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Abstract 

Ahmet Hamdi Tanpınar’s The Time Regulation Institute (1961) is a narrative of narration, punctuated by recurring 

elements of storytelling. Considering the English versions of the novel (Gürol, 2001; Freely & Dawe, 2013) from 

a narratological perspective, this study analyses the transfer, or reproduction, of higher-order narrative signs, 

namely, supertexts, in the target discourses. Initially drawing on Sketch Engine as a launching pad for further 

qualitative analysis within Chesterman’s causal model, the study discusses the shifts in informative range, 

abstraction or explicitation, cultural filtering, and modal transfer. The findings indicate that both translations 

emphasise adherence to language, structure, and cultural nuances, with minimal omissions or manipulations of the 

text and context, and that the narrative mode is consistent across both versions. Nevertheless, a detailed examination 

reveals that the translation of supertexts produces different fictional, metafictional, and performative effects on the 

texts. Modal transfer is efficient when strategies extend beyond syntactic or semantic shifts, focusing instead on 

how tone, voice, interpersonal stance, narrative gestures, and cultural references are negotiated. The study contends 

that narratives generate ‘supertexts’ that synthesise many narrative layers and that the act of translation cannot be 

reduced to mere textual and contextual components; rather, supertexts require narratologically informed attention 

to capture generic modality. 

Keywords: Tanpınar, The Time Regulation Institute, generic modality, supertext, translation of narrative, 
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Introduction: A Narrative of Narratives and Narrators 

 

During my adjunct stay at TU Dortmund University, Germany, I included Ahmet Hamdi 

Tanpınar’s The Time Regulation Institute (Saatleri Ayarlama Enstitüsü: 1961)1 in my “EF50 

Course Syllabus: Latecomers: Modern and (Post)modern Turkish and American Fiction” 

(2014). I always enjoyed how Tanpınar explores the modernist transition and glimpses the 

postmodernist realms of invention in theme and technique (Çıraklı, 2019, p. i-iii). The spectrum 

of ludicrous situations, from grotesque to absurd; the panorama of types, from invented fictions 

to fictional inventions; and the parade of storytelling motifs, from writing to acting, Tanpınar’s 

novel presents the reader with a vivid exhibition of performers, a gallery of time-travellers, and 

a portrayal of narrative magic. The novel’s significance was twofold: first, TRI would help me 

discuss the so-called East-West conflict and the discordant situations of the characters in a 

baffled society in transition; second, I would take my opportunity to discuss narratological 

issues such as the self-conscious narrator, issues of textuality, fictionality and self-reflexivity 

(Waugh, 1984, pp. 23-24; Çıraklı, 2018, p. 92), and it was a question of further inquiry into how 

narrative and metanarrative elements were translated into English.   

Tanpınar’s novel is a narrative of ‘storytelling’, depicting long-lasting invention, 

narration, and (re)writing throughout life. Given the fact that TRI does not only use storytellers 

and storytelling as an essential feature of what we call narrative, it also explores it as a 

performance, employs it as a motif and device, a repeating theme across the novel, complicating 

the issue of representation with a self-conscious attire, holding a self-reflexive tone within a 

metanarrative mode (Genette, 1980, pp. 213–14).2 However, we should remember that TRI is 

not a postmodernist narrative per se; rather, it is, from a technical perspective, a narrative that 

challenges linear narration and authorial control, with a strong storytelling motif and a self-

reflexive tone.  

Subverting the reliance on realistic representation of a truthful and reliable narrator, TRI 

creates a storyworld where “the characters’ engagement with storytelling brings together past 

and present, memory and fantasy, reading and writing, performing and hearing, being and 

acting: Acting in life as wearing the masks of other characters and acting in public as if a 

performer, a meddah. The novel’s oscillation between fact and fantasy, fantasy and memory, 

irony and sincerity, and modernity and tradition parallel the broader disintegration of the 

classical novel form.    

The themes of “story” and “storytelling” are evident throughout the narrative. Let alone 

the first-person narrator, almost every character acts as a storyteller, and storytelling (as 

indicated by the Turkish verbal data such as hikâye, anlatmak, or yazmak) punctuates the novel 

from the very beginning, where “invented characters” as a literary device reflect the continuities 

and discontinuities between fact and fiction. Such a fictional gesture (Waugh, 2006, p. 20) is 

particularly apparent in the case of Ahmet Zamanî3 Efendi, or Ahmet the Timely, a fictitious 

persona invented to validate the Institute’s purpose, which mirrors the artificiality of modern 

life or modernisation of artificial storytelling. Regarding the novel as a familiar genre in the 

Anglophone literature, this inventive playfulness and metanarrative mode conform to the 

expectations of the target readership and the established norms regarding the novel’s reception 

(Williams & Chesterman, 2002, p. 88).  
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Table 1. Sketch Engine word variations: Hikâye (story/memory-related words) 

 

As noted earlier, TRI is a collection of stories, some of which are hypertexts, all featuring 

a central, self-conscious narrator who mediates the narrative voices and facilitates the rhythm 

of the accounts. The narrator’s self-consciousness is accompanied by an underlying irony that 

accounts for his self-reflexive tone and reflective discourse. The recurring themes of 

storytelling, narration, and invention orchestrate the narrative, showcasing various examples 

across different narrative modes. Oral and written performances throughout the narrative 

indicate that storytelling is a repeated pattern. The storyworld presents a panorama of 

professions, from a clock setter, a gold maker, a spiritualist, a psychologist, an architect, a writer, 

a historian, a time regulator, to a performer… all of whom carry out their background occupation 

as a ‘storyteller.’ 

Throughout the novel, the narrative discourse is primarily characterised by a distinctive 

underlying metanarrative mode. Hayri İrdal, the first-person narrator and the embodiment of the 

storytelling act, assumes a conscious narration (telling and writing) that is consolidated by his 

prolonged metanarratives, so-called oral interludes, and humorous or reflective accounts of the 

other characters’ storytelling, writing, or invention. He produces a “self-reflexive” or “self-

referential” fiction. This literary device draws attention to its status as a work of fiction, rather 

than pretending to provide the reader insight into the real world (Çıraklı, 2015, p. 125, 215). 

Storytellers focus on strategies, techniques, and linguistic devices employed in the art of 

storytelling. Postmodernist texts further expose and examine narrative agents and constructs, 

thereby revealing the author’s intentional arrangement.4  
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English Versions of The Time Regulation Institute 

 

Ender Gürol’s English translation was published in 2001 by Turco-Tatar Press, based on the 

original novel (Saatleri Ayarlama Enstitüsü, Remzi Kitabevi, 1961). Schamiloglu edited the 

English version from the University of Wisconsin–Madison. This volume does not include the 

translator’s preface. Still, it provides a few paratexts: a phonetic transcription list, a translated 

critical review by Berna Moran, and a fictional letter that adds another metanarrative layer to 

the novel. This letter (Alptekin, 1975, pp. 32-36) is neither included in the original book nor the 

belated Penguin version.5 This translation appeared before Orhan Pamuk’s 2006 Nobel speech, 

in which he enthusiastically praised his precursor. Yet, Tanpınar’s significance for Pamuk’s 

oeuvre was highlighted on the back cover of Gürols’s translation: “Ahmet Hamdi Tanpınar is 

an important 20th-century Turkish author who should not remain unknown in the English-

speaking world. His influence on the work of internationally acclaimed novelist Orhan Pamuk 

is clear. The Time Regulation Institute contextualizes Pamuk’s work in the history of 20th-

century Turkish literature.”  

Pym (2014) distinguishes between two types of retranslations: passive, which respond to 

changes within the target language or culture, and active, which deliberately challenge or 

position themselves against previous translations. Translation critics consider TRI’s Penguin 

version (2013) a literary retranslation, where nuances and stylistic elements play a crucial role 

(Demirkol Ertürk, 2019, pp. 137–154). In this context, Freely and Dawe’s ‘metatranslational’ 

experience highlights how they 

go beyond the usual (and in this novel, often insoluble) problems of diction and meaning, 

to listen instead to the music of the narration” as a translation solution (xxii). […] 

Whatever games he played on the printed page, he played them first with sound. We did 

things in the opposite order when shaping his sentences in English. First, we put the 

words on the page. Then we listened for the voice, arranging, rearranging, and changing 

the words and clauses until we heard something of the Turkish music coming through. 

(Freely & Dawe, 2013, pp. xxi–xxii; emphasis added).  

Similarly, from a narratological perspective, an additional narrative rhythm operates at 

another level (and layer): the narrative storytelling motif, self-reflexive tone, and meta-narrative 

mode bring about translational stylistics and a transfer of modality. Moreover, generic modality 

must be considered in translation, given the degree of transfer between narrative and non-

narrative genres. In other words, translation cannot be reduced to mere textual and contextual 

components; rather, supertextual aspects should be considered to capture generic modality.   

 

Reading and Translating TRI through Historical, Thematic and Cultural Lens 

 

Literary and translation criticism frequently considers TRI’s historical, philosophical, and 

cultural elements. Temporality in TRI has been a central theme of research to date, with most 



Mustafa Zeki Çıraklı - Journal of Narrative and Language Studies, Volume XIII 2025 – Issue 28 

178 

 

work addressing the East-West conflict over the perception of time. Çıraklı (2005, p. 25) and 

Dolcerocca (2017, pp. 177–197) examine the fragmentation of urban spatiality and temporal 

experience and present modern clock time as a source of anxiety, a counterpoint to the traditional 

Ottoman perception of time. Dolcerocca maintains that “Tanpınar’s poetics in TRI presents a 

philosophical alternative to the principle of cultural dualities (i.e., Eastern and Western, 

traditional and modern, Islamic and secular)… articulated in the novel as resistance to 

calibrating forms of temporal order” (2017, p. 178). Ottoman memory and modern anxiety 

intersect in the novel (p. 181, 185). The problem does not arise from the conflict between the 

civilisations but from the modernist shift and its representation through fragmented narratives 

(p. 181, 189). Accordingly, Wishnitzer (2015, p. 393), like many other critics, stresses the 

significance of time in the novel, draws attention to the distinction between clock time and 

Bergson’s durée, and presents an allegorical interpretation of the Institute (pp. 379–400). In the 

same way, Ürpınar continues the Bergson registration, stressing “not fulfillment of durée” in 

İrdal’s fragmented mind. The disintegrated storyteller attempts to gather fragments of the past 

and present to restore temporal and spatial continuity, as well as the resonance of memory: It is 

the past that shapes our narratives (2022, p. 30). Karataş (2018) applies the Hegelian concept of 

Zeitgeist (the spirit of the time) to the modern obsession with time, which is undermined by 

İrdal’s storytelling. Thus, the convergence of “temporality, memory, and authenticity” (pp. 2-3) 

through storytelling becomes an existential issue. 

Numerous studies have considered the novel a notable example of satire or satirical 

allegory, which critiques bureaucratic organisations and absurd situations. An example of the 

satirical lens is provided by Paker (2004), Günday (2007), and Öksüz (2013), who review the 

bureaucratic institute and the funny characters within disordered social orders and absurdity 

through irony and satire. Paker highlights the canonical position of TRI and its critical acclaim 

as “a masterpiece of irony and satire on Turkish society in transition”. Another recurrent theme 

explored by research thus far signposts the cultural issues in TRI.  Türem highlights the 

significance of the Institute and the Modernist concept of Time as commodities within a market 

system. Both ‘labour’ and ‘leisure’, two critical Marxist terminologies, are interdependent 

concepts with ‘time’ and ‘competition’. Time is instrumentalized through the institution, 

representing a modern construct, a sign, and a tool of ideological and rational control in 

modernity (2011, p. 114). Öner’s idea that TRI offers a culturalist, intellectual response to labour 

ethics and economic modernisation showcases how TRI represents the production of 

instrumentalised narrative (2015, p. 102). 

Gündüz repeats the deeply rooted East-West discussion, but he positions Tanpınar as a 

“synthesis-seeker”, neither embodying modernist nor traditionalist features (2002, p. 20). 

Cultural identity crisis and the possibility of a synthesis or terkip lie at the heart of the novel. 

Kuru argues that “The Time Regulation Institute as a critical reflection on Turkish modernity 

and identity formation” (2002). Kuru presents the book as a representation of “illusory settings 

-clock shops, psychoanalytical clinics, and bureaucracies” with “darkly ironic tone and satirical 

critique of both Western rationalism and Turkish modernisation” (p. 260). To him, TRI is a 

narrative of the dissolution of self and the individual under illusory institutions (p. 258), which 

supports Berber’s reading of the book as a critique of spiritual discontinuity and in-betweenness 

(Berber, 2015, p. 47). That is the point where melancholy and absurdity, writing and oral 

storytelling, art and performance, the aesthetic and the ludicrous, irony and humour converge, 

indicating the loss of the past, harmony, and meaning (Karataş, 2028, p. 2). 



Storytelling Motif, Self-Reflexive Tone and Metanarrative Mode in the Translations of 

Ahmet Hamdi Tanpınar’s The Time Regulation Institute 

179 

 

Tanpınar’s place in world literature is achieved through translations, suggests Göknar, as 

translating Turkish literature discloses a rich historical archive of variations, nuances, 

derivations, and deviations to global readers, providing original poetic expression. Göknar’s 

“Translation as transformation” discusses the “transformative process that bridges cultural and 

aesthetic worlds” (Göknar, 2013, pp. 1-5). In dealing with Pamuk and Tanpınar, he reflects on 

the multilayered nature of literary discourse, which orchestrates creativity, rewriting, and 

syntactic, stylistic, ideological, and cultural negotiations. “Translation is not just about 

literature; it’s about the politics of representation” (p. 3). He also envisions translation as 

“cultural repositioning” and “cultural re-creation.” Hence, studies are drawing on the translation 

of culture-specific terms in TRI versions. Such studies explore the strategies and examine any 

semantic loss or deviation during translation, evaluating how cultural codes, idioms, religious 

motifs, and cultural elements are rendered into English (Topçu, 2017, p. 12; Gümüş & Çıraklı, 

2021, pp. 129–144). 

There are remarkable studies on the translation of linguistic, cultural, historical, and 

political aspects, but the narratological aspect seems to be ignored. For instance, critics such as 

Göknar explore the integration of cultural politics and aesthetic mediation in Tanpınar’s 

international reception. Göknar maintains that politics and imagination are cultural and 

ideological, and that they play a crucial role in translation; however, translators’ creative 

imagination requires further narrative reflection, a literary-critical perspective, and 

narratological knowledge. Demirkol Ertürk draws on the preservation and recreation of the past 

and memories through translation, exploring how İstanbul’s “multilingual and multicultural 

memory is preserved, reshaped, and reactivated through translation.” Regarding translation both 

as a medium and an object of remembrance, she argues that intercommunal and spatial 

experiences “remediate lost memories” (Ertürk, 2020, p. 156). 

Demirkol Ertürk’s emphasis on the significance of paratexts (publishers’ additional notes) 

and metatexts (highly acclaimed critical responses, such as Pamuk’s) in the reception of a 

translated book among international readers opens up new avenues for discussion. Comparing 

two translated versions of TRI, she argues that translation is not only a process of linguistic 

interpretation but also a cultural and ideological rewriting. She maintains, “Tanpınar’s text is 

‘rewritten’ through prefaces, notes on translation, appendices, and other paratexts, such as the 

blurbs” (Ertürk, 2019, p. 150). However, all these studies, which mainly consider linguistic, 

cultural, and political aspects, seem to have overlooked the extent to which narrative modes and 

elements are translated.  
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Pragmatic Strategies and Narrative Appropriation: Chesterman’s Model at Work 

 

Narrative motifs, tones, and modes address linguistic, critical, and narratological transfer. 

Chesterman, in his map of translation, highlights the significance of generic awareness 

regarding literary genres, multimedia narratives, religious texts, or tourism content. He briefly 

addresses the author’s (and translator’s) narrative perspective, the translation of dialogue, and 

the handling of culture-specific elements in prose fiction. His contrastive analysis of text types 

suggests considering generic differences and refers to Werlich’s (1976) classification, which 

primarily includes the “narrative category” (Chesterman, 1998, p. 162). Williams and 

Chesterman argue that “genericity is well known to be a particularly thorny problem in 

linguistics.” See: Andrew Chesterman, Contrastive Functional Analysis (Amsterdam: John 

Benjamins B. V., 1998) 162.6 The present study undertakes the challenge and draws on the 

narratological distinction between textual and narrative discourses. While the former indicates 

a linguistic perspective, the latter indicates a narratological perspective. Text-as-discourse refers 

to a text’s structural and semantic organisation, whereas ‘narrative discourse’ pertains to how a 

narrative, that is, “prose fiction”, is told. A prose fiction employs texts, metatexts, contexts, and 

supertexts, incorporating verbal, structural, cultural, ideological, and practical elements. 

This study utilises Chesterman’s analytical model (1997), drawing on the structural and 

syntagmatic, semantic and interpretative, and pragmatic and functional changes to investigate 

the translation of storytelling motifs, self-reflexive tone, and metanarrative modes. The 

examination primarily addresses shifts in informational range, abstraction or explicitation, 

cultural or modal filtering, and illocutionary variations, arguing that, from a narratological 

perspective, narratives (or narrative discourses) are supertexts that synthesise multiple narrative 

layers. Based on the idea that “pragmatic strategies are those which have primarily to do with 

the selection of information in the target text, and with the tailoring of this information to the 

prospective reader” (Chesterman, 1997, p. 109), translators seek to negotiate the narrative mode 

and supertextual effects, as well as the cultural contexts that the text addresses. Use of pragmatic 

strategies in this context supplements cultural filtering with critical (narratological) infusions. 

Hence, pragmatic strategies address narrative recurrence, tone, mode, and cultural references.  

In this context, pragmatic strategies balance, adjust, regulate, and even calibrate sole 

syntactic or semantic strategies to convey higher-order super-textual phenomena or supertexts 

(i.e., narrative mode and narrative discourse). The term supertext7 is borrowed from Genette, 

Lotman, and Chesterman and adapted to the present context to describe a multilayered 

discursive phenomenon (textual and narrative) marked by an ongoing, recurrent, and 

simultaneous interplay among texts, intertexts, contexts, and metatexts. Narratives produce 

“narrative effects, patterns, and features” that can be called supertexts. In Chesterman’s terms, 

these emergent memes are not additional texts per se but are the dynamic structures produced 

through the interplay of storytelling motifs, narrative tone, and metanarrative strategies. They 

operate beyond the lexical or semantic level, influencing the reader’s engagement with the 

narrative’s form, function, and cultural resonance. Hence, a narrative discourse comprises verbal 

or nonverbal linguistic discourses (texts), cultural and historical codes (contexts), synchronic 

and diachronic allusive discourses (intertexts), nonverbal communication within other 

discourses (intratexts), and generic modality (supertext). Narrative mode is produced by 
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supertexts, which refer to higher-order structures that address the narrative image assumed by 

the reader. In fact, supertexts arise from texts, intratexts, intertexts, contexts, and metatexts, 

extending and expanding complex textual and contextual layers to produce effects beyond mere 

meaning transmission.  

Accordingly, motif, tone, and mode are higher-order structures, that is, supertextual 

gestures. Therefore, translating storytelling motifs, self-reflexive tone, and the metanarrative 

mode requires going beyond mere syntactic or semantic alterations or mere textual and 

contextual filtering. Narratives with playful and metanarrative postures, keen ironic undertones, 

and constant interplay between fiction and reality require informed, attentive pragmatic 

strategies. It has to do with the translator's creative imagination, whose choices and preferences 

shape storytelling through textual arrangement, contextual filtering, and performative praxis. 

Hence, this study emphasises the importance of pragmatic analysis, illustrating that translation 

functions not only as linguistic transfer but also as a form of narrative re-performance. Thus, 

pragmatic strategies are used to capture narrative and metanarrative gestures. 

Use of Sketch Engine 

Initially, this study employed Sketch Engine as a supplementary corpus-based tool to investigate 

whether frequency, concordance, and collocation data reveal supertextual representations in 

empirical data and in translation shifts. Corpus tools can provide limited quantitative data at the 

textual level, including the frequency of storytelling-related words. A manually curated dataset 

of key verbal indicators can be compiled. Below are the tagged groups’ frequency comparison 

of the source text (S), Version 1 (V1), and Version 2 (V2): 

Table 2. Tagged groups: Story/storytelling 

  

Keyword tagging can help extend the evaluation. Such an analysis requires interpretation 

and further qualitative evaluation. Table 2 above groups the main story- and storytelling-related 

keywords and presents their frequencies in the two English translations, while Table 3 groups 

these items into broader tagged categories that inform the subsequent qualitative analysis.  
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Table 3. Story/Storytelling keywords and frequency     

 

 

Translating Supertexts: Storytelling motif, Self-reflexive Tone, Metanarrative Mode  

 

As can be seen in the previous tables, the comparative extracts present varying frequencies of 

storytelling-related words.  

 
 

Figure 1. Storytelling theme and motif across the versions.8    
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Figure 1 below offers an overview of how the storytelling theme and motif recur across 

the source text and the two translations. It represents the distribution of the storytelling 

indicators across the source text (S) and the two English versions (V1, V2). The vertical axis 

shows the frequency of the 8 tagged clusters (given in Table 3). All three curves converge around 

Cluster 3 (hikâye: story; anecdote) and gradually join towards the later clusters. However, the 

curves follow distinct paths on Clusters 1 and 2, which indicates the critical gap between the 

source and target texts. In particular, Cluster 2 (yazmak: writing-related words) indicates a large 

gap between S and V1/V2. This requires a further qualitative inquiry into how supertexts, 

higher-order narrative layers, are translated. 

Accordingly, the following sections provide a close analysis of selected extracts. They 

highlight the key strategies presented in the tables9, examine comparative extracts, and discuss 

strategies. 

Self-reflexive gesture and metanarrative mode 

The following extracts show that a self-reflexive tone and a metanarrative mode are evident in 

the source text. The ironic tone is conveyed through two versions, which capture some degree 

of authorial or storytelling consciousness of the narrator’s paradoxical situation.  
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Table 4. 

 

Here, extended noun phrases such as “sorting out materials” in Version 1 indicate that Gürol 

prioritises preserving the original structure. Version 2, however, adopts a more fluent and 

conversational structure, utilising idiomatic phrases such as “sifting through all the things.” The 

narrator’s natural and emotional narrative flow resonates better in Version 2; neither translation 

captures the supertextual features. Moreover, the unreliable narrator’s ironic and humorous tone 

(Büyükkarcı, 2023, p. 5) is amalgamated with his self-consciousness and self-reflexive tone when 

the narrator refers to his very act of writing technique. 

The narrator’s voice is detached when Version 1 produces ‘literal renderings’ prioritising the 

transfer of narrative terminology, i.e., “chronological order” or “dissertation”. However, verbal 

fidelity at the structural and semantic levels does not indicate overt supertextual sensitivity. Version 

2, however, leans toward more ‘textured language’, with authentic expressions such as “semblance 

of order” and “embellished or omitted altogether,” which capture the narrator’s reflective posture 

and self-reflexive tone. The inner speculations of the storyteller are conveyed to evoke the tonal 

aspect: Version 1 employs a more formal, verbal strategy, as if reporting, while Version 2 makes 

the storyteller’s stance closer, and his performative tone is felt, so that the keen irony arises from 

the gaps between textual, contextual, supertextual, and transtextual layers. The notion of “sincerity” 

appears as a metanarrative strategy, namely “narration about narration,” requires careful 

examination. First, each translation employs compensation: Version 1 achieves clarity through 

“chronological order,” while Version 2 restores clarity through “semblance of order,” highlighting 

another remarkable issue regarding the uncertainty of memory and truth. Second, Version 1 

employs a pragmatic strategy of explicitness change to provide clarity, specifically through the 

“stipulations of sincerity”. Version 2, by contrast, conveys the mode through a more interpretive 

rendering, offering a rephrasing as “strict rules of sincere writing.” The voice of the self-conscious 

and reflective narrator glimpses the narrativity of the narrative in progress. Again, the preference 

of “writing” over “dissertation” sounds more accessible to the Anglophone audience. Moreover, 

“dissertation” calls for detached connotations and deviates from the source.  

The illocutionary force of the original speech act indicates advice (“one should do well to 

plan ahead”) in Version 1 but ethical imperative (“you must plan... sincerity is not the work of one 

man alone”) in Version 2.  It demonstrates that Version 2 also adopts a pragmatic approach to 

compensation, introducing a metanarrative layer that addresses the omission of indirectness in the 

original text. Moreover, the use of the preceding collocation ‘compose’ emerges both as a 

metatranslational10 and a metanarrative sign. 

Version 1’s seemingly source-oriented strategy eases self-reflexive narrative tension. The 

word choice “dissertation” diminishes the narrator’s involvement in the storytelling process and 

reduces the supertext’s effect. A storyteller telling readers and themselves how to produce, organise, 
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and compose “yazı” (writing) and “hâtırat” (diary, memoir) produces a reflective, intimate voice. 

The narrative refers readers to itself and its production, indicating a somewhat genuine 

metanarrative gesture. In Version 2, the use of “task”, “bear in mind the rules”, “writing”, “when 

one is composing a memoir”, “embellished”, “omitted altogether”, and “struggling to write” 

indicate the narrator’s conscious storytelling tone and the translator’s response to the original 

supertextual layer. 

The ironic tone is conveyed through two versions, both of which capture the supertextual 

aspects of the narrator’s paradoxical relationship to storytelling. The original contrast is transferred 

at the structural, semantic, and pragmatic levels. The favourable and unfavourable acts of reading 

and writing are combined with self-reflexive and metanarrative implications. However, distinct 

pragmatic strategies are adopted. On the one hand, the narrator paradoxically describes how he 

dislikes narrating (or writing) and how he prepares to do so. It is seen that both translators avoid 

interpreting “sincerity”, which, in narrative theory, refers to remaining ‘true to fact’ and real, 

complying with the fundamental rules of mimesis and representation. They both prefer the word’s 

literal meaning and do not use an explicit strategy, which implies that the translators did not take 

the word in its critical sense. Here we can diagnose a case of “evaporation” as suggested earlier by 

Basnett and Lefevere (1998, p. 73). It reminds Chesterman’s concept of ‘meme’, that is, 

“translations [are supposed to] ‘carry across’ something from A to B.” He argues that although 

translations are “directional”, they “do not in fact move” (Chesterman, 1997, p. 8). So, ‘directional’ 

memes concern ‘movement’ but ‘supermemes’ concern ‘spread’ and ‘activate’, which makes so-

called evaporation impossible. 

Storytelling as Motif 

 

Table 5. 

 

A remarkable metafictional gesture in TRI that underscores recurring tensions between 

‘living’ (vitality) and ‘writing’ (storytelling), ‘fate’ (fatality) and ‘authorship’ (author-ity). It is in 
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line with Guildin, who argues that “Translation is thus (like history) at once a sequence of human 

acts and a narrative recounting it, both being and representation” (Guildin, 2015, p. 72). The 

storyteller’s reflective stance addresses the narrator's sentimental voice, the narrative’s self-

reflexive tone, and the metanarrative mode, which is enriched and extended by an ironic 

comparison between writing and destiny. Version 1 uses rhetorical complexity to convey the 

elevated register of the Turkish language. It indicates greater sensitivity to text-as-discourse than 

to critical implications and narrative discourse. Version 2, similarly, considers fluency and fidelity 

to the source text on the structural and semantic levels, through condensed and metaphysical 

allusions. Version 1 maintains a markedly elevated diction, such as “one must not infer,” “I refer 

to predestination,” “the tablets housed near the Divine Being,” and a sense of interpersonal 

distance. It appears concerned with fidelity to the sacred register, as the narrator’s voice sounds 

more declarative than self-reflexive. 

In contrast, Version 2 represents metanarrative playfulness with interpersonal closeness, 

while “please don’t assume,” “periodicals of the Divine Presence” produces an implicit comparison 

between “recording” (writing) and fate and stands for storytelling/writing as an explicit sign of 

irony and parody. The narrator’s awareness of writing/storytelling as a construct and performance 

is more highlighted in Version 2. The main pragmatic strategy in Version 1 is cultural filtering, 

while in Version 2 it is modal and figural filtering. Both translations lean towards the transfer of 

divine concepts and comparison, yet Version 2 seems to capture the supertextual aspect slightly 

more than Version 1, as Version 2 stresses “writing”, “record”, and “periodical” rather than 

“predestination”, “recount”, and “tablet”, respectively. The storyteller’s metanarrative gesture that 

he is rewriting life, additionally indicating a reflective posture, which is already written in the 

“Divine periodicals”, is a critical remark about the possibility of true representation, which attunes 

to metanarrative playfulness, irony, and parody more efficiently. 
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Metafictional Irony  

 

Table 6.     

 

As Reiss’s operative term explains, Version 2 opens the narrative medium to 

communication by using “appellative” discourse (Pym, 2014, p. 129). Rhythmic phrasing and 

fluent narrative expressions evoke a sense of recollection and emotional engagement. This 

restructuring supports the storytelling mode. Here, phrases such as “this book” and “this work 

bearing my signature” indicate the passage’s metafictional gesture. Version 1 uses bureaucratic 

and balanced reference, apparently exhibiting syntactic fidelity to represent formal discourse. 

In contrast, Version 2 presents the rearrangement of the modifiers “my book” and “this work 

bears my name”. While Version 1’s elevated, ceremonial register revoices the storyteller’s 
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archaic diction, Version 2’s reflective and reflexive narrative reveals the subtle irony and parody 

of storytelling, providing a clue to the invention of a fictional character. Both versions feature 

the theme of invention, book writing, and translation into multiple languages; however, Version 

2, thanks to explicitness change, i.e., “I must say,” vs “when I think back,” “when I recall”, “I 

know I am remembering”, can be more characterised by a capturing supertextual metanarrative 

mode. Here, we can remember Jacobson’s idea that “whatever the function of the source text is, 

the translator should try to have it work in the translation” (Pym, 2014, pp. 128-131). Moreover, 

Version 2 distinguishes itself through modal filtering and a shift of explicitness, which highlight 

the narrator’s self-reflexive mediation of the story. Lastly, in both versions, references to 

translations of the book about Ahmet Zamanî suggest the intertwining of fiction and memory, 

another element of the metanarrative mode; yet, Version 2 presents a reflective storyteller with 

a recollective tone, calibrating the narrator’s voice through intradiegetic rhythm and a 

homodiegetic reflective stance.  

Metanarrative Tension: A sample of betrayal-as-narrative strategy  

 

Table 7. 

 

The ethics of narrative and the paradox of authorship raise metanarrative questions: What 

does it mean to tell someone’s story, and at what cost? The narrator (fictional), whose story is 

being told; Nuri Efendi (fictional), whose biography is untold; Ahmet Zamanî (fictional within 

fictional), whose story is told instead. Was this a betrayal?” Telling or untelling can both be a 

betrayal. The passage encapsulates the narrative dilemma between truthfulness and function, 

personal loyalty and public service. Version 1 faithfully translates the text “I could not write this 
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book,” but fails to translate the supertextual dimension of narrative ethics and mission. Version 

2, by contrast, adopts pragmatic strategies such as condensation and shift in explicitness. 

Moreover, compensation is achieved through explicative and implicative rephrasing, such as 

“meet such a challenge,” “delicate job,” and “Was this a betrayal?” All that foregrounds the 

storytelling motif and indicates a self-reflexive tone are reproduced in the target narrative 

discourse. 

Self-reflexive Narration and Narrative Memory 

 

Table 8. 

 

Regarding the storyteller’s sensitivity to spatial imagery, Version 1 significantly alters the 

original text, subverting the narrative focus and replacing it with speculation about distractions 

of the past and interruptions of memory. This syntactic shift, which suppresses the referent, 

rearranges the object of reflection from the balustrade to sensory perceptions, sensory 

impressions, and the metaphorical impact. However, Version 2 preserves the structure, enriches 

the object of reflection with other vivid images collected from the past and present, and exerts 

the power of fantasy and imagination. It has an indirect effect at the syntactic level, leading to 

changes in cohesion. Version 2 also highlights the storyteller’s imagination roaming upon the 

objects and their stories, and how they can be nurturing for a writer. The storyteller’s reflective 

voice is heard in the translated versions, conveying the stylistic elements. In his review of the 

background importance of translating stylistic features, with reference to Baker, Boase suggests 

that “the translators tended to use direct translation for direct speech, and indirect for narrative, 

leaving their ‘thumb-print” (p. 66). This point conforms to the narrative mode presented in 

Version 2. Version 1 tries to stick to the direct translation. 
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In contrast, Version 2 preserves narrative sequence, giving an indirect impression of 

dialogic presentation: The narrator is transferred as telling the reader about himself within a 

chronotopic setting indicated by “some years ago; having bought it on the spot; the French door 

in my office; looking out onto the clock; when I look up at”. Moreover, Version 1’s leaning 

towards abstract themes, such as “truths and absurdities” and “shadows of the past,” does not 

align with Version 2’s exhibition of vivid and dynamic images, which offer glimpses of an 

author’s mind at work, that is, a metanarrative gesture about a writer writing a book. 

Chesterman posits that the narrative genre itself constitutes a distinct style.11 A similar, 

and notable, distinction lies between an essayist and an artist. The former produces speculative 

reflection, while the latter yields to poetic reflection. The shift in illocutionary stances represents 

the sensitivity to supertexts and the degree of self-reflexivity. Version 1 presents a detached 

commentary, while Version 2 feels like a narrative flow, with lyrical digressions and spatial 

sensibility. This is in accordance with specific compensation strategies. Version 1 presents a 

conscious narrator with authorial speculation, while Version 2 complicates the interplay 

between writing and spatial imagination. 

Metanarrative play: Communal fictionality and the myth-making  

The passage exhibits communal fictionality and the myth-making process, capturing the novel’s 

core theme: how stories are invented, believed, and socially circulated, serving as a crucial 

commentary on the motif of storytelling as myth-making and a precise instance of metanarrative 

play.  
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Table 9. 

 

The passage on the tale of Sherbet-Maker’s Diamond (Şerbetçibaşı Elması) parodies stories that 

circulate as collective truths. This passage epitomises communal tales and shows how they are 

imbued with generational inventions and urban myths. The two versions employ strategies to 

preserve a self-reflexive tone and a (meta)narrative mode. Version 1 reproduces the original text 

in the fashion of a reported discourse. In contrast, a more dynamic and dramatic rhythm in the 

narration of “The Tale of the Tale” is apparent in Version 2. Vivid verbal depiction of the 

contagious nature of rumour fictions or fictional rumours, through the regenerative versions and 

variations of the narratives, incorporates collective unconsciousness and conscious collections 

through the storytelling motif. The narrative flow reinforces the sense that the story becomes a 

tale, which then spreads as rumours, and these rumours become a performance, a socially 

triggered invention and communal fiction that signposts collective storytelling.  

From a semantic perspective, Version 1 leans on literal expressions such as “many a fairy 

tale” or “wove stories about the non-existent diamond.” In contrast, Version 2 prefers 

metaphorical phrasing, such as “they proceed to solder together the legend,” which captures the 

higher-order structures: “communal construction of narrative.” To put it pragmatically, this 

difference underscores a stylistic shift while demonstrating that both versions are sensitive to 

supertexts. Version 1 keeps a neutral, distant voice, yet conscious enough about the act of 

‘narration of narration’, while Version 2 keeps an ironic distance between story, storyteller, and 

story-within-story. This narrative awareness is apparent in Version 2, which uses the strategy of 

explicitness changes. 

Moreover, the preferences about the “Sherbet-Maker” issue indicate distinct approaches 

to domestication and foreignisation, which, at the supertextual level, may affect modal 

awareness in fiction and metafiction. Version 2, by preserving the original Turkish equivalent 

(Şerbetçibaşı), not only applies cultural filtering but also creates a distance between the narrative 

and the storyteller in the foreign culture. Hence, the homodiegetic narrator’s relatively 

observational voice shifts to a more humorous depiction of the events, thereby increasing 

supertextual awareness. In other words, Version 2 dramatizes pragmatic performances through 

narrative shifts and inventions. 

Having discussed the novel’s outstanding recurrence and power of fiction and invention, 

we can refer to Jacobson’s idea that “translation proper is not interlingual translation – 

internarrative translation (Kathleen, 2001, pp. 29-30). Here, ‘internarrative translation’ offers a 

broader framework at the extradiegetic and intralingual levels of reception. Jakobson’s 

“tripartite division” associates such cases with “intralingual and intersemiotic transposition to 

figural status” (Chesterman, 1997, p. 29) and relates it to Derrida and ‘Des Tours de Babel’ 

allusion. Thus, TRI calls for an “investigation of the limits of translatability, [which] requires 

further discussion of iterability, as well as the issue of stability and instability in language” 

(Chesterman, 1997, p. 30). Interestingly, the storytellers in this novel depict a kind of what 
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Derrida calls différance. The dynamic report of what happens accompanies the ironic 

presentation of the events, which, in Version 2, was translated almost identically to the source 

text. However, Version 1 translates Turkish “vaziyet” as “truth”, thereby adding a closure to 

‘iterability’. The interpersonal tone also shifts dramatically: Version 1 is relatively 

observational, while Version 2 makes the narrator’s social unease tangible, heightening the 

reader’s empathy. Illocutionary shift involves tonal and modal filtering. Version 1 presents the 

spread of these tales through rumour, while Version 2 presents it as a communal activity and 

collective fabrication, a parody of urban mythmaking.  

Storytelling as Performance 

 

Table 10.  

 

The passage presents a remarkable illustration of storytelling as a communal ritual. It 

explores oral narrative performance, collaborative authorship, and the dialectic between 
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tradition and invention. In the fashion of a collective performance and interactive narrative 

drama, this powerful and thought-provoking passage blurs the line between invention and 

reality, referencing the metanarrative idea that stories are often told not to convey truth but to 

create it. This passage is a luminous gesture of postmodern narrative play, where fiction and 

memory coalesce into lived fantasy.  

The source text features collaborative storytelling and oral narrative invention, and the 

passage that represents the most striking self-reflexive gestures regarding supertexts. Version 1 

addresses formally structured expressions, in the fashion of Turkish parataxis. The 

demonstration of collective storytelling and dramatic performance also connotes ritual. The 

translated phrase “an improvised open-air theatrical representation,” with specific “rules” and 

“repetition,” in Version 1 shows a faithful transfer at the syntactic and semantic levels and 

presents the communal practice almost as documentary prose, thereby removing the 

supertextual aspect. Version 2, by contrast, addresses metanarrative power via rhetorical 

dynamism and dramatic flow. V2 breaks long Turkish statements into rhythmic units and 

maintains a somewhat authentic oral narration. Semantically, it employs explicative and 

metaphorical expansion through phrases such as “platform for eloquence,” “recitation of a 

dearly loved work,” and “twists.” These phrases violate semantic fidelity but indicate a change 

in explicitness, modal and figural filtering, and cultural filtering intertwined with the 

representation of a coffeehouse, where oral narratives infiltrate storytelling, narratives unfolding 

with a performative style. 

The pragmatic strategies help convey an apparent storytelling motif, yet Version 1 uses 

abstract clarification: “even the healthiest event was told for the mere sake of how it was told.” 

Version 1, using a neutral and distanced voice, refers to ortaoyunu, Turkish folk drama, without 

explicitation, decreasing the immediacy of the scene. Version 2, meanwhile, keeps the original, 

changing only the “explicitness” by using “traditional Turkish mime theatre” to keep the reader 

within the source culture, without irrelevant domestication. Version 2 portrays another scene of 

“narration of narration”: stories are told to re-perform the act of storytelling itself. Communal 

interactions, interruptions, and interjections like “You made that up!”, or “defining 

pronouncements.” The way oral storytelling functions to repeat, review, recreate, and re-enchant 

is an overt indication of the storytelling mode, self-reflexive tone, and metanarrative mode. As 

Benjamin argues, “the relationship between the two poles [of source and target] is radically 

reversed. The original’s truth can only be revealed through translation.” So, Benjamin, argues 

Guildin, is not concerned with mere transformation but “the revelatory power of translation” 

(Guildin, 2015, p. 79) as conveying not only texts and contexts but also supertexts. It has always 

been controversial whether translation subsides or supersedes the original; remember Benjamin 

supports the idea of superseding, eliminating the original. Version 2 serves as an explicit 

reservoir of an account of oral storytelling, a ‘narrative of narrative’.  
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Mythopoeia: Convergence of fact, fiction, memory and myth    

 

Table 11. 

 

The passage examines the nature of truth in storytelling, whether fabricated stories, like Sabriye 

Hanım’s, are lies or socially necessary myths. It challenges the ontological status of fiction: “even 

lies can be real”, which is central to the novel’s metanarrative posture: fiction is a mode of existence 

and survival. This passage shows how memory is a compilation of blended narratives, how it 

infiltrates stories, and how invented characters roam the realm of reality. Version 1, with a 

neutral, distanced tone, preserves the structural level but somewhat misses the storyteller’s self-

reflexive tone and emotional engagement. Its use of syntactically passive constructions and 

semantic abstractions such as “fictive entities” and “an enigma” results in epistemological 

confusion rather than addressing the supertextual aspect. The pragmatic effect, by contrast, is 

striking in Version 2 as it conveys the mythic performance, rather than narrating it. Version 2 

reflects storytelling motifs through syntactically active phrases, semantically interpretive 

constructions, and expressions: “The association needed its myths,” “their essence seeping into 

ours,” “resurrected mysteries,” “real even though they were lies.”  Both versions reveal a self-

reflexive tone; however, Version 2 conveys a more reflective voice, achieving a poetic effect 
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and inviting the reader into a more self-reflexive, metanarrative mode that prompts reflection 

on writing (inventing), living, and understanding a narrative. Phrases in Version 1, such as 

“insipid truth,” “fictive entities,” and “an enigma,” suggest that V1 conveys philosophical 

complexity through structural and semantic fidelity, but it lacks emotional effect. The tone 

remains observational, distant, and expository with remarkable accuracy, but it conveys limited 

poetic power. 

Version 2 employs more pragmatic strategies and a more flexible semantic preference to 

preserve the original poetic power, metaphysical speculation, and existential tension. The phrase 

“they were real even though they were lies” adds a concession marker to convey the paradoxical 

truth-function of myth more flexibly than Version 1’s “fictive entities were concrete realities.” 

Additionally, the expression “their essence seeping into ours” represents the metaphysical bond 

between the real and fictional, echoing the narrator’s vision of life as a multilayered narrative 

performance. This finding requires reconsidering ‘deductive-nomological models’ in light of 

Toury’s and Chesterman’s suggestions, as it problematises the relationship between agency and 

causality. As Koskinen highlights, there is a complex interplay of social, cultural, cognitive, and 

critical factors of translational tasks, and “translators’ agency” operates within a causal 

framework of “norms, intentions, and motivations” (Koskinen, 2010, p. 186). From a causal-

model perspective, Version 2 indicates a cognitive and cultural preference for enhancing the 

metaphysical aspect. It shifts from reporting to literary expression, engaging readers in the 

emotional response and narrative mode, that is, the so-called “fictional necessity” rather than 

what is strictly factual. Thus, in V2, metafictional gestures of narrative, fiction, memory, and 

myth intersect through linguistic and textual manipulations to convey the ‘ambiguity effect’ of 

the world of stories, which do not communicate reality as such but instead sustain belief and 

collective identity. The novel’s self-reflexive storytelling mode in V2 goes beyond mere 

adherence to textual fidelity and philosophical structure, representing storytelling not as a 

meaningful matrix of paradigms but as an act of communal imagination.  
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Invented and Institutionalised Narration    

 

Table 12. 

 

This significant passage in TRI foregrounds the tension between fact and fiction-within-

fiction. The passage also raises questions about narrative as an act of duty, an aesthetic 

representation, a performance, and a way of living. İrdal is encouraged, if not compelled, to 

write a book about a fictional character within fiction. A man who never existed is ostensibly 

revived within the realm of narrative, a striking moment of storytelling that brings together 

author, authority, authorship, fiction, and fabrication.  

Regarding the transmission of narrative supertexts, the versions tend to employ different 

strategies to keep the tension between invention and truth. The passage represents a critical 

reflective (and reflexive) moment in the narrative’s metafictional axis, illustrating the tension 

between fact and fantasy, reality and invention, art and fictionalised truth. The tension is 

powerful in the original and the translated versions. All three passages explore storytelling, 

referring to writing/storytelling, also implying a frame structure. They talk about how to tell the 

story of a non-existent man, or how to make/write history. 
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Here, the two English versions of TRI address the textual, contextual, and supertextual 

elements through different strategies. The translated versions convey the performative power of 

fiction and contribute to character development, enhancing the dramatic and dialogic voice and 

tone. Version 1 uses a declarative voice with clear syntactic structures. The use of semantic 

phrasing, such as “no sabotage on your part,” clearly renders the discursive tension, but it 

remains weak at conveying an institutional conversation. Version 2, however, highlights the 

dynamic dialogue by breaking the original syntax to address the performative tension: “I will 

not brook this sort of sabotage”, whereby preserving the original rhetorical register of frustration 

and conviction. 

Authorship, Temporality and Narrative Legitimacy 
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Table 13.   

 

While Version 1 reports textual and contextual content, Version 2 performs these tasks, 

capturing supertextual aspects of writing and storytelling. Version 1 draws on philosophical 

density and literal adaptations, prioritising intellectual rigour over narrative mode. The 

declarative tone sounds like a manifesto, and the emphasis is on fidelity to the text at the 

syntactic and semantic levels. Version 2, on the other hand, stresses rhetorical storytelling with 

considerable affective engagement. The original discourse is rearranged into accessible, 

dramatic rhythms, allowing readers to hear both the involuntary narrator and a persuasive 

ideologue. Phrases like “he is the very embodiment of truth” and “he would have had to travel 

through time” replace abstract lexis with metaphorical expansion and figurative immediacy, 

drawing the reader into the realm of storytelling with both fictional and metafictional layers. 

Pragmatically, Version 2 overwhelms Version 1 in representing narrative dimensions. Hence, 

the findings show that both versions use cultural filtering in varying degrees. It signposts critical 

shifts in interpretation as the source text has been transformed into what Pym (2014) calls the 

‘start-text’, which foregrounds translation as a process rather than a transfer. Pym’s pluralist 

stance promotes dynamic, context-sensitive models over fixed binaries.  Here, context-

sensitivity encompasses narrative considerations, as the translated versions carefully address 

themes of narrative, writing, fiction, and invention. They try to preserve storytelling motifs and 

(meta)fictional design, extending beyond the conventional binary between fantasy and reality 

as they reveal the debate over the legitimacy of an invented character. In this context, 

Chesterman’s model is supported by Reiss’s model to unpack informative (content), expressive 

(correspondence), and operative (effect) functions (Pym, 2014, pp. 128-131). Accordingly, the 

above extracts indicate critical strategies to preserve narrative modality. The reflective posture 

in the narrative, for example, addresses the fictionality of a character (Ahmet Zamanî), who is 

said to be more “real” than any historical character. Storytelling emerges as the production of 

fictional constructs to satisfy historical and cultural needs and to respond to the Zeitgeist. This 

metafictional gesture challenges authorial authority, temporal stability, and narrative credibility.  

 

Conclusion 

 

In his Memes of Translation, Chesterman refers to Benjamin and Derrida to allude to the denial 

of translation, meaning transfer, and equivalence (Chesterman, 1997, p. 29). From this 

perspective, Gürol, Freely, and Dawe’s translations showcase “perpetual modifications of the 

original”, in Chesterman’s terms, “successful adaptation, variation and [memetic] mutation” (p. 

87). Translations give life to previous translations, original texts, and the precursors. They seem 
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not to have considered what Wilson calls the “language game”, even though the Version 2 

translators imply in their introductory note that “see our original picture as a misleading 

oversimplification.” Their view, concern, and attitude seem different: They do not conceive the 

act of translation as a “rewriting process” and give the impression that they try hard to achieve 

fidelity to the original. Furthermore, this is also maintained in the translators’ notes. They are 

“of move-meme”, not “spread-meme” in Chesterman’s terms. In this vein, Version 1, while 

formally accurate and focusing on creating a textual artefact, remains limited to conveying the 

dynamic rhythm of the self-conscious narration. Version 2, however, seems to reflect 

storytelling as a pivotal element at the textual, contextual, and supertextual levels. Narrative 

discourse in both translated versions, capture the subtleties of narrative mode, envisage to some 

degree the narrative as a multilayered performance, mimicking oral traditions, parodying written 

conventions, exerting dialogic shifts, telling collective lies, always referring to itself as life as 

storytelling, storytelling as life, and producing a discourse of “narration of narration: 

metanarrative mode, and both translations “propagate memes through both space and time.”  

Even so, it is mostly Version 2 that conveys the gist of the idea explored in TRI: collective 

fictions are social truths, and narrative is a communal ritual rather than merely a textual artefact.  

As stated by Bassnett & Lefevere, “editors and translators supply readers with detailed 

footnotes to enable them to access the [original] text” (Bassnett & Lefevere, 1998, p. 46). 

Accordingly, the translators are seen to have added linguistic, historical, and cultural paratexts. 

It implies that translators conceive the original texts as an artistic challenge, overlooking their 

narrative and metanarrative modes. However, supertexts extend the pragmatic outcomes of 

narrative performativity. Narrative translators are active, attentive, and involved minds with 

powerful, creative imaginations, rather than passive tools for textual accuracy and contextual 

appropriateness. So, translation of narrative should be sensitive not only to linguistic discourses 

(texts, contexts, metatexts, paratexts) but also to narrative discourses and narrative modality 

(higher-order structures and supertexts). 

Regarding appropriation strategies, they address cultural, generic, and modal filtering in 

narratives. Version 1, for instance, prefers to render proper names in more digestible forms, 

while Version 2 adopts a foreignization strategy, keeping unfamiliar proper names such as 

‘Şerbetçibaşı’, ‘Halit Ayarcı’, and ‘Ahmet Zamanî’. These original names blur the boundaries 

between reality, fiction, invention, recognition, and authorship, with acute implications for a 

self-conscious narrator and a metanarrative mode, thereby implying that domestication and 

foreignization also affect narrative mode. These are not fixed parameters; they can change the 

narrative mode in different ways. If the narrative is realistic and conventional, then 

domestication can be adopted. Still, if it is a modernist or somewhat postmodernist text with 

self-reflexivity and metanarrative gestures, foreignization seems more appropriate to carry 

supertexts.  

Lastly, from a digital narratives perspective, corpus tools provide significant textual 

results, including frequency, collocations, and concordances. The translation criticism of 

narrative modality, however, requires a qualitative analysis from a narratological perspective, 

since higher-order structures and supertexts are not purely verbal signs or memes. 
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Endnotes

 
1 Saatleri Ayarlama Enstitüsü (The Time Regulation Institute: 1961), henceforth TRI. 

2 Every narrator and translator is theoretically unreliable. From a narratological perspective, however, unreliability 

raises a technical challenge. Technically speaking, first-person point of view necessarily implies a sense of 

unreliability.  

3 Freely and Dawe prefer foreignisation in the translation of proper names, yet the ending syllable ‘ı’ instead of “î” 

is additionally foreign to Turkish readers of their English version. It needs further inquiry whether it is a mistaken 

transfer or an intentional gesture. 

4  Any narrative or text implies the presence of a narrator or author who is deeply engaged in creating allegories 

through which the narratee or audience can interpret life and reality. There are three primary periods of storytelling 

or writing: Traditional, Modernist, and Postmodernist. Postmodernists emphasise the unreliability of invented 

narratives and representations, asserting that reality or history is itself a form of fiction. Consequently, storytelling 

and authorship become central concerns.  

5 This letter was originally published in “Turan Alptekin, Bir Kültür Bir İnsan (İstanbul, 1975) 32-36. Whether this 

“Letter from Halit the Regulator to Dr. Ramiz” is an integral part of the novel is the subject of an ongoing 

controversy. Moran, for one, felt that it was appropriate that this letter was not published in the original Turkish 

edition of this work. See the discussion by Moran in the introduction to this English edition (“The Time Regulation 

Institute”, p. 21, n. 11).  

6 These genres are: (a) Narrative, (b) Descriptive, (c) Expository, (d) Argumentative, (e) Instructive. 

7 My suggestion. The term appropriated to the model is derived from Genette’s “intratext” (1982), Lotman’s 

“supertext” (1990), and Chesterman’s “supermeme” (1997). 

8 See: Sketch Engine Concordance Tables. Regarding the key tags ‘story’ and ‘storytelling,’ numerical data have 

been filtered based on thematic categories, and data cleaning has been carried out accordingly. 

9 The results are carefully edited, grouped, and analysed for further interpretation and discussion, after the AI has 

processed the findings and transformed them into tables. 

10 Apart from acts of foreignisation, there may appear outstanding preferences highlighting the status of 

metatranslation and metatranslational signs. 

11 Chesterman, in his Memes of Translation, cites May (1994) on the importance of translating certain aspects of 

narrative style. A good example is from Russian literature into English, and how they “have tended to neglect or 

under-use certain aspects of the narrative style of the original, such as the use of Free Indirect Speech or an intrusive 

narrator, in favour of a more fluid style more in keeping with target language ideals of clarity, explicitness and 

accessibility (p. 29). 
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