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Abstract: Nineteenth-century Turkish theatre established its contact with the Western dramatic tradition
through translations and adaptations. This study examines Habibe Yahut Semdhat-1 Ask, adapted by Ebiizziya
Tevfik in 1874 from Victor Hugo’s romantic drama Angelo, Tyran de Padoue (1835). The theoretical
framework of the study is built upon André Lefevere’s concepts of rewriting, patronage, and ideology.
Specifically, Lefevere’s model of undifferentiated patronage, the mechanism of ideological neutralization, and
the concept of the cultural grid are employed as the primary analytical tools. Written in the Ottoman Empire -
a context that Lefevere directly cites to exemplify his undifferentiated patronage model- this adaptation offers
aunique case study, as it was shaped under the severe pressure of patronage during the author’s exile in Rhodes.

The study was conducted on a scene-by-scene basis using the method of comparative textual analysis. The
investigation is structured around three main axes: the neutralization of political content, symbolic and spatial
transformation, and the ideological substitution of religious ritual. The first axis demonstrates that Hugo’s state
critique, which centers on the institutional terror of Venice and the surveillance network of the Council of Ten,
is reduced in the adaptation to the individual assassination threats of the Hashashin order. This transformation
manifests the mechanism of ideological neutralization, which Lefevere defines as the rendering of elements
conflicting with the dominant discourse into a harmless and familiar form. The second axis reveals that objects,
spaces, and symbols incompatible with the target culture’s conceptual grid are systematically substituted. The
shortening and condensation of the dramatic form is read as the theatrical counterpart to Lefevere’s assertion
that when ideology and poetics clash, poetics must submit to ideology. The third axis examines the substitution
of Christian rituals with Islamic traditions.

Evaluated as a whole, the findings indicate that Habibe Yahut Semdhat-1 Ask is an ideologically calculated act
of rewriting, produced under an undifferentiated patronage system and subject to the simultaneous pressures
of political, religious, and gender ideologies. By addressing Tanzimat-era theatrical adaptations not merely
within a text-oriented framework but on the axis of power relations and patronage mechanisms, this study aims
to make a methodological contribution to the field.
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Oz: 19. yiizy1l Tiirk tiyatrosu, Bat1 dramatik gelenegiyle olan temasini ceviri ve uyarlama eserler iizerinden
kurmustur. Bu ¢alisma Ebiizziya Tevfik’in 1874 yilinda Victor Hugo’nun romantik drami Angelo, Tyran de
Padoue’dan (1835) uyarladigt Habibe Yahut Semdahat-1 Ask adli eseri ele almaktadir. Calismanin kuramsal
zemini André Lefevere’in yeniden yazim, patronaj ve ideoloji kavramlar1 {izerine insa edilmistir. Lefevere’in
farklilasmamis patronaj modeli, ideolojik zararsizlastirma mekanizmasi ve kiiltiirel 1zgara kavramlar: birincil
analitik araclar olarak kullanilmistir. Lefevere’in farklilagmamig patronaj modelini dogrudan drneklendirdigi
Osmanli Imparatorlugu’nda kaleme alinan bu uyarlama, Rodos siirgiiniiniin agir patronaj baskisi altinda
bi¢imlenmesi bakimindan 6zgiin bir inceleme konusu sunmaktadir.

Caligma, karsilastirmali metin analizi yontemiyle ve sahne bazinda yiiriitiilmiistiir. inceleme ii¢ temel eksende
yapilanmistir: siyasi muhtevanin etkisizlestirilmesi, simgesel ve mekansal doniigiim ile dini ritiielin ideolojik
ikamesi. Birinci eksende, Hugo’nun Venedik’in kurumsal terdriinii ve Onlar Konseyi’nin gdzetim agini
merkeze alan devlet elestirisinin uyarlamada Hashasiler tarikatinin bireysel suikast tehdidine indirgendigi
gosterilmektedir. Bu doniisiim, Lefevere’in egemen sdylemle ¢atisan unsurlarin tehlikesiz ve tanidik bir forma
biiriindiiriilmesi olarak tanimladig1 ideolojik zararsizlastirma mekanizmasinin bir tezahiiriidiir. ikinci eksende,
hedef kiiltlirlin kavramsal 1zgarasiyla bagdasmayan nesne, mekan ve simgelerin sistematik bi¢imde ikame
edildigi ortaya konulmaktadir. Dramatik formun kisalmasi ve yogunlagmasi ise Lefevere’in ideoloji ile poetika
catistiginda poetikanin ideolojiye boyun egmek zorunda kaldigi yoniindeki tespitinin tiyatrodaki karsilig
olarak okunmaktadir. Uciincii eksende, Hristiyanliga ait ritiiellerin IslAmi gelenege ikame edilmesi
incelenmektedir.

Bulgular bir biitiin olarak degerlendirildiginde, Habibe Yahut Semdhat-1 Ask’in farklilasmamis bir patronaj
sistemi altinda, siyasi, dini ve toplumsal cinsiyet ideolojilerinin es zamanli baskisi altinda tiretilmis, ideolojik
acidan hesaplanmis bir yeniden yazim edimi oldugu goriilmektedir. Calisma, Tanzimat donemi tiyatro
uyarlamalarini salt metin odakli bir ¢er¢evede degil iktidar iliskileri ve patronaj mekanizmalari ekseninde ele
alarak alana metodolojik bir katki sunmay1 amaglamaktadir.

Anahtar Kelimeler: Ceviribilim, Yeniden Yazim, Kiiltiirel Uyarlama, Yerlilestirme, Ebiizziya Tevfik.
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Structured Abstract:

Theatrical texts are dynamic literary products written to be spoken and performed on stage, and the
iconic, indexical, and symbolical signs of these texts on stage exhibit radical variations from one culture to
another. A sign that is translated in a highly accurate and faithful manner solely in terms of linguistic features
can easily lead to a completely incorrect, distorted, or completely meaningless interpretation in the mind of the
target audience due to the intrinsic performative nature of theater. The act of translation can never be evaluated
within a sterile laboratory environment independent of social expectations; this is because translation norms
precisely draw the boundaries of what a specific culture accepts as a legitimate translation and directly represent
the prevailing societal and ideological values. For the audience to successfully make sense of what is happening
on stage, they must be capable of decoding the signs, which forces the translator to implement inevitable
adaptations in the text according to conventions such as the moral norms, ideologies, rituals, humor, and
religious beliefs of the target audience. Otherwise, translations that do not comply with the intricate norms of
the target culture are not deemed acceptable or valuable by the audience and are eventually rejected. The
greatest power of stage plays lies in the ability of each individual performance to be dynamically adapted to
changing circumstances, taking into account the specific cultural, social, historical, and geographical situation
of its own specific audience. Works transferred to different cultures in different historical periods could only
achieve success by executing radical adaptations in the plot and characters when they did not comply with the
dramatic traditions of the target audience. Based on this multi-layered problem, the primary objective of this
study, positioned within the axis of literature and theater sociology, is to examine how Victor Hugo’s romantic
drama Angelo, Tyran de Padoue, written in 1835 under the heavy shadow of ideological control and censorship
mechanisms in France, was rewritten and adapted to Eastern culture under the title Habibe Yahut Semdhat-i
Ask by Ebiizziya Tevfik, one of the most prominent figures of Ottoman-Turkish theater. While seeking an
answer to the question of how Western feodal conflicts and gothic intrigue elements were adapted to the
mindset of the target culture, the study aims to uncover the deep ideological and sociological reasons
underlying the dramaturgical interventions made by the translator to the plot.

The conceptual and theoretical framework of the study is structurally built upon modern translation
theories that have been widely adopted with the cultural turn in translation studies and are fundamentally based
on the fact that translation is not a neutral, transparent tool. As explicitly emphasized by André Lefevere and
Susan Bassnett, translation is a highly creative rewriting process in which texts are shaped within the
ideological networks and constraints of the target culture. Lefevere masterfully explains this ideological
construction through the concept of patronage, which ensures the coordination and alignment of the text with
the power systems in the society it newly enters. Patronage mechanisms, with their ideological, economic, and
status components, do not allow the translated text to contradict the existing ideological system in the target
culture. The changes made by the translator to exclude potentially subversive or destabilizing elements from
the system are termed deliberate interventions. Similarly, Lawrence Venuti argues that domesticating strategies
possess an ethnocentric violence and appropriation, making the text fluent, readable, and familiar for the target
culture’s values and expectations while eliminating the potential ideological subversiveness and differences
possessed by the foreign text. In an environment of institutional control, the translator completely loses the
quality of being an independent and neutral mediator who transfers the source text as it is, and instead, as stated
in Toury’s theory of norms, a managerial role emerges that handles numerous social variables, expectations,
and constraints, making the translator an ideological filter. This theoretical background is of great importance
in proving that works such as Habibe Yahut Semdhat-1 Ask are not merely translations but a new construction
of truth serving the political, moral, and ideological needs of the target culture, thereby filling the gap in the
relevant literature regarding the sociological rather than purely textual analysis of theatrical adaptations.

In conclusion, this research confirms through theoretical discussions and concrete text analyses that
the act of translation is not merely a tool for interlingual transfer, but rather a trans-border arena of sociological
transformation where cultures, ideologies, and patronage systems collide. It has been proven that the concept
of fidelity to the source text, which is frequently discussed in literary studies, is a meaningless effort in
theatrical transfer; as seen in the example of Habibe Yahut Semdhat-1 Ask, the work can only embody itself in
the target society when it is transformed into an authentic cultural synthesis that aligns with the mindset, moral
expectations, and ideological norms of the target reader. This act of rewriting, in which Ebiizziya Tevfik
technically accelerated the plot through dramaturgical compressions, omissions, and local additions,
substantiates that the translator functions as a manager protecting the values of the target culture and acting as
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an ideological filter. The primary recommendation for translation scholars and sociologists of literature is that
historical translation practices, especially during periods of political pressure, should be examined through an
interdisciplinary method within the context of self-censorship, domestication, and institutional assimilation
policies, rather than solely through textual equivalence. The recommendation for practitioners, theater
directors, and dramaturgs is not to disregard the fact that the target audience’s rituals, taboos, spatial perception,
and gender norms directly shape the perception of the work when translating stage texts; strategic adaptations
based on cultural conventions should be made fearlessly so that the audience can decode the signs on stage.
Ultimately, the survival of theatrical works depends on their successful adaptation to different historical and
geographical conditions, rather than being stuck in the myth of an untouchable original text.

Keywords: Modern Turkish Literature, Sociology of Translation. Theatrical Adaptation,
Dramaturgical Analysis, Domesticaion.
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Résumé Structuré:

Les textes théatraux sont des produits littéraires dynamiques, congus pour étre prononcés et joués sur
sceéne, et les signes iconiques, indiciels et symboliques de ces textes sur scéne présentent des variations
radicales d’une culture a I’autre. Un signe traduit avec une grande précision et fidélité uniquement sur le plan
linguistique peut facilement conduire a une interprétation erronée, déformée ou totalement dénuée de sens dans
I’esprit du public cible, en raison de la nature performative intrinséque du théatre. L’acte de traduction ne peut
jamais étre évalué dans un environnement stérile, indépendant des attentes sociales ; en effet, les normes de
traduction tracent précisément les frontieéres de ce qu’une culture donnée accepte comme traduction 1égitime
et représentent directement les valeurs sociétales et idéologiques dominantes. Pour que le public parvienne a
comprendre ce qui se passe sur scéne, il doit étre capable de décoder les signes, ce qui oblige le traducteur a
procéder a des adaptations inévitables du texte selon des conventions telles que les normes morales, les
idéologies, les rituels, I’humour et les croyances religieuses du public cible. Autrement, les traductions qui ne
respectent pas les normes complexes de la culture cible ne sont pas jugées acceptables ni précieuses par le
public et finissent par étre rejetées. La plus grande force des pieces de théatre réside dans la capacité de chaque
représentation a s’adapter dynamiquement aux circonstances changeantes, en tenant compte de la situation
culturelle, sociale, historique et géographique de son propre public. Les ceuvres transférées dans différentes
cultures a des périodes historiques distinctes n’ont pu réussir qu’en exécutant des adaptations radicales de
I’intrigue et des personnages lorsqu’elles n’étaient pas conformes aux traditions dramatiques du public cible.

A partir de cette problématique plurielle, 1’objectif principal de cette étude, située & I’intersection de
la littérature et de la sociologie du théatre, est d’examiner comment le drame romantique de Victor Hugo
Angelo, tyran de Padoue (1835), écrit sous I’ombre pesante du contréle idéologique et des mécanismes de
censure en France, a été réécrit et adapté a la culture orientale sous le titre Habibe ou la noblesse de 'amour
par Ebiizziya Tevfik, I’'une des figures les plus marquantes du théatre ottomano-turc. En cherchant a répondre
a la question de savoir comment les conflits féodaux occidentaux et les éléments d’intrigue gothique ont été
adaptés a la mentalit¢ de la culture cible, I’étude vise a mettre en lumiére les raisons idéologiques et
sociologiques profondes qui sous-tendent les interventions dramaturgiques opérées par le traducteur dans
I’intrigue.

Le cadre conceptuel et théorique de I’étude repose structurellement sur les théories modernes de la
traduction, largement adoptées avec le tournant culturel des études traductologiques, et fondées sur le constat
que la traduction n’est pas un outil neutre ni transparent. Comme 1’ont explicitement souligné André Lefevere
et Susan Bassnett, la traduction est un processus de réécriture hautement créatif dans lequel les textes sont
fagonnés au sein des réseaux idéologiques et des contraintes de la culture cible. Lefevere explique
magistralement cette construction idéologique par le concept de « patronage », qui assure la coordination et
I’alignement du texte avec les systémes de pouvoir de la société dans laquelle il entre. Les mécanismes de
patronage, avec leurs composantes idéologiques, économiques et statutaires, n’autorisent pas le texte traduit a
contredire le systéme idéologique existant dans la culture cible. Les modifications opérées par le traducteur
pour exclure les éléments potentiellement subversifs ou déstabilisateurs du systeme sont qualifiées d’«
interventions délibérées ». De méme, Lawrence Venuti soutient que les stratégies de domestication comportent
une violence ethnocentrique et une appropriation, rendant le texte fluide, lisible et familier aux valeurs et
attentes de la culture cible, tout en éliminant la potentialité subversive et les différences idéologiques du texte
étranger. Dans un environnement de contrdle institutionnel, le traducteur perd totalement la qualité
d’intermédiaire indépendant et neutre qui transmet le texte tel quel, et adopte plutét, comme 1’énonce la théorie
des normes de Gideon Toury, un role de gestionnaire qui traite de multiples variables sociales, attentes et
contraintes, faisant du traducteur un filtre idéologique.
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Ce cadre théorique est d’une grande importance pour démontrer que des ceuvres telles que Habibe ou
la noblesse de I’amour ne sont pas de simples traductions, mais une nouvelle construction de la vérité servant
les besoins politiques, moraux et idéologiques de la culture cible, comblant ainsi une lacune dans la littérature
pertinente en maticre d’analyse sociologique des adaptations théatrales, plutét que d’analyse purement
textuelle.

En conclusion, cette recherche confirme, a travers des discussions théoriques et des analyses textuelles
concretes, que ’acte de traduction n’est pas seulement un outil de transfert interlingual, mais un espace
transfrontalier de transformation sociologique ou se heurtent cultures, idéologies et systémes de patronage. Il
a été démontré que le concept de fidélité au texte source, fréquemment discuté dans les études littéraires, est
un effort vain dans le transfert théatral ; comme le montre ’exemple de Habibe ou la noblesse de I’'amour,
I’ceuvre ne peut s’incarner dans la société cible que lorsqu’elle se transforme en une synthése culturelle
authentique conforme a la mentalité, aux attentes morales et aux normes idéologiques du lecteur cible. Cet acte
de réécriture, dans lequel Ebiizziya Tevfik a techniquement accéléré 1’intrigue par des compressions
dramaturgiques, des omissions et des ajouts locaux, prouve que le traducteur agit comme un gestionnaire
protégeant les valeurs de la culture cible et jouant le role de filtre idéologique.

La recommandation principale pour les chercheurs en traductologie et les sociologues de la littérature
est que les pratiques de traduction historiques, notamment durant les périodes de pression politique, soient
examinées par une méthode interdisciplinaire dans le contexte de 1’autocensure, de la domestication et des
politiques d’assimilation institutionnelle, plutét que seulement a travers 1’équivalence textuelle. La
recommandation pour les praticiens, metteurs en scéne et dramaturges, est de ne pas négliger le fait que les
rituels, tabous, perceptions spatiales et normes de genre du public cible fagonnent directement la réception de
I’ceuvre lors de la traduction des textes scéniques ; des adaptations stratégiques fondées sur les conventions
culturelles doivent étre réalisées sans crainte afin que le public puisse décoder les signes sur scéne. En
définitive, la survie des ceuvres théatrales dépend de leur adaptation réussie a des conditions historiques et
géographiques diverses, plutot que de rester prisonni¢res du mythe d’un texte original intouchable.

Mots-Clés: Littérature turque moderne, sociologie de la traduction, adaptation théatrale, analyse
dramaturgique, domestication.

Resumen Estructurado:

Los textos teatrales son productos literarios dinamicos, concebidos para ser pronunciados y
representados en el escenario, y los signos iconicos, indexicales y simbolicos de estos textos en escena
presentan variaciones radicales de una cultura a otra. Un signo traducido con gran precision y fidelidad
unicamente en términos lingiiisticos puede facilmente conducir a una interpretacion incorrecta, distorsionada
o completamente carente de sentido en la mente del publico receptor, debido a la naturaleza performativa
intrinseca del teatro. El acto de traducir nunca puede evaluarse en un entorno estéril independiente de las
expectativas sociales; esto se debe a que las normas de traduccion trazan con exactitud los limites de lo que
una cultura especifica acepta como traduccién legitima y representan directamente los valores sociales e
ideolégicos dominantes. Para que el publico logre comprender lo que ocurre en escena, debe ser capaz de
descifrar los signos, lo que obliga al traductor a realizar adaptaciones inevitables en el texto de acuerdo con
convenciones tales como las normas morales, las ideologias, los rituales, el humor y las creencias religiosas
del publico receptor. De lo contrario, las traducciones que no cumplen con las normas complejas de la cultura
meta no son consideradas aceptables ni valiosas por el publico y finalmente son rechazadas. La mayor fuerza
de las obras teatrales reside en la capacidad de cada representacion individual de adaptarse dindmicamente a
las circunstancias cambiantes, teniendo en cuenta la situacion cultural, social, historica y geografica de su
propio publico. Las obras transferidas a diferentes culturas en distintos periodos historicos solo pudieron
alcanzar el éxito mediante adaptaciones radicales de la trama y los personajes cuando no cumplian con las
tradiciones dramaticas del ptblico receptor.

A partir de esta problematica multidimensional, el objetivo principal de este estudio, situado en el eje
de la literatura y la sociologia del teatro, es examinar como el drama romantico de Victor Hugo Angelo, tirano
de Padua (1835), escrito bajo la pesada sombra del control ideoldgico y los mecanismos de censura en Francia,
fue reescrito y adaptado a la cultura oriental bajo el titulo Habibe o la nobleza del amor por Ebiizziya Tevfik,
una de las figuras mas destacadas del teatro otomano-turco. Al buscar una respuesta a la cuestion de como los
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conflictos feudales occidentales y los elementos de intriga gotica fueron adaptados a la mentalidad de la cultura
meta, el estudio pretende descubrir las profundas razones ideologicas y socioldgicas que subyacen a las
intervenciones dramaturgicas realizadas por el traductor en la trama.

El marco conceptual y tedrico del estudio se construye estructuralmente sobre las teorias modernas de
la traduccién, ampliamente adoptadas con el giro cultural en los estudios de traduccion, y se fundamenta en el
hecho de que la traduccion no es una herramienta neutral ni transparente. Tal como enfatizan André Lefevere
y Susan Bassnett, la traduccion es un proceso altamente creativo de reescritura en el que los textos se moldean
dentro de las redes ideologicas y las restricciones de la cultura meta. Lefevere explica magistralmente esta
construccion ideoldgica mediante el concepto de “patronazgo”, que asegura la coordinacion y alineacion del
texto con los sistemas de poder de la sociedad en la que ingresa. Los mecanismos de patronazgo, con sus
componentes ideoldgicos, econdomicos y de estatus, no permiten que el texto traducido contradiga el sistema
ideologico existente en la cultura meta. Los cambios realizados por el traductor para excluir elementos
potencialmente subversivos o desestabilizadores del sistema se denominan “intervenciones deliberadas”. De
manera similar, Lawrence Venuti sostiene que las estrategias de domesticacion poseen una violencia
etnocéntrica y una apropiacion, haciendo que el texto sea fluido, legible y familiar para los valores y
expectativas de la cultura meta, mientras eliminan la potencial subversion ideoldgica y las diferencias del texto
extranjero. En un entorno de control institucional, el traductor pierde completamente la cualidad de mediador
independiente y neutral que transfiere el texto tal cual, y en su lugar, como afirma la teoria de las normas de
Gideon Toury, emerge un rol de gestion que maneja numerosas variables sociales, expectativas y restricciones,
convirtiendo al traductor en un filtro ideologico.

Este trasfondo tedrico es de gran importancia para demostrar que obras como Habibe o la nobleza del
amor no son meras traducciones, sino una nueva construccion de la verdad que sirve a las necesidades politicas,
morales e ideologicas de la cultura meta, llenando asi un vacio en la literatura pertinente respecto al analisis
socioldgico de las adaptaciones teatrales, mas alla del analisis puramente textual.

En conclusion, esta investigacion confirma, mediante discusiones teodricas y andlisis textuales
concretos, que el acto de traducir no es simplemente una herramienta de transferencia interlingiiistica, sino un
espacio transfronterizo de transformacion socioldgica donde colisionan culturas, ideologias y sistemas de
patronazgo. Se ha demostrado que el concepto de fidelidad al texto fuente, frecuentemente discutido en los
estudios literarios, es un esfuerzo sin sentido en la transferencia teatral; como se observa en el ejemplo de
Habibe o la nobleza del amor, la obra solo puede encarnarse en la sociedad meta cuando se transforma en una
sintesis cultural auténtica que se alinea con la mentalidad, las expectativas morales y las normas ideoldgicas
del lector receptor. Este acto de reescritura, en el que Ebiizziya Tevfik acelerd técnicamente la trama mediante
compresiones dramaturgicas, omisiones y adiciones locales, demuestra que el traductor funciona como un
gestor que protege los valores de la cultura meta y actiia como filtro ideoldgico.

La recomendacion principal para los estudiosos de la traduccion y los socidlogos de la literatura es
que las practicas historicas de traduccion, especialmente durante periodos de presion politica, se examinen
mediante un método interdisciplinario en el contexto de la autocensura, la domesticacion y las politicas de
asimilacion institucional, en lugar de Unicamente a través de la equivalencia textual. La recomendacién para
los practicantes, directores teatrales y dramaturgos es no ignorar el hecho de que los rituales, tabtes,
percepciones espaciales y normas de género del publico receptor moldean directamente la percepcion de la
obra al traducir textos escénicos; deben realizarse adaptaciones estratégicas basadas en convenciones culturales
sin temor, para que el publico pueda descifrar los signos en escena. En tltima instancia, la supervivencia de las
obras teatrales depende de su adaptacion exitosa a diferentes condiciones histdricas y geograficas, mas que de
permanecer atrapadas en el mito de un texto original intocable.

Palabras Clave: Literatura turca moderna, sociologia de la traduccion, adaptacion teatral, analisis
dramatirgico, domesticacion.
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CrpykrypupoBannoe Pe3iome:

TearpanpHble TEKCTBI MPEICTABIAIOT COOOH JWHAMHUYECKHE JUTEPAaTypHBIC IPOM3BEICHNS,
CO3JJaHHBIC /I IPOM3HECEHNUS M MCIOJIHEHNS Ha CLCHE; NX NKOHUYECKHE, HHACKCAIBHBIE 1 CHMBOJINIECKHE
3HaKM Ha CICHE paJAWKaIbHO Pa3IMYalOTCsl OT OJHOW KyNIbTyphl K Jpyrod. 3HaK, HepeBeAEHHBIN
HCKITIOYUTEIBHO C BBICOKOW TOYHOCTBIO M BEPHOCTHIO HA YPOBHE S3BIKOBBIX OCOOEHHOCTEH, MOXET JIETKO
MIPUBECTH K COBEPIICHHO HEBEPHOU, HCKAKEHHON MM OECCMBICTICHHOW MHTEPIIPETALIN B CO3HAHNH IIeTICBON
ayJMTOPUU M3-32 TpUCYIIeH Tearpy nepopMaTUBHOM NpUpOabl. AKT MepeBOAa HHUKOTAA HE MOXKET
OLICHHMBAThCS B CTEPWIILHOM J1a00paTOPHOH cpejie, He3aBUCHMOM OT COIIMANIBHBIX 0)KUAaHUH; UMEHHO ITOTOMY,
9TO HOPMBI INepeBOofa YETKO OUYEPUYMBAIOT TPAHUIBI TOTO, YTO KOHKPETHAas KyJbTypa NPHHHUMAeT Kak
JIETUTUMHBIH TIEPEBOJ, M HANpPSIMYI OTPa)KalOT TOCIIOJCTBYIOUIME OOLIECTBEHHBIE M HAEOJOIMYECKHUE
HEeHHOCTH. UTOOBI 3pUTEh CMOT HOHSTH IPOUCXOAAIIEE Ha CLIEHe, OH JJOJDKEH OBITh CIIOCOOEH JIEKOJMPOBATh
3HaKW, YTO BBIHY)KJAeT NEpPEeBOJYMKA K HEW30EKHBIM aJanTalusIM TEKCTa B COOTBETCTBHHM C TaKUMH
KOHBEHIMSAMH, KaK MOPAJIbHBIE HOPMBI, WACOJIOTUH, PUTYANbl, OMOP M PEIUIHO3HBIE YOCKICHUS IEICBOH
ayIUTOpHHU. B MPOTHBHOM cilydae IepeBO/Ibl, HE COOTBETCTBYIOIINE CIIOKHBIM HOPMAaM ILIEJIEBON KyJIBTYDBI,
HE MPU3HAIOTCS Ty OJIMKON IEHHBIMU M IPUEMJIEMBIMH U B KOHEYHOM UTOTe OTBepratoTcs. Hanbomnpmas cuna
TeaTpalbHBIX IIbEC 3aKIIOYACTCS B CIHOCOOHOCTH KaKIOW OTAEIHHOW TIOCTAHOBKM JAWHAMHYECKH
a/IalITUPOBATHCS K N3MEHSIOMINMCS OOCTOSTENBECTBAM, YUUTHIBAsI KyJIbTYPHYIO, COLIHANBHYIO, HCTOPUYECKYIO
U Treorpa)uuecKylo0 CHTYAaIMI0 CBOETO KOHKPETHOTo 3puTens. llpon3BeneHus, MepeHEcEHHbIE B pa3HbIC
KYJbTYPbI B pa3JIMYHBIC UCTOPUUCCKUEC NNIEPUOABI, MOTJIN }106I/ITI>CH ycnexa JIMib nMoCpeaACTBOM paJuKaJIbHbIX
aJlanTalui CIOXKeTa M MepCOHaKel, KOora OHM He COOTBETCTBOBAIM JPAMATHUECKUM TPAIMULIUAM IeNIeBOH
ayIUTOpPUH.

Hcxons w3 93TO MHOTOYPOBHEBOW MPOOJIEMBI, OCHOBHAas LeJIb JAHHOTO HCCIICIOBAHMUSA,
PacIoJIOKEHHOTO Ha MepeceueHUH JIUTepaTypsl M COLMOJIOTHH TeaTpa, 3aKJI04aeTcsl B U3YyUeHUH TOro, Kak
poMaHTHYecKas Apama Bukropa ['toro Awowceno, mupawn [ladyu (1835), HanmcaHHas mox TSHKEIOH TEHBIO
M/ICOJIOTUYECKOTO KOHTPOJII M MEXaHU3MOB LeH3Yypbl Bo PpaHiuu, Obula IepenucaHa ¥ aJanTHPOBaHa K
BOCTOYHOW KyJNbType IOA Ha3BaHUEM Xabube, unu Beruxooywue 11066u OOHAM U3 HAOOJIEE BBIIAIOIIMXCS
JesTesel ocMaHo-Typenkoro tearpa D0ro3ust TeBpukom. CTpeMsch OTBETHTh Ha BOIPOC O TOM, KaKUM
o0pa3zoM 3amasHble (eofaNTbHbIE KOHQIMKTHI M 3JIEMEHTHI TOTHYECKOM HHTPUTH OBUTM aJanTHpPOBAaHBI K
MEHTAJIUTETY LENEBOW KyJIbTYpBHl, HMCCIEIOBaHWE CTaBHT 3a/lady BBIIBUTH IITyOOKHE HJICOJOTHUECKHE H
COLIMOJIOTHYECKHUE MTPUIHMHEI, JIekKAIe B OCHOBE JpaMaTyprU4eCKHUX BMEIIATEIbCTB IEPEBOTINKA B CIOXKET.

KoHnentyanpHas u TeopeTHUecKass OCHOBA MUCCIIEOBAHNUS CTPYKTYPHO MOCTPOEHA Ha COBPEMEHHBIX
TEOpUSAX MEPEBOA, MUPOKO MPHUHATHIX B paMKax KyJIbTYPHOTO IMOBOPOTA B MIEPEBOJAOBEICHUH, U Oa3upyeTcs
Ha ToM ¢akTe, YTO TMEPEBOJ HE SIBISIETCS HEUTPAIbHBIM M TPO3pPAuHbIM HHCTPYMEHTOM. Kak sicHO
nomué€pkuBatoT AnHnupe JledeBp m ChrozaH bacHeTT, mepeBoJ] MPEACTaBIsAeT COOOM BBICOKO TBOPYECKHUI
MPOIIECC MEPEMUCHIBAHMS, B KOTOPOM TEKCThI POPMUPYIOTCS B pAMKax HUICOJOTHUCCKUX CETEH M OrpaHHYCHHIA
HeneBoi KynbTyphl. JledeBp Onectsimie OOBSCHAET 3Ty HICOJNOTHYECKYI0 KOHCTPYKIHIO depe3 IOHSITHE
«IaTpOHAX», KOTOPHI oOecreynBaeT KOOPIWHAIMIO W COTJIACOBAHME TEKCTa C BIACTHBIMH CHCTEMaMU
o01IecTBa, B KOTOPOE OH BXOJWT. MeXaHU3MBI MaTPOHaXKa, BKITFOYAIOIINE HICOTOTHICCKIA, YKOHOMHYIECCKHA
M CTaTyCHBIH KOMITOHEHTHI, HE IMO3BOJIIOT IEPEBOAY MPOTHBOPEUUTH CYIISCTBYIOMICH HICOIOTHUECKOM
CHUCTEME IENIEBOW KYyNbTYpHl. V3MeHEHUs, BHECEHHBIC IMEPEBOAYMKOM JUISI MCKIFOYCHHS ITOTCHIHAIBHO
MOJIPBIBHBIX WJIM JIECTAOMIU3UPYIOMIMX DSJIEMEHTOB, HA3bIBAIOTCS «HAMEPEHHBIMH BMEIIATEIbCTBAMI.
Amnanorudno, Jloypenc BeHyTH yTBep)KIaeT, 4TO CTpaTErHH JTOMECTHKAIIMH O0JIaJaloT dTHOLIEHTPUYECKUM
HACWJIMEM W TPUCBOCHHUEM, JieNiasi TeKCT TUIABHBIM, YATAEMBIM M MPUBBIYHBIM ISl IICHHOCTEH W OXKHJIaHUN
[IEIEBON KYJBTYPbI, OJTHOBPEMEHHO YCTPAHSS MOTCHIUAIBHYIO UEOJOTHIECKYIO MOJIPBIBHOCTh U Pa3ITUIHS
WCXOJHOTO TEKCTa. B yCIOBHSX WHCTUTYIHOHAJIHHOTO KOHTPOJSI MEPEBOMYUK TMOJHOCTHIO YTPadyWUBaeT
KauyeCTBO HE3aBHCHMOTO U HEUTPAILHOTO MOCPEIHUKA, TEPEIAIOIeT0 HCXOIHBI TEKCT KaK €CTh, 1 BMECTO
9TOro, Kak yTBepkaaeT Teopus HopM ['maeona Typu, BbICTyNaeT B poOJIM MEHEIKEpa, KOTOPbIH ympaBiseT
MHO>KECTBOM COLMAJIbHBIX TEPEMEHHBIX, OXHUIAHUM M OrpaHUYEHUMN, TMpeBpalas I[epeBOJYHKA B
UJICOJIOTUYECKUHN PIITBTP.

Ora Teopernyeckass 0a3za mMeeT OOJNbIIOE 3HAYCHHWE JUIS JIOKAa3aTesbCTBA TOTO, YTO TaKHe
NPOM3BEACHHUS, Kak Xabube, unu Beruxoodywue 11006u, He SBISIOTCS IPOCTHIMHU IEPEBOIAMH, a ITPEACTABIISIOT
c000if HOBOE IOCTPOEHNE UCTHHBI, CITy>Kalllee MOJUTHIECKIM, MOPAJIBHBIM U UJICOJIOTHYECKUM MOTPEOHOCTSIM
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[[ETIEBOM KyJBTYpBI, TEM CaMbIM BOCHONHSS NPoOe] B COOTBETCTBYIOIIEH IHMTEpaType B OTHOLICHUH
COIMOJIOTHYECKOTO aHaIN3a TeATPAIbHBIX afalTalliii, a He HCKIIIOYNTEIBHO TEKCTYaIbHOTO aHAIN3a.

B 3akmodeHne NaHHOE HCCIIEAOBAHME MOATBEPXKIAECT ITOCPEICTBOM TEOPETUUECKHX IHCKYCCHH U
KOHKPETHOTO aHaJIi3a TEKCTa, 9TO aKT MEPEBOAA — ITO HE MPOCTO MHCTPYMEHT MEXbA3BIKOBOTO IIEPEHOCA, a
TpaHCTpaHWYHAs apeHa COIMOJOTMYECKON TpaHc(opManuy, IAe CTAIKUBAIOTCS KyJIbTYpHI, HUICOIOTHH H
CHCTEMBI TaTpoHaXxka. JlOKa3aHO, YTO MOHSATHE BEPHOCTH MCXOJHOMY TEKCTy, YacTo 00CyXJaeMoe B
JIMTEPaTypOBEACHHH, SIBIISICTCSI OECCMBICIICHHBIM YCHUJIMEM B TEaTPaIbHOM IEPEBOIE; KaK BUIHO Ha IpUMepe
Xabube, umu Benuxooywiue n1066u, IpON3BEICHHE MOXKET BOTUIOTHTHCS B LIEJICBOM OOIIECTBE TOJBKO TOT/A,
KOTJ]a OHO NIpeBpaIlaeTcs B MOAIMHHBIA KyIbTypHBIN CHHTE3, COOTBETCTBYIOLINH MEHTAIUTETY, MOPAIbHBIM
OKUAHUSIM M MJCOJOTMYECKHM HOpMaM IIeJIEBOr0 YuTaTes. DTOT aKT MEpernucChIBaHUs, B X0J€ KOTOPOTro
O0103us TeBOUK TEXHUUECKH YCKOPHI CIOXKET MOCPEACTBOM JpaMaTypruuecKuX COKpalleHUH, OMyIIeH!H 1
JIOKIBHBIX JO0OaBJICHHH, OATBEPKIAET, YTO HEPEBOAYHMK (PYHKIMOHUPYET KaK MEHEIKEp, 3alMIIAIOIIi
LIEHHOCTH II€JIEBOH KyJIbTYPBI M BBICTYIIAIOIINI B POJIM HACOJOTHIECKOTO (QHUIBTPA.

OcHoBHasl peKOMeHalus 1JIs KCCIe0BaTeNed IEPEeBOAa U COLUOIIOrOB JINTEPATYPHI 3aKIII0YACTCS B
TOM, YTO HCTOPHYECKHE IPAKTHKH MEPEBO/AA, OCOOCHHO B MEPHOABI MOJUTHYECKOTO MABICHUS, IOJKHBI
U3y4daTbCsd  MEXKAMCLUUILUIMHAPHBIM ~ METOAOM B KOHTEKCTE  CaMOLEH3Ypbl, JOMECTUKAUUH H
MHCTUTYLMOHAIBHOM aCCUMWIALUY, a HE TONBKO 4epe3 TEKCTOBYIO SKBHBAJIEHTHOCTb. PexoMeHmanus s
MPaKTHKOB, TEATPAIBHBIX PEKHCCEPOB U IPaMaTyproB COCTOUT B TOM, YTOOBI HE HTHOPHUPOBATH TOT (DAKT, UTO
putyansl, Taly, MPOCTPaHCTBEHHOE BOCIPHATHE W TEHAEPHbIE HOPMBI IIEJIEBOW ayJUTOPHU HAINPSIMYIO
(hopMHPYIOT BOCHPUSTHE NPOU3BEACHHS NPH MEPEBOAE CLEHHMYECKUX TEKCTOB; CTPAaTETHUECKUE aarTaluH,
OCHOBaHHbIE HAa KYJBTYPHBIX KOHBEHLHUSX, JOJDKHBI OCYLIECTBISITHCS CMENO, 4YTOOBI 3pHTENh MOT
JIEKOAMPOBATh 3HAKU Ha ClicHE. B KOHEUHOM c4€Te, BBDKMBAHNUE TEATPAJIBHBIX IPOU3BEICHUM 3aBUCUT OT UX
YCIIEITHOM ajanTauuy K pa3iuyHbIM HCTOPUYECKHM U reorpaduyeckiM yCIOBHSM, a HE OT 3aCTPEBAaHUs B
MH(]e 0 HENPUKOCHOBEHHOM OPUTMHAIBHOM TEKCTE.

KiaoueBbie CiioBa: COBPCMCHHAA TypeuKas JUTCPATypd, COLHHOJIOTHA ICpeBOAA, TEaTpajibHasA
ajarnranus, I[paMaTypl“I/I‘IGCKI/Iﬁ aHaJIn3, TOMECTHUKAIIKUA.
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Yapilandirilmis Ozet:

Tiyatro metinleri, sadece okunmak i¢in degil, sahnede canlandirilmak ve seyirciyle bulugmak tizere
kaleme alinmis edebi eserlerdir. Bu eserlerin sahnedeki gostergeleri, kiiltiirden kiiltiire biiytik farkliliklar arz
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eder. Bir tiyatro eserini yalnizca dil 6zelliklerine bagli kalarak kelimesi kelimesine ¢evirmek, tiyatronun dogasi
geregi hedef kitlenin zihninde yanlis veya biitiiniiyle anlamsiz yorumlara yol agabilir. Ceviri eylemi, toplumun
beklentilerinden kopuk, yalitilmis bir laboratuvar ortaminda degerlendirilemez. Ciinkii ¢eviri normlari, bir
kiiltiiriin neyi mesru kabul ettiginin sinirlarini ¢izer ve o dénemin toplumsal ve diisiinsel degerlerini dogrudan
yansitir. Seyircinin sahnede olup biteni basarili bir sekilde anlamlandirabilmesi i¢in ¢evirmenin eseri hedef
kitlenin ahlak anlayigina, inanglarina, ritiiellerine ve mizahina gore yeniden sekillendirmesi kac¢inilmazdir.
Aksi takdirde, kiiltiiriin incelikli dokusuna uymayan metinler seyirci tarafindan benimsenmez ve nihayetinde
reddedilir. Sahne eserlerinin en biiyiik giicli, her temsilin kendi seyircisinin kiiltiirel, toplumsal ve tarihi
sartlarina gore dinamik bir sekilde doniistiiriilebilmesindedir. Farkli dénemlerde farkli kiiltiirlere aktarilan
eserler, hedef kitlenin tiyatro gelenegiyle uyusmadiginda, ancak olay oOrgiisii ve karakterlerde koklii
degisiklikler yapilarak basariya ulasabilmistir. Bu ¢ok katmanli meseleden hareketle, edebiyat ve tiyatro
sosyolojisi baglaminda hazirlanan bu ¢alismanin temel amaci; Victor Hugo’nun 1835’te Fransa’daki siki
denetim ve sansiir ortaminda kaleme aldig1 romantik dram1 Angelo, Tyran de Padoue’nun, Tirk tiyatrosunun
kurucu isimlerinden Ebiizziya Tevfik tarafindan Habibe Yahut Semdhat-1 Ask adiyla Dogu kiiltiiriine nasil
aktarildigin1 ve yeniden yazildigimi incelemektir. Bati’nin feodal ¢atismalarinin ve gotik entrika unsurlarmin
bizim zihniyet diinyamiza nasil tagindigini aragtiran bu calisma, ¢evirmenin olay Orgiisiine yaptigr sahne
miidahalelerinin ardindaki derin sosyolojik ve diislinsel sebepleri ortaya koymay1 hedeflemektedir.

Calismanin kuramsal g¢ercevesi, ¢evirinin tarafsiz bir ara¢ olmadigir gerceginden beslenen modern
¢eviribilim yaklagimlari {izerine kurulmustur. André Lefevere ve Susan Bassnett’in de vurguladigi gibi geviri,
metinlerin hedef kiiltiirlin degerler ag1 ve sinirlamalari iginde bigimlendigi yaratici bir yeniden yazim stirecidir.
Lefevere bu yapiy1, metnin girdigi yeni toplumdaki gii¢ dengeleriyle uyumunu saglayan “himaye” (patronaj)
kavramiyla agiklar. Himaye mekanizmalari, gevrilen eserin var olan toplumsal ve disiinsel sistemle
catismasina izin vermez. Cevirmenin, sistemi sarsabilecek unsurlari metinden ¢ikarmasi kasitli bir
miidahaledir. Benzer sekilde Lawrence Venuti, yerlilestirme stratejilerinin metni hedef kiiltiir i¢in akic1 ve
tanidik hale getirirken, yabanci metnin barindirdig1 farkliliklar1 ve aykiriliklarr ortadan kaldirdigini belirtir.
Siki denetimlerin yasandigi ortamlarda ¢evirmen, kaynak metni oldugu gibi aktaran tarafsiz bir araci olmaktan
¢ikar. Toury’nin de ifade ettigi gibi toplumsal beklentileri idare eden ve ideolojik bir slizge¢ gorevi goren bir
kimlige biiriiniir. Bu kuramsal zemin, Habibe Yahut Semdhat-1 Ask gibi metinlerin basit birer ¢eviri olmadigini,
aksine hedef kiiltiiriin siyasi ve ahlaki ihtiyaclarina cevap veren yeni bir gerceklik insas1 oldugunu isaret eder.
Boylece bu ¢alisma, tiyatro metinlerinin sosyolojik a¢idan da incelenmesi gerektigine dikkat ¢cekmektedir.

Sonug olarak, kuramsal tartismalar ve metin tahlilleri 1s181inda, ¢eviri eyleminin sadece diller aras1 bir
koprii olmadigy; kiiltiirlerin ve himaye sistemlerinin karsilastigi sosyolojik bir doniisim alani oldugu
goriilmektedir. Edebiyat incelemelerinde sik¢a aranan kaynak metne sadakat diisiincesinin, sahne sanatlari s6z
konusu oldugunda anlamsiz bir ¢aba oldugu agiktir. Habibe Yahut Semdhat-1 Agk 6rneginde de anlasildigi iizere
bir eser, ancak okurun zihniyetiyle, ahlaki beklentileriyle ve diisiinsel degerleriyle ortiisen otantik bir yerel
senteze doniistiigiinde o toplumda varlik gosterebilir. Ebiizziya Tevfik’in sahne teknigini gozeterek olay
orgiisiinii hizlandirdigi, bazi boliimleri ¢ikarip yerel unsurlar ekledigi bu yeniden yazim eylemi, gevirmenin
kendi kiiltiiriiniin degerlerini koruyan bir yonetici ve siizgeg islevi gordiigiinii gostermektedir. Ceviribilimcilere
ve edebiyat sosyologlarina yonelik temel Oneri, bilhassa siyasi baski donemlerindeki ¢eviri faaliyetlerini
otosansiir ve yerlilestirme politikalar1 baglaminda disiplinlerarasi bir yontemle ele almalaridir. Tiyatro
yonetmenleri ve sahne uygulayicilari ise eserleri dilimize aktarirken, seyircinin ritiiellerinin, tabularinin, mekan
algisimin ve toplumsal cinsiyet normlarinin eserin kavranmasini dogrudan etkiledigi gercegini goz ardi
etmemelidir. Seyircinin sahnedeki gostergeleri ¢6zebilmesi igin kiiltiirel uzlasimlara dayali stratejik
degisiklikler yapilmalidir.

Anahtar Kelimeler: Yeni Tiirk Edebiyati, Ceviri Sosyolojisi, Tiyatro Uyarlamasi, Dramaturjik
Inceleme, Yerlilestirme.
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From Exile to Stage: Patronage, Ideology and Rewriting in Ebiizziya Tevfik’s Adaptation of
Habibe Yahut Semahat-1 Ask

Introduction
Ebiizziya Tevfik, The Young Ottomans, and the Politics of Rewriting

Nineteenth-century Turkish theater structured its contact with the Western dramatic tradition
as a fundamental process of cultural and ideological reproduction. The intellectuals of the Tanzimat
era occasionally viewed the theater as a strategic instrument for saving the collapsing empire and
transforming society. As the Westernization process was brought to the stage through translations,
the Western world of meaning and values was not entirely copied; rather, it was reshaped by filtering
it through the local culture. The works produced during this period were frequently activities of
ideological reproduction. While texts translated from foreign languages were adapted to meet the
political and moral expectations of Ottoman society, the principle of social utility always remained
at the center (And, 2014, pp. 179-180). As Sevengil also notes, the pressures of the censorship
mechanism and the absolutist administration in particular compelled writers to present foreign works
under a moral guise and to endow them with a didactic mission (2015, pp. 523, 591-592); thus,
thetheater stage assumed the role of a school educating the masses (Sevengil, 2015, pp. 220-221).

This pragmatic attitude of the Tanzimat intellectual is precisely the picture envisioned by
André Lefevere’s theory of rewriting: translation is not an objective transfer occurring in a vacuum,
but rather an instrument of direction shaped by ideology and patronage. In Ottoman stage life, the
patronage network formed by the censorship boards of the political authority and the bureaucratic
intellectual elite strictly determined the boundaries within which translated texts would be presented
to the public. Operating around these ideological pressures and patronage relations, translators and
writers omitted objectionable parts from the works they handled or made new additions to them,
thereby rendering the text compatible with the dominant ideology (Sevengil, 2015, pp. 340, 351, 373,
487, 523).

One of the remarkable works of this period is Habibe Yahut Semahat-1 Ask (1874) . Ebiizziya
Tevfik adapted this work from Victor Hugo’s romantic drama Angelo, Tyran de Padoue (1835) .
Hugo’s dramatic plot, which relies on the Venetian aristocracy, Christianity, and gothic aesthetics,
transforms into the political intrigues of the Seljuk-Ayyubid geography and the narratives of the
Assassins (Hashashins).

There is no indication on the cover of the work that it is a translation, nor is the author’s
name registered. In this regard, what Ebiizziya Tevfik articulated under the title “izahat-1 Miiellif”
is highly significant. First, he does not characterize himself as a translator. He states that the subject
of Habibe Yahut Semahat-1 Ask was “applied” to Victor Hugo’s work. As it is understood, since he
entirely changed the dramatic structure and content of Angelo, Tyran de Padoue, he considers himself
an “author”. He expresses that the plot—originally set in Padua under the Republic of Venice—was
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transposed to the relations between the Seljuks and Ayyubids, maintaining fidelity to historical
reality. He notes that his purpose was not to seek an example in Turkestan for a tragedy that had
occurred in Italy in the past, or that was merely a poet’s imaginary creation. He wishes to demonstrate
that the supporters of despotism, who prefer arbitrary rule over justice and right, never refrain from
engaging in disastrous endeavors and employing diabolical methods along this path, even if they are
Muslims. He introduces the Hashashins, partisans of Hasan Sabbah featured in his work, as a secret
organization that restores the rights of the oppressed by bringing those from small principalities who
dare to commit tyranny back to the path of justice (Ebiizziya Tevfik, 1291/1874, pp. 4-5). In this
context, it is understood that Ebiizziya Tevfik makes a clear allusion to the absolutist administration
he opposed and to the Young Ottomans society of which he was a member.

Reducing the critique of the state—built upon Venice’s dominant surveillance mechanism
and oppressive tyranny—to the assassination threat of the Hashashins indicates that the text was
passed through an ideological filter. This reduction is an auto-censored response to the political
pressures of the era. Therefore, comprehending the mentality and dramaturgical choices behind the
work through a purely text-centric reading remains incomplete; for Ebiizziya Tevfik, who penned
the adaptation, was an activist intellectual of the Young Ottomans movement led by Namik Kemal.
His political conflict with the absolutist administration and his conditions of exile make the question
of with which dramaturgical and ideological interventions he rewrote Hugo’s text impossible to
consider independently of the author’s political identity and the patronage relations he was enmeshed
in. For this reason, the analysis must begin first by positioning Ebiizziya Tevfik as a subject
distinguished by his ideological affiliations, then by identifying the economic and political pressures
of the Rhodes exile that shaped the work, and finally by reading this entire process in light of André
Lefevere’s undifferentiated patronage model and ideological neutralization mechanism.

At this point, it is necessary to consider Ebiizziya Tevfik in terms of the role he undertook in
the press world, which he entered with Namik Kemal’s encouragement, rather than his identity as a
translator. In the 1860s, he distinguished himself as a publisher and writer (Mardin, 1996, p. 18;
Ebiizziya, 1994, pp. 374-375) the close contact he established with the prominent figures of the
society laid the foundation stones of his political and ideological identity. His publishing activities
centered around dissident newspapers such as Hadika, ibret, and Sirac attracted the attention of the
political bureaucracy under the suspicion that an opposition movement was being established,
leading him to be monitored with suspicion (Ebtiizziya Tevfik, 2019, p. 497). The actual turning point
of his fate was the political fluctuation that erupted following the staging of Namik Kemal’s play
Vatan Yahut Silistre (1873) at the Gedikpasa Theater. The demonstrations organized by the incited
public at the end of the play, the chanted slogans of "Long live Kemal," and Namik Kemal’s closeness
to Murad V placed the Young Ottomans in the crosshairs, ultimately leading to their exile. Ebiizziya
Tevfik was exiled to Rhodes alongside Ahmet Midhat Efendi during the years he spent there, he
published compiled, authored, and translated works under pseudonyms (Giir, 1998, p. 30).

Ebiizziya Tevfik penned Habibe Yahut Semahat-1 Ask in Rhodes. The fact that he transferred
Hugo’s source text accompanied by local motifs is directly related to his political stance. For the
Young Ottomans attempted to forge a synthesis between Western ideas and local culture (Mardin,
1996, p. 10). The factors that encouraged Ebiizziya Tevfik to publish this work must have been of an
economic and political nature. In his memoirs, Ebiizziya Bey notes that theatrical plays generated
substantial income. He states that while in Istanbul, he earned twenty-five to thirty liras for every
night Ecel-i Kaza was performed (Ebiizziya Tevfik, 2019, p. 359). Politically, the theater stage
functioned almost as a political rostrum during those years. According to Ebiizziya Tevfik, the theater
was one of the most important means of progress and one of the effective tools for educating and
cultivating the public for the Young Ottomans, who embraced libertarian ideas and the ideal of
constitutional administration. Within this framework, theater was utilized as an instrument to convey
ideas to the public that were difficult to disseminate through the press, thus aiming to educate the
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public through entertainment (Ebiizziya Tevfik, 2019, p. 358). He must have written Habibe Yahut
Semahat-1 Agk both to overcome his financial straits in Rhodes and to raise his voice against the
absolutist regime that sent him into exile.

Unable to express the libertarian ideas and political criticisms of the Young Ottomans under
the heavy censorship pressure of the era, Ebiizziya Tevfik uses the work as an ideological shield.
Consequently, the interventions made to the text demonstrate how patronage pressure and ideological
constraints operated in tension with the author’s Young Ottoman identity.

The theoretical grounding of the study is built upon modern translation theories that are
widely accepted in translation studies, predicated on the premise that translation is not a neutral
medium of transfer. In this framework, André Lefevere’s concepts of rewriting and patronage are
adopted as the primary analytical tools. Lefevere defines translation as a creative process in which
the text is reproduced within the ideological networks and constraints of the target culture; he utilizes
the patronage mechanism to explain the efforts of power centers—such as governments, publishing
houses, or ideological authorities—to coordinate the text with their own social order (Schiffner,
2007, pp. 135-136). To support this primary framework, complementary perspectives are drawn from
Venuti’s critique of domestication, Toury’s norm theory, and Hermans’s approach to text
transformation.

This study aims to offer two original contributions: to analyze Habibe Yahut Semahat-1 Ask
along the axis of ideological control and patronage mechanisms, and to reveal the relationship of
Tanzimat-era adaptations with censorship, self-censorship, and cultural assimilation policies in a
manner that will provide a methodological expansion to the field of theater translation. The study
addresses, respectively, Lefevere’s theoretical framework, the historical-ideological structure of
Hugo’s source text, and the comparative analysis between the two texts; in the final section, it
subjects all findings to an integrative evaluation.

Rewriting, Patronage, and Ideology: A Theoretical Framework in Theatrical
Transformation

The Tanzimat era intellectuals’ utilization of theatrical translations and literary re-creations
as an ideological shield against censorship mechanisms aligns with the sociological expansions of
modern translation studies. André Lefevere approaches literature not as an autonomous structure in
itself, but rather as a dynamic system shaped by the influence of internal and external forces
(Lefevere, 1992a, pp. 11-14). Within this system, the concept of rewriting assumes a central function.
Through this concept, Lefevere removes translation from being a simple reflection or transfer of the
source text, defining it instead as an act of reproduction in which a foreign text is molded according
to the ideological networks and poetic norms of the receiving culture (Bassnett, 1993, pp. 147-148).
Thus, translation is gathered under the same umbrella as other forms of rewriting, such as literary
criticism, historiography, and anthologization. These actions are all practices that reproduce a text
within the boundaries of the target culture, guide how the text will be received, and play a
fundamental role in the development of literary systems (Bassnett, 1993, p. 148). In this context,
translators and critics shape culture by foregrounding certain cultural values while suppressing
others. Indeed, rewriting practices and translations acquire the quality of a source text for many
people (Bassnett & Lefevere, 1998, pp. XI, 9).

According to Lefevere, language is an inseparable system situated at the center of culture.
Therefore, the translation process does not consist merely of finding lexical equivalences; it also
encompasses the transfer of extra-linguistic factors and different social realities (Bassnett, 2002, pp.
22-23). From this perspective, translation emerges as an organic practice operating within culture as
much as it does between cultures. At the center of this inherent relationship lies the concept of cultural
capital. Individuals socialize through the conceptual and textual grids formed by cultural capital;
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these grids regulate both reading and writing practices (Bassnett & Lefevere, 1998, p. 7). Translation
functions as the fundamental mechanism enabling the transition of these grids from one culture to
another. Drawing attention to this concept of cultural grids developed by Lefevere, Bassnett states
that these grids are determinant during the construction of reality in source and target texts (2002, p.
9). Translators do not merely transfer texts; they reshape them in accordance with the norms and
expectations of the target culture (Bassnett & Lefevere, 1998, pp. 7-8). In other words, instead of
being an invisible and obedient servant, the translator exists as an intercultural subject who
reconstructs texts by passing them through their own cultural and ideological filter (Bassnett, 2002,
p- 8). This removes translation from being an innocent and transparent transfer, transforming it into
a domain laden with political and ideological weight (Bassnett, 1993, pp. 160—-161).

Lefevere does not view ideology purely as a partisan political doctrine or the official
discourse of the state; he defines it as a broad mental grid that draws the boundaries of what is
considered true, legitimate, and acceptable by society in a specific time and space. Borrowing from
Fredric Jameson’s approach, he formulates ideology as "that grillwork of form, convention, and
belief which orders our actions" (Lefevere, 1992a, p. 16). Within this framework, ideology operates
as an immanent dynamic that structures the cognitive processes and literary preferences of the
rewriter from the very beginning, rather than merely an instrument of pressure imposed upon them
after the fact. The rewriter restructures religious references, narratives transgressing moral
boundaries, sexual taboos, or political subtexts in the source text according to the ideological climate
of the target culture (Lefevere, 1992a, p. 41). Elements conflicting with the dominant discourse are
either excised from the text, neutralized, or radicalized to serve a specific counter-ideology. Thus,
the source text becomes a cultural product conforming to the values and discursive practices of the
target culture.

While explaining how this ideological process operates in practice, Lefevere centers on the
concept of patronage. He defines the external power mechanism that determines the boundaries of
the literary system through this concept: Patronage refers to the institutional and individual
authorities that encourage or hinder the writing, reading, and rewriting of literary works (Lefevere,
1992a, p. 15). Lefevere pushes this concept beyond the traditional patron-artist relationship. He
describes patronage as a structure corresponding to a broad institutional and ideological network of
power, such as religious institutions, political parties, social classes, royal courts, publishing houses,
and modern media corporations (Lefevere, 1992a, p. 15).

The control of patronage over literary production operates through three distinct channels.
The most decisive of these is the ideological component: this component, which delineates what
subjects can be addressed, which forms are acceptable, and the boundaries of knowledge, defines the
writer’s or translator’s sphere of production from the outset. The economic component regulates the
literary producer’s ability to sustain their material existence; this relationship, which historically took
the form of a pension or an official appointment, has assumed the guise of copyright and corporate
employment in the modern era. The status component signifies the social standing and prestige
afforded to the writer or translator upon acceptance into the patronage system (Lefevere, 1992a, p.
16). These three elements are inseparable from one another; they form an integrated regime of
pressure that surrounds the literary producer and renders them susceptible to steering. Lefevere
argues that when ideology and poetics come into conflict, poetics must submit to ideology (Lefevere,
1992a, p. 39). This hierarchy explains why Ebiizziya Tevfik was compelled to rework Hugo’s
dramatic form.

To explain the variation patronage exhibits according to social and political structures,
Lefevere develops the distinction between undifferentiated and differentiated patronage. In
undifferentiated patronage, the ideological, economic, and status components are all controlled by a
single center; totalitarian regimes and absolutist administrations stand as the most concrete examples
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of this model. In such systems, the dominant locus of power subjects every stage of literary
production to absolute control, cuts off the economic support of productions oppositional to the
institutional discourse, and strips the producer of their status. In differentiated patronage, however,
the three components can operate independently of one another; a writer’s economic success is not
contingent on the approval of the dominant ideology, and the steering takes on a more covert and
polycentric form (Lefevere, 1992a, p. 17). When we apply this distinction highlighted by Lefevere
to the 19th-century Turkish theater scene, we are confronted with an undifferentiated patronage
structure. This surveillance network, institutionalized under the control of the Palace, the
bureaucratic elite, and official censorship boards, operates with the political pressure of the dominant
ideology imposing absolute obedience. This pressure forces dissident intellectuals belonging to the
Young Ottomans movement, such as Ebiizziya Tevfik, to mask Western texts with the belief and
value codes of the local culture rather than translating them directly.

Completing and expanding upon these ideological and patronage-based steering processes
inherent in the nature of translation, modern translation theories re-ground the hegemonic structure
of the literary field on a multidimensional plane (Snell-Hornby, 2007, pp. 112-113). Lawrence
Venuti’s critique of domestication is among the most prominent examples of this approach. Venuti
argues that the domestication strategy harbors an ethnocentric violence in favor of the target culture,
neutralizing the potential ideological disruptiveness possessed by the foreign text (Schéffner, 2007,
p- 141). This strategy produces a smooth, fluent, and familiar discourse by making the source text
compliant with the dominant values and expectations of the target system. This situation elucidates
the operation of censorship and re-creation mechanisms applied under the patronage pressure and
boundaries of social acceptability emphasized by Lefevere (Lefevere, 1992a, p. 15). Within the
framework of Gideon Toury’s theory of norms, the translator assumes the position of an ideological
filter compelled to manage numerous social expectations and constraints simultaneously (Bassnett,
1993, p. 160). This perspective renders visible the institutional oversight to which the translator is
subjected in the construction and maintenance of the literary canon (Rundle, 2021, p. XVIII). Finally,
Theo Hermans’s approach to textual transformation completes this framework by refusing to limit
the act of translation to an interlingual process of substitution, instead positioning it as a cultural,
political, and ideological reconstruction (Vandal-Sirois & Bastin, 2012, p. 30). By revealing
translation’s steering and representational power within the target system, Hermans adds analytical
depth to Lefevere’s systems theory (Pym, 2007, p. 37). All these theoretical perspectives point to a
common conclusion: the act of rewriting is a politically designed production wherein power relations
operate at every level, beginning from language and aesthetics. Every intervention made to the text
transforms into a strategic maneuver that protects the boundaries of the target system and reproduces
the dominant discourse. Another aspect deemed important regarding textual transformation is the
identity of the rewriter. Sometimes an author can recast their own work into another genre, while at
other times a different author might execute the transformative process. The concept of literary
reworking embodies a process of re-creation alongside the comprehensive reinterpretation of prior
works. Another significant characteristic of such textual transformation emerges at this point:
reworking a text is, in one aspect, a form of intertextuality (Kiligarslan, 2026, p. 136).

In modern translation and literary theories, it is argued that drawing a rigid and hierarchical
boundary between textual transformation and translation is meaningless. This delimitation in
traditional understanding is nourished by the judgment that a literary text harbors a single, immutable
truth. However, in contemporary approaches, the reader and the translator are recognized not as
passive consumers of the text, but as its active producers; consequently, rigid boundary lines dissolve
during the process of interpreting and rewriting texts (Bassnett, 2002, pp. 82-84). Under the umbrella
of rewriting, Lefevere eliminates this hierarchical division on a theoretical plane. Translation,
reworking, criticism, and historiography are evaluated as varying degrees of the same steering
process (Lefevere, 1992a, p. 9). Supporting this view, Bassnett asserts that creativity in translation is
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inevitable and that the translator, in the capacity of a rewriter, continually transforms the text,
indicating that the difference between structural modification and translation is consequently a
quantitative matter (2002, pp. 8-9). One of the most concrete reflections of this theoretical
groundwork is observed in theatrical translations; for both practices reshape a source text according
to the norms, expectations, and traditions of the target culture (Bassnett & Lefevere, 1998, pp. 90-
91). As Bassnett also points out, this approach characterizes translation as a practice wherein the
boundaries between source and target texts cannot be definitively established. New translation
studies, therefore, pivot towards a descriptive approach rather than a priori rules (1993, p. 147). The
primary focal point is the analysis of how a text is labeled in the receiving culture—be it as a
translation, a reworking, or an original—and what cultural role that labeling fulfills within that
literary system (Bassnett, 1993, p. 144).

This structural ambiguity among literary genres and conceptualizations constructs a strategic
space for the 19th-century Ottoman intellectual to circumvent the pressure of official ideology and
censorship mechanisms. In the Ottoman context, where Lefevere’s undifferentiated patronage model
materializes, the inability to sharply draw the boundaries between translation and textual recreation
grants dissident Young Ottoman intellectuals like Ebiizziya Tevfik the opportunity to steer the source
text by passing it through the poetic and ideological filter of the target system. The reduction of the
critique of state tyranny in Victor Hugo’s play Angelo, Tyran de Padoue to Hashashin intrigues in
the Seljuk geography is not merely a preference of recontextualization; rather, it represents how this
conceptual flexibility in theory assumes the function of auto-censorship in the practical arena.
Authored during the Rhodes exile under the heavy political oppression of the absolutist
administration, this work demonstrates how the patronage pressure and ideological coercions
emphasized by Lefevere collide with a writer’s identity, and how this collision permeates the text.

This theoretical framework, which reads translation and structural modification through the
target culture’s immanent ideological grids and patronage mechanisms, identifies Ebiizziya Tevfik’s
dramaturgical interventions as a political rewriting strategy. To analyze the dimensions of this
process and how the translator operates as an ideological filter, it is necessary to delve into the core
of this textual transformation. Therefore, before proceeding to the comparative analysis, it is
necessary to establish the political codes and conflicts with which Angelo, Tyran de Padoue was
constructed in its own historical context.

An Anatomy of Tyranny: The Dramatic Structure of Angelo, Tyran de Padoue

Tanzimat-era intellectuals frequently utilized theatrical works while enacting their self-
appointed roles as public educators, embracing the stage as a crucial medium for reaching society
(Ortayli, 2016, p. 128). During this period, the Young Ottomans employed Victor Hugo’s works as
ideological instruments to articulate their political discontent and reaction against the prevailing
system (Mardin, 1996, pp. 143-144). His stance against oppressive regimes and his methodology for
addressing social issues proved inspiring for Ottoman intellectuals; consequently, his works were
translated into Turkish. One of the political texts presented to the attention of Turkish readers in this
vein was Angelo, Tyran de Padoue. The work stands out for its structure—which blends the aesthetic
function of theater with political critique and moral guidance—mirroring the objectives of the
Tanzimat intellectuals in their struggle for enlightenment. The play’s impact on the Turkish stage
was not confined to this era; it continued to be staged in subsequent years, even after the Second
Constitutional Era (Kerman, 1978, pp. 25, 34).

Angelo, Tyran de Padoue is one of Victor Hugo’s romantic dramas, rooted in an early draft
titled "Sabina Muchental" (Ubersfeld, 2001, p. 26). The writing process of the work was deeply
intertwined with the ideological surveillance and censorship pressures of 1830s France. Through
allegorical narrative, the author aimed to protect both himself and his work from political
interference; nevertheless, he could not entirely escape subjecting the text to self-censorship.
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Consequently, during the drafting phase, he made various revisions to the character of Angelo and
even excised an entire act from the text (Ubersfeld, 2001, p. 62). Thus, while internalizing the
political coercion of its time, the work transformed into a structure that brought Hugo’s profound
interrogations of human nature and power to the stage.

However, instead of depicting the oppression of his era directly, Hugo chose to project it
three centuries into the past. Published in 1835, Angelo, Tyran de Padoue situates its plot within a
despotic regime ruling over Padua, under the Republic of Venice, in the year 1549. Hugo transforms
the post-July Revolution turbulence, class conflicts, and individual-state tensions characterizing the
years in which it was written into a critique of tyranny through the oppressive surveillance
mechanism of the Council of Ten (Conseil des Dix) in 16th-century Venice. In his preface, Hugo
defines the fundamental purpose of theater as imparting a moral lesson to society. To this end, he
places female typologies—whom society simultaneously approves of and despises—at the center of
the dramatic flow, bringing womanhood to the stage as a phenomenon suppressed by social norms
from multiple directions. While defending women against despotism and degradation through these
two typologies, he depicts the passage of virtue through grueling trials and the purification of sin
through tears. The conflicts between these types are constructed upon social relations. For him,
theater is a medium that equips the masses with philosophy and reinforces social ideas. Without
neglecting the functions of entertaining and stimulating emotions—which are the fundamental
conditions of art—a solid idea must reside within every aesthetic structure. The artist, conscious of
their duty, must guide the broad public masses (Hugo, 1835, pp. 1-3).

The dramatis personae of the play is constructed to represent the era and social classes to
which they belong. The noble and virtuous wife Catarina and the socially marginalized theater actress
La Tisbe gain prominence as the joint protagonists of the work. Catarina, a Venetian living in Padua,
is depicted as a concrete embodiment of Victor Hugo’s distinctive notion that "Woman means exile";
so much so that her spiritual loneliness within her marriage and domestic life drags her mental state
in this city—where she lives a life of exile—into an even more pessimistic gloom (Ubersfeld, 2001,
p. 27). The courtesan figure, La Tisbe, on the other hand, is the on-stage materialization of the
grotesque concept Hugo put forward in the preface to Cromwell. She functions as the primary agent
of the stage design and the ruptures within the play. Her working-class origins and her insubordinate
nature render her the representative of grotesque aesthetics (Ubersfeld, 2001, p. 26). Despite their
apparent class contrasts, both typologies are victims of the patriarchal order and state oppression.
The tragic fate they share ultimately forges a bond of friendship between them. The force standing
against this duo is the domineering male figure, Angelo. As the representative of ruling power and
domination, Angelo exerts oppression through the authority granted by the law. Homodei is a spy
disguised as a foolish guitarist, who in reality represents the omniscient and panoptic surveillance
mechanism of Venice’s Council of Ten. Assuming an obstructive function, Homodei personally
weaves the web of tragedy by smuggling Rodolfo into Catarina’s room and giving Tisbe the key to
the secret doors, all to exact revenge for his unrequited love for Catarina.

Falling into this web woven by Homodei, Rodolfo becomes the romantic subject of the
dramatic action. He is, in fact, a prince belonging to a formerly ruling family exiled from Padua,
wandering under a concealed identity. His impossible love for Catarina strips him of his political
persona. His public masquerade as Tisbe’s brother, coupled with the fact that he does not truly love
Tisbe, traps him between loyalty and obligation, thereby deepening the conflict. Positioned around
the main action, Anafesto Galeofa serves as a reflector character to convey Rodolfo’s contradictions
to the audience, as he is the sole person aware of the truth that Rodolfo does not reciprocate Tisbe’s
love.

Finally, Catarina’s servants, Reginella and Dafne, take on the roles of aides and confidantes
found in classical theater, demonstrating how the external tyranny seeps into the home, the private
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sphere. While Reginella establishes the suffocating atmosphere of the setting by recounting the
unsolved murders in the palace and Homodei’s uncanny presence, Dafne balances the emotional
weight of the play as a confidante with whom Catarina can share the psychological devastation
wrought by her love for Rodolfo. These two supporting characters undertake significant functions,
illustrating how individual passions are crushed between the gears of authority and vengeance.

Hugo constructs this introduced cast of characters with contrasting typologies, in accordance
with the Romantic aesthetics of opposition. However, as the action progresses, these individuals
break the molds of universal typologies and evolve into characters possessing psychological depth.
At the onset of the play, Angelo is the husband and sovereign, Rodolfo the lover and exile, and
Homodei the spy and jealous figure. While Catarina occupies the role of the obedient and suffering
virtuous wife, La Tisbe embodies the passionate yet degraded mistress who exists through her art.
During the transformation from typology to character, the crisis moments of the plot reveal the
individual vulnerabilities beneath these types, with La Tisbe experiencing the most profound
transformation. Expected to seek revenge as a typological figure, Tisbe achieves moral sublimity
through a mystic bond formed around her mother’s copper crucifix and the tension brought by her
unrequited love for Rodolfo; ultimately sacrificing her own life, she transforms into a tragic
character. Even Angelo turns into a paranoid and cowardly figure, constantly imagining voices from
the walls and expecting to be executed by an invisible hand.

When the motivations and discourses of the characters are analyzed in terms of psychological
and sociological depth, it becomes evident that their actions and language reflect the reality of their
respective classes and eras. On the axis of class affiliation and patriarchy, Catarina’s tragedy stems
from the noble class’s perception of women as property; Angelo’s explicit admission that he married
her solely for her wealth and influence reflects the era’s norms, which deemed everything permissible
for men. Catarina’s discourse displays the despair of a woman crushed beneath the established order.
La Tisbe, on the other hand, is a representative of the lower class who has experienced the cruelty of
the streets and witnessed the hypocrisy of the aristocracy; hence, her language is sharp and reckless.
The instinct for survival paired with the search for sincere affection constitutes her greatest
psychological motivation.

Within the triangle of power, fear, and resentment, the fundamental drive lying at the
psychological depth of Angelo is fear; the heavy pressure of being under the absolute surveillance of
the Council of Ten is the true cause of the violence he inflicts upon both his wife and the subjects he
rules. Because the power he possesses fails to make him feel secure, he lives in constant paranoia, a
condition that shapes the suspicious tone of his dialogues. In the context of class jealousy, the
psychological motive behind Homodei’s actions feeds on the narcissistic rupture caused by a rejected
love and class resentment. Indeed, his humiliating rejection by Catarina for being a spy causes the
love in his heart to masquerade as hatred towards a woman who despises him and as an obsessive
desire for revenge. He takes his place in the work as a dangerous individual attempting to compensate
for his own subjugation by ruining the lives of the nobility.

The plot, meanwhile, does not adhere to classical theater’s rule of three unities. Instead of
the classical concept of an "act," the play is divided into three main sections designated as "Days,"
which emphasize the timeframes in which the events occur. Thus, while facilitating the perception
of dramatic time, it also incrementally accelerates the play’s rhythm. "First Day: The Key" (Premiére
Journée: La Clef) (Hugo, 1835, pp. 5-34), consisting of eight scenes set in a nocturnal festivity that
lasts until dawn, initiates the intrigue by exploring the characters’ social masks and their tendencies
to violate spatial boundaries via the "key" motif. "Second Day: The Crucifix" (Deuxiéme Journée:
Le Crucifix) (Hugo, 1835, pp. 35-66), spanning six scenes in the bedroom of the tyrant’s wife
Catarina, turns into the act where the intrigue knots, centering on female confrontation, jealousy, and
how the copper crucifix motif shifts the tragedy from one atonement to another. "Third Day: White
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for Black" (Troisiéme Journée: Le Blanc pour le Noir) (Hugo, 1835, pp. 67-124) is internally divided
into three subsections. "Part One" takes place in a ruin—the space of the marginalized and of death—
and consists of three scenes; "Part Two" returns to Catarina’s room, encompassing eleven scenes that
contain the life-or-death reckoning; and "Part Three" concludes with three scenes in La Tisbe’s
bedroom, resolving the plot. This fragmented structure, which simultaneously depicts the class
hierarchy of spaces and the contrast between the palace and the ruin, entirely demolishes classical
theater’s rule of unity of place. By increasing the pace of the action, it allows fate to execute its final
judgment upon the characters.

The spatial design of the play, much like its temporal structure, transcends being merely a
physical backdrop or a chronological sequence; it is a fundamental element that fortifies the tension,
character psychology, and social critique. Space in the play represents the absolute domination of
power and the suppression of the individual. Although the "First Day" begins in a brightly lit, open
garden for a night festival, the dark silhouette of Padua in the background and the shadow of the
palace create an atmosphere that makes the Venetian oppression palpable (Hugo, 1835, p. 7). The
sociological function of space manifests most strikingly as Catarina’s bedroom, adorned with rich
red fabrics, gradually transforms into a prison (Hugo, 1835, p. 37). For this room represents the
captivity of the virtuous yet oppressed woman within the patriarchal order. Catarina feels like a
locked and surveilled prisoner within this space. The author constructs the space with a strict
hierarchy in the context of gender and power relations. While the room’s window opens to an
impassable abyss and a river, passages and doors hidden within the walls allow the ruling power,
particularly Venice’s Council of Ten, to spy on her. The fact that the key in the spy Homodei’s hand
can open all doors successively demonstrates how the private sphere is violated by the state and how
boundaries can be transgressed by the ruling power.

Victor Hugo’s romantic drama uses 16th-century Venetian tyranny as a mirror to interrogate
both absolutist monarchy and the patriarchal order that views women as property. The primary
objective of the work is to illustrate how women are oppressed in society and to critique the
hegemonic order that is the true culprit of this tragedy. This theme, which forms the spine of the play,
is further enriched by sub-themes such as the lust for power, the state’s oppressive surveillance,
jealousy, and class-based fury.

From the Tyranny of Venice to Hashashin Intrigue: The Localization of Political
Conflict

Angelo, Tyran de Padoue, as previously stated, consists of three acts called "Days," and these
acts are composed of varying numbers of scenes. In Habibe Yahut Semahat-1 Ask, however, the days
correspond to acts (fasil), and the scenes to assemblies/scenes (meclis). In this context, while the
First Day of Angelo, Tyran de Padoue, which consists of eight scenes, is transferred to the First Act
(Birinci Fasil), it is also structurally rearranged and organized into five scenes.

Before examining the structure of the text on a scene-by-scene basis, it is necessary to
determine the historical framework within which Ebiizziya Tevfik situated Victor Hugo’s Italian
political plot. Habibe Yahut Semahat-1 Ask substitutes the 16th-century Padua of the Venetian
Republic with the Middle Eastern and Anatolian geography of the Crusades and the Anatolian
Principalities (Beyliks) era. When matched with intra-textual clues and the historical reality of the
period, the characters in the work correspond to historical figures who actually existed.

Sultan Selahaddin, mentioned in Habibe Yahut Semahat-1 Ask, corresponds to Saladin, the
founder of the Ayyubid State. He stands out in the text with his unparalleled strength and is
introduced as the powerful sovereign to whom Selguka’s husband, Nureddin, takes refuge against
his father-in-law. Selguka’s father, on the other hand, is depicted as an Anatolian sultan who makes
Anatolia tremble, fights against the Crusaders on behalf of the Islamic armies, exacts tribute from
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Byzantium, and bestows countries as a dowry upon his daughter; in the dramatis personae, his name
is specified as Kili¢ Arslan of the Anatolian Seljuks. The lover character, who finds his equivalent
under the name Behram, is defined as a young man from the Danishmend lords, thus belonging to an
Anatolian principality. The character Nureddin is also introduced in the dramatis personae with the
title of Ruler of Hasankeyf. The secret organization, the Hashashins (Assassins), and their leader,
Hasan Sabbah, are explicitly named in the text and described as assassins who strike fear even into
sultans and emirs and leave threatening letters; the spy Numan is also included in the cast as a
Hashashin loyal to Hasan Sabbah.

Based on the network of relationships narrated within the text, the plot’s time frame coincides
with the Crusades period, spanning the late 11th to the late 12th century. The aforementioned
historical figures, by virtue of their positions, fought against the Christians during the Crusades.
Ebiizziya Tevfik gathers historical characters who struggled against the Crusaders around the same
dramatic action. While doing so, he attempts to fill chronological gaps and arrange the hierarchy
through fictional kinship ties in order to construct the historical setting. There are incongruities
between the historical trajectories of the named individuals and the roles they assume within the text.
This situation demonstrates that the author consciously disregarded historical discrepancies to build
his envisioned plot. Ebiizziya Tevfik presents Hugo’s Italian political narrative to the Ottoman reader
through familiar names and recognizable conflicts embedded in their own historical memory. When
evaluated within the context of Lefevere’s concept of the cultural grid (Lefevere, 1992a, pp. 87-98),
this preference indicates that elements lacking an equivalent in the target culture’s discursive
universe are substituted with historical identities. When the scene comparisons are read upon this
historical foundation in the subsequent sections, the connection between the dramaturgical decisions
during the rewriting process and Ebiizziya Tevfik’s political and ideological stance will assume a
much more concrete form.

The alteration of the scene structure of Angelo, Tyran de Padoue is a rewriting process in
which Western feudalism and its political conflicts are localized. The first and most apparent
structural aspect of this literary transformation is the compression of the source text’s eight-scene
First Day act into five meclis scenes. When the first scene of the source work is compared with the
first scene of the target text, it is observed that certain omissions affect the structure of the scene.
First, while introducing the sleeping character Homodei, Tisbe mentions two small vials he brought,
containing a deadly poison and a type of narcotic that puts the drinker into a death-like sleep for
twelve hours (Hugo, 1835, pp. 12-13). In contrast, Habibe introduces the character Numan to the
stage merely in the guise of an ordinary oud player. Thus, motifs such as poison and sleeping potions
are purged from the exposition section of the text, kept hidden as surprises to be utilized in the later
stages of the plot. Another significant omission is the segment where Tisbe recounts traveling from
city to city to find the girl who saved her mother from death in the past, assigning special detectives
for this cause, and announcing that she will give ten thousand gold pieces to whoever finds the girl
(Hugo, 1835, p. 11). Habibe conveys this past solely in the context of the Hashashins’ cruelty and as
an element of shared trauma. Details regarding her search for the girl or the promise of any financial
reward are excised from the text.

On the political plane, the striking intervention is the blunting of the climate of systematic
fear constructed by the central authority, giving way to a more ambiguous and legendary state of
apprehension. The oppressive mechanism depicted by Angelo, relying on Venice’s Council of Ten—
which harbors an ear in every wall and an executioner in every shadow (Hugo, 1835, p. 24)—is
reduced to the assassination threat of the Hashashin order, made palpable through daggers and notes
thrust into pillows (Ebiizziya Tevfik, 1874, p. 10). This situation facilitates the transformation of the
state-sponsored oppression theme into a secret, sectarian organization theme peculiar to the East.
Consequently, the state mechanism avoids being overtly criticized.
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These omissions, executed to localize the dramatic structure of the text, are replaced by
original additions that draw the plot closer to the meaning world of the target audience. Ambiguities
in the source text are supplanted by more transparent and emotional expressions conforming to the
Eastern narrative tradition. In the First Scene, Angelo harbors general jealousy, but possesses no
proof of his wife’s infidelity (Hugo, 1835, pp. 6, 13). In the First Meclis, however, Nureddin states
that he learned through his spies that his wife had met with a man on the shore five months prior, and
that he has kept her imprisoned ever since (Ebiizziya Tevfik, 1874, p. 22). This addition accelerates
the plot, establishing the conflict on a concrete foundation from the very beginning.

In Hugo’s text, Tisbe does not react after Angelo exits; whereas in the target text, once
Nureddin leaves the stage, Habibe begins to mutter after him. This monologue, in which the character
addresses Nureddin as "cruel" and a "snake," and claims his breath "smells of blood," is a significant
addition that conveys the character’s inner world to the audience (Ebiizziya Tevfik, 1874, pp. 23-
24). In place of French romantic dialogues, debates on love and power suited to Eastern aesthetics
are incorporated into the First Meclis. Nureddin’s assertion that a lover, no matter how great a
conqueror he may be, must submit to the one he loves, or Habibe’s questioning regarding the
impossibility of two beloveds uniting in one body, are local additions that add depth to the text
(Ebiizziya Tevfik, 1874, p. 19).

These character-centric additions and thematic expansions in the First Meclis yield to a more
structural and functional transformation in the subsequent parts of the play. Ebiizziya Tevfik opts to
consolidate the fragmented structure of the source text to increase the tempo and tighten the plot
around local values. Accordingly, he combines the Second Scene and Third Scene of Angelo, Tyran
de Padoue under the heading of the Second Meclis. The Second Scene, where Tisbe and Rodolfo are
left alone and discuss their love (Hugo, 1835, pp. 19-22), and the Third Scene, where Rodolfo shares
his secrets with his friend Anafesto Galeofa (Hugo, 1835, pp. 23-24), are intertwined in the second
scene without an interspersed entrance or exit.

The merging and intertwining of scenes is a manifestation of the aim to accelerate the conflict
and reconstruct interpersonal relations along the axis of local values. While Anafesto enters the plot
after Tisbe leaves the stage in the original, Necmeddin enters while Habibe is still present. By
complaining to Necmeddin about Behram’s distant demeanor toward her, Habibe elevates the
situation to the level of a triadic dialogue (Ebiizziya Tevfik, 1874, pp. 24-25). While Behram
attributes this coldness to his fear of Nureddin, a cruel ruler, Habibe explains that she used the identity
of a milk-sibling (siit kardesi)}—a valid excuse in the target culture’s belief and kinship system—to
safely smuggle him into the palace (Ebiizziya Tevfik, 1874, p. 26). The feigned sibling charade in
the source text is thus transformed into a milk-sibling bond fitting local reality, without fragmenting
the dialogues.

Another reason underlying such intricate entanglement of scenes is the moral and didactic
depth Ebiizziya Tevfik aimed to weave into the work. In Hugo’s text, when Rodolfo confesses to his
friend Anafesto that he does not love Tisbe, Anafesto merely displays brief astonishment and a hint
of pity (Hugo, 1835, pp. 23-24). However, the emotional tension, accelerated by the merger of the
two scenes, evolves into a moral reckoning. When Necmeddin learns of Behram’s apathy toward
Habibe, he directs severe moral criticisms at him. Accusing Behram of being "stone-hearted,"
"cruel," and "ungrateful," he confronts him with a long discourse on the moral sin of stringing along
an innocent girl with empty promises (Ebiizziya Tevfik, 1874, p. 28). By kneading the individual
passions of French romanticism with the didactic and moralistic attitude of Turkish literature,
Ebiizziya Tevfik positions the character of Necmeddin almost as a scale of conscience.

In conclusion, combining two scenes into a single meclis aims to increase the tempo, to
seamlessly integrate local motifs such as milk-kinship into the text without disrupting the flow, and
to deliver the moral admonition tradition familiar to the local reader/spectator through the
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psychological conflicts of the characters. The fragmented structure of the source text attains cultural
and didactic cohesion, assuming a form that appeals to the mentality of the target audience.

This transformation of mentality and didactic texture crystallized in the target text is fortified
in the next phase of the scene construction through the establishment of a historical and geographical
identity. While shaping the dramatic structure, Ebiizziya Tevfik also redesigns the political
backgrounds of the characters and the settings where the plot unfolds to align with the historical
fabric of Anatolia and the Middle East. In this context, the moment of confrontation—where the spy
reveals the lover’s identity—is stripped of the political reality of Western feudalism and Italian city-
states, and situated within the historical world of the Anatolian principalities.

In this scene of the source text, Homodei confronts Rodolfo with the fact that he is actually
Ezzelino da Romana, a prince from a noble family exiled from Padua (Hugo, 1835, p. 25). The
Hashashin spy Numan, conversely, reveals that Behram is originally from Sivas and is actually
Ayniiddin, the nephew of Ziinnun of the Danishmendid Dynasty (Ebiizziya Tevfik, 1874, p. 27). The
exiled prince motif of the Italian city-states is converted into the throne struggles and exiles of the
principalities period in Anatolian Turkish history, presenting it to the historical familiarity of the
target audience. Similarly, the detail in Hugo’s text where the lovers meet at the ruined Magaruffi
Palace on Sanpiero street in Venice (Hugo, 1835, p. 26) is replaced by a secluded location fitting
local culture, described as "a cave opposite the Pier island (iskele ceziresi)."

Homodei recounts the lovers’ past in considerable detail; through a lengthy monologue, he
narrates the love that began seven years ago at the Saint-Georges-le-Grand church in Venice and
their secret meetings in the house of a woman named Béate Cecilia (Hugo, 1835, p. 25). This long
courtship process, peculiar to the social norms of Venice, is excised from the text. Numan
summarizes the past in much simpler language, recounting that when Selguka was still a child, she
and her father were guests in Ayniiddin’s hometown, where their love began (Ebiizziya Tevfik, 1874,
p. 32). Eblizziya Tevfik leaves out the complex romantic background involving Christian institutions
like the Church and intermediaries like Cecilia. He opts for pure, familiar, and local elements
frequently encountered in the Eastern narrative tradition, such as childhood romance and guest
hospitality.

To allow Rodolfo to see the woman he loves, Homodei arranges a meeting: "Tonight, at
midnight, at the corner of the Albert de Baon palace" (Hugo, 1835, p. 27). This adds tension to the
intrigue. Numan, however, tells Behram to wait "Tomorrow night, a moonlit night... an hour after
midnight... under the third northern bastion of the fortress." Postponing the meeting from "tonight"
to "tomorrow night" is an intervention Ebiizziya Tevfik makes to the temporal flow of the play.
Furthermore, the rendezvous location is shifted from a characteristically Western palace corner to
beneath the "northern bastion" of the fortress. When Rodolfo asks who he is, Homodei merely cuts
him off coldly, saying, "A fool," and exits the stage (Hugo, 1835, p. 28). Numan, conversely, enters
the stage with a philosophical addition befitting the dervish, the eccentric (meczup) typology unique
to Eastern mysticism. He begins his speech by saying, "My dear friend! There comes a time when
fools, too, can speak words just like the wise!" (Ebiizziya Tevfik, 1874, p. 31). The state agent in the
source text is transformed into an abdal figure bearing a more philosophical and mystic character,
hiding the wisdom of the East under the guise of madness.

In this segment where the Fourth Scene is transferred to the Third Meclis, Western titles of
nobility, social relations structured around the church, and locations specific to Italy are expunged
from the text. In their stead, the historical reality of Anatolia, the childhood love motif, and the mystic
abdal philosophy are incorporated, granting the work a structure that appeals to the meaning world
of the era’s reader/spectator. Following the omission of the Fifth Scene, this strategic mentality shift
deepens further with a local debate on knowledge and belief in the segment where the Sixth Scene—
the next phase of the action—is transferred to the Fourth Meclis.
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The most prominent transformation and addition in the transition from the Sixth Scene to the
Fourth Meclis emerges with the spy character. Homodei, representing Venice’s intelligence network,
likens the strings of his guitar to the fibers of the human heart (Hugo, 1835, p. 31). Numan, on the
other hand, exemplifies the sounds he produces from the variously thick strings of his oud, explaining
the intelligence lying beneath his foolish appearance through a cultural metaphor. Against Habibe’s
tendency to explain this situation through keramet (miracle/grace), a mystic concept, Numan
emphasizes that the phenomenon is not a miracle but hikmet (wisdom) and maharet (skill) (Ebiizziya
Tevfik, 1874, p. 38), thereby adding a local epistemological debate to the text. Noteworthy
abbreviations and transfers are made in the way the intrigue is constructed. While Homodei provokes
Tisbe through the image of a blonde woman and deliberately employs cryptic language (Hugo, 1835,
p. 31), this revelation process in Habibe Yahut Semahat-1 Ask is carried onto a more direct and class-
based ground. Numan states that Behram’s real name is Ayniiddin and that he solely loves Selguka,
a woman in a bey’s harem. At this point, Numan notes that Behram will never take Habibe as a wife,
blending the Western motif of romantic jealousy with the social realities of the East (Ebiizziya
Tevfik, 1874, p. 36). Instead of long and mysterious dialogues, the scene is accelerated with short
and clear sentences, articulating the reality that Habibe’s ambitions are mere "daydreams" (hiilya).

The image of an ordinary key worn around Angelo’s neck (Hugo, 1835, p. 33), which serves
as the primary instrument of intrigue in Angelo, Tyran de Padoue, is transformed in the target text to
conform to Ottoman status symbols. Numan instructs Habibe to ask for the diamond—a sort of medal
of pride—hanging from a gold chain around Nureddin’s neck when he arrives (Ebiizziya Tevfik,
1874, p. 38). Consequently, the mysterious instructions given by the spy in the French text, promising
to return in fifteen minutes to explain how to use the key, are entirely excised from the text (Hugo,
1835, p. 33). Instead of Homodei’s strategy of spreading the dark plot over time, Numan exits the
stage with an economic justification, saying, "let me gather five or ten more coppers (mangir)"
(Ebiizziya Tevfik, 1874, p. 38). Ultimately, the gothic and complex cultural elements of Western
theater are removed from the text, and the plot is successfully localized based on the Eastern dervish
tradition and the perception of class privacy.

The intrigue, whose social foundations are laid and organized in the segment where the Sixth
Scene is transferred to the Fourth Meclis, turns into action with the transition from the Seventh Scene
to the Fifth Meclis. In this new link of the dramatic structure, although the act of seizing the key at
the center of the intrigue constitutes the main spine, the staging of the action and the psychological
manipulation strategies of the characters are reshaped according to local traditions.

The most original omissions in this transition process are observed in the Western-centric
historical and political references contained within the source text. Angelo mentions that the key
around his neck was specially crafted by the famous Renaissance sculptor Benvenuto Cellini (Hugo,
1835, p. 35). This reference is excised from the text, and the object is glossed over with a general
statement: "how artfully it is made" (Ebiizziya Tevfik, 1874, p. 40). Similarly, in the source text,
after taking the key, La Tisbe mentions that Monsieur de Montluc, the French ambassador to Venice,
possesses a similar key, making a political allusion through the Huguenots, the French Protestants of
the era (Hugo, 1835, p. 37). This French-Venetian political context, which holds no cultural
equivalence for the Ottoman reader/spectator, is completely omitted from the target text.
Furthermore, the detail of "Virgilio Tasca waiting in the gallery" (Hugo, 1835, p. 37), used to usher
Angelo out at the end of the scene, is also discarded, accelerating the scene’s conclusion.

During the rewriting process, additions and alterations based on cultural norms are also made
to the characters’ manipulation strategies. La Tisbe asks for the object around Angelo’s neck,
mistaking it for a jewel; when she learns it is a key, she rejects Angelo, saying, "Since it is a key, |
do not want it," thereby triggering the man’s insistence (Hugo, 1835, p. 36). Habibe executes this
strategy with an attitude of coquetry and feigned reluctance (naz ve istigna) peculiar to Eastern
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culture. Forms of address such as "your servant" (kulunuz) and "my master" (efendim) are added to
the text. The most striking addition made to increase the scene’s plausibility is the critique Habibe
directs at the object. Since displaying a key on a gold chain around the neck was an anomaly in
Ottoman attire, Habibe asks, "If it were not something necessary... Would you drown yourself in
such gems and hang it around your neck with gold chains?" (Ebiizziya Tevfik, 1874, p. 39). This
addition demonstrates that Ebiizziya Tevfik did not merely translate the text, but also endeavored to
align it with the aesthetic expectations of the East.

The rewriting process in the target text is not limited solely to converting the source text’s
scenes to local aesthetics or consolidating fragmented structures. Ebiizziya Tevfik’s intervention also
encompasses the purging of elements that either clash with the social norms of the target culture or
decelerate the flow. In this process, where Venice’s complex intrigue elements and Western nobility
codes are localized, the area where the translator’s ideological and aesthetic filter emerges most
distinctly is the excision of structural blocks that are too foreign to be transplanted into the target
culture. Indeed, this omission strategy is necessary to preserve the play’s integrity.

In rewriting practices, the strategy of total omission is not merely an act of text abbreviation
or scene skipping. It constitutes passing the cultural and semantic incompatibilities in the source text
through a structural filter in accordance with the acceptances of the target culture. The removal of
the fifth and eighth scenes located in the First Day act of Angelo, Tyran de Padoue from Habibe
Yahut Semahat-1 Ask is a consequence of the semantic clash between the morbid fatalism and
espionage mechanisms inherent in Western romanticism and the Eastern imagination. The absence
of these scenes represents a conscious aesthetic construction aimed at the mentality of the local
reader, rather than a deficiency in the text. These omissions shape the structure, character
psychologies, and cultural values of the target text.

In the Fifth Scene, a brief but intense dialogue occurs between La Tisbe and Rodolfo. While
Tisbe expresses her passionate love for Rodolfo in this scene, Rodolfo states that his lineage is cursed
and that they drag those who love them to their deaths. Tisbe, in turn, says she would gladly accept
death at his hands (Hugo, 1835, p. 25). The fundamental rationale behind omitting this scene stems
from the fact that this excessively fatalistic and morbid conception of love, specific to Western
romanticism, does not perfectly align with the traditional lover-beloved (&sik-masuk) dynamics in
the minds of the local reader/spectator. Ebiizziya Tevfik already conveys Behram’s coldness and the
pain born of Habibe’s unrequited love sufficiently through Necmeddin’s criticisms and long
monologues in the preceding meclis scenes. Consequently, this scene, which bogs the text down with
lyrical melancholy, is removed; the plot of the First Act is accelerated, focusing on the main contours
of the intrigue.

The Eighth Scene forms the finale of the First Day act. In this scene, La Tisbe shows
Homodei the key she extracted from Angelo; Homodei, in turn, details a plan, instructing her to hide
in the gallery overlooking the Molino Bridge at two o’clock past midnight, explaining that the key
in her hand will successively open three separate doors. Moreover, Tisbe gives the spy a purse full
of gold in return for this service (Hugo, 1835, pp. 33-34). The reasons for omitting this scene in
Habibe Yahut Semahat-1 Ask are evident. Numan, the counterpart to Homodei in the target text, is
not a state spy, but an abdal of dervish disposition who conducts his affairs imperceptibly. Numan
articulating the intrigue into an hour-by-hour, door-by-door planned burglary contradicts his cultural
attributes and mystique. Instead of the haggling of a hired spy, the preference is for the abdal-
disguised Numan to disappear by saying, "let me gather five or ten more coppers" (Ebiizziya Tevfik,
1874, p. 38), and the scene is excised from the text.

The omission of the Eighth Scene creates a massive structural impact on the transition to the
Second Act (Ikinci Fasil). In the source text, at the end of the First Day, the audience knows step-by-
step that Tisbe will conduct a raid at two in the morning by passing through three doors; this situation
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generates tension in the second act around the axis of "Will the lovers be caught?" However, by
removing this scene in Habibe Yahut Semahat-1 Ask, exactly what Habibe will do after obtaining the
diamond/key and how she will infiltrate the palace is left as a secret. This omission presents Habibe’s
sudden appearance in Sel¢uka’s bedroom toward the end of the Second Act not as the progression of
a pre-planned scheme, but as a deceived woman imposing her will on the stage through a
psychological explosion. Thus, the tension in the transition between the two acts is shifted from an
espionage operation and transformed into an emotional and moral conflict full of surprises for the
characters.

The theoretical framework developed by Lefevere on rewriting, patronage, and ideological
steering reveals the interventions identified in this section and the transformation between the two
texts as a radical negotiation between power and text. The perspective offered by this framework
also explains how both texts stage the mechanisms of power described by Lefevere within their own
plots.

Examining the scene structure of Angelo, Tyran de Padoue, the omnipresent eye of Venice’s
Council of Ten and the surveillance mechanism that normalizes state oppression are compatible with
Lefevere’s undifferentiated patronage model. In this model, the ideological, economic, and status
components of patronage are entirely concentrated within a single locus of power. The stability of
the social order and the safeguarding of the patron’s authoritarian myths become the precondition for
all forms of literary and individual production (Lefevere, 1992a, p. 17). The character of Angelo is
the on-stage representative of this system. He is the voice and enforcement tool of a structure that
dictates its own ideology and poetics as a strict prerequisite. Indeed, when exemplifying this model,
Lefevere points to the Ottoman Empire. The elitist understanding of production shaped around the
Istanbul palace, and the marginalization of any literature falling outside this understanding as
plebeian (avam), is one of the historical cases he uses to illustrate the operation of undifferentiated
patronage (Lefevere, 1992a, pp. 17-18). Therefore, as Ebiizziya Tevfik transfers the tyrant created
by Hugo into the patronage system he himself lives in, he exposes a universal mold of the
phenomenon of power.

In Lefevere’s patronage model, the economic and status components, which operate
intertwined with the ideological component, constitute a second determining axis in Ebiizziya
Tevfik’s choices alongside ideology. According to Lefevere, the economic component of patronage
regulates the literary producer’s ability to sustain their material existence and serves as a powerful
sanction in aligning the production with the patronage’s expectations (Lefevere, 1992a, p. 16). The
Rhodes exile, during which Ebiizziya Tevfik penned Habibe Yahut Semahat-1 Agk, is precisely a
period when such an economic vice grip was experienced. Deprived of a steady income, his printing
house, and his newspaper—which had provided his livelihood—the author fell into severe financial
distress during the initial phase of his exile. He tried to survive on the limited money in his pocket
and the fifty gold pieces he borrowed from a tax collector by leveraging his wife’s foundation income
as collateral (Ebiizziya Tevfik, 2019, p. 387). Devoid of a regular income source, that Ebiizziya
Tevfik operated his pen as a means of subsistence during this period is evident from his publication
of a monthly pamphlet titled Muharrir by sending articles from Rhodes via Semseddin Sami, to
whom he had entrusted his printing press (Ebiizziya Tevfik, 2019, p. 575). This picture suggests that
the scene compressions and monologue omissions observed throughout the textual transformation
are also nourished by the commercial reality of the stage where the work would be performed.
Pruning Hugo’s lengthy lyrical tirades, consolidating fragmented scenes into a single meclis, and
accelerating the tempo produce a play that ideologically conforms to the target culture’s action-
oriented expectations, while economically sustaining the audience’s interest. These two rationales
are not mutually exclusive; in an undifferentiated patronage system, as Lefevere emphasizes, the
ideological and economic components reinforce each other under the umbrella of the same power
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center. Regarding the status component, Ebiizziya Tevfik’s position carries a unique tension.
Lefevere defines the social standing and prestige afforded to the producer upon acceptance into the
patronage system as the status component (Lefevere, 1992a, p. 16). For Ebiizziya Tevfik, positioned
as a dissident intellectual with a Young Ottoman identity, this work provides an indirect sphere of
expression where direct criticism is impossible—allowing him both to earn a living and to preserve
his dissident intellectual identity. Thus, the text can be read as a comprehensive act of rewriting
where all three components of patronage simultaneously leave their mark.

The most apparent manifestation of this mold in the literary transformation process appears
in the political neutralization of the state critique. Lefevere emphasizes that translators within the
literary system, rather than suppressing works that contradict the era’s dominant ideology, much
more frequently transform them until they meet the standards the target culture finds acceptable
(Lefevere, 1992a, p. 14). In this process, ideology determines the principles of practice (Lefevere,
1992a, p. 41). Angelo’s institutional state oppression—the colossal apparatus of coercion harboring
an ear in every wall and an executioner in every shadow, operating under the absolute surveillance
of the Council of Ten—is passed through this exact neutralization mechanism by being reduced to
the individual assassination threat of the Hashashin order. When compared with the Karl Gutzkow
case (Lefevere, 1992a, p. 151), which Lefevere presents as the most striking example of this
mechanism, Ebiizziya Tevfik’s strategy acquires a more sophisticated dimension. By merely adding
a subtitle, Gutzkow turns Biichner’s revolutionary cries into an ordinary horror drama. Ebiizziya, on
the other hand, excises the state’s institutional apparatus of coercion from the text and redirects the
critique towards an ambiguous, historical intrigue peculiar to a specific order. Either way, the same
result is achieved. That which is subversive and systematic transforms into something harmless and
localized.

However, reading the reduction of state critique to the Hashashin theme merely as
neutralization remains incomplete when Ebiizziya Tevfik’s political identity is considered. Lefevere
also emphasizes that during the rewriting process, elements conflicting with the dominant discourse
are not only softened and neutralized but are sometimes radicalized to serve a specific counter-
ideology (Lefevere, 1992a, p. 41). Viewed in the light of this concept, the Hashashin image carries a
dual function. On one hand, by turning Venice’s institutional state terror into a vague sectarian threat,
it prevents a direct clash with the existing power; on the other hand, it can be read in the mental world
of the Young Ottoman opposition as a symbol of despotism’s dark apparatus operating through
secret, insidious, and diabolical methods. The fact that Ebiizziya Tevfik personally authored a
biography on Hasan Sabbah, describing the Hashashins in this work as an order laden with
malevolence, suggests that this historical reference could carry an implicit allusion to the illegitimate
methods of power for a dissident reader. Therefore, this preference harbors a tension oscillating
between neutralization and radicalization, one that cannot be reduced to a single direction. The text’s
superficially submissive appearance and its implicitly dissident subtext co-exist under the pressure
created by the undifferentiated patronage system. This dual-layered nature demonstrates that self-
censorship can be not only a silencing but also an implicit mode of speech.

This transformation manifests not only in the large-scale political choices but also in the
lower levels of the text. The removal of the poison and sleeping potion motifs from the introduction,
the omission of the complex detective network for which Tisbe promises ten thousand gold pieces,
and the conversion of the state agent Homodei into a dervish-like abdal are reflections of the
ideological filter—which Lefevere defines as the process of converting elements that clash with the
dominant discourse or are too foreign and transgressive for the target culture into a harmless and
familiar form (Lefevere, 1992a, pp. 62-66). While Venice’s gothic and institutional logic of intrigue
is a form of violence that finds no equivalent in the Ottoman reader’s conceptual grid, the Hashashin
motif is a historically and culturally familiar image. This choice aligns with Lefevere’s view
emphasizing that individuals are socialized through conceptual and textual grids during the
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acculturation process (Bassnett & Lefevere, 1998, p. 7), and that translation is the fundamental
mechanism transferring these grids from one culture to another.

On the other hand, the traces of ideological pressure reflected onto the text can be seen in the
content of both works. In Angelo, the secrets the characters hide from each other and the fatal
consequences of these secrets coming to light illustrate that censorship infiltrates not only the written
text but also the private lives of individuals. In Habibe, however, the characters convey their pasts
and the cruelty they have experienced through euphemistic or indirect expressions. This attitude
coincides with the strategy Lefevere terms "evasive tactics": expressing what is dangerous to say by
obfuscating or redirecting it (Lefevere, 1992a, p. 101). The restricted and insecure communication
established under an authoritarian system in both texts is the on-stage reflection of the theoretical
framework where Lefevere explains how the author’s room for maneuver narrows and how the
individual internalizes their own self-censorship (Lefevere, 1992a, pp. 17-18). Consequently, the
transformation Ebiizziya Tevfik applies in the First Act (Birinci Fasil) is an act of rewriting that
simultaneously points to both the external patronage pressure and the mechanisms of power staged
within the inner worlds of both texts. Lefevere’s theoretical framework demonstrates that this action
is not coincidental, but imperative.

The Privacy of Space and Symbolic Transformation: From the Venetian Palace to the
Eastern Harem

The transformation between the Second Day and the Second Act (Fasil) begins not only in
the number of scenes but within the space itself. While the closed corridors of the Venetian palace,
which harbor a peephole on every wall, transform into an interior space woven with the harem’s
understanding of privacy, every object, symbol, and sound residing within this space is
simultaneously reshaped.

While the second act of Angelo, Tyran de Padoue, titled the Second Day, consists of six
scenes, the corresponding Second Act (Fasil) of Habibe Yahut Semahat-1 Agk spans eight scenes
(meclis). This numerical expansion does not alter the sequence of the conflict phases; it solely stems
from dividing two scenes of the source text into two meclis scenes each, according to the characters’
entrances and exits and the objective of emphasizing the peril of the space. The opening scene of the
source act, which unites the servants’ commiseration and the spy’s interrogation on a single plane, is
divided into the First and Second Meclis; the Third Scene, featuring the noblewoman and her servant,
is split into the Fourth and Fifth Meclis. The remaining scenes maintain their exact sequence in the
target text: the Second Scene, where the spy smuggles the lover into the room, is transferred to the
Third Meclis; the Fourth Scene, dealing with the lovers’ risk of being caught, to the Sixth Meclis;
the Fifth Scene, containing the confrontation between the mistress and the noblewoman, to the
Seventh Meclis; and the Sixth Scene, closing with the husband’s raid, to the Eighth Meclis. Thus,
the six-scene arrangement increases to eight meclis scenes, but the stages of the dramatic knot remain
identical.

As the first step of this structural expansion and cultural transformation, the first scene in the
Second Day of Angelo, Tyran de Padoue is split into the First and Second Meclis of the Second Act
in Habibe Yahut Semahat-1 Ask. While the conversation between the servants Dafne and Reginella
and Homodei’s emergence from the secret compartment to interrogate the servant Reginella are
presented uninterruptedly in a single scene in the source text (Hugo, 1835, pp. 37-41), Ebiizziya
Tevfik constructs these sections as two separate meclis scenes to decelerate the flow of events and
highlight the uncanniness of the space. Significant omissions and additions are made during this
transfer to the First Meclis: events such as a spy in the Venetian palace falling in love with the
noblewoman and the servant Palinuro being poisoned for exposing him are excised from the text
(Hugo, 1835, p. 38). Instead, the noblewoman’s position is reinforced with a historical and political
background; Catarina’s nobility is replaced by Selcuka, depicted as the daughter of a powerful sultan
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who makes Anatolia tremble, repels infidel armies attacking Islamic forces, and bestows countries
upon his son-in-law (Ebiizziya Tevfik, 1874, pp. 41-42).

Moving to the Second Meclis, the spy’s confrontation with Nahid and differences that
strengthen the subtext stand out. Homodei proves his identity with the letters "C.D.X." of the Council
of Ten (Hugo, 1835, p. 38). Numan, conversely, displays the word "Fedai" (Devotee/Assassin) on
his chest, indicating his affiliation with the Hashashin order (Ebiizziya Tevfik, 1874, p. 45).
Throughout the interrogation, spatial elements are also transported to Eastern culture: while the secret
compartment from which the spy emerges is originally a cabinet (Hugo, 1835, p. 38), it is transformed
into a mother-of-pearl inlaid cupboard in the reworked text (Ebiizziya Tevfik, 1874, p. 44). Similarly,
the oratory where Catarina worships (Hugo, 1835, p. 39) is replaced by Selcuka’s book room
(Ebiizziya Tevfik, 1874, p. 46). In geographical terms, the eighty-foot-deep Brenta River flowing
beneath the window in the source text (Hugo, 1835, p. 39) turns into the five-hundred-cubit-deep
Shatt River (Ebiizziya Tevfik, 1874, p. 46). At the scene’s conclusion, the invisible web of
psychological pressure—harboring a lethal threat established by Homodei on behalf of the Venetian
state—is matched in the plot by Numan’s threat to stab the servant should his orders be defied
(Ebiizziya Tevfik, 1874, p. 46). Thus, while preserving the plot of the source text, Ebiizziya Tevfik
replaces Western-specific historical, architectural, and political norms with the realities of the East,
reconstructing the text upon his own cultural foundation.

This cultural transformation deepens in the subsequent phase as the tension escalates. Indeed,
as the Second Scene of the Second Day is transferred to the Third Meclis of the Second Act,
interventions that align the text with Eastern culture come into play. These interventions are
particularly concentrated in details regarding space, time, architectural elements, and palace life.
First, the time and location of the past event, which the spy cites as his reason for helping the
enamored man, are altered. While Homodei states he is aiding Rodolfo because the latter saved him
from an assassination in the San-Prodocimo square at night eight days ago, Numan shifts the same
event to a bridge crossing twenty days prior, contextualizing both the location and the time frame
(Ebiizziya Tevfik, 1874, p. 50).

Second, environmental threats emphasizing the eerie nature of the noblewoman’s room and
the impossibility of escape are carried into the target culture. The aforementioned window-river motif
is reiterated in this scene; the description of the depth and the river that makes Homodei’s escape
impossible is reconstructed through Numan’s words using the cubit (arsin) measurement. While the
guards behind the door are not mentioned in this scene of the source text, the Turkish text adds the
description of "forty to fifty men with weapons at their waists and halberds in their hands" (Ebiizziya
Tevfik, 1874, p. 48) to convey the magnitude of the danger. The architectural space used to hide the
man during the moment of peril is also altered. Whereas a spacious balcony is suggested for Rodolfo
to hide and surveil the room (Hugo, 1835, p. 45), the hiding place for Behram in the textual
transformation is reduced to a one-cubit window sill, a design more suited to the privacy of a harem
(Ebiizziya Tevfik, 1874, p. 50).

This rewriting process is not limited merely to substituting architectural and physical
elements; to strengthen the sociological context, it is also supported by omissions that reduce the
text’s density, its romantic descriptions, and the characters’ psychological outbursts. In the Third
Meclis, corresponding to the Second Scene, the poetic and mysterious descriptions the spy uses to
describe the noblewoman’s room are first excised from the text. Homodei depicts the room as a
terrifying place "filled with flowers, perfumes, and perhaps love," and reveals the ruler’s wife’s name
as Catarina Bragadini (Hugo, 1835, pp. 43-44). These romantic descriptions are absent in Numan’s
expressions; the room is described solely by the armed guards behind it and the depth of the river.
The noblewoman’s identity is given through Behram’s realization: "That means... Ayse is Nureddin’s
harem" (Ebiizziya Tevfik, 1874, p. 48).
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The most striking omission in the transfer process stands out in the way the enamored man
expresses his gratitude to the spy. Faced with the spy—whose life he saved—bringing him to the
woman he loves, Rodolfo delivers a long, passionate, and exaggerated tirade, declaring the spy his
eternal friend. He states he cannot live without him and would commit suicide, and at the end of the
scene, he cries out that he places his life and fortune at his command (Hugo, 1835, pp. 44-45). In the
localized scene, this speech of gratitude is completely omitted, glossed over with Behram’s brief and
simple reaction: "How fortunate I am!" (Ebiizziya Tevfik, 1874, p. 51). At the scene’s conclusion,
the inner monologue reinforcing the spy character’s villainous image is also removed. After Rodolfo
hides, Homodei drops the secret letter and exits, saying to himself, "She is no longer yours, mon
seigneur" (Hugo, 1835, p. 45); Numan, without uttering a word, silently tosses the letter onto the bed
and leaves (Ebiizziya Tevfik, 1874, p. 51).

This action-foregrounded structure is reinforced in the later stages of the act by a new
structural division shaped around the characters’ physical presence on stage. The third scene of the
Second Day act in the source text is divided to correspond to the Fourth and Fifth Meclis in the
Second Act of Habibe Yahut Semahat-1 Ask. While the Third Scene in the source text presents
Catarina’s commiseration with her servant Dafne about her imprisoned life in her room, and
subsequently her isolation once Dafne leaves, in an uninterrupted flow, this section is split into two
distinct parts in the target text through a structural intervention. The segment where Selguka and her
servant Bican discuss their captivity and desperation in the palace is arranged as the Fourth Meclis.
The lengthy monologue section where Selcuka, left alone after Bican’s exit, rebels against her fate
and reminisces about her former happy days is transformed into an independent section, forming the
Fifth Meclis. Thus, Ebiizziya Tevfik converts the single-scene structure of the source work into two
separate meclis scenes to emphasize stage movement and the character’s solitude.

During this structural fragmentation, notable additions are incorporated into the dramatic
action. Ebiizziya Tevfik introduces political rescue plans into the narrative that are absent from the
source text. The brother arriving from Mosul and the letter of complaint to be sent to the father in
Konya endow the text with the dimension of a dynastic conflict (Ebiizziya Tevfik, 1874, p. 53).
Conversely, the long romantic descriptions where Catarina tells her servant about her seven-year
love for Rodolfo and how her soul was created in his image are excised (Hugo, 1835, p. 47). Instead,
the anger the noblewoman harbors for her cruel husband and the despair born of captivity are
abbreviated and brought to the forefront.

The solitude and monologue section, beginning with the servant’s departure from the room,
is combined with the musical performance—which spills over into the next scene of the source
work—to form the body of the Fifth Meclis. Ebiizziya Tevfik transforms Catarina’s feeling of
loneliness before the window into a rich realm of imagery where Selguka, as a sultan’s daughter,
compares herself to free peasant girls, depicting her former happy days with "angels with wings of
light" and her current imprisoned life with elements of local culture such as "demons of hell"
(zebaniler) and "ghouls" (gulyabaniler) (Eblizziya Tevfik, 1874, p. 57). At the end of the scene, the
musical element heralding the lover’s arrival is also transformed. The guitar Catarina plays (Hugo,
1835, p. 49) yields to a local and traditional string instrument, the tambur (Ebiizziya Tevfik, 1874, p.
57). The Western-style free lyrical piece recited in Angelo, Tyran de Padoue is replaced by a song
bearing Classical Turkish literature motifs and a theme of sorrow, beginning with "Dest-i cevrinde
zar i nizarim" (I am wretched and weeping in the hands of your torment). Thus, the Eastern political
hierarchy, its belief-based realm of imagery, and its musical culture are added to the aesthetic layers
of the text, building the main conflict upon a local foundation.

Following the construction of the main conflict, the dimension of danger manifests itself.
The Fourth Scene of the Second Day is transferred to the Sixth Meclis of the Second Act. The
moments where Rodolfo and Catarina express their longing for each other in long, poetic, and
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melancholic tirades (Hugo, 1835, pp. 51-53) are condensed into summarizing dialogues focusing on
the perilous nature of the events (Ebiizziya Tevfik, 1874, pp. 59-60). The adjustments during this
transfer process are noticeable in the source of the danger and spatial elements. The letter left on the
bed heralding the trap in the source text mentions "a vengeful spy" (Hugo, 1835, p. 54). This enemy
becomes "a Hashashin," and an explanatory addition is made to the text stating that Selguka had
rejected this man’s love and banished him in the past (Ebiizziya Tevfik, 1874, pp. 60-61). The
reactions of the male characters to the approaching footsteps are also culturally localized. Rodolfo’s
sole reaction is panic and seeking an escape (Hugo, 1835, p. 56); in contrast, Behram reaches for his
broadsword (pala) and suggests fighting the intruders. Thus, the Eastern motif of martial heroism is
brought to the stage (Ebtlizziya Tevfik, 1874, p. 62). The space where the man hides during the
moment of danger is also rearranged in accordance with the previously noted oratory-book room
substitution: Rodolfo’s taking refuge in the Christian prayer corner is changed to Behram hiding in
the book room (Hugo, 1835, p. 56; Ebiizziya Tevfik, 1874, p. 63).

In the next phase where the conflict reaches its peak, the Fifth Scene of the Second Day is
moved to the Seventh Meclis of the Second Act. In this scene, where the mistress enters the room,
finds the noblewoman alone in bed, and interrogates her, La Tisbe’s long criticisms of hypocrisy—
delivered through her identity as an actress (Hugo, 1835, pp. 59-61)—are shortened in Habibe’s case
to briefer dialogues referring to herself as a "gypsy" and "wanton," while touching upon the moral
contradictions of noblewomen under the guise of chastity (Ebiizziya Tevfik, 1874, p. 65). While La
Tisbe, unaware of the identity of the man hidden in the room, constantly asks, "What is this man’s
name?" (Hugo, 1835, p. 61), the dimension and mystery of the conflict are revealed early on with
Habibe’s addition: "So you are the beloved of my lover Behram" (Ebiizziya Tevfik, 1874, p. 64).
Local equivalents are also preferred for the physical evidence betraying the infidelity: the cape and
cloak on the floor (Hugo, 1835, p. 63) are matched with a "greatcoat" (kaput) suitable for the stage
setting. When conveying the noblewoman’s pleas, Catarina’s long entreaties and defenses directed
at La Tisbe, who calls for her husband, are reduced to Selguka’s brief request for protection (Ebiizziya
Tevfik, 1874, pp. 65-66). The "crucifix" symbolizing her mother’s salvation (Hugo, 1835, pp. 65-
66) is substituted with an "amulet" (muska) that Selguka takes from the wall, believing it saved her
life; the scene’s finale is built upon this local symbol (Ebiizziya Tevfik, 1874, p. 67).

In the closing section following this belief-centric rupture, the action plot is reshaped with
historical and military motifs. Indeed, as the Sixth Scene of the Second Day is transferred to the
Eighth Meclis of the Second Act, the assassination lie fabricated by the mistress and the material
elements on stage diverge on certain points. While La Tisbe tells Angelo that an unidentified person
will assassinate him during his morning walk (Hugo, 1835, p. 58), Habibe attributes the assassination
plot against Nureddin to the Hashashins through a historical allusion (Ebiizziya Tevfik, 1874, p. 68).
The garment betraying the infidelity and belonging to the man is referred to as a cape, cloak, and hat
in the source (Hugo, 1835, p. 59), whereas in Habibe Yahut Semahat-1 Ask, it is replaced by a
greatcoat and a kefiye (headdress) suitable for Eastern clothing culture. The palanquin La Tisbe says
is waiting below for her to leave the palace (Hugo, 1835, p. 60) is substituted with an animal she
rode in on, waiting at the palace’s garden gate (Ebiizziya Tevfik, 1874, p. 69).

Parallel to these cultural transformations, summarizing condensations and omissions that
accelerate the plot are also executed in the text. When asked how she entered the palace, La Tisbe
responds by detailing the special key given to her by the podesta and the secret door under the Molino
Bridge (Hugo, 1835, p. 59); Habibe, in a fluster, cuts the matter short by claiming she does not know
how she entered, and the key detail is completely omitted from this meclis. Dialogues where Angelo
constantly complains about falling into traps are also excluded. Additions to the scene’s plot are seen
in the instantaneous reactions reflecting the characters’ inner worlds. While Catarina maintains her
silence in the face of events and characterizes the situation as a dream at the end of the scene (Hugo,
1835, p. 61), Selguka, upon hearing Habibe’s assassination lie, makes an addition expressing her
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astonishment: "Oh my God. The matter has changed..." (Ebiizziya Tevfik, 1874, p. 68). Finally,
whereas the husband figure’s preparation before accompanying his mistress consists merely of
passing through his room to fetch his sword (Hugo, 1835, p. 60), Nureddin’s rushing inside to "strap
on his weapons" in the face of danger introduces a state of military vigilance to the text (Ebiizziya
Tevfik, 1874, p. 69). Thus, while transferring the nuances of the dramatic structure into Hashashin
intrigues and local elements, Ebiizziya Tevfik excises tension-prolonging explanations, crafting a
fluid scene that brings the action to the forefront.

Ebiizziya Tevfik reconstructs the Second Day act of Angelo, Tyran de Padoue upon the
cultural, political, and sociological foundation of the East. Changes such as arranging the space
according to palace privacy, reducing long and melancholic tirades to action-oriented short
dialogues, replacing Christian symbols with Islamic and civil equivalents, and basing the political
conflict on Hashashin intrigues are evident. Yet, these decisions share a common logic and a
systematic direction. To make this logic visible—that is, to explain the ideological and poetic
necessities from which the findings on stage emerge—the transformations in the Second Act must
be read in the light of Lefevere’s concepts of rewriting, patronage, and the cultural grid.

Indeed, in the First Act, ideological neutralization was seen operating primarily on a political
scale. The Second Act provides a more layered example of this mechanism. It reveals that ideology
also reshapes space, the gothic atmosphere, and female identity. The conceptual grid function defined
in the theoretical framework expands in the Second Act to structure the characters’” world of meaning
as well.

The secret corridors of the palace in Angelo, Tyran de Padoue, the surveillance network
embedded in every wall, and the window of Catarina’s room facing an impassable abyss constitute
the translation into architectural language of the institutional control mechanism Lefevere describes
in his undifferentiated patronage model. Angelo characterizing himself as a prisoner of Venice is
illuminating in this regard. In systems where the ideological, economic, and status components of
patronage are concentrated in a single locus of power, individuals remain trapped between
legitimizing the authority and sustaining their own lives (Lefevere, 1992a, pp. 17-18). The palace in
Habibe Yéahut Seméahat-1 Ask is observed to be constructed with the same logic. That even walls have
ears and secret passages exist behind every room are the spatial equivalents of the authoritarian myths
created to preserve the stability of the social system in Lefevere’s terms. In both texts, characters are
forced to develop tactics to survive under this strict surveillance (Lefevere, 1992a, p. 101). Homodei
disguises himself as a foolish guitarist, Numan takes on the role of an abdal, and Ayniiddin bears the
name Behram. The transformation practice, which Lefevere defines as conforming foreign motifs to
the target culture’s cultural grids during the translation process (Lefevere, 1992a, pp. 89-91), is
reflected here in the characters’ identity strategies. The most perilous element is put into a familiar
and harmless disguise. The logic of ideological neutralization thus continues to operate within the
inner worlds of the texts.

Regarding the relationship between the translator and the text, the object and space
transformations in the Second Act represent the application of Lefevere’s cultural grid concept on a
stage scale. When symbols belonging to the source text’s discursive universe clash with the target
culture’s conceptual grid, they become unintelligible or unacceptable. To resolve this discrepancy,
translators recode these elements by adapting them to the cultural grids that meet the target culture’s
expectations (Lefevere, 1992b, pp. 86-87). Substituting the oratory with a book room, the cabinet
with a mother-of-pearl inlaid cupboard, the Council of Ten badge with the inscription "Fedai," and
the crucifix with an amulet are interconnected links of this mechanism. Compared to the pattern
Lefevere identifies in Homer translators (Lefevere, 1992a, pp. 93-97), Ebiizziya Tevfik’s logic is
identical. Objects that find no equivalent in the target culture’s ideological and poetic grid are either
removed, softened, or substituted with a local counterpart.
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This recoding function of the cultural grid makes itself visible on a plane that permeates the
entire text. Elements belonging to the gothic aesthetic dictating Victor Hugo’s play structure—such
as the execution block, the axe, the candlelit saint’s shrine, and the catacombs—are purged from the
text. However, this act of omission does not result in the total elimination of the regime of fear and
uncanniness constructed by the gothic. On the contrary, this regime is restructured through the East’s
specific repertoire of imagery. The assassin suddenly appearing from within the mother-of-pearl
inlaid cupboard, the dagger thrust into the pillow with its attached threatening note, the hidden
tunnels concealed behind palace walls, the secret rendezvous occurring at midnight in the shadows
of fortress bastions, and the insidious presence of the Hashashins capable of materializing anywhere
at any time reproduce the atmosphere of terror generated by Western gothic upon a foundation suited
to the historical and fictional reality of the target culture.

Therefore, here the gothic is not eradicated as an aesthetic category; it merely undergoes a
metamorphosis. What is eliminated is the gothic’s content specific to Christian-Western culture; what
is preserved and recoded is its function built upon uncanniness, latent threat, and the proximity of
death. This situation validates Lefevere’s proposition regarding the cultural grid concept. What
clashes with the target culture’s grid, what is excised or substituted, is the cultural shell of the motifs.
This resulting Eastern-specific atmosphere of uncanniness—as a sort of local gothic nourished by
Hashashin legends and palace intrigues—re-establishes the source text’s tension within the meaning
world of the target culture.

The same hierarchy restructures the dramatic form as well. The ideology-poetics hierarchy
touched upon in the theoretical framework—much like Rudolf Franz reducing 32 scenes to 15 in his
reworking of Biichner and forcing Danton’s philosophical character language into a Schiller-esque
tragic hero mold (Lefevere, 1992a, pp. 155-158)—also manifests in Ebiizziya Tevfik’s choices. The
long melancholic tirades inherent to Hugo’s romantic drama belong to a poetics that clashes with the
Ottoman reader’s ideological grid. The fundamental elements of this grid are action, moral clarity,
and a didactic tempo. Consequently, these tirades turn into Selguka’s brief and striking dialogues;
the guitar turns into a tambur, and the Western lyrical piece into the song "Dest-i cevrinde zar i
nizarim". The truncation and condensation of form is an inevitable outcome of the ideology-poetics
hierarchy.

Delving into the deepest layer of this hierarchy—namely, the determinative role of gender
ideology on rewriting—it is observed that the two texts engage in a much more complex relationship.
According to Lefevere, the dominant ideology tends to reshape independent female types, those
positioned as political subjects or who resist patriarchal norms, through censorship or character
transformation (Lefevere, 1992a, pp. 143-144). The room where Catarina is imprisoned in Angelo is
the on-stage emblem of this mechanism. In this space, which turns into the physical boundary of
patriarchal and political oppression, Catarina is confined to an ideological definition of womanhood
under the suspicion of committing a grave sin, while La Tisbe transforms into a figure that
instrumentalizes this conceptual grid to punish her. The character Habibe, however, reverses this
relationship; she manipulates the dominant ideology’s stereotypes, such as concubinage and
passivity, for her own benefit. Her communication with Numan in the guise of an abdal and her effort
to protect Behram represent a version of the neutralization mechanism—created by ideological
oppression—turned to the character’s own advantage. On the plane of literary transformation,
Catarina’s passive profile in the face of death turns into Selguka’s reconstructed identity based on
chastity and faith. Just as Laurence Housman’s exaltation of heroines for his own ideological cause
in his translation of Lysistrata (Lefevere, 1992a, p. 53) is a conscious rewriting choice, Ebiizziya
Tevfik equipping Selguka with the female identity expected by the Young Ottoman worldview is an
equally ideological choice.
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Throughout the Second Act, Ebiizziya Tevfik replaces the Venetian palace’s surveillance
network with the Eastern harem’s understanding of privacy, the crucifix with an amulet, the oratory
with a book room, and the Western lyrical piece with a tambur and song accompaniment. None of
these transformations are coincidental. Each demonstrates that elements contrary to the target
culture’s ideological grid are meticulously pruned and substituted with familiar ones.

From Church to Mosque, From Submission to Rebellion: The Resolution of the
Dramatic Knot in a Local Context

The Third Day and the Third Act (Fasil) represent the phase in both texts where the
protagonists come face to face with death, and the ultimate reckoning of all transformations is
delivered. In this final and most heavily laden section, Ebiizziya Tevfik largely preserves Hugo’s
bipartite structure; however, he reconstructs everything that determines the spirit of the scene from
his own cultural world.

The act titled the Third Day in Angelo, Tyran de Padoue is transferred to its equivalent, the
Third Act, and its continuation, the Addendum to the Third Act (Ugiincii Fasla Zeyl), in Habibe
Yahut Semahat-1 Ask. In the source text, the Third Day is internally divided into three parts;
comprising three, eleven, and three scenes respectively, it encompasses a total of seventeen scenes.
Conversely, Ebiizziya Tevfik preserves this bipartite structure but designates the first part as the nine-
meclis Third Act, and the second part—as a fourth act—as the three-meclis Addendum to the Third
Act. Looking at the scene pairings in the first part, the first scenes, where the character Angelo orders
the clergy to prepare a secret funeral, overlap completely. However, La Tisbe’s lengthy solitary
monologue in the Second Scene of the source work is entirely excised from the target text, and the
target plot transitions directly to the segment where the husband and the mistress discuss the letter
and the poison, transforming the Third Scene into the Second Meclis. The segments where Catarina
is granted a one-hour reprieve to make her decision, where the woman is left alone in terror, where
she secretly receives her lover, and where the lover subsequently leaves the room, maintain their
structural sequence exactly in both texts. These segments correspond to the fourth, fifth, and sixth
scenes in the source text, and the third, fourth, and fifth meclis scenes in Ebiizziya Tevfik’s text; the
seventh scene is not included in the rewriting process. The poison-drinking scenes, which constitute
the climax of the intrigue—the eighth, ninth, and tenth scenes of Angelo, Tyran de Padoue—are
consolidated and restructured according to the characters’ entrances and exits in Habibe Yahut
Semahat-1 Agk, taking the form of the seventh and eighth meclis scenes. At the end of the first part,
the segment where orders are given to the guards to carry the corpse is presented uninterruptedly
within the Eleventh Scene; in the target text, the actions of the husband figure exiting and the mistress
bribing the soldiers are divided and spread across the ninth and tenth meclis scenes. The Second Part,
which forms the finale of the work, consists of three sections in both texts. The first scenes, where
the mistress pays the guards and has horses prepared for escape; the second scenes, where she
remains alone with the sleeping woman and engages in a reckoning of conscience; and finally, the
closing scenes, where the lover arrives and stabs the mistress, the noblewoman awakens, and the
secret is unraveled, are left identical. Thus, Ebiizziya Tevfik transforms Victor Hugo’s bipartite,
fourteen-scene Third Day act into two separate acts comprising twelve meclis scenes through
monologue excisions and rearrangements based on scene entrances and exits, thereby largely
preserving the stage movement within his own cultural and fictional foundation.

While the structural framework is largely maintained, the true transformation manifests
within the scenes, in the processing of cultural details. The opening scenes are particularly
determinant in this regard. Indeed, when comparing the First Scene of the First Part of the Third Day
in the source work with the First Meclis of the Third Act in the target text, the dean and abbot of the
Saint-Antoine de Padoue Church—to whom Angelo gives orders for a secret funeral ceremony
(Hugo, 1835, pp. 81-82)—are transformed into a "hoca" (Islamic cleric) and a "veiled man" figure.
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The church, which is the venue for the funeral ceremony in the source work, and the catacombs
belonging to the Romana family assume the form of the Masjid-i Keyf and a sarcophagus (lahit)
accessed through a door under the bastion. The task of hearing confession, given to the abbot so the
condemned noblewoman can fulfill her final religious obligations, is localized as the veiled man
making her "repent and seek forgiveness" (tovbe ve istigfar ettirme) (Ebiizziya Tevfik, 1874, pp. 70-
71). The majority of the details pertaining to the Christian aristocracy are dropped from the text
during this structural transfer. The long, ostentatious orders Angelo gives regarding draping the
church in black, opening the saint’s shrine, lighting three hundred white candles, distributing silver
and gold coins as alms to six hundred paupers, and hanging the coats of arms of the Malipieri and
Bragadini families (Hugo, 1835, p. 82) are not present in the target text. Instead, Nureddin merely
tells the hoca to prepare his students, condensing the lengthy dialogues in a way that accelerates the
plot (Ebiizziya Tevfik, 1874, p. 71). Toward the end of the scene, a minor addition is made. While
Angelo in the source text only orders the priest to prepare the woman inside for death (Hugo, 1835,
p. 83), Nureddin instructs the veiled man to prepare the victim for her journey to the afterlife without
paying heed to her revulsion or delirium, thereby making an addition to the text regarding the
psychological crisis the woman will experience and the magnitude of the tyranny (Ebiizziya Tevfik,
1874, p. 71). Thus, while excising the West’s ostentatious and detailed church rituals, the translator
transposes the scene onto his own cultural foundation using Islamic death rituals and local
nomenclatures.

During this cultural transformation process in the initial scenes, it is observed that some
scenes are excised or integrated to increase the tempo. For example, the Second Scene of the source
work is completely left out of the rewriting process. Similarly, the relatively short seventh scene,
where Catarina is left alone and hears the sound of the door, is not turned into an independent meclis;
the plot connects directly to the moment of confrontation.

Following this strategy of excision and compression in scene transitions, the action continues
with the transfer of the Third Scene of the First Part in the Third Day to the Second Meclis in the
Third Act. The discovery of the spy who uncovered the betrayal, found dying by two night watchmen
near the Altina Bridge in Venice (Hugo, 1835, pp. 85-86), finds its equivalent as the incident being
witnessed coincidentally by soldiers patrolling along the river (Ebiizziya Tevfik, 1874, p. 73). The
Western names of the lovers that the watchmen cannot keep in their memories, Roderigo and
Pandolfo (Hugo, 1835, p. 86), are transformed into the names Neriman, Kahraman, and Bahadir
(Ebiizziya Tevfik, 1874, p. 74). The husband figure’s plan to murder the noblewoman also changes
according to spatial and cultural codes. While Angelo plans to execute his wife by having her
beheaded in her own room (Hugo, 1835, p. 88), Nureddin chooses to kill her with a dagger (Ebiizziya
Tevfik, 1874, p. 75). The political justification presented by the mistress for the execution needing
to be secret is also reworked; while Venetian rules and the danger posed by the Bragadini family are
prominent in the source text (Hugo, 1835, p. 90), in the target text, this political authority becomes
the central power of Konya, representing the strength of the noblewoman’s father (Ebiizziya Tevfik,
1874, p. 76). One of the most striking adjustments is seen in the origin of the poison, the murder
weapon. The famous Malaspina poison sent by the abbot of Saint-Marc (Hugo, 1835, p. 90) turns
into a poison Habibe acquired from a Hashashin in Aleppo, thereby linking the event to the local web
of intrigue. During the transition, Angelo’s long historical tirades regarding the Venetian aristocracy,
his family’s past political murders, and the tradition of vendettas (Hugo, 1835, p. 89) are excised.
Instead, Nureddin’s anger and desire for revenge in the face of betrayal are summarized through
dialogues that accelerate the flow of events. Notable additions that draw the text closer to the Eastern
understanding of valor (mertlik) are also made. Through Nureddin’s voice, Ebiizziya Tevfik adds a
cultural dimension to the text by opposing the idea of using poison, stating, "poison befits cowards"
(namertler). In response, Habibe argues that killing a woman with a sword is the true cowardice,
deepening the conflict with a logical debate. Furthermore, the contents of the intercepted letter are
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read aloud by Habibe, and details not found in the source text—such as the lover stating he sent his
rival "to hell"—are added (Eblizziya Tevfik, 1874, pp. 77-78). Ultimately, by removing the long
aristocratic and institutional speeches specific to the West, the translator reconstructs the text in
accordance with the Eastern perception of heroism, Hashashin legends, and Seljuk political

geography.

Immediately following these dialogues, which shape the husband figure’s revenge plan and
the moral dimension of the murder weapon to be used, the plot moves to the moment of confrontation
with the noblewoman. The Fourth Scene of the First Part of the Third Day is transferred to the Third
Meclis in the Third Act. In the source text, Angelo tells Catarina that if she reveals her lover’s name,
he will confine her to a convent and send her lover to the scaffold (Hugo, 1835, p. 93). Nureddin,
conforming to the world he belongs to, alters the convent punishment to "throwing her in the dungeon
until death," and omits the reference to the execution scaffold (Ebiizziya Tevfik, 1874, p. 80). The
greatest difference in the intertextual transfer lies in the stance the noblewoman adopts in the face of
the death threat from her husband, and the additions made to the dialogues in this section. Stating
she is not ready to die, Catarina desperately begs for her life and pleads for mercy (Hugo, 1835, pp.
92-93). Selcuka, on the other hand, launches into a fierce verbal defense grounded in the concepts of
chastity (1rz) and honor (namus), adding a new cultural dimension to the dialogue. Selguka throws
the fact that her husband sent his mistress into her room back in his face, rebuking him directly by
calling him a scoundrel and dishonorable. Thus, the image of the passive woman is transformed into
a more active local female profile who loudly defends her own dignity and honor (Ebiizziya Tevfik,
1874, pp. 79-80). At the end of both texts, the husband giving the woman a one-hour reprieve to
reveal the secret, and the woman’s desperate attempt to extend this period to a day, are preserved
exactly without structural summarization. Consequently, religious and legal institutions are localized
with their cultural equivalents, and the noblewoman’s submissive attitude is bolstered by a harsh
rebellion based on the local moral understanding.

Following the moment of confrontation and the granting of the reprieve, during the times the
noblewoman is left alone, Ebiizziya Tevfik depicts the character’s psychological reactions according
to his own culture’s moral understanding. As the Fifth Scene of the First Part in the Third Day is
transferred to the Fourth Meclis in the Third Act, this moment of solitude where the noblewoman is
left to die undergoes a radical transformation as fear motifs are excised and the character’s
psychological reactions are kneaded with elements of local belief. When Catarina, unable to find an
escape route between the locked door and the window facing the abyss, heads to her bed to rest, she
is struck with immense terror upon encountering an execution block covered with a black cloth and
an axe behind the bed curtains (Hugo, 1835, pp. 95-96). This exaggerated and gothic horror element
is excised from Habibe Yahut Semahat-1 Ask, and Catarina’s actions of checking the door and
window for escape are shortened, directing the character toward internal reckoning. With the excision
of the execution instruments, a noticeable adjustment stands out in the noblewoman’s attitude toward
death. While Catarina cuts a passive and helpless profile, nearing the point of losing her mind in the
face of impending death (Hugo, 1835, pp. 95-96); Selcuka, upon seeing her bed, initially remembers
the grave and falls into a brief panic, but immediately afterward, drawing strength from her
innocence, turns to moral rebellion and submission to God (tevekkiil). Ebiizziya Tevfik adds
Selguka’s words expressing gratitude to God, certain of her innocence even though she will die
unjustly—"Praise be to God, I will die unjustly" (Elhamdiilillah ben bi-hak olecegim)—and
emphasizes that she prefers to die joyfully and innocently rather than living under the suspicion of a
cowardly tyrant (Ebiizziya Tevfik, 1874, pp. 81-82). Thus, a female identity that views death as a
matter of salvation and honor, certain of her faith and chastity, leaning on the target culture’s
acceptable values of womanhood, is added to the text.
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In the moments when the lover secretly enters the room following the woman’s acceptance
of her fate, the text continues to increase the dose of cultural modifications. The Sixth Scene of the
First Part in the Third Day finds its equivalent in the Fifth Meclis in the Third Act. Certain
descriptions are excised, and additions supporting the dramatic structure are made. Rodolfo mentions
that the husband figure is interrogating prisoners on the Molino Bridge, that Venetian archers are
roaming the streets, and that a mysterious funeral preparation draped in black is taking place in the
Saint-Antoine Church (Hugo, 1835, pp. 98-99). Behram, on the other hand, states that Nureddin is
interrogating people on the Cezayir Bridge and that there are funeral provisions in the madrasa for
an unknown person (Ebiizziya Tevfik, 1874, p. 85). Concurrently, the spy Homodei, who is reported
killed in the source text (Hugo, 1835, p. 98), is transformed into the figure of a Hashashin (Ebiizziya
Tevfik, 1874, p. 86). Notable omissions are evident in the actions the noblewoman displays to hide
her fear and soothe her lover. The segments where Catarina takes up her guitar and feigns a false
sense of ease to deceive her lover and appear cheerful (Hugo, 1835, p. 100) are excised, and Selguka’s
anxiety is expressed solely through simple dialogues relying on verbal assurances (Ebiizziya Tevfik,
1874, p. 86). Regarding the intercepted letter issue, which is one of the text’s tension elements, an
emotional addition is made to the Turkish text. While Rodolfo briefly confirms with a question
whether the letter he gave to Reginella arrived and moves on (Hugo, 1835, p. 100), Behram describes
the agony a person endures until receiving news that a letter has arrived (Ebiizziya Tevfik, 1874, p.
86). Events occurring at the close of both texts—such as the noblewoman concealing her own
approaching death to request one last kiss from her lover, and then frantically rushing him away to
protect him from the impending danger—remain unchanged (Hugo, 1835, p. 102; Ebiizziya Tevfik,
1874, pp. 87-88). However, by replacing Venice’s political and religious atmosphere with the
institutions and nomenclatures of the Islamic geography, the scene is tailored to the mentality of the
target reader.

After the lover is rushed out of the room and the seventh scene is skipped to jump directly to
the peak of the conflict, that critical moment where the noblewoman confronts the husband and his
mistress begins. The fact that the seventh scene is not turned into an independent meclis leads to a
direct jump from the fifth meclis to the seventh, skipping the sixth meclis number entirely; this is a
technical reflection of the compression strategy Ebiizziya Tevfik applied in scene transitions. As the
Eighth Scene in the First Part of the Third Day is transferred to the Seventh Meclis in the Third Act
of Habibe Yéahut Semahat-1 Ask, some lyrical portions are discarded, and the scene is reshaped with
powerful fictional additions that increase the noblewoman’s resistance. The privileged rights over
the water of the Venetian cisterns and the resulting income of one hundred thousand ducats, which
was Angelo’s reason for marrying his wife (Hugo, 1835, p. 107), is transformed in the target text
into "one hundred thousand gold pieces a year from the Byzantine tribute," given by Selguka’s father
as a dowry (Ebiizziya Tevfik, 1874, p. 91). Similarly, Angelo’s boasting of his ancestors who were
Dukes of Venice (Hugo, 1835, p. 107) is met with the accusation that Nureddin’s ancestors were
bandits. During this process, a highly striking political background is also added to the text by the
translator. While Catarina merely complains about her husband’s despotism, Selguka accuses her
husband of diverting Sultan Saladin’s power against the Muslims and her father (Ebiizziya Tevfik,
1874, p. 93). Catarina’s rebellion, expressed with the words "despotic Venice" and "whore Venice,"
citing the historical violence inflicted by Venetian nobles like Foscari and Loredano on their wives
(Hugo, 1835, p. 109), turns into a more summarizing and general rebellion against male domination
in the target text (Eblizziya Tevfik, 1874, pp. 95-96). Furthermore, the melancholic moments where
Catarina, out of fear of death, cries out for her mother and transforms into a passive victim are excised
from the text; instead, Selguka snaps at the mistress Habibe—who pities her—saying, "You are the
wretched woman," defending her moral superiority, and drawing a much more rebellious and
resilient female profile with added dialogues emphasizing that she embraces death with her chastity
intact. At the end of the scene, in the part where the husband figure calls his men to forcibly kill his
wife who refuses to drink the poison, Troilo, whom Angelo orders to bring swords (Hugo, 1835, p.
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106), turns into Zeynel and Riistem, whom Nureddin summons along with daggers (Ebiizziya Tevfik,
1874, p. 97).

Following this high-tension moment where the husband figure summons his guards to
forcibly kill the noblewoman, the action reaches the true breaking point where the poison is
consumed. As the Ninth and Tenth scenes of the First Part of the Third Day are transferred to the
Eighth Meclis in the Third Act, the two separate scenes in the source text are merged under a single
meclis. In the Ninth Scene, as La Tisbe tries to convince Catarina to drink the poison, she explicitly
confesses that Catarina is the woman truly loved and that she is making this sacrifice personally for
the man she loves (Hugo, 1835, p. 112). Ebiizziya Tevfik abbreviates this romantic confession.
Instead, Habibe tries to persuade Selcuka with oaths like "For God’s sake" and "On Behram’s
life/head" (Ebiizziya Tevfik, 1874, p. 98). In the Tenth Scene, which contains the drinking of the
poison and the moment of death, Selguka, in the face of death, throws her anger at Habibe in her
face, declaring she will exact her due on the Day of Judgment and crying out that Habibe, too, will
suffer the same cruelties in the future and beg her rival. In the noblewoman’s final confrontation with
her husband, religious and spatial modifications come to the fore. The section where Catarina, after
drinking the poison before her husband’s eyes, says "I am pure and clean" (Hugo, 1835, p. 114), is
expressed by Selcuka as "there is no stain on my chastity" (ismetimde de leke yoktur) and "I will see
you in the afterlife." The scene concludes with Habibe saying, "let me die praying to my God in my
library" (Ebiizziya Tevfik, 1874, pp. 100-102).

Immediately following the poisoning incident, the plan to dispose of the body is set into
motion. The Eleventh Scene in the First Part of the Third Day is moved to the Ninth and Tenth meclis
scenes of the Third Act. This section, constructed as a single scene in the source work and presenting
the actions of the husband figure giving orders to the guards and exiting, followed by the mistress
bribing them, in an uninterrupted manner, is divided into two separate meclis scenes in the target text
based on Nureddin’s exit. The most prominent addition in the localization of this scene is the palace
intrigue introduced into the plot at the beginning of the Ninth Meclis, where Nureddin summons his
men named Zeynel and Riistem, hands them the key to the secret room, and orders them to bring the
three imprisoned individuals without letting them speak. The figures who are night watchmen in the
source text transform into assassins in the target text. While conveying the orders given by the
husband figure for the transport of the noblewoman’s fake corpse, the burial sites such as the
cellar/basement and pit/grave found in the source text find their equivalent in the word "sarcophagus"
(lahit). Angelo’s detailed and lengthy descriptions regarding the lifting of the stone in the catacombs
and the placement of the corpse in the pit are excised from the target text, transforming into a very
brief dialogue where Nureddin orders them to leave the corpse in a prepared sarcophagus (Hugo,
1835, pp. 117-118; Ebiizziya Tevfik, 1874, pp. 102-103). In the Tenth Meclis, where the mistress
orchestrates the escape plan by bribing the guards, the two hundred gold pieces La Tisbe gives to the
watchmen turns into a purse of five hundred gold pieces given by Habibe. Finally, while the night
watchmen in the source text accept the bribe solely with an official confirmation, in the target text,
the local and colloquial reaction of one of the assassins weighing the money in his hand and saying,
"Who says no after a bargain is struck?" is added to the text, thus completing the finale of the scene
(Hugo, 1835, p. 118; Ebiizziya Tevfik, 1874, p. 104).

After the completion of the first part with cultural and fictional localizations, the grand finale
of the work commences. The Second Part belonging to the Third Day act of Angelo, Tyran de Padoue
corresponds to the section titled Addendum to the Third Act (Ugiincii Fasla Zeyl) in Habibe Yahut
Semahat-1 Ask, and both texts consist of three scenes each. In the First Scene, La Tisbe, by the
bedside of Catarina who is in a fake sleep of death, makes the final preparations for the escape plan
with two night watchmen and a Black servant (Hugo, 1835, pp. 119-121). This scene is transferred
exactly to the First Meclis, and Habibe, around Selguka lying in the sarcophagus, gives orders to

www.turkishstudies.net/language



6068 Hakan Soydas

have horses prepared and doors secured to the Chief Black Eunuch (Harem Agasi), who replaces the
assassin and the Black servant (Ebiizziya Tevfik, 1874, p. 106). In the Second Scene, La Tisbe, left
alone with the sleeping noblewoman, experiences a profound reckoning of conscience where she
questions the sufferings she endured as an actress and the love she feels for Rodolfo (Hugo, 1835, p.
123). This monologue section is transposed to the Second Meclis, transforming into an emotional
outpouring where Habibe, at the head of Selguka’s corpse, vocalizes the faithlessness of the world,
her self-sacrifice, and her sincere affection for Behram (Ebiizziya Tevfik, 1874, pp. 108-110).
Finally, the Third Scene, where the tragic knot of the stage plot is unraveled and Rodolfo enters the
room and stabs his mistress La Tisbe due to the poisoning act, followed by Catarina—who was
feigning death—waking up and the secret being illuminated (Hugo, 1835, pp. 113-124), finds its
equivalent as the Third Meclis. Behram stabbing Habibe with a dagger, the truth emerging with
Selguka calling out from within the sarcophagus, and Habibe confessing her sacrifice and dying
exhibit a harmonious structural alignment (Ebiizziya Tevfik, 1874, pp. 110-120). Thus, Ebiizziya
Tevfik transfers this section, which constitutes the finale of the work, into his own language in three
meclis scenes with a local cast of characters, without altering character entrances/exits or the stage
layout, thereby completing the work.

While preserving the foundational conflict axis and action flow of the source text, Ebiizziya
Tevfik meticulously excises rituals related to Western aristocracy, Christianity, and gothic aesthetics,
along with long historical discourses and exaggerated horror elements from the text. These conscious
omissions are replaced by local motifs centering on Islamic death rituals, the political intrigues of
the Seljuk geography, Hashashin legends, and the Eastern perception of heroism. During this
intertextual transfer process, character psychologies also undergo a severe transformation; the work
converts the image of the Western woman—passive and helpless in the face of death—into a more
active Eastern woman who raises her voice accompanied by the concepts of chastity and honor. This
new profile represents an agency that remains within and reproduces the target culture’s acceptable
norms of womanhood. This situation, while technically accelerating the tempo through the
compression and monologue-summarizing maneuvers applied in scene transitions, presents an
original cultural synthesis that harmonizes with the target reader’s mental world and moral
expectations in the ideological context.

We had observed how the blunting of political content in the First Act (Fasil) and the cultural
grid and gender ideology in the Second Act guided the translator’s decisions. The Third Act harbors
these two layers while adding a third and deepest dimension: the ideological transformation of
religious ritual. However, to understand this dimension, the structural position of the Third Act in
both texts must first be established. Both the Third Day of Angelo, Tyran de Padoue and the Third
Act of Habibe Yahut Semahat-1 Ask are the phases where the characters face an absolute fate and
the pressure of power reaches its zenith. In both texts, the individual is forced to reckon with death
at that point of constriction where escape is no longer possible. Lefevere’s theoretical framework
raises a question that transcends this structural parallelism: why do two texts sharing the same
dramatic crisis produce such vastly different poetics of death? While the Third Day of the source text
offers a tragic catharsis, the Third Act of the target text constructs this process through an accounting
of conscience and self-sacrifice. According to Lefevere, the answer is clear: the hero’s manner of
approaching death is shaped in accordance with the moral expectations imposed by the target
culture’s ideological grid. As these expectations change, the same crisis transforms into two radically
divergent narratives.

The most concrete manifestation of this divergence is the substitution of religious ritual.
According to Lefevere, when the religious symbols, institutions, and rituals of the source culture
clash with the conceptual grid of the target culture, the translator resorts to one of three methods:
deletion, neutralization, or substitution with the target culture’s belief system (Lefevere, 1992b, pp.
86-87). Almost all of Ebiizziya Tevfik’s choices in this section follow the substitution strategy. The
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transformation of the dean and abbot of the Saint-Antoine de Padoue Church into a hoca and a veiled
man, of confession into repentance and seeking forgiveness (tovbe ve istigfar), of the catacombs into
the Masjid-i Keyf and a sarcophagus, of the Malaspina poison into the Hashashin poison procured
from Aleppo; all structurally align with the mechanism Lefevere identified in the Nigerian reworking
of Lysistrata: the cipher rod, a political object belonging to Greek culture, was transformed into the
ritual staff of the African god Shango, embedding it into the target culture’s religious script
(Lefevere, 1992a, p. 57). Ebiizziya Tevfik, too, removes all Christian death rituals (candles, the
saint’s shrine, and coats of arms) from the text and substitutes them with Islamic practical principles.
This substitution is the result of a necessary aim of purification that eliminates the alienating effect
created by every reference to Christianity within the target culture’s ideological grid.

On this ground where religious purification is completed, the ideological function of space
also transforms. The closed corridors of Angelo and the palace woven with a surveillance network
are the architectural equivalent of the conceptual grid of power that seeps everywhere, in the Third
Day just as in the Second Day. The sarcophagus and the catacombs point to the ultimate limit where
this grid encompasses even death. The sarcophagus and the Masjid-i Keyf in Habibe, however, while
preserving the same enclosure and impossibility of escape, are reconstructed within a local dilemma
of danger and protection. Death is now positioned not institutionally within the framework of state
terror, but within the framework of an individual moral reckoning and the tradition of Islamic
submission. As Lefevere demonstrates in Franz’s reworking, altering the space affects the
believability of the character’s moment of existential confrontation (Lefevere, 1992a, p. 157).
Ebiizziya Tevfik’s choices regarding space serve the same function. That which is religiously and
culturally familiar is that which is ideologically legitimate.

The reshaping of the characters’ attitudes toward death is built upon this aforementioned
transformation of space. Lefevere illustrates that Franz forced Danton’s cynical, philosophical, and
free-spirited character into a Schiller-esque tragic hero mold, and bracketed out existential inquiries
regarding death as unnecessary interventions that disrupted the theatrical flow (Lefevere, 1992a, pp.
155-159). The death scenes in Angelo’s Third Day, containing rebellion and brute force, belong to
Western romanticism’s poetics of individual fatalism. This poetics clashes with the Ottoman reader’s
ideological grid. The norms of this grid are action, moral clarity, and religious submission. Selguka,
however, presents a hero identity that reverses this clash: after remembering the grave in her bedroom
and experiencing a brief panic, she draws strength from her innocence and says, "Praise be to God, I
will die unjustly." The blunting of Catarina’s rebellious and philosophical depth, and the fortification
of Selguka with the values of faith and chastity, is a requirement of the transformation Lefevere
defines as aligning the construction of a morally more positive hero with local ideological
expectations (Lefevere, 1992a, p. 158). Thus, the tragic catharsis of Angelo transforms into a
narrative of conscientious reckoning and sacrifice filtered through local moral codes in Habibe.

However, reading this transformation of Selguka purely as a narrative of empowerment or
emancipation would be to overlook the ideological limits of the transformation. When the basis of
the rebellion Selguka directs at her husband is carefully examined, it becomes apparent that this
resistance is not a maneuver stepping outside the patriarchal system, but rather one leaning exactly
on the concepts that very system deems legitimate. Selguka can only declare her husband morally
illegitimate through the immaculacy of her own chastity; she derives her power from the only
legitimate ground the dominant gender ideology grants to women: her honor (namus). This situation
directly overlaps with the phenomenon Kandiyoti (1988) conceptualizes as the "patriarchal bargain."
The woman gains a limited sphere of agency not by rejecting the rules of the patriarchal structure
that surrounds her, but by using these rules strategically. Therefore, the transformation experienced
in the transition from Catarina to Selguka is not the replacement of the passive Western woman by
an independent and free subject, but rather the replacement of one form of domination by another
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form of domination specific to the target culture. This reading is also consistent with Lefevere’s
theory; because Lefevere emphasizes that ideology reshapes female characters to make them
compliant with dominant gender norms (Lefevere, 1992a, pp. 143-144). Selguka’s loud voice is
therefore the expression of an agency that remains within the boundaries legitimized by patriarchy
and reproduces its values. This choice by Ebiizziya Tevfik demonstrates how the synthesis the Young
Ottoman worldview attempted to establish between Western individualism and Islamic morality rests
upon a patriarchal foundation when female identity is at stake.

The evolution of La Tisbe’s monologue of conscientious reckoning into Habibe’s lyrical
commiseration completes the sacrifice dimension of this mechanism. As Lefevere demonstrates in
his Homer analysis, detaching a character’s action from its original cultural context and conforming
it to the moral expectations of the target culture relies on three strategies: adding guilt and moral
judgment to the action, justifying the action with an excuse, or neutralizing it by deleting disturbing
details (Lefevere, 1992a, pp. 97-98). La Tisbe’s monologue is an individual reckoning centered on
her unrequited love for Rodolfo and the social agony of being an actress. Habibe, on the other hand,
elevates this personal reckoning to the axis of the world’s faithlessness and submission to God. With
the sentence, "let me die praying to my God in my library," the meaning of sacrifice is pulled from
the realm of individual passion into a religious and moral realm. Western romanticism’s subjectivist
reckoning of conscience is thus transformed into a local narrative of self-sacrifice—an example of
ideologically neutralized localization in Lefevere’s terminology (Lefevere, 1992a, p. 14).

Conclusion

By analyzing Ebiizziya Tevfik’s Habibe Yahut Semahat-1 Ask in light of André Lefevere’s
theoretical framework of patronage, this study has revealed the ideological and structural
transformations a literary text undergoes while being transferred to a target culture. Multiple
dynamics played a role in Ebiizziya Tevfik’s selection of this work by Hugo. Above all, the mission
entrusted to theater in the literature of the Innovation Era (Yenilesme devri)—transforming the
masses and offering them moral guidance—was a primary driving force behind this choice. Added
to this is the author’s affiliation with the Young Ottomans circle and his political sensitivity,
nourished particularly by Namik Kemal’s philosophy of history. This sensitivity became a
determining factor in the recontextualization of the text. The reduction of Venetian despotism to
Hashashin intrigues is the product of a conscious political strategy aimed at circumventing the
surveillance and censorship regime of the absolutist administration. Alongside this political motive,
the role of economic conditions must not be overlooked. The financial bottleneck experienced during
these years by the author, whose printing house was closed and who was exiled to Rhodes, is a
manifestation of the pressure Lefevere defines as the economic component of patronage. For a writer
severed from his means of production and regular income, producing a publishable and stageable
work was also a material necessity. The lean and fast-paced dramatic form adopted by this textual
reworking aligns perfectly with these conditions.

The findings obtained throughout the analysis have incrementally demonstrated how
Lefevere’s complementary concepts operated simultaneously within the rewritten text. First,
proceeding from the premise that translation is not an objective transfer independent of social
expectations, the study established that the relationship forged by Tanzimat-era Turkish theater with
the Western dramatic tradition was fundamentally a process of ideological reproduction. Upon this
foundation, Lefevere’s concepts of rewriting, patronage, and ideology were adopted as primary tools;
Ebiizziya Tevfik’s Young Ottoman identity and the patronage pressure brought on by the Rhodes
exile were positioned as the contextual framework elucidating the conditions under which this
literary transformation took shape.

In the second stage, it was demonstrated how the state critique in Victor Hugo’s source text
was neutralized in the rewritten work. The systematic critique of power, which centered on Venice’s
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institutional terror and the surveillance network of the Council of Ten, was reduced to the
assassination threat of the Hashashin order. This transformation corresponds to the mechanism of
ideological neutralization, which Lefevere defines as converting elements that clash with the
dominant discourse into a harmless and familiar form. At this point, the study revealed that this
neutralization was an inevitable consequence of the undifferentiated patronage system, which
Lefevere exemplifies directly through the Ottoman context.

In the third stage, it was shown that ideological transformation operated at the lower levels
of the text as well. Objects, spaces, and symbols incompatible with the target culture’s conceptual
grid were systematically substituted: the oratory turned into a book room, the crucifix into an amulet,
the Venetian badge into the inscription Fedai (Devotee/Assassin), and the Western lyrical piece into
a song accompanied by a tambur. Additionally, in this section, the evolution of the long lyrical tirades
of Hugo’s romantic drama into Selguka’s short and action-oriented dialogues was evaluated as the
theatrical projection of Lefevere’s observation that when ideology and poetics conflict, poetics must
submit to ideology.

In the fourth stage, the deepest layer of transformation—religious substitution and gender
ideology—was addressed. Rituals belonging to Christianity were replaced with the practical
principles of the Islamic tradition; the church transformed into a mosque, and confession into
repentance and seeking forgiveness (tovbe ve istigfar). The most radical transformation built upon
this religious purification occurred on the character plane. Catarina, possessing Western
romanticism’s poetics of individual fatalism and remaining entirely passive in the face of death,
found her counterpart in Selguka, a more active Eastern woman who raises her voice through her
chastity and faith. However, this transformation is merely the replacement of one form of domination
by another form of domination specific to the target culture. Selguka’s agency remains confined
within the boundaries legitimized by patriarchy.

When all these stages are evaluated collectively, it is clearly seen that Lefevere’s theoretical
framework functions as an interdependent network of concepts. The undifferentiated patronage
model determined the translator’s room for maneuver, ideology established the priority of
interventions within this space, the cultural grid governed the substitutions and omissions at the level
of each scene, the ideology-poetics hierarchy shaped the dramatic form as a whole, gender ideology
reconstructed female identity, and the strategy of religious substitution constituted the deepest link
in this chain.

Ultimately, this study has concretely demonstrated how permeable the boundary between
translation and rewriting is in theatrical transfer. While the compression and monologue omissions
applied by Ebiizziya Tevfik during scene transitions accelerated the play’s tempo on a technical level,
the primary element guiding the entirety of the text was the ideological allegiance to the target
reader’s mental world and moral expectations. In this respect, Habibe Yahut Semahat-1 Agk is an
ideologically cohesive rewriting practice, produced under the simultaneous pressure of political,
religious, and gender ideologies.

These findings elevate Habibe Yahut Semahat-1 Ask beyond being a mere textual reworking
and shed light on a fundamental tension of Ottoman modernization. Ebiizziya Tevfik’s text is a work
where the moral, religious, and political value worlds of the West and the East are brought together.
However, this is not an equal and harmonious synthesis of the two cultures. It is a tension-filled
amalgamation bearing the traces of patronage pressure, self-censorship, and ideological steering. The
relationship established by the Tanzimat intellectual with a Western canonical text is based neither
entirely on assimilation nor entirely on rejection. This relationship rests on a strategy that both
exploits and transforms the source text by passing it through the target culture’s ideological grid. In
this sense, the aforementioned literary re-creation, as one of the typical manifestations of the non-
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Western modernization experience in the literary field, demonstrates that modernization is a process
of reconstruction.

The study’s theoretical implication on a broader scale pertains to the limitations of the ideal
of fidelity to the original in theatrical translation and rewriting studies. The example of Habibe Y ahut
Semahat-1 Ask reveals that the success of a theatrical text is determined by the extent to which it can
be articulated into the ideological, moral, and aesthetic grids of the target culture. The success of a
textual transformation must be sought in its ability to produce a functional, meaningful, and vibrant
equivalent in the target culture’s mentality. Consequently, this study proposes that literary re-
creations should be read along the axis of power relations, patronage mechanisms, and cultural
negotiation. The survival of a literary work in different historical and geographical conditions lies in
its capacity to be rewritten according to the expectations of new contexts.
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Giris: Ebiizziya Tevfik, Yeni Osmanlilar ve Yeniden Yazim Siyaseti

19. yiizy1l Tiirk tiyatrosu, Bat1 dramatik gelenegiyle kurdugu temasi koklii bir kiiltiirel ve
ideolojik yeniden iiretim siireci olarak yiiriitiir. Tanzimat dénemi aydini tiyatroyu, yer yer ¢okmekte
olan imparatorlugu kurtarmaya ve toplumu doniistirmeye yonelik stratejik bir ara¢ olarak
degerlendirir. Batililasma siireci, geviriler araciligiryla sahneye tagimirken Bati’nin anlam-deger
diinyas1 tamamiyla kopyalanmaz; yerli kiiltiirlin slizgecinden gegirilerek yeniden bigimlenir. Bu
donemde ortaya ¢ikan eserler cogu zaman ideolojik bir yeniden iiretim faaliyetidir. Yabanci dilden
ceviri metinler, Osmanli toplumunun siyasi ve ahlaki beklentilerine uygun héle getirilirken sosyal
fayda prensibi daima merkezde yer alir (And, 2014, s. 179-180). Sevengil’in de belirttigi {izere
ozellikle sansiir mekanizmasiin ve mutlakiyet yonetiminin baskilari, yazarlar1 yabanci eserleri
ahlaki bir ortiiyle sunmaya ve onlara didaktik bir misyon yliklemeye mecbur birakir (2015, s. 523,
591-592); boylelikle tiyatro sahnesi kitleleri egiten bir okul gorevi iistlenir (Sevengil, 2015, s. 220-
221). Bu dénemde yerli kiiltiiriin siizgeci yalnizca ¢eviri metinlerde degil telif iiretimde de isler.
Solak, Tanzimat doneminde yayimlanan oyunlardaki geleneksel etkiyi arastirdigi ¢alismasinda, bu
eserlerin onemli bir kisminin kaynagini masal, destan, mesnevi ve halk hikayelerinden aldigini ortaya
koyar (Solak, 2013, s. 16-17). Geleneksel anlati diinyas1, Batili tarzda kurulan yeni tiir igin baglica
malzeme ve mesruiyet kaynagidir.

Tanzimat aydininin bu pragmatik tutumu, André Lefevere’in yeniden yazim kuraminin tam
da 6ngordigi tablodur: ¢eviri, boslukta gergeklesen nesnel bir aktarim olmayip ideoloji ve patronaj
tarafindan bi¢imlendirilen bir yonlendirme aracidir. Osmanli sahne hayatinda siyasi otoritenin sanstir
kurullarinin ve biirokratik aydin elitin olusturdugu patronaj agi, ¢eviri metinlerin hangi sinirlar
dahilinde topluma sunulacagini kesin hatlarla belirler. Cevirmenler ve yazarlar, bu ideolojik baski ve
patronaj iligkileri ekseninde ele aldiklar1 eserlerdeki sakincali kisimlar eksiltirler veya onlara yeni
eklemeler yaparak metni egemen ideolojiye uyumlu héle getirirler (Sevengil, 2015, s. 340, 351, 373,
487, 523).

Bu donemin dikkat ¢ekici eserlerinden biri de Habibe Ydhut Semdhat-1 Ask’tir' (1874).
Ebiizziya Tevfik bu eseri Victor Hugo’nun romantik drami Angelo, Tyran de Padoue’dan® (1835)
uyarlar. Hugo’nun Venedik aristokrasisine, Hristiyanliga ve gotik estetige dayanan dramatik
kurgusu, Selguklu-Eyyubi cografyasinin siyasi entrikalarina ve Hashasi anlatilarina doniisiir.

! Bu eser giiniimiiz Tiirkgesine aktarilmanustir. Makale boyunca atifta bulunulacak kaynak igin bk. Ebiizziya Tevfik (1874).
Habibe Yahut Semahdt-1 Ask. Hayal Matbaasi.

2 Victor Hugo’nun eseri Harf inkilabr sonrasinda Tiirkgeye gevrilmemistir. Makale boyunca atifta bulunulacak eser igin
bk. Hugo, V. (1835). Angelo Tyran de Padoue. J. Hetzel&Cie et Maison Quantin.
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Eserin kapaginda ceviri olduguna dair bir ibare olmayip yazar ismi de kayitli degildir. Bu
noktada Ebiizziya Tevfik’in “izahat-1 Miiellif* bashig1 altinda dile getirdikleri dnemlidir. Oncelikle,
kendisini bir ¢evirmen olarak tavsif etmez. Habibe Ydahut Semdhat-1 Ask’in Konusunun Victor
Hugo’nun eserine “tatbik” olundugunu sdyler. Anlasildig1 tlizere Angelo, Tyran de Padoue’nun
dramatik yapisin1 ve muhtevasim biitiiniiyle degistirdigi i¢in kendisini “miiellif” olarak addeder.
Venedik Cumbhuriyeti’ne bagli Padova’da gecen olay orgiisiiniin Sel¢uklular ve Eyyubiler arasindaki
iliskilere aktarildig1 ve tarihi gerceklige sadik kalindig1 ifade edilir. Maksadinin, zamaninda Italya’da
ortaya ¢ikan veya bir sairin sadece hayali eseri olan bir faciaya Tiirkistan’da 6rnek aramak olmadiginm
kaydeder. Keyfi idareyi adalet ve hakka tercih eden istibdat taraftarlarinin, Miisliiman bile olsalar,
feci girisimlerde bulunmaktan ve bu yolda seytani yontemleri kullanmaktan higbir vakit
kaginmadiklarin1 géstermek ister. Eserinde yer verdigi Hasan Sabah’in* taraftari olan Hashasileri ise
kiictik beyliklerden zulme ciiret edenleri adalet yoluna sokarak mazlumlarin hakkini geri alan gizli
bir orgiit olarak tanitir (Ebiizziya Tevfik, 1291/1874, s. 4-5). Bu durumda Ebiizziya Tevfik’in,
mubhalif oldugu mutlakiyet idaresine ve mensubu oldugu Yeni Osmanlilar cemiyetine gondermede
bulundugu anlagilmaktadir.

Venedik’in hakim goézetim mekanizmasi ve baskici tiranligr {lizerine kurulan devlet
elestirisinin Hashasilerin suikast tehdidine indirgenmesi, metnin ideolojik bir siizgecten gecirildigine
isaret eder. Bu indirgeme, donemin siyasi baskisina verilmis otosansiirlii bir yanittir. Eserin arka
planindaki zihniyeti ve dramaturjik tercihleri salt metin odakli bir okumayla kavramak bu nedenle
eksik kalir; zira uyarlamay1 kaleme alan Ebiizziya Tevfik, Namik Kemal onciiliigiindeki Yeni
Osmanlilar hareketinin eylemci bir aydinidir. Onun mutlakiyet idaresiyle yasadig1 siyasi catisma ve
stirgiin kosullari, Hugo’nun metnini hangi dramaturjik ve ideolojik miidahalelerle yeniden yazdig
sorusunu, yazarin siyasi kimliginden ve iginde bulundugu patronaj iliskilerinden bagimsiz
diisiiniilemez kilar. Bu sebeple ¢oziimlemeye 6nce Ebiizziya Tevfik’i ideolojik baglantisiyla one
¢ikan biri olarak konumlandirarak, ardindan eseri bigimlendiren Rodos siirgiiniiniin ekonomik ve
siyasi baskisin tespit edip son olarak biitiin bu siireci André Lefevere’in farklilasmamig patronaj
modeli ile ideolojik zararsizlastirma mekanizmasi 1s1¢inda okuyarak baglamak gerekir.

Bu noktada Ebiizziya Tevfik’i ¢evirmen kimliginden ziyade, 1860’11 yillarda Namik
Kemal’in tegvikiyle girdigi basin diinyasinda {istlendigi yayinci ve yazar roliiyle degerlendirmelidir
(Mardin, 1996, s. 18; Ebiizziya, 1994, s. 374-375). Cemiyetin 6nde gelen isimleriyle kurdugu yakin
temas onun siyasi ve ideolojik kimliginin temel taslarim ddser. Hadika, Ibret ve Sirac gibi muhalif
gazeteler etrafinda yiirlittiigii yayincilik faaliyeti, muhalif bir hareketin kurulmakta oldugu zanniyla’

3 Eserin kapagmda oldugu gibi 6nsdziin altinda da herhangi bir imzaya yer verilmez. Bu durum, metnin igerdigi siyasi
muhteva kadar yazarinin siyasi bagiyla da alakalidir. Dikkat ¢ekilmis olundugu iizere siirgiindeki bir hiikiimliiniin kendi
imzasiyla yaym yapmasit o dénemde kanunen yasaktir. Ebiizziya Tevfik bu yasak nedeniyle siirgiin yillarindaki yazilarini
oglu Ziya’ya nispetle “Ziya’nin babas1” anlamina gelen “Ebiizziya” imzasiyla yayimlatir (Akgiin, 2006, s. 171). Eserin
kapaginda ve 6nsoziinde imza bulunmayisi, siyasi ihtiyatin yaninda bu hukuki engelle birlikte diisiiniilmelidir. Habibe
Yahut Semdhat-1 Ask, Hayal Matbaasi’nda basilir. Bu matbaa 1873-1875 arasinda faaliyette bulunur, 4’ geviri 7’si telif
olmak iizere sadece 11 eser basar. Bu eserlerin tiimii tiyatro oyunu olup Akif Bey ve Kanije Namik Kemal’e aittir ve yazarin
Ebiizziya Tevfik’le ayni yillarda Magosa’da siirgiinde bulundugu sirada kaleme alinmistir. Basilan eserler agisindan
belirgin bir diger husus ise A. (Elif) B. (Be) imzali Angelo Malipieri Yahut Venedik Barbari’dir. Bu eser Victor Hugo’nun
Angelo, Tyran de Padoue’sunun aslina uygun gevirisidir.

4 Hasan Sabah 11. yiizy1lm sonlarindan itibaren basta Alamut olmak iizere fran ve Irak’ta faaliyette bulunur. Hasisiyye
(Hashasi) ismi verilen taraftarlar1 12. yiizyilin baslarinda Selguklularin hakimiyet alanindaki cesitli kaleleri zapt edip
hakimiyet kurmak istedikleri bolgelerde devlet adamlarina suikastlar diizenlerler. Ayn1 zamanda Haglilarla da gatigirlar ve
onlara kayda deger dlciide zarar verirler (Oz, 1997, s. 418-419). Ebiizziya Tevfik Hasan bin Sabah (1300/1883) isminde
bir biyografi yayimlar. Kitabhane-i Mesahir serisinden ¢ikan eserde “cehre-i melanet”iyle tasvir edilen Hasan Sabah’in
Selguklu sarayindan ayrilisinin ardindan Alamut’u ele gecirdigi siire zarfinda yaptiklar: ve kaleyi ele gegirdiktikten sonraki
faaliyeti muhtasaran anlatilir.

5 Yeni Osmanlilarin siyasi muhalefetleri ve Ebiizziya Tevfik’in maruz kaldig: siirgiin olay: Sultan Abdiilaziz dénemine
(1861-1876) tekabiil eder. Bu donemde padisahin mutlak ve sahsi diktatoryasindan ziyade sadrazamlarin ve etrafindaki
aydin biirokrat kadronun kurdugu bir aydin diktas1 s6z konusudur (Ortayli, 2018, s. 272-273). Ebiizziya Tevfik de devletin
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siyasi biirokrasinin dikkatini ¢eker ve onun kuskuyla takip edilmesine yol acar (Ebiizziya Tevfik,
2019, s. 497). Talihinin asil doniim noktasi ise Namik Kemal’in Vatan Yahut Silistre (1873) adli
oyununun Gedikpasa Tiyatrosu’nda sahnelenmesinin ardindan patlak veren siyasi dalgalanmadir.
Oyunun sonunda halkin galeyana gelip diizenledigi gdsteriler, atilan “Yasasin Kemal” sloganlar1 ve
Namik Kemal’in V. Murat’la yakinlig1 Yeni Osmanlilar1 hedefe haline getirir ve sonugta siirgiin
edilmelerine yol agar. Ebiizziya Tevfik de Ahmet Midhat Efendi’yle birlikte Rodos’a siirgiin edilir®,
burada gecirdigi yillarda miistear isimler altinda derleme, telif ve terciime eserler yayimlar (Giir,
1998, s. 30).

Ebiizziya Tevfik, Habibe Ydhut Semdhat-1 Ask’1 Rodos’ta kaleme alir. Hugo nun kaynak
metnini yerli motifler esliginde aktarmis olmasi onun siyasi tavriyla ilgilidir. Zira Yeni Osmanlilar,
Batil1 fikirler ile mahalli kiiltiir arasinda bir sentez kurmaya c¢alisirlar (Mardin, 1996, s. 10). Ebiizziya
Tevfik’i bu eseri yayimlamaya tesvik eden etkenler ise ekonomik ve siyasi nitelikli olmalidir.
Ebiizziya Bey hatiralarinda, tiyatro oyunlarmin biiyiik gelir getirdigini kaydeder. Istanbul’dayken
Ecel-i Kaza’nin oynandig1 her gece i¢in yirmi bes-otuz lira kazanmis oldugunu soyler (Ebiizziya
Tevfik, 2019, s. 359). Siyasi yonden ise tiyatro sahnesi, o yillarda, adeta siyasi bir kiirsii iglevi gortir.
Ebiizziya Tevfik’e gore tiyatro, hiirriyetci fikirleri ve mesruti idare idealini benimseyen Yeni
Osmanlilar i¢in en 6nemli terakki vasitalarindan ve halk egitip terbiye eden etkili araglardan biridir.
Bu cergevede matbuat yoluyla yayilmasi gii¢ olan fikirlerin halka ulastirilmasinda tiyatro bir arag
olarak kullanilir ve boylece halkin eglence yoluyla egitilmesi hedeflenir (Ebiizziya Tevfik, 2019, s.
358). Hem Rodos’taki mali sikigikligini asmak hem de kendisini siirgiine gonderen mutlakiyet
rejimine kars1 sesini yiikseltmek i¢in Habibe Ydhut Semahat-1 Ask’1 kaleme almis olmalidir.

Yeni Osmanlilarin 6zgiirliik¢ii fikirlerini ve siyasi elestirilerini donemin agir sansiir baskisi
altinda dile getiremeyen Ebiizziya Tevfik, eseri ideolojik bir kalkan olarak kullanir. Dolayisiyla
metne yapilan miidahaleler, patronaj baskisinin ve ideolojik zorlamalarin yazarin Yeni Osmanl
kimligiyle nasil bir gerilim iginde isledigini gosterir.

Caligmanin kuramsal zemini, ¢eviribilimde genel kabul goren ve gevirinin tarafsiz bir
aktarim aract olmadigini esas alan modern ¢eviri kuramlar1 tizerine insa edilir. Bu ¢ergevede André
Lefevere’in yeniden yazim ve patronaj kavramlari birincil analitik ara¢ olarak benimsenir. Lefevere,
ceviriyi metnin erek kiiltiiriin ideolojik aglar1 ve kisitlamalar1 dahilinde yeniden iiretildigi yaratici bir
stire¢ olarak tanimlar; patronaj mekanizmasini ise devletler, yayinevleri veya ideolojik otoriteler gibi
giic odaklarinin metni kendi toplumsal diizeniyle esgiidiimlii kilma cabalarini agiklamak {izere
kullanir (Schéffner, 2007, s. 135-136). Bu birincil ¢ergeveyi desteklemek iizere Venuti’nin
yerlilestirme elestirisinden, Toury’nin normlar kuramindan ve Hermans’in metin doniisiimii
yaklagimindan tamamlayici bakis agilar olarak yararlanilir.

Bu calisma iki 6zgiin katki sunmayir amaglamaktadir: Habibe Yahut Semdhat-1 Ask’1
ideolojik denetim ve patronaj mekanizmalari ekseninde ¢O6ziimlemek ve Tanzimat donemi
adaptasyonlarinin sansiir, otosansiir ve kiiltiirel asimilasyon politikalariyla iliskisini tiyatro ¢evirisi
alanina metodolojik bir agilim saglayacak bicimde ortaya koymak. Calisma sirasiyla Lefevere’in
kuramsal g¢ercevesini, Hugo’nun kaynak metnin tarihi-ideolojik yapisimi ve iki metin arasindaki

icine diistiigii siyasi ve mali krizin bag sorumlusu olarak, onu gergeklerden koparan ve “ayniyla ¢arpik gosterir aynalar gibi
etrafin1 6yle sarmis” olan kudretli viikela kadrosunu, 6zellikle Ali ve Fuat pasalari isaret eder (2019, s. 253-254).

¢ Ebiizziya Tevfik, Yeni Osmanlilar mensubu arkadaslariyla birlikte siirgiin edilmelerinin ortak bir davanin bedeli
olmadigini, dogrudan dogruya Namik Kemal’in sahsi baglantilart ve eylemleri yiiziinden gergeklestigini sdyler. Kendisinin
Namik Kemal’in aksine Sultan Abdiilaziz’e muhalif olmayip Sehzade Murat’1 tahta ¢ikarmak gibi bir diisiincesinin
bulunmadigini ifade eder. O kendisini, Sultan’a sadik, sadece memleketin mesveret usuliine kavusmasini isteyen bagimsiz
bir aydin olarak tanitir. Namik Kemal’in tek basma girdigi siyasi oyunun bedelini diger arkadaslariyla birlikte 6demek
zorunda kalmis olmasina sitem eder (Ebiizziya Tevfik, 2019, s. 392-394). Ebiizziya Tevfik, burada s6z edilen tiirden siyasi
tertibatlara hayat1 boyunca mesafeli kalir. Siirgiinden azledilisinin ardindan Istanbul’a déndiigiinde II. Abdiilhamit aleyhtari
cevrelerin muhalif hareketlerine karisir ve siyasi iradeyle uzlasi iginde olmaya 6zen gosterir.
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karsilastirmali analizi ele almakta; son bdliimde ise tiim bulgulart biitiinlestirici bir degerlendirmeye
tabi tutmaktadir.

Yeniden Yazim, Patronaj ve Ideoloji: Tiyatro Uyarlamasinda Kuramsal Cerceve

Tanzimat dénemi aydinlarinin, tiyatro ¢evirilerini ve uyarlamalarini sansiir mekanizmalarina
kars1 ideolojik bir kalkan olarak kullanmalari, modern geviribilim kuramlarinin sosyolojik
acilimlariyla ortiislir. André Lefevere, edebiyati kendi i¢inde 6zerk bir yapr olmaktan ziyade distan
ve igten gelen gii¢lerin etkisiyle sekillenen dinamik bir sistem olarak ele alir (Lefevere, 1992a,s. 11-
14). Bu sistem ic¢inde yeniden yazim kavrami merkezi bir islev iistlenir. Lefevere, bu kavramla
ceviriyi kaynak metnin basit bir yansimasi veya aktarimi olmaktan ¢ikarir, onu yabanci bir metnin
alict kiiltiiriin ideolojik aglarina ve poetik normlarina gére bicimlendirildigi bir yeniden iiretim
eylemi olarak tanimlar (Bassnett, 1993, s. 147-148). Boylelikle ¢eviri; edebiyat elestirisi, tarih yazimi
ve antoloji olusturma gibi diger yeniden yazim formlartyla aymi ¢ati altinda toplanir. Ciinkii bu
eylemlerin tiimii bir metni hedef kiiltiiriin sinirlar1 dahilinde yeniden iireten, metnin hedef kiiltiirde
nasil alimlanacagini yonlendiren ve edebiyat sistemlerinin gelisiminde temel rol oynayan
uygulamalardir (Bassnett, 1993, s. 148). Bu baglamda ¢evirmenler ve elestirmenler, belirli kiiltiirel
degerleri 6n plana ¢ikarirken digerlerini baskilayarak kiiltiirii bicimlendirirler. Zira yeniden yazim
pratikleri ve geviriler, pek cok insan i¢in birer kaynak metin niteligi kazanir (Bassnett & Lefevere,
1998, s. X1, 9).

Lefevere’e gore dil, kiiltiiriin merkezinde yer alan ayrilmaz bir sistemdir. Dolayisiyla ¢eviri
stireci yalnizca sozciiklerin esdegerligini bulmaktan ibaret degildir; dil dist faktorlerin ve farkh
sosyal gercekliklerin aktarimini da kapsar (Bassnett, 2002, s. 22-23). Bu agidan ¢eviri, kiiltiirler
arasinda oldugu kadar kiiltiiriin i¢inde de isleyen organik bir pratik olarak karsimiza ¢ikar. Bu igkin
iliskinin merkezinde kiiltiirel sermaye kavrami yatmaktadir. Bireyler, kiiltiirel sermayenin
olusturdugu kavramsal ve metinsel 1zgaralar araciligtyla toplumsallasir; bu Oriintiiler hem okuma
hem de yazma pratiklerini diizenler (Bassnett & Lefevere, 1998, s. 7). Ceviri, s6z konusu yapilarin
bir kiiltiirden digerine gegisini saglayan temel mekanizma olarak iglev goriir. Bassnett, Lefevere’in
gelistirdigi bu kiiltiirel 1zgara kavramina dikkat ¢ekerek bu 1zgaralarin kaynak ile hedef metinlerde
gercekligin kurulusu esnasinda belirleyici olduklarini ifade eder (2002, s. 9). Cevirmenler metinleri
yalnizca aktarmaz, onlar1 hedef kiiltiiriin norm ve beklentileri dogrultusunda yeniden bigimlendirir
(Bassnett & Lefevere, 1998, s. 7-8). Baska bir deyisle ¢evirmen, goriinmez ve itaatkar bir hizmetkar
olmak yerine metinleri kendi kiiltiirel ve ideolojik siizgecinden gecirerek yeniden insa eden, kiiltiirler
arasi bir 6zne olarak varlik gosterir (Bassnett, 2002, s. 8). Bu, ¢eviriyi masum ve seffaf bir aktarim
olmaktan ¢ikarip politik ve ideolojik yiikii olan bir alana doniistiiriir (Bassnett, 1993, s. 160-161).

Lefevere ideolojiyi salt partizan bir siyasi doktrin ya da devletin resmi sOylemi olarak
gbrmez; onu belirli bir zaman ve mekanda toplum tarafindan neyin dogru, mesru ve kabul edilebilir
oldugunun sinirlarint ¢izen genis bir zihinsel 1zgara olarak tanimlar. Fredric Jameson’dan 6diing
aldig1 yaklasimla ideolojiyi “eylemlerimizi diizene koyan form, konvansiyon ve inanglar siizgeci”
seklinde formiile eder (Lefevere, 1992a, s. 16). Bu cercevede ideoloji, yeniden yazmay1
gerceklestiren yazara sonradan dayatilan bir baski araci olmaktan Gte, onun biligsel siireglerini ve
edebfi tercihlerini en basindan itibaren yapilandiran ickin bir dinamik olarak isler. Yeniden yazimi
yapan kisi, kaynak metindeki dini referanslari, ahlaki sinirlart asan anlatilar, cinsel tabular veya
politik alt metinleri hedef kiiltiiriin ideolojik iklimine gore yeniden yapilandirir (Lefevere, 1992a, s.
41). Nitekim Lefevere, yeniden yazimin egemen ideolojiyi yalnizca pekistirmedigini, kimi zaman
onu zayiflatmaya ya da ona bagkaldirmaya da yonelebilecegini belirtir (Lefevere, 1992a, 5.8; 1992c,
s. 10). Bu cercevede egemen sOylemle catisan dgeler ya metinden ¢ikarilir ya zararsiz hale getirilir
ya da bir karsi-ideolojiye hizmet edecek bigimde one ¢ikarilir. Boylece kaynak metin, hedef kiiltiiriin
degerlerine ve sdylem pratiklerine uygun bir kiiltiirel {iriin olur.
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Lefevere, bu ideolojik siirecin pratikte nasil isledigini agiklarken patronaj kavramini merkeze
alir. O, edebiyat sisteminin sinirlarini belirleyen harici giic mekanizmasini bu kavramla tanimlar:
Patronaj, edebi eserlerin yazilmasini, okunmasint ve yeniden yazilmasimi destekleyen ya da
engelleyen kurumsal ve bireysel otoriteleri ifade eder (Lefevere, 1992a, s. 15). Lefevere bu kavrami
gelencksel hami-sanatgr iligkisinin Gtesine tagir. Himaye iligkisini, dini kurumlar, siyasi partiler,
toplumsal smiflar, kraliyet saraylari, yaymevleri ve modern medya kuruluglar1 gibi genis bir
kurumsal ve ideolojik iktidar agina karsilik gelen bir yap1 olarak tarif eder (Lefevere, 1992a, s. 15).

Patronajin edebi iiretim iizerindeki denetimi {i¢ ayr1 kanaldan isler. Bunlarin en belirleyicisi
ideolojik bilesendir: hangi konularin iglenebilecegini, hangi formlarin kabul edilebilir oldugunu ve
bilginin sinirlarini ¢izen bu bilesen, yazar ya da gevirmenin iiretim alanini bastan tanimlar. Ekonomik
bilesen ise edebi iireticinin maddi varligin siirdiirebilmesini diizenler; gecmiste maas ya da resmi
gbrev bi¢imini alan bu iliski modern doénemde telif hakki ve kurumsal istihdam goriiniimiine
biirlinmistiir. Statii bileseni ise bu sisteme patronaj sistemine kabul edilmenin yazara ya da
cevirmene sagladig1 toplumsal konumu ve itibar1 ifade eder (Lefevere, 1992a, s. 16). Bu {i¢ unsur
birbirinden ayrigsmaz; edebi lireticiyi kusatan ve onu yonlendirmelere acik kilan biitiinlesik bir baski
diizeni olustururlar. Lefevere, ideoloji ile poetika ¢atistiginda poetikanin ideolojiye boyun egmek
zorunda kaldigimi savunur (Lefevere, 1992b, s. 86-87). Bu hiyerarsi, Ebiizziya Tevfik’in Hugo nun
dramatik bi¢imini neden uyarlamak zorunda kaldigini agiklar.

Lefevere, patronajin toplumsal ve siyasi yapilara gore gosterdigi farkliligi agiklamak igin
farklilasmamig ve farklilagsmis patronaj ayrimini gelistirir. Farklilasmamis patronajda ideolojik,
ekonomik ve statii bilesenlerinin tamami tek bir merkez tarafindan kontrol edilir; totaliter rejimler ve
mutlakiyet idareleri bu modelin en somut 6rnekleridir. Bu tiir sistemlerde egemen gii¢ odagi edebi
iretimin her agamasini mutlak bir denetime tabi tutar, kurumsal sdyleme mubhalif olan iiretimlerin
ekonomik destegini keser ve {iireticinin statiisiinii elinden alir. Farklilasmis patronajda ise {i¢ bilesen
birbirinden bagimsiz olarak isleyebilir; bir yazarin ekonomik bagarisi egemen ideolojinin onayina
bagli kalmaz, yonlendirme daha gizli ve ¢ok merkezli bir hal alir (Lefevere, 1992a, s. 17). Lefevere’in
isaret ettigi bu ayrimi 19. yiizyil Tiirk tiyatro sahnesine uyguladigimizda karsimiza farklilagsmamas
bir patronaj yapis1 ¢ikar. Saray’in, biirokratik elitin ve resmi sansiir kurullarmin kontrolii altinda
kurumsallagmis bu gozetim agi, egemen ideolojinin mutlak itaat dayatan siyasi baskisiyla isler. Bu
baski Ebiizziya Tevfik gibi Yeni Osmanlilar hareketine mensup muhalif aydinlar1 Batili metinleri
dogrudan ¢evirmek yerine yerel kiiltiiriin inang ve deger kodlartyla maskelemeye mecbur birakir.

Cevirinin dogasindaki bu ideolojik ve patronaj temelli yonlendirme siireglerini tamamlayip
genisleten modern geviribilim kuramlar1 edebi alanin hegemonik yapisini ¢ok boyutlu bir diizlemde
yeniden temellendirir (Snell-Hornby, 2007, s. 112-113). Lawrence Venuti’nin yerlilestirme elestirisi,
bu yaklasimin en belirgin 6rneklerindendir. Venuti, yerlilestirme stratejisinin hedef kiiltiir lehine
etnosentrik bir siddet barindirdigini, yabanci metnin sahip oldugu potansiyel ideolojik yikiciligt
etkisizlestirdigini savunur (Schéffner, 2007, s. 141). Bu strateji, kaynak metni hedef sistemin egemen
deger ve beklentilerine uyumlu hale getirerek piiriizsiiz, akici ve tanidik bir sdylem iiretir. Bu durum,
Lefevere’in vurguladigi patronaj baskisi ve toplumsal kabul edilebilirlik sinirlar1 altinda uygulanan
sansiir ve adaptasyon mekanizmalarinin isleyisini agiklar (Lefevere, 1992a, s. 15). Gideon Toury’nin
normlar kurami gercevesinde ise ¢evirmen, pek ¢ok toplumsal beklenti ve kisitlamay1 es zamanl
yonetmek zorunda kalan bir ideolojik filtre konumuna geger (Bassnett, 1993, s. 160). Bu bakis agis,
edebi kanonun ingasinda ve siirdiiriilmesinde ¢evirmenin tabi oldugu kurumsal denetimi goriiniir
kilar (Rundle, 2022, s. XVIII). Son olarak, Theo Hermans’in metin doniisiimii yaklagimi, c¢eviri
eylemini diller aras1 bir ikame siireci olarak sinirlamayip onu kiiltiirel, politik ve ideolojik bir yeniden
insa olarak konumlandirarak bu ger¢eveyi tamamlar (Vandal-Sirois & Bastin, 2012, s. 30). Hermans,
cevirinin erek sistem i¢indeki yonlendirici ve temsil edici giiciinii ortaya koyarak Lefevere’in sistem
kuramina analitik bir derinlik katar (Pym, 2007, s. 37). Biitiin bu kuramsal bakis ac¢ilar1 ortak bir
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sonuca isaret eder: yeniden yazim eylemi, dilden ve estetikten baglayarak iktidar iliskilerinin her
diizeyde isledigi, siyasi agidan tasarlanmig bir iiretimdir. Metne yapilan her miidahale, erek sistemin
sinirlarini koruyan ve egemen sdylemi yeniden iireten stratejik bir hamleye doniisiir. Uyarlama
konusunda 6nemli goriilen bir diger durum, uyarlayan kisinin kim oldugudur. Kimi zaman bir yazar
kendi eserini bagka bir tiire uyarlayabiliyorken kimi zaman ise baska bir yazar uyarlama islemini
gergeklestirebilmektedir. Uyarlama kavrami, onceki eserlerin kapsamli bir sekilde yeniden
yorumlanmasinin yaninda bir yeniden yaratma siirecini de barindirir. Uyarlamanin 6nem arz eden
bir baska 6zelligi bu noktada belirir. Uyarlama, bir yoniiyle de metinlerarasiliktir (Kiligarslan, 2026,
s. 136).

Modern ¢eviri ve edebiyat kuramlarinda uyarlama ile ¢eviri arasina kesin ve hiyerarsik bir
sinir ¢cizmenin anlamsiz oldugu savunulur. Geleneksel anlayistaki bu sinirlandirma, edebi metnin tek
ve degismez bir dogru barindirdigi yargisindan beslenir. Oysa c¢agdas yaklasimlarda okur ve
cevirmen, metnin pasif bir tiiketicisi degil, faal bir iireticisi olarak kabul edilir; dolayistyla metinlerin
yorumlanmasi ve yeniden yazilmasi siirecinde kati sinir ¢izgileri ortadan kalkar (Bassnett, 2002, s.
82-84). Lefevere, yeniden yazim ¢atisi altinda bu hiyerarsik ayrimi teorik diizlemde kaldirir. Ceviri,
uyarlama, elestiri ve tarih yazimi ayni yonlendirme siirecinin farkli dereceleri olarak degerlendirilir
(Lefevere, 1992a, s. 9). Bassnett bu goriisii destekleyerek ¢eviride yaraticiligin kaginilmaz oldugunu
ve ¢evirmenin bir yeniden yazimci sifatryla metni her zaman doniistiirdiiglinii, uyarlama ile ¢eviri
arasindaki farkin dolayisiyla niceliksel bir mesele oldugunu belirtir (2002, s. 8-9). Bu teorik zeminin
en somut yansimalarindan biri tiyatro ¢evirilerinde goriiliir; ¢iinkii her iki pratik de bir kaynak metni
hedef kiiltiiriin normlarina, beklentilerine ve geleneklerine gore yeniden bigimlendirir (Bassnett &
Lefevere, 1998, s. 90-91). Bassnett’in de belirttigi iizere bu yaklasim, ¢eviriyi kaynak ve hedef
metinler arasindaki smirlarin kesin bigimde belirlenemeyecegi bir uygulama olarak niteler. Yeni
ceviri ¢caligmalar1 bu nedenle a priori kurallar yerine betimleyici bir yaklagima yonelir (1993, s. 147).
Asil odak noktasi, bir metnin alic1 kiiltiirde c¢eviri, uyarlama ya da orijinal olarak nasil
adlandirildiginin ve bu adlandirmanin o edebiyat sistemindeki kiiltiirel roliiniin ¢éziimlenmesidir
(Bassnett, 1993, s. 144).

Edebi tiirler ve kavramsallagtirmalar arasindaki bu yapisal muglaklik, 19. yiizy1l Osmanli
entelektiieli igin resmi ideolojinin ve sansiir mekanizmalarinin baskisini asabilecek stratejik bir alan
insa eder. Lefevere’in farklilasmamis patronaj modelinin somutlagtigt Osmanli baglaminda, ceviri
ile uyarlama arasindaki sinirlarin keskin bicimde ¢izilememesi, Ebiizziya Tevfik gibi muhalif Yeni
Osmanli aydinlarina kaynak metni erek sistemin poetik ve ideolojik siizgecinden gecirerek
yonlendirme imkani saglar. Victor Hugo nun Angelo, Tyran de Padoue oyunundaki devlet tiranlig1
elestirisinin Selguklu cografyasindaki Hashasi entrikalarina indirgenmesi yalnizca bir adaptasyon
tercihi olmayip teorideki bu kavramsal esnekligin pratik sahada bir otosansiir olarak islev
kazanmasidir. Rodos siirgiiniinde, mutlakiyet idaresinin agir siyasi baskisi altinda kaleme alinan bu
eser, Lefevere’in vurguladig1 patronaj baskisinin ve ideolojik zorlamalarin bir yazarin kimligiyle
nasil catistigini ve bu ¢atismanin metne nasil sindigini gosterir.

Ceviriyi ve uyarlamay1 erek kiiltiiriin i¢kin ideolojik 1zgaralar1 ve patronaj mekanizmalari
iizerinden okuyan bu kuramsal ¢ergeve, Ebiizziya Tevfik’in dramaturjik miidahalelerini siyasi bir
yeniden yazim stratejisi olarak tanimlar. Bu siirecin boyutlari ve ¢evirmenin bir ideolojik filtre
olarak nasil isledigini ¢6ziimleyebilmek i¢in adaptasyonun oOziine inmek gerekir. Bu nedenle
karsilastirmali analize gegmeden dnce Angelo, Tyran de Padoue’nun kendi tarihi baglaminda hangi
siyasi kodlarla ve ¢atigmalarla insa edildigi ele alinmalidir.,

Bir Tiranhk Anatomisi: Angelo, Tyran de Padoue’nun Dramatik Yapisi

Tanzimat donemi aydinlari kendilerine bigtikleri halk &gretmenligi roliinii icra ederken
tiyatro eserlerinden siklikla yararlanirlar ve sahneyi topluma ulagsmada Onemli bir ara¢ olarak
benimserler (Ortayli, 2016, s. 128). Bu donemde Yeni Osmanlilar, mevcut sisteme karst duyduklari
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tepkiyi ve politik hosnutsuzluklarini dile getirmek icin Victor Hugo’nun eserlerini ideolojik bir vasita
olarak kullanirlar (Mardin, 1996, s. 143-144). Onun bask1 rejimlerine karsit durusu ve toplumsal
meseleleri ele alis bicimi Osmanli aydinlari i¢in ilham verici olur; eserleri Tiirk¢eye kazandirilir. Bu
dogrultuda Tiirk okurunun dikkatine sunulan politik metinlerden biri de Angelo, Tyran de
Padoue’dur. Eser, Tanzimat aydinlarinin aydinlanma miicadelelerinde hedefledikleri gibi tiyatronun
estetik islevini siyasi elestiri ve ahlaki rehberlikle harmanlayan yapisiyla 6ne ¢ikar. Oyunun Tiirk
sahnesindeki etkisi bu dénemle smirli kalmaz; ilerleyen yillarda, II. Mesrutiyet sonrasinda da
sahnelenir (Kerman, 1978, s. 25, 34).

Angelo, Tyran de Padoue, Victor Hugo’nun “Sabina Muchental” adli erken bir taslaga
dayanan romantik dramlarindandir (Ubersfeld, 2001, s. 26). Eserin yazilis siireci 1830’lar
Fransa’sinin ideolojik denetim ve sansiir baskisiyla i¢ ice gecer. Yazar alegorik anlatim araciligiyla
hem kendini hem de eserini siyasi miidahalelerden korumay1 amaglar, buna karsin metne otosansiir
uygulamaktan kurtulamaz. Bu sebeple taslak asamasindayken Angelo karakteri iizerinde gesitli
diizeltmeler yapar ve hatta eserin bir perdesini metinden ¢ikarir (Ubersfeld, 2001, s. 62). Boylece
eser, kendi doneminin siyasi baskisini i¢sellestirirken bir yandan da Hugo’nun insan dogas1 ve iktidar
iizerine ylriittigli derin sorgulamanin sahneye tasindig1 bir yapiya doniistir.

Ne var ki Hugo, ¢caginin bu baskisini dogrudan resmetmek yerine onu ii¢ ylizyil dncesine
yansitmayi secer. 1835°te yayimlanan Angelo, Tyran de Padoue, olay orgiisiinii 1549 yilinin Venedik
Cumbhuriyeti’ne bagli Padova’sinda hiikiim siiren miistebit bir yonetimin i¢ine yerlestirir. Yazildig
yillar1 kusatan Temmuz Devrimi sonrasi ¢alkantilari, sinif catismalarin1 ve birey-devlet gerilimini,
Hugo 16. ylizyill Venedik’inin Onlar Konseyi (Conseil des Dix) kurumunun baskici gozetim
mekanizmasi araciligiyla bir tiranlik elestirisine doniistiiriir. Hugo Onsdziinde tiyatronun temel
amacini topluma ahlaki bir ders vermek olarak tanimlar. Bunun igin dramatik akisin merkezine
toplumun hem onayladigi hem de hor gordiigi kadin tiplerini yerlestirir; kadinligi toplumsal
normlarin farkli yonlerden baskiladigi bir olgu olarak sahneye tasir. Bu iki tip araciligiyla kadim
despotizme ve asagilanmaya karsi savunurken, erdemin zorlu sinavlardan gegisini, giinahin ise
gbzyaslariyla arimigini tasvir eder. Tipler arasindaki catismalar toplumsal iligkilere dayanilarak
kurulur. Ona gore tiyatro, kitleleri felsefeyle donatan ve toplumsal fikirleri pekistiren bir aragtir.
Sanatin temel kosulu olan eglendirme ve duygulari tahrik etme iglevi ihmal edilmeden, her estetik
yapimin i¢cinde muhkem bir fikir bulunmalidir. Sanatkéar, vazifesinin bilincinde olarak genis halk
kitlelerine rehberlik etmelidir (Hugo, 1835, s. 1-3).

Oyunun sahis kadrosu, ait olduklart dénemi ve sosyal smiflari temsil edecek sekilde
olusturulur. Soylu ve erdemli eg Catarina ile toplumdan dislanmig tiyatro oyuncusu La Tisbe, eserin
ortak protagonistleri olarak 6nem kazanirlar. Padova’da yasayan Venedikli Catarina, Victor Hugo’ya
mahsus “Kadin, siirglin demektir.” diisiincesinin somut bir 6rnegi olarak resmedilir; 6yle ki kadinin
evliligi ve ¢ift yasantisi igindeki ruhsal yalnizligi, siirgiin hayati yasadigi bu sehirdeki ruh halini daha
da karamsar bir hale siiriikler (Ubersfeld, 2001, s. 27). Hafif kadin tipi La Tisbe ise Hugo’nun
Cromwell’in 6nsoziinde ileri siirdiigli grotesk kavramimin sahneye taginmig halidir. Sahne
kurgusunun ve oyundaki kirilmalarin ana aktorii olarak islev goriir. Halk tabakasindan gelisi,
kurallara boyun egmeyen yapisi onu grotesk estetiginin temsilcisi yapar (Ubersfeld, 2001, s. 26). Her
iki tip de goriiniirdeki sinifsal zitliklarina ragmen, patriarkal diizenin ve devlet baskisinin kurbanidir.
Paylastiklari trajik kader neticesinde aralarinda bir dostluk bagi kurulur. Bu ikiliye karst duran giig
ise, miitehakkim erkek tipi Angelo’dur. Iktidar giiciiniin ve tahakkiimiiniin temsilcisi olan Angelo
kanunlarm verdigi giicle baski kurar. Homodei, aptal bir gitarist kiligina girmis olan fakat aslinda
Venedik’in Onlar Konseyi’'nin her yeri géren ve takip eden gdzetim mekanizmasim temsil eden
casustur. Engelleyici islevini {istlenen Homodei, Catarina’ya duydugu karsiliksiz agkin intikamini
almak amaciyla, Rodolfo’yu Catarina’nin odasma sokarak ve Tisbe’ye gizli kapilar anahtarim
vererek trajedinin aglarini bizzat drer.
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Onun kurdugu bu agin i¢ine diisen Rodolfo, dramatik eylemin romantik 6znesi olur. Aslinda
Padova’dan siiriilmiis eski bir yonetici ailenin mensubu olup kimligini gizleyerek dolasan bir
prenstir. Catarina’ya duydugu imkansiz agk, onu siyasi bir figiir olmaktan ¢ikarir. Toplum 6niinde
Tisbe’nin kardesi roliinii oynamas1 ve gercekte Tisbe’yi sevmemesi, onu sadakat ve zorunluluk
arasina sikistirarak catigmay1 derinlestirir. Ana eylemin etrafinda konumlanan Anafesto Galeofa ise
Rodolfo’nun, Tisbe’nin askina karsilik vermedigi gercegini bilen yegane kisi olarak onun
celiskilerini izleyiciye aktarmada bir yansitict islevi gortir.

Son olarak, Catarina’nin hizmetkarlar1 Reginella ve Dafne, klasik tiyatrodaki yardimci ve
sirdas rollerini iistlenerek, dis diinyadaki tiranligin evin i¢ine, 6zel alana nasil sizdigin1 gosterirler.
Reginella, saraydaki faili mechul cinayetleri ve Homodei’nin tekinsiz varligini anlatarak mekanin
bogucu atmosferini kurarken, Dafne, Catarina’nin Rodolfo’ya duydugu askin getirdigi psikolojik
yikimi paylasabilecegi bir dert ortag1 olarak oyunun duygusal agirligin1 dengeler. Bu iki yardimci
karakter, bireysel tutkularin otorite ve intikam g¢arklar1 arasinda nasil ezildigini gdsteren onemli
islevler iistlenir.

Hugo, tanitilan bu sahis kadrosunu Romantizmin zitlik estetigine uygun, birbirine karsit
tiplerle kurar. Ancak bu kisiler aksiyonun gelisimiyle birlikte evrensel tip kaliplarimi kirarak
psikolojik derinlige sahip karakterlere doniisiir. Oyunun baslangicinda Angelo koca ve egemen,
Rodolfo asik ve siirgiin, Homodei ise casus ve kiskang tiptir. Catarina itaatkar ve aci ¢eken erdemli
es vasfinda yer alirken, La Tisbe sanatiyla var olan, tutkulu ama agagilanan metres tipini canlandirir.
Tipin karaktere doniisiim siirecinde olay oOrgiisiiniin kriz anlari, bu tiplerin altindaki bireysel
kirilganliklari ortaya cikarir ve bu noktada en biiytik doniisiimii La Tisbe yasar. Bir tip olarak intikam
almasi beklenen Tisbe, annesinin bakir hagi etrafinda sekillenen mistik bir bag ve Rodolfo’ya
duydugu karsiliksiz agkin getirdigi gerilimle ahlaki bir yiicelige ulasir ve kendi hayatini feda ederek
trajik bir karaktere doniisiir. Angelo dahi her an duvarlardan sesler duydugunu sanan, goriinmez bir
el tarafindan infaz edilmeyi bekleyen paranoyak ve korkak bir figiire biiriiniir.

Karakterlerin motivasyonlar1 ve {isluplar1 psikolojik ve sosyolojik derinlik acisindan
incelendiginde, eylemlerinin ve dillerinin ait olduklar1 sinifin ve donemin gergekligini yansittig1
goriiliir. Sinifsal aidiyet ve patriarka ekseninde Catarina’nin trajedisi, soylu sinifin kadini bir miilk
olarak gérmesinden kaynaklanir; Angelo’nun, onunla yalnizca serveti ve niifuzu igin evlendigini
acikca dile getirmesi de donemin erkege her seyi miibah goéren normlarini yansitir. Catarina’nin
iislubu, miiesses nizamin altinda ezilmis bir kadinin umutsuzlugunu sergiler. La Tisbe ise sokaklarin
acimasizligini yagamis, aristokrasinin ikiytizIiligiinii gormiis alt sinifin bir temsilcisidir; bu nedenle
dili keskin ve pervasizdir. Hayatta kalma iggiidiisii ile samimi bir sevgi arayisi, onun en biiyiik
psikolojik motivasyonunu olusturur.

Iktidar, korku ve hing iicgeninde Angelo’nun psikolojik derinliginde yatan temel diirtii
korkudur; Onlar Konseyi’nin mutlak gézetimi altinda olmanin verdigi agir baski, onun hem karisina
hem de yonettigi halka kars1 uyguladig siddetin asil sebebidir. Sahip oldugu gii¢ kendini giivende
hissetmesini istemedigi i¢in siirekli bir paranoya i¢inde yasar ve bu durum diyaloglarindaki siipheci
iislubu sekillendirir. Simifsal kiskanclik baglaminda Homodei’nin eylemlerinin arkasindaki
psikolojik giidii, reddedilmis bir agkin yarattig1 narsistik kirtlma ve smifsal hingtan beslenir. Zira
Catarina tarafindan bir casus oldugu i¢in agagilanarak reddedilmesi, kalbindeki sevginin ondan nefret
eden bir kadina duyulan kine ve saplantili bir intikam arzusu kisvesine biirlinmesine yol agar. O,
kendi ezilmisligini, soylularin hayatlarim1 mahvederek telafi etmeye galisan tehlikeli biri olarak
eserdeki yerini alir.

Olay orgiisii ise klasik tiyatronun {i¢ birlik kuralina bagl kalmaz. Oyun, klasik anlamdaki
“perde” kavrami yerine, olaylarin yasandifi zaman dilimlerine vurgu yapan “giin”
isimlendirmeleriyle {i¢ ana bdliime ayrilir. Boylece, dramatik zamanin algilanisin1 kolaylastirirken
oyunun ritmini de adim adim artirir. Safak s6kene dek siiren bir eglence atmosferinde gegen ve sekiz
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sahneden olusan “Birinci Giin: Anahtar” (Premiére Journée: La Clef) (Hugo, 1835, s. 5-34),
karakterlerin sosyal maskelerini ve “anahtar” motifi yoluyla mekanlarin sinirlarimi ihlal etme
temayiillerini isleyerek entrikay1 serimler. Tiranin karis1 Catarina’nin yatak odasinda gegen ve 6
sahneye yayilan “Ikinci Giin: Hag¢” (Deuxiéme Journée: Le Crucifix) (Hugo, 1835, s. 35-66) ise
kadinlar aras1 yiizlesmeyi, kiskan¢ligi ve bakir hag motifinin trajediyi bir kefaretten digerine
cevirisini merkeze alarak entrikanin diigiimlendigi perdeye déniisiir. “Ugiincii Giin: Siyah Yerine
Beyaz” (Troisieéme Journée: Le Blanc pour le Noir) (Hugo, 1835, s. 67-124) ise kendi i¢inde ii¢ alt
boliime ayrilir. “Birinci Kisim”, dislanmislarin ve 6liimiin mekan1 olan bir harabede geger ve 3
sahneden olusur; “Ikinci Kisim” yeniden Catarina’nin odasina donerek 6liim kalim hesaplasmasini
barindiran 11 sahneyi kapsar; “Ugiincii Kistm” ise La Tisbe’nin yatak odasindaki 3 sahneyle son
bulur ve olay orgiisiinii ¢6zer. Mekanlarin sinifsal hiyerarsisini, saray ile harabe arasindaki zitlig1 es
zamanli olarak tasvir eden bu parcali kurgu, klasik tiyatronun mekan birligi kuralini biitliniiyle yikar.
Aksiyonun hizimi artirarak kaderin karakterler tizerindeki nihai hiikmiinii icra etmesini saglar.

Oyunun zaman kurgusu kadar mekan tasarimi da yalnizca fiziki bir dekor veya kronolojik
bir siralama olmanin Gtesinde, gerilimi, karakter psikolojisini ve toplumsal elestiriyi tahkim eden
temel unsurdur. Oyundaki mekéan, iktidarin mutlak tahakkiimiinii ve bireyin baski altinda tutulmasini
temsil eder. “Birinci Giin” gece senligi i¢in aydinlatilmis acgik bir bahgede baslasa da, arka plandaki
Padova’nin karanlik silueti ve sarayin golgesi, Venedik baskisini hissettiren bir atmosfer yaratir
(Hugo, 1835, s. 7). Mekanin sosyolojik islevi en g¢arpici bigimde Catarina’nin zengin kirmizi
kumasglarla dosenmis yatak odasinin zamanla bir hapishaneye doniismesinde kendini gdsterir (Hugo,
1835, s. 37). Zira bu oda, erdemli ama ezilmis kadinin patriarkal diizendeki esaretini temsil eder.
Catarina kendisini bu alanda kilitli ve gdzetim altindaki bir mahk{im olarak hisseder. Yazar, mekan
cinsiyet ve giic iliskileri baglaminda kesin bir hiyerarsiyle kurgular. Odanin penceresi asilmaz bir
ucuruma ve nehre acilirken, duvarlarin igine gizlenmis gecitler ve kapilar iktidarin, 6zellikle de
Venedik’in Onlar Konseyi’nin onu gdzetlemesine imkan saglar. Casus Homodei’nin elindeki
anahtarin art arda tim kapilar1 agabilmesi, mahrem alanin devlet eliyle nasil ihlal edildigini ve
sinirlarin iktidar tarafindan asilabildigini gosterir.

Victor Hugo’nun romantik drami, 16. ylizy1l Venedik tiranligin1 bir ayna olarak kullanarak
hem mutlakiyet¢i monarsiyi hem de kadini bir miilk gibi goren patriarkal diizeni sorgular. Eserin
temel amaci kadinin toplumda nasil ezildigini géstermek ve bu trajedinin asil sorumlusu olan egemen
diizeni elestirmektir. Oyunun omurgasini olusturan bu tema iktidar hirsi, devletin baskici gozetimi,
kiskanglik ve sinifsal 6fke gibi yan temalarla daha da zenginlesir.

Venedik’in Tiranh@indan Hashasi Entrikasina: Politik Catismanin Yerlilestirilmesi

Angelo, Tyran de Padoue daha 6nce belirtildigi iizere giin ismi verilen 3 perdeden, perdeler
de kendi iclerinde farkli sayida sahneden olusur. Habibe Ydhut Semdhat-1 Ask’ta ise gilinler
perdelere, sahneler ise meclislere tekabiil eder. Bu baglamda Angelo, Tyran de Padoue’nun sekiz
sahneden olusan Birinci Giin, Birinci Fasil’a aktarilirken bigim y6niiyle de yeniden diizenlenerek bes
meclis halinde tertip edilir.

Metnin yapisini sahne bazinda incelemeye gecmeden Once, Ebiizziya Tevfik’in Victor
Hugo’nun Italyan siyasi kurgusunu hangi tarihi ¢ergeveye oturttugunu tespit etmek gerekir. Habibe
Yahut Semdhat-1 Ask, Venedik Cumhuriyeti’nin 16. yiizy1l Padova’sim1 Hagli Seferleri ve Anadolu
Beylikleri doneminin Ortadogu ve Anadolu cografyasiyla ikame eder. Eserdeki karakterler, metin igi
ipuglar1 ve donemin tarihi gercekligiyle Ortiistiiriildiiglinde gergekte var olmus tarihi sahsiyetlere
karsilik gelir.

Habibe Yahut Semdhat-1 Ask’ta ad1 gecen Sultan Selahaddin, Eyyubi Devleti’nin kurucusu
Selahaddin Eyyubi’ye karsilik gelir. Metinde essiz kuvvetiyle 6ne ¢ikan ve Selguka’nin kocasi
Nureddin’in kayinpederine karst sigindig1 kudretli hiikiimdar olarak tanitilir. Selguka’nin babasi ise
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Anadolu’yu titreten, Islam ordular1 adina Haglilara karsi savasan, Bizans’tan harag alan ve kizina
¢eyiz olarak memleketler bagislayan bir Anadolu padisahi olarak tasvir edilir ve sahis kadrosunda
ismi Anadolu Selcuklularindan Kili¢ Arslan olarak belirtilir. Behram adiyla karsilik bulan asik
karakter ise Danismendli beylerinden bir delikanli olarak tanimlanan bir Anadolu beyligi
mensubudur. Nureddin karakteri de sahis kadrosunda Hasankeyf Hakimi unvaniyla tamtilir. Gizli
orgiit Hashasiler ve liderleri Hasan Sabah ise metinde agikga isimlendirilerek padisahlara ve emirlere
dahi korku salan, tehdit mektuplar1 birakan suikast¢ilar olarak tasvir edilir; casus Numan da sahis
kadrosunda Hasan Sabah’in baglilarindan bir hashasi olarak yer alir.

Metin igerisinde anlatilan iligkiler agindan hareketle oyunun vaka zamani 11. yiizyilin sonu
ile 12. yiizy1lin sonu arasinda yasanan Hacli Seferleri dénemine denk diiser. Ismi gecen tarihi
sahsiyetler, kendi konumlar: itibartyla, Hacli Seferleri esnasinda Hristiyanlarla savasmislardir.
Ebiizziya Tevfik Haghlara karsi miicadele etmis olan tarihi karakterleri ayni dramatik eylem
etrafinda toplar. Bunu yaparken de tarihi dekoru olusturabilmek igin kronolojik bosluklar
doldurmaya ve hiyerarsiyi kurgusal akrabaliklarla diizenlemeye cahisir’. ismi gegenlerin tarihi
serencami ile metin ig¢indeki istlendikleri roller arasinda uyumsuzluklar mevcuttur. Bu durum,
yazarin tasavvur ettigi kurguyu insa edebilmek adina tarihi uyumsuzluklari bilingli olarak g6z ardi
ettigini gosterir. Ebiizziya Tevfik Hugo nun Italyan siyasi kurgusunu Osmanli okuyucusuna kendi
tarihi hafizasinda yer eden asina isimler ve tanidik catismalar araciligiyla sunar. Lefevere’in kiiltiirel
1zgara kavrami (Lefevere, 1992a, s. 87-98) baglaminda degerlendirildiginde bu tercih, hedef kiiltiiriin
sdylem evreninde karsiliksiz kalan 6gelerin tarihi kimliklerle de ikame edildigini gosterir. Ilerleyen
boliimlerde sahne karsilastirmalart bu tarihi zemin iizerinde okundugunda, yeniden yazim
stirecindeki dramaturjik kararlar ile Ebiizziya Tevfik’in siyasi ve ideolojik tavr1 arasindaki bag ¢ok
daha somut bir hal alacaktir.

Angelo, Tyran de Padoue’nun sahne yapisinin degistirilmis olmasi Bati feodalizminin ve
politik ¢atigmalarinin yerlilestirildigi bir yeniden yazim siirecidir. Uyarlamanin ilk ve en belirgin
yapisal yonii, kaynak metnin sekiz sahneli Birinci Giin® perdesinin bes meclise sikigtirilmis
olmasidir. Kaynak eserin birinci sahnesi ile erek metnin birinci meclisi karsilagtirildiginda birtakim
eksiltmelerin sahnenin yapisin etkiledigi gériiliir. Oncelikle Tisbe, uyuyan Homodei karakterini
tanitirken onun getirdigi 6liimciil zehir ve igen kisiyi on iki saat boyunca 6lii gibi uyutan bir tiir
uyusturucu igeren iki kiiclik siseden bahseder (Hugo, 1835, s. 12-13). Buna karsilik Habibe, Numan
karakterini siradan bir udi kimligiyle sahneye siirer. Boylelikle zehir ve uyku ilact gibi motifler
metnin serim boliimiinden tasfiye edilerek, kurgunun ilerleyen sathalarinda kullanilacak birer siirpriz
olarak sakli tutulur. Bir diger 6nemli eksiltme, Tisbe’nin gegmiste annesini 6liimden kurtaran kizi
bulmak amaciyla sehir sehir dolastigini, bu ugurda 6zel hafiyeler gérevlendirdigini ve kizi bulan

7 Ebiizziya Tevfik’in bu tasarrufunun ardinda Namik Kemal’in tesiri olmalidir. Namik Kemal, Devr-i Istila ve Evrak-i
Perigan’da farkli tarihi karakterleri ortak bir maksada ya da hareket tarzina istinaden miisterek bir zeminde toplar. Bir diger
onemli dikkat ise Namik Kemal’in Magosa’da siirgiindeyken iki cildini tamamladig1 7drih-i Askeri isimli eserinin Rodos
siirgiinii sirasinda yeni bir tertiple hazirlanmis hali olan Osmanli Tarihi’ndeki (Akiin, 2006, s. 369) bakis agisinin Ebiizziya
Tevfik’i etkilemis olabilecegidir. Namik Kemal tarih bilimini, devlet yonetimi ile siyasetin en temel rehberi ve bilimlerin
en yiicesi olarak degerlendirir. Siyasi olaylarin fen bilimleri gibi aletle dl¢iilemeyecegini, bu nedenle devleti tehlikelerden
koruyacak yegéane kilavuzun tarih bilimi oldugunu vurgular. Ayni zamanda tarihi, yalnizca devlet adamlarina 6zgii bir alan
degil, okuma yazma veya hesap yapmak gibi toplumun her ferdi i¢in zorunlu bir egitim araci olarak goriir ve tarih
bilmemeyi ayiplanacak bir cehalet olarak nitelendirir. Namik Kemal’e gore tarih, ahlaki yiicelik ve diisiiklikleri
sergileyerek vicdani egiten bir “muallime-i hayat”tir. Temel felsefesi itibariyla o, tarihe gelecege dair dersler ¢gikarilmasi
ve insanligm ilerleme seriiveninin kavranmasi gereken dinamik bir siireg olarak yaklasir (Namik Kemal, 1326/1910, s. 3-
34). Bu ciimleden olmak iizere Ebiizziya Tevfik’in tarihi bir tiyatro oyununu se¢mis olmasinin siyasi ayaginda ayni
zamanda Namik Kemal’in ve onun tarih felsefesinin etkisi oldugu diigiiniilebilir.

8 Daha 6nce belirtildigi lizere Fransizca metinde perdeler Giin olarak isimlendirilir ve giinler de Sahne’ler hélinde
boliimlendirilir. Ebilizziya Tevfik’in metninde ise perdeler Fasil olarak isimlendirilir, Fasil’lar da Meclis seklinde
boliimlendirilir. Inceleme boyunca metinler arasindaki farklihiga dikkat gekmek igin oyunlarm orijinal isimlendirmeleri
kullanilacak olup bdylelikle karisikliklarin 6niine gegilmeye caligilacaktir.
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kisiye on bin altin verecegini ilan edecegini anlattig1 kesittir (Hugo, 1835, s. 11). Habibe, bu ge¢misi
yalnizca Hashasilerin zulmii baglaminda ve ortak bir travma unsuru olarak aktarir. Kizi aradigina
veya herhangi bir maddi 6diil vadettigine dair detaylar metinden cikarilir.

Politik diizlemde dikkati ceken miidahale ise merkezi otoritenin insa ettigi sistematik korku
ikliminin torplilenerek, yerini daha muglak ve efsanevi bir tedirginlik haline birakmasidir.
Angelo’nun Venedik’in Onlar Konseyi’ne dayanarak tasvir ettigi, her duvarda bir kulak ve her
golgede bir cellat barindiran baski mekanizmasi1 (Hugo, 1835, s. 24), Hashasiler tarikatinin yastiga
saplanan hanger ve notlarla hissettirdigi suikast tehdidine indirgenir (Ebiizziya Tevfik, 1874, s. 10).
Bu durum, devlet eliyle yiiriitiilen baski temasimin Dogu’ya 6zgii gizli ve sekter bir orgiit temasina
doniismesini saglar. Boylelikle devlet mekanizmasi alenen elestirilmemis olur.

Metnin dramatik yapisini yerlilestirmek amacrtyla yapilan bu eksiltmeler, yerini kurguyu
hedef kitlenin beklentilerine yaklastiran 6zgiin ilavelere birakir. Kaynak metindeki belirsizliklerin
yerini, Dogu anlat1 gelenegine uygun daha seffaf ve duygusal ifadeler alir. “Birinci Sahne”de Angelo
genel bir kiskanglik icindedir ancak esinin ihanetine dair elinde bir kanit yoktur (Hugo, 1835, s. 6,
13). Birinci Meclis’te ise Nureddin, esinin bes ay evvel kiyida bir adamla goriistiigiinii casuslari
vasitasiyla 6grendigini ve kadini o zamandan beri hapsettigini soyler (Ebiizziya Tevfik, 1874, s. 22).
Bu ilave, kurguyu hizlandirarak ¢atigmay1 en bastan somut bir zemine oturtur.

Hugo’nun metninde Tisbe, Angelo ¢iktiktan sonra herhangi bir tepki vermez; oysa Nureddin
sahneden ayrilinca Habibe arkasindan soylenmeye baglar. Karakterin Nureddin’e “zalim” ve “yilan”
diyerek seslendigi, nefesinin “kan koktugunu” sdyledigi bu monolog, karakterin i¢ diinyasim
seyirciye aktaran onemli bir eklemedir (Ebiizziya Tevfik, 1874, s. 23-24). Fransiz romantik
diyaloglarinin yerine, Birinci Meclis’e Dogu estetigine uygun ask ve iktidar tartigmalar1 eklenir.
Nureddin’in bir as181n ne kadar biiyiik bir cihangir olursa olsun sevdigine boyun egmesi gerektigini
sOylemesi veya Habibe’nin bir govdede iki cananin birlesemeyecegine dair sorgulamalari metne
derinlik katan yerel ilavelerdir (Ebiizziya Tevfik, 1874, s. 19).

Birinci Meclis’teki bu karakter merkezli ilaveler ve tematik genislemeler, oyunun ilerleyen
kisimlarinda yerini daha yapisal ve islevsel bir doniisiime birakir. Ebiizziya Tevfik, tempoyu artirmak
ve olay Orgiistinii yerel degerler ekseninde sikilagtirmak amaciyla kaynak metnin pargali yapisini
birlestirme yoluna gider. Bu dogrultuda Angelo, Tyran de Padoue’nun Ikinci Sahne ve Ugiincii
Sahne’yi, ikinci Meclis bashgi altinda toplar. Tisbe ve Rodolfo’nun bas basa kaldig1 ve asklarmi
konustugu “ikinci Sahne” (Hugo, 1835, s. 19-22) ile Rodolfo’nun arkadasi Anafesto Galeofa ile
sirlarint paylastigi “Uciincii Sahne” (Hugo, 1835, s. 23-24), araya bir giris-¢ikis konulmadan ikinci
mecliste i¢ i¢e gegirilir.

Sahnelerin i¢ i¢e gecirilerek birlestirilmesi, ¢catismaya ivme kazandirma ve sahislar arasi
iligkileri yerel degerler ekseninde yeniden olusturma gayesinin bir tezahiiriidiir. Tisbe sahneden
ayrildiktan sonra Anafesto kurguya dahil olurken, Necmeddin, Habibe heniiz sahnedeyken igeri
girer. Habibe, Behram’in kendisine kars1 mesafeli durusunu Necmeddin’e sikdyet ederek durumu
ticlii diyalog zeminine tasir (Ebiizziya Tevfik, 1874, s. 24-25). Behram, bu soguklugunu zalim bir
yonetici olan Nureddin’in korkusuna baglarken, Habibe onu saraya tehlikesizce sokabilmek adina
hedef kiiltiirlin inang ve akrabalik sisteminde gegerli bir mazeret olan siit kardesi kimligini
kullandigim agiklar (Ebiizziya Tevfik, 1874, s. 26). Kaynak metindeki yalandan kardeslik oyunu,
boylece diyaloglar boliinmeden yerel gergeklige uygun bir siit kardesligi bagina doniistiiriiliir.

Sahnelerin bu denli girift hale getirilmesinin ardinda yatan bir diger sebep, Ebiizziya
Tevfik’in esere islemeyi amacladig1 ahlaki ve didaktik derinliktir. Hugo’nun metninde Rodolfo,
Tisbe’yi sevmedigini arkadas1 Anafesto’ya itiraf ettiginde Anafesto yalnizca kisa bir saskinlik ve
acima belirtisi gosterir (Hugo, 1835, s. 23-24). Oysa iki sahnenin birlegimiyle ivme kazanan duygusal
gerilim, ahlaki bir hesaplasmaya evrilir. Necmeddin, Behram’m Habibe’ye karsi hissizligini
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ogrendiginde ona agir ahlaki elestiriler yoneltir. Behram’1 “tas yiirekli”, “zalim” ve “nankor” olmakla
suclayarak masum bir kiz1 bos vaatlerle oyalamanin ahlaki vebalini uzun bir sdylemle yiiziine vurur
(Ebiizziya Tevfik, 1874, s. 28). Ebiizziya Tevfik, Fransiz romantizminin bireysel tutkularini, Tiirk
edebiyatinin didaktik ve ahlakei tavriyla yogurarak Necmeddin karakterini adeta bir vicdan terazisi
olarak konumlandirir.

LT3
1

Sonug olarak, iki sahnenin tek bir mecliste birlestirilmesi tempoyu artirmayi, siit kardesligi
gibi yerel motifleri akis1 bozmadan metne yedirmeyi ve yerli okur/izleyicinin asina oldugu ahlaki
nasihat gelenegini karakterlerin psikolojik catigsmalar1 araciligiyla vermeyi amaglar. Kaynak metnin
parcali yapisi, kiiltiirel ve didaktik bir biitiinliige kavusturularak hedef kitlenin zihniyet diinyasina
hitap eden bir forma biiriiniir.

Hedef metinde tebelliir eden bu zihniyet doniisiimii ve didaktik doku, sahne kurgusunun bir
sonraki sathasinda tarihl ve cografi bir kimlik insasiyla tahkim edilir. Ebiizziya Tevfik, dramatik
yapiy1 bigimlendirirken, sahislarn politik arka planlarin1 ve kurgunun gectigi mekanlar1 da
Anadolu’nun ve Orta Dogu’nun tarihi dokusuna uygun sekilde yeniden tasarlar. Bu baglamda,
casusun as13a kimligini acikladig1 yiizlesme am, Bat1 feodalizminin ve italyan sehir devletlerinin
siyasi gercekliginden siyrilarak Anadolu beyliklerinin tarihi diinyasina oturtulur.

Kaynak metnin bu sahnesinde Homodei, Rodolfo’nun aslen Padova’dan siiriilmiis soylu bir
ailenin prensi Ezzelino da Romano oldugunu yiiziine vurur (Hugo, 1835, s. 25). Hashasi casusu
Numan ise, Behram’in aslen Sivasl oldugunu ve Danigsmendiyye Hanedani’ndan Ziinnun’un yegeni
Ayniiddin oldugunu ifsa eder (Ebiizziya Tevfik, 1874, s. 27). italyan sehir devletlerinin siirgiin prens
izlegi, Anadolu Tiirk tarihinin beylikler donemi taht kavgalarina ve siirgilinlerine doniistiiriilerek
hedef kitlenin tarihi asinaligina sunulur. Benzer sekilde, Hugo’nun metninde asiklarin Venedik’te
Sanpiero sokagindaki yikik Magaruffi Sarayi’nda bulustugu detay1 (Hugo, 1835, s. 26), “Iskele
ceziresi karsisinda bir magara” seklinde gozlerden uzak ve yerel kiiltiire uygun bir mekanla karsilik
bulur.

Homodei, asiklarin ge¢misini oldukga ayrintili bir bigimde anlatir; yedi y1l 6nce Venedik’te
Saint-Georges-le-Grand kilisesinde baslayan aski ve Béate Cecilia adindaki bir kadimin evindeki gizli
bulusmalar1 uzun bir monologla aktarir (Hugo, 1835, s. 25). Bu uzun ve Venedik’in toplumsal
normlarina 6zgii flort siireci metinden eksiltilir. Numan ge¢misi ¢ok daha sade bir dille 6zetleyerek,
Selguka’nin heniiz ¢ocukken babasiyla Ayniiddin’in memleketine misafir geldigini ve asklarinin
orada basladigini anlatir (Ebiizziya Tevfik, 1874, s. 32). Ebiizziya Tevfik, Kilise gibi Hristiyan
kurumlarinin ve Cecilia gibi araci kisilerin yer aldigi karmasik agk arka planini digarida birakir. Dogu
anlati geleneginde sikca rastlanan ¢ocukluk aski ve misafirlik gibi saf, tanidik ve yerel unsurlari
tercih eder.

Homodei, Rodolfo’ya sevdigi kadim1 gérmesi i¢in “Bu gece, gece yarisi, Albert de Baon
sarayinin kdsesinde” bir bulusma ayarlar (Hugo, 1835, s. 27). Bu durum entrikaya bir gerilim katar.
Ancak Numan, Behram’a “Yarin gece mehtap gece... yarisindan bir saat sonra... kalenin simalden
ticlincii burcu altinda” beklemesini sdyler. Bulugsmanin “bu gece”den “yarin gece”ye ertelenmesi,
Ebiizziya Tevfik’in oyunun zaman akisina yaptigi bir miidahaledir. Ayrica randevu mekani, Bati’ya
0zgl bir saray kosesinden kalenin “simal burcu” altina tasinir. Homodei, kim oldugunu soran
Rodolfo’ya sadece soguk bir sekilde “Bir aptal” diyerek kestirip atar ve sahneden ¢ikar (Hugo, 1835,
s. 28). Numan ise sahneye Dogu tasavvufuna has dervis, meczup tipine uygun felsefi bir ekleme ile
girer. Soze, “Azizim! Bir vakit olur ki budalalar da akillilar gibi lakirdi sdyleyebilir!” diyerek baglar
(Ebiizziya Tevfik, 1874, s. 31). Kaynak metindeki devlet ajan1, Dogu’nun bilgeligini delilik kisvesi
altinda saklayan, daha felsefi ve mistik bir karakter tasiyan abdal tipine dontistiiriiliir.

Dérdiincii Sahne Ugiincii Meclis’e doniistiiriliirken Batili soyluluk unvanlar, kilise etrafinda
sekillenen toplumsal iligkiler ve Italya’ya O6zgii mekanlar metinden c¢ikarilir. Bunlarin yerine
Anadolu’nun tarihi ger¢ekligi, cocukluk agki motifi ve mistik abdal felsefesi eklenerek eser, donemin
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okurunun ve seyircisinin beklentilerini karsilayan bir yapiya kavusturulur. Bu stratejik zihniyet
doniisiimii, Besinci Sahne’nin atlanmasinin ardindan eylemin bir sonraki agamasi olan Altinci
Sahne’nin Dordiincii Meclis’e tagindig1 asamada bilgi ve inang {izerine yerel bir tartismayla daha da
derinlesir.

Altinct Sahne’den Dordiincii Meclis’e gegisteki en belirgin doniistiirme ve ekleme, casus
karakteriyle ortaya ¢ikar. Venedik’in istihbarat agimi temsil eden Homodei, gitarinin tellerini insan
kalbinin liflerine benzetir (Hugo, 1835, s. 31). Numan ise udunun farkli kalinliktaki tellerinden
cikardigr sesleri drnek gostererek aptal goériiniimiiniin ardinda yatan zekay: kiiltiirel bir metaforla
aciklar. Habibe’nin, bu durumu tasavvufi bir kavram olan kerametle agiklama egilimine karsilik
Numan, durumun keramet degil hikmet ve maharet oldugunu vurgulayarak (Ebiizziya Tevfik, 1874,
s. 38) metne yerel bir epistemolojik tartisma ekler. Entrikanin kurgulanis biciminde dikkate deger
kisaltmalar ve aktarimlar yapilir. Homodei, Tisbe’yi sarisin bir kadin imgesi iizerinden kiskirtip
kasten gizemli bir dil kullanirken (Hugo, 1835, s. 31), Habibe Yahut Semdhat-1 Ask’ta bu ifsa siireci
daha dolaysiz ve sinifsal bir zemine taginir. Numan, Behram’in asil adinin Ayniiddin oldugunu ve
onun yalnizca bir beyin haremindeki Selguka’y1 sevdigini sdyler. Bu noktada Numan, Behram’in
Habibe’yi higbir zaman es olarak almayacagimi belirterek Batili romantik kiskanc¢lik motifini
Dogu’nun toplumsal gerceklikleriyle harmanlar (Ebiizziya Tevfik, 1874, s. 36). Uzun ve gizemli
diyaloglar yerine, Habibe’nin emellerinin birer “hiilya” oldugu gercegi dile getirilerek kisa ve net
climlelerle sahne hizlandirilir.

Angelo, Tyran de Padoue’da entrikanin temel araci olan ve Angelo’nun boynunda tasidigi
siradan bir anahtar imgesi (Hugo, 1835, s. 33), erek metinde Osmanli statii sembollerine uygun
bicimde doniistiiriiliir. Numan, Habibe’ye Nureddin geldigi zaman boynunda altin bir zincirle asili
duran elmasi, yani bir tiir iftihar nisanini istemesini tembihler (Ebiizziya Tevfik, 1874, s. 38). Bu
dogrultuda, Fransizca metindeki casusun on bes dakika sonra geri doniip anahtarin nasil
kullanilacagimi anlatacagina dair verdigi esrarengiz talimatlar metinden tamamuyla ¢ikarilir (Hugo,
1835, s. 33). Homodei’nin karanlik planini zamana yayma stratejisi yerine, Numan “bes on mangir
daha toplayayim” diyerek ekonomik bir gerekceyle sahneden ayrilir (Ebiizziya Tevfik, 1874, s. 38).
Sonug olarak, Bat1 tiyatrosunun gotik ve karmasik kiiltiirel 6geleri metinden ¢ikarilir ve olay orgiisii
Dogu’nun dervis gelenegi ile sinifsal mahremiyet algisi temelinde basariyla yerlilestirilir.

Altmer Sahne’nin Dordiinci Meclis’e aktarildigi boliimde kesitte toplumsal temelleri
atilarak diizenlenen entrika, Yedinci Sahne’den Besinci Meclis’e gegisle birlikte eyleme doniisiir.
Dramatik yapinin bu yeni halkasinda, entrikanin merkezinde yer alan anahtarin ele gegirilme eylemi
ana omurgayl olustursa da eylemin sahnelenis bigimi ve karakterlerin psikolojik ydnlendirme
stratejileri mahalli geleneklere gore yeniden sekillenir.

Bu gegcis siirecindeki en 6zgiin eksiltmeler, kaynak metnin icerdigi Bat1 merkezli tarihi ve
politik referanslarda goézlemlenir. Angelo, boynundaki anahtarin {inli Ronesans heykeltiras
Benvenuto Cellini tarafindan 6zel olarak islendigini belirtir (Hugo, 1835, s. 35). Bu atif metinden
eksiltilerek nesne yalnizca “ne kadar da sanath yapilmis” (Ebiizziya Tevfik, 1874, s. 40) seklinde
genel bir ifadeyle gegistirilir. Benzer sekilde, kaynak metinde La Tisbe anahtar1 aldiktan sonra
Fransa’nin Venedik biiyiikel¢isi M6sy6 de Montluc’un da benzer bir anahtar1 oldugundan bahseder
ve donemin Fransiz Protestanlar1 olan Huguenot’lar araciligiyla politik bir génderme yapar (Hugo,
1835, s. 37). Osmanli okuyucusu/seyircisi i¢in kiltiirel bir karsilig1 olmayan bu Fransiz-Venedik
siyasi baglami, erek metinden biisbiitiin eksiltilir. Ayrica sahnenin sonunda Angelo’yu ¢ikarmak i¢in
kullanilan “Virgilio Tasca’nin galeride beklemesi” (Hugo, 1835, s. 37) detay1 da atilarak sahne sonu
ivme kazanir.

Yeniden yazim sirasinda karakterlerin yonlendirilme stratejilerinde de kiiltiirel normlara
dayali ekleme ve degistirmeler yapilir. La Tisbe, Angelo’nun boynundaki nesneyi bir miicevher
sanarak ister, bunun bir anahtar oldugunu 6grendiginde ise “Mademki anahtar, istemiyorum” diyerek
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Angelo’yu reddeder ve bu sayede erkegin 1srarini tetikler (Hugo, 1835, s. 36). Habibe bu stratejiyi
Dogu kiiltiiriine 6zgii bir naz ve istigna tavriyla uygular. Metne “kulunuz”, “efendim” gibi hitaplar
eklenir. Sahnenin inandiriciligini artirmak adina metne yapilan en dikkat cekici ekleme ise
Habibe’nin nesneye yonelik getirdigi elestiridir. Osmanli giyim kusaminda bir anahtarin altin zincirle
boyunda sergilenmesi olagan dist bir durum oldugundan, Habibe “Siz, liizumlu bir sey olmasa...
Boyle cevherlere gark ederek altin zincirlerle boynunuza asar misiniz?” diye sorar (Ebiizziya Tevfik,
1874, s. 39). Bu ekleme, Ebiizziya Tevfik’in sadece metni ¢evirmekle kalmadigini, ayn1 zamanda

onu Dogu’nun estetik beklentilerine uygun héle getirmeye ¢alistigini gosterir.

Erek metindeki yeniden yazim siireci, yalnizca kaynak metnin sahnelerinin yerel estetige
doniistiiriilmesi veya parcali yapilarin birlestirilmesiyle sinirli kalmaz. Ebiizziya Tevfik’in
miidahalesi, hedef kiiltiiriin toplumsal normlarryla uyusmayan veya akisi yavaslatan oOgelerin
metinden tasfiye edilmesini de kapsar. Venedik’in karmasik entrika unsurlarinin ve Batili soyluluk
kodlarinin yerlilestirildigi bu siirecte, ¢cevirmenin ideolojik ve estetik siizgecinin en agik sekilde
ortaya ciktig1 alan, erek kiiltiire nakledilemeyecek kadar yabanci olan yapisal bloklarin kesilip
atilmasidir. Nitekim bu eksiltme stratejisi, oyunun biitlinliigiinii korumak igin gereklidir.

Yeniden yazim uygulamalarinda tam eksiltme stratejisi, salt bir metin kisaltma veya sahne
atlama isleminden ibaret degildir. Bu durum, kaynak metindeki kiiltiirel ve anlam uyusmazliklarinin
hedef kiiltiiriin kabulleri dogrultusunda yapisal bir filtreden gegcirilmesidir. Angelo, Tyran de
Padoue’nun Birinci Giin perdesinde yer alan besinci ve sekizinci sahnelerin Habibe Ydhut Semdhat-
1 Ask’ta ¢ikarilmasi Bat1 romantizmine 6zgl hastalikli kaderciligin ve casusluk mekanizmalarinin
Dogu’nun tahayyiil diinyasiyla yasadigi anlamsal ¢atigmanin bir sonucudur. Bu sahnelerin yoklugu,
metindeki bir eksiklikten ziyade, yerli okurun kavrayisina yonelik bilingli bir estetik insay1 temsil
eder. Bu eksiltmeler, hedef metnin yapisini, karakter psikolojilerini ve kiiltiirel degerlerini
sekillendirir.

Besinci Sahne’de, La Tisbe ile Rodolfo arasinda kisa ancak yogun bir diyalog gecer. Bu
sahnede Tisbe, Rodolfo’ya olan tutkulu askimi dile getirirken, Rodolfo kendi soyunun lanetli
oldugunu ve kendilerini sevenleri 6liime siiriiklediklerini ifade eder. Tisbe ise 6liimii onun elinden
biiyiik bir zevkle kabul edecegini sdyler (Hugo, 1835, s. 25). Bu sahnenin eksiltilmesinin temel
mantig1, Bat1 romantizmine 6zgii bu asir1 kaderci ve hastalikli agk anlayisinin yerli okur/izleyicinin
zihnindeki geleneksel "asik-masuk" dinamikleriyle tam olarak oOrtiismemesinden kaynaklanir.
Ebiizziya Tevfik, Behram’in soguklugunu ve Habibe’nin karsiliksiz askindan dogan acisini zaten
onceki meclislerde Necmeddin’in elestirileri ve uzun monologlar1 aracilifiyla yeterince verir.
Dolayisiyla metni lirik bir melankoliyle yavaslatan bu sahne aradan ¢ikarilir, Birinci Fasil’in olay
orgiisii hizlandirilir ve entrikanin ana hatlarina odaklanilir.

Sekizinci Sahne ise Birinci Gilin perdesinin finalini olusturur. Bu sahnede La Tisbe,
Angelo’dan kopardigi anahtar1 Homodei’ye gosterir; Homodei de ona gece yarisindan sonra saat
ikide Molino Kopriisii’'ne bakan galeride saklanmasini, elindeki anahtarin art arda {i¢ ayr1 kapiy1
acacagini detayli bir plan hilinde anlatir. Ayrica Tisbe, bu hizmetine karsilik casusa altin dolu bir
kese verir (Hugo, 1835, s. 33-34). Habibe Yahut Semdhat-1 Ask’ta bu sahnenin eksiltilmesinin
nedenleri agiktir. Erek metinde Homodei’ nin karsiligi olan Numan bir devlet casusu degil, islerini
hissettirmeden yiirliten dervis mesrepli bir “abdal”dir. Numan’in entrikay1 saat saat, kap1 kapi
tasarlanmis bir hirsizlik planina dokmesi, onun kiiltiirel vasfi ve gizemiyle ¢elisir. Parayla tutulmus
bir casusun yaptig1 pazarlik yerine, abdal kilikli Numan’in “bes on mangir daha toplayayim”
(Ebiizziya Tevfik, 1874, s. 38) diyerek ortadan kaybolmasi tercih edilir ve sahne metinden ¢ikarilir.

Sekizinci Sahne nin eksiltilmesi, Ikinci Fasil perdesine gegiste biiyiik ve yapisal bir etki
yaratir. Kaynak metinde seyirci, Birinci Giin’iin sonunda Tisbe’nin gece saat ikide li¢ kap1 gegerek
bir baskin yapacagini adim adim bilir; bu durum ikinci perdede “Acaba asiklar yakalanacak mi1?”
ekseninde bir gerilime neden olur. Ancak Habibe Yahut Semdhat-1 Ask’ta bu sahnenin ¢ikarilmasiyla,
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Habibe’nin elmasi/anahtari elde ettikten sonra tam olarak ne yapacagi ve saraya nasil sizacagi bir sir
olarak birakilir. Bu eksiltme, Ikinci Fasil’in sonlarinda Habibe’nin, Selcuka’min yatak odasinda
aniden belirmesini 6nceden tasarlanmis bir planin yolunda ilerlemesinden ziyade, aldatilan bir
kadinin psikolojik bir patlamayla sahneye irade koymasi seklinde sunar. Boylece iki perde arasindaki
gecisteki gerilim, bir casusluk faaliyetinden ¢ikarilarak karakterlerin stirprizlerle dolu duygusal ve
ahlaki catismasina doniistiiriiliir.

Lefevere’in yeniden yazim, patronaj ve ideolojik yonlendirme tizerine gelistirdigi kuramsal
cerceve, bu boliimde tespit edilen miidahaleleri ve iki metin arasindaki doniigiimii iktidar ile metin
arasindaki koklii bir miizakere olarak ortaya koyar. Bu gercevenin sundugu bakis agis1 her iki metnin
kendi kurgusu i¢inde Lefevere’in betimledigi iktidar mekanizmalarini nasil sahneye tasidigini da
aciklar.

Angelo, Tyran de Padoue’nun sahne yapisina bakildiginda, Venedik’in Onlar Konseyi’nin
her yerde hazir olan gbzii ve devlet baskisini olaganlagtiran gézetim mekanizmasi, Lefevere’in
farklilagsmamis patronaj modeline uyumludur. Bu modelde patronajin ideolojik, ekonomik ve statii
bilesenlerinin tamamu tek bir giic odaginda toplanir. Toplumsal nizamin istikrari ile haminin otoriter
mitlerinin gilivence altina alinmasi ise her tiirlii edebi ve bireysel {iretimin 6n kosuluna donisiir
(Lefevere, 1992a, s. 17). Angelo karakteri bu sistemin sahne iizerindeki temsilcisidir. Kendi
ideolojisini ve poetikasini kati1 bir sart olarak dayatan yapinin sesi ve yaptirim aracidir. Nitekim
Lefevere bu modeli 6rneklendirirken Osmanli Imparatorlugu’nu gésterir. Istanbul saray1 etrafinda
sekillenen elitist {iretim anlayis1 ve bu anlayisin disinda kalan her tiirlii edebiyatin avam olarak
dislanmasi, onun farklilagmamis patronajin isleyisini Orneklendirdigi tarihl vakalardan biridir
(Lefevere, 1992a, s. 17-18). Dolayisiyla Ebiizziya Tevfik, Hugo nun yarattigi tiran1 kendi yasadigi
patronaj sistemine aktarirken iktidar olgusunun evrensel bir kalibini teshir eder.

Lefevere’in patronaj modelinde ideolojik bilesenle i¢ ice isleyen ekonomik ve statii
bilesenleri, Ebiizziya Tevfik’in tercihlerinde ideolojinin yam sira ikinci bir belirleyici eksen
olusturur. Lefevere’e goére patronajin ekonomik bileseni, edebi iireticinin maddi varligin
stirdlirebilmesini diizenler ve {iretimin patronajin beklentilerine uyum saglamasinda giiglii bir
yaptinim islevi goriir (Lefevere, 1992a, s. 16). Ebiizziya Tevfik’in Habibe Ydhut Semdhat-1 Ask’1
kaleme aldig1 Rodos siirgiinii, tam da boyle bir ekonomik kiskacin yasandigi dénemdir. Sabit bir
gelirden ve gecimini sagladig1 matbaa ile gazetesinden uzak kalan yazar, siirgiiniin ilk evresinde ciddi
bir mali darlik i¢ine diiger. Esinin vakif gelirini karsilik gdstererek bir tahsildardan aldig elli altin ve
cebindeki sinirh parayla ayakta kalmaya calisir® (Ebiizziya Tevfik, 2019, s. 387). Diizenli bir gelir
kaynagindan yoksun kalan Ebiizziya Tevfik’in bu déonemde kalemini bir gecim araci olarak islettigi,
matbaasini teslim ettigi Semseddin Sami aracilifiyla Rodos’tan yazilar géndererek Muharrir adl
aylik bir risale ¢tkarmasindan anlasilir'® (Ebiizziya Tevfik, 2019, s. 575). Bu tablo, uyarlama boyunca
gozlemlenen sahne sikistirmalarinin ve monolog eksiltmelerinin eserin temsil edilecegi sahnenin
ticari gergekliginden de beslendigini diisiindiiriir. Hugo’nun uzun lirik tiratlarinin budanmasi, pargali
sahnelerin tek bir mecliste birlestirilmesi ve temponun hizlandirilmasi ideolojik agidan hedef
kiiltiiriin eylem odakli beklentisine uyum saglarken, ekonomik agidan da izleyicinin ilgisini diri tutan
bir oyun iiretir. Bu iki gerekce birbirini dislamaz; farklilagmamis patronaj sisteminde, Lefevere’in
vurguladigt {izere, ideolojik ve ekonomik bilesenler ayni giic odagimin catist altinda birbirini
pekistirir. Statii bileseni a¢isindan ise Ebiizziya Tevfik’in konumu 6zgiin bir gerilim tasir. Lefevere,

® Mali darligm boyutu, bir ara elinde yalnizca on lirast kaldigi halde Akka’da siirgiindeki arkadast Nuri Bey’in yardim
cagrisina kayitsiz kalmay1p elindeki paranin yarisini ona géndermesinden de anlasilir (Ebiizziya Tevfik, 2019, s. 495).

10 yazar, oglu Ziya’ya atfen ilk kez T. Ebiizziya takma adiyla yayimladigi bu dergiyi gecimini saglamak amaciyla ¢ikarir.
Semseddin Sami’nin Muharrir hesabina pesin génderdigi yirmi bes lira da bu dénemde aileyi bir nebze rahatlatir (Ebiizziya
Tevfik, 2019, s. 575).
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patronaj sistemine kabul edilmenin iireticiye sagladigi toplumsal konumu ve itibari statii bileseni
olarak tanimlar (Lefevere, 1992a, s. 16). Yeni Osmanlh kimligiyle muhalif bir aydin olarak
konumlanan Ebiizziya Tevfik i¢in bu eser, dogrudan elestirinin imkansiz oldugu bir ortamda, hem
gecimini saglayabilecegi hem de muhalif entelektiiel kimligini koruyabilecegi dolayli bir ifade alani
saglar. Boylece metin, patronajin ii¢ bileseninin de ayni1 anda iz biraktig1 biitiinliiklii bir yeniden
yazim edimi olarak okunabilir.

Bu kalibin adaptasyon siirecindeki en belirgin tezahiirii, devlet elestirisinin siyasi agidan
zararsizlagtirlmasinda ortaya g¢ikar. Lefevere, edebiyat sistemi iginde yer alan g¢evirmenlerin
dénemin egemen ideolojisine ters diisen eserleri bastirmak yerine ¢ok daha siklikla hedef kiiltiiriin
kabul edilebilir bulacagi standartlara uyana dek onlar1 doniistiirdiiklerini vurgular (Lefevere, 1992a,
s. 14). Bu siirecte uygulama esaslarini belirleyen, ideolojidir (Lefevere, 1992a, s. 41). Angelo’nun
kurumsal devlet baskis1 her duvarda bir kulak, her gdlgede bir cellat barindiran ve Onlar Konseyi’nin
mutlak gozetimi altinda isleyen devasa baski aygiti, Hashasiler tarikatinin bireysel suikast tehdidine
indirgenerek tam da bu zararsizlastirma mekanizmasindan gegirilir. Lefevere’in bu mekanizmanin
en carpict Ornegi olarak sundugu Karl Gutzkow vakasiyla (Lefevere, 1992a, s. 151)
karsilastirildiginda Ebiizziya Tevfik’in stratejisi daha sofistike bir boyut kazanir. Gutzkow yalnizca
bir alt baslik ekleyerek Biichner’in devrim ¢igliklarii siradan bir korku dramasina donistiiriir.
Ebiizziya ise devletin kurumsal baski aygitini metinden ¢ikarir ve elestiriyi muglak, tarihi ve belirli
bir tarikata 6zgii bir entrikaya yonlendirir. iki tiirlii de ayn1 sonug elde edilir. Yikici ve sistematik
olan, tehlikesiz ve yerellesmis olana doniisiir.

Bununla birlikte, devlet elestirisinin Haghasi temasina indirgenmesini yalmizca bir
zararsizlagtirma olarak okumak, Ebiizziya Tevfik’in siyasi kimligi goz oniinde bulunduruldugunda
eksik kalir. Lefevere, yeniden yazimin egemen ideolojiyi yalnizca pekistirmedigini ayni zamanda
onu zayiflatmaya ya da ona bagkaldirmaya yonelebilecegini vurgular (Lefevere, 1992a, s. 8; 1992¢,
s. 10). Bu dogrultuda ¢alismamiz, egemen sdylemle g¢atisan bir dgenin kimi zaman bir karsi-
ideolojiye hizmet edecek bicimde One c¢ikarilabilecegini onermektedir. Bu kavram 1s18inda
bakildiginda Haghasi imgesi iki yonlii bir iglev tasir. Bir yandan Venedik’in kurumsal devlet terériinii
muglak bir tarikat tehdidine doniistiirerek mevcut iktidarla dogrudan ¢atigmanin oniine geger, Ote
yandan Yeni Osmanli muhalefetinin zihin diinyasinda istibdadin gizli, sinsi ve seytani yontemlerle
ig goren karanlik aygitina dair bir sembol olarak da okunabilir. Ebiizziya Tevfik’in bizzat Hasan bin
Sabah {izerine bir biyografi kaleme almis olmasi ve bu eserde Hashasileri melanet yiiklii bir tarikat
olarak tasvir etmesi, sz konusu tarihi referansin muhalif bir okuyucu i¢in iktidarin gayrimesru
yontemlerine yonelik ortiik bir gonderme niteligi tasiyabilecegini diistindiiriir. Dolayistyla bu tercih,
zararsizlagtirma ile 6ne c¢ikarma arasinda salinan, tek bir yone indirgenemeyecek bir gerilim
barindirir. Metnin yiizeydeki teslimiyetci goriiniimii ile alt metnindeki muhalif imasi, farklilagmamig
patronaj sisteminin yarattig1 baski altinda bir arada var olur. Bu ¢ift katmanlilik, otosansiiriin yalnizca
bir susturma degil ayn1 zamanda 6rtiik bir konugma bigimi olabilecegini gosterir.

Bu doniisiim yalnizca biiyiik 6l¢ekli siyasi tercihte degil, metnin alt diizeylerinde de kendini
gosterir. Zehir ve uyku ilact motiflerinin giris boliimiinden ¢ikarilmasi, Tisbe’ nin on bin altin vaat
ettigi karmagsik hafiye aginin eksiltilmesi ve devlet ajan1 Homodei’nin dervis mesrepli bir abdala
dondstiiriilmesi Lefevere’in egemen sOylemle ¢atisan ya da hedef kiiltiir igin fazla yabanci ve aykiri
olan unsurlarin tehlikesiz ve tanidik bir forma sokulmasi olarak tanimladigi ideolojik filtrenin
yansimalaridir (Lefevere, 1992a, s. 62-66). Venedik’in gotik ve kurumsal entrika mantig1, Osmanl
okuyucusunun kavramsal 1zgarasinda karsiliksiz kalan bir siddet bigimiyken, Haghasi motifi tarihi
ve kiiltiirel olarak asina bir imgedir. Bu tercih, Lefevere’in kiiltiirlesme siirecinde bireylerin
kavramsal ve metinsel 1zgaralar araciligiyla toplumsallastigini (Bassnett & Lefevere, 1998, s. 7) ve
cevirinin bu 1zgaralart bir kiiltiirden digerine aktaran temel mekanizma oldugunu vurguladig:
goriisliyle Ortiisiir.
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Ote yandan ideolojik baskinin metne yansiyan izleri, her iki metnin muhtevasinda da
goriilebilir. Angelo’da karakterlerin birbirinden gizledikleri sirlar ve bu sirlarin agiga ¢ikmasinin
yarattig1 6liimciil sonuglar, sansiiriin yalnizca yazili metne degil bireyin 6zel yasamina da sizdigin
gosterir. Habibe’deki karakterler ise ge¢mislerini ve yasadiklart zulmii 6rtmeceli ya da dolayl
ifadelerle aktarir. Bu tutum Lefevere’in kagamak taktikler olarak adlandirdigi stratejiyle ortiisiir:
sOylenmesi tehlikeli olanin, muglaklastirilarak veya yonlendirilerek ifade edilmesi (Lefevere, 1992b,
s. 101). Her iki metinde de otoriter bir sistem altinda kurulan kisith ve giivensiz iletisim, Lefevere’in
yazarin hareket alaninin nasil daraldigini ve bireyin kendi otosansiiriinii nasil igsellestirdigini
anlattig1r kuramsal ¢ercevenin sahnedeki yansimasidir (Lefevere, 1992a, s. 17-18). Sonug¢ olarak
Ebiizziya Tevfik’in Birinci Fasil’da uyguladigi doniistiirme, hem metin disindaki patronaj baskisini
hem de her iki metnin i¢ diinyasinda sahnelenen iktidar mekanizmalarin1 ayn1 anda isaret eden bir
yeniden yazimdir. Lefevere’in kuramsal gercevesi, bu edimin tesadiifi degil zorunlu oldugunu
gosterir.

Mekanin Mahremiyeti ve Simgesel Doniisiim: Venedik Sarayindan Dogu Haremine

Ikinci Giin ile Ikinci Fasil arasindaki doniisiim, yalnizca sahne sayisinda degil mekanin
bizzat kendisinde baslar. Venedik saraymin her duvarinda bir gozetleme gozii barindiran kapal
koridorlari, haremin mahremiyet anlayisiyla oriilii bir i¢ mekéna doniisiirken, bu mekéanla birlikte
icinde yasayan her nesne, simge ve ses de yeniden bigimlenir.

Angelo, Tyran de Padoue’nun ikinci Giin baslikli ikinci perdesi alt1 sahneden olusurken,
Habibe Yédhut Semdhat-1 Ask’in buna karsilik gelen ikinci Fasil’1 sekiz meclise yayilir. Bu sayisal
genisleme, catisma evrelerinin sirasin1 degistirmez; yalnizca kaynak metnin iki sahnesinin,
karakterlerin sahneye giris ¢ikiglarina ve mekanin tehlikesini vurgulama gayesine gore ikiser meclise
boliinmesinden ileri gelir. Kaynak perdenin, hizmetgilerin dertlesmesi ile casusun sorgusunu tek
diizlemde birlestiren agilis sahnesi Birinci ve Ikinci Meclis’e; asil kadin ile hizmetcisinin sahnede
yer aldigi Ugiincii Sahne ise Dérdiincii ve Besinci Meclis’e ayrilir. Geriye kalan sahneler erek
metinde sirasim birebir korur: casusun 4s131 odaya soktugu ikinci Sahne Ugiincii Meclis’e, asiklarin
yakalanma tehlikesini isleyen Dordiincii Sahne Altinci Meclis’e, metres ile asil kadinin yiizlesmesini
iceren Besinci Sahne Yedinci Meclis’e ve kocanin baskintyla kapanan Altinci Sahne Sekizinci
Meclis’e aktarilir. Boylece alti sahnelik diizen sekiz meclise ¢ikar, ama dramatik diigimiin asamalar1
ayni kalir.

Bu yapisal genislemenin ve kiiltiirel donilisimiin ilk adimi olarak, Angelo, Tyran de
Padoue’nun ikinci Giin’iinde yer alan ilk sahne, Habibe Ydhut Semdhat-1 Ask’ta Ikinci Fasil’in
Birinci ve Ikinci Meclis’ine ikiye ayrilir. Kaynak metinde hizmetgiler Dafne ve Reginella’nin
konusmasi ile Homodei’nin gizli blmeden ¢ikip hizmetci Reginella’y1 sorgulamasi tek bir sahnede
kesintisiz verilirken (Hugo, 1835, s. 37-41), Ebiizziya Tevfik bu kisimlari, olay akisin1 yavaslatmak
ve mekanin tekinsizligini 6ne ¢ikarmak amaciyla iki ayr1 meclis hélinde kurar. Bu aktarimda Birinci
Meclis’te onemli eksiltme ve eklemeler yapilir: Venedik sarayindaki bir casusun asil kadina asik
olmasi ve Palinuro adli usagin onu ifsa ettigi i¢in zehirlenmesi gibi olaylar metinden ¢ikarilir (Hugo,
1835, s. 38). Bunun yerine asil kadinin konumu, tarihi ve siyasi bir arka planla pekistirilir;
Catarina’nin asaletinin yerini, Anadolu’yu titreten, islAm ordularina saldiran kiiffar ordularini
piiskiirtiip damadina memleketler bagislayan giiclii bir padisahin kiz1 olarak ¢izilen Selguka doldurur
(Ebiizziya Tevfik, 1874, s. 41-42).

Ikinci Meclis’e gelindiginde ise casusun Nahid’le yiizlesmesi ve alt metni giiclendiren
farkliliklar dikkati ¢eker. Homodei, kimligini Onlar Konseyi’'nin “C.D.X.” harfleriyle kanitlar
(Hugo, 1835, s. 38). Numan ise gogsiindeki “Fedai” yazisim1 sergiler ve Hashasi tarikatina
mensubiyetini gosterir (Ebiizziya Tevfik, 1874, s. 45). Sorgu boyunca mekéna ait unsurlar da Dogu
kiiltiirine taginir: casusun i¢inden ¢iktig1 gizli bdlme orijinalde bir biife iken (Hugo, 1835, s. 38),
uyarlamada sedefli dolaba ¢evrilir (Eblizziya Tevfik, 1874, s. 44). Benzer sekilde, Catarina’nin ibadet
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ettigi oratoryonun yerini (Hugo, 1835, s. 39), Selguka’nin kitap odasi alir (Ebiizziya Tevfik, 1874, s.
46). Cografi baglamda ise kaynak metinde pencerenin altindan gegen seksen fit derinligindeki Brenta
Nehri (Hugo, 1835, s. 39), bes yiiz arsin derinligindeki Sat Nehri’ne doniisiir (Ebiizziya Tevfik, 1874,
s. 46). Sahnenin kapanisinda ise, Homodei’nin Venedik devleti adina kurdugu ve 6liimctil bir tehdit
barindiran goriinmez psikolojik baski agi; olay oOrgiisiinde Numan’in emrine karsi gelinmesi
ihtimaline kars1 hizmetciye yonelttigi hancerleme tehdidiyle karsilanir (Ebiizziya Tevfik, 1874, s.
46). Boylece Ebiizziya Tevfik, kaynak metnin olay 6rgiisiinii korumakla birlikte, Bati’ya 6zgii tarihi,
mimari ve siyasi normlart Dogu’nun gerceklikleriyle degistirerek metni kendi kiiltlirel zemininde
yeniden insa eder.

Bu kiiltiirel déniisiim, gerilimin tirmandig1 bir sonraki asamada derinlesir. Nitekim Ikinci
Giin’iin ikinci Sahne’si, kinci Fasil’mn Ugiincii Meclis’ine aktarilirken metni Dogu kiiltiiriine
yaklastiran miidahaleler devreye girer. Bu miidahaleler 6zellikle mekan, zaman, mimari dgeler ve
saray yasamina dair ayrintilarda yogunlasir. ilk olarak, casusun asik erkege yardim gerekcesini
acikladigi gecmis olaym zamani ve mekani degistirilir. Homodei, sekiz giin 6nce gece vakti San-
Prodocimo meydaninda ugradigi bir suikasttan Rodolfo kendisini kurtardigi i¢in ona yardim ettigini
sOylerken, Numan ayni olay1 yirmi giin 6nce bir kdprii gegigine tagiyarak hem meydan ismini hem
Ogesini baglama oturtur (Ebiizziya Tevfik, 1874, s. 50).

Ikinci olarak, asil kadmin odasmin tekinsizligini ve kagisin imkansizigini vurgulayan
cevresel tehditler erek kiiltlire taginir. Bu sahnede de daha Once belirtilen pencere-nehir motifi
yinelenir; Homodei’nin kagisini imkénsiz kilan derinlik ve nehir tasviri, Numan’in agzindan arsin
Olciisiiyle yeniden kurulur. Kaynak metnin bu sahnesinde kapi ardindaki muhafizlardan s6z
edilmezken, Tiirkce metne “belleri silahli, elleri teberli kirk elli kigi” (Ebiizziya Tevfik, 1874, s. 48)
tasviri eklenerek tehlikenin boyutu anlatilir. Tehlike aninda erkegi gizlemek i¢in kullanilan mimari
alan da degistirilir. Rodolfo’nun saklanmas1 ve oday1 gozetlemesi i¢in genis bir balkon 6nerilirken
(Hugo, 1835, s. 45), uyarlamada harem mahremiyetine daha uygun bir kurguyla Behram’in
saklanacagi yer bir arginlik pencere pervazina indirgenir (Ebiizziya Tevfik, 1874, s. 50).

S6z konusu yeniden yazim siireci yalnizca mimari ve fiziki dgelerin ikamesiyle sinirl
kalmaz; sosyolojik baglami giiclendirmek adina metnin yogunlugunu, romantik tasvirlerini ve
karakterlerin psikolojik disavurumlarini azaltan eksiltmelerle de desteklenir. Ikinci Sahne’nin
karsilig1 olan Ugiincii Meclis’te dncelikle, casusun asil kadimin odasini tarif ederken kullandigi siirsel
ve gizemli tasvirler metinden ¢ikarilir. Homodei, oday1 “cicekler, parfiimler ve belki de askla dolu”
korkung bir mekan olarak betimler ve yoOneticinin esinin adini Catarina Bragadini seklinde agiklar
(Hugo, 1835, s. 43-44). Numan’in ifadelerinde bu romantik tasvirler yer almaz; oda yalnizca
ardindaki silahli muhafizlar ve nehrin derinligiyle tasvir edilir. Asil kadinin kimligi Behram’in
“Demek oluyor ki... Ayse Nureddin’in haremidir” (Ebiizziya Tevfik, 1874, s. 48) yorumuyla verilir.

Aktarim siirecindeki en ¢arpici eksiltme ise asik erkegin casusa duydugu minnet duygusunun
ifade edilis biciminde kendini gosterir. Rodolfo, hayatini kurtardigi casusun onu sevdigi kadina
getirmesi karsisinda uzun, tutkulu ve abartili bir tirat atarak casusu ebedi dostu ilan eder. Onsuz
yasayamayip intihar edecegini sOyler ve sahnenin sonunda hayatini ve servetini onun emrine amade
kildigin1 haykirir (Hugo, 1835, s. 44-45). Yerlilestirilen sahnede ise bu tesekkiir konugsmasi tamamen
eksiltilerek Behram’in yalnizca “Ne isabet etmisim!” seklindeki kisa ve sade tepkisiyle gecistirilir
(Ebilizziya Tevfik, 1874, s. 51). Sahnenin sonunda casus karakterinin kotii adam imajini pekistiren i¢
monolog da ¢ikarilir. Homodei, Rodolfo saklandiktan sonra gizli mektubu birakirken kendi kendine
“Artik size ait degil, mon seigneur” diyerek sahneden ayrilirken (Hugo, 1835, s. 45); Numan
herhangi bir sey sdylemeden mektubu sessizce yatagin lizerine atip ¢ikar (Ebiizziya Tevfik, 1874, s.
51).

Eylemin on planda tutuldugu bu yapi, perdenin ilerleyen asamalarinda karakterlerin
sahnedeki fiziki varliklarma gore sekillenen yeni bir yapisal boliinmeyle pekistirilir. Kaynak
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metindeki Ikinci Giin perdesinin iigiincii sahnesi, Habibe Yahut Semahat-1 Ask’1n ikinci Fasil’inda
béliinerek Dérdiincii Meclis ve Besinci Meclis’e tekabiil eder. Kaynak metindeki Ugiincii Sahne,
Catarina’nin odasinda hizmetgisi Dafne ile hapis hayati tizerine dertlesmesini ve ardindan Dafne’nin
odadan ayrilmasiyla Catarina’nin yalniz kalisin1 kesintisiz bir akisla sunarken, erek metinde bu
boliim yapisal bir miidahaleyle iki ayr1 parcaya ayrilir. Selguka ile hizmetgisi Bican’in saraydaki
esaretleri ve garesizlikleri lizerine konustuklart boliim Dordiincii Meclis olarak diizenlenir. Hizmetgi
Bican’in ¢ikmastyla Selguka’nin yalniz basina kalarak kendi kaderine isyan ettigi, eski mutlu
giinlerini andig1 uzun monolog kisim ise bagimsiz bir bolim yapilarak Besinci Meclis’e ayrilir.
Boylece Ebiizziya Tevfik, kaynak eserin tek sahnelik yapisini, sahne hareketini ve karakterin
yalnizligin1 vurgulamak amaciyla iki ayr1 meclise boler.

Bu yapisal parcalanma esnasinda dramatik eyleme, dikkat ¢ekici eklemeler dahil edilir.
Ebiizziya Tevfik kaynak metinde bulunmayan siyasi kurtulus planlarini anlatiya dahil eder.
Musul’dan gelecek erkek kardes ve Konya’daki babaya gonderilecek sikdyet mektubu metne bir
hanedan g¢atigsmasi boyutu kazandirir (Ebiizziya Tevfik, 1874, s. 53). Buna karsilik, Catarina’nin
hizmetgisine Rodolfo’ya olan yedi yillik agkini ve ruhunun onun suretinde yaratildigini anlattig1 uzun
romantik tasvirler eksiltilir (Hugo, 1835, s. 47). Bunun yerine, asil kadinin zalim kocasina duydugu
ofke ile esaretten dogan caresizligi kisaltilarak 6n plana ¢ikarilir.

Hizmetc¢inin odadan ¢ikmasiyla baglayan yalmizlik ve monolog kismi, kaynak eserin bir
sonraki sahnesine sarkan gitar ¢alma eylemiyle birlestirilerek Besinci Meclis’in gvdesi olusturulur.
Ebiizziya Tevfik, Catarina’nin pencere oniindeki yalnizlik hissini, Selcuka’nin kendini bir padisah
kiz1 olarak hiir koylii kizlariyla kiyasladigi, eski mutlu giinlerini “kanatlari nurdan melekler” ile
simdiki hapis hayatini ise “zebaniler” ve “gulyabaniler” gibi yerel kiiltiire ait 6gelerle betimledigi
zengin bir imgelem diinyasina doniistiiriir (Ebiizziya Tevfik, 1874, s. 57). Sahnenin sonunda asik
erkegin gelisini miijdeleyen miizikal unsur da uyarlanir. Catarina’nin ¢aldig: gitar (Hugo, 1835, s.
49) yerini yerel ve geleneksel bir ¢algi aleti olan tambura birakir (Ebiizziya Tevfik, 1874, s. 57).
Angelo, Tyran de Padoue’da okunan Bati tarzi serbest lirik parga ise Klasik Tiirk edebiyati motifleri
ve keder temasi tasiyan “Dest-i cevrinde zar {i nizdrim” seklindeki bir sarkiyla degistirilir. Boylelikle
Dogu’nun siyasi hiyerarsisi, inang sistemine dayali imgelem diinyasi ve miizik kiiltiirii metnin estetik
katmanlarina eklenerek ana ¢atigma yerli bir zeminde insa edilir.

Ana ¢atismanin insa edilmesinin ardindan, tehlike boyutu kendini gésterir. Ikinci Giin’iin
Dérdiincii Sahne’si, Ikinci Fasil’n Altinct Meclis’ine aktarilir. Rodolfo ve Catarina’nin birbirlerine
duyduklar 6zlemi uzun, siirsel ve melankolik tiratlarla dile getirdikleri anlar (Hugo, 1835, s. 51-53),
eksiltilerek olaylarin tehlike boyutuna odaklanan 6zetleyici diyaloglara donistiiriiliir (Ebiizziya
Tevfik, 1874, s. 59-60). Bu aktarim siirecindeki diizenlemeler tehlikenin kaynaginda ve mekana dair
unsurlarda belirginlesir. Kaynak metinde yatagin iizerinde bulunan ve tuzagi haber veren mektupta
“intikam alan bir casus” ifadesi yer alir (Hugo, 1835, s. 54). Bu diisman “bir Hashasi” olur ve metne
Selguka’nin gegmiste bu adamin askini reddedip onu kovduguna dair agiklayici bir ilave yapilir
(Ebiizziya Tevfik, 1874, s. 60-61). Yaklasan ayak sesleri karsisinda erkek karakterlerin verdikleri
tepkiler de kiiltiirel olarak yerlilestirilir. Rodolfo’nun tek tepkisi panik ve kagis arayisidir (Hugo,
1835, s. 56); buna karsilik Behram palasina davranip gelenlerle doviismeyi 6nerir. Bylece Dogu’nun
savasci kahramanlik motifi sahneye tasinir (Ebiizziya Tevfik, 1874, s. 62). Tehlike aninda erkegin
saklandigr mekan da daha 6nce isaret edilen oratoryo-kitap odasi ikamesine uygun olarak yeniden
diizenlenir: Rodolfo’nun Hristiyan ibadet kdsesine siginmasi, Behram’in kitap odasina saklanmasina
dondisiir (Hugo, 1835, s. 56; Ebiizziya Tevfik, 1874, s. 63).

Catismanin zirveye ulastigi bir sonraki asamada ikinci Giin’deki Besinci Sahne, Ikinci
Fasil’daki Yedinci Meclis’e tagiir. Her iki metinde de metresin odaya girip asil kadin1 yataginda
yalmz bularak sorguya ¢ektigi bu sahnede, La Tisbe’nin tiyatro oyuncusu kimligiyle siraladigi uzun
riyakarlik elestirileri (Hugo, 1835, s. 59-61), Habibe nin kendisini “¢gingene” ve “asifte” olarak anan,
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asil kadmlarin iffet kisvesi altindaki ahlaki c¢eligkilerine deginen daha kisa diyaloglara kisaltilir
(Ebiizziya Tevfik, 1874, s. 65). La Tisbe, odada saklanan erkegin kimligini bilmeden siirekli olarak
“Bu adamin adi ne?” diye sorarken (Hugo, 1835, s. 61), Habibe’nin “Sen de benim sevgilim
Behram’in mahbubesiymissin™ ilavesiyle catismanin boyutu ve gizemi erkenden agiga ¢ikar
(Ebiizziya Tevfik, 1874, s. 64). Thaneti ele veren maddi delillerde de yerel karsiliklar tercih edilir:
yerdeki pelerin, manto (Hugo, 1835, s. 63) sahne kurgusuna uygun bir “kaput”la karsilanir. Asil
kadinin yakarislar1 nakledilirken, Catarina’nin kocasim1 ¢agiran La Tisbe’ye yonelttigi uzun
yalvariglar ve savunmalar, Selguka’nin kisa bir korunma talebine indirgenir (Ebiizziya Tevfik, 1874,
s. 65-66). Annesinin kurtulusunu simgeleyen “hag¢” (Hugo, 1835, s. 65-66), Selguka’nin duvardan
aldig1 ve hayat kurtardigina inandigi bir “muska”yla ikame edilir; sahnenin finali de bu yerli
simgenin {lizerine kurulur (Ebiizziya Tevfik, 1874, s. 67).

Bu inang odakli kirilmanin ardindan gelen kapanis boliimiinde eylem kurgusu tarihi ve askeri
motiflerle yeniden sekillenir. Nitekim ikinci Giin’{in Altinci Sahne’si, Ikinci Fasil’in Sekizinci
Meclis’ine aktarilirken metresin uydurdugu suikast yalani ve sahnedeki maddi 6geler bazi noktalarda
farklilagir. La Tisbe, Angelo’ya sabah yiiriiyiisiinde kimligi belirsiz biri tarafindan suikast
diizenlenecegini soylerken (Hugo, 1835, s. 58), Habibe tarihi bir gondermeyle Nureddin’e yonelik
suikast: Hashasilere baglar (Ebiizziya Tevfik, 1874, s. 68). Thaneti ele veren ve erkege ait olan
kiyafet, kaynakta bir pelerin, manto ve sapka olarak anilirken (Hugo, 1835, s. 59), Habibe Ydhut
Semdhat-1 Ask’ta Dogu giyim kiiltlirline uygun bir kaput ve kefiyeli kiilahla karsilanir. La Tisbe’nin
saraydan ayrilmak icin asagida bekledigini sOyledigi tahtirevan (Hugo, 1835, s. 60) ise sarayin bahce
kapisinda bekleyen binip geldigi hayvanla ikame edilir (Ebiizziya Tevfik, 1874, s. 69).

Bu kiiltiirel donilisiimlere paralel olarak metinde kurguyu hizlandiran 6zetlemeler ve
eksiltmeler de yapilir. Angelo’nun saraya nasil girildigi sorusuna La Tisbe, podestanin kendisine
verdigi 0zel anahtar1 ve Molino Kopriisii altindaki gizli kapiyr detaylica anlatarak cevap verirken
(Hugo, 1835, s. 59), Habibe, telasla saraya nasil girdigini bilemedigini s6yleyerek meseleyi kestirip
atar ve anahtar ayrintist bu meclisten tamamen eksiltilir. Angelo’nun siirekli tuzaklara diistiigtinden
yakindig1 diyaloglara da yer verilmez. Sahnenin olay 6rgiisiine yapilan eklemeler ise karakterlerin i¢
diinyalarini yansitan anlik tepkilerde goriiliir. Catarina olaylar karsisinda sessizligini koruyup sahne
sonunda durumu bir riiya olarak nitelendirirken (Hugo, 1835, s. 61), Selguka, Habibe’nin suikast
yalammi duyar duymaz “Aman Allah’im. Is degisti...” seklinde saskinligii belirten bir ilavede
bulunur (Ebiizziya Tevfik, 1874, s. 68). Son olarak, koca figiiriiniin metresine eslik etmeden 6nceki
hazirligi sadece kilicini almak iizere odasindan ge¢mek seklindeyken (Hugo, 1835, s. 60),
Nureddin’in tehlike karsisinda “silahini takinmak™ iizere iceri girmesiyle metne askeri bir teyakkuz
hali eklenir (Ebiizziya Tevfik, 1874, s. 69). Boylelikle Ebiizziya Tevfik, dramatik yapinin
inceliklerini Haghasi entrikalarina ve mahalli unsurlara aktarirken, gerilimi uzatan agiklamalar
eksiltip eylemi dne ¢ikaran akici bir sahne kurar.

Ebiizziya Tevfik, Angelo, Tyran de Padoue’nun Ikinci Giin perdesini Dogu’nun kiiltiirel,
siyasi ve sosyolojik zemininde yeniden inga eder. Mekanin saray mahremiyetine gore diizenlenmesi,
uzun ve melankolik tiratlarin eylem odakli kisa diyaloglara indirgenmesi, Hristiyan sembollerin
Islami ve sivil karsiliklariyla degistirilmesi ve siyasi ¢atismanin Hashasi entrikalarina dayandirilmasi
gibi degisikliklerin yapildig1 goriiliir. Oysa bu kararlarin ortak bir mantig1 ve sistematik bir yonii
vardir. Bu mantig1 goriiniir kilmak, yani sahnedeki bulgularin hangi ideolojik ve poetik zorunluluktan
dogdugunu agiklayabilmek icin, Ikinci Fasil’daki déniisiimleri Lefevere’in yeniden yazim, patronaj
ve kiiltiirel 1zgara kavramlar1 1s181nda okumak gerekir.

Nitekim Birinci Fasil’da ideolojik zararsizlagtirmanin oncelikle siyasi olgekte isledigi
goriilmiistii. Ikinci Fasil ise bu mekanizmanin daha katmanli bir 6rnegini sunar. Ideolojinin mekant,
gotik atmosferi ve kadm kimligini de yeniden bi¢imlendirdigini ortaya koyar. Ideolojinin kuramsal
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cercevede tanimlanan kavramsal 1zgara islevi, Ikinci Fasil’da karakterlerin anlam diinyasin1 da
yapilandiracak bigimde genisler.

Angelo, Tyran de Padoue’daki sarayin gizli koridorlari, her duvara islenmis gézetim ag1 ve
Catarina’nin odasinin asilmaz bir uguruma bakan penceresi, Lefevere’in farklilasmamis patronaj
modelinde tanimladigi kurumsal denetim mekanizmasinin mimari dile ¢evrilmis halidir. Angelo’nun
kendisini Venedik’in esiri olarak nitelendirmesi bu agidan agiklayicidir. Patronajin ideolojik,
ekonomik ve statii bilesenlerinin tek bir giic odaginda toplandigi sistemlerde bireyler, iktidari
mesrulagtirmakla kendi yasamlarini1 idame ettirme arasinda sikisip kalirlar (Lefevere, 1992a, s. 17-
18). Habibe Yahut Semdhat-1 Agk’taki saraym da ayni mantikla kuruldugu goriiliir. Duvarlarin bile
kulagi olmasi ve her odanin ardindaki gizli gegitler, Lefevere’in toplumsal sistemin istikrarini
koruma adina yaratilan otoriter mitlerin mekansal karsiligidir. Her iki metinde de karakterler bu siki
denetim altinda hayatta kalmak i¢in taktikler gelistirmek zorundadir (Lefevere, 1992a, s. 101).
Homodei aptal gitarist kiligina girer, Numan abdal roliine biirliniir, Ayniiddin Behram adin1 tagir.
Lefevere’in ceviri siirecinde yabanct motiflerin hedef kiiltiiriin kiiltiirel 1zgaralarina uydurulmasi
olarak tanimladig1 doniistiirme uygulamasi (Lefevere, 1992a, s. 89-91), burada karakterlerin kimlik
stratejilerine yansimaktadir. En tehlikeli unsur, tanidik ve tehlikesiz bir kiliga sokulur. ideolojik
zararsizlagtirmanin mantig1 bdylece metinlerin i¢ diinyasinda da islemeye devam eder.

Cevirmen ile metin arasindaki iliskiye gelindiginde ise Ikinci Fasil’daki nesne ve mekan
doniisiimleri, Lefevere’in kiiltiirel 1zgara kavraminin sahne dl¢eginde uygulanisidir. Kaynak metnin
sOylem evrenine ait simgeler hedef kiiltiirlin kavramsal 1zgarasiyla c¢elistiginde anlasilmaz ya da
kabul edilemez héale gelir. Cevirmenler bu uyusmazlig1 gidermek i¢in s6z konusu Ogeleri hedef
kiiltiirin beklentilerini karsilayan kiiltiirel 1zgaralarina uydurarak yeniden kodlarlar (Lefevere,
1992b, s. 86-87). Oratoryonun Kkitap odasiyla, biifenin sedefli dolapla, Onlar Konseyi rozetinin
“Fedai” yazistyla ve hagin muskayla karsilanmasi, bu mekanizmanin birbiriyle bagli halkalaridir.
Lefevere’in Homeros ¢evirmenlerinde saptadigi Oriintiiyle (Lefevere, 1992a, s. 93-97)
kiyaslandiginda Ebiizziya Tevfik’in mantigi da aymidir. Hedef kiiltliriin ideolojik ve poetik
1zgarasinda karsiliksiz kalan nesne ya ¢ikarilir ya yumusatilir ya da yerel bir karsilikla ikame edilir.

Kiiltlirel 1zgaranin bu yeniden kodlama islevi, kendisini metnin biitiiniine niifuz eden bir
diizlemde goriniir kilar. Victor Hugo’nun oyun yapisina yon veren gotik estetige ait idam kiitiigii,
balta, mumlarla aydinlatilmis aziz tlirbesi ve yeraltt mezarligi metinden ayiklanir. Ne var ki bu
eksiltme eylemi, gotigin insa ettigi tekinsizlik ve korku rejiminin topyekin tasfiyesiyle sonu¢lanmaz.
Aksine s6z konusu rejim, Dogu’nun 6zgiil imge dagarcigi kanaliyla yeniden yapilandirilir. Sedef
kaplamali dolabin i¢inden aniden beliren fedai, yastiga saplanan hanger ile ona ilistirilen tehdit notu,
saray duvarlarinin ardina gizlenmis dehlizler, gece yaris1 kale burglarinin gélgesinde gerceklesen
gizli bulugsmalar ve Hashasilerin her an her yerde tecessiim edebilen sinsi varligi, Bati gotiginin
iirettigi dehset atmosferini, hedef kiiltiiriin tarihi ve kurgusal gercekligine uygun bir zeminde yeniden
iretir.

Dolayisiyla burada gotik, bir estetik kategori olarak ortadan kaldirilmamakta yalnizca bir
degisime ugramaktadir. Tasfiye edilen, gotigin Hristiyan-Bati kiiltiiriine 6zgii igerigidir; korunup
yeniden kodlanan ise onun tekinsizlik, gizli tehdit ve 6liimiin yakinlig: izerine kurulu iglevidir. Bu
durum, Lefevere’in kiiltiirel 1zgara kavramina iligskin 6nermesini dogrular. Hedef kiiltiiriin 1zgarasiyla
catisan, ¢ikarilan ya da ikame edilen motiflerin kiiltiirel kabugudur. Ortaya ¢ikan bu Dogu’ya 6zgii
tekinsizlik atmosferi, Hashasi efsanelerinin ve saray entrikalarinin besledigi bir tiir yerli gotik olarak,
kaynak metnin gerilimini erek kiiltiiriin anlam diinyasinda yeniden tesis eder.

Aymni hiyerarsi, dramatik formu da yeniden yapilandirir. Kuramsal c¢ergevede deginilen
ideoloji-poetika hiyerarsisi, Rudolf Franz’in Biichner uyarlamasinda 32 sahneyi 15’e indirip
Danton’un felsefi karakter dilini Schiller tarzi trajik kahraman kalibina soktugu gibi (Lefevere,
1992a, s. 155-158) Ebiizziya Tevfik’in tercihlerinde de kendini gosterir. Hugo’nun romantik
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draminin dogasindaki uzun melankolik tiratlar, Osmanli okuyucusunun ideolojik 1zgarasiyla catisan
bir poetikaya aittir. Bu 1zgaranin temel dgeleri eylem, ahlaki berraklik ve didaktik tempodur.
Dolayisiyla bu tiratlar Selguka’nin kisa ve vurucu diyaloglarina evrilir; gitar tambura, Batili lirik
parca “Dest-i cevrinde zar 1i nizarim” sarkisiyla karsilanir. Bicimin kisalmasi ve yogunlagmasi
ideoloji-poetika hiyerarsisinin zorunlu bir sonucudur.

Bu hiyerarsinin en derin katmanina, yani cinsiyet ideolojisinin yeniden yazim tiizerindeki
belirleyiciligine gelindiginde, iki metnin ¢ok daha karmasik bir iliski icinde oldugu goriiliir.
Lefevere’e gore egemen ideoloji, kendi ayaklari {izerinde duran, siyasi bir 6zne olarak konumlanan
ya da ataerkil normlara direnen kadin tiplerini sansiirleme veya karakter doniisiimii yoluyla yeniden
bicimlendirme egilimindedir (Lefevere, 1992a, s. 143-144). Angelo’da Catarina’nin hapsedildigi oda
bu mekanizmanin sahne iizerindeki timsalidir. Ataerkil ve siyasi baskinin fiziki sinirina doniisen bu
mekanda Catarina, biiyiik bir sug isledigi siiphesiyle ideolojik bir kadinlik tanimina hapsedilir, La
Tisbe ise bu kavramsal 1zgaray1 onu cezalandirmak i¢in aragsallastiran bir figiire biiriiniir. Habibe
karakteri ise bu iliskiyi tersine ¢evirir; cariyelik ve edilgenlik gibi egemen ideolojinin stereotiplerini
kendi ¢ikar1 i¢in yonlendirir. Onun abdal kiligindaki Numan’la kurdugu iletisim ve Behram’1 koruma
cabasi, ideolojik baskinin yarattii zararsizlagtirma mekanizmasinin karakterin kendi lehine
kullanmis halidir. Uyarlama diizleminde ise Catarina’nin 6liim karsisindaki pasif profili, Selguka’nin
iffet ve inang iizerinden yeniden kurgulanmis kimligine evrilir. Laurence Housman’in Lysistrata
¢evirmenliginde kadin kahramanlarini kendi ideolojik davasi i¢in yiiceltmesi (Lefevere, 1992a, s. 53)
nasil bir bilingli yeniden yazim tercihiyse, Ebiizziya Tevfik’in Selcuka’yi Yeni Osmanli diinya
goriisiiniin bekledigi kadin kimligiyle donatmasi da ayn1 derecede ideolojik bir tercihtir.

Ebiizziya Tevfik, Ikinci Fasil boyunca Venedik saraymin gézetim agini Dogulu haremin
mahremiyet anlayisiyla, hagi muskayla, oratoryoyu kitap odasiyla, Batili lirik pargay1 tambur ve sarki
esligiyle degistirir. Bu doniistimlerin higbiri rastlantisal degildir. Her biri hedef kiiltiiriin ideolojik
1zgarasina aykin diisenlerin titizlikle ayiklandigimi ve yerlerine asina olunanlarin ikame edildigini
gosterir.

Kiliseden Mescide, Teslimiyetten Isyana: Dramatik Diigiimiin Yerel Baglamda
Coziiliisii

Uciincii Giin ile Ugiincii Fasil, her iki metinde de kahramanlarin Sliimle yiiz yiize geldigi ve
biitiin doniisiimlerin nihai hesabinin verildigi evredir. Ebiizziya Tevfik bu son ve en yiiklii boliimde
Hugo’nun iki parcali yapisini biiyiik 6l¢iide korur; ancak sahnenin ruhunu belirleyen her seyi kendi
kiiltiirel diinyasindan yeniden kurar.

Angelo, Tyran de Padoue’nun Ugiincii Giin baslikl perdesi Habibe Yahut Semdhat-1 Ask’taki
karsiigr olan Ugiincii Fasil ve onun devami niteligindeki Ucgiincii Fasla Zeyl’e tasimir. Kaynak
metinde Uciincii Giin, kendi icinde ii¢ béliime ayrilir; sirastyla iig, on bir ve ii¢ sahneden olusarak
toplam on yedi sahneyi kapsar. Buna karsilik Ebiizziya Tevfik, bu iki kisimli yapiy1 korur ancak ilk
kism1 dokuz meclislik Ugiincii Fasil, ikinci kismi ise dérdiincii perde olarak ii¢ meclislik Ugiincii
Fasla Zeyl seklinde adlandirir. Birinci kisimdaki sahne eslesmelerine bakildiginda, Angelo
karakterinin din adamlarina gizli bir cenaze hazirligi emrettigi birinci sahneler biitiiniiyle Ortiisiir.
Ancak kaynak eserin Ikinci Sahnesi’nde yer alan La Tisbe’nin tek kisilik uzun monologu erek
metinden tamamen eksiltilir ve hedef kurgu, dogrudan koca ile metresin mektup ve zehir iizerine
konustuklar1 béliime gegis yaparak Ugiincii Sahne’yi Ikinci Meclis’e doniistiiriir. Catarina’ya karar
vermesi i¢in bir saatlik miihlet taninan, kadinin yalniz kalip dehsete diistiigii, asigini1 gizlice kabul
ettigi ve ardindan onun odadan ayrildig1 bdliimler her iki metinde de yapisal sirasimi birebir korur.
Bu boliimler kaynak metinde dordiincii, besinci ve altinci sahnelere, Ebiizziya Tevfik’in metninde
ise ti¢iincii, dordiincii ve besinci meclislere karsilik gelir; yedinci sahne yeniden yazim siirecine dahil
edilmez. Entrikanin doruk noktasi olan zehir igme sahnelerinde Angelo, Tyran de Padoue’nun
sekizinci, dokuzuncu ve onuncu sahneleri, Habibe Ydahut Semdhat-1 Ask’ta karakterlerin giris
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cikislarma gore birlestirilip yeniden yapilandirilarak yedinci ve sekizinci meclisler halini alir. lk
kismin sonunda, cesedin taginmasi i¢in muhafizlara emir verilen béliim On Birinci Sahne i¢inde
kesintisiz verilirken, hedef metinde koca figiiriiniin ¢ikmas1 ve metresin askerlere riisvet vermesi
eylemleri boliinerek dokuzuncu ve onuncu meclislere yayilir. Eserin finalini olusturan Ikinci Kisim
ise her iki metinde de iicer bolimden olusur. Metresin muhafizlara 6deme yapip kagis igin atlar
hazirlattig1 birinci sahneler, yalniz kalarak uyuyan kadin tizerinde vicdan muhasebesi yaptig1 ikinci
sahneler ve nihayet asigin gelip metresi bicakladigi, asil kadinin uyanip sirrin ¢ozildiigii kapanis
sahneleri ayn1 birakilir. Bdylece Ebiizziya Tevfik, Victor Hugo’nun iki parcali ve on dort sahneli
Ucgiincii Giin perdesini, monolog eksiltmesi ve sahne giris-¢ikislarina dayali yeniden diizenlemelerle
on iki meclislik iki ayr1 perdeye doniistiirerek sahne hareketini biiyiik 6l¢lide kendi kiiltiirel ve
kurgusal zemininde muhafaza eder.

Yapisal gergeve bilyiik Olclide korunurken asil doniisiim sahnelerin iginde, kiiltiirel
ayrintilarin islenisinde kendini gosterir. Agilis sahneleri bu bakimdan &zellikle belirleyicidir.
Nitekim kaynak eserin Ugiincii Giin’{in Birinci Kisim Birinci Sahnesi ile hedef metindeki Ugiincii
Fasil’in Birinci Meclis’iyle karsilagtirildiginda, Angelo’nun gizli bir cenaze toreni igin emirler
verdigi Saint-Antoine de Padoue Kilisesi dekani1 ve basrahip (Hugo, 1835, s. 81-82), “hoca” ve
“nikapli adam” figiirlerine doniistiiriiliir. Kaynak eserde cenaze tdreninin yapilacagi mekan olan
kilise ile Romana ailesine ait yeralti mezarligi, Mescid-i Keyf ve burg altindaki kapidan inilen lahit
sekline biiriiniir. Oliime mahk(im edilen asil kadmin son dini vecibelerini yerine getirmesi igin
basrahibe verilen giinah cikartma gorevi nikapli adama “tovbe ve istigfar ettirme” seklinde
yerlilestirilir (Ebiizziya Tevfik, 1874, s. 70-71). Hristiyan aristokrasiye ait ayrintilarin biiyiik boliimii
bu gegciste metinden diisiiriiliir. Angelo’nun kilisenin siyahlarla donatilmasi, aziz tiirbesinin agilmasi,
ii¢ yliz beyaz mum yakilmasi, alt1 yiiz fakire sadaka olarak giimiis ve altin para dagitilmasi ile
Malipieri ve Bragadini ailelerinin hanedan armalarinin asilmasina dair verdigi o uzun, gosterisli
emirler (Hugo, 1835, s. 82) erek metinde yer almaz. Bunun yerine Nureddin, yalnizca hocaya
talebeleri hazir etmesini soyleyerek uzun diyaloglari olay orgiisiinii hizlandiracak bigimde kisaltir
(Ebtizziya Tevfik, 1874, s. 71). Sahnenin sonuna dogru ise kii¢iik bir ekleme yapilir. Kaynak metinde
Angelo rahibe yalnizca icerideki kadini 6liime hazirlamasini emrederken (Hugo, 1835, s. 83),
Nureddin nikapli adama kurbanin ikrah etmesine ve sayiklamasina aldirmadan onu ahiret
yolculuguna hazir etmesini tembihleyerek kadinin yasayacagi psikolojik krize ve zorbaligin
boyutuna dair metne ilavede bulunur (Ebiizziya Tevfik, 1874, s. 71). Bdylece ¢evirmen, Bati’nin
satafath ve detayll kilise ritiielleri eksiltilirken, sahneyi Islami 6liim ritiielleri ve yerel
isimlendirmelerle kendi kiiltiirel zeminine aktarir.

[lk sahnelerdeki bu kiiltiirel doniisiim siirecinde, tempoyu artirmak amaciyla bazi sahnelerin
eksiltildigi veya biitiinlestirildigi goriiliir. Ornegin kaynak eserin Ikinci Sahnesi yeniden yazim
stirecinde tamamen disarida birakilir. Benzer sekilde, Catarina’nin yalniz kalip kapi sesini duydugu
oldukea kisa olan yedinci sahne de miistakil bir meclis hiline getirilmez, kurgu dogrudan yiizlesme
anina baglanir.

Sahne gegislerindeki bu eksiltme ve sikistirma stratejisinin ardindan eylem, Ugiincii
Giin’deki Birinci Kisim’in Ugiincii Sahnesi’nin, Ugiincii Fasil’daki Ikinci Meclis’e aktarilmasiyla
devam eder. ihaneti ortaya ¢ikaran casusun Venedik’te Altina Képriisii yakinlarinda iki gece bekgisi
tarafindan 6lmek {izereyken bulunmasi (Hugo, 1835, s. 85-86), olayimn nehir boyunca devriye gezen
askerler tarafindan tesadiifen goriilmesi bigiminde gosterilir (Eblizziya Tevfik, 1874, s. 73).
Bekgilerin hafizalarinda tutamadiklar1 Batili asik isimleri olan Roderigo ve Pandolfo (Hugo, 1835,
s. 86), Neriman, Kahraman ve Bahadir isimlerine doniistiiriiliir (Ebiizziya Tevfik, 1874, s. 74). Koca
figliriinlin asil kadin 6ldiirme plan1 da mekénsal ve kiiltiirel kodlara gére degisir. Angelo karisini
kendi odasinda basini kestirerek idam etmeyi tasarlarken (Hugo, 1835, s. 88), Nureddin hangerle
oldiirmeyi secer (Ebiizziya Tevfik, 1874, s. 75). Metresin, infazin gizli yapilmas1 gerektigine dair
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sundugu siyasi gerekce de uyarlanir; kaynak metinde Venedik kurallar1 ve Bragadini ailesinin
yaratacagi tehlike one cikarken (Hugo, 1835, s. 90), erek metinde bu siyasi otorite asil kadinin
babasinin giiciinii temsil eden Konya merkezi olur (Ebiizziya Tevfik, 1874, s. 76). En carpici
diizenlemelerden biri de cinayet aleti olan zehrin kaynaginda goriliir. Saint-Marc basrahibi
tarafindan gonderilen meshur Malaspina zehri (Hugo, 1835, s. 90), Habibe’nin Halep’te bir
Haghasi’den aldig1 zehre doniiserek olay yerel entrika agina baglanir. Gegis sirasinda, Angelo’nun
Venedik aristokrasisine, ailesinin ge¢misteki siyasi cinayetlerine ve kan davasi gelenegine dair
anlattigt uzun tarihi tiratlar (Hugo, 1835, s. 89) eksiltilir. Bunun yerine Nureddin’in hiyanet
karsisindaki 6fkesi ve intikam arzusu olay akigini hizlandiran diyaloglarla 6zetlenir. Metni Dogu’nun
mertlik anlayigina yaklagtiran dikkat cekici eklemeler de yapilir. Ebiizziya Tevfik, Nureddin’in
agzindan zehir kullanma fikrine karsi ¢ikarak “zehir namertlere yakisir” ifadesiyle metne kiiltiirel bir
boyut ekler. Buna karsilik Habibe, kiligla bir kadini 6ldiirmenin asil namertlik oldugunu savunarak
catismayr mantiki bir tartismayla derinlestirir. Ayrica ele gegirilen mektubun igerigi Habibe
tarafindan acik¢a okunur ve mektupta asigin rakibini “cehenneme gonderdigine” dair kaynak
metinde bulunmayan detaylar eklenir (Ebiizziya Tevfik, 1874, s. 77-78). Sonug itibariyla ¢gevirmen,
Bati’ya 6zgii aristokratik ve kurumsal uzun nutuklar ¢ikararak, metni Dogu’nun yigitlik algisina,
Hashasi efsanelerine ve Selguklu siyasi cografyasina uygun olarak yeniden kurgular.

Koca figiiriiniin intikam planin1 ve kullanilacak cinayet aletinin ahlaki boyutunu
sekillendiren bu diyaloglarin hemen ardindan kurgu, asil kadinla yiizlesme anina tasinir. Ugiincii
Giin’iin Birinci Kisim’inin Dérdiincii Sahnesi, Ugiincii Fasil’daki Ugiincii Meclis’e nakledilir.
Kaynak metinde Angelo, Catarina’ya asiginin adin1 vermesi halinde onu manastira kapatacagini ve
sevgilisini idam sehpasina gonderecegini sdyler (Hugo, 1835, s. 93). Nureddin ise manastir cezasini
ait oldugu diinyaya uygun olarak “6liinceye kadar zindana atmak” sekline sokar ve idam sehpasi
atfin1 eksiltir (Ebiizziya Tevfik, 1874, s. 80). Metinler arasi aktarimdaki en biiyiik farklilik, asil
kadinin kocasindan gelen 6liim tehdidi karsisinda sergiledigi tutum ve bu kisimdaki diyaloglara
yapilan eklemelerdir. Catarina, dliime hazir olmadigimi sdyleyerek caresizce hayati igin yalvarip
merhamet diler (Hugo, 1835, s. 92-93). Selguka ise 1rz ve namus kavramlari {izerinden siddetli bir
sOzlii savunmaya gecerek diyaloga yeni bir kiiltiirel boyut ilave eder. Selguka, kocasinin metresini
kendi odasina kadar gondermesini yiiziine vurur, ona dogrudan algak ve namussuz diyerek ¢ikisir.
Boylece edilgen kadin imaj1, kendi onurunu ve namusunu yiiksek sesle savunan daha etkin bir yerel
kadin profiline doniisiir (Ebiizziya Tevfik, 1874, s. 79-80). Her iki metnin sonunda da kocanin kadina
sirr1 agiklamasi icin bir saat mithlet vermesi ve kadinin ¢aresizce bu siireyi bir giine ¢ikarma ¢abasi
yapisal bir dzetlemeye gidilmeden birebir muhafaza edilir. Netice olarak, dini ve hukuki kurumlar
kiiltiirel karsiliklartyla yerlilestirilir ve asil kadinin teslimiyet¢i tavri yerel ahlak anlayisina dayal
sert bir bagkaldiriyla desteklenir.

Yiizlesme aninin ve miihlet verilmesinin ardindan asil kadinin yalniz kaldigr zamanlarda
Ebiizziya Tevfik, karakterin psikolojik tepkilerini kendi kiiltiiriiniin ahlak anlayisina gore tasvir eder.
Ucgiincii Giin’de yer alan Birinci Kistm’in Besinci Sahnesi, Ugiincii Fasil’daki Dérdiincii Meclis’e
taginirken asil kadimin 6liime terk edildigi bu yalmzlik ani, korku motiflerinin ayiklandigi ve
karakterin psikolojik tepkilerinin yerel inang dgeleriyle yogrulmasi sonucu koklii bir degisime ugrar.
Catarina, kilitli kap1 ile ugurum olan pencere arasinda kacis yolu bulamayip dinlenmek iizere
yatagina yoneldiginde, yatak perdelerinin ardinda siyah bir ortiiyle kapli idam kiitligli ve bir balta ile
karsilasarak biiylik bir dehsete diiser (Hugo, 1835, s. 95-96). Bu abartili ve gotik korku dgesi Habibe
Yahut Semdhat-1 Ask’tan eksiltilir ve Catarina’nin kap1 ile pencereyi kontrol ettigi kacis eylemleri
kisaltilarak karakteri i¢ hesaplagsmaya yonlendirir. Idam aletlerinin metinden gikarilmastyla birlikte,
asil kadimin 6liime karsi sergiledigi tutumda fark edilir bir diizenleme goze ¢arpar. Catarina, 6liimiin
yaklasmasi karsisinda aklin1 yitirme noktasina gelen, pasif ve ¢aresiz bir profil ¢izerken (Hugo, 1835,
s. 95-96); Selcuka, yatagini1 goriince 6nce kabri hatirlayip kisa bir panige kapilsa da hemen ardindan
masumiyetinden gii¢ alarak ahlaki bir bagkaldiriya ve tevekkiile yonelir. Ebiizziya Tevfik,
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Selguka’nin haksiz yere oOlecegi halde masumiyetinden emin olarak Allah’a giikrettigi
“Elhamdiilillah ben bi-hak 6lecegim” seklindeki sozlerini metne ilave eder ve onun namert bir
zalimin siiphesi altinda yasamaktansa masum bir sekilde sevinerek 6lmeyi tercih ettigini vurgular
(Ebiizziya Tevfik, 1874, s. 81-82). Bdylece, inancindan ve iffetinden emin olarak 6liimii bir kurtulus
ve onur meselesi olarak goren, hedef kiiltiiriin makbul kadinlik degerlerine yaslanan bir kadin kimligi
metne eklenir.

Kadinin bu kabullenisinin ardindan asigin odaya gizlice girdigi anlarda, metin kiiltiirel
uyarlamalarin dozunu artirmaya devam eder. Ugiincii Giin’deki Birinci Kistm’mn Altinc1 Sahnesi,
Ugiincii Fasil’daki Besinci Meclis’te kargilik bulur. Kimi tasvirler ¢ikarilir ve dramatik yapiyi
destekleyen eklemeler yapilir. Rodolfo, koca figiiriiniin Molino Kopriisii iizerinde tutuklular
sorguladigini, sokaklarda Venedikli ok¢ularin gezindigini ve Saint-Antoine Kilisesi’nde siyahlara
biirlinmils gizemli bir cenaze hazirhigr yapildigimi sdyler (Hugo, 1835, s. 98-99). Behram ise
Nureddin’in Cezayir Kopriisii lizerinde insanlari sorguya ¢ektigini ve medresede kimin i¢in oldugu
bilinmeyen bir cenaze tedariki bulundugunu belirtir (Ebiizziya Tevfik, 1874, s. 85). Ayn1 zamanda,
kaynak metinde oldiiriildigii haber verilen casus Homodei (Hugo, 1835, s. 98), Hashasi sekline
dondstiiriiliir (Ebilizziya Tevfik, 1874, s. 86). Asil kadinin korkusunu gizlemek ve asigini teskin
etmek icin sergiledigi tavirlarda belirgin eksiltmeler dikkati ¢eker. Catarina’nin asigin1 kandirmak
ve neseli goriinmek maksadiyla eline gitarini alip sahte bir rahatlik sergiledigi kisimlar (Hugo, 1835,
s. 100) ayiklanir ve Selguka’nin endisesi yalnizca sozlii teminatlara dayali sade diyaloglarla dile
getirilir (Ebiizziya Tevfik, 1874, s. 86). Metnin gerilim unsurlarindan biri olan ele gegirilmis mektup
meselesinde ise Tilirkce metne duygusal bir ekleme yapilir. Rodolfo Reginella’ya verdigi mektubun
ulasip ulasmadigini kisa bir soruyla teyit edip gegerken (Hugo, 1835, s. 100), Behram bir mektubun
varig haberini alana kadar insanin ¢ektigi istirabi anlatir (Eblizziya Tevfik, 1874, s. 86). Her iki
metnin kapaniginda da yer alan asil kadinin kendi yaklasan 6liimiinii gizleyerek asigindan son bir
buse talep etmesi ve ardindan onu yaklagan tehlikeden korumak igin telagla uzaklastirmasi gibi
olaylar degistirilmez (Hugo, 1835, s. 102; Ebiizziya Tevfik, 1874, s. 87-88). Ancak Venedik’in siyasi
ve dini atmosferi islam cografyasinin kurumlar1 ve isimlendirmeleriyle ikame edilerek sahne, hedef
okurun zihniyet diinyasina uygun héle getirilir.

Asigin odadan uzaklastirilmasmin ve yedinci sahnenin atlanarak dogrudan catismanin
zirvesine gecilmesinin ardindan, asil kadin ile koca ve metresinin yiizlestigi o kritik an bagslar.
Yedinci sahnenin miistakil bir meclise doniistiiriilmemesi, besinci meclisten dogrudan yedinci
meclise gecilmesine ve altinci meclis numarasinin atlanmasina yol acar; bu da Ebiizziya Tevfik’in
sahne gecislerinde uyguladigi sikistirma stratejisinin teknik bir yansimasidir. Ugiincii Giin’iin Birinci
Kistm’inda yer alan Sekizinci Sahne, Habibe Ydhut Seméhat-1 Ask’in Ugiincii Fasil’mdaki Yedinci
Meclis’e aktarilirken bazi lirik kisimlar atilir ve asil kadinin mukavemetini artiran giiclii kurgusal
eklemelerle yeniden sekillendirilir. Angelo’nun karisiyla evlenme nedeni olan Venedik sarniglarinin
suyu lizerindeki imtiyazli haklar ve buradan gelen yiiz bin diikalik gelir (Hugo, 1835, s. 107), erek
metinde Selguka’nin babasmin ¢eyiz olarak verdigi “Rum haracindan senede yiiz bin altin” sekline
dondstiiriiliir (Ebiizziya Tevfik, 1874, s. 91). Benzer bigimde, Angelo’nun Venedik diikii olan
atalariyla 6viinmesi (Hugo, 1835, s. 107), Nureddin’in ecdadinin haydut olmasi ithamina ¢evrilir. Bu
stirecte cevirmen tarafindan metne oldukca dikkat ¢ekici siyasi bir arka plan da ilave edilir. Catarina
yalnizca kocasmin despotlugundan yakinirken, Sel¢uka kocasini Sultan Selahaddin’in giiciinii
Miisliimanlarin ve babasinin lizerine ¢evirmekle suglar (Ebiizziya Tevfik, 1874, s. 93). Catarina’nin
Foscari ve Loredano gibi Venedikli asillerin eslerine uyguladiklar tarihi siddeti 6rnek gostererek
“despot Venedik” ve “fahise Venedik” sozleriyle dile getirdigi isyam1 (Hugo, 1835, s. 109), erek
metinde erkegin tahakkiimiine yonelik daha 6zetleyici ve genel bir isyana doniisiir (Ebiizziya Tevfik,
1874, s. 95-96). Ayrica, Catarina’nin 6liim korkusuyla annesini ¢agirip agladigi ve pasif bir kurbana
doniistigli melankolik anlar metinden eksiltilir; bunun yerine Selguka, kendisine aciyan metres
Habibe’ye “Zavalli kar1 sensin” diye ¢ikistigi, ahlaki Gstiinliigiini savundugu ve iffetiyle 6limii
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kucakladigin1 vurguladigi ek diyaloglarla ¢cok daha isyankér ve dirayetli bir kadin profili ¢izer.
Sahnenin sonunda koca figiiriiniin zehri igmeyi reddeden karisini zorla 6ldiirtmek lizere adamlarini
cagirdigr kisimda ise Angelo’nun kili¢ getirmesi i¢in emrettigi Troilo (Hugo, 1835, s. 106),
Nureddin’in hancerlerle birlikte ¢cagirdigi Zeynel ve Riistem’e doniisiir (Ebiizziya Tevfik, 1874, s.
97).

Nureddin’in Selguka’y1 asil kadini zorla dldiirtmek tizere muhafizlarini ¢agirdigi bu gerilim
anindan sonra eylem, zehrin i¢ildigi asil kirilma noktasina ulasir. Ugiincii Giin’iin Birinci Kisim’min
Dokuzuncu ve Onuncu sahneleri, Uciincii Fasil’daki Sekizinci Meclis’e aktarilirken, kaynak
metindeki iki ayr1 sahne tek bir meclis altinda birlestirilir. Dokuzuncu Sahne’de La Tisbe, Catarina’y1
zehri igmeye ikna etmeye calisirken asil sevilen kadinin o oldugunu ve bu fedakarlig1 bizzat asik
oldugu erkek icin yaptigini acikga itiraf eder (Hugo, 1835, s. 112). Ebiizziya Tevfik bu romantik
itirafi kisaltir. Bunun yerine Habibe, Selguka’y1 “Allah agkina” ve “Behram’in basi i¢in” seklindeki
yeminlerle ikna etmeye ¢aligir (Ebiizziya Tevfik, 1874, s. 98). Zehri igme ve 6liim anini ihtiva eden
Onuncu Sahne’de Sel¢uka, 6liim karsisinda Habibe’ye yonelik 6fkesini yiiziine vurur, hakkin
kiyamet giiniinde alacagini ve Habibe’nin de ileride ayn1 zalimlikleri yasayip rakibine yalvaracagini
haykirir. Asil kadinin kocasiyla son yiizlesmesinde ise dini ve mekénsal degisiklikler 6ne ¢ikar.
Catarina’nin kocasinin gozleri 6niinde zehri ictikten sonra “ben saf ve temizim” dedigi kisim (Hugo,
1835, s. 114), Selguka’nin “ismetimde de leke yoktur” ve “seninle ahirette goriisiiriiz” seklinde ifade
edilir. Habibe’nin “kiitiphanemde Allah’ima yalvararak o6leyim” demesiyle sahne tamamlanir
(Ebiizziya Tevfik, 1874, s. 100-102).

Zehirlenme olayinin hemen ardindan cesedin ortadan kaldirilmasi plan1 devreye girer.
Ucgiincii Giin’iin Birinci Kisim’indaki On Birinci Sahne, Ugiincii Fasil’m Dokuzuncu ve Onuncu
meclislerine taginir. Kaynak eserde tek bir sahne olarak kurgulanan ve Engelo’nun muhafizlara emir
verip ¢ikmasiyla La Tisbe’ nin onlara riigvet vermesi eylemlerini kesintisiz bi¢imde sunan bu boltim,
ereck metinde Nureddin’in ¢ikisina baghi olarak iki ayr1 meclise bdliniir. Bu sahnenin
yerlilestirilmesinde dikkati ¢geken en belirgin ekleme, Dokuzuncu Meclis’in baginda Nureddin’in
Zeynel ve Riistem adli adamlarini ¢agirarak onlara gizli odanin anahtarimi vermesi ve tutuklu ¢
kisiyi konusturmadan getirmelerini emretmesiyle olay orgiisiine dahil edilen saray entrikasidir.
Kaynak metinde gece bekgisi olan figiirler, erek metinde birer suikast¢iya doniisiirler. Angelo’nun
Catarina’nin sahte cesedinin tagmmasi i¢in verdigi emirler aktarilirken, kaynak metinde yer alan
mahzen/bodrum ve ¢ukur/mezar gibi gdmii alanlari, “lahit” kelimesiyle ifade edilir. Angelo’nun
yeralti mezarligindaki tasin kaldirilmasi ve cesedin ¢ukura yerlestirilmesi lizerine verdigi detayli ve
uzun tasvirler ise erek metinden eksiltilerek Nureddin’in cesedi hazirlanmis bir lahde birakmalarin
emrettigi oldukea kisa bir diyaloga doniistiirtiliir (Hugo, 1835, s. 117-118; Ebiizziya Tevfik, 1874, s.
102-103). Metresin muhafizlara riigvet vererek kagis planim1 kurguladigi Onuncu Meclis’te La
Tisbe’ nin bekgilere verdigi iki yiiz altin, Habibe’nin verdigi bes yiiz altinlik bir keseye doniisiir. Son
olarak, gece bekgileri verilen rligveti yalnizca resmi bir onayla kabul ederken, erek metinde
suikaste¢ilardan birinin parayi elinde tartarak “Pazarlik olduktan sonra kim yok der ki?” seklindeki
yerel ve halk agzina 6zgii tepkisi metne eklenir ve bdylece sahnenin finali tamamlanir (Hugo, 1835,
s. 118; Ebiizziya Tevfik, 1874, s. 104).

Birinci kismin kiiltiirel ve kurgusal uyarlamalarla tamamlanmasinin ardindan, eserin biiyiik
finaline gegilir. Angelo, Tyran de Padoue’nun Ugiincii Giin perdesine ait Ikinci Kisim, Habibe Ydhut
Semdhat-1 Ask’ta Ugiincii Fasla Zeyl baslig1 altinda yer alan boliime tekabiil eder ve her iki metin de
iicer sahneden olusur. Birinci Sahne’de La Tisbe, sahte bir 6liim uykusunda olan Catarina’nin
basucunda, iki gece bekgisi ve bir siyahi usakla kag¢is planinin son hazirliklarini yapar (Hugo, 1835,
s. 119-121). Bu sahne Birinci Meclis’e birebir aktarilir ve Habibe, lahit i¢inde yatan Selguka’nin
etrafinda suikast¢1 ile siyahi usagin yerini alan Harem Agasi’na atlarin hazirlanmasi ve kapilarin
tutulmasi yoniinde emirler verir (Ebiizziya Tevfik, 1874, s. 106). Ikinci Sahne’de La Tisbe, uyuyan
asil kadin ile yalniz kalarak tiyatro oyuncusu olarak ¢ektigi acilart ve Rodolfo’ya duydugu agki
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sorguladigi derin bir vicdan muhasebesi yasar (Hugo, 1835, s. 123). Bu monolog kisim Ikinci
Meclis’e tasinarak Habibe’nin Selguka’nin nasi basinda diinyanin vefasizligini, kendini feda edisini
ve Behram’a olan samimi muhabbetini dile getirdigi duygusal bir dertlesmeye doniisiir (Ebiizziya
Tevfik, 1874, s. 108-110). Son olarak, sahne kurgusunun trajik diigiimiiniin ¢6zildigli ve
Rodolfo’nun odaya girip zehirleme eylemi yiiziinden metresi La Tisbe’yi bigakladigi, akabinde 6lii
numaras1 yapan Catarina’nin uyanarak sirrm aydinlandigi Ugiincii Sahne (Hugo, 1835, s. 123-124),
Uciincii Meclis olarak karsilik bulur. Behram’m Habibe’yi hangerlemesi, lahit icinden Selguka’nin
seslenmesiyle hakikatin ortaya c¢ikmasi ve Habibe’nin fedakarligini itiraf edip can vermesiyle
uyumlu bir yapisal Ortiisme sergiler (Ebiizziya Tevfik, 1874, s. 110-120). Boylelikle Ebiizziya
Tevfik, eserin finalini olusturan bu kismi, karakter giris cikislarinda ve sahne diizeninde bir
degisiklige gitmeksizin, yerli sahis kadrosuyla {i¢ meclis halinde kendi diline aktarir ve bdylece eseri
tamamlar.

Ebiizziya Tevfik, kaynak metnin ¢atisma eksenini ve eylem akisini temel hatlariyla muhafaza
ederken, Bat1 aristokrasisine, Hristiyanliga ve gotik estetige dair ritiielleri, uzun tarihi sdylemleri ve
abartili korku unsurlarmi metinden dzenle eksiltir. Bu bilingli eksiltmelerin yerini, islam inancinin
Oliim ritiielleri, Selguklu cografyasinin siyasi entrikalari ile Hashasi efsaneleri ve Dogu’nun mertlik
algisin1 merkezine alan yerel motifler alir. Metinler aras1 bu aktarim siirecinde karakter psikolojileri
de ciddi bir doniigiime ugrar; eser, 6liim karsisinda edilgen ve ¢aresiz kalan Batili kadin imajini, iffet
ve namus kavramlar esliginde sesini yiikselten daha etkin bir Dogu kadinina doniistiiriir. Bu yeni
profil, hedef kiiltiiriin makbul kadinlik normlar1 i¢inde kalan ve onlar1 yeniden iireten bir failligi
temsil eder. Bu durum, sahne gegislerinde uygulanan sikistirma ve monolog 6zetleme hamleleriyle
tempoyu teknik olarak hizlandirirken, ideolojik baglamda hedef okurun zihniyet diinyasina ve ahlaki
beklentilerine uyum saglayan 6zgiin bir kiiltiirel sentez ortaya koyar.

Birinci Fasil’da siyasi muhtevanin torpiilenmesinin, Ikinci Fasil’da kiiltiirel 1zgara ve
cinsiyet ideolojisinin ¢evirmenin kararlarin1 nasil yénlendirdigini gérmiistiik. Uciincii Fasil bu iki
katmani biinyesinde barindirirken onlara iiglincii ve en derin boyutu ekler: dini ritiielin ideolojik
doniisiimii. Ancak bu boyutun anlasilabilmesi icin 6nce Ugiincii Fasil’in her iki metindeki yapisal
konumunu tespit etmek gerekir. Hem Angelo, Tyran de Padoue’nun Ugiincii Giin’{i hem de Habibe
Yahut Semdhat-1 Ask’m Ugiincii Fasil’1, karakterlerin mutlak bir kaderle yiizlestigi ve iktidar
baskisinin zirveye ulastig evredir. Her iki metinde de birey, kacisin artik imkansizlastigi o sikisma
noktasinda dliimle hesaplasmak zorunda kalir. Lefevere’in kuramsal ¢ergevesi bu yapisal paralelligi
asan bir soruyu giindeme tagir: ayni dramatik krizi paylasan iki metin neden birbirinden bu denli
farkl1 bir 6liim poetikasi {iretmektedir? Kaynak metnin Ugiincii Giin’ii bir trajik arinma sunarken erek
metnin Ugiincii Fasil’1 bu siireci vicdan muhasebesi ve fedakarlik {izerinden kurar. Lefevere’e gore
yanit agiktir: kahramanin 6liime yaklasma bi¢imi hedef kiiltiiriin ideolojik 1zgarasinin dayattig1 ahlaki
beklentiler dogrultusunda bigimlenir. Bu beklentiler degistik¢e ayni kriz birbirinden kokli bigimde
ayrigan iki anlatiya doniistir.

Bu ayrismanin en somut tezahiirii dini ritiielin ikamesidir. Lefevere’e gore kaynak kiiltiiriin
dini sembolleri, kurumlari ve ritiielleri hedef kiiltiiriin kavramsal 1zgarasiyla gelistiginde ¢evirmen
bu unsurlart silme, zararsizlastirma ya da hedef kiiltlirin inang sistemiyle ikame etme yollarmdan
birine bagvurur (Lefevere, 1992b, s. 86—87). Ebiizziya Tevfik’in bu bolimdeki tercihlerinin
neredeyse tamami ikame stratejisini izler. Saint-Antoine de Padoue Kilisesi dekani ve basrahibinin
hoca ve nikapli adama, giinah ¢ikarmanin tdvbe ve istigfar ettirmeye, yeraltt mezarliginin Mescid-i
Keyf e ve lahde, Malaspina zehrinin Halep’ten temin edilen Hashasi zehrine doniisiimii; Lefevere’in
Lysistrata’nin Nijerya adaptasyonunda tespit ettigi mekanizmayla yapisal olarak oOrtiigiir: Yunan
kiiltiirine ait siyasi bir nesne olan sifre ¢ubugu, Afrika tanrisi Shango’nun ritiiel asasina
dondistiiriilerek hedef kiiltiiriin dinl senaryosuna oturtulmustu (Lefevere, 1992a, s. 57). Ebiizziya
Tevfik de Hristiyan 6liim ritiiellerinin tiimiinii (mumlar, aziz tiirbesi ve hanedan armalari) metinden
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cikarip Islami uygulama esaslariyla ikame eder. Bu ikame, hedef kiiltiiriin ideolojik 1zgarasinda
Hristiyanliga ait her referansin yarattigi yabancilastirici etkiyi ortadan kaldiran zorunlu bir arindirma
amacinin sonucudur.

Ne var ki bu arindirmay1 yalnizca hedef kitlenin beklentilerine dontik bir zorunluluk
olarak okumak, ikame stratejisinin ¢evirmenin kendi kimlik tasavvuruyla Ortiistiigi
gercegini golgede birakir. Tiiresay’in Ebiizziya Tevfik’in ge¢ donem yazilari iizerine
incelemesi, yazarin kimlik tasavvurunda son kertede belirleyici olanin etnik kdken degil dini
aidiyet oldugunu; ona gore insanlari birbirine yaklagtiran ve birbirinden uzaklastiran
unsurlarin baginda mezhebin geldigini ve Osmanliligin onun zihninde fiilen Miisliimanlikla
Ortlistiiglinii ortaya koyar (Tiresay, 2002, s. 11, 15-16). Dolayisiyla 1874°te kilisenin
mescide, giinah ¢ikarmanin tdvbe ve istigfara doniistiiriilmesi, hedef kiiltlirlin 1zgarasina
yapilan bir uyarlama oldugu kadar, ¢evirmenin yillar sonra agikca dile getirecegi kimlik
hiyerarsisinin metne erkenden sinmis halidir. Lefevere’in ideolojiyi yazara sonradan
dayatilan bir baski araci olmaktan 6te onun bilissel siireclerini en basindan yapilandiran i¢kin
bir dinamik olarak tanimlamasi (Lefevere, 1992a, s. 16), burada karsiligini bulur.

Din1 armmdirmanin tamamlandigit bu zeminde mekanin ideolojik islevi de doniisiir.
Angelo’nun kapali koridorlari ve gozetim agiyla 6riilii saray1, Ikinci Giin’de oldugu gibi Ugiincii
Giin’de de iktidarin her yere sizan kavramsal 1zgarasimin mimari karsiligidir. Lahit ve yeralti
mezarlig1 ise bu 1zgaranin 6liimii bile kusattig1 son noktayi isaret eder. Habibe’deki lahit ve Mescid-
i Keyf ise ayn1 kapaliligi ve kagisin imkansizligini korurken yerel bir tehlike ve korunma ikilemi
icinde yeniden kurulur. Oliim artik kurumsal olarak devlet terdriiniin degil bireysel bir ahlaki
hesaplasmanin ve Islami teslimiyet geleneginin gergevesinde konumlanir. Lefevere’in Franz’in
uyarlamasinda gosterdigi iizere, mekanin degistirilmesi karakterin varolugsal ylizlesme aninin
inandiriciligini etkiler (Lefevere, 1992a, s. 157). Ebiizziya Tevfik’in mekana yonelik tercihleri de
ayni islevi goriir. Dini ve kiiltiirel olarak tanidik olan, ideolojik agcidan mesru olandir.

Karakterlerin 6liim karsisindaki tutumunun yeniden big¢imlenmesi, mekanin bahsedilen
donisiimiiniin Uzerine inga edilir. Lefevere, Franz’in Danton’un alayci, felsefi ve 6zgilir ruhlu
karakterini Schiller tarzi trajik kahraman kalibia soktugunu, 6liime dair varolussal sorgulamalari ise
tiyatronun akisin1 bozan gereksiz miidahaleler olarak koseli paranteze alip disladigini gosterir
(Lefevere, 1992a, s. 155-159). Angelo’nun Ugiincii Giin’iindeki isyan ve kaba kuvvet iceren &liim
sahneleri Bati romantizminin bireysel kadercilik poetikasma aittir. Bu poetika Osmanh
okuyucusunun ideolojik 1zgarasiyla catisir. Izgaranin normlar1 eylem, ahlaki berraklik ve dini
teslimiyettir. Selguka ise bu ¢atigsmayi tersine ¢eviren bir kahraman kimligi sunar: yatak odasinda
kabri hatirlayip kisa bir panige kapildiktan sonra masumiyetinden gii¢ alarak “Elhamdiilillah ben bi-
hak 6lecegim” der. Catarina’nin isyankar ve felsefi derinliginin tdrpiilenmesi, Selguka’nin ise inang
ve iffet degerleriyle giiclendirilmesi, Lefevere’in ahlaki agidan daha olumlu kahraman ingasinin yerel
ideolojik beklentilerle ortiistiiriilmesi olarak tanimladigi doniisiimiin geregidir (Lefevere, 1992a, s.
158). Boylece Angelo’nun trajik armmasi, Habibe’de yerel ahlaki kodlarin siizgecinden gegirilmis
bir vicdan muhasebesi ve fedakarlik anlatisina doniisiir.

Ne var ki Selguka’nimn bu doniistimiini salt bir gliglenme ya da 6zgiirlesme anlatist olarak
okumak, doniisiimiin ideolojik sinirlarini gézden kagirmak olur. Selguka’nin kocasina yonelttigi
baskaldirinin dayanagi dikkatle incelendiginde, bu direnisin ataerkil sistemin disina ¢ikan degil tam
da o sistemin mesru saydig1 kavramlara yaslanan bir manevra oldugu goriiliir. Selguka, kocasim
ancak kendi ismetinin lekesizligi vasitasiyla ahlaken gayrimesru ilan edebilmekte; giiciinii, egemen
cinsiyet ideolojisinin kadina tanidig1 tek mesru zeminden, yani namusundan devsirmektedir. Bu
durum, Kandiyoti’nin (1988) “ataerkil pazarlik” olarak kavramsallagtirdigi olguyla dogrudan
ortiistir. Kadin, kendisini kusatan ataerkil yapinin kurallarini reddederek degil bu kurallar stratejik
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bicimde kullanarak sinirli bir faillik alani kazanir. Dolayisiyla Catarina’dan Selcuka’ya geciste
yasanan doniisiim, Batil1 edilgen kadimin yerini bagimsiz ve 6zgiir bir 6znenin almasindan ziyade,
bir tahakkiim bi¢iminin yerini hedef kiiltiire 6zgii baska bir tahakkiim bi¢ciminin almasidir. Bu okuma
Lefevere’in kuramiyla da tutarlidir; ¢iinkii Lefevere, ideolojinin kadin karakterleri egemen cinsiyet
normlarina uyumlu kilmak i¢in yeniden bigimlendirdigini vurgular (Lefevere, 1992a, s. 143—144).
Selguka’nin giir sesi bu nedenle ataerkinin mesru kildig1 sinirlar iginde kalan ve onun degerlerini
yeniden iireten bir failligin ifadesidir. Ebiizziya Tevfik’in bu tercihi, Yeni Osmanl diinya goriisiiniin
Batil1 bireysellik ile Islami ahlak arasinda kurmaya calistigi sentezin, kadm kimligi s6z konusu
oldugunda nasil ataerkil bir zemine yaslandigini gosterir.

La Tisbe’nin vicdan muhasebesi monologunun Habibe’nin lirik dertlesmesine evrilmesi bu
mekanizmanin fedakdrlik boyutunu tamamlar. Lefevere’in Aeneis ¢evirmenleri iizerine
¢Oziimlemesinde gosterdigi gibi, ¢evirmenler bir kahramanin ahlaken sorunlu eylemini hedef
kiiltiiriin  beklentilerine uydururken bir dizi savunma hatti gelistirir: eylemi mazeretle
gerekcelendirmek, sucu bagka bir 6zneye kaydirmak ya da karaktere ahlaki bir yargi yiikleyip metnin
kendisini aklamak (Bassnett & Lefevere, 1998, s. 48). Rahatsiz edici ayrintilarin biisbiitiin silinmesi
ise ayri bir strateji olarak isler (Lefevere, 1992a, s. 97-98). La Tisbe’nin monologu Rodolfo’ya
duydugu karsiliksiz agki ve tiyatro oyuncusu olmanin toplumsal acisini konu alan bireysel bir
hesaplagsmadir. Habibe ise bu kisisel hesaplasmay1 diinyanin vefasizligi ve Allah’a teslimiyet
eksenine tagir. “Kiitiiphanemde Allah’ima yalvararak 6leyim” climlesiyle 6zverinin anlami bireysel
tutku alanindan dini ve ahlaki bir alana cekilir. Bat1 romantizminin 6znelci vicdan muhasebesi
boylece yerel bir 6zveri anlatisina, Lefevere’in terminolojisiyle ideolojik agidan zararsizlastirilmis
bir yerlilestirme 6rnegine (Lefevere, 1992a, s. 14) doniistiiriilmiis olur.

Sonug¢

Bu calisma, Ebiizziya Tevfik’in Habibe Ydhut Semdhat-1 Ask adli uyarlamasini André
Lefevere’in patronaja dair kuramsal ¢ergevesi 1s18inda inceleyerek, bir edebl metnin erek kiiltiire
aktarilirken hangi ideolojik ve yapisal doniisiimlerden gegtigini ortaya koymustur. Ebilizziya
Tevfik’in Hugo’nun bu eserini segmesinde birden ¢ok dinamik rol oynamistir. Her seyden once,
Yenilesme devri edebiyatinda tiyatroya yiiklenen, kitleleri doniistiirme ve onlara ahlaki bir rehberlik
sunma misyonu bu tercihin baglica itici giliglerindendir. Buna, yazarin Yeni Osmanlilar ¢evresine
mensubiyeti ve 6zellikle Namik Kemal’in tarih felsefesiyle beslenen siyasi duyarliligi eklenir. Bu
duyarlilik, metnin yeniden kurgulaniginda belirleyici bir etken olmustur. Venedik despotizminin
Hashasi entrikalarina indirgenmesi, mutlakiyetin gézetim ve sansiir diizenini agmaya yonelik bilingli
bir siyasi stratejinin de iiriiniidiir. Bu siyasi saikin yaninda ekonomik sartlarin payim da goz ardi
etmemek gerekir. Matbaasi kapatilip Rodos’a siiriilen yazarin bu yillarda yasadigi mali darbogaz,
Lefevere’in patronajin ekonomik bileseni olarak tanimladigi baskinin bir tiir tezahiiriidiir. Uretim
araclarindan ve diizenli gelirinden kopmus bir yazar i¢in yayimlanabilir, sahnelenebilir bir eser
ortaya koymak ayni zamanda maddi bir gerekliliktir. Uyarlamanin benimsedigi yalin ve hizh
dramatik bi¢im de bu kosullarla uyum i¢indedir.

Inceleme boyunca elde edilen bulgular, Lefevere’in birbirini tamamlayan kavramlarinin
uyarlama metninde nasil es zamanl isledigini asamali olarak gostermistir. Ik olarak calisma,
cevirinin toplumsal beklentilerden bagimsiz, nesnel bir aktarim olmadig1 dnermesinden hareketle,
Tanzimat donemi Tiirk tiyatrosunun Bati1 dramatik gelenegiyle kurdugu iligkinin temelde ideolojik
bir yeniden {iretim siireci oldugunu temellendirmistir. Bu zemin tizerinde Lefevere’in yeniden yazim,
patronaj ve ideoloji kavramlar birincil araglar olarak benimsenmis; Ebilizziya Tevfik’in Yeni
Osmanli kimligi ve Rodos siirgiiniiniin getirdigi patronaj baskisi, uyarlamanin hangi kosullar altinda
bigimlendigini agiklayan baglamsal ¢ergeve olarak konumlandirilmistir.

Ikinci asamada, Victor Hugo’nun kaynak metnindeki devlet elestirisinin uyarlamada nasil
etkisizlestirildigi gosterilmistir. Venedik’in kurumsal terdriinii ve Onlar Konseyi’nin gozetim agim
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merkeze alan sistematik iktidar elestirisi, uyarlamada Hashagiler tarikatinin suikast tehdidine
indirgenmistir. Bu doniisiim, Lefevere’in egemen sdylemle catisan dgelerin tehlikesiz ve tanidik bir
forma biiriindiiriilmesi olarak tanimladig1 ideolojik zararsizlagtirma mekanizmasinin karsiligidir.
Calisma bu noktada, siyasi catismanin = Selcuklu-Eyyubi cografyasina tasindigi  bu
zararsizlastirmanin, Lefevere’in dogrudan Osmanli Imparatorlugu {izerinden orneklendirdigi
farklilagsmamig patronaj sisteminin kaginilmaz bir sonucu oldugunu ortaya koymustur.

Ucgiincii asamada, ideolojik doniisiimiin metnin alt diizeyinde de isledigi gosterilmistir. Hedef
kiiltiirin kavramsal 1zgarasiyla bagdasmayan nesne, mekan ve simgeler sistematik bicimde ikame
edilmistir: oratoryo kitap odasina, ha¢ muskaya, Venedik rozeti Fedai yazisina, Batili lirik parca
tambur esligindeki sarkiya doniismiistiir. Bu kesitte ayrica, Hugo nun romantik draminin uzun lirik
tiratlarinin Selguka’nin kisa ve eylem odakli diyaloglarina evrilmesi, Lefevere’in ideoloji ile poetika
catistiginda poetikanin ideolojiye boyun egmek zorunda kaldig1 yoniindeki saptamasinin tiyatro
eserindeki izdiistimii olarak degerlendirilmistir.

Dordiincii agsamada, doniisiimiin en derin katmani olan dini ikame ve cinsiyet ideolojisi ele
almmustir. Hristiyanliga ait ritiieller Islami gelenekteki uygulama esaslariyla degistirilmis; kilise
mescide, giinah ¢ikarma tovbe ve istigfara doniistiiriilmiistiir. Bu dini arindirmanin {izerine insa
edilen en koklii doniisiim ise karakter diizleminde gerceklesmistir. Bati romantizminin bireysel
kadercilik poetikasina sahip, 6liim karsisinda biitiiniiyle edilgen Catarina, iffet ve inanglariyla sesini
yiikselten daha etkin bir Dogu kadini olan Selguka’yla karsilik bulmustur. Ancak bu doniisiim, bir
tahakkiim bi¢iminin yerini hedef kiiltiire 6zgii baska bir tahakkiim bi¢ciminin almasidir. Selguka’nin
failligi, ataerkinin mesru kildig1 siirlar i¢inde kalmaktadir.

Biitiin bu asamalar bir arada degerlendirildiginde, Lefevere’in kuramsal gercevesinin
birbirini tamamlayan bir kavramlar ag1 olarak igledigi acik¢a goriilmektedir. Farklilasmamis patronaj
modeli ¢evirmenin hareket alanini belirlemis, ideoloji bu alan i¢indeki miidahalelerin 6nceligini
saptamuis, kiiltiirel 1zgara her bir sahne diizeyindeki ikame ve eksiltmeleri yonetmis, ideoloji-poetika
hiyerarsisi dramatik formun biitiiniinii sekillendirmis, cinsiyet ideolojisi kadin kimligini yeniden inga
etmis, dini ikame stratejisi ise bu zincirin en derinlikli halkasini olusturmustur.

Nihayetinde bu ¢aligma, tiyatro aktariminda g¢eviri ile uyarlama arasindaki sinirin ne denli
gecirgen oldugunu somut olarak gdstermistir. Ebiizziya Tevfik’in sahne gegislerinde uyguladigi
sikistirma ve monolog eksiltmeleri oyunun temposunu teknik diizeyde hizlandirirken, metnin
biitiiniine yon veren asil unsur hedef okurun zihniyet diinyasina ve ahlaki beklentilerine duyulan
ideolojik baglilik olmustur. Habibe Ydhut Semdhat-1 Ask, bu yoniiyle siyasi, dini ve toplumsal
cinsiyet ideolojilerinin es zamanli baskis1 altinda tiretilmis, ideolojik agidan biitiinliikli bir yeniden
yazim uygulamasidir.

Bu bulgular, Habibe Ydhut Semdhat-1 Ask’1 bir uyarlama olmanin 6tesine tastyarak Osmanli
modernlesmesinin temel bir gerilimine 11k tutar. Ebiizziya Tevfik’in metni, Bati ile Dogu’nun
ahlaki, dini ve siyasi deger diinyasinin bir araya getirildigi bir eserdir. Ancak bu durum, iki kiiltiiriin
esit ve uyumlu bir biresimi degildir. I¢inde patronaj baskisimn, otosansiiriin ve ideolojik
yonlendirmenin izlerini tagiyan gerilimli bir terkiptir. Tanzimat aydininin Batili bir kanonik metinle
tesis ettigi iliski, ne biitiiniiyle bir benimseme ne de biitiiniiyle bir ret tizerine kuruludur. Bu iliski,
kaynak metni erek kiiltiiriin ideolojik 1zgarasindan gecirerek hem ondan yararlanan hem de onu
donistiiren bir stratejiye dayanir. Bu anlamda s6z konusu uyarlama, Bati dist modernlesme
tecriibesinin edebi alandaki tipik tezahiirlerinden biri olarak, modernlesmenin bir yeniden insa siireci
oldugunu gosterir.

Caligmanin daha genis Olgekteki kuramsal c¢ikarimi ise tiyatro g¢evirisi ve uyarlama
arastirmalarinda orijinale sadakat idealinin sinirliligina iliskindir. Habibe Ydhut Semdhat-1 Ask
Ornegi, bir tiyatro metninin bagarisinin, hedef kiiltliriin ideolojik, ahlaki ve estetik 1zgarasina ne
Olciide eklemlenebildigiyle belirlendigini ortaya koymaktadir. Bir uyarlamanin basarisi, erek
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kiiltiirlin zihniyet diinyasinda islevsel, anlamli ve canli bir karsilik {iretebilmesinde aranmalidir.
Dolayisiyla bu ¢alisma, uyarlamalarin iktidar iligkileri, patronaj mekanizmalari ve kiiltiirel miizakere
ekseninde okunmasi gerektigini onermektedir. Bir edebi eserin farkli tarihi ve cografi kosullarda
yasamint siirdiirmesi, yeni baglamlarin beklentilerine gore yeniden yazilabilme kapasitesinde
yatmaktadir.
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ETIK BEYANLAR
Arastirma ve Yayin Etigi
Bu makalenin 6zgiin bir ¢alisma oldugunu ve bilimsel arastirma ve yayin etigi ilkelerine
uygun olarak hazirlandigini beyan ederim. Makale daha once herhangi bir yerde
yayimlanmamis olup bagka bir dergide degerlendirme siirecinde degildir.
Caligmada kullanilan tiim kaynaklar akademik kurallara uygun bigimde atiflanmistir.
Caligmanin intihal, veri uydurma, veri tahrifi veya manipiilasyon icermedigini; arastirma
bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan ederim.
Yazar Katkisi
Caligmanin tasarlanmasi, yiiriitiilmesi, analizi ve makalenin raporlama agamasini tek basina
ylriitmiistiir. Makalenin son halini okuyup onayladim ve yayimlanmasini kabul ettim.
Cikar Catismasi
Bu makalenin yayimlanmasina iliskin herhangi bir ¢ikar ¢atismasi bulunmadigini beyan
ederim.
Finansal Destek
Bu aragtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulus
tarafindan finansal olarak desteklenmemistir.
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Yapay Zeka Kullanim Beyam
Makalenin hazirlanmasi siirecinde yapay zeka araglarindan yalnizca dil diizenleme, g¢eviri
destegi ve anlatim iyilestirmesi amaciyla sinirlt 6l¢iide yararlanilmistir. Yapay zeka araglari
tarafindan yapilan ceviri ve dil diizenlemeleri tarafimdan dikkatle kontrol edilmistir. Yapay
zeka araglart calismanin bilimsel igeriginin, aragtirma tasariminin, analizlerinin veya
akademik sonuglarinin olusturulmasinda kullanilmamigtir. Makalenin igerigine iliskin tim
akademik sorumluluk bana aittir.

Telif Haklar1 ve izinler
Telif hakkr gerektiren materyaller kullanilmigsa gerekli izinlerin alindigimi ve galigmanin
herhangi bir fikri miilkiyet hakkini ihlal etmedigini beyan ederim.

Yazar Onayi
Makalenin son hélini okudum, onayladim ve yayimlanmasin kabul ettigimi beyan ederim.
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