, in the category of translation shifts (ibid.). Thus, it can be
confidently claimed that the trajectory of translation shifts, through the history of

translation studies, gradually shifted from unacceptable to necessary.

In their account of translation shifts, Bakker et al. (2009: 269-273) mention various
approaches by a number of scholars such as Toury, Steiner, Lefevere, Bassnett, van
Leuven-Zwart, Vinay and Darbelnet, and Nida throughout the chapter. Some of the notions
introduced by Toury and Nida are also closely relevant for the present study, but let us
introduce Popovic’s groundbreaking concept of ‘“shifts of expression” because it

significantly overlaps with the aim and structure of the present study.
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Also stated by Bakker et al. (2009: 272), in his 1970 conference paper (Popovic, 1970: 78-
87), Popovic’s main concern regarding translation shifts is literary translation, which is
also the reason the present study was based on this work. He acknowledges that sometimes
losses in translation are so significant that the very translatability of literary works is
questioned, but he also claims that it could be the opposite, i.e. translations may even bring
gains through certain shifts of intellectual and aesthetic values, and this can be verified
empirically (as is the case for the present study). He states that “a translation involves an
encounter of linguistic and literary norms and conventions” and the changes in a translated
work are results of “differences between two languages, two authors, and two literary
situations involved”; finally, these differences determine the structure of the translated
work, which he calls “style” (ibid.). As mentioned above, he considers linguistic shifts
insignificant and states that differing social and literary situations governs the differences
between the translator and the author. Popovic (ibid., 86) criticizes Catford’s definition of
translation shifts for being merely linguistic; therefore, he names his own version “shifts of

expression”.

Popovic (ibid., 79) defends the translator, the traditore (1), claiming that the translator turns
to changes not because he tries to underemphasize the semantic content but because he
strives to preserve the “norm” and the semantic substance of the original despite the
differences between the two systems, “to reproduce it as faithfully as possible and to grasp
it in its totality, as an organic whole”. Hence, he argues that the translator has the right to
be independent on the condition that he uses this independence in his endeavors to make
the translated work a living work. Further details of his views on style and “shifts of

expression” is given in the section where the methodology is explained.
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4. FINDINGS AND RESULTS

Our analyses of the poems start with an examination of sound elements, such as the rhyme
scheme, alliteration, rhythm, and ends with the analysis of figures of speech, such as
metaphors, symbols, imagery, and allusions. For some of the poems, a subsection titled
“Word choice: connotation and denotation” is also included. This subsection is not
included in all the poems is because the word choices are also discussed while studying

various stylistic devices.

4.2.1. Stylistic Analysis of “The Raven” and its Translations

In this subsection, the stylistic features of the poem and its translations will be analyzed to
obtain an insight as to how the translators treated the stylistic features, to what extent they
were able to find equivalents for them, and how their strategies affected the overall style of

the translation.

Here translations by the following translators are studied: Ulkii Tamer in 1988 (Eyiiboglu,
2013)%, Oguz Cebeci in 1992 (Cebeci, 2010), Hande Tastekin in 2000 (Tastekin, 2012),
Oguz Baykara (Baykara, 2011), Kutlukhan Kutlu (Kutlu, 2011), Erdogan Alkan (Alkan,
2012), Osman Tuglu (Tuglu, 2017).

4.2.1.1. Rhyme in “The Raven”

In this poem, there are plenty of examples of both internal and external rhyme. Internal
rhyme is defined as thyme “within a line (or other unit)” while external rhyme is a rhyme

“between successive lines/units” (Baldick, 2001: 127)

For “The Raven”, rhyme is not only a form-related component as is the case for the refrain.
Both internal and external rhyme contribute to the tension, mystery, melancholy, and the
feeling of uncertainty whether it is hallucination or real. Yasamali and Peksoy (2014)
address the importance of internal and external thyme in “The Raven” in detail. They

argue that what “makes “The Raven” quite a remarkable piece of dark literature is its

® From now on, to give the readers an idea about the chronology of the translations, the years given in
parantheses for all the Turkish versions of “The Raven” are the years when the poems were first translated.
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highly musical and figurative language. (...) Poe skillfully combines them [internal

rhyming] to create the musicality within a line.”

Once Poe decided upon what, how, and why his refrain (Nevermore) should be, he is
convinced that he needs to reinforce its effect with auditory repetition through words such
as “Lenore”, “chamber door”, “lore”, “nothing more”, “the floor”, “ever more”, “before”.
He chooses to repeat this sound in the form of external rhyming. The choice of the sound
to be repeated as rhyme is not random either. The same sound at the end of the refrain
“Nevermore” and the most significant figure, the lost beloved’s name, “Lenore” is
repeated. Having translated the refrain as “Hig¢bir zaman”, Tamer repeats the “-an” sound,
which serves the purpose of reinforcing the refrain. Similarly, Baykara designs his

rendering to repeat the same sound as the refrain “Asla” (see Table 4.1 below).

Table 4.1. Demonstration of how Tamer and Baykara organized the ends of the lines to
rhyme with the refrain

Ever yet was blessed with seeing bird above his chamber door—
Bird or beast upon the sculptured bust above his chamber door,
With such name as “Nevermore.”

Kapisinda boyle bir kus kolay kolay gormez insan,
Boyle heykelin tistiinde kolay kolay gérmez insan;
Adi "Hig¢bir zaman™ olan. (Tamer, 1988)

Cikmamistir onu alan, benim gibi mekanina,
Geldi tlinedi kapimin, {istiindeki Athena'ya,
Boyle bir kus var m1 acep lstelik de ad1 "Asla!" (Baykara, 2011)

Baykara’s use of external rhyme is not limited to the example given above. As mentioned
earlier, another key element of the poem is the name “Lenore”, which also rhymes with
“Nevermore” in addition to “chamber door”, “lore”, “nothing more”, “the floor”, “ever
more”, “before”. Baykara accomplishes exactly the same sound repetition with the
original through use of Turkish present continuous tense which requires the suffix “-yor”.
Having achieved the same external rhyme with the poem’s two of the most important
symbols “Lenore” and “Nevermore” contributes to Baykara’s translation in terms of

stylistic equivalence. The following lines are two of many instances of this external rhyme.



45

Melekler koymus adini, sevgilimin ad1 Lenor,

Ama simdi meghul oldu, ismi artik anilmiyor-... (Baykara, 2011)

The internal rhyme in “The Raven” sometimes stretches to the next line (e.g., c/c, c/b as

shown in the table below). The following is only one of many examples in the poem.

Nothing farther then he uttered—not a feather then he fluttered—

Till I scarcely more than muttered “Other friends have flown before—

The Turkish renderings of the lines above do not have internal rhyme. However, being
aware of the internal rhyme scheme of the original, Baykara and Tamer utilize as many
internal rhymes as they can in their translations. To be exact about the number, Baykara’s
translation contains forty-four internally rhyming lines out of one hundred eight, and
Tamer’s translation contains thirty-three internally rhyming lines. The following are only a
few examples that show how masterfully these two translators recreated internal rhyme in

their work.

“The Raven” consists of eighteen stanzas and Table 4.2 below shows the rhyme schemes
of the first nine stanzas of the original poem and its three translations by Baykara, Tamer,
and Tuglu. It can be seen that the original poem follows a regular rhyme scheme (Letters

separated with a slash indicate internal rhyme).

In the original poem, the first line of each stanza includes an internal rhyme (e.g., a/a). The
third line of each stanza also contains an internal rhyme but this time it also extends to the
first half of the next stanza (e.g., c/c, c/b). In addition, lines two, four, five, and six rhyme
(externally). Tamer’s and Tuglu’s translations follow this external rhyme scheme. As for
internal thyme, Tamer’s translation follows a more regular scheme (the first and third lines
of each stanza contains internal rhyme) compared to those of Baykara and Tuglu. In
Baykara’s translation, some stanzas do not have any internal rhyme while some have four

out of six lines containing internal rhyme (compare stanzas V and VI for example).
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Table 4.2. Rhyme scheme of "The Raven" and its Turkish translations

Original |Baykara | Tamer | Tuglu | Original | Baykara | Tamer |Tuglu
Stanza | Stanza

ala a ala a/la |d/d d/id d/id ele

b ala b d d/b d b d

clc b/b clc c ele d ele f/f
c/b b b d e/b d b f/d

b c b d b C b d

b c b d b C b d
Original |Baykara | Tamer | Tuglu | Original | Baykara | Tamer | Tuglu
Stanza Ill Stanza IV

f/f e ala g h/h b/b clc [

b C a/b d B C b d

0/9 f f/f h i/i b/b 0/g J

a/b c b d i/b c a/b d

b c b d b h/h b d

b C b d b C b d
Original | Baykara | Tamer | Tuglu | Original | Baykara | Tamer | Tuglu
Stanza V Stanza VI

il] i hh (KK | b e el

b il b |d | b b |d

k/k ala h/h f/f m C i k

k/b alc b d b C b d

b ala b d b k b d

b C b d b C b d
Original |Baykara | Tamer | Tuglu | Original | Baykara | Tamer |Tuglu
Stanza VII Stanza VIII

n/n d clc I p/p h h/h I

b | b d b h b d

o/o ala 1/ m a/q n/n Kk c

b m/a b d g/b 0 k/b d

b m/m b d b olo b d

b m/m b d b a/a b d
Original Baykara | Tamer | Tuglu

Stanza IX

rir ii h/h n

b [ b d

s/s p a/g m

s/b q b d

b 0 b d

b 0 b d
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Baykara, however, compensates for the lack of internal rhyme in certain stanzas with the
use of alliteration (see Table 4.3), also a sound repetition, which will be elucidated later in
detail. His version of Stanza IV below is an example of this compensation. Besides, his
overall use of internal rhyme is more in number than that of Tamer and Tuglu as
mentioned above. Tuglu’s translation follows the original rhyme scheme of the lines two,
four, five, and six. The rhyming syllable in the original is “or” as in “lore”, “door”, and
“more”, which is an example of masculine rhyme, whereas in Tuglu’s translation the
repeated sound is “k”, which is an example of imperfect thyme. Hence, this rhyme is
rather weak compared to those in the original poem and the other two translations given in
the table. His use of internal rhyme is rather limited, and this is not compensated by any

other sound repetition.

Table 4.3. Examples of intensive use of alliteration by Baykara

And the silken, sad, uncertain rustling of
each purple curtain

Ipekli morperdelerin, iizgiin mahzunhigirtisi,

Thrilledme—filled me with fantastic terrors

neverfelt before;

Dehsetlere  diisiirerek, baktim  beni

urkiitiiyor,

So that now, to still the beating of my heart, |

stood repeating

Hizla c¢arparken vyiiregim, tekrar ederek

surekli,

“’Tis some visitor entreating entrance at my

chamber door—

Dedim bu misafir artik, igeri girmek istiyor

Some late visitor entreating entrance at my

chamber door;—

Bu davetsiz yeni konuk, iceri girmek istiyor,

This it is and nothing more.”

Evet, hepsi bu kadard: baska izah istemiyor.

Besides, to achieve these weak rhymes, Tuglu sacrificed something bigger, the
“naturalistic”® language (see Table 4.4 below). “Sabah i¢in yakardim goklere” is a literal
translation that sounds too much like a translation. Baykara and Tamer translated the same
expression respectively as “Ah bir sabah olsa derken” and “Isisin istedim safak™, both of
which are great examples of “shift of expression”. Inverted sentences have often some
literary value but lines 4 and 5 strive to reach to the reader but unfortunately fail. This

example once more emphasizes the fact that each stylistic feature has its own value and the

? This is a reference to Levy quoted by Popovic (1970: 82): “only a "naturalistic" translator searches for
corresponding expressions in the recipient language”.
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translator is supposed to decide which one is more important for the stylistic unity of the
poem. The translator is to decide what can be sacrificed to gain something else. In the
translation process, there is a bargain determining the gains and losses, and the final add up
determines the overall value of the translated work. What matters the most is that losses do
not surpass the gains so that the translated work is a “living work” that can exist as a poem
itself in the target literary system. The other translations of the poem are not included in
the table because they do not follow a rhyme scheme although they have examples of
internal or external rhyme only when convenient. The earliest translation by Ziya Osman

employed almost no rhyme at all in his version.

Table 4.4. Example of how naturalistic language is compromised for rhyme (Tuglu’s
translation, Stanza Il, lines 3-6)

Original

Eagerly | wished the morrow;—vainly | had sought to borrow
From my books surcease of sorrow—sorrow for the lost Lenore—
For the rare and radiant maiden whom the angels nhame Lenore—
Nameless here for evermore.

Tuglu

Sabah icin yakardim goklere; - aciya kitaplarda bos yere
Aramistim bir ¢are- acisina Lenore'un, o yitik,
O meleklerin Lenore dedikleri kizin, o essizin, parlayanin 1s1k 151K,

Ad1 burada sdylenmeyenin artik

See Table 4.5 below for examples of masterful use of internal rhyme by Tamer and

Baykara (The lines are in mixed order).

Table 4.5. Examples of use of internal rhyme by Tamer and Baykara

Ulkii Tamer Oguz Baykara
Ah, hatirliyorum simdi, bir Aralik gecesiydi, Kurdum berbat feci diisler, abuk subuk neler neler
Isisin istedim safak caresini arayarak Dur sus dedim dinlemedi kafasinca ilerledi,
Gozlerimi karanliga dikip basladim bakmaya Hemen kapimin iistiine, iistelik Pallas biistiine,
Sessizlik durgundu ama kipirtt yoktu havada Oturup rahat yerine, aldirmadi ¢evresine...
Insaf bilmez felaketin kovaladig1 sahibin Dedim: "Saym Bay Kuzgunum, sizin igin ¢ok
Oturup diigiindiim 6yle, soylemeden, tek s6z bile | iizgiiniim,
Tiiy dokiilmiis, ibik gitmis, ama sen Anka gibisin!
Otelerden gelmektesin, adin nedir sdyler misin?"
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4.2.1.2. Alliteration in “The Raven”

Colton states that “much of the melody of 'The Raven' arises from alliteration, and the
studious use of similar sounds in unusual places” (Colton, 1997: 141). Alliteration,
together with internal and external rhyme, effectively contributes to the lulling, incantatory
quality of the language (Kopley and Hayes, 2002: 193). It is one of several devices
directing the reader to the intended feelings of melancholy, mystery, and tension. Although
alliteration is defined as the repetition of the first sound of each word, Yasamali and
Peksoy (2014) define alliteration as “a series of words having the same first sounds or
same sounds within a word”. Use of alliteration in “The Raven” starts right at the
beginning. Examples of alliteration can be found in Lines 1 and 3 along with their
corresponding lines in Turkish translations (see Table 4.6). Baykara and Tamer aims to use
alliteration in their versions, even though the repeated sounds are within a word but not at
the beginning. Although there were occasional and probably coincidental consonant
repetitions, use of alliteration is not observed as much in the other translations. Table 4.6

below shows examples of alliteration in different translations of “The Raven”.

Table 4.6. Examples of use of alliteration by different translators

Once upon a midnight dreary, while | pondered, weak and weary,
While | nodded, nearly napping, suddenly there came a tapping,

Ortasinda bir gecenin, diisiiniirken yorgun, bitkin
Neredeyse uyuklarken, bir tikirti geldi birden, (Tamer)

Yorgun argin oturmustum, korkung berbat bir geceydi
Yavas yavas uyuklarken, kapimi ¢aldilar birden (Baykara)

Kasvetli gece yarisinin birinde, zayif ve bitkin dalmistim disiincelere,
Basim 6niime diistiigiinde, neredeyse uyuyacakken, (Tastekin)

Bir zamanlar kasvetli bir gece yaris1 unutulmus eski bilgilerin,
Uyumak tlizereydim, neredeyse basim diisliyordu ki, (Cebeci)

Bir vakitler gece yarisi sikkin, diistiniiyordum yorgun-argin.

Basim one egik uyuklamak tizereyken bir tikirti oldu aniden. (Tuglu)

Bir giin, puslu bir gece yarisi, yorgun argin
Bir tikirt1 oldu birden, sanki biri usulca (Alkan)

Bir vakitler geceleyin, dalmisken mecalsiz, bitkin;
Bagim 6niime diigmiistii ki bir tikirt1 geldi (Kutlu)
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4.2.1.3. Rhythm and Meter in “The Raven”

Poe (1846) explains the rhythm and meter in “The Raven” in “The Philosophy of

Composition” as follows:
“Of course I pretend to no originality in either the rhythm or metre of the
"Raven." The former is trochaic--the latter is octametre acatalectic, alternating
with heptametre catalectic repeated in the refrain of the fifth verse, and
terminating with tetrametre catalectic. Less pedantically-- the feet employed
throughout (trochees) consist of a long syllable followed by a short; the first line
of the stanza consists of eight of these feet, the second of seven and a half (in

effect two-thirds), the third of eight, the fourth of seven and a half, the fifth the
same, the sixth three and a half.”

As defined in the previous section, trochaic octameter means that each line contains eight
trochees, i.e. eight feet each of which consists of one stressed syllable followed by an
unstressed syllable. In lines two and four, the last feet are monosyllabic; and the last line
contains four feet, the last of which is also monosyllabic. The rhythm and meter of first
stanza is as follows. Bold syllables are the stressed syllables and the others are the
unstressed ones, and the slashes separate the feet:

Once u/pon a /midnight /dreary, /while I/pondered/, weak and/weary,

Over/many a /quaint and /curious /volume /of for/gotten/lore—

While | /nodded, /nearly /napping, /sudden/ly there/came a /tapping,

As of /someone /gently /rapping, /rapping /at my /chamber /door.

“’Tis some/visi/tor,” I /muttered, / “tapping /at my /chamber /door—
Only /this and/nothing/more.”

When the Turkish translations were studied in terms of meter, it was observed that only
Baykara and Tamer followed a regular meter even though the rhythm and meter are not the
same as Poe’s. In Baykara’s version, each line, including the last lines of each stanza,
consists of sixteen syllables. Similarly, in Tamer’s version, each line consists of sixteen
syllables, except the last one which is composed of eight syllables similar to the original
which consisted of seven syllables. The following are the first stanzas of Tamer’s and
Baykara’s translations, respectively:

Or/ta/si/da /bir ge/ce/nin, /dii/sii/niir/ken /yor/gun, /bit/kin

O a/calyip ki/tap/la/r1, glin geg/tik/¢e u/nu/tu/lan,

Ne/re/dey/se u/yuk/lar/ken, bir ti/kir/t1 gel/di bir/den,

Ce/kin/gen bi/ri/ydi san/ki u/sul/ca ka/p1/y1 ¢a/lan;

"Bir zi/ya/ret/¢ci/dir" de/dim, "o/da ka/p1/s1/m1 ¢a/lan,
Bag/ka kim ge/lir bu za/man?"

(Tamer)
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Yor/gun ar/gin o/tur/mus/tum, kor/kung ber/bat bir ge/cey/di,
O/ku/yor/dum es/ki/le/ri, ¢o/gu za/ten ef/sa/ney/di,

Ya/vas ya/vas u/yuk/lar/ken, ka/p1/mi1 ¢al/di/lar bir/den,
E/vet, or/da bi/ri var/di, tam uy/ku/ya da/li/yor/ken,

Ku/lak di/kip mi/ril/dan/dim: "Kim/dir a/cep, ne o/lu/yor?"
Bas/ka hig/bir ses ge/lme/di, de/mek in cin top oy/nu/yor.

(Baykara)

The following remarks by Perrine emphasize the importance of rhythm and meter in
poetry. She states that “our love of rhythm and meter is rooted even deeper in us than our
love for musical repetition. It is related to the beat of our hearts, the pulse of our blood, the
intake and outflow of the air from our lungs”. Similarly, without the rhythm and meter,
“The Raven” cannot breath, it has no pulse, its heart does not beat. Without rhythm and
meter, its translations cannot achieve the desired effect on the reader. Having claimed this,
what Poe intended to make the reader feelneed to be elucidated. With the rhythm and meter
of “The Raven”, Poe wanted the reader to feel “the emotional disorder” of the narrator (See
the quotation from Fisher below). Thanks to the particular rhythm and meter, we listen to
the narrator as if we are listening to a crazy helpless person rocking back and forth. The
following remarks by Fisher (2008: 45) confirm this interpretation and once again

emphasize the relation between sound and meaning in poetry:

“Limited vocabulary, rhythm and rhymes may produce monotony, but the
monotony betrays no limits upon Poe’s imaginative abilities. Rather, it
suggests that the speaker’s fragile mind is manifest in the repetitions that may
be symptomatic of emotional disorder.”

In brief, it can be said that, among many other things, although the patterns are different
from that of the original, Tamer and Baykara undertook a highly challenging task trying to
maintain a rthythm and meter pattern (8+8 syllabic meter) for “The Raven”. This syllabic
meter is not common in Turkish poetry, where the syllabic meter generally consists of 4+3,
4+4, 5+3, 6+5, or 4+4+3. However, this is still a major contribution to the stylistic
equivalence of their translations because this meter, when merged with the wording of the
poem, also indicates a regular pattern imitating the “rocking back and forth” of the

obsessed and emotionally disturbed narrator.
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4.2.1.4. Refrain in “The Raven”

For the famous refrain of “The Raven”, Babler (1970: 198) argues that translating it
properly is crucial and it is also where the challenge starts for the translator because he
thinks that reproducing the onomatopoeic nature of the word “Nevermore”, which was
designed to imitate the croaking of a raven, is absolutely necessary. He gives examples
from other languages such as German, Swedish, French, Spanish, and Italian. He deems
literal translations of “Nevermore” into these languages unacceptable because none of
them contains “the long o as the most sonorous vowel, in connection with r as the most
producible consonant”. Therefore, he argues that “the refrain “Nevermore” cannot be
translated; it must be rendered, transposed, imitated”. He provides examples of how some

translators transposed it:

“(...) translators have sometimes shown considerable skill and ingeniousness. One
of the German translators came nearer to the sound of the final syllable of the
refrain by rendering it "Nie, du Tor", a Czech rendered it by "Vritit cas" (Come
back, Time) and a Slovak by "Neborak" (Pitious one); and a little further on we
shall quote the Czech version in which the refrain is given as "Marny blud" (Vain
delusion). And then there is a German translation the author of which could see no
better solution than to retain the original English.”

(Babler, 1970: 198)

In short, what Babler thinks necessary for the translation of the refrain “Nevermore” is a
phonemic translation (a concept later introduced by Lefevere (1975: 19), where the exact
sounds of the original is preserved, most of the time at a major semantic cost. None of the

Turkish translators did this in their versions.

Another source that can be referred to is Poe’s “The Philosophy of Composition”, where
he explains some of the above-mentioned stylistic devices he chose and elaborates on why
and how he made use of them, and refrain is one of these devices. Poe claims that refrain is
not just a form-related element in this poem; it has such a significant role in the poem’s
construction that Poe establishes it as “some pivot upon which the whole structure might
turn” (Poe, 1846). As he clearly expressed, the refrain “Nevermore” was not a random
choice. He decides that it is best to use “a single word as the best refrain” (Poe, 1846).

Table 4.7 below shows how different translators translated the refrain.
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Table 4.7. Translations of the refrain “Nevermore” by different translators

Quoth the Raven “Nevermore.” (Poe, 1845)

Dedi Kuzgun: "Hi¢bir zaman." (Tamer, 1988)
Baktim kuzgun dile geldi, cevap verdi, "Asla" dedi. (Baykara, 2011)
Sonra kus dedi ki; “Bir daha asla,” (Tastekin, 2012)
Kuzgun dedi ki "'Bir daha asla" (Cebeci, 2017)
Kuzgun dedi ki “Bir daha olmayacak” (Tuglu, 2017)
Yanitladi kuzgun “Asla”. (Alkan, 2012)

Tamer translated the refrain as “Hi¢bir zaman” and Tastekin and Cebeci as “Bir daha asla”
while Baykara, just like Poe, preferred a single word, “Asla”. However, Baykara’s version
does not have the “r” sound. Baykara translated a part of Poe’s “The Philosophy of
Composition” and published it along with his translation, which suggest that he was aware

IR
T

that Poe preferred the sound for a reason but he did not prefer a phonemic translation.
Moreover, the way other translators used the sound “r” is not as sonorous as in
“Nevermore”. Regarding the translation of refrain, it can be said that none of the
translators did a phonemic translation. What matters for homogeneity of style here is that
Tamer and Baykara chose their rhymes so that they repeat the sound used in their

translations of the refrain, which has already been discussed above.

4.2.1.5. Imagery in “The Raven”

For someone who engages in an analysis of “The Raven”, it must be quite obvious by now
that Poe arranged every little detail in his poem to arouse a specific feeling in his readers.
He states this explicitly in his essay by saying that “no one point in its [The Raven’s]
composition is referable either to accident or intuition--that the work proceeded step by
step, to its completion with the precision and rigid consequence of a mathematical

problem” (Poe, The Philosophy of Composition, 1846).

The use of imagery is one of the steps carrying Poe’s work to the precision he aims. As
emphasized a couple of times before in this study, a poem is effective to the extent it can

make its reader experience what it tells. And as Perrine (1969: 54) states “experience
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comes to us through senses”. And in a poem, senses are stimulated through imagery.
Imagery helps us see, hear, smell, and feel. It can be said that, for example, in “The
Raven”, the tension, mystery, and melancholy are experienced through the “silken sad

uncertain rustling of each purple curtain”.

“The Raven” is known mostly for its musicality, and auditory imagery is the primary type
of imagery used in this poem. Onomatopoeia is an auditory imagery device that can be
described “as an attempt to represent a thing or action by a word that imitates the sound
associated with: zoom, whiz, crash, bang...” (Kennedy and Gioia, 2005: 864). Poe turns to
onomatopoeia so that his readers can “hear” (i.e. audially experience) what is happening,
imagine how the setting is and therefore feel the tone and tension in the poem more
intensely. The following are examples of onomatopoeia in “The Raven” and how the

Turkish translators dealt with them.

The first instance of onomatopoeia is “tapping” in the first stanza. It was translated as
“tikirt1”, which is also an onomatopoeic word in Turkish, by three translators while Tamer

preferred “vurus”, which is not an onomatopoeic word (see Table 4.8 below).

Table 4.8. Example of onomatopoeia (tapping) in “The Raven” and its Turkish translations

Soon again | heard a tapping somewhat louder than before

Duymaz miyim bir tikirti, birincisi gegti derken (Baykara, 2011)

Duydum vurusu yeniden, daha hizli eskisinden (Tamer, 1988)

Ayni1 tiKirtiyn isittim yine ilkinden biraz daha kuvvetlice ~ (Cebeci, 2017)

Biraz sonra dncekinden daha yiiksek bir tikirti duydum yine (Tastekin, 2012)

Bir tikirt1 oldu birden, sanki biri usulca (Alkan, 2012)

Odamin kapisni kibarca pek biri vuruyordu sanki tik tik (Tuglu, 2017)

Another example of onomatopoeia is “muttered”. Three of the translators translated it as
onomatopoeia, “mirildandim”, “homurdandim”™ while the other two preferred non-

onomatopoeic words “sdylendim” and “dedim” (See Table 4.9 below).
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Table 4.9. Example of onomatopoeia (muttered) in “The Raven” and its Turkish
translations

“’Tis some visitor,” I muttered, “tapping at my chamber door—

"Bir ziyaretgidir" dedim, "oda kapisini ¢alan, (Tamer, 1988)
Kulak dikip mirildandim: "Kimdir acep, ne oluyor?" (Baykara, 2011)
"Odamin kapisini tiklatan" diye sdylendim (Cebeci, 2017)

“Bu bir ziyaret¢i,” diye homurdandim (Tastekin, 2012)
Mirildandim: “Kuskusuz bir konuk bu- (Alkan, 2012)

“Bu”, diye séylendim, ‘olmali odamin kapisini ¢alan bir konuk, (Tuglu, 2017)

“Croak” is another example of onomatopoeia used in “The Raven”. Baykara and Cebeci
translated it into Turkish using an onomatopoeic word “gaklamak” while Tastekin prefers
the Turkish counterpart of the word “say”. Tamer, on the other hand, translates “croak” not
as a verb but as an adverb, “Catlak ¢atlak”, which is even a stronger stimulator of auditory
imagery than the onomatopoeic “gaklamak”. This set of examples is significant in that
sticking to the same literary device does not always mean achieving stylistic equivalence.
The same thing applies to the examples above (renderings of “muttered”). Even though
Tastekin also translated “muttered” into Turkish using an onomatopoeic word and Baykara
did not, it cannot be argued that Tastekin achieved stylistic equivalence and Baykara did
not because Baykara achieved stylistic equivalence in many other more significant aspects
of poetry. This is another example for the argument that each stylistic value contributes to

the overall homogeneity of style at different levels (see Table 4.10 below).

Table 4.10. Example of onomatopoeia (croak) in “The Raven” and its Turkish translations

Meant in croaking “Nevermore.”

Catlak catlak: "Hi¢bir zaman." (Tamer, 1988)
‘asla!’ diye gaklhiyorken neydi acaba maksadi? (Baykara, 2011)
Ne anlatmak istedi diyerek “Bir daha asla.” (Tastekin, 2012)

Ne demek istemisti gaklayarak "Bir daha asla "diye?  (Cebeci, 2017)

“Bir daha olmayacak” diye gaklayarak. (Tuglu, 2017)

Deyip dururken “Asla”. (Alkan, 2012)
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Other instances of onomatopoeia are “rustling” (Stanza III) and “rapping” (Stanza IV). All
the translators, including Ziya Osman, translated it as “hisirti/hisirdamak™, which is an
onomatopoeic word in Turkish. As for “rapping”, Baykara translated it as “¢aldiniz” (not
an onomatopoeic word), and Tamer, Kutlu, and Tuglu translated as “vurdunuz” (not an
onomatopoeic word), Cebeci translated it as “tikirt1” (an onomatopoeic word), Ziya Osman
translated it as “dokundunuz” (you touched), Alkan translated it as “tiklattiniz” (an

onomatopoeic word).

Poe used other types of imagery in “The Raven” such as (Ingram, 1972):

Visual imagery: the raven “perched upon a bust of Pallas”/ ebony bird
Bodily sensations (also called organic imagery): “once I wondered weak and weary”

Kinesthetic Imagery: “Open here I flung the shutter, when, with many a flirt and
flutter.”

Poe calls the bird “ebony” because it is black and the literal Turkish translation of it is
“abanoz”, a black tree. In American English, the word “ebony” is used to denote a pitch-
black color and most people do not even know that it is a tree. In Turkish, it is not used as
a color and few people know about the tree. That is probably why Tamer and Baykara
translated it as “kara” and “simsiyah”, which mean “black” and “pitch-black”, respectively.
Alkan, Tastekin, and Cebeci translated it as “abanoz”, which rendered the image of a pitch-
black bird ineffective for the aforementioned reason. Tuglu and Kutlu translated it as
completely different things, i.e. “hantal” and “garip”, which can be backtranslated as
“heavy, clumsy” and “weird”, respectively. These two translations do not create the
intended image either. The blackness of the bird, however, symbolizes night, death, grief,
and mystery and therefore has an important place in the poem.

There is no issue regarding the translations of the organic imagery “weak and weary”
because all of its translations denote the same bodily sensations. The same can be said for
the translations of the example of kinesthetic imagery given above. All the translations, by

nature, convey a movement.

4.2.1.6. Repetition in “The Raven”

As stated many times here, repetition is at the core of “The Raven”s structure and it plays
an essential role in creating the feelings aimed by Poe. Most of the literary devices

addressed above (internal/external rhyme, alliteration) are about sound repetition. In this
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section, repetition of whole words (individual words or word groups) will be addressed.
The lines from the original are quoted from Yasamali and Peksoy (2014) and presented

here along with their Turkish translations (see Table 4.11 below).

Table 4.11. Examples of repetition in “The Raven”

“Tis some Visitor entreating entrance at my chamber door -
Some late visitor entreating entrance at my chamber door; - (L-16,17)

Bir ziyaretcidir mutlak usulca kapiyi ¢alan,
Gecikmis bir ziyaretci usulca kapiyi ¢alan (Tamer, 1988)

Dedim bu misafir artik, igeri girmek istiyor
Bu davetsiz yeni konuk, igeri girmek istiyor (Baykara, 2011)

Bu bir ziyaret¢i ve izin istiyor girmek icin

odamin kapisindan

Geg saatte gelen ziyaretginin biri izin istiyor girmek icin

odamin kapisindan” (Tastekin, 2012)

Oda kapimdan girme izni isteyen bir konuk bu-
Oda kapimdan girme izni isteyen geg bir konuk  (Cebeci, 2017)

It can be seen in the examples above that all four translators preserved the repetition when
it is group of words. When the repetition is an individual word, however, Tastekin
preserved four repetitions out of five examples below, and Cebeci two out of five.
Nevertheless, this does not mean that Tastekin and Cebeci are closer to stylistic
equivalence than Baykara and Tamer because when Tastekin’s and Cebeci’s general
tendency to follow the source text word for word is considered, it can be concluded that
preserving these repetitions are not a result of careful consideration of the stylistic feature

(repetition) but a natural result of strictly following the source text.

4.2.1.7. Symbols and Allusions in “The Raven”

Rahman identifies the symbols in “The Raven” as Lenore, Midnight, December, the
Raven, The Bust of Pallas, Night's Plutonian Shore, and Nepenthe (Rahman, 2015). For the
purposes of this article, “Night's Plutonian Shore”, “Nepenthe”, and “balm in Gilead” and
their translations will be dealt with. Symbols and allusions are given under the same title

because the symbols discussed here are also allusions.
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Night's Plutonian Shore

Pluto being the God of the underworld, “Night's Plutonian Shore” has connotations of
death, hell, darkness, and grief. There are two occurrences of this symbol in the poem. The
tables™ below provide backtranslations of each rendering of “Night's Plutonian Shore” for

the first occurrence.

In both occurrences Tastekin preserves the word “Pluto” and explains it with a footnote.
Cebeci preserves the word “Plutonian” without even translating the English “-ian” suffix
into Turkish. These two translators persist in their strict adherence to the source language.

Tamer and Baykara follow a different strategy. Since this biblical allusion “Night’s

Table 4.12. Comparison of different translations of the allusion “Night’s Plutonian shore”
along with their back translations in quotation marks.

Tell me what thy lordly name is on the Night’s Plutonian shore' (L-47)

Soyle, nasil ¢agirirlar seni Oliim kiyisindan? (Tamer)
“Death shore”

Otelerden gelmektesin, adin nedir soyler misin? (Baykara)

“Far away”

Soyle bana asil ismin nedir Pluto’nun karanlhk sahilinde (Tastekin, 2012)*“Pluto’s dark coast”

suratsiz ve yasli kuzgun-Gecenin Plutonian Kkiyisindaki (Cebeci)
“Night's Plutonian Shore”

Soylu ismin nedir Gece’nin o Plutonik kiyisinda soyle ¢abuk! (Tuglu)
“Night's Plutonian Shore”

Gecenin katilasmus lavlarla ortiilii sahilinde senin asalet unvanin nedir? (Ziya Osman)

“Night’s shore which was covered by toughened lava”

Gecenin Pluton sahilindeki lordluk unvanin nedir? (Alkan)

“Night’s Pluton shore”

O cehennemi kiyidaki adini soyle bana! (Kutlu)
“hellish shore”
Get thee back into the tempest and the NVight’s Plutonian shore! (L-98)

Senin elin kanat ¢irpar, yolun cehenneme kadar!  (Baykara) “Hell”

% The second table contains only Baykara’s translation since the other translators translated “Night's
Plutonian Shore” in the same way in both lines.
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Plutonian shore”, is not as familiar to the Turkish reader as it is to the American readers,
Tamer replaces it with the Turkish equivalent of “Death”. In the first occurrence of
“Night's Plutonian Shore”, Baykara replaces “Plutonian” with Turkish equivalents of “Far
away”’, which lacks the connotations of the underworld and death. In the second instance,
however, he uses the Turkish equivalence for “Hell” which perfectly represents the

underworld (see Table 4.12 below).

Balm in Gilead

Another allusion in “The Raven” is “balm in Gilead”, a biblical reference from Jeremiah

8:22, which reads as follows:

“Is there no balm in Gilead; is there no physician there?

Why then is not the health of the daughter of my people recovered?”

Baykara, Tamer, Ziya Osman, and Tuglu translated it as different Turkish versions of the
word “remedy”’; Cebeci and Alkan omitted this line in their versions; and Tastekin and
Tuglu kept Gilead. Tastekin provided a footnote explaining what Gilead refers to. “Balm in
Gilead”, which is obviously a remedy, is naturally familiar to readers who are parts of a
Christian culture but will make no sense to Turkish readers unless they look it up. This
does not mean that the translators who preferred to use “Gilead” made a wrong choice, it
means that they preferred foreignization while the others preferred domestication (see
Table 4.13 below).

Table 4.13. Comparison of different translations of the allusion “balm in Gilead”

Is there—is there balm in Gilead?—tell me—tell me, | implore!”

Acilarimin ilaci oralarda mi, anlatsan... Tamer
Hasret canima tak etti, agk derdine var m1 deva? Baykara
Sifa var mudir Gilead merheminde s6yle bana Tastekin

---  Cebeci omits this line in his translation

Derdim igin sifa bulunur mu? Soyle, sana yalvariyorum! Ziya Osman

Derman var m1 oralarda? Yalvaririm soyle bana! Kutlu

Sifal1 otlardan bir merhem var m1 Gilead’da (...) Tuglu

---  Alkan omits the stanza containing this line
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Nepenthe

Nepenthe is “an allusion to the mythological drug used to forget” (Martinez, 2013). It is
even more unfamiliar to the Turkish reader than “Pluto”. Therefore, as can be seen in the
table below, all the translators replaced “Nepenthe” with a word or two which are familiar
to the Turkish reader and have similar connotations about forgetting (see Table 4.14
below).

Table 4.14. Comparison of different translations of the allusion “nepenthe” along with
their back translations in quotation marks

Quaff, oh quaff this kind nepenthe and forget this lost Lenore!” (L-83)

I¢ bu iksiri de unut, kurtul artik o anidan (Tamer) “potion”

Dik kafana su ilaci, giden gelmez unut onu (Baykara) “medicine”

Kana kana ig, ah, kana kana i¢ su unutkanhk iksirini ve (Tastekin) “forgetfulness potion”
I¢,ah,i¢ bu arindirier ilaca ve unut bu yitik Lenore'u  (Cebeci) “purifying medicine”

I¢, kana kana i¢, bu ac1 dindirici iksiri ve o yitik Lenore’u geride birak (Tuglu)

“pain-relieving potion”

Icine ¢ek bu kokuyu, Lenor’u unut artik. (Alkan) “smell”

I¢! Oh, bu avutucu mayiden i¢ ve kaybolan Lenor’u unut (Ziya Osman) “consoling liquid”

Kana kana i¢ ilaci, veda et yitik Lenore’a . (Kutlu) “medicine”

4.2.1.8. Metaphors in “The Raven”

There are a number of figurative elements in “The Raven”, one of which is metaphor; in

the poem, the narrator compares the raven to a prophet in stanzas 15 and 16:

“Prophet!” said I, “thing of evil!—prophet still, if bird or devill—

The word “prophet” has two meanings. The first one is “someone who is able to tell the
future”; the source of his/her seeing may be divine or evil. The second meaning is
“messenger of the God”, which is by nature a divine person and cannot be evil. It is

obvious in the following stanzas that the narrator does not consider him “a messenger of
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God” because he says “Whether Tempter sent, or whether tempest tossed thee here
ashore,(...)/ Get thee back into the tempest and the Night’s Plutonian shore!”. It goes
without saying that “Tempter” here is the devil and “Plutionion” is about hell. As for the
Turkish translations of “Prophet”; Baykara, Cebeci, Tastekin, and Tuglu translated it as
“kahin” (the first meaning mentioned above), Kutlu as “el¢i” (messenger), all of which are
suitable for the context. Ziya Osman and Alkan, on the other hand, translated it as
“peygamber” (messenger of God) and Tamer as “kutsal yaratik” (holy creature). Being the

opposite of “evil”, these translations can be regarded as misinterpretations of the metaphor.

There is another metaphor in stanza 17:

“Take thy beak from out my heart, and take thy form from off my door!”

It is a metaphor comparing the pain caused by the raven’s silence and constant answer
“Nevermore” to a raven stabbing its beak into the narrator’s heart or feeding on his heart. It
is a perfect example of what Perrine (1969: 71) describes figures of speech “as a way of
bringing additional imagery into verse, of making the abstract concrete, of making poetry
more sensuous” and “a way of adding emotional intensity”. Therefore, it can also be
regarded as visual imagery. All the translators except Baykara and Tastekin translated it
literally as “cek/cikar gagani”. Baykara and Tastekin translated “beak” as “pence”
(claw/paw) (“cek penceni yiiregimden” and “penceni kalbimden ¢ikar”, respectively).
“Penge” (claw) is a more common metaphor in Turkish for this context; therefore, this
translation makes the metaphor stronger. There are many other examples of metaphors in
the poem but they are not discussed here since their translations do not cause any

controversy.

4.2.2. Stylistic Analysis of “Annabel Lee” and its Translations

In the analysis of “Annabel Lee”, the same order as in “The Raven” is followed. Here

translations by the following translators will be studied: Anday in 1946 (Eyiiboglu,
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2013)™, Oguz Cebeci in 1992 (Cebeci, 2010), Hande Tastekin in 2000 (Tastekin, 2012),
Erdogan Alkan (Alkan, 2012), and Osman Tuglu (Tuglu, 2017).

4.2.2.1. Rhyme in “Annabel Lee”

The rhyme schemes of Annabel Lee and its translations are shown in Table 4.15 below.
Words rhyming with “Lee” and “sea” alternate with other sounds; in other words, this
sound (marked with the letter b) occurs every other line. Unlike “The Raven”, “Annabel
Lee” does not have a regular rhyme scheme nor is full of internal thymes. The common
point, on the other hand, is that the regularly rhyming sound is the last syllable of a
woman’s name in both poems: Lenore and Annabel Lee. These are dead women
passionately loved by the narrators. In “The Raven”, Lenore was the late woman whom the
author loved and was mourning and many lines thymed with “Lenore”. In “Annabel Lee”,
as the name suggests, Annabel Lee is the late woman whom the narrator passionately loved
and is now mourning after. Similarly, most of the lines rhyme with the name Annabel Lee.
Moreover, it is the backbone of rhyming in the poem. As mentioned above, her name
echoes in every other line. Since Annabel Lee is a private name, translators have to find
words rhyming with it. Therefore, the same ‘echo’ can naturally be expected in the
translations. Translation of another echoing word “sea”, however, does not occur in the
rhyme. Complete rhyme schemes of all the translations are presented below in Table 4.15.
As also can be seen from the table, in the translations by Cebeci, Alkan, and Tastekin,
there is no regular rhyme scheme but they seem to have tried to have end rhyme where
convenient. In Anday’s translation, the same sound occurs as often as it does in the

original although not exactly in the same lines.

In Tuglu’s translation, the same sound (rhyming with Lee and marked with the letter b)
occurs at the end of each line as in the original. Both translations seem to have achieved
rhyme to a similar extent but, for some reason, Anday’s translation sounds more beautiful
and magic. The starting point of the present study was to achieve a translation criticism
beyond value judgements such as good/bad and beautiful/ugly. Therefore, these questions
must be asked: “How does Anday’s translation differ from Tuglu’s or any other

translation? What makes it sound so ‘beautiful’ if not rhyme alone?” One of the answers is

" From now on, to give the readers an idea about the chronology of the translations, the years given in
parantheses for all the Turkish versions of “Annabel Lee” are the years when the poems were first
translated.
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Table 4.15. Rhyme scheme of “Annabel Lee” and it Turkish translations

Original |Anday |Tuglu l Cebeci ‘Tastekin ‘Alkan Original ‘Anday ‘ Tuglu ‘ Cebeci ‘ Tastekin |Alkan

Stanza | Stanza 1

a a a a a a d c e d c a
b b b b b b b a b a b b
a c c c c c e e e d d d
b a b b d b b a b a f b
c d d a e d f b f e a e
b a b b b b b a b a d b

Original |Anday |Tuglu |Cebeci |Ta$tekin |Alkan Original |Anday | Tuglu | Cebeci |Tastekin |Alkan

Stanza Il Stanza IV
a a a f a a f d g f i e
b b b a b b b a b a b b
g f g d g f a g i a c d
b a b a d b b a b a b b
h b h g d g j h g e a h
b a b g h b b a b a d b
i a i b c d e
b b b b b b b
b
e
b

Original | Anday | Tuglu | Cebeci | Tastekin | Alkan [ Original [ Anday | Tuglu | Cebeci | Tastekin | Alkan

Stanza V Stanza VI
e f d h j a I j k g m n/a
b a b i k b b a b e n n/a
b a b i i d m j g g f n/a
e i j f I b b a b e m n/a
b a b e I j n k a a m n/a
k d g h i b n k a j m n/a
b a b e m b a b b m n/a
b a b a b n/a

that, generally, rhyme is a major part of a poem but it is not enough. There are other
stylistic devices that matter that affect the homogeneity of style such as word choice,
meter, and alliteration. Also, Anday preserved the internal rhyme in the sixth stanza, where
three lines out of eight have internal rhyme. Anday is the only translator who masterfully

preserved internal rhyme in his translation (see Table 4.16 below).
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Table 4.16. Anday’s version of the last stanza of “Annabel Lee”, where he preserves all
the internal rhymes

Original

Anday'’s translation

For the moon never beams without bringing me

dreams

Ay gelir 1s1r, hayalin erisir

Of the beautiful Annabel Lee;

Giizelim Annabell Lee,

And the stars never rise, but | feel the bright

eyes

Bu yildizlar gozlerin gibi parlar

Of the beautiful Annabel Lee;

Giizelim Annabel Lee,

And so, all the night-tide, | lie down by the

Orda gecelerim, uzanir beklerim

side

Of my darling—my darling—my life and my | Sevgilim, sevgilim, hayatim,
bride, gelinim

In her sepulchre there by the sea— O azgin sahildeki,

In her tomb by the sounding sea. Yattigin yerde seni.

4.2.2.2. Alliteration, Assonance, and Consonance in “Annabel Lee”

In this subsection, examples of what Perrine calls “approximate rime”, i.e. alliteration,
assonance, and consonance in “Annabel Lee” will be studied. It must be clear to the reader
familiar to at least a couple of his poems by now that music and sound is of primary
significance to Poe in a poem. Therefore, unsurprisingly, Poe used alliteration and

assonance profusely in Annabel Lee (see Table 4.17 for examples).

The lines below are examples of alliteration in the poem and its Turkish translations
(Stanza I, Lines 1 and 2). There are some word repetitions in the original and alliterations
in these words are marked only when the sounds are also repeated in another word. For
example, “n” and “c” sounds were marked in “Senelerce senelerce” in Anday’s translation
because the sounds are also repeated in “6nceydi”. For the same reason, for example, “s”,

“1”, and “r” sounds in “Senelerce senelerce” were not marked. The reason for Anday to
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Table 4.17. Examples of alliteration and assonance in “Annabel Lee”

Examples of alliteration Examples of assonance

Chilling and killing my Annabel Lee Chilling and killing my Annabel Lee
And the stars never rise, but | feel the | And the stars never rise, but | feel the
bright eyes bright eyes

Can ever dissever my soul from the soul | Can ever dissever my soul from the soul
And so, all the night-tide, I lie down by
Nor the demons down under the sea the side

The angels, not half so happy in Heaven, | A wind blew out of a cloud, chilling

In her tomb by the sounding sea.
Yes!—that was the reason (as all men
know,

translate “year” as “sene” instead of “yil” is most probably because he wanted to create
alliteration with the word “6nce”. All the other translators preferred “yi1l” but only Cebeci’s
line has alliteration of “n” and “y” sounds. To repeat the “n” sound, he did not repeat word
but he used the word “uzun (long)” instead. As for the second line, Anday translated
“kingdom (krallik)” as “lilke (country)”. This translation choice may be criticized, as is the
case in the present study in the section on word choice, claiming that “krallik” has fairy
tale connotations, which is more appropriate for the atmosphere of the poem. In addition,
other translations where “kingdom” is translated as “krallik” also has alliteration.
However, this is a perfect example to show that there are many sides to a poem. Anday
may have lost this connotation by preferring “iilke (country)” but he probably did that to
preserve both alliteration and meter at the same time (rhythm and meter will be discussed
in a separate section). All the translations have alliteration to some extent but the example
below is significant in that it shows that multiple stylistic devices need to be considered
together. In this case, these multiple stylistic features are alliteration and assonance.
Another reason why Anday preferred “sene” instead of “y1l” may be assonance; in his

translation, “¢” and “i” sounds are repeated in both lines (See Table 4.18 below).
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Table 4.18. Examples of alliteration in Anday’s translation of “Annabel Lee”

Original Anday

It was many and many a year ago, Senelerce senelerce onceydi
In a kingdom by the sea, Bir deniz iilkesinde

Tuglu Cebeci

Yillar yillar once, Uzun yillar onceydi

Birkrallikta deniz kiyisindaki, Deniz kiyisindaki birkrallikta

Alkan Tastekin

Yillar 6nceydi, yillar yillar 6nce, Cok ¢ok uzun yillar 6nce,

Deniz kiyisindaki Deniz kiyisinda bir kirallikta

In the example below, Anday omitsthe word “winged (kanatl1)” and “With a love (bir
askla)” (an example of “shift of expression”) achieves both alliteration and assonance with
the repetitions of “e”, “k”, “1”, “r” sounds. The vowel repetitions are not always in the
same lines as the original, an effort towards vowel repetition is clearly observed only in
Anday’s translation (See Table 4.19 below for comparison of the different translations).

Table 4.19. Example of “shift of expression” (through ommission) for the sake of
alliteration and assonance

Original Anday
With a love that the winged seraphs of Heaven Goklerde ugan melekler bile
Coveted her and me. Kiskanirlardi bizi.
Tuglu Cebeci
Bir agkla meleklerin bile kiskandig: Oyle bir ask ki kanatli Seraphlar géklerin
Onu ve beni Kiskanmigti onu ve beni
Alkan Tastekin
Bir sevda ki gokte ugan melekler Oyle bir agkt1 ki bu, cennetteki melekler bile
Kiskanirlardi bizi Kiskanirdi onu ve beni

In this poem, there is no example of consonance as described by the Kennedy and Gioia
(2005: 867), i.e. “rimed words or phrases (which) have the same beginning and ending

consonant sounds, as in chitter and chatter”.
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4.2.2.3. Rhythm and Meter in “Annabel Lee”

For the rhythm of Annabel Lee, Hammond (1981: 161) states that “It bears all the
hallmarks of careful revision (from a purely rhythmical standpoint it is perhaps the most
perfect of all his poems) and critics are unanimous in praise of its symmetry and charm”.
Hammond (ibid.) also claims that “The insistent, musical rhythm of the verses is akin to
the endless sound of the waves”. Unlike his other poems, the lines indeed alternate
between short and long ones; the long ones representing the strong waves rushing towards
the shore and the short ones representing a relatively calm retreating of each wave. This is
another perfect example of how sound and meaning can be intermingled in poetry. This is
a subconscious attempt to put the poem’s reader in a mood where he or she feels the

rhythm of the waves.

Another view supporting the relation between the rhythm and meaning in “Annabel Lee”
comes from Bundrick, who claims that “the distinctive—some might say overly artificial—
rhythm (which is a sort of loose anapest trimester [[trimeter]] and tetrameter)”. It may be
overly artificial but as Bundric (2011) claims, “Poe uses meter and rhyme to highlight the
obsessive character of his speakers, and to examine the ways that these obsessions alter
their perceptions of the world they inhabit”. Therefore, rhythm and meter of “Annabel
Lee” is expected to be taken into consideration in the translations for the overall effect of

the poem.

Anapest trimeter means that two unstressed syllables are followed by a stressed one. Poe
mainly uses this but not regularly; it is alternated by iambs, where an unstressed syllable is
followed by a stressed one. The irregularity is not limited to the meter; the lengths of the
lines also vary. Studniarz (2015) explains and interprets these irregularities as follows:

Despite the much-emphasized “incantatory repetition,” or perhaps to
counteract the oppressive force of the lexical and syntactic monotony, the
poem’s construction displays a considerable irregularity. It is divided into six
stanzas of unequal length, consisting of six, seven, or eight lines, and the length
of a line varies, too, ranging from six to thirteen syllables. But the lines fall
neatly into two distinct types: long ones, which contain four strong syllables,
and short ones, which include three strong syllables. The alternation of the long
and short lines and the presence of rhyme in the short, even-numbered lines
undoubtedly point to the ballad stanza (...)
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For a detailed analysis of meter, see the work by Studniarz cited above. For the purposes of
the present study, it is sufficient to simply note that the rhythm and meter imitate the sound
of waves and also represent the obsession of the narrator. Although the meter and rhythm
is irregular, there is one thing that does not change, i.e. long lines alternated by the short
ones. This alternation is present only in Anday’s translation. The other translators do not
seem to have taken this detail into consideration. Similarly, Anday is the only translator
who tried to follow a syllabic meter. In Anday’s version, the long lines consist of +11

syllables while the short ones consist of =7 syllables.

4.2.2.4. Refrain in “Annabel Lee”

In “Annabel Lee” there are two refrains: “in a/this kingdom by the sea” and various lines
ending with the name “Annabel Lee” such as “By the name Annabel Lee”, “I and my
Annabel Lee”, “My beautiful Annabel Lee”. The first refrain (in a/this kingdom by the sea)
occurs in the second lines of the first three stanzas and also occurs in the last line of the
third stanza and the fourth line of the fourth stanza, which is not very common because a
refrain is usually expected to occur at the same place in every stanza. However, the rhyme
with the refrain is preserved in the following stanzas, so the refrain is not missed much.
The second refrain, containing Annabel Lee, generally occurs in the fourth lines but,
similar to the first refrain, this changes in the last two stanzas. The first refrain keeps the
imagery of the seaside alive throughout the poem and therefore sustains the fairy tale-like
atmosphere. And the second refrain, containing Annabel Lee, turns her name into an echo

especially in the last stanza.

In brief, it can be said that there are two refrains in “Annabel Lee”. The first one is “in
a/this kingdom by the sea” and the second one is various lines ending with the words
“Annabel Lee”. For the use of refrain in the Turkish translations, it can be said that Anday
preserved both refrains masterfully. Tuglu followed the refrain pattern for “in a/this
kingdom by the sea”, but regarding the refrain lines containing the words “Annabel Lee”,
he added suffixes, moved “Annabel Lee” to the beginning or middle of the lines, and
changed the order the refrain line (Stanza V). Alkan omitted the refrain “In this kingdom
by the sea” in the second stanza. Until the last stanza, he followed the refrain pattern of the
original but in the last stanza, where the refrains occur even more frequently than in the

other stanzas like an echo or a cry, Alkan preserved only one of them. Cebeci preserved
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“In a/this kingdom by the sea” in the same lines (except for stanza IV). He also added
various suffixes to the words “Annabel Lee”. Similarly, Tastekin preserved “In a/this

kingdom by the sea”, but she added various suffixes to the words “Annabel Lee”.

4.2.2.5. Word Choice: Connotation and Denotation in “Annabel Lee”

Similar to “The Raven”, “Annabel Lee” has a fairy tale-like start: “It was a many and
many a year ago/In a kingdom by the sea,”. In addition to the first line which is kind of a
paraphrase of “Once upon a time...”, “the kingdom by the sea” is a visual imagery that
supports this fairy tale atmosphere. Anday translated “kingdom” as “lilke (country)”
instead of “krallik (kingdom)”. Ozdemir, who studied Anday’s version, argues that this
decision of Anday causes a meaning loss because the word “krallik (kingdom)” has
connotations that can take the reader to medieval ages but “lilke (country)” does not have
such a connotation (Ozdemir, 2014). However, one of the reasons for this choice may be
the tendency of earlier translators towards domestication as also is the case for “The
Raven”. However, he may have preferred “lilke” instead of “krallik” for the reasons of
rhyme and alliteration. Tuglu, Cebeci, and Tastekin translated it as “krallik (kingdom)”
while Alkan preferred “diyar”. “Diyar” also means “country” but it has literary
connotations mostly used in fairy tales, poems, and songs. Similar to “diyar”, “krallik” has
more fairy tale connotations than “iilke” because in Turkish culture, most fairy tales are
translated from other cultures and they very often involve kingdoms and princesses.

Therefore, in this context, “krallik” and “diyar” are word choices that support the fairy tale

atmosphere.

The second word that will be discussed here in terms of word choice of the translator is
“maiden” in lines three and five; it means unmarried and virgin young lady. Anday and
Tastekin translated it as “kiz (girl, lady)”, Tuglu and Alkan translated it as “gen¢ kiz
(young lady)” whereas Cebeci also translated it as “kiz (girl/lady)” in line three but
preferred “kizoglankiz (virgin)” in line five, where the word occurs the second time. It is
true that “Maiden” contains the meaning of virgin in it; however, “kizoglankiz” puts an

extra emphasis on virginity, which does not seem to fit the narration of this heavenly love.

In line nine, the narrator says “But we loved with a love which was more than love”. All

the translators but Anday provided a word-for-word translation for it. Anday translated it
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as “Sevdal1 degil karasevdaliydik™, which can be roughly backtranslated as “We weren’t
just in love, we were passionately in love”. “Karasevda” is a strong and passionate but
often hopeless love, a love where things go wrong, a love where the lovers are or will be
separated. There is nothing wrong with the other translations but this is worth pointing out
because it is an example of “creative transposition” Jakobson (1959: 118) suggests for

poetry translation.

In the third and fourth stanzas, Poe uses organic imagery, i.e. “chilling/chilling and
killing”. The first occurrence of it does not suggest that Annabel Lee died because of this
cold, which is also the case for its translations. All the translators but Alkan preferred
different versions of “listimek (to get cold)”; Alkan translated it as “dondu (to be frozen)”.
His version is closer to suggest death. As for the second occurrence, all the translators but
Anday and Alkan followed a source-oriented approach and translated “chilling and killing”
as “Usiitlip oldirdl, tsiten ve Oldiren, usiiterek oldirdi” (Tuglu, Cebeci, Alkan,
respectively). Alkan moved the translation of “chilling (dondurucu)” to the previous line to
precede the word “wind”: “dondurucu riizgar (chilling wind)”. Anday translated “chilling
and killing” as “Ostidi gitti (got cold and left/went away/is gone)” (see the relevant lines in
Table 4.20 below).

Table 4.20. Translations of “chilling and killing” by Anday and Alkan

Original
That the wind came out of the cloud by
night,
Chilling and killing my Annabel Lee.
Anday Alkan
Bu yiizden esti gece o dondurucu
Bir gece bulutunun riizgarindan rliizgar
Usiidii gitti Annabel Lee. Boyle 6ldii Annabel Lee

4.2.2.6. Imagery in “Annabel Lee”

The first imagery in “Annabel Lee” is a visual one, “a kingdom by the sea”. This image
suggests a time and place far away from ours (Shmoop Editorial Team, 2008), which
makes their love a legendary one. Their love is so deep and strong that he dreams of his

Annabel Lee every night (“For the moon never beams without bringing me dreams”;
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example of visual imagery). Their love was such a love that even the “winged seraphs”
(another example of visual imagery) were jealous of them. They were so jealous that “a
wind blew out of a cloud” (example of kinesthetic imagery), a doing of angels he claims,
“chilling” (example of tactile or organic imagery) his Annabel Lee. There are many other
examples of visual imagery such as putting Annabel Lee in a sepulchre and her lying in it,
or stars never rising. The last example of imagery is “the sounding sea” in the last line,
which is an example of auditory imagery. This last line reads as “In her tomb by the

sounding sea”, while in some versions it is “In her tomb by the side of the sea”.

As for the translations, Anday and Alkan omitted the word “winged”, which is a
component of the original visual imagery “winged Seraphs” and translated this visual
imagery as “goklerde/gokte ucan melekler” (the angels flying in the sky)”. With this
translation, they weakened the visual imagery but added a kinesthetic one (ugan/flying).
Tuglu and Tastekin also omitted the word “winged” while Cebeci preferred a literal
translation as usual “kanatli Seraphlar1 goklerin”. Turkish readers will not probably know
what “Seraph” means and the imagery will be weak. All the other translators preferred

“melek (angel)” so that it will be familiar to the reader.

Another example of imagery was a kinesthetic one; “a wind blew out of a cloud”. All the
translators but Anday preserved this imagery but this was most probably because they all
adopted a more source-oriented approach and ignored other stylistic features while
preserving this Kinesthetic imagery. As mentioned above, the poem also contains organic
imagery, i.e. imagery appealing to bodily sensations, such as “chilling”. All the
translations, by nature, convey this bodily sensation but their word choices are discussed in

the relevant subsection.

4.2.2.7. Symbols and Allusions in “Annabel Lee”

Used repetitively in the poem and also addressed in the subsection “Imagery”, ‘“the
kingdom” is also a symbol of tyranny and cruelty because powerful “highborn” people can
come and take everything they want without asking (Shmoop Editorial Team, 2008). This
is suggested by the lines where Annabel Lee dies, her highborn kinsmen come and take
her, leaving the narrator alone. This contributes to the idea that their love endures extreme

difficulties; even the angels, universal representatives of good and light, are evil and do
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harm to the lovers. The word choice of translators for “kingdom” is discussed under the

title of “Connotation, Denotation, Word Choice”, so it will not be repeated here.

Another symbol is “the sea”, which mostly appears in the poem together with “the
kingdom”. At first, the sea is just a part of the setting but in the fifth stanza it symbolizes
an unknown twisted world where demons live. This is probably why Anday translated the
“sounding” as “azgin (wild)”. Anday translated “the sea” as “sahil (seaside)”, he omitted
the words “sepulchre” and “tomb” in his translation. Anday may be criticized in that he
omitted major symbols including “the sea”. However, a wider perspective reminds that
stylistic features should not be considered “in isolation, but in their relation to the entire
system of expression” (Popovic, 1970). Therefore, it can be argued that Anday turned to
this “shift of expression”, i.e. the aforementioned omissions because, unlike other
translators, he followed a regular meter, which restricted the number of syllables he can
use in a line (see Table 4.21 below for the final version of lines by Anday). Cebeci, Tuglu,
Tastekin, and Alkan translated “sounding” as the variations of “uguldamak”, such as
“uguldayan/ugultulu”, which are not as strong as “azgin (wild)” and do not collocate with

“deniz (sea)” in Turkish.

Table 4.21. Anday’s version of the last two lines of “Annabel Lee”

Original Anday

In her sepulchre there by the sea O azgin sahildeki

In her tomb by the sounding sea Yathigin yerde seni

Allusion was previously defined as “a reference to something in history or previous
literature” (Perrine, 1969: 134, 135) above. In this poem, Poe refers to seraphs and
sepulchre. Seraph is defined as “an angel of the highest rank” (Cambridge Dictionary,
2019). Poe preferred “seraphs” over simply “angels” most probably because “seraph” is
not an ordinary but an angel of the highest rank. Besides, an angel enemy of the highest
rank means that his love was extremely great and significant. This subtle detail is lost in all
the Turkish translators. All the translators but Cebeci translated is as “melekler (angel)”;
Cebeci translated it as “Seraphlar1”; the problem is that it does not mean anything to the
Turkish reader. Therefore, translating it as “Seraphlar1” into Turkish weakens the

suggestion that their love was so great that even the angels were jealous.
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The second allusion is “sepulchre”, which is a tomb-like grave defined as “a small room
or building in which the bodies of dead people were put” (Rundell, 1995: 1294). Annabel
Lee was too important and high-born to be buried in an ordinary grave, so Poe preferred
this word over “grave” for the same reason as “seraph”. In the second line, he repeats the

2

same thing but this time, he uses “tomb” instead. Tuglu translated it as “mezar odasi

2

(burial chamber)”. This communicates the idea of “tomb”. This time even Cebeci
translated it as “mezar/kabir (grave)”, not as “sepulchre” because it will not mean anything
to the Turkish reader just like “seraph”. Anday does not even use any word to mean
“grave”; he translated it as “yattigin yerde (where you lie)”. These two examples show that

preserving a detail in the translation does not always add to the overall effect of a poem.

4.2.2.8. Metaphors and similes in “Annabel Lee”

In “Annabel Lee”, the line “And the stars never rise but I see the bright eyes” contains a
metaphor; the narrator compares Annabel Lee’s eyes to the stars. Her eyes are (were) so
bright even in his dreams that he does not need to see the stars; her eyes are enough for
him. In the Turkish translations, there is, by nature, a relationship between the stars and
Annabel Lee’s bright eyes; however, some translators, i.e. Anday, Alkan, and Tuglu,
interpreted the line quite differently (see the translations together with their

backtranslations below given in Table 4.22).

There 1s also an example of simile in this poem in the line “The angels, not half so happy
in heaven”. All the translators but Alkan translated it as similes. Anday paraphrased it as
“We were happier than the angels”. Alkan’s translation is “Pek hosnut degillerdi sanki
gokte melekler (The angels did not look happy in the sky)”, which looks like a

misinterpretation of the original.
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Table 4.22. Comparison of translations of the metaphor “bright eyes”.

Original Anday

And the stars never rise but | feel the bright eyes Bu yildizlar gézlerin gibi parlar
(These stars shine like your eyes)

Alkan Tuglu

Gece yildizlar dogar gézleri 1s1ginda ve asla dogmaz yildizlar animsatmadan
(The stars rise at night under the light of her eyes) (and the stars never rise without reminding)
Tastekin Cebeci

Ve yildizlar ¢gikmaz asla, ama ben hissederim Ve yildizlar ¢gikmaz ama parlak gozlerini

hissederim ben

) (And the stars never rise but | feel the bright
(And the stars never rise but I feel) eyes)

4.2.3. Stylistic analysis of “Eldorado” and its Turkish Translations

In “Eldorado”, metaphors, symbols, and allusions are intertwined. It should be noted that
some allusions are also symbols and also metaphors. Here translations by the following
translators will be studied: Erdogan Alkan (Alkan, 2012), Osman Tuglu (Tuglu, 2017),
Hande Tastekin in 2000 (Tastekin, 2012)'?, and Oguz Cebeci in 1992 (Cebeci, 2010).

4.2.3.1. Rhyme in “Eldorado”

For the rhyme of “Eldorado”, McGann (2014: 127) comments as follows:

“A poem like “Eldorado,” for example, shows how much can be made by pressing
a single rhyme on the poem’s title and then running that rhyme through a series of
attendant rhymes. The complex rhyming cluster keeps returning the reader to the
poem’s keyword, each time slightly shifting our angle of attention. This move
argues (procedurally) that the word is what it appears to be, but that its appearances
need careful attention. For a double historical meaning shadows the title word.”

“Eldorado” follows the rhyme scheme of AABCCB except for the last stanza where the
first two lines do not rhyme. Table 4.23 below shows the rhyme scheme of “Eldorado” and
those of its Turkish translations.

2 From now on, to give the readers an idea about the chronology of the translations, the years given in
parantheses for all the Turkish versions of “Eldorado” are the years when the poems were first translated.
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Table 4.23. Rhyme scheme of "Eldorado" and its Turkish translations

OriginaI‘AIkan ‘Tuglu ‘Cebeci ‘Ta@tekin Original ‘Alkan ‘Tuglu ‘Cebeci ‘Tastekin
Stanza
Stanza | i
a a a a a f a h g b
a a a a b f a h a b
b b b b b b e i a g
c c c c a g f a h h
c c c a c g f a f i
b b b d C b e i a
Stanza
Stanza Il v
d b d e d h g j h b
d b d a b i g Kk i j
b a e a b b e I a k
e d f f e j h m f b
e d f d f j h m a I
b a g b e I d

It is clearly seen from the table that Alkan and Tuglu attempted to follow a similar thyme

scheme to that of the original. It is also seen that in Cebeci and Tastekin’s translations,

some stanzas consist of five lines instead of six.

4.2.3.2. Alliteration, Assonance, Consonance in “Eldorado”

The repetition is chiefly maintained through rhyming in this poem but there are also some

examples of alliteration, which are as follows:

“Gaily bedight/a gallant knight”,
“In sunshine and in shadow”,
“Singing a song”

“Over the mountains/of the Moon”
“O’er his heart”
“Fell as he found”

The first three examples above are from the first stanza. Similarly, Alkan’s use of

alliteration (the first three) is also mainly in the first stanza. The following lines contain

examples of alliteration by Alkan:

“Cavilcivil giysisiyle”
“Yigit, yilmaz bir sovalye”
“Bir sarki dudaklarinda/ Dolasip biitiin diinyada”
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“Siir atin1 dolu dizgin”
“Cesur sovalye yaslandi”

In the first two lines, Alkan translated “gaily” as “civil civil” (“sparkly” or “colorful” in
this context) and “gallant” as “yigit, yilmaz” (“brave”, “unyielding”) both of which are
reduplications. Reduplications are frequently used in Turkish and in this case, Alkan uses
them masterfully to preserve both the rhythm and alliteration. He also avoids literal
translation for the sake of alliteration in the fourth line (fifth line in his version) by
translating “Had journeyed long” as “Dolasip biitiin diinyada” (wandering all over the
world). Similarly, he turns to reduplication again in the last stanza, line four (line two in
his version), where he translates “Ride, boldly ride” as “Siir atin1 dolu dizgin” (Ride your
horse at full speed). Instead of repeating the verb (ride) as in the original, Alkan repeats the
adverb “dolu dizgin” is also commonly used in the phrase “hayati doludizgin yasamak”
(live life to the fullest). This also fits perfectly to the underlying meaning of the poem,
where “riding boldly” actually means “living to the fullest”. If translation is considered as
a sum of losses and gains, this translation decision is definitely a gain. In the last example
of alliteration by Alkan, a close analysis reveals that he actually semantically merged lines

one and two of the second stanza and added a line of his own (see Table 4.24 below).

Table 4.24. Example of “shift of expression” for the sake of alliteration

Original Alkan
Omiir gecti, zaman akt1
But he grew old— (Life has been spent, time flew)
This night so bold— Cesur sovalye yaslandi (The bold knight grew old)

As mentioned earlier, in this poem sound repetition is made mainly through rhymes and
there are even less examples of assonance within lines such as “This knight so bold”. In
Alkan’s translation, on the other hand, there are more examples of assonance than in the

original:

As for Tuglu’s translation, there is only one example of alliteration, where he translated
“singing a song” as “bir sarki sakiyarak”. “Sarki sakimak” is a rare use in Turkish; the
actual collocation is to “sarki sdylemek”, so Tuglu’s effort to maintain the alliteration

exactly in the same line (unlike Alkan) is quite obvious here.
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In Cebeci’s translation, there are two examples of alliteration; he translated “Gaily
bedight” as “Kusanmis Keyifle” (dressed with joy) and “He met a pilgrim shadow” as
“Rastlad1 bir gezgin golgeye”. As for Tastekin’s translation, as in her other translations,
she prefers a literal translation where there is no example of alliteration, assonance, or

consonance.

In “Eldorado”, neither Poe nor the Turkish translators except Alkan used consonance in the
sense defined in this study. The following is the incidence of consonance in Alkan’s
translation, where the consonants “g”, “z”, and “1” are repeated in the words “giizel
(beautiful)” and “gazel (autumn leaf)” and the vowels in these two words are different (see

Table 4.25 below).

Table 4.25. Example of alliteration by Alkan

Original (Stanza I, lines 3—
6) Alkan Back translation

And o'er his heart a shadow | Bir golgeyle yiireginde | With a shadow over his heart
Yollar tepip yaprak

Fell as he found gazel Rode a long way in spring and autumn*
No spot of ground Eldorado denen giizel Because he couldn't find Eldorado,
That looked like Eldorado | Yeri bulamadi diye. the beautiful place

As can be seen in the back translation below, Alkan added the second line himself (“Yollar
tepip yaprak gazel”). “Yaprak gazel” is a reduplication which literally means “leaf, autumn
leaf” and it indicates a long journey extending over many springs and autumn under

various conditions. This addition is a translation shift that can be considered a gain.

4.2.3.3. Rhythm and meter in “Eldorado”

For “Eldorado”, Frank and Magistrale (1997: 113) say that it is “a four-stanza ballad with
each stanza containing six staccato lines perfectly accenting a journey on horseback™ as
does the knight in the poem. Staccato is a musical term to denote “when the notes are cut
short and do not follow smoothly” (Rundell, 1995: 1393). As for the poetic description of
the rhythm in poetic terms, it is a mix of “dimeter and trimester verses” (Pollin, 1972) i.e.

there are either two or three feet in each verse.
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For the rhythm of “Eldorado”, Fisher (2008: 48) argues that “The swift pace of this song
suggests that life often passes rapidly before death is realistically faced, and the swift
rhythm simultaneously hints that life should be alive and vital instead of mere passive
passage through conscious existence”. This is also another perfect example of how sound
and meaning is intermingled in poetry to create the targeted effect on the reader. This
cooperation between the sound and meaning helps the reader not only hear the galloping of
the knight’s horse, but it also helps him or her keep in mind the idea that time is passing as
fast as a horse running at full speed, which is the main concern of the knight looking for
Eldorado. For “Annabel Lee”, it was the alternating of long and short lines imitating the
waves. Hence, it can be said that Poe was very well aware of this relationship between

sound and meaning and he used it ingeniously in these two poems.

Having emphasized the importance of the rhythm to the overall meaning of the poem, a
deliberate effort is observed in terms of rhythm and meter in Alkan’s translation, where he

adopted the Turkish 8 syllabic meter.

4.2.3.4. Refrain in “Eldorado”

For the refrain in “Eldorado”, Worley (2013: 11) states that it is typical of a ballad; “in
every stanza, the refrains “shadow” and “Eldorado” are repeated in accordance with the
song-like quality of the poem. In this poem, Poe repeats the word shadow in the third line
of each stanza and the word “Eldorado” in the sixth. Worley (2013: 12) also argues that the
refrain of this poem reflects the aging of the knight to the point of his death. When the
refrains and the flow of the narration are closely analyzed, it can be seen that she is right.
In the first stanza, the knight rides his horse day and night (in sunshine and in shadow).
Here, shadow has no negative connotation; it is more like part of the natural cycle. In the
second stanza, however, “shadow” is a trouble, uneasiness now that he grew old and still
found no sign of Eldorado. In the third stanza, “shadow” is a ghost, his inner voice of
failure. And finally, in the last stanza “the Valley of Shadow”, it is the path to the unknown
and, more likely, to death.

It is also worth to note in this poem that Poe keeps the words “shadow” and “Eldorado” but
other words in the lines are not exactly the same in different stanzas (Worley, 2013: 12).
See Table 4.26 below for the lines that form the refrain of “Eldorado” below.
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Table 4.26. Lines containin refrain in “Eldorado”

Shadow Eldorado
Stanza | | In sunshine and in shadow In search of Eldorado
Stanza
] And o'er his heart a shadow | That looked like Eldorado
Stanza
i He met a pilgrim shadow This land of Eldorado?
Stanza | Down the Valley of the
1\ Shadow If you seek for Eldorado

Above is a brief overlook of the refrain in the original. None of the translators made an
effort to preserve the location of the refrain words (“shadow” at the end of the third lines
and “FEldorado” at the end of sixth). The reason for this seems to be mostly their concern
with rhyme, which is more obvious in Tuglu’s and Alkan’s translations (see the examples

in Table 4.27).

Table 4.27. Location of the refrain words in Tuglu’s and Alkan’s translations

Tuglu Alkan
Stanza | Golgede ve altinda giinesin Giines golge aldirmadi
Lines 3 and 6 | Eldorado'yu bulmak i¢in Eldrado'yu aradi
Stanza Il Ve bir golge diistii yiiregine onun | Bir gdlgeyle yiireginde
Lines 3 and 6 | yeryiiziinde Eldorado'nun Yeri bulamadi diye
Stanza Il1 gezgin bir golgeye rastladi o Bir bagka gezginin ruhu
Lines 3 and 6 | bu Eldorado Diye o gélgeye sordu
Stanza IV Golge vadisinden asagi dogru Golgeler vadisine dogru
Lines 3 and 6 | Artyorsan eger Eldorado'yu Bulursun Eldorado'yu

In other translations by Tastekin and Cebeci, the lines containing the refrains were

translated randomly.

4.2.3.5. Imagery in “Eldorado”

The first major image in “Eldorado” is “shadow”. As mentioned earlier, shadow has a
different meaning in each stanza; therefore, the image changes accordingly in each stanza.
All the translators translated it as “gdlge (shadow)” in all instances. “Gdolge” more or less

has similar connotations in Turkish but it does not have as strong ominous connotations as
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“shadow” in the example of “Valley of Shadow”. The only creative transposition attempt is
by Alkan in the third stanza. He also translated “shadow” as “gdlge”, but a close
examination of the back translation of his version reveals that he merged the first two lines
and split the third line such that the words “pilgrim” and “shadow” are in separate lines
now. In the original, “pilgrim” is used as an adjective while in Alkan’s translation it is a
noun. In the original, the possibility that “shadow” is a ghost or spirit is not explicitly
stated, but Alkan explains it in the third line: “spirit of another pilgrim” (Table 4.28). This
line definitely strengthens the imagery but this translation gain comes at a price; some may
justifiably argue that the literary/poetic value is in the fact that it is not explicitly stated and

it is not the translator’s place to explain what the poet/writer chose to keep implicit.

Table 4.28. Shift of expression explaining the imagery in Alkan’s translation

Original Alkan Back translation

And as his strength Biitiin giicii bittiginde When all his strenght failed him
Failed him at length Bir golge ¢ikt1 Oniine A shadow came his way

He met a pilgrim

shadow Bir bagka gezginin ruhu | Spirit of another pilgrim

The second major imagery is the young “gaily bedight gallant knight” getting old with
diminishing strength as the poem proceeds. All the translators used different words for
“gaily bedight” such as “civil civil giysisiyle” (Alkan), “parlak giysisiyle” (Tuglu), “nese
ile kusanmig” (Tastekin), and “kusanmis keyifle” (see Table 4.29). As already mentioned
above, word choices of Alkan and Cebeci seem to be affected by rhyme and alliteration

concerns.

Table 4.29. Different translations of the visual imagery of “gaily bedight” in “Eldorado”

Original Cebeci Tastekin
Nese ile
Gaily bedight Kusanmis keyifle kusanmis
Yiirekli bir
A gallant knight | Yigit bir sovalye sovalye
Alkan Tuglu
Civil civil giysisiyle Parlak giysisiyle,
Yigit, yilmaz bir
sOvalye Cesur bir sovalye
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As for the word choices of translators for “gaily”, “bedight”, and “gallant”. Tastekin and
Cebeci translated “bedight” as “kusanmis” (verb) while Alkan and Tuglu translated it as
“giysisiyle” (noun). “Kusanmak” is an older word for “giyinmek” (to get dressed), which
is similar to “bedight”, an archaic word for “to dress”. The reason for Poe’s choice of

archaic words here is to support the imagery of glorious knighthood.

The second word that will be discussed in this imagery is “gaily”. There are three different
definitions for “gaily”, two of which are “in a happy cheerful way” and “having bright
cheerful colors” (Rundell, 1995: 579). A closer look at the translations reveals that Cebeci
and Tastekin interpreted it as the first definition (in a happy cheerful way) and they
translated it as “keyifle” and “nese ile”, respectively. As for Alkan and Tuglu, they
interpreted it as the second definition (having bright cheerful colors) and translated it as

“civil civil” and ““parlak”™, respectively.

The last component of the imagery is the adjective “gallant”. Cebeci, Alkan, Tastekin, and
Tuglu translated it as “yigit”, “yigit, yilmaz”, “yiirekli’, and “cesur”, all of which have
more or less the same meaning “brave”, but “yigit” and “yiirekli” have a little bit more
heroic connotations compared to “cesur”. It is also worth to note that Alkan translated it as
two words, “yigit, yilmaz” (brave, unyielding) probably for reasons of alliteration and

rhythm.

4.2.3.6. Symbols and Allusions in “Eldorado”

As mentioned several times before, “shadow” has different meanings and functions in each
stanza, and earlier.Symbol had previously been defined as “something that means more
than what it is” (Perrine, 1969: 82). In the first stanza, “sunshine and shadow” is something
more than just “sunshine and shadow”. For example, it is a symbol for “day and night” to
suggest that the knight’s journey was constant. It is also a symbol that means he had this

journey “under different conditions (good or bad)”®. All the translators but Alkan

 One cannot help but think of “the long journey” of our local “knight”, the great poet Asik Veysel, because
the resemblance of symbolism and metaphors of “day and night” and “a long narrow road” in his “Uzun
ince bir Yoldayim” with those in “Eldorado” is worth to note. In Asik Veysel’s “Uzun ince bir Yoldayim”,
“glindliz gece” is also a symbol for the constant cycle, the ticking clock, and good and bad moments in life,
and as often claimed, it is also a symbol for the fact that Asik Veysel is actually is blind and his day is no
different from night. And the “uzun ince yol (a long narrow road)” he has no choice but walk without a
break is a metaphor for life similar to “the long journey” of the knight in “Eldorado”.
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translated it literally; Alkan translated the line as “Giines golge aldirmadi”, which can be
back translated as “He did not mind whether it is sunshine or shadow”, which is definitely
one of the implications, but this implication was not that explicit in the original. It
emphasized the “even under tough conditions” interpretation more than the “ceaselessly”

one.

The second and probably the most important symbol in the poem is Eldorado. As
mentioned earlier, the poem is often claimed to be inspired by the California gold rush.
However, it is clear that Eldorado is a symbol for “Poe’s lifelong search for intellectual and
emotional fulfillment” (Hammond, 1981: 161). All the translators kept the word
“Eldorado” as is. Regarding the translations of the word “Eldorado”, there are two details
worth to note. The first one is that Tastekin added a translator’s note that can be translated
as “Eldorado is an imaginary place where life is good and everything is abundant. It is a
country though to exist in South Africa”. The second detail is that Alkan added “giizel”
(beautiful) in his translation in the last line of the second stanza although the original does
not have such an adjective. With this addition, which is an example of translation shift,
Alkan created rhyme and consonance. See the last three lines of the second stanza and

Alkan’s translation of them below in Table 4.30.

Table 4.30. Translation of the symbol “Eldorado” by Alkan

Original Alkan

Fell as he found Yollar tepip yaprak gazel
No spot of ground Eldorado denen giizel
That looked like

Eldorado Yeri bulamadi diye.

Another difference regarding the word “Eldorado” in this poem is in the last line of the
third stanza. Since Eldorado is an imaginary place, some call it a “city”, some call it a
“country”, and some “land”. The aforementioned line and its Turkish translations are
presented below. Cebeci, Tastekin, and Alkan translated it as “lilke (country)”, “diyar

(land)”, and “place”, respectively, while Tuglu omitted it in his translation (Table 4.31).
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Table 4.31. Comparison of how different translators interpreted the symbol “Eldorado”.

Original Cebeci Tastekin
This land of Bu Eldorado denilen
Eldorado? tilke? Bu Eldorado diyar1?
Tuglu Alkan
Eldorado denen bir
bu Eldorado? yer

Another major translation shift in Alkan’s translation is about the symbol of Eldorado. In
the original poem, the knight asks the shadow where to find Eldorado. In Alkan’s
translation, the knight also asks whether it exists or not? This addition also seems to be for

rhyme reasons. See the relevant lines below in Table 4.32.

Table 4.32. Shift of expression (through adding a new line) by Alkan regarding the symbol
“Eldorado”

Original Alkan Back translation
"Shadow" said he, "Eldorado denen bir yer | A place called "Eldorado”
Var m1? Nerde, varsa | Does it exist? If it does, where is
"Where can it be eger? it?
This land of Eldorado | Diye o gdlgeye sordu He asked that shadow

The last symbol in “Eldorado” is “the Valley of the Shadow”, which is also an allusion to
the bible: “Even though I walk through the valley of the shadow of death, I will fear no
evil” (Psalm: 23, 4). All the translators translated it similarly as  “g6lge/golgeler vadisi”.
This allusion may be more familiar to the mostly Christian readers of Poe compared to the

Turkish readers.

4.2.3.7. Metaphors in “Eldorado”

In the second stanza, “O’er his heart a shadow/Fell as he found” the “shadow” is a
metaphor for the knight’s despair for not being able to find Eldorado despite his long
search and old age. Although not as strong, “Golge (shadow)” has a similar connotation as
in the phrase “mutluluguna golge diisiirmek”, which can be back translated as “to cast a
shadow over one’s happiness” in Turkish. All the translators translated it similarly, but it is
worth to note that unlike other translators who translated “heart” as “yiirek” Tastekin

99, Gey =t

preferred “kalp”; “yiirek” is used more often than “kalp” in heroic narrations.
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4.2.4. Stylistic Analysis of “To Helen” and its Translations

In this section, a stylistic analysis of the poem “To Helen” (1831) and its Turkish
translations by ilhan Berk (Eyiiboglu, 2012)', Oguz Cebeci in 1992 (Cebeci, 2010)",
Erdogan Alkan (Alkan, 2012), Osman Tuglu (Tuglu, 2017), and Hande Tastekin in 2000
(Tastekin, 2012) will be conducted.

4.2.4.1. Rhyme in “To Helen”

As can be seen in Table 4.33 below, the original rhyme scheme of “To Helen” is different
for each stanza. The rhyme schemes of translations were organized starting with the

closest to the original.

Table 4.33. Rhyme scheme of “To Helen” and its Turkish translations

Original \ Alkan \ Tuglu \ Berk \ Cebeci \ Tastekin
Stanza |

a a a a a a
b b b b a b
a a a Cc b a
b b b b Cc Cc
b b a Cc a d
Stanza Il

c c Cc Cc d a
d d d d e g
c c Cc d f h
d d d Cc f h
c c Cc d f c
Stanza Il

e e e c f a
f f f e g g
f f f Cc b h
e e e e f h
f f f c c

Similar to his other translations in the same book, Tuglu’s rhyme scheme is almost the
same as Poe’s; the only difference is in the last line of the first stanza. To achieve such a

similar rhyme scheme, Tuglu turned to some translation shifts. For example, in the first

1t is not known if this is the year when the poem was first translated.
™ From now on, the years given in parantheses for all the Turkish versions of “To Helen” are the years when
the poems were first translated to give the readers an idea about the chronology of the translations.
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stanza, he moved the word “gently” in the third line to the second line in his translation.
Similarly, in the second stanza he switched the order of the last two lines for the sake of
rhyme (Table 4.34). He also preferred the word “sima” for “face” instead of “yiiz” so that
it rhymes with “Roma” (see Table 4.34 below).

Table 4.34. Example of shift of expression through reorganizing the order of lines for the
sake of rhyme by Tuglu

Original Tuglu
On desperate seas long wont to Umutsuz denizler gezmeye aligkin
roam, coktan

Thy hyacinth hair, thy classic face, | O siimbiil sag, o klasik sima.
Thy Naiad airs have brought me
home Gotiirdii beni eve o su perisi havan,
To the glory that was Greece, O ihtisama ki oydu Roma, (Rome)
And the grandeur that was Rome. | O sana ki oydu eski Yunan. (Greece)

Similarly, Alkan switched the order of “hyacinth hair” (stimbiil sa¢larin) and “classic face”
(eskil yiiziin) within the second line of the second stanza (See Table 4.35 for the relevant

lines).

Table 4.35. Example of shift of expression through changing the order of expressions
within the line by Alkan

Original Alkan

Thy hyacinth hair, thy classic face, | O eskil yiiziin ve siimbiil saglarin
The Naiad airs have brought me
home Peri tiirkiilerin getirdi beni evime
The glory that was Greece, Sahillerine utkulu Yunanistan'in

Another detail worth to note regarding rhyme is that Alkan and Cebeci preserved the

internal rhyme in the first line (see Table 4.36).

Table 4.36. Examples of internal rhyme in “To Helen” and its translations

Original Alkan Cebeci
Helen, thy beauty isto | Helen, giizelligin benim | Helen, senin
me icin giizelligin
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4.2.4.2. Alliteration in “To Helen”

The most prominent alliteration in this poem is “the weary, way-worn wanderer” in the
fourth line of the first stanza. Tuglu’s effort to provide a similar alliteration is the most

obvious. See the original line and the Turkish translations below (Table 4.37).

Table 4.37. Examples of alliteration in “To Helen” and its Turkish translations

Original Tuglu Alkan
The weary, way-worn O yorgun, yipranmis yolcuyu Yorgun, bezgin yolcuyu agir
wanderer tasir agir
Cebeci Tastekin Berk

Bitkin, yipranmis gezgin yol Bir gezegeni yavasga, ezik,
O yol yorgunu gezgini tasir | alir bitkin

The next occurrence of alliteration is in the second line of the second stanza, “thy hyacinth
hair”. Its literal translation is coincidentally also alliteration: “Siimbiil Sag”, so the
translators did not have to make an extra effort here. It bears repeating that these sound
devices do not necessarily need to be exactly in the same place in the translation. Other
examples of alliteration are “Thy Naiad airs have brought me home” and “How statue-like

| see thee stand”; however, Turkish versions do not have notable instances of alliteration.

4.2.4.3. Rhythm and meter in “To Helen”

For the meter of “To Helen”, Wilson (1926: 682) stated that it was iambic, but Poe violated
one of the rules he himself laid down, “that the first foot must give the key to the metrical
movement. This poem is iambic: therefore, the first foot must be an iambic. “Helen” (the
first word of the poem) is a trochaic foot.” The reason for this, he claimed, was that the
word “Helen” was such an effective symbol of beauty that Poe broke his rule of meter for
the sake of a greater beauty. For the Turkish translations, no attempt at a syllabic meter
was observed as opposed to the translations of the first three poems. Nevertheless, it can be

said that Alkan tried to keep the number of syllables in the lines balanced.

4.2.4.4. Imagery in “To Helen”

“To Helen” is the shortest of the four poems selected for this study, but it is also the poem

where the word choices of translators differ the most. For example, in the first stanza, the
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following lines have two types of imagery, visual and smell, and five translators used four
different words for “bark” (“kalyon”, “kadirga”, “yelkenli”, and “gemi”), and all the
translators chose different words for “perfumed sea” (“kokulu”, “hos kokulu”, “esans
kokulu”, “mis gibi”, “burcu burcu kokan”). These two examples could have also been
studied in the section about the word choices, but these are also examples affecting the
imagery in the poem. It should also be noted that these imageries are part of a simile where

Helen’s beauty is compared to them.

Helen, thy beauty is to me
Like those Nicéan barks of yore,
That gently, o'er a perfumed sea

To study the first example, i.e. the translations of “bark™, let us define it first. It is defined
as a “sailing ship” or “a small vessel that is propelled by oars or sails” (Soukhanov, 1994:
658). Hence, the imagery is historical ships sailing gently. As for the Turkish translations,
“kadirga” and “kalyon” (Alkan’s and Alkan’s and Berk’s translations, respectively) have
almost the same meaning: both are the names given to war ships which had sails and oar
(Tirk Dil Kurumu, 2019). Considering the current technology of war ships and context of
the poem, it is obvious that these are “historical” war ships and Poe must have preferred
“bark” over simply “ship” for a reason, which is his endeavor to draw an ancient Greek
imagery throughout “To Helen”. Cebeci and Tastekin translated it as “Yelkenli” (sailboat),
which obviously also has sails, but they are not big historical ships. As for the last
translation, i.e. “gemi” (ship) by Tuglu, it is not an “incorrect” translation because “barks”

are ships indeed but the detail is lost, which weakens the imagery.

As for the second imagery, “perfumed sea”, Cebeci translated “perfumed” as “kokulu”
(with a smell). It does not specify whether it is a good or bad smell. Tuglu translated it as
“esans kokulu” (with perfume smell) and Tastekin as “hos kokulu” (with nice smell) while
Berk and Alkan translated it as “mis gibi” and “burcu burcu” (both mean “fragrant”),
respectively. The difference here is that the latter are more local expressions compared to
the first, which means that Alkan’s and Berk’s versions are more target-oriented, which

may be argued to have strengthened the imagery.
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4.2.45. Word choice in “To Helen”

The last two lines of the second stanza contain the words Greece and Rome. It must be
clear by now that this poem is filled with references to ancient Greece and Rome from top
to toe, and Greece is not the present-day country Greece and Rome is not the capital-of-
Italy Rome; they refer to ancient Greece and Rome. However, Cebeci, Tastekin, and Alkan

translated it as “Yunanistan”, which is the name of the present-day country in Turkish.

Next, the translations of the word “wanderer” in the fourth line of the first stanza and
“native shores” in the following line will be discussed. Cebeci and Tastekin translated
“wanderer” as “gezgin” (traveller), Tuglu and Alkan as “yolcu” (“passenger”), and Berk as
“gezegen” (“planet”?). The first one (“gezgin”) implies that the person wandered a lot
while the second (“yolcu”) does not. This detail seems to matter because the first line in
the following stanza reads as “On desperate seas long wont to roam”. Alkan and Tuglu, on
the other hand, must have preferred “yolcu” over “gezgin” for the reasons of alliteration.
“Gezgin” would also alliterate with “bezgin” (weary) in Alkan’s translation but it would

probably be too much repetition. See the relevant lines below in Table 4.38.

The other word choice, in the same sentence, that will be discussed is the translation of
“native”. Alkan, Tuglu, and Berk translated it as “dogdugu” (where he was born), Cebeci
as “memleketinin” (his home town), and Tastekin as “kendine ait” (which belongs to
himself). As is clear also in the third line of the second stanza (Thy Naiad airs have
brought me home), the narrator is referring to his home town. Hence, Tastekin’s

translation makes little sense. Interestingly, all the translators but Berk translated “home”

Table 4.38. Comparison and discussion of word choices for “wanderer” and “native”

Original Alkan
The weary, way-worn wanderer bore | Yorgun, bezgin yolcuyu agir agir

To his own native shore

Dogdugu kiyilara tagir

Tuglu

Cebeci

O yorgun yipranmis yolcuyu tasir
Dogdugu sahillere

O yol yorgunu gezgini tagir
Kiyisina kendi memleketinin

Berk

Tastekin

Bir gezegeni yavasga, ezik, bitkin
O dogdugu sahillere

Bitkin, yipranmis gezgin yol alir
Kendine ait kiyirya dogru
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(in the second stanza, just mentioned) literally as “ev”. In English, home may mean native
country or city, but in Turkish “ev” is the limited space people live in that is surrounded
with walls. In Turkish, it could be translated as “yurduma” (as Alkan did), or as
“memleketime” or “dogdugu” as most of the translators did with the translation of

“native”.

Another difference of word choice is in the translation of the following line by Cebeci. All
the other translators translated “desperate” as “umutsuz” (desperate) and “wont” as
“aligkin” (used to, accustomed), whereas Cebeci translated “desperate” as “yapayalniz”
(lonely) and wont as “6zler” (misses). Both actually seem to be misinterpretations rather
than different word choices (Table 4.39).

Table 4.39. Example of misinterpretation in the Turkish translation of “To Helen”

Original Cebeci
On desperate seas long wont to Gezmeyi ozleryapayalniz denizlerin
roam, ustiinde

Another major difference in word choices is in the translations of “classic face”. Since it is
not very clear what a “classic face” is, the translators seemed to have felt free to interpret it
as they wished. See all the versions below. “Eskil” (antique) is defined as “related to
Greek-Latin history and civilizations” (Tirk Dil Kurumu, 1974). It may be an exact
counterpart of “classic” in this context but the problem is that the word is not familiar to
most of the Turkish readers. They will either skip it and only guess what it may mean
based on its similarity with the word “eski (old)”, or if they take the time to look it up, their
reading will be interrupted. Back translations of the other versions are “immortal”,

“noble”, “Greek”, and “classic” (Table 4.40).

Table 4.40. Comparison and discussion of word choices for “classic” by different
translators

Original Alkan

Thy hyacinth hair, thy classic face, EskKil yiiziin ve siimbiil saclarin
Berk Tastekin

Oliimsiiz yiiziin, siimbiil saglarin Stiimbiil saglarin, asil yiiziin
Cebeci Tuglu

Yunanh yiiziin, simbiil sa¢larin O siimbiil sag, o klasik sima
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Finally, it is worth to note that Alkan’s word choices, such as “burcu burcu” and “peri

tiirkiileri”, noticeably suggest a tendency to domestication.

4.2.4.6. Symbols and Allusions in “To Helen”

This relatively short poem is full of symbols, which are mostly historical allusions to

ancient Rome and Greece.

“(...) it is indisputable that “To Helen” contains strong symbolic overtones.
Helen’s beauty is associated with “Nicéan barks of yore”, with “the glory that

2 13

was Greece”, “the grandeur that was Rome”, with “regions” that was “Holy-
Land”. All these images convey strong pictorial connections associated with
eternality, bridging the gulf between the ancient past and the immediate
present, and with religious concerns.”

(Fletcher, 2018: 37)

The very title and the addressee of the poem is an allusion to the Greek goddess, Helen. It
is no secret that Poe loved writing about the beauty of women and he felt free to
exaggerate their beauty as much as he could. This time, he has a strong head start since
Helen is already known to be the most beautiful woman in the world. Since it is a private
name, the Turkish translators did not have much of a choice, but Berk translated it as
“Helena”, used more often in Greek drama in Turkish, while the others kept the English
“Helen”. In addition, he changed the title of the poem as “Helena” (Helen) instead of

“Helena’ya” (To Helen).

The second allusion in the poem is in the second line, “the Nicéan barks of Yore”. “Nicéa”
(Nicaea or Nicea) was an ancient city “in what is now northwest Turkey” (Stead, 1973:
85), Iznik. Most of the translators kept the original; Cebeci and Tuglu made no change
except removing the accent over the letter “¢”. They even kept the English suffix “-an”
which means “of/belonging to” while Alkan removed the suffix in his version: “Nicea”.
Since the Turkish version of the ancient city is “Nikea”, it would be better to change the
letter “c” to “k”. What is more interesting is the translations by Berk and Tastekin. Berk
preferred the present name of the town, Iznik. It is true that iznik and Nicéa refer to the
same geographical location but the problem here is that the poem is full of ancient Greek
allusions and “Nicéa”, whose connotations are significantly different from “Iznik”, is one

of them. If anything, “Iznik” is associated with the Ottoman Empire which was established

centuries after the ancient time Poe was referring to. iznik was even the capital of the
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Ottoman Empire for a short time, and vastly and primarily known for its pottery art today.
As for Tastekin’s translation, she clearly misunderstood the place because in her footnote

she explains that “Nice is a city by the seaside in France'®”.

The next allusion is Naiad, “a female spirit who, according to ancient Greek stories, lived
in a lake, stream, or river” (Rundell, 1995: 940). It was the “general name given to the
fresh water nymphs”; they were “thought to have prophetic or oracle power, and to inspire
men with the same, and to give them the gift of poetry” (Smith, 1849a: 1216). Table 4.41
below shows how different translators chose to render this allusion into Turkish. While
Berk kept it the same, Tuglu and Tastekin rendered it as “su perisi” (water fairy/nymph).
Interestingly, Cebeci omitted the word and his version of the line is “Senin havalarin
getirmisti beni eve”, which can be back translated as “Your airs brought me home”.
Finally, Alkan simply translated it as “Peri” (fairy) without even specifying that it was a
“water nymph” kind of fairy. Translating “Naiad” as “su perisi” has an advantage and a
disadvantage. The advantage is that the readers will be familiar to “su perisi” compared to

“Naiad”. The disadvantage is that allusion to Greek mythology is lost.

There are also major differences in the translations of “airs” part of the “Naiad airs”. See
the original line and its Turkish versions below, ordered from the most literal to the least.
Berk, Tuglu, and Cebeci translated ‘“airs” literally as ‘“havalarin/havan™; there is no

problem in their translations since the meaning range of “hava” is as wide as its English

Table 4.41. Comparison and discussion of word choices for “Naiad airs” by different
translators

Original Berk

Thy Naiad airs have brought me home | Cekti yurduma Naiadehavalarin
Tuglu Cebeci

Gotiirdii beni eve o su perisi havan Senin havalarin getirmisti beni eve
Tastekin Alkan

Su perisi edalarin gotiirdii beni evime | Peri tiirkiilerin getirdi beni evime

counterpart “air”; it can mean any of the possible interpretations. The major differences
mentioned above are in the translations by Tastekin and Alkan. Tastekin interpreted “airs”

as “manner” while Alkan interpreted it as “song”, to be more specific “folk song” (tiirkii).

'® This is our translation; the original footnote reads as “Nice, Fransa’da, deniz kiyisinda bir sehirdir. (¢.n.)”.
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A reasonable explanation for Alkan’s interpretation is that he confused “naiads” with
“sirens”, “mythical beings who were believed to have the power of enchanting and
charming, by their song, anyone who heard them” (Smith, 1849b: 840), again in Greek
mythology. These more specific interpretations draw a more clear imagery while, on the

other hand, narrow the polysemy of the original.

The last allusion in the poem is “Psyche” in the last three lines of the last stanza. The
beauty in “To Helen” starts from a physical one toward a spiritual one. Psyche, "breath" or
"the soul," occurs in the later times of antiquity, as a personification of the human soul,
which is purified by passions and misfortunes, and is thus prepared for the enjoyment of
true and pure happiness” (Smith, 1849b: 564).

The agate lamp within thy hand
Ah, Psyche, from the regions which
Are Holy-land.

And the agate lamp in Psyche’s hand is a reference to the allegoric story of Psyche, Amor,
and Venus in Greek mythology®’. We have already mentioned that Poe had revised the line
and changed “The folded scroll within thy hand” to “The agate lamp within thy hand”.
Considering the story behind the lamp, this change seems to be a fine improvement.
Psyche is a relatively known element of Greek mythology, so the translators kept it as is in

their versions.

v Psyche is so beautiful that Venus gets jealous of her. She tells another god, Amor, to curse Psyche with a
bad man, but seeing her beauty, Amor falls in love with Psyche. He moves Psyche to a secret place where
Venus cannot find her. He visits Psyche every night but they always meet in darkness and Amor leaves every
morning before dawn. Psyche’s jealous sisters urge her to see Amor’s face and one night curiosity gets
better of Psyche and while Amor is sleeping, she approaches him with a lamp in her hand. Upon seeing how
handsome he is, she drops hot oil on Amor’s shoulder. He wakes up, and offended by her mistrust, he stops
visiting Psyche. Venus finds Psyche, she uses her at very hard and disgusting labors. Psyche suffers a lot.
Amor, still secretly in love with Psyche, helps her with her labors. With Amor’s help, Psyche overcomes
Venus’s jealousy and becomes immortal. She and Amor live together happily ever after(Smith, 1849b: 564).
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5. CONCLUSION

In this work, Turkish translations of the selected poetry of Poe were studied.Both textual
and extratextual analyses of these poems were provided. The main research question wasto
explore to what extent a poem’s stylistic features account for the preservation the
expressive and aesthetic functions of a poem.Therefore,semantico-stylistic analysis was
performed on four poems by Poe where form and meaning were highly intertwined to see
to what extent stylistic equivalence and the desired effect on the readerwere achieved by
the Turkish translators.Individual stylistic elements of the source text and the target text
were investigated along withtheir relation to the entire system of expression. Shifts of
expression and their semantico-stylistic interpretation are identified as part of the textual
analysis.In other words, considering the shifts of expression, this study investigated how
the transfer process of stylistic features affected the semantic content and the overall effect

of the poems on the reader.

The issue of text types was one of the key elements determining the methodology adopted
in this study. Therefore, a brief discussion of poetry and poetry translation is given
followed by a literature review of related works. The present study is different from the
other studies on the translations of Poe’s poetry is that 1) It includes all available
translations of the selected poems, 2) The textual analysis is more comprehensive, 3) In
addition to the most popular and widely translated poems, i.e. “The Raven” and “Annabel
Lee”, two more poems, “Eldorado” and “To Helen”, where form and meaning is highly

intertwined were included in the study to provide a larger data.

In addition to text types, language functions and equivalence were also the key elements
determining the methodology. Therefore, they were briefly discussed as theoretical
background for the methodology. An account of semantico-stylistic analysis was then
provided along with the definitions of stylistic features used as criteria and the concept of
shifts of expression. Semantico-stylistic analyses of the poems were followed by an
extratextual analysis that sheds light on Poe’s life, his works, his views on art, and the

journey of his works in the Turkish literary polysystem.

In this study, three subquestions were posed in Introduction. Here these questions will be

restated and the answers will be provided:
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1) What are the aspects that characterize poetry as a literary form and what
dothey imply for poetry translation?

Text types have always been relevant in translation, both in theory and practice. Poetry,
however, has been the most controversial of all text types.To understand why poetry
translation has been so controversial, what poetry is should be discussed in detail first.A
detailed definition and discussion are provided in Chapter 2. Here it can be summarized
that poetry is a form of literature, a language where form i.e. style is at the forefront. In
poetry, a lot is said with few words, so most of the meaning is hidden in the form. The
primary purpose of poetry is to make the reader feel what it wants to tell rather than stating
it explicitly. To achieve this goal, the poet turns to various aesthetic and stylistic devices
such as rhythm, meter, rhyme, alliteration, repetition, metaphors, and symbols.These form-
related features contain semantic loads in them. For example, in Eldorado, the short and
fast lines aim to enhance the feeling that time passes really fast as the knight’s life passes
fast. Similarly, in Annabel Lee, where the setting is the seaside, the long and short lines
alternating imitate the waves hitting the shore and fading away, which makes the reader
feel the atmosphere without even realizing. These definitions and examples support that
form and meaning are intertwined in poetry, which is the starting point of the present

study.

As for poetry translation, it is often argued that it cannot be translated and therefore only a
literal translation can be provided for the reader who does not speak the original language
so that he or she can appreciate the poem. The reason behind this objection is
understandable considering the complicated relationship between the form and meaning in
poretry. However, to argue that literal translation of a poem given side by side with the
original is sufficient to understand and appreciate a poem only suggests a superficial
understanding of poetry as a literary form and does not do justice to the complicated nature
and dynamics of a poem. Besides, poetry has been translated since time immemorial,and
some translations are appreciated even more than the original and they withstand for
decades. The opposite view argues that poetry can be translated, but the resulting text
should be a poem in its own right. What is lost and gained in the process and to what extent

a stylistic equivalence is achieved falls within the scope of translation criticism.
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2) How is stylistics relevant to translation and can stylistic analysis be used as

a method of translation criticism?

Originally a field of literature, stylistics is also related to translation studies.As discussed
above, form and meaning is intermingled in poetry, and form is mainly related to style.
Translation of any type of text requires first understanding the source text as a whole, its
intratextual and extratextual dynamics, context etc. The first step in translating poetry, as in
any text, is to understand it, andstylistic analysis offers a systematic means for that. The
second stage is to transfer these stylistic features to the translated text, which is a
complicated process since form and meaning are intertwined in poetry. The challenge in
poetry translation is to handle this complex relationship. Stylistic analysis, or semantico-
stylistic analysis to be more precise, provides criteria for evaluating the equivalence and
exploring the translator’s strategies. More importantly, semantico-stylistic analysis is a
method of empirically verifying that there can be gains in a translation as well as losses,
which revolutionized the understanding of translation and translation criticism. This issue
is discussed in detail in Chapter 3.1 and this discussion reveals that semantico-stylistic
analysis can be an effective method for evaluating poetry translation especially when form
is as prominent as in the selected poems by Poe. However, it cannot be argued that
semantico-stylistic analysis is the most effective and the appropriate method for every type
of poetry. For example, rhyme, rhythm, and alliteration are of significant importance in the
selected poetry but it may not be the case for modern free-verse poems. The second
limitation of this method is that although the main purpose was to provide objective
criteria, the investigation of the stylistic features and their semantic implications,by nature,
involves subjective interpretation. Therefore, every individual attempt on the same poems

is valuable in that each provides different persepectives.

3) How did the Turkish translators handle the stylistic features of the poems?

In this study, a detailed analysis was conducted on the stylistic devices used by Poe and
how these individual devices affected the semantic content, or more simply the meaning,
of the poems. Following the analysis of the original poems, multiple Turkish translations

of each poem were investigatedwith the following questions in mind:
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- To what extent did the Turkish translators of the poems take the stylistic
features of the original poems into consideration while translating?

- What kinds of strategies did they employ while transferring the stylistic
features? What is lost and gained in this process, i.e. what kinds of translation shifts
are present in their versions? In other words, how did their choices affected the
meaning hidden in the stylistic features in their transfer process?

The first poem analyzed here was “The Raven”. It has been translated into Turkish since
1928, shortly after the declaration of the Turkish republic. In this study, all available
translations of “The Raven”, by eight different translators, were included. Of these eight
translations, it was observed that Tamer and Baykara paid the most attention to the style of
the original and made the most effort to make their renderings able to stand alone as poems
themselves. Similar to Poe, they followed a regular rhyme scheme wherever possible.
Unlike the other translators, they also employed internal rhymes.Another important feature
in “The Raven” was rhythm. As already explained above, Poe employed a regular rhythm
and his use of rhythm had semantic implications in his poems. As for the translations,
Tamer and Baykara adopted 8+8 syllabic meter.In the Turkish literature, meter types such
as iambs or anapests, or feet like pentameters or hexameters consisting of stressed and
unstressed syllables are not present. There are two main types of meter in Turkish
literature: aruz prosody and syllabic meter. Aruz prosody was abandoned with the
moderanization movement after the declaration of the Turkish Republic and syllabic meter
was adopted instead. Although modern Turkish literature favors free verse rather than the
syllabic meter, it would be the best choice to achieve a similar effect with rhythm and
meter. None of the other translators followed a patern of rhythm in their translations. They
also transferred other stylistic features such as alliterations, metaphors. There may be
losses in their translations too, but overall, it has been concluded that they achieved the
stylistic equivalence and created an independent poem which can create an equivalent
effect on the reader. Baykara and Tamer were able to establish “homogeneity of style”.
There were attempts to transfer some of the stylistic features in other translators’ versions

too but they seem to have failed to achieve this “homogeneity of style” as a whole.

For “Annabel Lee”, the second poem studied here, it was observed that Anday achieved
the stylistic equivalence and homogeneity of style. He preserved the refrain and rhymes

(both internal and external). Similar to what Tamer and Baykara did in the translation of
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“The Raven”, he employed a regular syllabic meter unlike the other translators. It should
also be noted that his word choices were closer to “domestication” in the scale of
“foreignization” vs. “domestication”. For example, he used the word “Karasevda” for “a
love that was more than love”, or he translated “(...) who were older than we—/ Of many
far wiser than we” as “yasca bascga ileri”. When the overall effect of the poem is
considered, these word choices and many others suggest that Anday, also a poet himself,

did a masterful job and created a translation that can withstand for decades.

The third poem studied here was “Eldorado”. For the translations of this poem, Erdogan
Alkan was the translator who paid the most attention to stylistic features. He preserved the
internal and external rhymes. Similar to what Tamer, Baykara, and Anday did, he also
adopted syllabic meter to imitate the galloping of a horse and time passing fast. Similar to
what Anday did in “Annabel Lee”, he preferred words that would appear in an epic poem
in Turkish, such as “kusanmis”, “yigit”, “yilmaz”, that is he adopted a “domesticating”
approach, which contributed to the overall effect of the poem. Thus, it has been concluded
that his rendering was the most successful in achieving a stylistic equivalence,

homogeneity of style, and an equivalent effect on the reader.

The last poem studied here was “To Helen”. Taking the rhyme, imagery, word choices, and
organization of the lines into consideration, Alkan’s translation is the most successful in
terms of homogeneity of style. His rendering is closest to standing alone as a poem in
Turkish. There are even some misinterpretations in Tastekin’s translation, for example,
where she thought Nicea was Nice (France), although it is “Nikea”, an ancient Greek city

in Anatolia.

Having answered the subquestions, it is of primary importance here to note that thestylistic
devices are used as tools helping the interpretation the translators’ choices and the resultant
gains and losses. We, by no means, claim that transferring a stylistic deviceof a poem to
the translated version necessarily means that the translation will be“successful” in
achieving stylistic equivalence and standing alone as a poem with a similar effect on the
reader. The dynamics of a poem are definitely way too complicated to allow for such a
claim because of the intertwined relations of the stylistic devices, cultural background,
differences in connotations of individual words, and so on. Thus, it has been concluded

that a translator is successful to the extent that he or she can play with these dynamics and
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balance the gains and losses. Such a task may render the translator more visible than most
people will feel comfortable, but in the case of poetry, the text type requires this kind of
visibility, a mediator (i.e. the translator) to strike the balance between the “form” and the
“content”, or in other words, between the “sound” and “meaning”, and finally between the

“losses” and “gains”.

This study aimed at elucidating the translators’ strategies in their attempts to transfer the
stylistic features to their version, as detailed as possible.In light of the answers to the four
subquestions above,it has been concluded that poetry translation is a journey of endless
possibilities. There is no single ideal translation of a poem and there can be more than one
stylistically equivalent translations of a poem. It is worth repeating here that semantico-
stylistic analysis can be an effective method for evaluating poetry translation especially
when form is as prominent as in the selected poems by Poe. However, it cannot be argued
that semantico-stylistic analysis is the most effective and the appropriate method for every
type of poetry. Further studies can be conducted on different types of poetry, using

different methods and criteria.
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Full Text of “The Raven” and its Turkish translations
The Raven
By Edgar Allan Poe (1845)

(Retrieved from
https://www.poetryfoundation.org/poems/48860/the-raven)

Once upon a midnight dreary, while | pondered, weak and weary,
Over many a quaint and curious volume of forgotten lore—
While I nodded, nearly napping, suddenly there came a tapping,
As of someone gently rapping, rapping at my chamber door.
“’Tis some visitor,” I muttered, “tapping at my chamber door—
Only this and nothing more.”

Ah, distinctly I remember it was in the bleak December;

And each separate dying ember wrought its ghost upon the floor.
Eagerly | wished the morrow;—uvainly | had sought to borrow
From my books surcease of sorrow—sorrow for the lost

Lenore—

For the rare and radiant maiden whom the angels name Lenore—

Nameless here for evermore.

And the silken, sad, uncertain rustling of each purple curtain
Thrilled me—filled me with fantastic terrors never felt before;
So that now, to still the beating of my heart, | stood repeating
“’Tis some visitor entreating entrance at my chamber door—
Some late visitor entreating entrance at my chamber door;—
This it is and nothing more.”

Presently my soul grew stronger; hesitating then no longer,
“Sir,” said I, “or Madam, truly your forgiveness | implore;
But the fact is | was napping, and so gently you came rapping,
And so faintly you came tapping, tapping at my chamber door,
That I scarce was sure I heard you”—here | opened wide the
door;—
Darkness there and nothing more.

Deep into that darkness peering, long | stood there wondering,
fearing,

Doubting, dreaming dreams no mortal ever dared to dream before;
But the silence was unbroken, and the stillness gave no token,
And the only word there spoken was the whispered word,

“Lenore?”

This I whispered, and an echo murmured back the word,

“Lenore!”—

Merely this and nothing more.

Back into the chamber turning, all my soul within me burning,
Soon again | heard a tapping somewhat louder than before.
“Surely,” said I, “surely that is something at my window lattice;
Let me see, then, what thereat is, and this mystery explore—
Let my heart be still a moment and this mystery explore;—
’Tis the wind and nothing more!”

Open here | flung the shutter, when, with many a flirt and flutter,
In there stepped a stately Raven of the saintly days of yore;

Not the least obeisance made he; not a minute stopped or stayed
he;

But, with mien of lord or lady, perched above my chamber
door—



Perched upon a bust of Pallas just above my chamber door—
Perched, and sat, and nothing more.

Then this ebony bird beguiling my sad fancy into smiling,

By the grave and stern decorum of the countenance it wore,

“Though thy crest be shorn and shaven, thou,” I said, “art sure no

craven,

Ghastly grim and ancient Raven wandering from the Nightly

shore—

Tell me what thy lordly name is on the Night’s Plutonian shore
Quoth the Raven “Nevermore.”

"’

Much | marvelled this ungainly fowl to hear discourse so
plainly,
Though its answer little meaning—Ilittle relevancy bore;
For we cannot help agreeing that no living human being
Ever yet was blessed with seeing bird above his chamber door—
Bird or beast upon the sculptured bust above his chamber door,
With such name as “Nevermore.”

But the Raven, sitting lonely on the placid bust, spoke only
That one word, as if his soul in that one word he did outpour.

Nothing farther then he uttered—not a feather then he
fluttered—

Till I scarcely more than muttered “Other friends have flown
before—
On the morrow he will leave me, as my Hopes have flown before.”

Then the bird said “Nevermore.”

Startled at the stillness broken by reply so aptly spoken,
“Doubtless,” said I, “what it utters is its only stock and store
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Caught from some unhappy master whom unmerciful Disaster
Followed fast and followed faster till his songs one burden
bore—
Till the dirges of his Hope that melancholy burden bore

29

Of ‘Never—nevermore’.

But the Raven still beguiling all my fancy into smiling,
Straight | wheeled a cushioned seat in front of bird, and bust and
door;
Then, upon the velvet sinking, | betook myself to linking
Fancy unto fancy, thinking what this ominous bird of yore—
What this grim, ungainly, ghastly, gaunt, and ominous bird of yore
Meant in croaking “Nevermore.”

This I sat engaged in guessing, but no syllable expressing
To the fowl whose fiery eyes now burned into my bosom’s core;
This and more | sat divining, with my head at ease reclining
On the cushion’s velvet lining that the lamp-light gloated o’er,
But whose velvet-violet lining with the lamp-light gloating o’er,
She shall press, ah, nevermore!

Then, methought, the air grew denser, perfumed from an unseen
censer
Swung by Seraphim whose foot-falls tinkled on the tufted floor.

“Wretch,” I cried, “thy God hath lent thee—Dby these angels he
hath sent thee

Respite—respite and nepenthe from thy memories of Lenore;
Quaff, oh quaftf this kind nepenthe and forget this lost Lenore!”

Quoth the Raven “Nevermore.”
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“Prophet!” said I, “thing of evil!—prophet still, if bird or
devill—
Whether Tempter sent, or whether tempest tossed thee here ashore,
Desolate yet all undaunted, on this desert land enchanted—
On this home by Horror haunted—tell me truly, | implore—
Is there—is there balm in Gilead?—tell me—tell me, | implore!”
Quoth the Raven “Nevermore.”

“Prophet!” said I, “thing of evil!—prophet still, if bird or devil!
By that Heaven that bends above us—by that God we both adore—
Tell this soul with sorrow laden if, within the distant Aidenn,
It shall clasp a sainted maiden whom the angels name Lenore—
Clasp a rare and radiant maiden whom the angels name Lenore.”
Quoth the Raven “Nevermore.”

“Be that word our sign of parting, bird or fiend!” I shrieked,
upstarting—

“Get thee back into the tempest and the Night’s Plutonian shore!
Leave no black plume as a token of that lie thy soul hath spoken!
Leave my loneliness unbroken!—quit the bust above my door!

Take thy beak from out my heart, and take thy form from off my

door!”

Quoth the Raven “Nevermore.”

And the Raven, never flitting, still is sitting, still is sitting
On the pallid bust of Pallas just above my chamber door;
And his eyes have all the seeming of a demon’s that is dreaming,
And the lamp-light o’er him streaming throws his shadow on the
floor;
And my soul from out that shadow that lies floating on the floor
Shall be lifted—nevermore!

Kuzgun

By Ulkii Tamer (1988)®

Ortasinda bir gecenin, diisiiniirken yorgun, bitkin
O acayip kitaplari, giin gectikge unutulan,
Neredeyse uyuklarken, bir tikirt1 geldi birden,
Cekingen biriydi sanki usulca kapiyi ¢alan;

“Bir ziyaret¢idir” dedim, “oda kapisini ¢alan,
Bagka kim gelir bu zaman?”

Ah, hatirltyorum simdi, bir Aralik gecesiydi,
Oriiyordu désemeye hayalini kiil ve duman,
Isisin istedim safak caresini arayarak

Bana kalan o acinin kaybolup gitmis Lenore’dan,
Meleklerin ¢agirdigi essiz, sevgili Lenore’dan,
Adi artik anilmayan.

«<pekli, kararsiz, hazin hisirtis1 mor perdenin
Korkulara sald1 beni, daha 6nce duyulmayan;
Yatigsin diye yiiregim ayaga kalkarak dedim:
“Bir ziyaret¢idir mutlak usulca kapiyi calan,
Gecikmis bir ziyaretci usulca kapiy ¢alan;
Bagska kim olur bu zaman?”

Kan geldi yiiziime birden daha fazla ¢gekinmeden

“Oziir diliyorum” dedim, “kimseniz, Bay ya da Bayan

Dalmius, rityadaydim sanki, 6yle yavas vurdunuz ki,
Oyle yavas caldiniz ki kaliverdim anlamadan.”
Yalniz karanlig1 gordiim uzanip da anlamadan

8 Al the years here denote the years when the poems were first translated.
See the bibliography for the editions from which the poems were taken.



Kapiy1 agtigim zaman.

Gozlerimi karanliga dikip basladim bakmaya,
Saskinlik ve korku yiiklii rityalar gecti aklimdan;
Sessizlik durgundu ama, kipirt1 yoktu havada,
Fisiltiyla bir kelime, “Lenore” geldi uzaklardan,
Sonra yankidi fisiltim, geri dondii uzaklardan;
Yalniz bu s6zdii duyulan.

Duydum vurusu yeniden, daha hizli eskisinden,
Icimde yanan ruhumla odama déndiigiim zaman.
Irkilip dedim: “Muhakkak pancurda bir sey olacak;
Gidip bakmali bir kere, nedir hizl1 hizli vuran;
Yatigsin da su yliregim anlayayim nedir vuran;
Baskasi1 degil riizgardan...”

Cirpinarak girdi birden o eski kutsal glinlerden
Bugiine kalmis bir Kuzgun pancuru agtigim zaman.
Bana aldirmadi bile, pek ince bir hareketle

Stiziildii kapiya dogru hizla ugarak yanimdan,
Kondu Pallas’in biistiine hizla gegerek yanimdan,
Kald1 orda oynamadan.

Gururlu, sert havasina kara kusun alisinca

Hicbir belirti kalmadi o hazin saskinligimdan;

“Gerg¢i yolunmus sorgucun” dedim, “ama korkmuyorsun
Gelmekten, kocamis Kuzgun, Gecelerin kiyisindan;
Soyle, nasil cagirirlar seni Oliim kiyisindan?”

Dedi Kuzgun: “Hi¢bir zaman.”

S6ziimii anlamasina bu kusun sasirdim ama
Higbir sey ¢ikaramadim bana verdigi cevaptan,
flgisiz bir cevap sanki; sunu kabul etmeli ki
Kapisinda boyle bir kus kolay kolay gérmez insan,

Boyle heykelin iistiinde kolay kolay gérmez insan;
Ad1 “Higbir zaman” olan.

Durgun biistte otururken i¢ini dokmiistii birden

O kelimeleri degil, abanoz kanatli hayvan.

S6zii bu kadarla kaldi, yerinden kipirdamada,

Sustu, sonra ben konustum: “Dostlarim ka¢ti yanimdan
Umutlarim gibi yarin sen de kagarsin yanimdan.”

Dedi Kuzgun: “Higbir zaman.”

Birdenbire irkilip de o bozulan sessizlikte
“Anlasiliyor ki” dedim, “bu sozler aklinda kalan;
Insaf bilmez felaketin kovaladigi sahibin

Sana bunlar1 birakmuis, tekrarliyorsun durmadan.
Umutlarma yakilmig bir agit gibi durmadan:

Hic¢ -ama hig- hi¢bir zaman.”

Cekip gitti beni o giin yasli kilan garip hiiziin;

Bir koltuk ¢ektim kapiya, karsimdaydr artik hayvan,
Sonra gdmiildiim mindere, sonra daldim hayallere,
Sonra Kuzgun’u diisiindiim, gegmis ylizyillardan kalan
Ne demek istedigini boyle kulagimda kalan.

Catlak catlak: “Hig¢bir zaman.”

Oturup diisiindiim dyle, sdylemeden, tek soz bile
Atesli gozleri simdi gdgstimiin igini yakan

Durup o Kuzgun’a baktim, mindere gémiildii basim,
Kadife kapli mindere, {izerine 151k vuran,

Elleri Lenore’un artik mor mindere, 151k vuran,
Degmeyecek higbir zaman!

Sanki agirlasti hava, ¢inlayan adimlartyla

Melek gecti, ellerinde gériinmeyen bir buhurdan.
“Aptal,” dedim, “d6n hayata; Tanrin sana acimis da
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Meleklerini yollamis kurtul diye o anidan;
I¢ bu iksiri de unut, kurtul artik o anidan.”
Dedi Kuzgun: “Hig¢bir zaman.”

“Geldin bir kere nasilsa, cehennemlerden mi yoksa?
Ey kutsal yaratik” dedim, “ugursuz kus ya da seytan!
Bu ¢orak tilkede teksin, yine de ¢ikiyor sesin,
Korkularin hortladig1 evimde, n’olur anlatsan
Acilarimin ilaci oralarda mi, anlatsan...”

Dedi Kuzgun: “Higbir zaman.”

“Su yukarda dénen gdkle Tanr1’y1 seversen soyle;
Ey kutsal yaratik” dedim, “ugursuz kus ya da seytan!
Azalt biraz kederimi, sdyle ruhum cennette mi
Bulusacak o Lenore’la, adi1 meleklerce konan,

O sevqili, essiz kizla, ad1 meleklerce konan?”’

Dedi Kuzgun: “Hicbir zaman.”

Kalkip haykirdim: “Getirsin ayrilis1 bu sozlerin!
Riizgarlara don yeniden, 6liim kiyisina uzan!
Hatira birakma sakin, bir tiiyiin bile kalmasin!
Dagitma yalmizligimi! Birak beni, git kapimdan!
Yiregimden ¢ek gagani, ¢ikar artik, git kapimdan!”
Dedi Kuzgun: “Hi¢bir zaman.”

Oda kapimin iistiinde, Pallas’1n solgun biistiinde
Oturmakta, oturmakta Kuzgun hi¢ kipirdamadan;
Hayal kuran bir iblisin gozleriyle derin derin
Bakarken yanstyor koyu golgesi o tahtalardan,

O golgede yiizen ruhum kurtulup da tahtalardan
Kalkmayacak - higbir zaman!

Kuzgun

Oguz BAYKARA (2011)

Yorgun argin oturmustum, korkung berbat bir geceydi,

Okuyordum eskileri, cogu zaten efsaneydi,
Yavas yavas uyuklarken, kapimi caldilar birden,
Evet, orda biri vardi, tam uykuya daliyorken,

Kulak dikip mirildandim: "Kimdir acep, ne oluyor?"
Bagka hic¢bir ses gelmedi, demek in cin top oynuyor.

Kasvetli bir aralikti, mevsim artik kara kisti,
Sonen korlar bir hayalet olmus tek tek odamdaydi,
Ah bir sabah olsa derken, i¢im i¢cime sigmadi,
Kitap belki deva ama benim aklim Lenor'daydi,

Melekler koymus adini, sevgilmin adi Lenor,
Ama simdi mechul oldu, ismi artik anilmiyor...

Ipekli mor perdeklerin, iizgiin mahzun higirtisi,
Dehsetlere diistirerek, baktim beni tirkiitiiyor,
Hizla garparken yiiregim, tekrar ederek stirekli,
Dedim bu misafir artik, igeri girmek istiyor

Bu davetsiz yeni konuk, igeri girmek istiyor,
Evet, hepsi bu kadardi baska izah istemiyor.

Ruhum gii¢lendi aniden, artik tereddiit etmeden
Dedim:"Geldim 6niiniize, dilim sizden af diliyor.
Tam uykuya daliyorken, kapimi ¢aldiniz birden,
Baktim digarida giiriiltii, bir yerlerden yiikseliyor,

Icime sinmese bile, iste kapim acik size!"
Agtim baktim ki karanlik, kimsecikler goriinmiiyor.



Baktim mesum karanliga korkudan titreyip hala
Kurdum berbat feci diisler, abuk subuk neler neler,
Ama siikit stirekliydi, sessizlik hep devam etti,
Sonra bir fisilt1 geldi, bu hecenin adi1 Lenor,

Ben aninca bu heceyi karanliklar cevap verdi,
Yankilandi bosluklarda yiice bir ses Lenor, Lenor!

Biitlim ruhum yaniyordu dondiigiimde odama ben,
duymaz miymm bir tikirti, birincisi gectir derken,

Evet, camda birisi var, bu tak tak ordan geliyor,

Gidip bakmak lazim dedim, bu sir bir ¢6ziim bekliyor,

Yiiregimi serin tutup penereye ilerledim,
Dik dur, sakin korkma dedim, baska nedir, yel esiyor!

Camui acinca gordiim ki, kanat ¢irpan bir kus vard,
Kadim ¢agdan ugup gelen bu kus aslinda bir kuzgun,
Dur sus dedim dinlemedi kafasinca ilerledi,

Adam sanki asilzade u¢tu odama tiinedi,

Hemen kapimin istiine, iistelik Pallas biistiine,
Oturup rahat yerine, aldirmadi gevresine...

Bu kuzguni simsiyah kus, ytiziindeki ifadeyle,
Icimdeki kasvetimi dondiirmiistii tebessiime,

Dedim: "Sayin Bay Kuzgunum, sizin i¢in ¢ok iizgiiniim,

Tiiy dokiilmiis, ibik gitmis, ama sen Anka gibisin!

Otelerden gelmektesin, adin nedir sdyler misin?"
Baktim kuzgun dile geldi, cevap verdi, "Asla" dedi.

Hayret ettim tuhaf kusa, boyle berrak konusunca,
Sozciikleri bir sir kiipii, cevabi eksik olsa da,
Nasip olmad1 kimseye boyle bir kus kabul etmek,
Cikmamistir onu alan, benim gibi mekanina,

Geldi tlinedi kapimin, Gistiindeki Athena'ya,
Boyle bir kus var mi1 acep iistelik de adi "Asla!"

Oturdu biistiin iistiine, o tek kelaindan sonra,
Sanki kisa sozciigiiyle, dokiivermisti igini,
Kimiltisiz sakin sakin, duruyordu oracikta
Dedim "Dostlar ugup gitti biraktilar tek bagima,

Yarin sende terk edersin yitik umutlarim gibi!"
Beni duyup dile geldi, cevap verdi, "Asla" dedi.

Urktiim sessizligi boazan, acik sozlii bu yanittan,
Dedim 'Kuzgun kurnaz ¢ikti, ezberlemis nakarati,
Herhalde bir sahibi var, her giin bir belaya ugrar,
Adam felege pes etti, 'Ben bu dertten onmam!' dedi

Iflah olmam 'Asla’ deyip, belki de kestirip att1.
Demek kus ondan 6grendi, 'Asla’ denen nakarati.

Hayran olup giiliimsedim, 'Her iste bir hayir!' dedim,
Hemen bir sandalye ¢ekip kusun oniine tiinedim,
Yerleserek minderime gdmiilmiisiimtiim hayallere:
Bu ugursuz igreng kusun, deri-kemikten her yan,

Kadim ¢agdan ugup gelip, nasil kapimi tiklad1?
'asla!' diye gakliyorken neydi acaba maksadi?

Bir kelime sdylemeden, oturdum diisiindiim nedir,
O atesli bakislar1 yiiregimi delmektedir,
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Olgiip bicip hayal ettim basimi yastiga ittim,
Isik nefis parliyordu kadife kumas tistiinde,

Mor kadife burda ama Lenor'um yok ortalikta,
Karanliktan ses gelse de, dokunamam ona asla!

Derken hava agirlasti esrarrengiz mis kokuyla,
Melekler ¢ikt1 haliya, ellerinde buhurdanlik,
'Zavalll' dedim kedime, 'Iste Tanr1'dan bir deva,
Arin artik anilardan, hem derdinden hem Lenor'dan

Dik kafana su ilaci, giden gelmez unut onu!'
O an kuzgun dile geldi, cevap verdi, 'Asla’ dedi.

'Ey kus!' dedim, 'Kahin misin? Y oksa bela misin nesin?
Seni seytan m1 gonderdi, yel mi att1 buralara?

Tek basina korkusuzca nasil geldin bu diyara?
Hayaletler gezer burada. N'olur simdi sOyle bana,

Hasret canima tak etti, ask derdine var m1 deva?
O an kuzgun dile geldi, cevap verdi, 'Asla!" dedi.

'Ey kus!" dedim, 'acayipsin, ya bir iblis ya kahinsin,
Ustte Tanr altta insan, hepimiz tapariz ona,

Soyle bu kederli ruha, var mi ikinci bir vuslat,
Melek gibi Lenor'umu kucaklar miyim acaba?

Sarar miyim onu soyle, yine mazideki gibi?
O an kuzgun dile geldi, cevap verdi, 'Asla!" dedi.

Feryad ettim: Ey igreng kus! Pis soziine lanet olsun!
Senin elin kanat ¢irpar, yolun cehenneme kadar!

Sozlerinin hepsi yalan, haydi simdi git buradan!
Beni derlerimle birak, bir kara tiiy birakmadan!

Cek pengeni yiiregimden, gelme artik buralara!
O an kuzgun dile geldi, cevap verdi, 'Asla!" dedi.

Bir an olsun ayrilmadi, orda oturuyor hala,
Kapimin iistiinde biistte, Athena'nin tepesinde,
Gozlerinde rastliyorum, seytanlarin izlerine,
Iste simsiyah gdlgesi, vuruyor simdi zemine,

Onun kara golgesinde ruhum dondii bir zindana,
Bu can tenden ¢ikmadikga, iflah olamam ben asla!



Kuzgun
Kutlukhan Kutlu (2011)

Bir vakitler geceleyin, dalmigken mecalsiz, bitkin;
Ciltler dolusu tuhaf, unutulmus ilim irfana...
Basim oniime diismiistii ki bir tikirt1 geldi,

Biri usulca vurur gibi odamin kapisina.
Ziyareteidir, vuran odamin kapisina-

Ziyaretcidir ancak, kim olacak bagka.

Diin gibi aklimda, soguk bir aralik gecesiydi,

Can veren her kor tayfin1 birakiyordu ardinda.

Goziin yarindaydi; kitaplarim son verememisti 1stirabima.

Lenore’u yitirme 1stirabina. ..

Meleklerin Lenore dedigi o 151l 151l kiza.

Ad1 hi¢ anmilmiyor artik burada.

Mor perde hisirdarken, ipeksi, mahzun, tereddiitlii;
Kapildim bir heyecana, tanimadik korkulara.
Durup tekrar ettim bitmez ¢arpintisina kalbimin...
Bir ziyaretgi olsa gerek, bekleyen dis kapimda. ..
Bir gece ziyaretcisidir, bekleyen dis kapimda...
Bir ziyaret¢idir ancak, ne olacak bagka.

Ruhum giiclendi; attim iizerimden tirkekligimi. ..

Beyefendi, ya da hanfendi, siginirim affiniza; dalmisim acikgast;
siz de gelip Oyle hafifce, 6yle usulca vurdunuz ki odamin kapisina;

duydugumdan emin olamadim...
Actim kapiy1 sonra. ..
Sadece karanlik vardi disarida.

Karanlhiga diktim gozlerimi, bir merak, bir korku, bir kuskuyla;

cliretkar hayaller tisiistii kafama.
Ancak sessizlik mutlakti, karanliksa bir muamma;
Sonra “Lenore!” diye bir fisilt1 geldigi kulagima.
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Benim fisiltimdi, yankilandi karanlikta.

Lenore... Tek kelime duyulmadi bundan baska.

Odama dondgm, i¢cimde ruhum yanip tutusarak;

Yine bir ses ¢ikt1, daha siddetli bir tikirdama.

Kesin bir sey var pencere kafesimde; bakayim bir o halde, 151k
tutayim bu esrara...

Bir an yatigsin kalbim de 151k tutsun bu esrara...

Riizgardir olsa olsa, ne olacak bagka?

Kepengi agtigimda, epey ¢irpint1 esliginde,

Eskilerden kalma bir kuzgun adim att1 odama.

Bana hi¢ aldirmadan; bir an doniip bakmadan,;

Pek asil bir edayla, tiinedi kap1 pervazina...

Kapinin tizerindeki Pallas biistiiniin basina...

Tiinedi kald1 orada...

Kara kus hiliznlimii ayartip dondiirdii tebessiime, takindigi o ciddi,
vakur ¢ehrenin adabryla.

Olmasa da sorgucun, korkak degilsin kesin, nemrut kuzgun;
madem aitsin gecenin kiyisina...

O cehennemi kiyidaki adini sdyle bana!

Ve konustu kuzgun...

Bir daha asla.

Garip kusun konusmasi hayrete diisiirdii beni, verdigi cevap anlam
ve alaka tasimasa da...

Kabul edelim ki hi¢ kimseye nasip olmamistir bdyle bir kusu
gormek oda kapisi pervazinda...

Ya da bagka hayvani, o Pallas biistiiniin basinda. Hele ki boyle bir
adla: “Birdahaasla”.

Ancak biistiin iistlinde Oylece duran kuzgun sadece tek kelime
sOylemisti, ruhunu agmisgasina...

Bagka ¢it1 citkmamisti — Tek tiiylioynamamusti. ..
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Ucup gelmisti onceden, baska dostlarim da. Ysrin gider, nasil
uctuysa diger umutlarim da.

O zaman kus dedi ki...

Bir daha asla.

Boyle bir cevapla bozulunca sessizlik, irkildim...

Hig¢ siiphesiz, haznesinde kelime yok baska. Besbelli ki eski bir
sahip, bahtsizliktan mustarip, tiim sarkilar1 toplamis tek bir act
nakaratta.

Umudunun cenazesi bu hiiziinlii nakaratta: “Bir daha asla”da.
Kederli ruhum hala ayartilirken tebessiime, bir koltuk cektim
kusun, biistiin, kapinin karsisina;

Gomiiliirken mindere, dalip gittim diisiincelere. Ne kastetmisti bu
mesum kadim kus konustugunda...

Bu nemrut, garip, korkung ve siska kus konustugunda, o catlak
sesiyle: “Bir daha asla.”

Tahmin etmeye calistim, tek kelime sdylemeden, alev alev gozleri
bagrimi yakip gegen kusa;

Gayba daldim gittim, kafami arkaya yaslayarak lamba 1s181mnin
bezedigi kadife yastiga.

Ki 15181 bezedigi o kadife mor yastiga basini yaslamayacak o, bir
daha asla!

Hava agirlastt sanki, goriinmez bir buhurluktan melekler tarafindan
bir koku salinmis¢asina.

Sefil, tanrin sana yollamis bu melekleri, bir ilag gondermis
Lenore’a dair anilarina!

Kana kana i¢ ilaci, veda et yitik Lenore’a .

Dedi ki kuzgun...

Bir daha asla.

El¢i! Musibet! Kus ya da iblis, el¢isin yine de!

Seytan eliyle de, riizgarla da varsan bu kiyiya; yapayalniz ama
yilmaz, bu 1ss1z meftun diyara, korku esiri bu yere...

Yalvaririm, sdyle bana...

Derman var mi1 oralarda? Yalvaririm sdyle bana!

Dedi ki kuzgun: bir daha asla.

El¢i! Musibet! Kus ya da iblis, elgisin yine de!

Yukaridaki cennet, taptigimiz tanri adina, sdyle su kederli ruha,
uzaktaki o cennet’te sarilabilecek mi, Lenore adl1 o kutsal kiza. ..
Ad1 meleklerce verilmis o 1s1l 1511 kiza?

Dedi ki kuzgun...

Bir daha asla.

Veda edelim bu sozlerle, kus ya da iblis!

Don riizgara, don gecenin cehennemi kiyisinal!

Birakma bir tiiy bile, o yalan1 hatirlatacak!

Dokunma yalmzhigima! —in kapimdan asagiya!

Kipirdamadan oturuyor orada hala kuzgun...

O pallas biistiiniin istiinde, kapimin pervazinda...

Diis goren bir zebani ifadesi var gozlerinde. ..

Golgesi vuruyor zemine, lambanin 1s181nda. ..

Hapsolu kald1 ruhum o gélgenin karanliinda...

Glinylizii gormeyecek...

Bir daha asla.



Karga
Ziya Osman (1928)

Sikintili bir gece yarisinda, unutulmus ilmin merakli

ve garip bir y18in cildi iizerine yorgun ve takatsiz egilmis,
kendimden gegerken, ve basim yarim bir uyku arasinda oniime
diiserken, ansizin, birisi odamin kapisini vuruyormus

gibi bir tikirt1 oldu. Yalniz bu, ve baska hi¢bir sey

Ah! Soguk kanun-1 evvel ayinda oldugunu iyice hatirltyorum:
ayr1 ayr1 can ¢ekisen her odun pargasi aksini

yere isliyor, ve ben sabah olmasini siddetle arzu ediyordum.
kaybolan “Lenor”un 1stirabini, -orada meleklerin

“Lenor” diye ¢agirdiklari, ve burada, ismi, bundan

sonra asla tekrar edilmeyecek olan o giizel ve bir

tanecik kizin 1stirabin1 —-muvakkaten olsun, dindirebilmek
timidiyle kitaplarimda bos bosuna aranmistim.

Kirmizi1 benekli perdelerin hazin ve miibhem ipek hisirtilar

Beni o zamana kadar hissedilmemis bir takim vehimli korkularla
dolduruyordu.

O kadar ki, kalbimin ¢arpintisini teskin i¢in, simdi

ayaga kalkmis: “O, igeri girmek i¢in odamin

kapisinda yalvaran bir ziyaretcidir” diye tekrar sdyleniyordum

O, igeri girmek i¢in, odamin kapisinda yalvaran

bir ziyaret¢iden baska bir sey degildir; yalniz bu ve baska higbir
sey.

Ruhuma birdenbire cesaret geldi, ve fazla tereddiit etmeyerek
“Mosy6 dedim, yahud madam, cidden affimzi rica ederim;
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lakin ben uyukluyordum ve siz kapirna o kadar sessiz,

o kadar yavas, odamin kapisina o kadar yavas dokundunuz ki
ancak istebildim." Ve s6ziimii bitirmeden kapiy1 ardina
kadar agtim: Karanliklar ve baska higbir sey.

Hayret ve siiphe i¢inde, bu karanliklari, gozlerimle derinden
derine aragtirarak, ve simdiye kadar hi¢bir faninin muhayyelisinde
yasatmaya cesaret edemedigi rii'yalan diislinerek, uzun
miiddet bekledim.

Lakin her yer yine sessizdi ve orada sdylenen

yegane kelime "Lenor" oldu.

O ismi fisildayan bendim ve, bir aksi sada onu tekrar

etti: "Lenor !" yalniz bu, ve baska higbir sey.

Biitiin ruhum tutusmus, odama doénerken, bu sefer
ilkinden bir parca daha kuvvetli bir tikirtt duydum.
"Mutlaka, dedim, mutlaka penceremin panjurlarinda bir sey
Olacak... Ne var? Bu sirr1 kesfedelim..

Bir par¢a kalbimin heyecani gegsin ve bu sirr1 kesfedelim.’
Riizgar, ve baska hicbir sey.

Pencere kanatlarim sonuna kadar actim, ve bir kanat gririiltiisiiyle
Beraber, eski zamanin mukaddes giinlerinden kalma muhtesem
bir karga

igeri girdi.

Hafif bir selam bile vermedi, ne bir saniye durdu ve ne de
tereddiit etti: Lakin, bir "Lord" yahut bir "Leydi"

tavriyla oda kapmuin tizerine kondu tam oda kapimin tepesindeki
"Pallas" biistiiniin tizerine kondu.. kondu.. Yerlesti ve baska

hicbir sey.

O zaman, bu abanozdan kus, durusunun

ve bakislarinin ciddiyetiyle, benim mahzun hayalimi giilmeye
mecbur etti:

b
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"Her ne kadar basindaki sorgug diismiis ve tiiylerin dokiilmiigse de
dedim, eminim sen korkak degilsin, 6li suratli, ¢irkin

ve ihtiyar karga, karanlik kiyilardan hiz alan yolcu! Gecenin
katilasmus lavlarla ortiilii sahillerinde senin asalet unvanin nedir?
Karga cevap verdi:

Bundan sonra asla.

Cevabi1 pek manali, ve pek de yerinde olmadigi halde

bu sevimsiz kusun bu kadar kolaylikla konusabilmesine sastim.

Zira simdiye kadar hi¢bir insanin oda kapisinin iizerine
konmus

bir kus géormedigi -oda kapisinin iizerindeki bir biistiin
tepesine yerlesmis "Bundan sonra asla" isminde bir kus veya
herhangi bir hayvan gormedigi

-inkar kabul etmez bir hakikattir.

Lakin karga, hareketsiz

biistiin lizerinde bir basina tliinemis

ve biitlin ruhumu o tek kelimeyle

hiilasa ediyormus gibi, yalniz

o kelimeyi mirildandi. Ben,

baska hicbir sey sdylemiyordum:

O kanadini bile oynatmada.

Artik bu siikuttan bikarak,

gayet hafif bir sesle kendi

kendime mirildandim: "Diger

dostlarim ¢oktan kayboldular,

yarin o da elbette, eski timitlerim

gibi, beni terk edecek."

O zaman karga cevap verdi:
Bundan sonra asla.
Bu kadar yerinde verilmis bir

Cevaptan birdenbire irkilerek:
“Siiphesiz, dedim; bu tek kelime,
Onun, bedbaht bir sahibin
Agzindan kapilmis yegane malumattir.
Bu tek kelime, insafsiz felaketin
Yakindan takip ettigi —sar-
Kilarinin, iimidinin, mersiyelerinin
son nakarat1 “Asla, bundan

sonra asla” oluncaya kadar-
yakindan takip ettigi bedbaht

bir sahibin agzindan kapilmis
yegane malumattir.

Lakin karga, kederli

ruhumu yine 6lmeye mecbur

ediyordu bu sefer yastikli bir koltugu, kusun ve biistiin

ve kapinin tam karsisina ¢ektim, sonra kadifeye gomiilerek

ve fikirlerimi birdenbire zincirleyerek bu eski zamandan kalma
biiyticii

kusunun- bu magmum, ¢irkin, ugursuz, ve siska

biiytlicii kusunun — “Bundan sonra asla” diye soylenmekle
anlatmak istedigini diisinmeye basladim.

Simdi, atesten gozleri

Ta bagrimin i¢inde yanan kusa

Bir kelime bile sdylemeden oturmus;
kafam, lamba 15181n1n oksadig

kadife yastiga dayali- "0"nun

basinin asla; ah, bundan sonra

asla temas etmeyecegi o kadife
yastiga rahatga dayali- diisiinmeye



basladim.

O zaman odanin agirlasan

havasi, bana, ayaklar1 haliya
hafifce dokunan meleklerin salla-
diklar1 gériinmeyen bir buhurdanla
tiitsiileniyor gibi geldi.

Kendime: "Sefil! diye

bagirdim, iste Allah'in sana acidi:
"Lenor"un 1ztirabini dindirecek

ilact melekleriyle gonderiyor.

I¢! Oh, bu avutucu
mayiden i¢ ve kaybolan
Lenor'u unut!"

Karga bu sirada mirildandi:
Bundan sonra asla

"Ey Peygamber, dedim, ey

ser aleti! Kus veya iblis

olsan da daima Peygamber. Ister
seni bir sihirbaz yollamis

olsun, ve ister bu harap

sahile, bu korkusuz ve gayri mesktin
topraga, yalniz

korkunun ugradigi bu eve seni

bir firtina atmis olsun; iste sana yalvanyorum, bana

acikca soyle:

Derdim i¢in sifa bulunur mu? Soyle, sana yalvartyorum!"

Karga cevap verdi:
Bundan sonra asla.
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“Ey peygamber, dedim, ey ser aleti! Kus veya iblis

Olsan da daima peygamber.. Baglarimizin {istiine gerilen ayni
sema

ikimizin de tanidig1 ayn1 Allah agkina kederden tasan bir ruha
sOyle! Bu ruh, uzak cennetlerde meleklerin "Lenor!" diye
cagirdiklart mukaddes bir kiz1 kucaklayabilecek mi? Meleklerin
"Lenor!" diye cagirdiklar1 giizel ve bir tanecik kizi
kucaklayabilecek mi?"

Karga cevap verdi:

Bundan sonra asla.

Birden dogrularak:

"Ey kus veya iblis, diye haykirdim, bu son kelime
ayriligimizin nisanesi olsun, yine firtinaya karis ve gecenin
sertlesmis lavlarla ortiilii sahiline don!"

Ruhunun sdyledigi yalani hatirlatacak bir siyah tily bile
diistirmeden buradan ayril! Beni yalniz birak!

"Kapmun iizerindeki biistten ¢ekil, gagan1 kalbimden ¢ikar,
ve ugursuz kalibin1 kapimdan ¢ok uzaga firlat!”

Karga mirildandi:
Bundan sonra asla.

Ve karga, hi¢ hareketsiz, hala oturuyor.. Kapimin

tam tizerindeki "Palas" biistiiniin tepesinde hala oturuyor

ve gozlerinde, diisiinen bir seytanin bakislarindaki parlaklik var,
ve lambanin 15181 onun iizerinden akarak golgesini dosemeye
aksettiriyor: ve benim ruhum, yerde titreyerek yatan

bu golgeden, asla...

Bundan sonra asla!...
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Kuzgun
Osman Tuglu (2017)

Bir vakitler gece yarisi sikkin, diisiinliyordum yorgun-argin,
Unutulmus eski ilimlerin kitaplar {izerine, o garip ve antik-
Bagim 6ne egik uyuklamak tizereyken bir tikirt1 oldu aniden,
Odamin kapisini kibarca pek biri vuruyordu sanki tik tik.
"Bu", diye sdylendim, odamin kapisini ¢alan bir konuk,
Baska ne olacak."

]

Ah, animsiyorum kesin, Aralik ayindaydik, riizgarli, hazin;
Olen her kdz pargas1 ruhunu yer ddsemesine isliyordu
yanstyarak.

--Sabah i¢in yakardim goklere; - aciya kitaplarda bos yere
Ararnistim bir ¢are- acisina Lenore'un, o yitik,

O meleklerin Lenore dedikleri kizin, o essizin, parlayanin 1s1k
151K,

Ad1 burada s6ylenmeyenin artik.

I

Ve titretiyordu beni mor perdelerin ipeksi, kederli, hafif
hisirtisi-

dolduruyordu fantastik korkularla hi¢ duyulmadik;

Bir an bastirrnak icin kalp ¢arpintimi tekrarladim ayaga kalkip
“Olmal1 girmek i¢in kapiya vuran bir konuk-

Sadece 1srarc1 ge¢ kalmis bir konuk;-

Baska bir sey yok."

v

Cok gegmeden topladim cesaretimi, yendim tereddiitiimi
"Sor ya da Madam, 6ziir diliyorum ¢ok agik

Gergek su maalesef, uyukluyordum ben, dyle zayif

Gelip vurdunuz kapma, 6yle hafif tiklattiniz ki tik tik

Emin olamadim isittigimden.'.- derken a¢tim kapiy1 ardina dek:
Karanlik vardi disarida bir tek.

Dikkatle seyrettim o karanlik derinligi, orada durdum, ilgi,
Korku, kuskuyla, uzun siire hi¢ bir faninin cesaret edemedigi
disler kurarak;

Bozulmadi sessizlik ne ¢are, karanlik vermedi tek emare,

Ve fisildanan "Lenore?" sozciigiiydii sOylenen tek sdzciik-
Fisild.adigim "Lenore!"ydi, yankiyla geri donen sozciik-
Buydu bir tek.

Odama dondiigiimde ben, ruhum tutulmustu tamamen,

Cok gegmeden tekrar bir tikirti igittim oncekinden daha yiiksek.
"Eminim," dedim, "orada, tuhaf bir sey var panjurda;

Neymis bakayim, bir dur da bu sirr1 edeyim agik-

Agik edeyim bu sirn, sakin ol kalbim birazcik:-

Riizgarmis baska sey yok!"

Vil

Panjuru aginca, o an girdi oradan igeri uga uca,

Hagsmetli bir kuzgun, gilinlerinden gelme, ge¢misin miibarek;
En ufak sayg1 gostermedi, bir par¢ca durmadi, dinlenmedi

Lord veya leydi edasiyla tiinedi oda kapimin {istline konarak-
Tiinedi oda kapimintam tstiindeki Pallas biistiine konarak-
Tiinedi ve oturdu, dahasi yok.

VI

Kederli hayallerimi sonra tebessiime ¢evirdi bir anda

Bu abanoz kusun takindigi sert bakis ve agirbaslilik,

"Korkak degilsin sen" dedim, "tepeliginin kirpilmis olmasina
ragmen,' Gece'nin kiyisindan gelen, korkung, amansiz ve antik
yaratik-



Soylu ismin nedir Gece'nin o Plutonik kiyisinda sdyle ¢abuk!"
Kuzgun dedi ki, "Bir Daha Olmayacak."

IX

Sasirdim bu kadar diizgiin anlamasina konugmami bu hamal
kusun, Cevabinin anlami, alakasi zayif olsa da ¢ok;

Yasamak bunun gibi bir olay, olmamistir kimsenin nasibi
Odasindayken boyle kapi iistiinde bir kus gormek, simdiye dek-
Oda kapasi iistiindeki yontu biistte, "Bir Daha Olmayacak"
Adinda bir kus ya da hayvan gormek.

Fakat o sabit biistiin iistiinde bir basina oturdu, sdyledi sadece
O bir tek sézcligli, dokercesine i¢ini o sozciikle bir tek.

Bir daha ne bir tiiylinii oynatti, ne yeni bir sey anlatti- Ben
"Diger dostlar ugup gitti coktan" diye mirildanana dek-

"Ucup giden umutlarim gibi ¢oktan, edecek beni yarm o da
terk." O zaman kus dedi ki "Bir daha olmayacak."

XI

Icinde saskin halde verdigi uygun cevapla bozulan
durgunlugunun, S6ylendim "Bir listaddan 6grenmis bu sozii,
kusku yok,

Bu ona kalan tek sermaye, acimasiz felaketin gittiyse her
nereye

Izini slirdiigii bir iistattan," diye, "sarkilar tek nakarata
doniisene dek-Umit dualar1 melankolik bir nakarata doniisene
dek,

Bir daha diyen, bir daha olmayacak."

Xl

Fakat hala sevk ediyordu iizgiin ruhumu giiliimsemeye kuzgun,
Bir iskemleyi kusun biistiin ve kapinin 6niine ¢ektim direk.
Sonra ¢oktiim kadife mindere, biraktim kendimi diislere Ne
dedi gegmis devre ait bu ugursuz kus diye diistinerek-
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Neydi bu kat1 kaba korkung¢ kuru kusun dedigi diye diigiinerek,
"Bir daha olmayacak™ diye gaklayarak.

X1

Bunu anlamaya ¢alisarak oturdum, tek hece sdylemeden
durdum Go6gstimiin 6ziinde gozleri yanmakta olan kusa ¢akmak
cakmak. Diislinerek bunu ve daha fazla seyi oturdum, basimin
altinda Zevkle lamba 15181n1n baktig1 mor kadife kapli yastik.
Fakat artik o, 15181n zevkle baktig1 mor kadife yastiga
yaslanamayacak, Ah bu bir daha olmayacak.

XV

Derken, sanki hava agirlasti, gériinmez bir buhurdandan
esanslar sacti

Tiiyli zeminde ayak sesleri ¢ingirdayan melek.

Kendime "Zavall1" dedim, "Tanr1 tarafindan gonderildi sana bu
Serapim Cek—¢ek ve Lenore'un vahim anilarindan kurtul artik;
I¢, kana kana i¢, bu aci dindirici iksiri ve o yitik Lenore'u
geride birak!"

Kuzgun dedi ki "Bir daha olmayacak."

XV

"Kahin" dedim "seni melun!- Iblis de olsan kus da kahinsin
iste! Firtina m1 att1 bu yakaya seni, gonderdi mi yoksa Yoldan
Cikarici erk-~ Yalniz baginasin ama cesursun yine de bu
efsunlu ¢ollerde-

Dehset ini bu evin {istiinde -var mi, yalvaririm- sdyle neyse
gercek-Sifali otlardan bir merhem var m1 Gilead'da -
yalvaririm- sdyle agik agik." Kuzgun dedi ki "Bir daha
olmayacak."

XVI

"Kahin!" dedim, "seni melun! - Iblis de olsan kus da kahinsin
iste! Aden Cennetinde bu gamli ruh, lizerimizdeki gok
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Ikimizin de tapindig1 Rab adina sdyle, kavusacak mi1 o geng
kadina Meleklerin kendine Lenore dedikleri o aydinlik azizeye,
o 151k 1s1k-Meleklerin Lenore dedikleri o essiz o kiza, o biricik."
Kuzgun dedi ki "Bir daha olmayacak."

XVII

Haykirdim "kus ya da iblis!" diye, "ayriligimizin isareti olsun o
s6z Gece'nin Plutonik kiyisina geri don, firtinaya karisarak.
Soyledigin yalanlara sahit kara bir tiiy bile birakmadan buray1
terk et Beni yalnizligimla birak git! Kapimin iistiindeki biistten
kalk!

Gagani kalbimden ¢ikar, suretini kapimdan ¢ek!"

Kuzgun dedi ki "Bir daha olmayacak."

XVIII

Ve oturuyor kipirdamaksizin, hala oturuyor kuzgun

Oda kapimin hemen {istiindeki soluk Pallas biistiinde dimdik;
Ve gozleri aynen bir iblise benziyor diis goren,

Gegerek iizerinden golgesini zemine diisiiriiyor 151k;

Ve ruhum zeminde dalgalanan bu gdlgenin altindan
cikamayacak-

Bu bir daha olmayacak!

Kuzgun
Oguz Cebeci (1992)

Bir zamanlar kasvetli bir geceyarisi,unutulmus eski bilgilerin,
Tuhaf ve antika ciltleri tizerine diisiiniiyordum,

Yorgun ve sikintili-

Uyumak iizereydim,neredeyse basim diisiiyordu ki,

Bir tikirt1 geldi birden,sanki kibarca

Oda kapimi ¢alan-calan birisi gibi.

"Odamin kapisini tiklatan" diye sdylendim "bir konuk-baska
birsey degil,yalnizca bu."

Ah iyice animsiyorum ki o hazin Aralikti;

Ve zemine vuruyordu sénen her bir koziin yansisi.

Sabahi istiyorum sevkle;-Bos yere

Aramistim

Odiing bir avuntuyu kederden-

Yitik Lenore'un kederinden-

O essiz ve piril piril kizin,meleklerin Lenore diye andigi-
Buralarda anilmayacak artik adi.

Ve mor perdelerin belirsiz,hiiziinlii,ipeksi higirtisi

Onceden hi¢ duyulmamus tuhaf kokularla dolduruyor-

Tir tir titretiyordu beni;

Oyle ki,¢arpmtimi bastirmak igin tekrarladim,

"Oda kapimdan girme izni isteyen bir konuk bu-

Oda kapimdan girme izni isteyen geg bir konuk-

Baska birsey degildir bu."

O sira cesaretimi toplayip;daha fazla oyalanmadan,
"Sir"dedim "yada madam affiniz1 dilerim ama

gercek su ki daliyordum ve siz dylesine yumugak

bir tikirtiyla geldiniz ve dylesine hafifce tiklattiniz-tiklattiniz



Oda kapimi ki duydugumdan pek emin degilim sizi"

Diyerek kapiy1 agtim burada;karanliktan bagka birsey

yoktu orada.

Orada durdum,korku ve merakla karanligin i¢ine baktim uzun
stire,

Kuskuyla,kurarak hi¢bir 6liimliiniin ciiret edemedigi hayalleri;
Ama siikunet bozulmadi ve sessizlik bir ipucu vermedi,

Ve fisiltiyla s6ylenen tek sozdii orada "Lenore?"

Buydu fisildadigim,miriltili bir yankiyla geri gelen

O sz "Lenore".Bagka birsey degil yalnizca bu.

Odama donerken alev alev yanark ruhum,

Ayni tikirtiy1 igittim yine ilkinden biraz daha kuvvetlice
"Kesinlikle"dedim."Kesinlikle birsey var penceremin
kafesinde;

Oyleyse neymis bakalim ve bu esrar1 ¢dzelim-
Riizgardir,baska birsey degil bu.

Agrverince kepengi,eski devirden kalma

Azametli bir kuzgun,kanat ¢irpip sallanarak adim att1 igeriye,
Ne bir selam verdi ne bir an durdu yada oturdu;

Ama bir Lady'nin yada Lord'un edasiyla tiinedi kapimin iistiine-
Oda kapimin iisiitnde bir Pallas biistiine kondu-

Konup oturdu hepsi bu.

Derken ciddi ve hasin suratiyla bu abanoz kus,

Kederimi giiliimsemeye donlistiirdii,

"Sorgucun kirkilmigsa da hi¢ kuskusuz"dedim

"Korkak degilsin sen,gecenin kiyisindan gelen

suratsiz ve yasli kuzgun-Gecenin Plutonian kiyisindaki
saygideger adin nedir,sdyle bana"

Kuzgun dedi ki"Bir daha asla"

Cok sasirmistim bu ¢irkin kusun konustugunu duyup
Boylesine agikca;
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Pek alakali olmasa-yanit1 pek anlamli olmasa da;

Ciinkii kabul etmeliyiz ki yasayan kimse heniiz mazhar olmadi;
Oda kapisinin iistiinde bir kus-

Kus yada hayvan gérmeye oda kapisinin iistiindeki biistte

Bir isimle "bir daha asla" diye.

Ama kuzgun,sessiz biistiin iistlinde tek basina yalnizca bu szl
sOyledi,sanki bu tek sozle i¢ini dokmiis gibi.

Sonra bagka birsey sdylemedi-ne de bir tiiyilinii oynatti-

Ben murildanana dek,"Onceden uctu diger dostlari-

Sabahleyin beni terk edecek,umutlarimin 6nceden

ucup gittigi gibi..O zaman kus " Bir daha asla" dedi.
Sessizlikten iirkiip boylesine uygun bir yanitla bozulmus
"Kugkusuz" dedim,"Soyledigi sey biitiin sermayesi

Mutsuz bir sahipten kapilmis,zalim bir

Belanin soluk vermeden izledigi ve izledigi ta ki

Sarkilarinin nakarat1 olana dek-

Umutlarina agit yaktigi

"Asla-Bir daha asla" nakaratti.

Ama kuzgun hayallerimi tebessiime ¢evirirken hala,

Minderli bir iskemleyi stirdiim kusun,kapinin ve biistiin niine;
Sonra,cokerek kadife yastigin iistiine,kendimi hayalden hayale
Gec¢meye verdim,diisiinerek bu eskinin mesum kusu-

Bu suratsiz,¢irkin,korkung,siska ve ugursuz,eski zaman kusu
Ne demek istemisti gaklayarak "Bir daha asla "diye?

Oturdum bunu bulmaya calisarak,ama tek s6z etmeden

Atesli gozleri simdi gdgsiimiin i¢inde yanan kusa;

Bunlar1 bulmayi diisiinerek oturdum,basim hafifge egilirken
Kadife yastigin,lamba 15181n1n iistiinde géz gezdirdigi kumasa,
O,oturmayacak,ah,bir daha asla.

Derken,bana dyle geldi ki,goriinmez bir buhurdanla
Tiitstilenip yogunlast: hava
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Sallanan,adimlar tiiylii zeminde tipirdayan meleklerce.
"Zavalli" diye bagirdim "Tanrim emanet etti-

Bu meleklere gonderdi seni

Unut-unut ve arin anisindan Lenore'un;

I¢,ah,i¢ bu armndirici ilact ve unut bu yitik Lenore'n"
Kuzgun dedi ki"Bir daha asla"

"Kahin"dedim,"K6tiiliiglin isi-yine de kahin,seytan yada kus
olsa da-

Ister ayartic1 gondermis olsun,ister firtina firlatmis olsun
Seni bu kiytya,Issiz ama korkusuz,bu biiyiilii ama terkedilmis
topraga

Bu eve dehsetin ugradigi-sdyle bana dosdogru yalvaririm"
Dedi ki kuzgun "Bir daha asla"

"Kahin"dedim,"K&tiiliiglin is-yine de kahin,seytan yada kus olsa
da-

Ustiimiizde ¢evrenen Gok adina-ikimizin de tapmdig1 tanrt
adina-

Soyler kederle yiiklii bir ruha,uzak Aden'de var m1

Kutlu bir kiz meleklerin Lenore diye andig1?

Var mi egsiz ve piril piril bir kiz meleklerin Lenore diye andig1?
Dedi ki kuzgun "Bir daha asla"

"Ayrilik s6ziimiiz olsun bu"diye bagirdim firlayarak

"Kus yada seytan-"

"Geri git firtinaya ve gece Plutonian kiyisina,

Birakma kara tiiylerini bir nisan1 gibi o yalanin

Ruhunun séyledigi,

Yalnizligimi bozma-birak kapimin iistiindeki biistii.

Cek gagani yiiregimden ve kapimdan ¢ekip git"

Dedi ki kuzgun "Bir daha asla"

Ve kuzgun asla kipirdamadan hala oturuyor,oturuyor hala
Sessiz Pallas biistiiniin lizerinde tam kapimain yukarisinda;

Ve gozleri diis kuran bir seytanin gozleri gibi,

Ve listiinden akan lamba 15181 zemine diisiiriiyor golgesini,

Ve ruhum zeminde dalgalanan bu gdlgeden
Bir daha asla alamayacak kendisini.....

Kuzgun
Erdogan Alkan (2012)

Bir giin, puslu bir gece yarisi, yorgun argin
basim 6niimde, uykulu

O nice tuhaf ama ender eski kitaplari
diisiiniiyordum —

Bir tikirtt oldu birden, sanki biri usulca
Kapimi, odama kapisin1 vuruyordu —
Mirildandim: "Kuskusuz bir konuk bu —
Odur ancak bagka sey degil asla."

Hi¢ unutmam soguk bir Aralik ayiyds;

Her k6z kendi 6liistinii naksediyordu yere
Sababh bir olsa diyordum — sigmip kitaplara
Ertelemek i¢in 61iim acisini, o 151kl

giizel kizin—

Melekler ve insanlar Lenore diyordu ona —
Artik denmeyecek asla.

Garip, hazin hisirtist ipek al perdelerin
Isliyordu igime, iirkiitiiyordu beni;

Yiirek carpintilarini bastirmak igin
Yineliyordum siirekli: "Bir konuktur bu



Odama girmek isteyen gecikmis bir konuk —
Odur ancak, baska sey degil asla."
Cesaretlendim birden, birakip oyalanmay1
"Bayim, Bayan her kimsemiz, ger¢ekten
Oziir dilerim sizden, uyukluyordum; zaten
Cok yavas ¢aldiniz, ¢cok yavas tikladiniz
odamm kapismi1

Giigliikle duydum sizi", deyip ardina dek
actim kapiyr —

Karanlik — bagka bir sey yok asla.

Goziim karanlikta, kuskulu, tirkek, kalakaldim
Kimsenin diisiinmeyecegi seyler diisiindiim;
Tik yok, siirlip gitti sessizlik, devinimsizlik,
Tek bir sozclik duyuldu, fisildanan o s6zciik
Lenore muydu?

Ben sdylemistim onu, doniip gelen bir yankiydi
bu Lenore!

Baska sey degil asla.

Yiregim alev alev geri dondiim odama
Oncekilerden yiiksekge yeni bir tikirt1 duydum
Soylendim kendi kendime. "Pancurlarda bir sey var,
Gidip bakalim neymis, arastiralim bu gizi —
Bakalim da yiiregimin telas1 bir an dinsin; —
Riizgardir bu, baska sey degil asla."

Itince pancurlar1 hasmetli kanat vuruslartyla

Sofu ¢aglardan kalma bir Kuzgun hazretleri

dald1 odaya;

Selam sabah yok, bir dakika durmak yok, saskinlik yok
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Bir lord ya da bir leydi edasiyla kapinin
tizerindeki

Oda kapisinin iizerindeki Pallas biistiine
kondu, kuruldu

Oraya, baska yere degil asla.

Abanoz kus, ciddi hali, pek ciddi davranigiyla
Unutturdu acimu, giildiirdii beni, ona

Dedim ki: "Sorgucun yoksa da 6dlek degilsin, belli
Gecenin sahilinden gelen cirkin, kart Kuzgun
Gecenin Pluton sahilindeki lordluk unvanin nedir?"
Yanitladi Kuzgun "Asla."

Sasip kaldim c¢irkin kusun sézlerimi kolayca
duymasina,

Yanitinin pek anlami, ilgisi olmasa da,

Sunu bilmeliyiz ki, kapinin tizerine

Kapinin iizerindeki yontunun tepesine

Bir kusun, ucan bir hayvanin kondugunu gérmek
Her canliya nasip degil, herkesin harci degil

Ad1 gibi Kuzgun'un "Asla"

Dingin biistiin tstiine sikica kurulan Kuzgun
Tek bir sozclik soyledi, baska bir sey demedi,
Tyl kipirdamadi, sanki o tek sozctikle
Ruhunu sergiliyordu, mirildandim usulca:
"Tiim dostlar ugup gitti — ucan umutlarim gibi
O da birakacak beni." Kus konustu o zaman;
"Asla"

Yerinde bir sozciikle kusun verdigi yanit
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Tiiylerimi tirpertti, dedim ki kendi kendime: "Sarkilari,
Umudunun duasi tek nakarat

Yanitlad1 "Kuzgun" "Asla"

Odamin kapisinin tam tizerindeki solgun

Pallas biistiinde hep durdu, kipirdamadan durdu
Gozleri diis kuran bir iblisin korkung gozleri
gibiydi,

Golgesi bol 151kl1 dosemede dalgalaniyordu —
O golgenin disina artik ¢ikamaz ruhum
Cikamaz artik asla.

Kuzgun
Hande Tastekin (2000)

Kasvetli gece yarisinin birinde, zayif ve bitkin

dalmistim diistincelere,

Unutulmus ¢ekici ve garip eski inanglarin kitaplan iizerinde.
Basim 6niime diistiiglinde, neredeyse uyuyacakken,

bir tikirtt duydum,

Sanki biri yavasca vuruyordu, vuruyordu odamin kapisina "Bu
bir ziyaret¢i," diye homurdandim,

"tikirdiyor odamin kapisinda."

Iste hepsi bu kadar

Ah, ¢ok 1yi hatirliyorum; bir Aralik glintiydii,

soguk ve kasvetli

Ve her bir sonen koz parcasi isliyordu yere hayaletini
Diledim yarindan hevesle, ¢alistim kitaplardan elde etmeye
Kayip Lenore i¢in ¢gektigim aciy1 dindirecek ilaci, nafile
Meleklerin Lenore dedigi o nadide ve 1s1ltil1 bakire

Isimsizdir burada sonsuza kadar

Ve ipeksi, hiiziinlii, belirsiz hisirtis1 her bir mor perdenin
Korkutuyordu beni, i¢imi dolduruyordu, garip bir dehsetle
daha 6nce hi¢ hissetmedigim

Kalbimin siirekli carpmasina ragmen tekrarlamaya
devam ettim

"Bu bir ziyaretci ve izin istiyor girmek i¢in

odamin kapisindan

Geg saatte gelen ziyaret¢inin biri izin istiyor girmek igin
odamin kapisindan"

Sadece bu kadar

Artik daha fazla tereddiit etmeden ruhum,

"Bayim," dedim, "ya da bayan, affiniza siginiyorum,
Clinkli uyumak tizereydim ve siz o kadar hafif tikirdadiniz
Ve o kadar belli belirsiz vurdunuz,

vurdunuz ki odamin kapisina,

Neredeyse duyamiyordum sizi, "agtim kapiy1 ardina dek
Karanlik vardi, hepsi bu kadar.

Karanligin derinliklerine dikkatle bakarak dikildim kaldim
uzun siire, merak ve korku iginde.

Daha 6nce higbir 6liimliiniin aklina getirmeye cesaret
edemedigi seyleri diisiinerek slipheyle

Ama sessizlik bozulmadi, durgunluk higbir isaret vermedi
Tek bir s6z bile edilmedi, sadece su fisildandi; "Lenore"
Bu s6zii fisildayan bendim ve tekrar etti yanki, "Lenore"
Yalnizca bu kadar

Odama dondiiglimde, ruhum alevler i¢cinde



Biraz sonra dncekinden dahayiiksek bir tikirti duydum yine
"Eminim," dedim, "eminim ki bir sey var

penceremin parmakliklarinda

Bir bakayim, oradaki herneyse bu esrar1 arastirayim

Su kalbim sakinlessin de bu esran aragtirayim,"

Riizgar vardi, hepsi bu kadar

Agtigimda hisimla kepenkleri, kutsal, eski glinlerden kalma
Gorkemli bir Kuzgun girdi igeri, kanat ¢irpa ¢irpa

Ne saygiyla egildi ne de durup dinlendi

Ama bir leydi ya da lord edasiyla tlinedi

odamin kapisinin {stiine

Tiinedi Pallas'in' biistiine, tam odamin kapisinin iistiine
Tiineyip oturdu, hepsi bu kadar

Sonra bu abanoz renkli kus endiselerimi ¢evirdi tebessiime
Takindig1 o ciddi, acimasiz surat ifadesiyle

"Tependeki tliylerin kesilip, kirpilmis olsa da, sen," dedim
"eminim ki korkagin teki degilsindir

Dehset verici, merhametsiz ve eski zamanlarin Kuzgunu
sen ki; gezinen karanlik sahilde

Soyle bana asil ismin nedir Pluto'nun karanlik sahilinde
Kuzgun dedi ki; "Bir daha asla."

Hayrete diistiim bu hamal kusun sdylediklerini duyunca
Verdigi cevabin pek argasi ve anlami olmasa da

Hepimiz kabul etmeliyiz ki; higbir canli sahip olmamuistir
Odasinin kapisi iistiinde bir kus gérmek gibi bir sansa
Kus ya da canavar, yontulmus biistiin iistiinde,

odamin kapisinda

Ustelik ad1 da "Bir daha asla."
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Ama huzur veren biistiin iistiinde oturan kuzgun

Tek bir soz soyledi, sanki tek kelimeyle dokiiyordu igini
Bagka ne bir sey soyledi ne de kimildad1 yerinden
Mirildandim zorlukla;

"Diger arkadaglari

u¢mus olmali ondan 6nce

Sabaha o da terkedecek beni, ugup giden

biitiin umutlarim gibi"

Sonra kus dedi ki; "Bir daha asla,”

Sarsildim sessizligi bozan bu ¢ok yerinde sdylenmis sézle
"Siiphesiz," dedim, "onun kelime dagarcig1 sadece bir kelime,
Onu da mutsuz sahibinden 6grenmistir, amansiz bir hastalik
Yakasini birakmamistir adamin ta ki; sarkilari

tek nakarat olunca,

Ta ki; umutlannin agidi kederli bir nakarada olunca; "Asla-bir
daha asla"

Ama kuzgun hala iizgiin ruhumun
giilimsemesini sagliyordu

Hemen minderli bir sandalye ¢ektim kus,

biist ve kapinin 6niine

Orada kadife kumasin iistiinde otururken basladim
ardarda gitmeye

Bir hayalden digerine, diisiinerek eski zamanlarin
bu ugursuz kusu,

Merhametsiz, kaba, solgun, perisan ve

eski zamanlann bu ugursuz kusu

Ne anlatmak istedi diyerek "Bir daha asla.”

Oturdum tahmin etmeye c¢alisarak,
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tek bir s6z bile sdylemedim ama

Gozleri yiiregimin derinliklerinde alev alev yanan kusa
Bagimi yasladim arkaya boyle kehanetlerde bulunarak
rahatlikla

Lambanin 15181n1n seytant giilimsemeyle

diistiigii minderin kadife kumasinin iistiine

Ama lambanin 151g1i1n seytant giiliimsemeyle diistiigli mor
kadife kumasimin tstiine

Sevgilim oturamayacak ah, bir daha asla!

Sonra odanin havasi yogunlagmis gibi geldi bana,
giicsiiz ayak sesleri par¢alanmis dosemede

tikirdayan melekler

Tarafindan tasinmis goriinmez bir siseden

parfiim yayiliyordu sanki

"Zavally," diye haykirdim,

"Tarmn seni bu ise karistirdi o meleklerle seni buraya yolladi
Vazgec-vazgec ve unut Lenore'la anilarini!

Kana kana i¢, ah, kana kana i¢ su unutkanlik iksirini ve
unut kayip Lenore'u."

Kuzgun dedi ki; "Bir daha asla."

"Kahin!" dedim "ugursuz yaratik! sessiz kahin,
kus ya da seytan!

Kadere meydan okuyan kim yolladiysa seni,

ya da hangi firtinayla vurdunsa karaya

Yapayalniz ama cesur, bu biiyiilii ¢olde

Korkunun lanetledigi bu evde, bana dogruyu soyle
yalvartyorum

Sifa var midir Gilead merheminde sdyle bana,
sOyle bana yalvariyorum!

Kuzgun dedi ki; "Bir daha asla."

"Kahin!" dedim "ugursuz yaratik!, sessiz kahin,
kus ya da seytan!

Uzerimizdeki cennet adina, ikimizin de inandig
Tanr1 adina

Bu 1zdirapla yiikli ruha soyle, o uzak Cennette
Var m1 meleklerin Lenore dedigi kutsal bir bakire
Varsa kucakla meleklerin

Lenore dedigi o nadide ve 1s1lt1l1 bakireyi

Kuzgun dedi ki;

"Bir daha asla."

"Bu s6z aynligimizin isaretidir, kus ya da iblis!"

diye bagirdim, ayaga kalkarak

Geri don firtinana ve Pluto'nun karanlik sahiline!

Geride ruhunun soyledigi yalanlann isareti tek bir

kara tiiy bile birakma!

Beni yalnizligimla birak!

Terket kapimin tistliindeki biistii!

Pencgeni kalbimden ¢ikar ve suretini al, ¢ik git kapimdan!
Kuzgun dedi ki;

"Bir daha asla."

Ve kuzgun, kipirdamadan, héala oturuyordu, hala oturuyordu
Kapimin iistiindeki Pallas'in huzur veren biistiiniin iizerinde
Ve gozleri sanki hayal kuran bir iblise aitti

Ve lamba lizerine seytani bir giiliimsemeyle diistip,
dalgalandinyordu yerdeki gélgesini

Ve o golgeyle ruhum yerde uzaniyordu boylu boyunca

Ve kalkamayacak, bir daha asla



Full Text of “Annabel Lee” and its Turkish translations
Edgar Allan Poe

It was many and many a year ago,

In a kingdom by the sea,

That a maiden there lived whom you may know
By the name of Annabel Lee;

And this maiden she lived with no other thought
Than to love and be loved by me.

I was a child and she was a child,

In this kingdom by the sea,

But we loved with a love that was more than love—
I and my Annabel Lee—

With a love that the winged seraphs of Heaven
Coveted her and me.

And this was the reason that, long ago,
In this kingdom by the sea,
A wind blew out of a cloud, chilling
My beautiful Annabel Lee;

So that her highborn kinsmen came
And bore her away from me,

To shut her up in a sepulchre

In this kingdom by the sea.

The angels, not half so happy in Heaven,
Went envying her and me—

Yes!—that was the reason (as all men know,
In this kingdom by the sea)
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That the wind came out of the cloud by night,
Chilling and killing my Annabel Lee.

But our love it was stronger by far than the love
Of those who were older than we—

Of many far wiser than we—

And neither the angels in Heaven above

Nor the demons down under the sea

Can ever dissever my soul from the soul

Of the beautiful Annabel Lee;

For the moon never beams, without bringing me dreams
Of the beautiful Annabel Lee;
And the stars never rise, but | feel the bright eyes
Of the beautiful Annabel Lee;
And so, all the night-tide, I lie down by the side
Of my darling—my darling—my life and my bride,
In her sepulchre there by the sea—
In her tomb by the sounding sea.

Annabel Lee
Melih Cevdet Anday (1946)

Senelerce senelerce onceydi

Bir deniz tilkesinde

Yasayan bir kiz vardi, bileceksiniz
Ad1 Annabell Lee;

Higbir sey diisiinmezdi sevilmekten
Sevmekten bagka beni.
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O ¢ocuk ben ¢ocuk, memleketimiz
O deniz iilkesiydi,

Sevdal1 degil karasevdaliydik
Ben ve Annabell Lee;

Goklerde u¢an melekler bile
Kiskanirlardi bizi.

Bir giin iste bu ylizden goze geldi
O deniz iilkesinde,

Usiidii riizgaridan bir bulutun
Giizelim Annabel Lee;
Gotiirdiiler el tistiinde

Koyup gittiler beni,

Mezari ordadir simdi,

O deniz iilkesinde.

Biz daha bahtiyardik meleklerden
Onlar kiskandi bizi, —

Evet. — Bu ylizden (sahidimdir herkes

Ve o deniz iilkesi)

Bir gece bulutunun riizgarindan
Usiidii gitti Annabell Lee.
Sevdadan yana, kim olursa olsun,
Yasca basca ileri

Gecemezlerdi ki bizi,

Ne yedi kat goklerdeki melekler
Ne deniz dibi cinleri

Hicbiri ayiramaz beni senden
Gilizelim Annabell Lee.

Ay gelip 1511, hayalin erigir
Giizelim Annabell Lee,
Bu yildizlar gozlerin gibi parlar

Giizelim Annabel Lee,

Orda gecelerim, uzanir beklerim
Sevgilim, sevgilim, hayatim, gelinim
O azgin sahildeki,

Yattigin yerde seni.

Annabel Lee
Osman Tuglu (2017)

Yillar yillar 6nce,

bir krallikta deniz kiyisindaki,

bir geng kiz yasardi bileceksiniz
ismi ANNABEL LEE;

bir diislincesi yoktu sevmemizden bagka
benim onu onun beni.

Il

Ben ¢ocuktum o ¢ocuk,

bu krallikta deniz kiyisindaki;
fakat agktan {stiin bir agkla sevdik
ben ve Annabel Lee;

bir agkla meleklerin bile kiskandig1
onu ve beni.

Il

Ve iste bu yiizden, ¢ok yillar 6nce,
bu krallikta deniz kiyisindaki,

bir riizgar esti bir buluttan

isiittli glizel Annabel Lee’mi;

ve akrabalar1 gelip aldilar

onsuz biraktilar beni,

gotiirdiiler gdmmek i¢in bir mezara



bu krallikta deniz kiyisindaki.

v

Yarimiz kadar mutlu olamayan melekler kiskandilar onu ve
beni.

Evet! buydu neden (bunu herkes bilir
bu krallikta deniz kiyisindaki) k
geceleyin bir riizgar esti bir buluttan,
tisiitiip 6ldiirdii Annabel Lee'mi.

Daha giicliiydti askimiz ama

olanlarin agkindan yasca bizden ileri,
nicelerinin agkindan akilca bizden ileri,
ne goklerdeki melekler

ne de cinler deniz dibindeki,

giizel Annabel Lee'nin ruhundan
ayirabilirler beni.

Vi

Asla ¢linkil 151maz ay getirmeden

giizel Annabel Lee'nin hayalini;

ve asla dogmaz yildizlar animsatmadan
1s1yan gozleriyle giizel Annabel Lee
yatarim yanma her gece

sevgilim, hayatim, gelinimin dylece,
kabrinde deniz kiyisindaki,

mezar odasinda uguldayan denizin kiyisindaki.
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Annabel Lee

Erdogan Alkan (2012)

Yillar 6nceydi, yillar yillar 6nce, Deniz kiyisindaki
O diyarda bir geng kiz yastyordu

Bilirsiniz adini, ANNABEL LEE,; -
Diistinmezdi hicbir sey benim olmaktan bagka
Sevmekten bagka beni.

Ben ¢ocuknum o ¢ocuk o deniz iilkesinde
Sevdik birbirimizi

Asktan biiylik daha 6zge bir askla

Ben ve canim Annabel Lee -

Bir sevda ki golde ugan melekler
Kiskanirlardi bizi

Ve bu yiizden yillar ve yillar 6nce

Deniz kiyisindaki

O divarda soguk bir riizgar esti buluttan
Dondu camin Annabel Lee

Hanedandan biri gelip gotiirdii,

Birakip gitti beni

Bir mezara gdmdiiler o diyarda

Deniz kiyisindaki.

Pek hosnut degillerdi sanki gokte melekler,
Kiskanmiglar miydi onu ve beni; -

Evet! Buydu nedeni (herkes bilir yasayan o diyarda.
Deniz kiyisindaki)

Bu yiizden esti gece o dondurucu riizgar
Boyle 6ldii Annabel Lee.

Askimiz uzak asktan giicliiydii, 6tekiler
Bizden yasca ileri -
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Bizden basca ileri -

Niceleri ne gokteki melekleri Ne deniz dibi cinleri

Ruhunu ruhundan ayiramadi onun
Benimdi hep Annabel Lee; -

Ay 1s1r hep onunla diigler tasir, diislerimde
Giizelim Annabel Lee;

Gece yildizlar dogal- gozleri 15131nda
Giizelim Annabel Lee;

Boyle biitiin geceler uzanip dinlenirim
Sevgilimin: esimi,, bir tanemin yaninda
Mezarinin yaninda deniz kiyisindaki —
Uguldayan denizin kiyisindaki

Annabel Lee
Oguz Cebeci (1992)

Uzun yillar 6nceydi

Deniz kiyisindaki bir krallikta

Belki bilirsiniz, bir kiz yasardi
ANNABEL LEE adiyla

Ve bu kizoglankiz higbir sey diisiinmezdi
Bence sevilmek ve beni sevmekten baska.

O da ben de ¢ocuktuk

Bu krallikta deniz kiyisindaki

Ama agktan da 6te bir agkla sevdik

Ben ve ANNABEL LEE

Oyle bir ask ki kanad1 Seraphlar1 goklerin
Kiskanmisti onu ve beni.

Ve bu yiizden uzun zaman 6nce

Bu krallikta deniz kiyisindaki

Bir riizgar esti bir bulunan, tsiiterek
Giizel ANNABEL LEE'mi,

Oyle ki soylu yakmlan geldi bu yiizden
Ve alip gotiirdiiler onu benden

Bir mezara kapatmaya

Bu krallikta deniz kiyisindaki,

Melekler yarimiz kadar mutlu olmayan gokte
Kiskanip durdu onu ve beni

Evet-neden buydu (bu deniz kiyisindaki
Krallikta herkesin bildigi gibi)

Ki o riizgar esti buluttan geceleyin

Usiiten ve 6ldiiren ANNABEL LEE’mi

Ama c¢ok daha giicliiydii askimiz agklarindan
Bizden daha biiyiik olanlarin

Bizden daha bilge olanlarin

Ve ne melekler yukardaki goklerde

Ne de seytanlar altinda denizin

Ayirabilir ruhumu ruhundan

Glizel ANNABEL LEE'nin.

Clinkii ay dogmaz asla hayalini getirmeden
Glizel ANNABEL LEE'nin.

Ve yildizlar ¢itkmazlar ama parlak gozlerini hissederim ben

Gilizel ANABEL LEE'nin

Ve dylece uzarimin yani sira biitiin gece vakti
Sevgliimin-sevgilim-hayatim ve gelinim

O deniz kiyisindaki mezarda

Onun mezannda, uguldayan denizin kiyisindaki



Annabel Lee
Hande Tastekin (2000)

Cok ¢ok uzun yillar 6nce,

Deniz kiyismda bir kirallikta

Bir kiz yagsamuis, belki tanirsiniz onu,

Adi ANNABEL LEE.

Ve kiz bagka higbir sey diisiinmezmis

Beni sevmek ve benim onu sevmemden baska.

Ben bir ¢ocuktum ve o da bir ¢ocuktu,
Deniz kiyismdaki bu kirallikta

Asktan da ote bir sevgiyle sevdik birbirimizi
Ben ve benim ANNABEL LEE'm,

Oyle bir agkt1 ki bu, cennetteki melekler bile
Kiskanirdi onu ve beni.

Bu nedenle, uzun zaman 6nce
Deniz kiyismdaki bu kirallikta

Bir riizgar esti bir bulunan, tsliterek
Benim giizel ANNABEL LEE'mi,
Sonra soylu akrabalar1 geldi
Benden aynp,

Bir kabre hapsettiler onu,

Deniz kiyismdaki bu kirallikta.

Cennette, yanmiz kadar bile mutlu olmayan
Melekler devam eni bizi kiskanmaya.

Evet! Sebep buydu

(Herkes bilir bunu Deniz kiyismdaki bu kirallikta)

Riizgar ¢ikageldi bir buluttan gece,
Usiiterek 6ldiirdii ANNABEL LEE'mi.

Ama bizim askimiz ¢cok daha gii¢liiydii
Bizden daha biiyiik olanlarin,

Bizden daha bilge olanlarin asklarindan
Ne yukarida, Cennetteki melekler

Ne de denizin altindaki iblisler

Kopanp alamazlar ruhumu, ruhundan
Glizel ANNABEL LEE'nin.

Ay parlamaz asla, giizel ANNABEL LEE'min
Hayalini getirmeden.

Ve yildizlar ¢ikmaz asla, ama ben hissederim
Parlak gozlerini giizel ANNABEL LEE'min

Ve bu ylizden, her gece vakti, uzanirim sevgilimin,
Sevgilimin, hayatim ve gelinimin

Deniz kiyismdaki kabrinin,

Ugultulu denizdeki mezannm yanina.

Full Text of “Eldorado” and its Turkish translations
Eldorado
Edgar Allan Poe

Gaily bedight,

A gallant knight,

In sunshine and in shadow,

Had journeyed long,
Singing a song,
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In search of Eldorado.

But he grew old,

This knight so bold,

And o’er his heart a shadow
Fell as he found

No spot of ground

That looked like Eldorado.

And, as his strength
Failed him at length,

He met a pilgrim shadow;
“Shadow," said he,
“Where can it be,

This land of Eldorado?”

Eldorado
Erdogan Alkan

Cuvil civil giysisiyle
Yigit, yilmaz bir sovalye
Giines, golge aldirmadi
Bir sark1 dudaklannda
Dolasip biitiin diinyada
Eldorado'yu aradi.

Omiir gecti, zaman akti
Cesur sovalye yaslandi
Bir gélgeyle yiireginde.
Yollar tepip yaprak gazel

Eldorado denen giizel
Yeri bulamadi diye.

Biitiin giicti bittiginde

Bir golge ¢ikt1 6niine

Bir baska gezginin ruhu,
"Eldorado denen bir yer
Var m1? Nerde, varsa eger?"

"Ardindan Ay tepelerinin
Siir atin1 dolu dizgin
Golgeler vadisine dogru
Siir atini, yigitce siir
Karanliklar i¢ine gir
Bulursun Eldorado’yu.

Eldorado
Osman Tuglu (2017)

Parlak giysisiyle,

cesur bir sovalye,

golgede ve altinda giinesin,
bir sarki sakiyarak,
dolasmist1 hayli ¢ok,
Eldorado'yu bulmak i¢in.

]

Fakat yaslandi.

o sOvalye ne kahramandi.

Ve bir golge diistii yiiregine onun

bulamayinca benzeri



bir yeri

yerylizlinde Eldorado'nun.
I

Ve en nihayeti

terk ederken giicii kuvveti,
gezgin bir golgeye rastladi
Dedi "Golge,

acaba nerede

bu Eldorado?"

v .
Golge, "-Uzerinden
Ay Dagilari'nin,

Golge Vadisi'nden asag1 dogru
slir atin1 yigitce siir,

artyorsan eger"

dedi "Eldorado’

Eldorado
Hande Tastekin (2000)

Nese ile kusanmis
Yiirekli bir sovalye
Giin 15181 ve golgede
Cok yol almis

Bir sarki soyleyerek,
Eldorado'yu arayarak.

Ama yaslanmisti
Bu cesur sovalye
Ve bir golge diistii kalbine

Bulamayinca hicbir yer
Eldorado'ya benzeyen

Ve sonunda giicli tiikkenince
Rastladi bir gezgin golgeye
"Golge," dedi

"Nerede olabilir

Bu Eldorado diyar1?"

"Ayin daglarinin 6tesine,
Golge vadisinden asagiya

Siir atini, cesurca siir atin1,"
Diye cevap verdi golge

"Eger Eldorado'yu anyorsan...'

Eldorado
Oguz Cebeci (1992)

Kusanmis keyifle

Yigit bir sovalye,

Giin 15181nda ve golgede,
Bir sarki soylerek,

Yol almist1 epeyce,
Arayarak Eldorado'yu.
Ama yaslandi-

Bu korkusuz sovalye

Ve bir golge diistii yliregine
Bulamayinca higbir yer
Animsatan Eldorado'yu.
Ve en sonunda
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Gicii tiikendiginde,
Rastlad1 bir gezgin golgeye-
"Golge" dedi,

"Nerede olabilir-

Bu Eldorado denilen iilke?"
"Siir atim1 Aydaki

Daglarin {izerinden,
Asagiya Golgeler Vadisine,
Korkmadan siir"

Diye yanitlad1 gblge-
"Artyorsan eger Eldorado'yu"

Full Text of “To Helen” and its Turkish translations
To Helen
Edgar Allan Poe

Helen, thy beauty is to me

Like those Nicéan barks of yore,
That gently, o'er a perfumed sea,
The weary, way-worn wanderer bore
To his own native shore.

On desperate seas long wont to roam,
Thy hyacinth hair, thy classic face,
Thy Naiad airs have brought me home
To the glory that was Greece,

And the grandeur that was Rome.

Lo! in yon brilliant window-niche
How statue-like | see thee stand,
The agate lamp within thy hand!
Ah, Psyche, from the regions which
Are Holy-Land!

Helen’e
Osman Tuglu (2017)

Senin giizelligin, Helen, bana gore

Geg¢misin Nicean gemileridir ki agir agir,

Esans kokan denizler iizre,

O yorgun, yipranmis yolcuyu tasir
Dogdugu sahillere.

]

Umutsuz denizler gezmeye aliskin ¢oktan

O siimbiil sag, o klasik sima.
Gotiirdl beni eve o su perisi havan,
O ihtisama ki oydu

O sana ki oydu eski Yunan.

Il

Bakiyorum 1s1kl1 bir nise,

Farksizsin ayakta duran heykelden
Avucunda akik lambayla sen.
Bakiyorum ah, o bolgelerden Psyche
O kutsal tilkelerden.



Helena
[lhan Berk

Giizelligin benim i¢in Helena,
Iznik kalyonlaridir ge¢misin,
Tasirlar mis gibi bir denizde

Bir gezegeni yavasga, ezik, bitkin
O dogdugu sahillere.

Aligik dolagsmaya umutsuz denizlerde,
Oliimsiiz yiiziin, siimbiil saglarin
Cekti yurduma Naiade havalarin,

O eski Yunan gorkemine

Ve yiiceligine Roma’nin.

Gortiyorum o aliml pencerende
Seni bir heykel gibi dururken
Akik lamban elinde,

Sen, ey! o kutsal iilkelerden
Gelen Psykhe, sen!

Helen’e
Erdogan Alkan (2012)

Helen, giizelligin benim i¢in

Eski ¢agin Nicea kadirgalaridir,
Ustiinde burcu burcu kokan bir denizin.
Yorgun, bezgin yokuyu agir agir

Dogdugu kiyilara tagir.

Ben, sonsuz gezgin umutsuzluk denizlerinde!
Eskil yiiziin ve siimbiil saclarin

Peri tiirkiilerin getirdi beni evime,
Sahillerine utkulu Yunanistan'in

Onlar tasid1 beni Romanin biiytikliigiine.

Bir yontu gibisin, goriiyorum seni
Pencerenin parlak nisinde, orda,
Elinde akik rengi bir lamba!

Oy Psykhe goriiyorum yiikseldigini
O Kutsal Topraklarda!

Helen’e
Hande Tastekin

HELEN, senin giizelligin bence
Nice'in o eski yelkenlilerine benzer
Hos kokulu bir denizde, zarifce
Bitkin, yipranmis gezgin yol alir
Kendine ait kiytya dogru

Coktan aligmis umutsuz denizlerde dolagsmaya
Stimbiil saglarin, asil yiiziin

Su perisi edalarm gotiirdii beni evime;
Yunanistan'i gorkemine,

Roma'nin ihtisamma.
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Iste! O dtedeki muhtesem pencerenin dniinde
Gordiim durdugunu bir heykel gibi

Akik bir 1ambaydi elindeki Ah!

Sen, uzak diyarlardan gelen ruh,

O diyarlarm ad1 Kutsal Topraklardir!

To Helen
Oguz Cebeci (1992)

Helen, senin giizelligin

Eskinin Nicean yelkenlileri gibidir, benim i¢in
Usulca, kokulu denizin tizerinden

O yol yorgunu gezgini tasir

Kiyisina kendi memleketinin.

Gezmeyi izler yapayalniz denizlerin iistiinde
Yunanl yiiziin, siimbiil saglarin

Senin havalarin getirmisti beni eve
Yunanistan gorkemine ve

Roma yticeligine.

Iste, oradaki pariltili pencere nisinde

Nasil da bir heykel gibi, goriiriim dinledigini
Ah, Pysche, kutlu topraklar olan bolgelerden
Akik lamba elinde.
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