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Abstract: Fantasy is a modern literary form that enables the narration of the extraordinary and the imaginary.
Representations of the extraordinary constitute the backbone of Eastern literary classics, often described as
“imaginative literature.” The traditional narrative roots of fantasy also allow for the rewriting of these narratives
in a modern form. In recent times, traditional narratives such as epics, fairy tales, legends, anecdotes and myths
have been reinterpreted through the possibilities offered by the fantasy genre, a contemporary literary form.
This literary practice represents a significant step towards incorporating traditional narratives into children’s
literature. Thus, these texts -which serve as the living memory of an ancient culture, civilisation, language and
intellectual tradition- are being introduced into the world of language, thought, meaning and values of today’s
children. In this study, twelve fantasy children’s novels were examined, and it was found that figures from
Islamic mythology-the cultural treasure of the Eastern narrative tradition-are frequently featured in these
works. It has been concluded that traditional religious narratives, such as parables (kissa), hagiographic tales
(menkibe) or epic battle narratives (cenkndme), serve as foundational texts in these works. In the analysis of
these works, it was noted that the fantasy genre is seen as a means of concretising abstract concepts related to
the Islamic belief system and conveying them to children. Quranic parables or the legendary lives of religious,
historical, and Sufi figures are among the Islamic themes constructed within the fantasy genre. In particular, it
has been established that mythological narratives centred on religious-historical figures such as Ali and
Siileyman -which stem from the love felt for these individuals among the people and are nourished by oral
culture- occupy a significant place within Islamic mythology. This study, which brings together the intersecting
domains of fantasy literature, Islamic literature, and children’s literature, was conducted using document
analysis as a qualitative research method. In the study, content analyses were carried out on twelve
contemporary fantasy novels written for children. The fantasy novel series Kayip Isimler Kralligi, Hikdye
Anahtarcisi, and Harita Koruyuculari, as well as the novels Esrdrname, Aynali Baba, and Raci, are the works
examined in this study. Through these analyses, thematic traces related to Islamic mythology within the works
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were identified. In this study, which constitutes a kind of universe-sample analysis, we identified the
mythological figures drawn from Islamic religious sources in fantasy children’s novels and revealed the Islamic
imagery, symbols and archetypes that underpin these narratives. In these works, we observed that religious
messages are made more accessible to a child’s perspective by utilising the relationship between fantasy and
fiction in the transmission of religious themes to children.

Keywords: Turkish Islamic Literature, Fantasy, Children's Literature, Religion, Mythology.

Oz: Fantastik, olaganiisti veya hayali olanin anlatimma imkan taniyan modern bir yazin formudur.
Olaganiistiiniin anlatimi, “hayal edebiyat1” olarak da adlandirilan Dogu edebiyati klasiklerinin omurgasidir.
Fantastigin geleneksel anlatilarla olan koken bagi, bu anlatilarin, modern bir formda yeniden yazimina da
imkan tanimaktadir. Son déonemde destan, masal, efsane, menkibe ve mit gibi geleneksel anlatilar, ¢agdas bir
yazin formu olan fantastigin imkanlartyla yeniden yorumlanmaktadir. Bu yazin pratigi geleneksel anlatilarin
cocuk edebiyatina kazandirilmasi yoniinde 6nemli bir adimdir. Boylece kadim bir kiiltiir, medeniyet, dil ve
diisiince geleneginin yasayan hafizasi durumundaki bu metinler, gliniimiiz ¢cocugunun dil, diisiince, anlam ve
deger diinyasina kazandirilmaktadir. Bu ¢aligmada on iki adet fantastik cocuk romani incelenmis, bu eserlerde,
Dogu anlati geleneginin kiiltiirel hazinesi olan Islam mitolojisine ait figiirlere sikca yer verildigi tespit
edilmistir. Kissa, menkibe veya cenkname gibi geleneksel dini anlatilarin, bu eserlerde kurucu metin islevi
gordiigii kanaatine varilmistir. Bu eserlerin tetkikinde, fantastik tiiriin, Islam inang sistemine dair soyut
konularin somutlastirilarak gocuga aktarilmasinin imkani olarak goriildiigii fark edilmistir. Kur’an kissalari ya
da dini, tarihi, tasavvufi sahsiyetlerin menkibevi yasamlar1 fantastik tiir icerisinde kurgulanan Islami
izleklerdendir. Bilhassa Hz. Ali, Hz. Siileyman gibi dini-tarihi sahsiyetler etrafinda olusan, halk arasinda bu
kisilere duyulan sevgiden kaynaklanan, sozlii kiiltirden beslenen mitolojik anlatilarin Islam mitolojisi
igerisinde hacimli bir yer tuttugu tespit edilmistir. Fantastik edebiyat, Islam edebiyat1 ve cocuk edebiyati
paydalarini bir araya getiren bu arastirma, nitel bir arastirma yontemlerinden dokiiman analizi ile yapilmistir.
Aragtirmada son donem fantastik ¢ocuk romanlarindan on iki ¢gocuk romaninm igerik analizleri yapilmistir.
Fantastik seri romanlar olan Kayip Isimler Kralligi, Hikdye Anahtarcisi ve Harita Koruyuculari ile Esrdrname
ve Aynali Baba ile Raci romanlar1 arastirmada incelenen eserlerdir. Boylelikle eserlerdeki islam mitolojisine
dair izlekler tespit edilmistir. Bir tlir evren-orneklem calismasi olan bu arastirmada, fantastik ¢ocuk
romanlarindaki Islam dini kaynaklarindan beslenen mitolojik figiirleri tespit ederek bu anlatilar1 besleyen
Islami imge, sembol ve arketipleri ortaya koyduk. Bu eserlerde, ¢ocuklara dini izleklerin aktarilmasinda
fantastigin kurmaca ile iligkisinden yararlanilarak dini iletilerin ¢ocuk bakisina yaklastirildigini gézlemledik.

Anahtar Kelimeler: Tiirk islam Edebiyati, Fantastik, Cocuk Edebiyat1, Din, Mitoloji.
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Structured Abstract:

The subject of this study, entitled ‘Images, Symbols and Archetypes of Islamic Mythology in Fantastic
Children’s Novels’, is the Islamic themes found in recent fantastic children’s novels. The study has identified
the archetypal elements drawn from Islamic mythology within these works. Firstly, the conceptual framework
of the fantastic is outlined and its relationship with the real world is assessed. The origins of the fantastic in
relation to fairy tales, myths or mythology are discussed, and its roots in the Eastern storytelling tradition are
examined under a separate heading. Subsequently, the archetypes of figures related to Islamic mythology
identified in fantasy children’s novels are presented in relation to their counterparts in Islamic religious sources.

Fantasy is often defined in relation to the real. At first glance, one might think that fantasy, which
allows for the narration of the supernatural, is in conflict with visible reality. Yet, truth is not limited to visible
reality alone. In recent times, the fantastic has become the allegorical language of the metaphysical reality that
the modern mind has repressed into the subconscious. The apparent conflict between the fantastic and reality
necessitates a re-examination of its relationship with tradition. The conflict between the fantastic and tradition
stems from the fact that it is, by its very nature, a modern narrative form. The emergence of fantastic works in
the modern sense coincides with the late 18th century in the West. In the West, as a result of reformist
movements and Enlightenment thought, there was a need for a rhetorical discourse. This genre of novel, whose
relationship with reality was being questioned, was seen as the figurative language of rebellion against the
existing authoritarian system, and examples of it, particularly in the form of the novel, began to increase.

The scope of the study is limited to twelve works selected from children’s novels containing fantasy
elements published after the year 2000. In identifying the genres of these works, no detailed distinction was
made between genres such as fairy tales, science fiction, utopia, dystopia or crime fiction; instead, fantasy -a
hybrid genre- was accepted as the overarching narrative form.

This study draws upon the fields of Islamic literature, children’s literature and fantasy literature. There
is no other study that brings together these three distinct pillars of literature. Fantasy is the dominant narrative
in recent Turkish and world literature. This dominance of fantasy is also evident in children’s literature. The
research aims to highlight the potential of the fantasy genre in conveying Islamic themes to children.

In the Eastern storytelling tradition, the fantastic functions as an allegorical language of truth. In
recent times, however, these narratives -which nourish Islamic mythology- have come to serve as a kind of
foundational text in children’s literature. When one speaks of mythology, Roman mythology typically comes
to mind first. Yet, within the Eastern literary tradition, there is a substantial body of material that necessitates
our consideration of the concept of Islamic mythology. Bringing together the concept of mythology -based on
the narration of the imaginary or legendary- with the concept of Islam, which is a universal, divine truth, may
at first glance give rise to certain theological problems. Nevertheless, there are also certain mythological
narratives concerning some figures within the history of Islam as a religion and a system of thought. Indeed, it
is quite difficult to distinguish these figures’ religious-historical personas from their mythological ones. This
perspective on the concept of Islamic mythology further underscores the importance of this study.

This study, which is a form of universe-sample research, was conducted using document analysis, one
of the qualitative research methods. Fantasy children’s novels published in recent years form the population of
the study. The Kayip Isimler Kralligi series (comprising three books), the Hikdye Anahtarcist series
(comprising four books), the fantasy novel series Harita Koruyuculari (comprising three books), and the
children’s novels Aynali Baba ile Raci and ‘Esrdrndme’ constitute the sample of the study. In the study, content
analyses of these works were conducted to identify figures related to Islamic mythology. The archetypal
elements of the identified figures in Islamic religious sources were revealed.

Although fantasy is a modern narrative form, it has its roots in traditional narratives that depict the
supernatural. Traditional narratives such as epics, fairy tales, legends, anecdotes and myths are being rewritten
using the possibilities offered by fantasy, a contemporary literary form. This literary practice represents a
significant step towards incorporating traditional narratives into children’s literature. Fantastic narratives are
frequently encountered in the storytelling tradition of the East. In narratives of the gissa or menkibe genre, the
fantastic transforms into an imaginative narrative that conveys existential truth. Fairy tales and epics are
similarly allegorical texts that explore universal values. Consequently, the power of the fantastic in these
narratives serves as a conduit for conveying truth to the reader through an allegorical language.
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Religious texts have long been among the sources of literature. In fantastical children’s novels, there
is a rich body of mythological material formed by the archetypal elements of religious texts. These
mythological narratives draw upon the primary sources of the Islamic faith, such as the stories of the Quran
and the Hadith, as well as folk narratives such as the Stories of the Prophets (Kisés-1 Enbiya), the Lives of the
Saints (Menakibndme), and the Epic Poems (Cenkname). This mythological material in fantasy children’s
novels has served as one of the methods for addressing religious and moral concepts with children.

Topics related to faith occupy a significant place in religious texts. Concepts concerning belief in God,
events such as miracles, destruction and the Flood relating to belief in the prophets; and numerous abstract
concepts regarding belief in the afterlife -such as the Day of Judgement, the Trumpet, Paradise, Hell and
resurrection- are all abstract. However, narrating or constructing abstract topics within a realistic narrative style
presents certain difficulties. This is because the beliefs themselves or elements related to them cannot be seen
with the naked eye. The mystery and curiosity this situation creates in people, however, forms an extremely
rich source of material for fantastical texts.

Fairy tales and epics, which are the shared dreams of societies, and myths that embody the
representations and manifestations of people’s religious beliefs, serve as the sources from which fantastical
fictional texts draw their inspiration. These sources, in turn, are directly linked to religious texts. It is often
observed that the religious content in fantasy novels draws upon this connection to their origins. The close
relationship between traditional narratives -such as myths, fairy tales, legends and epics, which are the earliest
texts in which the fantasy genre appears- and religious texts also nourishes the archetypal elements of religious
imagery and symbols found in recent fantasy children’s novels.

The study found that the works examined frequently feature mythological figures drawn from
religious and legendary folk narratives. In particular, numerous epic and legendary narratives have emerged
within the framework of the religious-legendary persona of Hz. Ali. Objects and entities featured in the Hz.
Ali Epics—which are among the most widespread narratives of the oral culture prevalent among the people—
have taken on a symbolic meaning in fantasy children’s novels. Hz. Ali’s horse, Diildiil, is one such example.
Mythological figures such as the dragon, Ziilfikar and the chest are drawn from the epic and legendary
narratives centred on Hz. Ali’s persona. The archetypal elements of mythological figures such as the seal, the
snake and the light, however, are generally derived from the stories of the Qur’an. In fantasy children’s novels,
mythological figures drawn from religious sources are often fantastical objects that enable the hero to achieve
success. They serve as metaphors corresponding to parallels in religious literature. They constitute the
figurative language through which the hero is supported in a spiritual manner. Typically, they are mysterious
objects through which a religious-historical character provides the hero with the things he needs to increase his
strength and courage. The research has revealed that contemporary children’s literature authors utilise the
possibilities offered by the fantasy genre to introduce religious symbols to young readers. The possibilities
afforded by the fantasy genre ensure that religious themes are presented to children within a cohesive fictional
framework. This makes the act of reading enjoyable and engaging, thereby facilitating the transmission of these
messages to the child.

Keywords: Turkish Islamic Literature, Fantasy, Children's Literature, Religion, Mythology.
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Résumé Structuré:
Sujet

L’objet de cette étude, intitulée Images, symboles et archétypes de la mythologie islamique dans les
romans fantastiques pour enfants, est 1’exploration des themes islamiques présents dans les romans
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fantastiques récents destinés a la jeunesse. L’étude a identifié les éléments archétypaux issus de la mythologie
islamique dans ces ceuvres.

Cadre conceptuel

Tout d’abord, le cadre conceptuel du fantastique est présenté et sa relation avec le monde réel est
examinée. Les origines du fantastique en lien avec les contes, les mythes ou la mythologie sont discutées, et
ses racines dans la tradition narrative orientale sont étudiées séparément. Ensuite, les archétypes des figures
liées a la mythologie islamique, identifiés dans les romans fantastiques pour enfants, sont analysés en relation
avec leurs équivalents dans les sources religieuses islamiques.

Le fantastique est souvent défini par rapport au réel. A premiére vue, on pourrait penser que le
fantastique, qui permet la narration du surnaturel, est en conflit avec la réalité visible. Pourtant, la vérité ne se
limite pas a la seule réalité perceptible. De nos jours, le fantastique est devenu le langage allégorique de la
réalité métaphysique que I’esprit moderne a refoulée dans I’inconscient. Ce conflit apparent entre le fantastique
et la réalité nécessite une réévaluation de son rapport a la tradition. Le conflit entre le fantastique et la tradition
découle du fait qu’il s’agit, par nature, d’une forme narrative moderne. L’émergence des ceuvres fantastiques
au sens moderne coincide avec la fin du XVIIle siécle en Occident. En Occident, a la suite des mouvements
réformistes et de la pensée des Lumiéres, un besoin de discours rhétorique s’est fait sentir. Ce genre
romanesque, dont la relation avec la réalité était remise en question, a été€ percu comme le langage figuré de la
rébellion contre le systéme autoritaire existant, et ses exemples, notamment sous forme de roman, se sont
multipliés.

Méthodologie et corpus

Le champ de I’étude est limité a douze ceuvres choisies parmi les romans pour enfants comportant des
¢éléments fantastiques publiés aprés 1’an 2000. Dans 1’identification des genres, aucune distinction détaillée n’a
été faite entre les contes, la science-fiction, I’utopie, la dystopie ou le roman policier ; le fantastique — genre
hybride — a été retenu comme forme narrative englobante.

Cette recherche mobilise les domaines de la littérature islamique, de la littérature enfantine et de la
littérature fantastique. Il n’existe aucune autre étude réunissant ces trois piliers distincts. Le fantastique est la
narration dominante dans la littérature turque et mondiale contemporaine, et cette domination se manifeste
également dans la littérature enfantine. L’objectif est de mettre en lumiére le potentiel du genre fantastique
pour transmettre des thémes islamiques aux enfants.

Résultats

Dans la tradition narrative orientale, le fantastique fonctionne comme une langue allégorique de la
vérité. Aujourd’hui, ces récits — qui nourrissent la mythologie islamique — servent de textes fondateurs dans la
littérature enfantine. Lorsque I’on évoque la mythologie, c’est généralement la mythologie romaine qui vient
d’abord a I’esprit. Pourtant, dans la tradition littéraire orientale, un corpus substantiel impose de considérer le
concept de mythologie islamique. Associer le concept de mythologie — fondé sur la narration de 1’imaginaire
ou du légendaire — au concept d’Islam, vérité universelle et divine, peut sembler soulever des problémes
théologiques. Néanmoins, il existe des récits mythologiques concernant certaines figures de 1’histoire de
I’Islam en tant que religion et systéme de pensée. Il est en effet difficile de distinguer la persona religicuse-
historique de ces figures de leur persona mythologique. Cette perspective sur la mythologie islamique souligne
I’importance de 1’étude.

Cette recherche, de type « univers-échantillon », a ét¢ menée par analyse documentaire, I'une des
méthodes qualitatives. Les romans fantastiques pour enfants publiés récemment constituent la population de
I’étude. L’échantillon comprend la série Le Royaume des Noms Perdus (trois volumes), la série Le Gardien
des Histoires (quatre volumes), la série Les Protecteurs de la Carte (trois volumes), ainsi que les romans Le
Peére Miroir et Raci et Esrarndme. L’analyse de contenu de ces ceuvres a permis d’identifier des figures liées
a la mythologie islamique et de révéler leurs éléments archétypaux dans les sources religieuses islamiques.

Bien que le fantastique soit une forme narrative moderne, il puise ses racines dans les récits
traditionnels qui décrivent le surnaturel. Les récits traditionnels tels que les épopées, les contes, les 1égendes,
les anecdotes et les mythes sont réécrits grace aux possibilités offertes par le fantastique, forme littéraire
contemporaine. Cette pratique représente une étape significative vers I’intégration des récits traditionnels dans
la littérature enfantine. Le fantastique est fréquemment rencontré dans la tradition narrative orientale. Dans les
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récits du genre gissa ou menkibe, le fantastique se transforme en narration imaginative qui transmet une vérité
existentielle. Les contes et les épopées sont également des textes allégoriques explorant des valeurs
universelles. Ainsi, la puissance du fantastique dans ces récits sert de vecteur pour transmettre la vérité au
lecteur par un langage allégorique.

Les textes religieux ont longtemps constitué des sources de la littérature. Dans les romans fantastiques
pour enfants, on trouve un riche corpus de matériaux mythologiques formés par les éléments archétypaux des
textes religieux. Ces récits mythologiques s’inspirent des sources fondamentales de 1’Islam, telles que les
histoires du Coran et du Hadith, ainsi que des récits populaires comme les Histoires des Prophétes (Kisds-i
Enbiya), les Vies des Saints (Mendkibndme) et les Poémes Epiques (Cenkndme). Ce matériau mythologique a
servi de moyen pour aborder les concepts religicux et moraux avec les enfants.

Les thémes liés a la foi occupent une place importante dans les textes religieux. Les concepts
concernant la croyance en Dieu ; les événements tels que les miracles, la destruction et le Déluge liés a la
croyance aux propheétes ; et de nombreux concepts abstraits concernant la croyance en 1’au-dela — tels que le
Jour du Jugement, la Trompette, le Paradis, ’Enfer et la résurrection — sont tous abstraits. Or, narrer ou
construire des thémes abstraits dans un style réaliste présente des difficultés, car ces croyances ou leurs
¢éléments ne peuvent étre vus a I’ceil nu. Cependant, le mystére et la curiosité que cela suscite chez les individus
constituent une source extrémement riche pour les textes fantastiques.

Les contes et les épopées, réves partagés des sociétés, et les mythes qui incarnent les représentations
des croyances religieuses, sont les sources dont s’inspirent les textes fictionnels fantastiques. Ces sources sont
directement liées aux textes religieux. Il est souvent observé que le contenu religieux des romans fantastiques
s’appuie sur ce lien avec leurs origines. La relation étroite entre les récits traditionnels — tels que les mythes,
les contes, les 1égendes et les épopées, qui sont les premiers textes ou apparait le genre fantastique — et les
textes religieux nourrit également les éléments archétypaux des images et symboles religieux présents dans les
romans fantastiques récents pour enfants.

L’étude a révélé que les ceuvres examinées présentent fréquemment des figures mythologiques issues
des récits religieux et populaires. En particulier, de nombreux récits épiques et 1égendaires se sont développés
autour de la persona religieuse-légendaire de 1’imam Ali. Les objets et entités figurant dans les Epopées de
I’imam Ali — parmi les récits les plus répandus de la culture orale populaire — ont acquis une signification
symbolique dans les romans fantastiques pour enfants. Le cheval de I’imam Ali, Duldul, en est un exemple.
Des figures mythologiques telles que le dragon, Ziilfikar et le coffre sont issues des récits épiques et 1égendaires
centrés sur la persona de I’imam Ali. Les éléments archétypaux de figures mythologiques telles que le sceau,
le serpent et la lumiére proviennent généralement des récits coraniques. Dans les romans fantastiques pour
enfants, les figures mythologiques issues des sources religieuses sont souvent des objets fantastiques
permettant au héros de réussir. Elles servent de métaphores correspondant a des paralléles dans la littérature
religieuse. Elles constituent le langage figuré par lequel le héros est soutenu spirituellement. Il s’agit
généralement d’objets mystérieux par lesquels une figure religieuse-historique fournit au héros ce dont il a
besoin pour accroitre sa force et son courage. La recherche a montré que les auteurs contemporains de littérature
enfantine exploitent les possibilités offertes par le genre fantastique pour introduire des symboles religieux
aupres des jeunes lecteurs. Les potentialités du fantastique garantissent que les thémes religieux soient
présentés aux enfants dans un cadre fictionnel cohérent

Mots-clés: Littérature islamique turque ; Fantastique ; Littérature pour enfants ; Religion ; Mythologie

Resumen Estructurado:
Tema

El objeto de este estudio, titulado Imdgenes, simbolos y arquetipos de la mitologia islamica en las
novelas fantdsticas infantiles, son los temas isldmicos presentes en las novelas fantasticas recientes para nifios.
El estudio ha identificado los elementos arquetipicos derivados de la mitologia isldmica en estas obras.

Marco conceptual

En primer lugar, se expone el marco conceptual de lo fantéastico y se evalia su relacion con el mundo
real. Se discuten los origenes de lo fantéastico en relacion con los cuentos de hadas, los mitos o la mitologia, y
se examinan sus raices en la tradicion narrativa oriental bajo un apartado especifico. Posteriormente, los

www.turkishstudies.net/language



5130 Melek Demirdogen - Ayse Farsakoglu Eroglu

arquetipos de figuras relacionadas con la mitologia isldmica identificados en las novelas fantasticas infantiles
se presentan en relacion con sus equivalentes en las fuentes religiosas islamicas.

Lo fantastico suele definirse en relacion con lo real. A primera vista, podria pensarse que lo fantastico,
que permite la narracion de lo sobrenatural, entra en conflicto con la realidad visible. Sin embargo, la verdad
no se limita unicamente a la realidad perceptible. En tiempos recientes, lo fantastico se ha convertido en el
lenguaje alegorico de la realidad metafisica que la mente moderna ha reprimido en el subconsciente. El aparente
conflicto entre lo fantastico y la realidad exige un nuevo examen de su relacion con la tradicion. El conflicto
entre lo fantastico y la tradicion proviene del hecho de que es, por naturaleza, una forma narrativa moderna. La
aparicion de obras fantasticas en sentido moderno coincide con finales del siglo XVIII en Occidente. En
Occidente, como resultado de los movimientos reformistas y del pensamiento ilustrado, surgié la necesidad de
un discurso retorico. Este género narrativo, cuya relacion con la realidad se cuestionaba, fue visto como el
lenguaje figurado de la rebelidon contra el sistema autoritario existente, y sus ejemplos, particularmente en
forma de novela, comenzaron a multiplicarse.

Metodologia y corpus

El alcance del estudio se limita a doce obras seleccionadas de novelas infantiles con elementos
fantasticos publicadas después del afio 2000. En la identificacion de los géneros, no se hizo una distincion
detallada entre cuentos de hadas, ciencia ficcion, utopia, distopia o novela policiaca; en cambio, se aceptd lo
fantastico —un género hibrido— como la forma narrativa general.

Este estudio se nutre de los campos de la literatura islamica, la literatura infantil y la literatura
fantastica. No existe otro trabajo que retna estos tres pilares distintos de la literatura. Lo fantastico es la
narrativa dominante en la literatura turca y mundial contemporanea, y esta dominancia también es evidente en
la literatura infantil. La investigacion pretende destacar el potencial del género fantastico para transmitir temas
islamicos a los nifios.

Resultados

En la tradicion narrativa oriental, lo fantastico funciona como un lenguaje alegoérico de la verdad. En
tiempos recientes, sin embargo, estas narraciones —que alimentan la mitologia islamica— han pasado a servir
como textos fundacionales en la literatura infantil. Cuando se habla de mitologia, suele venir primero a la mente
la mitologia romana. No obstante, dentro de la tradicion literaria oriental existe un cuerpo sustancial de material
que exige considerar el concepto de mitologia isldmica. La unioén del concepto de mitologia —basado en la
narracion de lo imaginario o legendario— con el concepto de Islam, que es una verdad universal y divina, puede
suscitar a primera vista ciertos problemas teoldgicos. Sin embargo, también existen narraciones mitologicas
sobre algunas figuras dentro de la historia del Islam como religion y sistema de pensamiento. De hecho, es
dificil distinguir las personalidades religiosas-historicas de estas figuras de sus personalidades mitologicas.
Esta perspectiva sobre el concepto de mitologia islamica subraya atin mas la importancia de este estudio.

Este estudio, que es una investigacion de tipo universo-muestra, se realizd mediante analisis
documental, uno de los métodos de investigacion cualitativa. Las novelas fantasticas infantiles publicadas en
los ultimos afios constituyen la poblacion del estudio. La serie £/ Reino de los Nombres Perdidos (tres libros),
la serie £l Guardian de las Historias (cuatro libros), la serie Los Guardianes del Mapa (tres libros), y las
novelas El Padre del Espejo y Raci 'y Esrdrndme forman la muestra del estudio. Se realizaron analisis de
contenido de estas obras para identificar figuras relacionadas con la mitologia islamica. Se revelaron los
elementos arquetipicos de las figuras identificadas en las fuentes religiosas islamicas.

Aunque lo fantastico es una forma narrativa moderna, tiene sus raices en narraciones tradicionales que
describen lo sobrenatural. Narraciones tradicionales como epopeyas, cuentos de hadas, leyendas, anécdotas y
mitos estan siendo reescritas utilizando las posibilidades que ofrece lo fantastico, una forma literaria
contemporanea. Esta practica literaria representa un paso significativo hacia la incorporacion de narraciones
tradicionales en la literatura infantil. Las narraciones fantasticas se encuentran con frecuencia en la tradicion
narrativa oriental. En narraciones del género gissa o menkibe, lo fantastico se transforma en un relato
imaginativo que transmite la verdad existencial. Los cuentos de hadas y las epopeyas son igualmente textos
alegoricos que exploran valores universales. En consecuencia, el poder de lo fantastico en estas narraciones
sirve como un conducto para transmitir la verdad al lector mediante un lenguaje alegoérico.

Los textos religiosos han sido durante mucho tiempo fuentes de literatura. En las novelas fantasticas
infantiles, existe un rico cuerpo de material mitolégico formado por los elementos arquetipicos de los textos

Turkish Studies — Language and Literature, 21(3)



Imagery Symbol and Archetypes of Islamic Mythology... 5131

religiosos. Estas narraciones mitoldgicas se nutren de las fuentes primarias de la fe islamica, como las historias
del Coran y el Hadiz, asi como de narraciones populares como las Historias de los Profetas (Kisds-1 Enbiyd),
las Vidas de los Santos (Mendkibndme) y los Poemas Epicos (Cenkndme). Este material mitologico en las
novelas fantésticas infantiles ha servido como uno de los métodos para abordar conceptos religiosos y morales
con los nifios.

Los temas relacionados con la fe ocupan un lugar significativo en los textos religiosos. Conceptos
sobre la creencia en Dios; eventos como milagros, destruccion y el Diluvio relacionados con la creencia en los
profetas; y numerosos conceptos abstractos sobre la creencia en la vida después de la muerte —como el Dia del
Juicio, la Trompeta, el Paraiso, el Infierno y la resurreccion— son todos abstractos. Sin embargo, narrar o
construir temas abstractos dentro de un estilo narrativo realista presenta ciertas dificultades, ya que las creencias
mismas o los elementos relacionados con ellas no pueden verse a simple vista. No obstante, el misterio y la
curiosidad que esta situacion genera en las personas constituye una fuente extremadamente rica para los textos
fantasticos.

Los cuentos de hadas y las epopeyas, que son los suefios compartidos de las sociedades, y los mitos
que encarnan las representaciones y manifestaciones de las creencias religiosas de las personas, sirven como
fuentes de inspiracion para los textos ficticios fantasticos. Estas fuentes, a su vez, estan directamente vinculadas
a los textos religiosos. A menudo se observa que el contenido religioso en las novelas fantasticas se nutre de
esta conexion con sus origenes. La estrecha relacion entre narraciones tradicionales —como mitos, cuentos de
hadas, leyendas y epopeyas, que son los primeros textos en los que aparece el género fantastico— y textos
religiosos también alimenta los elementos arquetipicos de las imagenes y simbolos religiosos presentes en las
novelas fantésticas infantiles recientes.

El estudio encontr6 que las obras examinadas presentan con frecuencia figuras mitologicas derivadas
de narraciones religiosas y populares legendarias. En particular, numerosas narraciones épicas y legendarias
han surgido en torno a la persona religiosa-legendaria de Hz. Ali. Objetos y entidades presentes en las Epopeyas
de Hz. Ali —que son de las narraciones mas difundidas de la cultura oral popular— han adquirido un significado
simbolico en las novelas fantasticas infantiles. El caballo de Hz. Ali, Duldul, es un ejemplo. Figuras mitoldgicas
como el dragdn, Ziilfikar y el cofre provienen de narraciones épicas y legendarias centradas en la persona de
Hz. Ali. Los elementos arquetipicos de figuras mitologicas como el sello, la serpiente y la luz, sin embargo, se
derivan generalmente de las historias del Coran. En las novelas fantasticas infantiles, las figuras mitologicas
derivadas de fuentes religiosas suelen ser objetos fantasticos que permiten al héroe alcanzar el éxito. Sirven
como metaforas correspondientes a paralelos en la literatura religiosa. Constituyen el lenguaje figurado
mediante el cual el héroe recibe apoyo espiritual. Normalmente son objetos misteriosos a través de los cuales
una figura religiosa-historica proporciona al héroe lo que necesita para aumentar su fuerza y valentia. La
investigacion ha revelado que los autores contemporaneos de literatura infantil utilizan las posibilidades que
ofrece el género fantastico para introducir simbolos religiosos a los jovenes lectores. Las posibilidades que
brinda el género fantastico garantizan que los temas religiosos se presenten a los nifilos dentro de un marco
ficticio coherente. Esto hace que el acto de leer sea agradable y atractivo, facilitando asi la transmision de estos
mensajes al nifio.

Palabras clave: Literatura islamica turca; Fantasia; Literatura infantil; Religion; Mitologia
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CTpyKTypupOBaHHAsi AHHOTALMSA:
Tema ucciaenroBanus

Hpez[MeT HACTOALICTO UCCJIICAOBAHUA, O3arjIaBJICHHOI'O «O6pa3bz, CUMB0JIbl U apxemunbsvl UCTIAMCKOUL
MMd)OﬂOZMM 6 tj)aHmacmuueCKux 0emcKux pomanaxy, — HWCIAMCKHUE MOTHUBBI, BCTPECYAIOIIHUCCA B
COBPEMEHHBIX (baHTaCTI/I‘IeCKI/IX JACTCKUX pOMaHax. B pa60Te BBISABJICHBI aApXCTUIHUYCCKUEC DJICMCHTEI,
3aMMCTBOBAHHBIC U3 UCIAMCKOM MI/I(IIOJ'IOI‘I/II/I.

KOHHEHTyaJI]:H]:le OCHOBBI

CHayaja M37araeTcsi KOHIENTyalbHas paMKa (DaHTACTUYECKOTO M OLEHHUBACTCS €ro CBA3b C
peanbHbIM MUpOM. O0Cy>KAal0TCs HCTOKN (PaHTACTHIECKOTO B CBSA3M CO CKa3KaMH, MUGpaMu 1 MU(OJIOTHEH, a
TaK)Ke€ €ro KOPHM B BOCTOYHOM MOBECTBOBATENLHOHM Tpaaniuu. [lanee apxeTwmsl (QUTyp, CBS3aHHBIX C
ucinaMckoi Mudosiorre, BBISBICHHBIE B IETCKMX (aHTACTHYECKHX pOMaHaxX, COIMOCTABISIOTCS C HX
aHaJIOTaMHM B MCJIAMCKHX PEIUTHO3HBIX HCTOYHHUKAX.

@DaHTaCTUYECKOE YacTO ONPENENAETCs] MO0 OTHOUIEHHIO K peanbHOCTU. Ha mepBbIi B3rysag MOXET
MOKa3aTbCsl, 4TO (PaHTACTHUYECKOE, IMO3BOJIIIOIIEE MOBECTBOBAHHE O CBEPXBECTECTBEHHOM, NPOTHBOPEUUT
BUAMMON peanbHOCcTU. OJHAKO MCTHHA HE OrpaHMYMBAETCS TOJIBKO BUAMMONM peanbHOCTBIO. B mocnennee
BpeMsi (PaHTaCTUUECKOE CTaJ0 aJUIETOPHYECKHM SI3BIKOM MeTa(pHU3H4eCKOW pealbHOCTH, BBITECHEHHOM
COBPEMECHHBIM CO3HaHWEM B TMojco3HaHue. OueBHIHOE MPOTHBOpPEYHE MEXAY (QAHTACTHYECKUM H
peaNbHOCTBIO TPeOyeT MepeocMbICIEHHs ero cBsi3u ¢ Tpaauimeidl. KoHdaukr mexay QaHTacTHYECKUM |
Tpaguuueld oOyCIOBIEH TeM, YTO (aHTaCTHUECKOE 110 CBOEH NPHUPOJE SBISIETCS COBPEMEHHOM
noBecTBoBaTeNbHOW (opmoin. [losBnenme (aHTaCTHYECKUX MPOU3BEACHHH B COBPEMEHHOM CMBICTE
cosmazaet ¢ koHoM X VIII Beka va 3anane. B pesynprare peopmaTopcKux IBrkeHUH u uaei [Ipocsemenns
BO3HHKJIA ITOTPEOHOCTh B PUTOPHUYECKOM AHUCKypce. DTOT JKaHP, Ubsl CBA3b C PEaTbHOCTBHIO MOJBEPrajiach
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COMHEHHIO, PacCMaTpUBAICH KakK (UTYpaidbHBIA S3bIK BOCCTAHMS INMPOTHUB CYIIECTBYIOIIEH aBTOPHUTAPHOM
CHCTEMBI, 1 IPUMEPHI €r0, 0COOCHHO B (JOpME pOMaHa, CTATTH MHOKHUTHCSL.

MeTtoa00rus U KOpIyc

OOnacTp HCCIIEOBaHUS OTpaHMYEHa JBEHAIIATHIO MPOM3BEJCHUSMH, BBHIOPAHHBIMHU M3 JETCKHX
POMaHOB C dyeMeHTaMH (haHTacTUKH, oyOnukoBaHHBIX rocie 2000 roxa. [Ipu onpeneneHny *KaHPOB STHUX
NPOM3BEACHUH HE NPOBOMIOCH [ETAIBHOE pa3rpaHMYEHHE MEXIy CKa3KaM{, Hay4YHOW (aHTaCTHKOM,
yTONHWEH, AaHTUYTONHEH WM JETeKTUBOM; (aHTaCTHKa — THOPUIHBIA jkaHp — ObLIa NpUHATA Kak
BCeOOBEMITIONIAs TIOBECTBOBATENbHAS (popma.

HccnenoBanne onupaeTcs Ha 00JaCTH NCIAMCKOM JINTEPATYPHI, AETCKOH JTUTEpaTypsl H JINTEPATYPHI
(harTacTHuecKoii. JIpyrux uccienoBanuii, 00bEIUHIIOMNX 3TH TPU PA3THIHBIX HAIIPABJICHHS, HE CYIIECTBYET.
®aHTaCTHKA SBJIAETCS JOMUHUPYIOIUM IOBECTBOBAHUEM B COBPEMEHHOM TypeLKONH U MUPOBOM JIUTEPATypE,
¥ 3TO JOMHHHPOBAaHHME TaKXe OYEBUAHO B NETCKOW nureparype. llemb mccienoBaHMs — MOAYEPKHYTH
MOTEHIMAJ KaHpa paHTACTHKH B IIepeadye UCIAMCKUX TEM JETIM.

Pe3yabTaTtsl

B BOCTOUYHOI IOBECTBOBATENIHHOM TPA UMK (PaHTACTHUECKOE (DYHKIIMOHUPYET KaK aJlIerOpHIECKUil
SI3BIK UCTHHBI. B HIOCIeIHEe BPEMSI 3TH TIOBECTBOBAHHS, MUTAIOUINE UCIAMCKYIO MU(OJIOTHIO, CTAIN CIYKUTh
CBOET0 POJia OCHOBOMOJIATAIOIINMH TEKCTAMH B JIeTCKOM utepatype. [Ipu ynomuHanuu Mu)oJI0ruu 00bIMHO
OpeXJe BCEro BCIOMHHAETCS puMmckas wmudosorus. OJHAKO B BOCTOYHOM JIUTEPATYPHOW TPaaUIIUK
CYUIECTBYeT 3HAYMUTENbHBIM KOPIYC MaTepHana, TpeOyOmMiA pacCMOTPEHUSI KOHIENTa HCIAMCKOM
mudonorun. CoeMHEHHE MOHATHS MH(OJIOTUH — OCHOBAHHOI'O Ha MOBECTBOBAHHH BOOOPakKaeMOTO HIU
JIETEHIAPHOTO — C MOHATHEM HCIllaMa, MPEACTABIISIONIET0 YHUBEPCAIbHYIO0 00KECTBEHHYIO UCTHHY, MOXET
Ha TEPBBI B3IV BBI3BATH OMNMpPEACIEHHBIC OOTOCIOBCKHE MpoOaeMbl. TeM He MeEHee CYIICCTBYIOT
MHU(POJIOTHYESCKIE TOBECTBOBAHUS O HEKOTOPHIX (PUT'Ypax B UCTOPUH HCIaMa KaK PEIMTUH U CHCTEMbI MBICITH.
JleiicTBUTENBHO, MOBOJBHO TPYAHO OTACIUTH PEIUTHO3HO-UCTOPUUECKYIO JIMYHOCTh ITHX (HUTYpP OT HX
Mudonaorunyeckoil. Takoit B3rJsi1 Ha KOHIENT UCIaMCKO# Mugosioruu enié 6ojee moauépKkuBacT 3HAYMMOCTh
JIAHHOTO MCCIICIOBAHHUS.

HccnenoBanue, IpeAcTaBiioliee cCOO0H «yHHBEPCANIbHO-BEIOOPOUYHYIO» PaboTy, OBLIO IPOBEIECHO
METOJIOM aHaJlu3a JIOKyMEHTOB, OJHHMM M3 KadeCTBEHHBIX METOJIOB HccienoBanus. COBOKYITHOCTb
WCCIIEJIOBAaHMS COCTABIIOT JIETCKUE (PaHTAaCTUUECKHE POMaHBI, OIyOIMKOBAHHBIE B IIOCIEAHHE TOIbl. B
BBIOOPKY BOLLIU cepust «Koponescmeo nomepsannvix umény (TPU KHUTH), CEPUS «Xpanumenb ucmopuiny
(uetnlpe KHUTH), cepust «Xpanumenu kapmely (TPU KHUTHU), @ TAKKE pOMaHbI «3epkanvhbii omey u Pauuy u
«Ocpapnamey. B uccinenoBaHUN MPOBEAEH KOHTEHT-aHAIM3 3THUX NPOU3BEICHUN IS BBIBICHUS (QHTYP,
CBSI3aHHBIX C MCJIAMCKOIl Mudoiorueil. Bpliin pacKpbIThl apXETUIHYECKUE JIEMEHTHI BBISIBICHHBIX (GUTYD B
HCIIAMCKHUX PEIMTHO3HBIX HCTOYHHKAX.

Xotst (paHTacTHKa SBISIETCS COBPEMEHHOW IIOBECTBOBATEILHOW (OopMOH, €€ KOpPHH YXOIST B
TPaaUIMOHHEIC ITOBECTBOBAHMSA, H300paKaroIlde CBEPXBECTECTBEHHOE. TpagWIIMOHHBIC ITOBECTBOBAHMS,
TaKHe KaK 3TOCHI, CKa3KH, JIETeHIbI, aHEKIOTHl U MUQBI, IEPETTUCHIBAIOTCS C HCIOJIh30BaHUEM BO3MOXKHOCTEH,
MPEJOCTABIIEMBIX (DaHTACTUKOW KaK COBPEMEHHOW JIHTEpaTypHOH (opmoil. Dta nureparypHas MpaKTHKa
MpeJICTaBiIsieT co00M BaXKHBIHM IIar K BKIIOYCHHIO TPATUIIMOHHBIX MOBECTBOBAHHUMA B JCTCKYIO JIUTEPATYPY.
@daHTacTUYECKHEe IOBECTBOBAaHUS YacTO BCTPEYAIOTCS B BOCTOYHOM IIOBECTBOBATENbHOW Tpanuuuu. B
MOBECTBOBAHUAX JKaHpPA Kucca WIA MeHKube (HaHTaCTHYECKOE TIpEeBpaliaeTcss B BooOpakaeMoe
MOBECTBOBAHME, TMEpeNallee SK3UCTCHIMATbHYI0 HUCTHHY. CKa3Ku W OIOCHl aHAJIOTHYHO SIBJISIFOTCS
aJNIETOPUYECKUMH  TEKCTaMH, HCCIEIYIONIMMH YHUBEpCalbHble TIeHHOCTH. (CremoBaTenbHO, CHIIA
(haHTaCTHUYECKOTO B ATHX IMOBECTBOBAHMSIX CITY>KUT MPOBOJHUKOM UCTHHBI K YUTATENIO YePe3 AJJIETOPUISCKHMA
SI3BIK.

Penurno3Hbie TEKCTHl JaBHO SIBISIFOTCS. UCTOYHMKAMH JIUTEpaTypbl. B (haHTaCTHYECKUX JETCKHX
pOMaHax CyIIecTBYeT OoraTblii Kopiyc MU]OIOrHyeckoro Marepuaia, cOpMHUPOBAHHOTO apXETHIHIECKUMHU
9JIEMEHTaMH PEJIMTHO3HBIX TEKCTOB. OTH MH(OJIOTHYECKHE IOBECTBOBAHUS OITMPAIOTCS HAa OCHOBHBIC
MCTOYHMKHU UCIAMCKOW Bephbl, Takue Kak ucropuu KopaHa u Xaaucos, a Tak)Ke HA HapOJHbIE TTOBECTBOBAHHUS
— «Kucac anv-anodutiay (Mctopun mpopokoB), «Menaxvioname» (Kutusi CBATHIX) W «/[icenknamey
(Onmueckue Mo3MEbI). DTOT MU(POIOTHIECKUI MaTEpHal B IETCKUX (PaHTACTHYECKUX POMAHAX CITYKHIJI OJHIM
U3 crioco00B 00paIleHus K PeMIHO3HBIM U MOPAIIbHBIM HOHSTHSM y JAETEH.
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Tembl, CBSI3aHHBIC C BEpOil, 3aHUMAIOT 3HAYUTEIBHOE MECTO B PEIMIMO3HBIX TeKcTaX. KoHuenmu
Bepsl B bora; coObITHS, TakKe Kak dyjeca, rudeins u [1oTor, cBs3aHHbIE ¢ BEpOil B IPOPOKOB; MHOI'OUHCICHHBIS
abCTpaKTHBIC TIOHATHS, KaCaroIIHecs BEPHI B 3arpoOHyI0 KU3Hb — Takue kak CyaHbIH eHb, TpyOa, paii, ax u
BOCKpECEHHe — BCE OHM aOcTpakTHBL. OJHAKO ITOBECTBOBAHHWE WM IIOCTPOCHHE aOCTPaKTHBIX TEM B
PEATUCTHIECKOM CTHIIC BBI3BIBACT ONPEIEIEHHBIC TPYIHOCTH, IIOCKOJIBKY CAMH BEPOBAHUS WM CBS3aHHBIE C
HHMMH 3JIEMEHTHI Hellb3sl YBHIECTh HEBOOPY)KEHHBIM I1a30M. TeM He MeHee TaiiHa U JII0OOIBITCTBO, KOTOPHIE
9TO BBI3BIBACT Y JIIOAEH, 0Opa3yroT 4pe3BbIYAHO OOTaTHIi MCTOYHHMK Marepuana Uil (aHTaCTHYECKUX
TEKCTOB.

CKa3KH 1 31I0CHI, SBITIONIIECS OOIMMH MEYTaMHU 00IIeCTB, ¥ MU(BI, BOILIONIAIOITIE TIPEICTABICHUL
U TIPOSIBJICHHS PEITUTHO3HBIX BEPOBAHMU JIFOJICH, CITy)KaT MCTOYHMKAMH BJOXHOBCHHS Ui (PaHTACTHUCCKUX
XYJ0KECTBEHHBIX TEKCTOB. JTH HCTOYHHKU HAMPSAMYIO CBSI3aHbI C DPEJIMIHO3HBIMU TeKcTamMu. YacTo
HaOJIOAaeTCs, YTO PEIMTHO3HOE CoJiepKaHne B (DAHTACTHYECKUX POMAHAX OMUPACTCS HA ITY CBSI3b C HX
ucrokamu. TecHast CBSI3b MKy TPAAUIIMOHHBIMH ITOBECTBOBAHUSIMU — TAKUMH KaK MU(BI, CKa3KH, JICTCH/IbI
U 3MOCHI, ABJISIOINECS CAMBIMU PAHHUMH TEKCTAMHU, TJI€ HOSBISETCS JKaHp (aHTACTUKU, — U PENUTHO3HBIMU
TEKCTAMH TAKXKE MMUTACT apXETUITMUYECKUE DIIEMEHThI PEIUTHO3HBIX 00Pa30B U CHMBOJIOB, BCTPEUAOIINXCS B
COBPEMEHHBIX JIETCKHX (DAHTACTUYECKUX POMaHaX.

HccrnenoBanue TMoKa3ajo, 4YTO B aHWIM3UPYEMBIX TPOU3BEACHUSAX YACTO BCTPEYAIOTCS
Mudosiornyeckue GUryphl, 3aMMCTBOBAaHHBIE U3 PETUTHO3HBIX U JIET€HIApHBIX HAPOAHBIX MMOBECTBOBaHU. B
JaCTHOCTH, MHOTOYHCIICHHBIE 3MIUYECKHE U JIeTeHJapHble TTOBECTBOBAHMUS BO3HUKIM B paMKaxX PEJIMTHO3HO-
JIETeHAAPHON mepcoHsl nMaMa Asn. OOBEKTHl U CYIIHOCTH, (pUTypUpYIOIIHE B 310cax 00 Al — OIHHUX U3
CaMbIX paclpOCTPAaHEHHBIX IIOBECTBOBAHMN YCTHOW KyJbTYphl Hapoja — MPHOOpENH CHMBOJIMYECKOE
3Ha4YeHNE B JNETCKUX (haHTacTH4ecKux pomaHax. Konb mmama Anm [{fonmbaioib SBISIETCS OJHUM M3 TaKHX
npuMepoB. Mudonorndeckne (QUIypbl, Takhe KakK [pakoH, 3yab(GHUKap WM CYHAYK, 3aUMCTBOBAHBI M3
SMHUYECKUX U JETCHAAPHBIX TOBECTBOBAHMUI, COCPEIOTOUECHHBIX BOKPYT EPCOHBI

KuroueBnle ciioBa: Typenkas uciamckas aureparypa; @anractuka; Jlerckas nuteparypa; Pemurus;
Mudonorus

o -
g &1 fawg
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Yapilandirilmis Ozet:

Fantastik Cocuk Romanlarinda Islam Mitolojisine Dair imge Sembol ve Arketipler bashikli bu
arastirmanin konusu son dénem fantastik cocuk romanlarindaki Islami izleklerdir. Arastirmada bu eserlerde
tespit edilen Islami izleklerin Islam mitolojisinden beslenen arketipsel unsurlar1 ortaya konmustur. flk olarak
fantastigin kavramsal ¢ercevesi ¢izilmis ve reel olanla iligkisi degerlendirilmistir. Fantastigin masal, mit veya
mitoloji ile olan kdken bagina deginilmis ve fantastigin Dogu hikéye gelenegindeki kokenleri ayr1 bir baglik
altinda ele alinmistir. Sonrasinda ise fantastik cocuk romanlarinda tespit edilen Islam mitolojisine dair
figiirlerin Islam dini kaynaklarindaki arketipleri ortaya konmustur.

Fantastik cogu zaman reel olanla iliskisine gore tanimlanir. Olaganiistiiniin anlatimina imkan taniyan
fantastigin, ilk bakista, goriinen gergeklikle catigma halinde oldugu disiiniilebilir. Oysa hakikat salt gériinen
gergeklikten ibaret degildir. Son dénemde fantastik, modern zihnin bilingaltina ittigi metafizik gercekligin
alegorik dili olmustur. Fantastigin goriiniirde, gercekle olan ¢atigmasi, gelenekle olan iligkisinin de
sorgulanmasini gerektirir. Fantastigin gelenekle olan g¢atigsmasi dogusu itibariyle modern bir anlati bigimi
olmasindan kaynaklanir. Modern anlamda fantastik eserlerin dogusu, batida 18. yy. sonlarina denk gelir.
Bati’da reformist hareketlerin ve Aydmlanma diislincesinin neticesi olarak retorik bir sdyleme ihtiyag
duyulmustur. Gergekle iliskisi sorgulanan bu roman tiirli, mevcut otoriter sisteme baskaldirinin imgesel bir dili
olarak goriilmiis ve yazinsal bir tiir olarak 6zellikle romanla birlikte 6rnekleri artmaya baglamistir.

Arastirmanin kapsami iki bin yili sonrasinda yayimlanan fantastik icerige sahip ¢ocuk romanlari
arasindan belirlenen on iki eserle siirlandirilmistir. Eserlerin tiir odakli tespitinde masal, bilimkurgu, iitopya,
distopya, polisiye gibi teferruatli ayrima gidilmemis; melez bir tiir olan fantastik, ¢ati anlat1 bigimi olarak kabul
edilmistir.

Bu arastirma Islami edebiyat, cocuk edebiyat1 ve fantastik edebiyat paydalarindan olusmaktadir. Her
biri, edebiyatin ii¢ ayr1 sa¢ ayagi olan bu paydalar1 bir araya getiren bir aragtirma yoktur. Fantastik, son donem
Tiirk ve Diinya edebiyatinin hakim anlatisidir. Fantastigin bu hakimiyet alan1 ¢ocuk edebiyatinda da kendini
hissettirmektedir. Arastirma, Islami izleklerin cocuklara aktarilmasinda, fantastik tiiriin imkéanlarmi ortaya
koymay1 amaglamaktadir.

Dogu hikaye geleneginde fantastik, hakikatin alegorik bir dili olarak iglev goriir. Son dénemde ise
Islam mitolojisini besleyen bu tiir anlatilar, ¢ocuk edebiyatinda bir tiir kok metin islevi gérmektedir. Mitoloji
denilince akla ilk olarak Roma mitolojisi gelmektedir. Oysa Dogu edebiyat gelenegi igerisinde Islam mitolojisi
kavramimi diisiinmemizi gerektirecek oldukg¢a hacimli bir malzeme vardir. Hayali ya da efsanevi olanin
anlatimina dayanan mitoloji kavramu ile evrensel, ilahi bir hakikat olan Islam kavramini bir araya getirmek ilk
bakista teolojik bazi problemlere yol agabilir. Ne var ki, Islam din ve diisiince tarihi igerisindeki bazi
sahsiyetlere yonelik mitolojik birtakim anlatilar da mevcuttur. Oyle ki bu sahsiyetlerin dini-tarihi sahsiyetleri
ile mitolojik sahsiyetlerini birbirinden ayirmak oldukga giictiir. islam mitolojisi kavramina yonelik bu bakis
acist ¢caligmanin dnemini de artirmaktadir.

Bir tiir evren-6rneklem ¢alismasi olan bu aragtirma, nitel aragtirma yontemlerinden dokiiman analizi
ile yapilmistir. Son dénemde yayimlanan fantastik cocuk romanlar arastirmanin evrenini olusturmaktadir. U
kitaptan olusan Kayip Isimler Krallig: serisi, dort kitaptan olusan Hikdye Anahtarcist serisi, ii¢ kitaptan olusan
fantastik roman serisi olan Harita Koruyuculari, Aynali Baba ile Raci ve Esrarndme adli cocuk romanlar ise
aragtirmanin evren orneklemini olusturmaktadir. Arastirmada bu eserlerin igerik analizleri yapilarak Islam
mitolojisine dair figiirler tespit edilmistir. islam mitolojisine dair tespit edilen figiirlerin Islam dini
kaynaklarindaki arketipsel unsurlar1 ortaya konmustur.
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Fantastik, her ne kadar modern bir anlat1 bigimi olsa da olaganiistiiniin anlatimini iceren geleneksel
anlatilarla kdken bagina sahiptir. Destan, masal, efsane, menkibe ve mit gibi geleneksel anlatilar cagdas bir
yazin formu olan fantastigin imkanlariyla yeniden yazilmaktadir. Bu yazin pratigi geleneksel anlatilarin cocuk
edebiyatina kazandirilmasi yoniinde énemli bir adimdir. Dogu’nun hikdye geleneginde fantastik anlatilara
sikca rastlanmaktadir. Kissa veya menkibe tiirii anlatilarda fantastik, varolussal hakikati duyuran birer imgesel
anlatima doniismektedir. Masallar ve destanlar da benzer sekilde evrensel degerlerin islendigi alegorik
metinlerdir. Dolayistyla bu anlatilarda fantastigin giicii, hakikatin alegorik bir dille okura duyurulmasina
aracilik etmektedir.

Dini metinler 6teden beri edebiyatin kaynaklar1 arasindadir. Fantastik ¢ocuk romanlarinda da dini
metinlerin arketipsel unsurlarini olusturdugu zengin bir mitolojik malzeme bulunmaktadir. Bu mitolojik
anlatilar Kur’an kissalar1 ve hadisler gibi islam dininin ana kaynaklar1 basta olmak {izere; kisas-1 enbiya,
menakibname, cenkname gibi halk anlatilarindan beslenmektedir. Fantastik cocuk romanlarindaki bu mitolojik
malzeme, ¢cocuklara dini ve ahlaki kavram konularin islenmesinin yontemlerinden biri olmustur.

Dini metinlerde inangla ilgili konular 6nemli bir yer tutar. Allah inancina dair konular; peygamber
inancina dair mucize, helak, tufan gibi olaylar; ahiret inancina dair kiyamet, sur, cennet, cechennem, yeniden
dirilme gibi pek ¢cok kavram soyuttur. Soyut konularin reel bir anlatim tarzi igerisinde anlatilmasi/kurgulanmasi
ise birtakim giicliiklere neden olmaktadir. Ciinkil bizatihi inancin kendisi veya inangla ilgili unsurlar gozle
goriilemezler. Bu durumun insanlarda olusturdugu gizem ve merak ise fantastik metinler i¢in son derece zengin
bir malzeme olusturmaktadir.

Toplumlarin ortak riiyasi olan masallar ve destanlar, insanlarin dinl inaniglarmin temsil ve
tezahiirlerini barmndiran mitler fantastik kurmaca metinlerin beslendigi kaynaklardir. Bu kaynaklarsa dini
metinlerle dogrudan iliskilidir. Cogu zaman, fantastik romanlardaki dini igeriklerin bu kdken bagindan
beslendikleri goriilmektedir. Fantastik tiiriin goriildiigli ilk metinler olan mit, masal, efsane, destan gibi
geleneksel anlatilarin dini metinlerle olan yakin iliskisi, son donem fantastik ¢gocuk romanlarindaki dini imge
ve sembollerin de arketipal unsurlarint beslemektedir.

Arastirmada incelenen eserlerde dini-efsanevi halk anlatilarindan beslenen mitolojik figiirlerin
siklikla kullanildigi gériilmiistiir. Bilhassa Hz. Ali’nin dini-efsanevi sahsiyeti ¢ergevesinde pek ¢ok destansi ve
efsanevi anlatt olusmustur. Halk arasinda yaygin sozlii kiiltiiriin en yaygin anlatilarindan olan Hz. Ali
Cenknamelerinde yer alan nesne ve varliklar fantastik ¢cocuk romanlarinda sembolik bir anlama biirlinmiistiir.
Hz. Ali’nin at1 Diildiil bunlardan biridir. Ejderha, Ziilfikar, sandik gibi mitolojik figiirler Hz. Ali’nin sahsiyeti
etrafinda olusan destansit ve efsanevi anlatilardan beslenen figiirlerdir. Miihiir, yilan, nur gibi mitolojik
figiirlerin arketipal unsurlarimi ise genellikle Kur’an kissalar1 olugturmaktadir. Fantastik ¢ocuk romanlarinda,
dini kaynaklardan beslenen mitolojik figiirler cogu zaman kahramanin basartya ulasmasini saglayan fantastik
birer nesnedir. Dini literatiire paralel ¢agrisimlara karsilik gelen birer metafordur. Kahramanin uhrevi bir
bi¢cimde desteklendiginin imgesel dilidir. Genellikle, dini-tarihi bir karakterin, kahramanin gii¢ ve cesaretini
artirmak icin ona ihtiyaci olan seyleri sundugu gizemli bir nesnedir. Arastirmada, son donem ¢ocuk edebiyati
yazarlarinin dini sembolleri ¢ocuk okurla tanistirmak i¢in fantastik tiiriin imkanlarindan yararlandiklar1 tespit
edilmistir. Fantastik tiiriin sundugu imkanlar dini temalarin kurgusal bir biitiinliikle ¢ocuga sunulmasini
saglamaktadir. Bu da okuma edimini eglenceli ve siiriikleyici bir hale getirerek bu iletilerin gocuga ulasmasini
kolaylastirmaktadir.

Anahtar Kelimeler: Tiirk Islam Edebiyati, Fantastik, Cocuk Edebiyati1, Din, Mitoloji.
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Introduction

Religious texts have long been among the sources of literature. In children’s fantasy novels,
too, there is a rich body of mythological material formed by the archetypal elements of religious
texts. These mythological narratives draw primarily on the main sources of the Islamic faith, such as
the stories of the Qur’an and the hadiths, as well as folk narratives such as the stories of the prophets
(kisas-1 enbiya), hagiographies (menakibname) and epic poems (cenkname). This mythological
material in fantasy children’s novels has served as one of the methods for addressing religious and
moral themes with children. The etymology of the term ‘fantasy’ not only reveals its connection to
the extraordinary but also points to its roots in religious texts.

The primary meaning of ‘fantasy’ is ‘that which does not exist in reality, imaginary’. Its
secondary meaning is ‘a literary genre that developed in France from the 18th century onwards’
(Tirk Dil Kurumu, 1998, p. 760). Although the term ‘fantastic’ is generally accepted as a Western
concept, the term ‘hikayat-1 hurafiyya’ -which in Eastern tradition and Islam denotes ‘legends and
superstitions’ -also corresponds to a discourse containing fantastic narratives (Steinmetz, 2006, p.10)
. Based on these definitions, we see that the fantastic is often defined in relation to the real. Is it real?
Or is it imaginary? Is it supernatural? Or is it extraordinary? Questions and descriptions containing
such ambiguity or uncertainty- such as ‘How strange!’, ‘How peculiar!’- lead us to the concept of
the fantastic (Uzun, 2020, p. 3) . In the fantastic, there is a ‘mystery’, ‘the inexplicable’ and ‘the
unacceptable’ that intrudes upon ‘real life’, the ‘real world’ or the immutable laws of everyday life
(Todorov, 2017, p. 33).

There are differing views on the relationship between the fantastic and the real, which
expresses the ambiguity between dream and reality. Steinmetz, who explains the fantastic as a rupture
and tear in the structure of everyday reality, states that the fantastic is achieved by the mind being
uprooted and ‘the inclusion of mystery within real life’ (2006 , p. 16) , thereby indicating that it is not
a genre entirely independent of real life. Todorov, on the other hand, explains the relationship
between the fantastic and reality through the indecision between believing and not believing, which
finds its expression in the phrase ‘I almost believed it’: ‘I almost believed it’: this is the formula that
sums up the spirit of the fantastic. An absolute belief of a purely innocent nature would take us
outside the realm of the fantastic, whereas it is the feeling of indecision that breathes life into the
fantastic (2017, p. 37). Yasemin Uzun, who argues that humanity’s first encounter with the fantastic
took place through fairy tales due to their similarity to dreams and fantasies, emphasises that the
fantastic is viewed as a narrative fuelled by dreams, encompassing supernatural and extraordinary
events that are products of the imagination and do not exist in reality(2020 , p. 8) . Pelin Aslan Ayar,
on the other hand, points out that, contrary to popular belief, the fantastic moves towards extremes
in a controlled manner; therefore, it is not so unrealistic as to be unimaginable, but rather constructs
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the impossible without severing its connection to reality(2015 , p. 39) . As can be seen, the fantastic
is a genre that transports the reader from the real world to the unreal through time, space or characters
born of the author’s imagination. In a sense, the fantastic is the universe of a new, magical reality.
Indeed, fantastical fiction can only venture beyond reality within the bounds of the author’s
imagination. This universe, however, is not a universe of nothingness, but rather a ‘different reality’
beyond what we know (Yonar, 2011, p. 17) . It, too, is a magical reality.

Many authors who have addressed the fantastic theoretically, foremost among them
Todorov, explain the term through concepts with which it is closely associated, such as uncanniness,
the supernatural, the extraordinary and indeterminacy. ‘The concept of the fantastic is defined in
relation to the real and the imaginary. What makes the fantastic ‘fantastic’ is an experience of
ambivalence or uncertainty that passes from the text to the reader: are the events being narrated real,
or are they an illusion?” (Todorov, 2017, p. 7) Goniil Yonar, on the other hand, states that what
Todorov characterises as ‘unreal’, ‘extraordinary’ or ‘supernatural’ -the background of the
relationship between God, humanity and nature that Western mentality has pushed into the ‘unreal’-
is fully corresponded to by the concept of ‘metaphysics’ in Eastern thought(2011 , p. 26-27) . In
Islamic thought, the ‘Other’ does not signify nothingness, but rather points to a metaphysical realm
of truth. The metaphysical, in turn, is a form of infinity, p. 29) . It is an infinite universe where the
real and the unreal coexist. It is an infinite universe where the imaginary and the real come together
in the human imagination, not in conflict but in harmony.

1. The Fantastic as a Hybrid Genre

It is the ambiguity between fantasy and reality; consequently, apart from literary genres set
entirely in the real world, many literary genres are closely related to the fantasy genre. Genres such
as fairy tales, epics, crime fiction, science fiction, dystopias, utopias and Gothic fiction are closely
related to the fantasy genre. Numerous historical, detective, romance, science fiction, Gothic, utopian
and dystopian novels have been classified under the ‘fantastic’ genre due to the fantastical elements
they contain, which has led to a certain degree of confusion regarding this subject (Ozliik, 2011, p.
11) . Whilst some writers, such as Todorov, who take a theoretical approach to the fantastic, draw
clear distinctions between it and these related genres, others do not make a clear distinction between
fantasy and the fantastic as genres. Similarly, Cengiz Ertem is of the view that the fantastic is open
to change and exhibits a multifaceted nature; consequently, he argues that any definitive
classifications regarding literature would be misleading, and therefore it would be incorrect to accept
the fantastic as a literary genre (Ertem, 2006, p. 11).

The literary genres associated with the fantastic -such as fairy tales, epics, detective fiction,
science fiction, utopia, dystopia and the Gothic- are all works of fiction. Consequently, as a literary
genre, the fantastic is closely linked to fiction. Fantasy is dependent on fiction and literal meaning.
These are the necessary conditions for the existence of fantasy (Todorov, 2017, p. 78). M. Ruhi Sirin,
emphasising the relationship between fantasy, fiction and tradition, defines fantasy as a kind of
‘modern-day fairy tale’:

As a literary genre, the fantastic is one that allows the imagination to run wild
without bounds. It readily sets an unlimited world against a real and quantifiable one. To
narrate what cannot be conveyed through mere facts, to open up new horizons for the
reader this is a state of mind produced in the post-modern era. I prefer to refer to the
fantastic genre as a ‘modern-day fairy tale’.(2020 , p. 99)

The fluidity of the fantasy genre makes it difficult to draw genre boundaries (Bulut, 2023, p.
13) . Concepts such as uncertainty, fear and unease, used to define the fantasy genre, offer sensory
criteria. These criteria, however, are subjective. According to Gizem Bulut, the reader’s
interpretation of the text is fundamental to defining the fantasy genre. Situations that constitute an
element of fear for some may not do so for others. Alternatively, the distinction between the real and
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the unreal may fade over time. For example, Jules Verne’s *Twenty Thousand Leagues Under the
Sea*, whilst a work of fantasy at the time of its writing, has since been incorporated into the realm
of science fiction following the invention of the submarine and its use during the Second World War.
Whilst tales of magic and the devil in the 18th century evoked a sense of uncertainty in readers, a
text is not considered fantastical for the modern reader simply because it involves magic (Bulut,
2023, p. 24) . Goniil Yonar criticises theorists who attempt to explain the fantastical through the
boundaries of the genre with the following words:

Every social science has its own theory. However, attempting to squeeze a
‘perception’ that encompasses all archaic eras into a theory formulated in modern times
creates certain problems. In doing so, modern theorists give the impression that they have
burst not just one but several places in the sack and are expanding it by patching the burst
areas with new interpretations.(2011 , p. 28)

Ultimately, as Ertekin puts it, the fantastic is a hybrid genre. It blurs the lines between genres
and forms (Ertekin, 2013, p.41) . Most authors who have sought to define the theoretical boundaries
of the fantastic have attempted to do so by considering it alongside the novel genre. Nuran Ozliik’s
definition of the fantasy novel also serves to illustrate just how hybrid a genre the fantastic is:

A ‘fantastic novel’ is a narrative genre that draws upon myths, legends, epics,
tales, folk stories, fairy tales, etc., by stepping outside the established social, political,
historical and scientific norms and the generally accepted reality, using extraordinary and
supernatural elements, whilst being entirely free from allegorical meaning and
psychological or psychiatric phenomena such as dreams, imagination, delusions and
madness, but presented not in the format of these genres, but with elements specific to
the novel, is termed the ‘fantasy novel’.(2011 , p.27)

In this study, rather than clearly defining the boundaries of the ‘fantastic’ as a literary genre
to distinguish it from related genres, we believe it would be more appropriate to address the
‘fantastic’ as an overarching narrative form under the umbrella term ‘fantastic fiction’. For this
reason, we shall use the terms ‘fantasy fiction’ or simply ‘fantasy’ rather than ‘the fantasy genre’,
and we shall regard other related literary genres as sub-genres of fantasy.

1.1. The origins of the fantastic

The apparent conflict between the fantastic and reality necessitates a re-examination of its
relationship with tradition. The conflict between the fantastic and tradition stems from the fact that
it is, by its very nature, a modern narrative form. The approach to perceiving life in a
contemporary/modern manner, which began in the 18th century under the influence of the
Enlightenment in the West, led to the marginalisation of tradition. This situation brought about a
number of changes in the fields of culture, art and literature. During this period, traditional narratives
-which offered an imaginative portrayal of the imaginary- were deemed to have little literary value
and were pushed beyond the boundaries of literature. Whilst the depiction of the real and the rational
was regarded as the dominant literary form, the imaginary was dismissed as a kind of ‘old wives’
tale’. Goniil Yonar describes this literary form, which abstracts the East’s rich imagination from
literature, as ‘identity-less literature’(2011, p. 10) . The emergence of fantastical works in the modern
sense coincides with the late 18th century in the West. In the West, there was a need for a rhetorical
discourse as a result of reformist movements and Enlightenment thought. This genre of novel, whose
relationship with reality was questioned, was seen as an imaginative language of rebellion against
the existing authoritarian system, and examples of it, particularly in the form of the novel, began to
increase.

In his work *Fantastic Literature*, Aydin Ertekin states that it is no coincidence that the
genre emerges particularly during periods of social, political and intellectual crisis. He cites Nodier’s
observations that the earliest traces of the genre can be found in Homer and the Bible -particularly in
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the Book of Revelation- and later in the chivalric romances that form the basis of the legend of King
Arthur (2013, pp. 79-80). The Enlightenment’s tendency to explain everything through the data of
reason is a consequence of its opposition to the explanations provided by the religious teachings and
laws that preceded it (Ertekin, 2013, pp. 81) . This period coincides with times of change and
transformation in which the individual is engaged in intellectual and philosophical quests. An
allegorical language is favoured as a form of rebellion against the existing political authority, laws,
social pressure and restrictions.

In our country, however, novels featuring extraordinary and supernatural events
-both in the post -Tanzimat period and up until the 2000s- have failed to receive
recognition; they have been classified as ‘popular’ genres on the grounds that they lack
‘literary’ qualities. However, in world literature, particularly following the adaptation for
the big screen of The Fellowship of the Ring -the first instalment of J.R.R. Tolkien’s The
Lord of the Rings* trilogy- and Harry Potter and the Philosopher’s Stone (Harry Potter
and the Philosopher’s Stone) -the first instalment of J.K. Rowling’s Harry Potter series-
gained significant momentum in Turkish literature, both in terms of writing and reading.
(Ozliik, 2011, p. 11)

With the dominance of postmodernism in literature, the fantasy genre re-entered the literary
sphere through the concept of magical realism (Yonar, 2011, p. 16) . Magical realism is a narrative
form in which the real and the unreal exist in close relationship. Just like fairy tales, utopian fiction,
Gothic fiction and dystopian fiction, magical realism is one of the literary genres falling under the
umbrella of the fantastic. In recent Turkish literature, many works written in the fantastic genre -
whether for children or adults- have entered the realm of the fantastic through the gateway of magical
realism. Certain works by authors such as Nazli Eray and Latife Tekin can be cited as examples of
this.

Throughout the world, the sources of the fantasy genre are narratives that reflect humanity’s
shared spiritual experiences, such as myths, fairy tales, legends, epics and folk tales (Ayar, 2015, p.
13) . These spiritual experiences are closely linked to the imaginary and the dreamlike. Fairy tales
and epics, which represent the collective dreams of societies, and myths, which embody the
representations and manifestations of people’s religious beliefs, are the sources that nourish works
of fantasy fiction. Indeed, fantasy narratives transform literature itself through their ‘original’ texts,
ranging from sacred scriptures to folk tales (Ayar, 2015, p. 27) .

One of the most important sources from which the fantastic draws its inspiration is religion
(Uzun, 2020, p. 5). In this respect, the fantastic carries many religious images and symbols. Some
fantasy writers have viewed this narrative form as an opportunity to introduce religious symbols to
the rational mindset of the modern reader. Here, we have adopted an approach closely aligned with
the concepts of ‘myth’ or ‘mythology’ -regarded as the origins of fantasy in terms of its relationship
with religious narratives-and with the concepts of ‘fairy tale’ or ‘parable’- regarded as the origins of
fantasy in terms of its relationship with traditional texts.

1.1.1. Fairy tales or fables as the origins of the fantastic

Fairy tales are regarded as fantastical works within children’s literature (Neydim, 2006, p.
95). The word ‘fairy tale’ derives from the Arabic root ‘mesel’. The word ‘mesel’ is defined as ‘a
statement intended not to convey its literal meaning but to allude to something else implicitly or
figuratively’ (Sami, 1998, p. 1289). This definition points to the multi-layered meaning of fairy tales.
In fairy tales, there is often a subtext hidden behind the text through allegory or symbolism. The
essence that the fairy tale seeks to convey is also concealed within this subtext. For this reason,
although fairy tales are often perceived as being intended for children, they are essentially intended
for adults (Tolkien, 1999, p. 51-54). In this respect, the fantastical elements in fairy tales are among
the elements that facilitate this symbolic narrative, transforming the story from a didactic one into an
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aesthetic style. The fantastical elements in fairy tales go beyond the reader’s indecision about whether
to believe them or not; they reveal the essence lying beneath the surface.

Fairy tales contribute to the development of an individual’s language and thought systems.
Until the early 20th century, when schools had not yet become widespread, societies used traditional
methods to educate both children and adults. Fairy tales have long served an educational function in
fostering critical, creative and analytical thinking, as well as in teaching social norms such as love
and respect (Feyzioglu, 2020). Through their symbolic narratives, these social functions of fairy tales
move beyond the didactic to become a literary form of expression. Furthermore, thanks to the poetic
language of fairy tales, these narratives have been preserved through oral transmission from one
generation to the next for centuries.

Fairy tales, just like myths, are among the foundational texts that nourish a nation’s art,
culture and literature, and shape its social, political and religious systems of thought. Foundational
texts express a nation’s shared dream and shared horizon -its vision. Fairy tales are texts that
transform the land into a homeland and unite the masses around the ideal of nationhood (Erdogan,
2022, p. 84) . As one of the oldest narratives in which fantastical elements frequently appear, fairy
tales continue to serve as a source for contemporary children’s literature.

1.1.2. The origins of the fantastic in the eastern storytelling tradition

The fantastic is a cultural phenomenon (Oztokat, 2006, p. 39). Consequently, it exhibits
variations depending on numerous social variables -such as religious, political and ethnic factors-
that shape cultural identity. Although the emergence of the fantastic as a modern narrative technique
is generally accepted to date from the late 18th century, Eastern storytelling had already discovered
and applied it centuries before contemporary literature (Tosun, 2017, p. 99). Transmitted artistically
from one language to another without conflicting with tradition and reality, these stories continue to
shape our literature as foundational texts. Although the setting of most mythical and fantastical
stories is the East, as a result of interactions between societies, these texts have become ‘the common
heritage of humanity’ (Yonar, 2020, p. 21).

Within the Eastern narrative tradition, which is dominated by imaginary narratives, we can
observe literary characteristics defined by modern literature, such as the fantastic, the extraordinary
or magical realism (Tosun, 2017, p. 9). Fantastic narratives are frequently encountered in fairy tales,
epics, legends or parables. In the Eastern narrative tradition, fictional narratives of the ‘kissa’ or
‘menkibe’ genre have evolved into symbolic expressions that convey existential truth. Fairy tales
and epics are similarly allegorical texts that explore universal values. Consequently, the power of the
fantastic in these narratives serves as a vehicle for conveying truth through an allegorical language.

In the Eastern storytelling tradition, narratives in the fantastical form are texts that reveal
existential truth to humanity. In these texts, the paths to truth are not shown directly but are conveyed
to the reader through imagery or symbols. In these tales, imagination and truth are intertwined. This
situation also demonstrates to us that the real and the unreal are closely interrelated or are inseparable
parts of one another. This close relationship is often facilitated by the connection to reality inherent
in the nature of the fantastic. For in these texts, the fantastic generally symbolises an ontological
inquiry. The symbolic language through which an individual comes to understand their place within
the realm of existence and positions themselves correctly is often facilitated by the possibilities
offered by the fantastic.

At times, fantastical narratives become a rebellion against the mundane, against the desires
and wishes of the self-in short, against any form of thought that disregards humanity’s position within
the realm of existence. According to Tolkien, in this respect, the fantastical serves to ‘clean our
window’ (1999, p. 81). It clears the fog from our window that obscures the truth and, at times,
prevents us from seeing the signs hidden within the cosmic universe. This call, which brings the
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individual closer to themselves, leads them to an existential truth. To attain this, one must confront
their own desires, wishes and weaknesses.

In the Eastern tradition, the purpose of storytelling is to address an issue and convey it to
people. The treatment of numerous social, political and ethnic issues in literature is achieved through
representations. This is another circumstance that explains the relationship between the fantastical
elements in traditional narratives and the truth. This situation also bears similarities to the tradition
of narratives in the Qur’an. The purpose of narrating the stories in the Qur’an is to draw lessons from
them. This purpose, inherent in the Qur’anic narratives, has also shaped the Eastern storytelling
tradition and transformed stories into parables. In a sense, the value of the word stems from this.

Eastern civilisation transforms truths into an artistic form not through preaching but by
telling stories. This is because bare facts do not capture people’s interest. It is perceived by people
as didactic. Yet, truth clothed in the form of a story feels warmer to people and captures their interest
more effectively (Tosun, 2017, p. 97). In the transformation of truth into a symbolic narrative through
allegory or metaphor, the power of the fantastic is utilised. Rather than obscuring reality, the
fantastical conveys reality to the reader or listener through an artistic mode of expression. In this
respect, the fantastic and the supernatural -which are fundamental narrative forms of Eastern
storytelling- are not an escape from reality but, on the contrary, a tool at the narrator’s disposal to
facilitate a better understanding of reality (Tosun, 2017, p. 99). Indeed, at times, fantastical narratives
have served as the symbolic language of social or political criticism. In situations where there was a
risk or pressure associated with explicit explanation, the fantastic has come into play, conveying this
situation through representations.

According to Goniil Yonar, when it comes to the Eastern imagination, the use of the term
‘fantasy’ is strongly avoided, and there is discomfort at the definition of ‘Islamic mythology’. Yet,
according to the author, the ‘fantastic’ consists of ‘naive metaphysical tales distilled from the
alchemical still of Eastern Sufism’, and the use of the term ‘fantastic’ -a modern concept and literary
form- in place of ‘Eastern imagination’ is inevitable (2011 , p.13). Indeed, whilst sources pertaining
to Islamic mythology lie before us like a treasure trove, these texts do not reach our system of thought.
One of the reasons for this is that, as humanity modernises, it becomes alienated from its past. The
discomfort arising from the use of the term ‘Islamic mythology’ and the disregard for the similarities
between mythological narratives and religious sources stem primarily from the fact that, when the
term ‘mythology’ is used, the cultural heritage of the East is overlooked, and only Greek mythology
is understood (Yonar, 2021, p. 21). To view mythic sources solely as Greek mythology is to view
art, architecture or literature through the lens of Western culture. It is to overlook Eastern mythology,
which constitutes the cultural treasure trove of the Eastern narrative tradition. Embracing mythical
narratives of Islamic origin is, in a sense, a quest for one’s own foundational texts. It involves
reinterpreting traditional texts through contemporary literary elements to integrate them into the
emotional, intellectual and imaginative world of today’s reader. For these traditional narratives serve
as foundational texts for numerous artistic disciplines, ranging from art and architecture to literature
and astronomy.

1.1.3. Religious texts as the origins of the fantastic

Religious texts have long been among the sources of literature. Whether we explain this by
the influence of religion on the author’s intellectual world or by the fact that religion is a factor
shaping cultural and ethnic identity, the outcome remains the same. A similar situation often applies
to the creation of fantasy texts. Supernatural themes such as angels, jinn, magic and miracles -which
are elements of the religious thought system- are among the factors that contribute to the creation of
works of fantasy fiction (Ozliik, 2011, p. 44). Furthermore, religious beliefs, which play an active
role in shaping the author’s worldview, also feature amongst the sources of fantasy. The following
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remarks by Latife Tekin, one of the leading figures in Turkish fantasy literature, serve as an example
of this:

We had the feeling that we shared the house we lived in and the world we moved
through with invisible beings. We believed that after we had gone to sleep in the house
we lived in, other living beings would wake up and begin to move about inside it. Let us
say these were jinn. It was as though the jinn had taken on certain roles to make our lives
easier. As children, we were warned through the jinn not to harm the living creatures in
the world we inhabited. We were afraid to break a branch off a tree or pull a donkey’s
ear. Starting with Sevgili Arsiz Oliim, those jinn found their way into my books. (2006, p.
3)

Topics relating to faith occupy a significant place in religious texts. Concepts concerning
belief in God; events such as miracles, destruction and the Flood relating to belief in the prophets;
and concepts such as the Day of Judgement, the Trumpet, Paradise, Hell and the Resurrection relating
to belief in the Hereafter are all abstract. However, conveying or constructing such abstract topics
within a realistic narrative style presents certain difficulties. This is because faith itself, or the
elements associated with it, cannot be seen with the naked eye. The sense of mystery and curiosity
this situation evokes in people, however, provides an extremely rich source of material for fantasy
texts: “There were two angels on my mother’s shoulder. She would speak to God through them.
When I look at my mother, I cannot see those angels, but she speaks whilst sensing their presence. It
was as if they were beings born alongside her and living within the fabric of everyday life.” (Tekin,
2006, pp. 4) On the other hand, fantastical narratives -in which any kind of relationship between the
real and the unreal is possible, which allow for the depiction of the supernatural, and in which a
magical realism can be constructed- are also seen, in many respects, as offering the possibility of
conveying religious content within a fictional framework.

In Eastern literature, the earliest fantastical narratives are works of the genres of qissa,
folktale, epic, chivalric romance and hagiography. In these works, the influence of Islamic religious
sources, foremost among them the Qur’an, is felt quite strongly. In Turkish fantastical novels, it is
possible to encounter religious themes such as jinn, magic, angels, the devil, heaven and hell, and
the soul. The superstitious practices associated with such metaphysical topics in folk beliefs also
form part of the religious content of fantasy novels. Since the 2000s, fantasy works -including
children’s literature- have begun to dominate Turkish literature, just as they have in world literature.
These fantasy children’s novels also contain a wealth of material that can be evaluated within the
framework of Islamic mythology.

Religious themes in fantasy texts often stem from the relationship between fantasy and myth.
Myths are extraordinary stories that draw their inspiration from sacred texts and are re-created by
collective memory. Although myths are sacred stories, they are not entirely sacred texts; rather, they
are the re-constructed form of sacred texts within a society’s collective memory, shaped by historical,
social and cultural changes. Miracles -which occupy a significant place in religious texts and describe
sacred figures or the events unfolding around them- are often regarded as the religious texts closest
to mythical narratives due to their connection with the extraordinary. Whilst miracles draw their
source from the sacred, myths are sacred stories produced within social memory.

Gontil Yonar holds the view that the phrase ‘sacred story’ in the definition of myth stems
from its relationship with divine scriptures. In her work Kiyamet Mitolojileri, Yonar has observed
that the passages describing the apocalypse in the sacred scriptures exhibit almost complete
similarities with mythical narratives. On this subject, he states that one can find expressions in the
Holy Qur’an, the Old Testament and the New Testament that complement or corroborate one another.
In particular, he holds the view that all three religions are extremely close to one another regarding
the idea of humanity’s responsibility towards creation, as well as the concepts of a shared past and a
shared future. According to Yonar, the parallels between the eschatologies of the three divine
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religions are related both to the source of the religions and to the similarities in the archetypal
extensions of the concept of the ‘end’ found in mythological narratives(2021 , p.15-16). The primary
reason for the parallels between myths and ancient religious systems -particularly the Abrahamic
religions- is that both are rooted in cosmic knowledge. Both make use of symbols and signs drawn
from cosmic memory (Bayat, 2005, p. 79).

Myths are the means by which the devout person opens themselves up to the sacred. Myths
remind people of what happened at the beginning and teach them what they must do in the world and
in their own lives, what they should be like, and thus how they should open themselves up to sacred
time (Bayer, 2021, p. 46). Mythical narratives, passed down from language to language through
myths, establish the individual’s connection to the sacred through the religious elements they contain.
Mythical narratives, which are directly linked to the ethnic interpretation of religion, continue to
serve as a source for contemporary literature as some of the earliest texts containing fantastical
elements. Sacred texts have been brought closer to mythology through secondary interpretations and
oral sources. A similar situation exists within the Islamic tradition of religion and thought. For
example, mythological elements in the cultural dimension of Islam -that is, in its folk religious form-
have found their way into the corpus of hadith in abundance. Furthermore, stories associated with
the teachings of the Sufi interpretation of Islam also exhibit mythological characteristics (Yonar,
2020, p. 14). According to Eliade, myths constitute the sum total of the first revelations and always
contain a creation story; this creation is a truth, for the sacred creation is the most perfect truth(2023
, p- 86-87). In order to examine the relationship between the fantastic and religious texts, and to
identify the religious elements within fantastic texts, it is necessary to thoroughly analyse the
mythical material, which forms part of our religious and cultural heritage.

2. Figures from Islamic Mythology in Fantasy Children’s Nnovels

When one speaks of mythology, Roman mythology is usually the first thing that springs to
mind. Yet within the Eastern literary tradition, there is a considerable body of material that requires
us to consider the concept of Islamic mythology. At first glance, bringing together the concept of
mythology -which is based on the narration of the imaginary or legendary- with the concept of Islam,
which is a universal, divine truth, may give rise to certain theological problems. Nevertheless, there
are also certain mythological narratives concerning some figures within the history of Islam as a
religion and a school of thought. Indeed, it is quite difficult to distinguish these figures’ religious-
historical personas from their mythological ones. Such mythological narratives stem from the
affection felt for these individuals amongst the people. Miniatures, a form of artistic representation
in Islam, also contain a wealth of material that enables us to conceptualise Islamic mythology (And,
2023). Narratives belonging to Islamic mythology draw not only on the stories of the Qur’an but also
on ancient genres within Turkish Islamic literature, such as the ‘kisas-1 enbiya’, ‘menakibnidme’ and
‘cenkname’. In recent years, works such as Dursun Ali Tokel’s Divan Siirinde Mitolojik Sahsiyetler
(1998) and Goniil Yonar’s Tiirk Edebiyatinda Fantastigin Kokenleri (201 1) have traced the traces of
mythological memory drawn from Islamic religious sources. In this research, objects and creatures
encountered in these narratives -such as horses, chests, staffs, snakes and dragons- have been
regarded as figures within Islamic mythology; the archetypal elements of these mythological figures
within Islamic history and thought have been brought to light. Within this framework, the works
examined in the study include the fantasy series Kayip Isimler Kralligi, Hikdye Anahtarcisi and
Harita Koruyuculari, as well as the novels Esrdrname (2013) and Aynalt Baba and Raci (2021).

Esrarname, a modern retelling of the Keloglan folktale written by Hasan Aycin, is an
allegorical road narrative. The work centres on the fairy-tale journey undertaken by Keloglan, who
is in search of the meaning of life, and Safoglan, who is in pursuit of the staff he has lost, under the
guidance of the wise Dervig Baba, who is seeking the place where he will die.
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The Kingdom of Lost Names is a fantasy novel series comprising three books. Written by
Figen Yaman Cosar, the series has quickly reached a wide readership. The series centres on the
struggle of Yunus and his companions against the tyranny of the cruel King Abus. King Abus wishes
to be the sole bearer of a name by making everyone else forget theirs. To achieve this, he subjects
the people to various forms of oppression and cruelty. The novels in the series are Yoniz (2019b),
Islik ve Tuzak (2018) and Gézyast Vampirleri (2019a).

Ayse Sevim’s four-book Hikaye Anahtarcisi series consists of four fantasy adventure novels
in which historical religious figures are occasionally incorporated into the narrative. Alongside
numerous religious and moral concepts and values, prophets and companions such as King David,
the Prophet Samuel, Salman al-Farisi and Ali are occasionally included in the cast of characters. The
novels in the series are Tuhafliklar Asansérii (2021), Ejderhalar Zaamani (2016), Zehirli Eller
(2020b) and Akl Ipleri (2020a).

Harita Koruyuculari is a fantasy novel series comprising three books written by Esra Bahadir
Cesar. In all the novels in the series, fantastical journeys through time -to the past or the future- take
place. Within the narrative, this is made possible by mysterious maps and compasses. When these
maps occasionally fall into the hands of villains, the Map Guardians spring into action. Selected
through a special training programme, these guardians not only ensure the map reaches its intended
era but also save the world from great dangers and traps. The novels in the series are Gegcmisten
Geleen, (2021), Zaman Misafirleri (2022) and Miihiirdar (2020).

Aynali Baba and Raci centres on the wisdom-filled, mystical and fantastical journeys
undertaken by ten-year-old Raci -who asks questions and makes observations about the realm of
existence- accompanied by the sound of Aynali Baba’s ney. This work is a reimagining for children,
by Abdullah Harmanci, of Filibeli Ahmet Hilmi Efendi’s Sufi novel Amak-1 Hayal.

2.1. The Ark of the Covenant

The Ark of the Covenant is a chest made of wood by a carpenter on the orders of Prophet
Moses, its interior and exterior covered with gold plates. In the Holy Qur’an, it is referred to by the
word ‘tabut’ in verse 248 of Surah al-Bagarah (Commission, 2007/1, p. 388). In the Qur’an, the
return of the Ark sought by the Children of Israel is presented as a sign of Saul’s kingship. It is
reported that the Ark, carried by the angels, contained ‘a tranquillity from Allah and a remnant of
what the families of Moses and Aaron had left behind’.

In Jewish literature, the Ark is known as the Ark of the Covenant. According to the Holy
Bible, the shape and dimensions of the Ark of the Covenant were revealed by God. It contained the
tablets given to Moses inscribed with the Ten Commandments, manna and the staff. The Children of
Israel carried the Ark with them at all times as a sign that God was with them, and they sought solace
from it in times of distress (Kiigiik, I, 1988, p. 535). This is one of the reasons why the Ark is also
referred to as the ‘Ark of Sekine’, a term conveying meanings such as peace, tranquillity, comfort
and serenity.

In fantasy children’s novels, in keeping with the symbolic meaning found in religious
sources, the Ark is often a fantastical object that enables the hero to achieve success. In some novels
from Ayse Sevim’s Hikdye Anahtarcisi series, the Ark is open to interpretations that allow for this
kind of metaphorical meaning. In the novel Zehirli Eller, which contains information about the life
of the Prophet Samuel, the Ark of the Covenant is used in a manner parallel to the descriptions found
inreligious sources. In the work, the term ‘chest of sekine’ is used instead of the Ark of the Covenant.
According to the information provided in the novel, Calut, who steals the chest from the Israelites,
hurls it into a pile of filth. The fact that the chest of sekine -which is no ordinary chest, but one
containing peace- is thrown into the filth robs the Israelites of their sleep. The Children of Israel,
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living through a period of unhappiness and unrest, pray to God to send a prophet who will help them
retrieve the chest (Sevim, 2020b, pp. 37-39).

In fantasy children’s texts, the chest -as a mysterious object- is often a metaphor that evokes
a meaning consistent with religious literature. It is the figurative language signifying that the hero is
supported in a transcendent manner. It is generally a mysterious object through which a religious-
historical figure provides the hero with the things they need to enhance their strength and courage.
A mysterious chest, given solely to the hero and whose contents cannot be guessed, is one of the
elements of curiosity and excitement in fantasy works. In the novel Ejderhalar Zamani there is also
a chest left for the protagonist, Saban, by Kiirsad, who is renowned for his courage and heroism.
Only Saban can retrieve the chest from beneath the water. When Saban retrieves the chest, he finds
within it the dragon’s hide he needs to protect himself from fire. Similarly, in the novel Zehirli Eller,
the slave Kar finds papers in a chest in the dungeon containing the life story of the prophet Samuel.
The papers contain information about the prophet Samuel, who was sent to the Children of Israel.
Kar believes that their salvation from the dungeon to which they were brought as slaves lies within
these papers. Talut, too, brought the Ark of the Covenant belonging to the Children of Israel, thereby
restoring the ‘sekine’ -the peace that had been disrupted- to them (Sevim, 2020b, p. 37-39).

Another account that forms the religious archetype of the metaphor of the chest as an
enchanted object can be found in the book Harita Koruyucular: from Esra Bahadir Cesar’s fantasy
novel series Harita Koruyucular1 The Ark of the Covenant, placed in the Temple of Solomon -built
by King Solomon in Jerusalem- was preserved there for a long time. Following the capture of
Jerusalem by King Nebuchadnezzar and the destruction of the Al-Agsa Mosque, the Ark once again
vanished. The whereabouts of the Ark of the Covenant, which still retains its mystery to this day,
remain a secret (2020 , p. 43). According to Jewish belief, the expected Messiah will return the Ark
of the Covenant and establish the great Jewish state. Although this information does not appear in
authentic hadith sources, there are narrations attributed to the Prophet in certain religious-historical
sources suggesting that the Ark of the Covenant will emerge near the end of time and that the person
who will bring it back is the Mahdi. In the novel Miihiirdar, the following sentences directly refer to
the Prophet to announce the discovery of the Ark of the Covenant: “Ifthe Ark of the Covenant is the
Ark of the Old Testament, it has been removed from the city and hidden in a safe place. Our Prophet
has foretold in his noble hadiths that it will be found in the End Times.” (Cesar, 2020, p. 44)

2.2. Anka/Ziimriidiianka/Simurg

One of the animals frequently featured within the symbolic language of fantasy children’s
texts is the bird. In most children’s texts, the bird serves as a metaphor representing the child’s pure
and clear emotional world. Within the imagery and layers of meaning of the fantasy genre, bird
symbolism often represents goodness, purity and innocence (Dag, 2023). Birds, the winged heroes
of children’s texts, sometimes take on the form of a character, supporting the hero and standing by
their side in their extraordinary struggle. The Simurg is one of the most frequently encountered
examples of bird symbolism in fantasy children’s novels (And, 2023, p. 315).

Known as Simurg in Persian, Anka in Arabic, and Ziimriidiianka in Turkish, the Simurg is a
legendary bird featured in the mythological narratives of many cultures. Simurg means ‘thirty birds’
in Persian (And, 2023, p. 315). The Anka’s nest lies beyond Mount Kaf. According to legend, the
Anka has taken one characteristic from every bird. As it possesses the characteristics of thirty birds,
the Simurg is also known as the Emerald Anka because its feathers are green. The Simurg is adorned
with colours on all sides, has four wings, is large in build and is immensely powerful. The Simurg,
to whom certain extraordinary powers are attributed, is the most radiant of all birds. Those who carry
a fragment of the Simurg’s feathers or bones with them will come to no harm. The tree upon which
it perches has medicinal properties (Yildirim, 2006, p. 624). The Phoenix or Simurg has entered the
realm of metaphysics through various symbols in certain Sufi texts, notably Feriduddin Attar’s
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Mantiku’t-tayr and Ghazali’s Risaletu’t-Tayr. These Sufi texts rank among the primary archetypal
elements of the Simurg, a fantastical character in children’s novels.

The Anka, or Simurg, features in children’s fantasy literature in a way that allows
connections to be drawn with both mythological and Sufi imagery. In the novel Zehirli Eller, the
unnamed bird is portrayed in a manner that allows it to be directly identified with the transcendent.
In the novel, the war between the hybrid regime and the rebels is narrated through intertextual
references to the battle between Talut and Calut mentioned in the Qur’an. Whilst this war- conceived
as the eternal struggle between truth and falsehood -rages on, ‘a white bird as large as a giant’ arrives
to join the rebels. Whilst everyone recoils in fear, the bird calls out to the rebels: ‘Fear not, victory
is yours... Allah has shown you mercy. You are free,” it calls out. After speaking clearly, word by
word, just like a human, this giant bird says to the novel’s hero, Saban, “The time has come for you
to return.” It then takes Saban onto its wing and takes flight (Sevim, 2020b, p. 126-127). This bird,
described in the novel as being as large as a giant and pure white, alludes to the Phoenix. Saban’s
journey through the universe whilst riding on the bird’s wing is one of the details illustrating his
connection to the spiritual realm. Indeed, whilst gliding on the wing of the bird soaring through the
sky, Saban witnesses the mountains and stones praising Allah, chanting ‘Allah, Allah’.

Abdullah Harmanct’s novel Aynalt Baba ile Raci features a fantastical tale centred on the
Phoenix. In the story titled Goklerin Derinliklerinde, the Phoenix carries a number of metaphysical
symbols that lend themselves to a parallel reading with Sufi texts. In the story, the novel’s
protagonist, Raci, journeys on the wing of a Phoenix. Raci sets out to observe the realms amidst the
Phoenix’s warm and soft feathers (Harmanci, 2021, p. 45-47). Raci travels to many places on the
back of the Phoenix. He sees Halley’s Comet and speaks with it. He flies over the rainfields on the
planet Mars. Astonished by the vastness and grandeur of the universe, Raci bears witness first-hand
to the power and might of the Creator during this journey:

“‘Phoenix,’ I said, “how much of the universe do you think we’ve travelled?’ He laughed...
‘We haven’t even seen a single street in the universe,” he said. ‘Perhaps we haven’t even stepped
over its threshold.”” (Harmanci, 2021, p. 50)

Another Anka tale in Aynali Baba and Raci appears in the story Ejderha Olan Geng Kiz. In
this story, Raci is the son of an Indian emperor. A dragon has taken hold of his country. Every seven
years, the dragon returns and asks the people of the country, ‘Where is this caravan going?’ If it does
not receive the correct answer, it devours seven young girls and seven young men and departs. The
dragon states that the answer to its question is known by the Phoenix, which lives beyond Mount
Kaf. However, the people of the country know neither Mount Kaf nor the Phoenix (Harmanci, 2021,
p. 53). They go to a wise man and ask him about Mount Kaf, where the Phoenix lives. Following the
wise man’s instructions, they retrieve a golden tablet from a well. They take the tablet to the person
known as the Leader of the Scholars. Although the Head of the Scholars does not reveal the location
of Mount Kaf or the Phoenix, he provides the answer to the question they were seeking: ‘This caravan
is flowing towards an unknown that even the imagination cannot fathom’ (Harmanci, 2021, p. 61).
In this story, too, the Phoenix carries a meaning parallel to the Sufi allegorical narrative that nourishes
traditional tales.

2.3. The Staff

In Islamic sources, the staff'is one of the signs of the prophethood of Prophet Moses (Harman,
1991, p. 450). Moses’s staff turned into a serpent when he threw it to the ground in the square where
all the sorcerers were displaying their magic. This is one of the miracles granted to him by God as a
sign of his prophethood (A’raf, 7:106-108). Yunus, the hero of Figen Yaman Cosar’s Kay1p Isimler
Krallig1 series, takes only his staff with him when the time comes to set out on his journey. His father
had made the staff for him from a dried cypress branch and adorned it with delicate carvings. Yunus
draws strength from it whenever he needs it (Cosar, 2019b, p. 6). The transformation of Prophet
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Moses’s staff into a serpent as a sign confirming his prophethood also forms the archetype for
Yunus’s staff. Indeed, Yunus’s staff too possesses extraordinary powers:

But what’s this? Didn’t the tip of the staff suddenly burst into flames! Was it the
brilliance in the Monster’s eyes that set the staff alight? ...Then it occurred to him that
the Monster might be able to escape the fire, so he turned the tip of the staff towards the
Monster. No sooner had he turned it than the tip of the staff began to burn. He touched
the tip with his hand -the very tip that had been burning moments before and was now
extinguished. There was no change... The flame, which shifted its position on the tip of
the staff, was not burning the staff itself. (Cosar, 2019b, pp. 6-7)

In the later pages of the novel, the same staff becomes a metaphor that protects the hero and
grants him strength when he needs it. As Yunus sets off for the forest, he remembers he must take
his staff with him. When the Monster appears before him and Yunus points the staff at it once more,
this time the staff does not catch fire. Indeed, Canivar -known to the people as the ‘Monster’- is in
fact a benevolent wolf who will become the hero’s greatest ally. ‘The wolf looked at him as if to say,
“Do not be afraid.” When he began to walk ahead of them, all the trees drew their branches aside to
clear the way for them.” (Cosar, 2019b, p. 26)

In Hasan Aycin’s fairy tale Esrdrndme, the magical object -the staff- is also used within a
framework of meaning that parallels its Islamic metaphorical connotations. The work’s wise
character, Dervis, advises Keloglan -whom he has encouraged to set out in search of life- saying, ‘A
wise man needs a staff to set out on his journey, as the sages have said,” and gives him a branch made
from a hornbeam tree (Aycin, 2013, p. 16). A short while later, Keloglan, Safoglan and Dervis come
across a group of bandits who cannot agree on how to divide the gold they have stolen. When the
bandits refuse to return the gold to its rightful owners and seek their forgiveness, the staff in
Keloglan’s hand shoots out and begins to rain down on the bandits’ heads with a thud. When Dervis
tells Keloglan to ‘hold the staff’, it returns to Keloglan’s hand. The bandits repent, crying out, ‘Dervis
Baba, save us!” Through the narrative of the staff’s supernatural display in the tale, a discourse is
developed aimed at the correct understanding of the wisdom behind events of a miraculous and
mystical nature. Safoglan, having witnessed what the staff had done to the bandits, asks the Dervish
to give the staff to him. When the Dervish replies that it is merely a beech branch, Safoglan retorts,
‘Didn’t you see what the staff did to the bandits? God forbid! This is no mere staff; it is a blessed
sign.” Faced with this reply, the Dervish objects, ‘That is the hornbeam stick I have carried for years.
You’ll be struck down, God forbid, tsk tsk tsk.” Later in the book, the Dervish tells Keloglan to throw
the staff into the hornbeam. The staff burns to ashes. Safoglan, however, believes the staff will
extinguish the fire. Realising that the miracle does not lie in the stick, Safoglan then claims that the
miracle lies in Dervish. At this, Dervish says, “You’ll see, God willing, that the club burns just as
the stick did-la havle ve la kuvvete illa billah! “You’re almost going to worship the staff, for heaven’s
sake, God forgive me, God forgive me!” (Aycin, 2013, p. 28-32), thereby pointing to the way in
which attributing miraculous power to people or objects undermines one’s faith and submission. This
statement in the tale is open to interpretation as a line of thought that, in a general sense, forms the
basis of the esoteric belief system. Both the critical discourse regarding the miraculous power of the
staff and the critique of the sanctity attributed to individuals associated with religion in society are
part of the fictional content through which this religious theme is explored in the novel. Indeed, in
the Islamic faith, it is not the prophets but Almighty Allah who performs miracles. Almighty Allah
has supported the prophets with certain miracles to prove their prophethood. In the fairy tale, the
symbolic object that conveys this truth is the staff.

2.4.The Lion

In epic narratives belonging to traditional Turkish culture, the lion represents power and
strength. In epic narratives belonging to Islamic mythology, however, the lion is identified with Hz.
Ali. Hz. Ali is ‘esedullah’, that is, the Lion of Allah. This title was bestowed upon him directly by
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the Almighty Allah through the angel Gabriel (Toprak, 2016, p. 44). Whilst in some texts Ali’s
description as ‘the Lion of Allah’ is a metaphor based on his strength and power, in others he is
depicted as resembling a lion, with expressions that go as far as personification.

As a creature from Islamic mythology that forms part of the legendary personality of Hz.
Ali, the lion appears in both forms in the novel Ejderhalar Zamani. Ali’s state whilst still a baby in
his cradle is likened to a lion in the passage: “The baby resembled a lion. Not his face, of course, but
his movements. He scratched at his father, who had approached the cradle to cuddle him, with hands
like claws... Nor did the baby allow his mother to breastfeed him.” (Sevim, 2021, p. 46) In the novel,
the dream that his mother, Fatima, had even before Ali was born also bears traces of the lion
symbolism associated with the legendary personality of Ali: “The fourth of the four swords Fatima
saw in her dream turns into a lion and flees towards the mountains. The lion, roaring incessantly,
strikes fear into the hearts of people. When the Prophet Muhammad approaches and strokes its head,
the lion sheds all its aggression and becomes a docile lion” (Sevim, 2016, p. 44). The fact that Hz.
Ali’s mother believed the lion she saw in her dream to be her unborn child is a clear allegory. In
many places throughout the same novel, the epithets ‘lion’ or ‘lion of Allah’ are used in place of the
name Ali. This is one of the features that can be assessed within the context of the novel’s intertextual
relationships with the Hz. Ali Cenknameleri.

2.5. The Horse / Diildiil

Numerous epic and legendary narratives have emerged centred on the figure of Hz. Ali.
Certain objects and beings featured in the Hz. Ali Cenknameleri -among the most widespread
narratives of oral culture amongst the people -have taken on symbolic significance within Islamic
mythology. One of these is Hz. Ali’s horse, Diildiil. According to these narratives, Diildiil can cover
a forty-day journey in a single day. It can go without food or water for forty days. Its strength never
wanes. It never tires or grows weary of galloping. It never abandons its master. Whenever Ali calls,
it is always by his side, going wherever he needs to go. Moreover, it will not carry anyone but Ali
(Toprak, 2016, p.47).

Diildiil, the horse that took part in many of the campaigns in which Hz. Ali participated, is
portrayed as a fictional hero with extraordinary characteristics within the fantastical narrative of Ayse
Sevim’s novel Ejderhalar Zamani. The phrase “The horse seemed to have fallen from the sky” is a
statement alluding to the horse’s extraordinary qualities, which are underpinned by the supernatural.
Right at the start of the novel, this horse, which accompanies Saban on his journey into the past, is
depicted in an exalted manner: “The animal’s gleaming coat dazzled his eyes. As he ran his fingers
through its mane, he couldn’t help but smile. The horse seemed to have fallen from the sky” (Sevim,
2021, p. 14).

The horse is also a significant figure in traditional Turkish narratives. It is usually the hero’s
greatest ally in their most difficult moments. In Turkish epics, the archetype of the horse serves as a
metaphor for the hero’s valour and courage. Riding a horse and wielding a sword signify the
attainment of the necessary proficiency. At times, horses enable the hero to achieve victory through
their extraordinary powers. For this reason, the horse is described as ‘the Turk’s wing’ (Yonar, 2011,
p. 153). When one considers the relationship between Ayse Sevim’s novel Ejderhalar Zaman: and
the cultural codes of Turkish tradition found in these narratives, it is also possible to interpret the
main character Saban’s horse as a religious, historical and mythological entity.

As a metaphor, the horse appears in the novel Yoniz under the name Baharat. In a fictional
narrative consistent with the horse archetype found in the traditional tales that nourish Islamic
mythology, Baharat is the hero’s companion, supporter and guide. Yunus, chosen to fight against the
tyranny of the cruel King Abus, sets off on Baharat’s back without knowing where he is going. Yet,
‘Baharat knows where to go’ (Cosar, 2019b, p. 7). In the novel, just as the birthmark on the hero’s
face- whose arrival was foretold in the ancient Book -is erased by the wise character Cekirge Kadin,
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henna is similarly applied to Baharat. Whilst the hero’s mark in the ancient books is the birthmark
on his face, the reader is led to suspect that Baharat’s white mane might also give him away to the
enemy: ‘Either his mane or his head’ (Cosar, 2019b, p. 16). This allegorical narrative illustrates the
hero’s connection to the sacred, much like the figure of the horse -which supports the hero in the
typology of heroes endowed with extraordinary Powers- serves as an image that sustains him.
Throughout the novel, Baharat experiences emotions similar to those of the hero. Baharat sheds tears
upon seeing Ayse, the sister of Yunus, who has been thrown into the fire by King Abus; and when
he sees that she is alive, he rears up in joy (Cosar, 2019b, p. 37).

Another horse that feeds into the horse motif in Islamic mythology is Burak, upon which the
Prophet Muhammad ascended to the Mi’raj. It is said in hadith sources that this night journey, in
which the Archangel Gabriel also took part, took place on a mount named Burak. In the hadiths,
Burak is described as white in colour, extremely swift and possessing two wings. According to
accounts, when Gabriel arrived at the Al-Agsa Mosque, he dismounted from Burak, whilst the
Prophet Muhammad led the other prophets in prayer there (Oz, 1997, p. 417). Burak is one of the
themes referenced in the novel Miihiirdar in connection with the Mi’raj event. In this context, Burak
possesses characteristics consistent with those found in Islamic historical sources. In the novel, the
author refers to a hadith of the Prophet in which the term ‘winged horse’ is used to describe Burag.
Indeed, in the following sentences, the author uses a series of similes suggesting that the Mi’raj event
could be possible under modern-day conditions, thereby leaving an impression in the young reader’s
mind regarding the plausibility of the event:

“People in those days knew of nothing but horses and camels. That is why our Prophet may
have described Burak in that way, said Mahir with a confident air” (Cesar, 2020, p. 142).

Another motif that feeds into the horse motif in Islamic mythology is the horse of Prophet
Solomon. The Qur’an mentions Prophet Solomon’s love of horses in Surah Sad (88:32). However,
no details are given regarding the characteristics of these horses. Within traditional folklore,
however, it is possible to find narratives suggesting that Prophet Solomon possessed hundreds of
winged horses (And, 2023, p. 174). In the novel Aynali Baba ile Raci, there is a horse that shares
similar characteristics with these narratives. In the story “Karanlik mi1? Aydinlik mi?, in which Raci
is transformed into an Iranian warrior, the winged horse he rides carries him up to a leaden mountain.
In addition to the horse having wings, its ascent into the sky is also an image reflecting its connection
to the sacred, drawing on traditional narratives:

“A white, winged horse, flying out of the darkness, came to a halt beside me. Although no
one said a word, I mounted the horse, and it soared rapidly into the sky as if it had received a
command from somewhere. We were flying towards a leaden mountain.” (Harmanci, 2021, p. 31)

2.6. The Dragon

In Persian mythology, the dragon is known as ‘ejder’, whilst in Arabic it is ‘tinnin’ or
‘so’ban’, meaning ‘great serpent’. In mythological tales, the dragon is a legendary creature
resembling a large crocodile, with a face like a horse, two wings, and the ability to breathe fire; it is
believed to be the guardian of underground treasures. Numerous beliefs have developed around the
dragon myth. In most of these tales, the dragon is a symbol of evil. It is believed amongst the people
that eating a dragon’s heart bestows strength and courage upon a person. When a dragon’s skin is
wrapped around the bodies of lovers, they are cured of lovesickness. According to belief, dragons
generally guard treasures (Yildirim, 2006, p. 274).

The dragon is one of the mythological creatures that frequently appears in religious and
healing narratives. In these narratives, the dragon, as a metaphor parallel to mythical tales, is often
an enemy against whom the hero wages a relentless struggle. The dragon symbolises blasphemy in
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the face of faith, unbelief in the face of the believer, and the self; it also symbolises evil and chaos in
the face of goodness and justice:

“The dragon lies within man. It is the evil, selfishness, pride, envy and anger within him. If
you fight it, you will defeat it. If you do not fight it, your dragon will grow. You must slay it.” (Sevim,
2016, p. 104)

In Islamic mythology, the dragon archetype corresponds to the motif of the devil, which
symbolises unbelief and evil within the religious system of thought. The fact that the devil is depicted
in the form of a serpent or a dragon in miniatures illustrating the expulsion of Adam and Eve from
Paradise is also an indication of this (And, 2023, p. 323) One of the reasons why dragons and fire
often appear together in many mythological narratives is the perspective shaped by this religious
narrative.

The dragon archetype also carries different representations through its depicted physical
characteristics. The dragon depicted in the Epics of Ali has seven heads. Each head has thirty-two
teeth, such that it feeds on fifty camels every day (Kozan & Bilgili, 2013, p. 481). This depiction,
which illustrates the dragon’s power and strength, is essentially an extraordinary narrative of the
hero’s valour who will defeat the dragon. When considered specifically within the context of epic
poems, Ali’s struggle against the dragon represents the magnitude of his valour and bravery.
Furthermore, given that the dragon is regarded as a kind of archetypal devil in Islamic mythology, it
serves as an allegorical narrative in oral texts illustrating just how difficult the struggle against one’s
own desires is, and that overcoming it constitutes a supreme act of heroism. It is a symbolic
representation of how extremely difficult it is to desire the blessings of the hereafter in the face of
the beauty and allure of worldly pleasures, and to forge a life’s manifesto in this direction.

In Ayse Sevim’s novel Ejderhalar Zamani, the dragon’s skin given to Saban -which Oguz
Kagan had slain- possesses shimmering scales and colourful plumes. It presents a dazzling sight, like
a rainbow scattered across the landscape (Sevim, 2021, p. 64). The beauty depicted in the dragon’s
skin essentially represents the allure and charm of the world. However, one can resist the world’s
beauty and allure by not yielding to the desires and cravings of the self. True beauty and happiness
can only be realised when a person recognises the purpose of their existence. The work emphasises
that figures such as Oguz Kagan and Hz. Ali, who defeated their dragons, achieved this by leading
lives guided by faith and goodness:

“Oguz Kagan did not slay this dragon with an arrow. He overcame it by striving to be a good
person.” (Sevim, 2016, p. 104)

In the imaginary reality constructed within fantastical children’s texts, concepts such as good
and evil, real and unreal, fantasy and truth, and the physical and metaphysical are often in conflict.
Similarly, in Sevim’s novel Ejderhalar Zaman, the dialectical relationship between certain concepts
pertaining to Islamic doctrine is explored. In the fantastical world established in the novel, one
encounters symbolic depictions of the struggles between this world and the hereafter, heaven and
hell, good and evil, and angels and demons. In the novel, the dragon -which represents unbelief in
the face of faith and submission to the desires and whims of the self- is fuelled by fire and embers.
Snakes that enter the fire grow larger, taking on a brighter and more dazzling colour. For Saban, who
represents humanity, the fire that nourishes the dragon -which symbolises the devil and the self- is
scorching and deadly if it cannot kill him. The person who can don the armour of faith, who can
transform the desires and whims of the self into a form consistent with the purpose of existence, and
who has made goodness and justice second nature to themselves, is the embodiment of the angel
standing against the devil; that is, they have vanquished their dragon. Then the fire that nourishes the
devil does not burn that person; for them, the fire becomes cool and a source of safety. The embers
where the dragon -the symbol of the devil- grows and gains strength are hell. To escape hell is to
reach paradise. However, the skin of a dead dragon protects one from the embers and the fire. In
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other words, it leads one to paradise: “4 wild dragon cannot carry a person to the heavens.” (Sevim,
2016, p. 109)

In the book Aynali Baba ile Raci, the dragon motif appears as a fictional character. In the
story titled “Ejderha Olan Geng Kiz” within the work, there is a dragon plaguing the land of an Indian
emperor. Every seven years, the dragon returns and asks the people of the country, ‘Where is this
caravan going?’ Unable to receive an answer to its question, the dragon takes seven young girls and
lads with it and devours them (Harmanci, 2021, p. 63-65). In this story too, as in the novel Ejderhalar
Zamani, we can say that the metaphor of ‘training the dragon’ comes to the fore. As a reflection of
the devil-dragon narratives found in Islamic mythology, the dragon is being trained through a
question that reveals divine truth and features in the novel as a metaphor that shows humanity the
correct path.

2.7. The Elephant

In the novel Gozyasi Vampirleri, one of the mythological motifs featured as a fantastical
element is the elephant. In the novel, the elephant is used as an entirely negative image. The fact that
some characters choose the elephant as a mount, and the affinity they feel towards elephants, conveys
certain messages to the reader’s subconscious regarding these characters’ negative personality traits.
This symbolic meaning carried by the elephant within the framework of fantastical codes draws its
source from the primary texts of Islam. The Surah Al-Fil in the Holy Qur’an recounts the attempt by
Ebrehe, commander of the elephant army, to destroy the Ka’bah (Fil, 105/1-5). Within the surah,
elephants carry a meaning that represents Ebrehe’s power and authority (Commission, 2007/V, p.
688). In the novel, the fact that Princess Diis -the daughter of the ruler of Girdkuh, who is highly
skilled in magic and sorcery and has a wicked heart- chooses colossal elephants as her mounts evokes
a similar symbolic structure. In the novel, the elephant’s antithesis is the ‘horse’. The horse is the
animal cherished by the positive characters or chosen as their mount. The elephant, on the other hand,
is the mount of the negative characters or the animal they have tamed. Whilst the horse carries
symbolic meanings that evoke the spiritual, the elephant evokes a set of symbolic associations that
suggest the diabolical or carnal. Riding a horse is an allegorical explanation of a journey leading to
guidance, whilst journeys undertaken on an elephant are the figurative language of a journey pursued
in pursuit of the desires and whims of the carnal self.

Yunus, the hero of the Kayip Isimler Kralligi series, arrives at the castle on horseback;
although he initially struggles to get used to riding elephants, he soon adapts to his new
circumstances. So much so that he even fails to notice the absence of Baharat, his horse who had
accompanied him on arduous journeys and been one of his greatest supporters in the mission he had
undertaken. Yunus’s adaptation to this opulent life, symbolised by the elephants, also signifies the
loss of certain aspects of his sense of self. In this respect, in fantasy children’s novels, the elephant
becomes a metaphor representing the power, passion and greed stemming from authority and wealth.
(Cosar, 2019a, pp. 58) . At the end of the novel, when Yunus recalls the Book of Names, he becomes
aware of what is happening around him. He begins to see the evil lurking behind the opulent facade
of the castle, particularly that of Princess Diis. Consequently, by breaking the spell of the lake where
the Tear Vampires dwell, Yunus, in a sense, triumphs over the power, authority and ostentation
symbolised by the elephants. In a Qur’anic context, this situation is an allegorical depiction of how
the birds of the Owner of the Ka’bah reduced the colossal elephants to the state of withered crop
leaves. Thus, the Qur’an’s approach to this historical event is incorporated into the themes of the
novel Gozyast Vampirleri.

2.8. The Wolf

The wolfis one of the fundamental motifs of cosmogonic myths in Turkish culture. Referring
to its depictions in epics such as Oguz Kagan and Ergenekon, the wolf is regarded as the ancestor of
the Turks. It is believed to reflect the characteristic traits of Turkish identity due to the wolf’s
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attributes of wisdom, strength, guidance and warrior spirit. Essentially, the wolf is not a religious or
mythological motif, but a national motif representing Turkish culture (Ogel, 1993, pp. 40-43).

In sources relating to Islamic mythology, the wolf motif is encountered in the story of
Prophet Joseph. Prophet Joseph’s brothers, who threw him into the well, lied to their father, saying,
‘A wolf ate him’ (Surah Yusuf 12:17). However, it eventually becomes clear that things did not
unfold as planned or as they appeared. In the novel Yoniz, the fact that the townspeople regard the
wolf in the forest as a monster is a narrative device consistent with its role in the story. Yunus, the
chosen hero of the novel, encounters the wolf -whom the people regard as a monster- in the forest.
To protect himself from the monster, he points his staff at it. However, the enchanted staff, which is
meant to protect Yunus, fails to hold. For it is not a monster, but ‘Canivar’. He is the keeper of the
forest’s enchanted secret.

In the novel Islik ve Tuzak, the second book in the Kayip Isimler Krallig1 series, the wolf is
directly associated with the sacred. The wolf Canivar takes his place within the novel’s narrative as
a religious motif. Canivar carries the secret of the healing forest: That night, no one could sleep.
Canivar, the wise wolf they call the spirit of the forest, was still nowhere to be seen (Cosar, 2018, p.
6). The enchanted secret of the forest, believed to be carried by Canivar, is, when considered within
the context of the novel’s narrative, a safe atmosphere permeated entirely by the sacred, inhabited by
those who remember his name. A life in which the forest’s secret is lost, however, is directly
associated with darkness in the novel: “As soon as Canivar set foot outside, something strange
happened. The kingdom was suddenly plunged into darkness.” (Cosar, 2018, p. 98) In this respect,
it is possible to interpret Canivar’s secret as a religious, Sufi image. Indeed, King Abus -the novel’s
diabolical character who claims divinity- must first capture the wolf Canivar in order to take control
of the forest folk (Cosar, 2018, p. 81) . One of the characteristics that reveals the wolf Canivar’s
connection to the sacred in the novel is the set of extraordinary, divine attributes attributed to him.
Whilst some people in the novel cannot see the truth even though their eyes can see, the wolf Canivar
possesses eyes that can see even in the dark: The fact that Canivar could see in the dark made his
tasks considerably easier. (Cosar, 2018, p. 99)

2.9. The Seal / Siileyman’s Seal

Within Islamic mythology, one of the mythological objects believed to possess extraordinary
powers is the ring belonging to Prophet Solomon. According to tradition, King Solomon’s ring was
presented to him as a gift from the angel Ridwan in Paradise. According to another tradition,
however, this ring was taken out of Paradise by Eve and passed down to King Solomon through
inheritance. Engraved on the bezel of the ring is the Greatest Name of Allah, the ‘Ism-i Azam’
(Yildirim, 2006, p. 647).

King Solomon’s ring is also his seal. In mythological narratives, this seal/ring often
symbolises justice, strength and power. The connotations of the proverb ‘Whoever holds the seal is
Siileyman’ also serve to reinforce these symbolic meanings. There is no direct reference to King
Siileyman’s ring in the primary sources of Islam. Within the Eastern literary tradition, the ring carries
a symbolic meaning representing King Solomon’s reign. Within the religious tradition, there are
many historical narratives that support this symbolic meaning. One of these is the incident in which
King Siileyman’s seal was stolen by the devil. According to the legend, King Siilleyman’s ring is
stolen by a devil named Sahr. Without his ring, Solomon is unable to sit on his throne for forty days.
He goes to a seaside, where he fishes and sustains himself for forty days on the fish he catches in
exchange for his labour. The devil throws the ring into the sea. One of the fish Solomon catches
brings the ring back and gives it to him. Once he has slipped the ring onto his finger, Solomon returns
to his throne. He imprisons the devil in a hollow he has carved out of a rock, seals its mouth shut,
and throws it into the sea (And, 2023, p. 177).
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In Miihiirdar, a fantasy children’s novel, Solomon’s seal is a sacred relic that the guardians
of the map are tasked with finding (Cesar, 2020: 34) . After King Solomon built the Al-Agsa Mosque,
the relics considered sacred by many monotheistic religions were kept in the Temple of Solomon
there. Within the narrative, these relics were placed under the protection of a designated custodian
before the Temple was destroyed by Nebuchadnezzar, King of Babylon (Cesar, 2020, p. 43-44).

According to legend, Hz. Siileymen ruled over the world of jinn, demons and fairies with
this ring (Yildirim, 2006, p. 647). In the novel Miihiirdar, the guardians also mention similar
properties of the ring. Nil, one of the Guardians, states that the inscriptions that appear inside the ring
when its lid is opened are the scientific formulas behind the miracles possessed by Hz. Siileyman.
Through similar explanations in the series, the author seems to wish to demonstrate that miracles
could inspire certain technological and scientific developments:

‘—...You might be right. I think King Solomon’s seal holds other secrets as
well. If my professor tells me -if he knows, of course- I'll tell you too.” ( Cesar, 2020,
p. 185)

2.10. Nur/Light

Nur is one of the central concepts in Islamic religious terminology. In the Holy Qur’an, Nur
is mentioned both as one of the attributes of the Qur’an itself and as one of the attributes describing
the essence of Almighty Allah. The Qur’an is described as a ‘nur’ in the verse: ‘I¢ is He who has sent
down clear verses to His servant, that He may bring you out of darkness into light’ (Hadid, 57:9).
There is also a surah in the Qur’an bearing this name. In the ancient narratives of almost all religions,
‘nur’ carries a symbolic meaning associated with the celestial. In most religions with a dualistic
structure, light and darkness are in conflict (Ritter, 2011, p. 36). In fantasy children’s books, too,
light is associated with the divine, evoking positive connotations, whilst darkness serves as a
metaphor representing that which is evil and diabolical.

In the novel Akil Ipleri, a martyr descends from the heavens accompanied by light to show
society the errors and wrongdoings they are committing, thereby helping them find a way out of their
hardships. The manner of the martyr’s appearance in the novel and the mission he undertakes to
guide society allow for an interpretative reading that directly links the concept of ‘light’ to the divine
(Sevim, 2020a, p. 92) .

In the novel Yéniz, one encounters an allegorical narrative regarding the use of ‘light’ as one
of the attributes of the Qur’an. In the novel, the tyrannical King Abus confiscates and destroys the
ancient Book that exhorts people to do good. The people, deprived of their books and the messages
they contain, eventually forget all the names they once knew. Yunus, the hero chosen to save the
people from this oppression, finds a Book in one of the palace’s dark dungeons. Or perhaps it is the
Book that finds Yunus. Amidst all the dust and grime of the dungeon, the Book has remained spotless
and clear. The light it radiates is still vibrant and too bright to be concealed. The fact that the Book’s
light is too bright to be concealed worries Yunus and his companions. This narrative is an allegorical
expression of the fact that the Qur’an, as a divine book, is also ‘nur’ (light): ‘Sooner or later, this
light that has emerged will be understood.’ (Cosar, 2019b, p. 63)

In Aynali Baba and Raci, Raci, who sets out to observe the realms on the wing of the Phoenix,
finds himself amidst a flood of light. Faced with this flood of light, Raci cannot open his burning
eyes. The brilliance of the light blinds Raci. However, when he is able to look at the light after
applying some medicine given to him by the Phoenix to his eyes, he sees millions of people and
various creatures in the square. It is only through the illumination of the light that he is able to observe
the realms. In this fictional narrative within the book, light possesses a metaphorical depth
representing the light of Almighty Allah (Harmanci, 2021, p. 31).
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2.11. The Peacock

The peacock, which features in the mythological narratives of many cultures, has a meaning
that lends itself to a dialectical interpretation. In mythological narratives, the peacock is generally
represented as a symbol of beauty and nobility. Owing to its dazzling beauty, which encompasses all
colours, the peacock is associated with pride. Within Islamic mythology, however, it is generally
associated with diabolical traits. This is because in some miniatures depicting the expulsion of Adam
and Eve from Paradise, a peacock appears in place of the serpent (And, 2023, p. 96). Consequently,
certain diabolical characteristics attributed to the serpent are also ascribed to the peacock. In Islamic
Sufism, it is believed that the peacock reflects divine beauty through the allure of its plumage, which
contains every colour. The peacock is also known as the ‘bird of paradise’ due to its beauty, which
leaves observers in awe (Ceylan, 2011, p. 184).

The peacock named Giilru, who appears in the novel Islik ve Tuzak, is a character consistent
with the metaphorical meaning the peacock represents in Islamic Sufism. Giilru is by the
protagonist’s side for almost the entire novel and supports him in virtually every matter where he
needs assistance. The unease Yunus feels during his first encounter with Giilru in the Valley of
Sorrow, and the ugliness in the peacock’s call that grates on his ears, are reflections in the novel of
the peacock image traditionally associated with the devil (Cosar, 2018, p. 29).

Among the people, there are widespread mythological tales suggesting that, despite the
peacock’s great beauty, its feet and voice were made ugly as a punishment from God. At the heart of
these tales lie the peacock’s arrogance and the negative traits associated with the devil. Owing to
these characteristics, the peacock is also associated with the discipline of the soul in Sufism (Acar,
2021, p. 441). The novel Islik ve Tuzak also features a narrative concerning the uglification of the
peacock’s voice. The narrative presented in the novel centres not on the peacock’s arrogance or its
ability to seduce people as a diabolical trait, but on its revelation of the secret entrusted to it. This
fictional content can be seen as a unique example of how traditional mythological or legendary
narratives within folklore culture are adapted for children’s literature through a thematic style.

According to the legend, Giilru is the most beautiful bird in the healing forest. The other
creatures in the forest love her dearly and protect her, ensuring her beautiful feathers remain
unharmed and her beauty remains unspoilt. At that time, Glilru had a voice as beautiful as her
feathers. Sometimes she sings, sometimes she reads passages from the Book of Names. Whenever
she opens her beak, everything in the forest -from the bees to the wind- falls silent to listen to Giilru.
But one day, Giilru opens her beak unnecessarily. At a most unexpected moment, she whispers a
secret about the healing forest to someone who ought not to have heard it. And whatever was to
happen, happened from that day onwards. Giilru must pay a price for this secret she could not keep.
She will lose something very precious to her. Her voice becomes so hideous that no one wants her to
sing, let alone open her beak to utter a single word. Unable to bear this pain any longer, Giilru leaves
the forest. As she settles in a dangerous valley and wails and moans every day with that dreadful
voice, over time the place comes to be known as the Valley of Sorrow (Cosar, 2018, p. 46-47).

Giilru, who encounters Yunus, the hero of the series, in the forest, discovers certain
supernatural qualities in him. To make amends for her mistake in the incident that caused her to lose
her voice, she offers to accompany Yunus on his sacred journey and assist him. Giilru’s requests
allude to the discipline of the soul found in Sufi literature: ‘I cannot leave you; you have traversed
that goat path which no one has ever crossed before. I am now at your command’ (Cosar, 2018, p.

44),

The words of the snake, which sees the peacock leaving the Valley of Sorrow -where it has
been lamenting for years- to follow Yunus, leave a hint in the young reader’s mind as to the
metaphysical significance of this journey:
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“If he has come this far, there must be a reason,” said the snake. “What could be the reason
that kept him from lamenting in the Valley of Sorrow and brought him here?” (Cosar, 2018, p. 92)

Throughout the journey, Giilru does more than simply guide Yunus. She actively supports
Yunus’s struggle against the King, not only through her striking physical beauty and majesty but
also, at times, through her intelligence. By the end of the novel, Giilru and Yunus succeed in rescuing
Canivar, the spirit of the forest, from the palace dungeon. With Canivar’s return to the forest, the
people of the healing forest are restored to their former peaceful days. The role she plays in this
adventure not only restores Giilru’s voice but also creates a powerful image in the young reader’s
mind that goodness and beauty will not go unrewarded.

“Giilru’s voice had changed; it had become as clear as the murmur of a waterfall. ‘My voice,’
said Giilru, ‘is just as it used to be. Those dreadful days are over. Whatever comes from now on, I
shall not be sad...” No matter how much her heart ached, she would never speak again (Cosar, 2018,
p. 107)”

2.12. The Snake

The serpent is one of the common motifs found in mythological narratives across many
cultures. In cosmogonic myths in particular, the serpent represents death and resurrection. The
snake’s biological structure lends itself to such an interpretation. In visual or written narratives
concerning Islamic mythology, the snake is one of the key symbols. It is frequently depicted in
miniatures illustrating the expulsion of Adam and Eve from Paradise. In Islamic sources, it is the
devil who deceived Adam and Eve, leading to their expulsion from Paradise. According to the Torah,
however, it is the serpent that deceives (And, 2023, p. 93-94). Whilst the serpent represented the
devil particularly in pre-Islamic sources, over time it has taken on a negative connotation in Islamic
sources as well, representing the devil, evil and arrogance. In fantasy children’s texts, however, the
serpent possesses a dualistic meaning. The concepts of good and evil, friend and foe, find their
counterparts within the variable nature of the snake’s symbolism. In mythological narratives, the
snake is one of the animals to which immortality is attributed. The desire for immortality and the
quest for it that this desire gives rise to are among the individual’s mythological quests for meaning
(And, 2023, p. 88). The theme of immortality occupies a significant place in the mythological
memory of many nations. It is possible to perceive the subconscious shaped by this mythological
memory as the archetype behind the attribution of immortality to certain objects or living beings.
One such legendary narrative is the Epic of Gilgamesh.

In the novel Zehirli Eller, all the plants touched by the protagonist, Saban, wither. During
his conversation with Hikdye Anahtarci, Saban explains that the poison on his hands was transmitted
to him by the snakes he encountered in the desert where he lived (Sevim, 2020b, p. 15). In the same
novel, the forest that Saban and his friends enter is a poisonous forest filled with trees whose branches
turn into snakes and release their venom into the surroundings. Saban recites the basmala and touches
the tree’s trunk with his hands. At that moment, the tree’s branches turn into snakes. Snakes burst
forth from the trunks of the trees with their shiny bodies and forked tongues. This is because the trees
have had their genetics tampered with and snake venom has been injected into them. Saban, however,
remains in the form created by the Almighty Creator. Saban explains that the snakes here are different
from those he saw in the desert; the latter, being created by Allah, are good and harmless, whereas
these, having been produced in laboratories, are cruel and merciless. Once again, as he touches them,
the branches of the trees wither and fall to the ground. Thus, the poisonous forest is now a safe place
(Sevim, 2020b, p. 53) This plot device in the novel serves as an example illustrating the dualistic
nature of snake symbolism in fantasy novels. In the same novel, whilst some snakes are portrayed in
a positive light, supporting the hero, others are depicted in a directly negative light due to their being
poisonous. Within the series’ symbolic structure, this narrative points to a characteristic structure
arising from the positive portrayal of objects and living beings associated with the divine.
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In the Kayip Isimler Kralligi series, too, the snake is a positively portrayed character. In the
series, the snake is not merely portrayed positively; it also displays certain supernatural qualities that
can be associated with the sacred. In the novel Yoniz from the series, the snake named ‘Buz’
belonging to the wise character ‘Locust Woman’ -one of the few individuals who remembers her
name, which throughout the novel represents a symbol of goodness found in The Book- is, despite
its appearance as a snake, not visible to those who can see it., p. 9). The snake, which sleeps
constantly by Locust Woman’s bedside, demonstrating its submission to her, is essentially in a
position of submission to divine will. When Ayse, who had remembered the snake’s name, was
thrown into the fire by the cruel King Abus, the snake, which was by her side, protected her from
being burnt. Locust Woman said, ‘My friend,” she said, leaning towards the snake’s ear. ‘I know
that even in your venom there is healing. Deter the fire from doing anything wrong. Convince it of
goodness (Cosar, 2019b, p.31)” and left the snake amongst the logs. In the novel, it is the snake that
ensures the fire, into which she was thrown, remains cool and safe for Ayse. Within this narrative,
the snake’s submission is, in a sense, equivalent to an Abrahamic submission. Indeed, the snake
rescued from the fire sheds its wounded skin, revealing a new, gleaming skin beneath (Cosar, 2019b,
p. 32-40); thus, the snake is, in a sense, incorporated into the realm of the sacred. This serpent
archetype, representing wisdom and insight in Cosar’s Kayip Isimler Krallig series, serves as a form
of challenge to the negative serpent archetype-which originates from pre-Islamic religious beliefs
and is reflected in contemporary folk beliefs. Throughout the novel, the author repeatedly emphasises
that it is not the snake but evil people who are poisonous. This constitutes a critique of the snake
archetype associated with the devil or the enemy, as found in the Torah or other religious sources.
Indeed, in the verses of the Qur’an, the serpent signifies one aspect of the miracle granted by
Almighty Allah to Moses: ‘Moses cast down his staff. Behold, it became a serpent, plain to see!’
(A’raf, 7:107)

In both Ayse Sevim’s and Cosar’s fantasy series, the emphasis that ‘Allah has not created
anything in vain’ is frequently conveyed to the reader. Divine power and will desire and create that
which is, by its very nature, good and beautiful. This perspective also forms the basis of the
relationship between God, nature and humanity. This is why, in the novel Yoniz, even the snake’s
venom is a cure. In the novel, the snake’s venom is used to cure even the most intractable illnesses.
It is emphasised many times in the novel that the true poison lies in the evil harboured in people’s
tongues and hearts (Cosar, 2019b, pp. 108).

As the novel Yéniz progresses, the door to the wisdom symbolised by the snake is opened a
little wider. The snake is a gift to the Locust Woman from her husband, Baba Yahya. Baba Yahya is
a wise and enlightened character who, throughout the novel, lives in anticipation of the coming of
Yunus—the chosen one who reads and understands the ancient Book. As Baba Yahya is imprisoned
by the tyrannical King Abus, he places a snake in his wife’s hand instead of a bouquet of flowers
gathered for their parting. Whilst her husband is in prison, the snake remains constantly by the Locust
Woman'’s side. Finally, when they meet face to face years later, the only thing the Locust Woman
remembers is her name: Ug¢mak. Her name was Ugmak, the Woman of Paradise (Cosar, 2019b,
p-108-109). The snake in the Woman of Paradise’s hands, meanwhile, transports the reader once
more to the shores of religious-mythological narratives.

2.13. Ziilfikar

Ziilfikar is the double-edged, sharp sword of Hz. Ali, endowed with extraordinary powers. It
is one of the heroes featured in the epic narratives recounting the legendary, mythological figure of
Hz. Ali (Oz, 2013, p. 553). According to tradition, the Prophet used the sword, which was found
amongst the spoils of the Battle of Badr, for a time. Before the Battle of Uhud, he declared, ‘La feta
illa Ali, 14 seyfe illa Ziilfikar’ (‘There is no hero but Ali, no sword but Ziilfikar’), and presented the
sword to Hz. Ali. After Ali, Zulfikar passed to his sons Hasan and Hussein, and then to their children
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(Toprak, 2016, p. 25) . In the epic poems about Ali, the extraordinary qualities of Ziilfikar are
described in the words of its owner as follows: ‘If [ were to say “Grow”, this sword would grow by
five hundred fathoms. If I were to say “Become a dragon”, it would become a dragon. If I were to
say ‘Become fire’, it would become fire and set the world ablaze.” (Toprak, 2016, p. 46-47)

In the novel Ejderhalar Zamani, Ziilfikar is one of the magical artefacts possessed by many
heroes of fantasy novels. In the novel, Ziilfikar is mentioned even before our hero is born. The sword
that transforms into a lion, which Ali’s mother saw in a dream before he was born, serves as a
metaphor pointing to Ziilfikar. Before the conquest of Khaybar, the Prophet Muhammad gave the
sword to Ali. During the conquest, Ali fought the enemy with Ziilfikar in his hand and displayed
extraordinary valour. In the novel, Ziilfikar is the object that enables Ali to defeat his enemy. Within
the narrative coherence of the novel, and bearing in mind that one’s own ego is the true and most
formidable enemy, Ziilfikar is a metaphor that assists a person in the struggle against the ego,
enabling them to overcome its desires. The true hero is the one who conquers his own self -or his
‘dragon’. The dragon, too, can only be vanquished with an extremely sharp sword. In other words,
with strong faith and firm resolve, a person can conquer his own self-or his will. Those who possess
a double-edged Ziilfikar have the faith and resolve necessary to conquer their own selves.

Conclusion

The study has concluded that the fantastic is a literary form that allows for the narration of
the extraordinary or the imaginary. The relationship between the fantastic and the extraordinary or
the imaginary necessitates an examination of its relationship with reality. As the fantastic is a
narrative form based on fiction, it might be thought to have a distant relationship with apparent
reality. However, truth is not limited to mere apparent reality. Enriched with imagery and metaphor,
fantastical texts have become the symbolic language of the metaphysical reality lying beyond the
apparent reality. In recent times, the fantastical -which has become the dominant narrative in
literature- has also become a means of conveying the metaphysical realm to children within a
fictional universe.

Myths are among the foundational texts from which the fantasy genre -a modern literary
form- draws its inspiration. Myths also contain the archetypal elements of the religious themes found
in works of fantasy. When one speaks of ‘myth’ or ‘mythology’, Roman mythology is the first thing
that comes to mind. Yet, within the Eastern literary tradition, there is a substantial body of material
that necessitates our consideration of the concept of Islamic mythology. At first glance, it might seem
that bringing together the concept of mythology -which is based on the narration of the imaginary or
legendary- with Islam, which is a universal, divine truth, could give rise to certain theological
problems. However, the similarities between mythical narratives and religious texts cannot be
overlooked. The mythological narratives concerning certain figures within the history of Islam as a
religion and a system of thought are so extensive that they constitute a body of work in their own
right. Indeed, it is quite difficult to distinguish these figures’ religious-historical personas from their
mythological ones. Such mythological narratives stem from the affection felt for these individuals
amongst the people. Miniatures, a form of artistic representation in Islam, also contain a wealth of
material that enables us to conceptualise Islamic mythology. Narratives pertaining to Islamic
mythology draw not only on the stories of the Qur’an but also on ancient genres within Turkish
Islamic literature, such as kisas-1 enbiya, menakibname and cenkname.

Particularly noteworthy is the imaginative connection established by the Kayip Isimler
Kralligi series with the stories of the Qur’an. The symbolism created by objects and figures relating
to the prophets mentioned in the Qur’an immediately catches the eye. The archetypes of the
mythological figures that form this symbolism are drawn from Islamic religious sources and
traditional narratives. The books in the Hikdye Anahtarcisi series, meanwhile, are fantasy children’s
novels in which the Cenknameler of Hz. Ali serve as the source texts. The Cenknameler, which
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occupy a significant place within traditional religious folk narratives, have been adapted through this
literary practice to resonate with the linguistic and conceptual world of today’s young readers. The
novels Esrdrndme, Aynali Baba and Raci, on the other hand, are a form of rewriting practice centred
on Sufi folk beliefs and narratives. These works are modern fantasy children’s novels in which
mythological narratives, drawing on the primary sources of the Islamic faith, are retold in a child-
friendly manner.

The objects and beings featured in the epic poems of Hz. Ali are among the figures associated
with Islamic mythology identified in fantasy children’s novels. Hz. Ali’s horse, Diildiil, is one such
example. Mythological figures such as the dragon, Ziilfikar and the chest are drawn from the epic
and legendary narratives centred on the personality of Hz. Ali. The archetypal elements of
mythological figures such as the seal, the serpent and the light are generally derived from the stories
of the Qur’an. In fantasy children’s novels, mythological figures drawn from religious sources often
serve as fantastical objects that enable the hero to achieve success. They act as metaphors
corresponding to associations found in religious literature. They constitute the figurative language
through which the hero is depicted as receiving otherworldly support. Typically, they take the form
of a mysterious object bestowed by a religious-historical figure to provide the hero with the strength
and courage they require.

This study found that recent fantasy children’s novels are viewed as an opportunity to explain
certain aspects of the Islamic religious and philosophical system to children. It was concluded that
the relationship between fantasy literature and the extraordinary facilitates the exploration of
religious themes within a fictional universe; whilst the relationship between fantasy and fiction, in
turn, facilitates the transmission of these religious themes to young readers. This situation can also
be seen as one of the reasons for the inclusion of narratives relating to Islamic mythology -a
traditional religious and cultural heritage- in recent children’s novels. It was observed that much of
this oral and written corpus -which draws on the traditions of Islamic thought and Sufism- is being
adapted, rewritten or incorporated through intertextuality in an effort to bring it into the linguistic,
emotional and intellectual world of today’s young readers.
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Fantastik Cocuk Romanlarinda slam Mitolojisine Dair imge Sembol ve Arketipler

Giris

Dini metinler 6teden beri edebiyatin kaynaklar1 arasindadir. Fantastik ¢ocuk romanlarinda
da dini metinlerin arketipsel unsurlarinin olusturdugu zengin bir mitolojik malzeme bulunmaktadir.
Bu mitolojik anlatilar Kur’an kissalar1 ve hadisler gibi Islam dininin ana kaynaklar1 basta olmak
iizere; kisas-1 enbiya, menakibname, cenkname gibi halk anlatilarindan beslenmektedir. Fantastik
cocuk romanlarindaki bu mitolojik malzeme, ¢ocuklara dini ve ahlaki konularin islenmesinin
yontemlerinden biri olmustur. Fantastik kavraminin etimolojisi de kavramin olaganiistii ile iligkisini
ortaya koymanin yaninda dini metinlerle olan koken bagina da isaret etmektedir.

Fantastigin ilk anlami “gercekte var olmayan, hayali” olan demektir. Ikinci anlami ise
“XVIIL yiizyi1ldan baslayarak Fransa’da gelisen bir edebi tiir”diir. (Tirk Dil Kurumu, 1998, s. 760).
Fantastik kelimesi her ne kadar Bat1 menseli bir kavram olarak kabul edilse de Dogu geleneginde ve
Islam dininde efsane ve batil inang anlamina gelen “hikayat-1 hurafiyya” kavrami da fantastik dykiiler
igeren bir sOyleme karsilik gelmektedir (Steinmetz, 2006, s. 10). Bu tanimlardan hareketle fantastigin
cogu kez reel olanla iligkisine gore tanimlandiginm goriiriiz. Gergek mi? Yoksa hayal mi?, Dogaiistii
mii? Yoksa olaganiistii mii?, Cok garip!, cok tuhaf! gibi belirsizligi/kararsizlig1 iceren sorgu ve
tanimlamalar bizi fantastik kavramina yoneltir (Uzun, 2020, s. 3). Fantastikte “ger¢ek yasama”,
“gercek diinya”ya ya da giindeligin degismez yasalarina katilan bir “gizem”, “agiklanamaz olan” ve
“kabul edilmesi olanaksiz” bir sey vardir (Todorov, 2017, s. 33).

Diisle gercek arasindaki kararsizlig1 ifade eden fantastigin reel olanla iliskisi hakkinda farkli
goriisler vardir. Fantastigi giinliik gercekligin yapisindaki kirllma ve yirtilma olarak agiklayan
Steinmetz, fantastigin zihnin yerinden yurdundan edilerek “gerg¢ek yasamin igerisine gizemin dahil
edilmesiyle” elde edildigini (2006, s. 16) sOyleyerek gercek hayattan tamamen bagimsiz bir tiir
olmadigini ifade eder. Todorov ise fantastigin gercekle olan iliskisini neredeyse inandim ciimlesinde
karsihk bulan inamip inanmamak arasindaki kararsizlikla agiklar: “Neredeyse inandim™: Iste
fantastigin ruhunu 6zetleyen formiil. Tamamen saflik tiirlinden mutlak bir inanis bizi fantastigin
disina ¢ikards, oysa fantastige can veren kararsizlik duygusudur (2017, s. 37). Insanin fantastikle ilk
karsilasmasinin riiya ve diislere olan benzerligi nedeniyle masallar yoluyla gergeklestigini sdyleyen
Yasemin Uzun ise fantastiin hayal giicii iirlinii, gerceklikte var olmayan, dogatistii ve olaganiistii
olaylan kapsayan, diislerle beslenen bir anlati olarak goriildiigliniin altin1 ¢izer (2020, s. 8). Pelin
Aslan Ayar ise fantastigin sanilanin aksine u¢ noktalara kontrollii gittigini, bu nedenle tahayyiil
edilemeyecek kadar gercek disi degil, gergekle olan bagimi koparmadan imkénsizi kurguladigini
belirtir (2015, s. 39). Goriildiigl gibi fantastik, yazarin hayal giiclinlin sinirlarindan dogan zaman,
mekan ya da karakterler araciligl ile okuru reel evrenden irreel evrene tasiyan bir tiirdiir. Fantastik,
bir anlamda yeni, biiyiilii bir gercekligin evrenidir. Nitekim fantastik kurgu, ancak yazarin hayal
giicliniin smirlar1 dahilinde ger¢egin disina ¢ikabilir. Bu evren ise hi¢ligin evreni degil, bildigimizin
oOtesinde “bir basgka ger¢ekligin” (Yonar, 2011, s. 17) evrenidir. O da biiyiilii bir gercekliktir.
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Todorov basta olmak {izere fantastigi kuramsal olarak ele alan bir¢cok yazar kelimeyi, yakin
iligki igerisinde oldugu tekinsizlik, dogaiistii, olaganiistli, kararsizlik gibi kavramlarla
aciklamaktadirlar. “Fantastik kavrami gercek ve diissel olana gdre tanimlanir. Fantastigi fantastik
kilan 6zellik, metinden okura gegen bir ikircim ya da kararsizlik deneyimidir: Anlatilan olaylar
ger¢ek midir, yoksa yanilsama mi?” (Todorov, 2017, s. 7) Goniil Yonar ise Todorov’un gergek
disi/olaganiistii/dogaiistii olarak niteledigi, Bati mantalitesinin “gercek disi”na ittigi tanri-insan-doga
iligkisinin art alanmmin Dogu diisiincesinde tam olarak ‘metafizik’ kavramiyla karsilanmakta
oldugunu sdyler (2011, s. 26-27). Oteki ise Islam diisiincesinde bir hiclik degil, metafizik bir hakikat
evrenine isaret eder. Metafizik olansa bir tiir sonsuzluktur (Yonar, 2011, s. 29). Ger¢ek olanla
olmayanin bir arada oldugu sonsuz evrendir. Hayal ve gercek olanin insan tasavvurunda bir araya
geldigi, catisma degil uzlasma hélinde oldugu bir sonsuz evrendir.

1.Melez Bir Tiir Olarak Fantastik

Fantastik diisle gercek arasindaki kararsizliktir; dolayisiyla biitlinliyle gercek diinyada
kurgulanan edebi tiirler disinda pek ¢ok edebi tiir fantastikle yakin iligkilidir. Masal, destan, polisiye,
bilimkurgu, distopya, iitopya, gotik gibi tiirler fantastik tiire yakin tiirlerdir. Tarihi, polisiye, ask,
bilimkurgu, gotik, iitopik, distopik bircok roman, tagidigi fantastik unsurlar sebebiyle s6z konusu
tiire dahil edilmis, bu da mezkur konuda bir tiir kargasasinin meydana gelmesine neden olmustur
(Ozliik, 2011, s. 11). Todorov gibi fantastige kuramsal yaklasan bazi1 yazarlar fantastigi bu akraba
tiirlerden kesin ¢izgilerle ayirirken bir kismu fantezi veya fantastigin tiir olarak ayrimini net olarak
yapmaz. Benzer sekilde Cengiz Ertem de fantastigin degisime a¢ik oldugunu, ¢ok bi¢imli bir 6zellik
gosterdigini, bu nedenle edebiyatla ilgili her tiirlii kesin siniflandirmalar yapmanin yaniltici olacagi,
dolayisiyla fantastigi edebi tiir olarak kabul etmenin dogru olmayacagi goriisiindedir (Ertem, 2006,
s. 11).

Fantastigin iligkili oldugu masal, destan, polisiye, bilimkurgu, {itpoya, distopya, gotik gibi
edebi tiirler kurmaca metinlerdir. Dolayisiyla edebi bir tiir olarak fantastik, kurmaca ile yakindan
iligkilidir. Fantastik, kurmacaya ve diiz anlama baglidir. Bunlar fantastigin var olmasi i¢in gerekli
kosullardir (Todorov, 2017, s. 78). M. Ruhi Sirin fantastigin kurmaca ve gelenekle olan iliskisine
vurgu yaparak fantastigi bir tiir “modern zaman masali” olarak tarif eder:

Fantastik, edebi tiir olarak hayal giicliniin atin1 smirsiz kosturmaya uygun bir tiirdiir.
Kolaylikla gercek ve sayisal bir diinyanin karsisina sinirsiz bir diinyay:r koyar. Salt
gerceklerle anlatilmasi imkansiz olani anlatmak, okurda yeni ufuklar agmak, modernlik
sonrast {iretilen bir zihin durumu. Ben fantastik tiire modern zaman masali demeyi tercih
ediyorum. (2020, s. 99)

Fantastik tiirlin devingenligi, tiirsel sinirlar ¢izmeyi zorlastirir (Bulut, 2023, s. 13). Fantastigi
tanimlamak i¢in kullanilan kararsizlik, korku, tekinsiz gibi kavramlar duyusal Ol¢iitler sunar. Bu
Olciitlerse subjektiftir. Gizem Bulut’a gore fantastik tiiriin tanimlanmasinda okurun metni alimlayist
esastir. Bazilari i¢in korku unsuru olan durumlar bazilar1 i¢in olmayabilir. Ya da zamanla reel-irreel
ayrim ortadan kalkabilir. Ornegin Jules Verne’in kaleme aldig1 Denizler Altinda Yirmi Bin Fersah
yazildig1 donem itibariyle fantastik bir kurguyken denizaltinin kesfi ve ikinci diinya savasinda
kullanilmasiyla birlikte bilim kurgunun sinirlari igerisine dahil edilmistir. XVIII. yiizyilda biiyii ve
seytan anlatilar1 okurda bir tiir kararsizlik hali yasatirken giinlimiiz insani igin salt biiyii oldugu igin
bir metin fantastik sayilmaz (Bulut, 2023, s. 24). Goniil Yonar fantastigi tiiriin sinirlan ile izah
etmeye calisan kuramcilari su ifadelerle elestirir:

Her sosyal bilimin bir kurami vardir. Fakat tiim arkaik zamanlar1 kugatan bir ‘algi’y1
modern zamanlarda olusturulan bir kuramin i¢ine sikistirmaya ¢alismak birtakim sorunlar
olusturur. Modern kuramcilar, bunu yaparken ¢uvalin bir yerini degil birka¢ yerini
patlatmis, patlayan yerlere de yeni yorum yamalar1 ekleyerek genisletiyormus izlenimi
vermektedirler. (2011, s. 28)
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Netice itibariyle Ertekin’in ifadesiyle fantastik melez bir tiirdiir. Tiirleri ve bigimleri birbirine
karigtinir (Ertekin, 2013, s. 41). Fantastigin kuramsal olarak sinirlarini tespit etmeye calisan
yazarlarin gogu fantastigi roman tiiriiyle birlikte diisiinerek bu sinirlari tespit etmeye calismislardir.
Nuran Ozliik’{in fantastik roman tanimi da fantastigin ne denli melez bir tiir oldugunu tarif eder
niteliktedir:

Bilinen, kabul edilen sosyal, siyasi, tarihi, bilimsel kurallarin, genel gecer gercekligin
disina olaganiistii, dogaiistii unsurlarla alegorik anlamdan, diig, hayal, sanr1, delilik gibi
psikolojik/psikiyatrik vakalardan tamamen armmis bir hayal giicii ile ¢ikmay1 mitos,
efsane, destan, menkibe, halk hikayesi, masal vb. beslenerek ancak bu tiirlerin formatinda
degil romana has unsurlarla sunan anlat tiirline fantastik roman denir. (2011, s.27)

Bu calismada edebi bir tiir olarak fantastigin sinirlarin1 net olarak tespit ederek akraba
tiirlerden ayirt etmek yerine, “fantastik kurgu” iist bagliginda, fantastigi bir tiir cat1 anlati bigimi
olarak ele almanin daha isabetli olacagi kanaatindeyiz. Bu nedenle fantastik tiir yerine fantastik kurgu
veya dogrudan fantastik ifadesini kullanacak ve iligkili oldugu diger edebi tiirleri fantastigin alt tiirleri
olarak degerlendirecegiz.

1.1. Fantastigin kokenleri

Fantastigin goriiniirde, gercekle olan ¢atigsmasi, gelenekle olan iliskisinin de sorgulanmasini
gerektirir. Fantastigin gelenekle olan ¢atismasi dogusu itibariyle modern bir anlati bigimi olmasindan
kaynaklanir. XVIII. yiizyillda Bati’daki Aydilanma diisiincesinin etkisiyle baslayan hayati
cagdas/modern bir bi¢imde alimlama tarzi gelenegin otekilestirilmesine neden oldu. Bu durum
kiiltiir, sanat, edebiyat alaninda da birtakim degisiklikleri beraberinde getirdi. Bu dénemde hayali
olanin imgesel bir anlatimi olan geleneksel anlatilar, yazin degeri bakimindan diigiik goriilerek
edebiyatin sinirlart digina itildi. Reel ve rasyonel olanin anlatimi edebiyatta hakim yazin olarak
goriiliirken hayali olansa bir tiir “kocakar1 masali” hiiviyetinde degerlendirildi. Goniil Yonar,
Dogu’nun muhayyile zenginligini edebiyattan soyutlayan bu yazin bigimini “kimliksiz edebiyat”
olarak niteler (2011, s. 10). Modern anlamda fantastik eserlerin dogusu, batida 18. yy. sonlaria
denk gelir. Bati’da reformist hareketlerin ve Aydinlanma diisiincesinin neticesi olarak retorik bir
sOyleme ihtiya¢ duyulmustur. Gergekle iligkisi sorgulanan bu roman tiirli, mevcut otoriter sisteme
baskaldirinin imgesel bir dili olarak goriilmiis ve yazinsal bir tiir olarak 6zellikle romanla birlikte
ornekleri artmaya baslamistir.

Aydin Ertekin, Fantastik Yazin adli eserinde, tiirlin 6zellikle toplumsal, siyasi, entelektiiel
kriz donemlerinde ortaya ¢ikmasimin bir tesadiif olmadigimi ifade eder. Tiiriin ilk izlerinin
Homeros’ta ve Incil’de, 6zellikle Incil’in Kiyamet adli boliimiinde daha sonralar1 ise Kral Arthur
efsanesini olusturan s6valye romanlarinda bulunduguna dair Nodier’in tespitlerine yer verir (2013,
s. 79-80). Aydilanma cagmin her seyi aklin verileriyle izah etmesi, dncesindeki dinl 0greti ve
yasalarin izahina kars1 durusunun bir neticesidir (Ertekin, 2013, s. 81). Bu dénem bireyin zihnen ve
fikren arayis i¢erinde oldugu degisim ve doniisiim donemlerine denk gelir. Mevcut siyasi otoriteye,
yasalara, toplumsal baski ve sinirlamalara bir baskaldir1 olarak alegorik bir dil tercih edilir.

Ulkemizde ise gerek Tanzimat sonras1 donemde gerekse 2000°1i yillara kadar olaganiistii,
dogaiistii olaylar1 biinyesinde barindiran romanlar iltifata mazhar olamamis, “edebi”
nitelik tagimadigr iddia edilerek “popiiler” tiir kabul edilmistir.  Ancak Diinya
edebiyatinda bilhassa J.R.R. Tolkien’in The Lord of the Rings (Yiiziiklerin Efendisi)
t¢lemesinden ilki olan The Fellowship of the Ring (Yiizik Kardesligi) ve J. K.
Rowling’in Harry Potter serisinin ilki olan Harry Potter and Sorcerer’s Stone (Harry
Potter ve Felsefe Tas1)’un beyaz perdeye aktarilarak 2001 yilinda vizyona girmesi ile
fantastik tiir, Tiirk edebiyatinda hem yazilma hem de okunma bakimindan ciddi bir ivime
kazanmustir. (Ozliik, 2011, s. 11)
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Postmodern anlayisin edebiyata hakim olmasiyla fantastik, biiyiilii gercekcilik anlayisiyla
yeniden edebiyatin sahasina dahil oldu (Yonar, 2011, s. 16). Biiyiilii gercekgilik, fantastigin reel ve
irreel olanin yakin iliski icerisinde oldugu bir tiir anlat1 bicimidir. Tipki masal, {itopya, gotik, distopya
gibi biiyiilii gercekcilik de fantastik g¢atis1 altindaki yazinsal tiirlerden biridir. Son donem Tiirk
edebiyatinda fantastik tiirde, ¢cocuk ya da yetiskin yazilan pek ¢ok eser biiyili gercekgiligin
kapisindan fantastigin alanma girmistir. Nazl1 Eray, Latife Tekin gibi yazarlarin bazi eserleri buna
ornek verilebilir.

Tim diinyada fantastigin kaynaklari mit, masal, efsane, destan, halk hikayeleri gibi
insanligin ortak ruhsal deneyimlerini yansitan anlatilardir (Ayar, 2015, s. 13). Bu ruhsal deneyimler
hayali, diissel olanla yakindan iliskilidir. Toplumlarin ortak riiyas: olan masallar ve destanlar,
insanlarin dini inanislarinin temsil ve tezahiirlerini barindiran mitler fantastik kurmaca metinlerin
beslendigi kaynaklardir. Oyle ki fantastik anlatilar kutsal kitaplardan halk hikdyelerine “ilk”
metinleri dolayisiyla edebiyati da doniistiiriir (Ayar, 2015, s. 27).

Fantastigin beslendigi en 6nemli kaynaklardan birisi dindir (Uzun, 2020, s. 5). Bu yoniiyle
fantastik, dini pek ¢ok imge ve sembol tasir. Fantastik yazarlarin bir kismi, bu anlati bigimini, modern
okurun rasyonel zihin diinyasiyla dini sembolleri tanistirmak icin bir imkan olarak gérmiiglerdir.
Burada dini anlatilarla iligkisi bakimidan fantastigin kokeni olarak goriilen mit veya mitoloji
kavramlarina, geleneksel metinlerle iliskisi bakimindan ise fantastigin kokeni olarak goriilen masal
veya mesel kavramlarina yakin bir okuma yaptik.

1.1.1.Fantastigin kokeni olarak masal veya meseller

Masallar ¢ocuk edebiyatindaki fantastik iiriinlerden kabul edilirler (Neydim, 2006, s. 95).
Masal kelimesi Arapga mesel kokiinden gelmektedir. Mesel kelimesi ise “Manay1 zahirisi kast
olunmayip zimnen ve kindyeten diger bir seye deldlet etmek ilizere irad olunan s6z” olarak
tanimlanmistir (Sami, 1998, s. 1289). Bu tanim masallarin ¢ok katmanli anlam giiciine isaret eden
bir tanimdir. Masallarda alegori veya temsiller yoluyla cogu zaman metnin arkasina gizlenmis bir alt
metin bulunur. Masallarda anlatilmak istenen 6z de bu alt metinde gizlidir. Bu nedenle masallar ¢ogu
zaman ¢ocuklar icinmis gibi goriilse de esasen masallar yetiskinler i¢indir (Tolkien, 1999, s. 51-54).
Bu yoniiyle masallardaki fantastik unsurlar bu temsili anlatimi1 saglayan, hikayeyi didaktik olmaktan
cikararak estetik bir {isluba doniistliren unsurlar arasindadir. Masallardaki fantastik unsurlar okurun
inanip inanmamak arasinda gec¢en kararsizliginin 6tesinde kabugun altindaki 6zii gérmektir.

Masallar bireyin dil ve diisiince sistemlerinin gelismesine katki saglarlar. Okullarin heniiz
yayginlagmadig1 XX. yiizy1l dncesine kadar toplumlar gocuk ve yetiskinleri egitmek i¢in geleneksel
yontemler kullanirlardi. Elestirel, yaratici, analitik diislincenin gelismesi; sevgi, saygi gibi gorgii
kurallarinin 6gretilmesinde masallar uzun siire egitici bir islev gormiistiir (Feyzioglu, 2020).
Masallarin tasidig1 bu toplumsal islevler temsili anlatimlarla didaktik olmaktan ¢ikarak edebi bir
anlatima doniigiir. Ayrica masallardaki siirsel dil sayesinde, bu anlatilar yiiz yillarca dilden dile
aktarilarak korunmustur.

Masallar tipkt mitler gibi uluslarin sanat, kiiltiir, edebiyatini besleyen; sosyal, siyasi ve dini
diisiince sistemlerine yon veren kurucu metinler arasindadir. Kurucu metinler milletin ortak riiyasini,
ortak ufkunu-vizyonunu ifade eder. Masallar topragi vatan yapan, kalabaligi millet olma ideali
etrafinda toplayan metinlerdir (Erdogan, 2022, s. 84). Fantastik unsurlarmn siklikla goriildiigii en eski
anlatilardan biri olan masallar, halen giiniimiiz ¢ocuk edebiyatina kaynaklik etmektedir.

1.1.2.Dogu hikiye geleneginde fantastigin kokenleri

Fantastik kiiltiirel bir olgudur (Oztokat, 2006, s. 39). Dolayisiyla kiiltiirel kimligi olusturan
dini, siyasi, etnik pek ¢ok toplumsal degiskene bagl olarak farkliliklar gosterir. Fantastigin modern
bir anlati teknigi olarak dogusu, XVIII. yiizyilin sonlar1 olarak kabul edilse de Dogu hikéyesi bunu
cagdas edebiyattan yiizyillar 6nce kesfetmis ve uygulamistir (Tosun, 2017, s. 99). Gelenekle ve
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gercgeklerle catismadan, sanatsal bir bicimde dilden dile aktarilan bu hikayeler kurucu metinler olarak
halen edebiyatimiza yon vermeye devam etmektedir. Cogu mitik, fantastik hikayelerin mekani Dogu
olmasina ragmen toplumlarin birbirleriyle olan etkilesimleri sonucu bu metinler “insanligin ortak
mal1” haline gelmistir (Yonar, 2020, s. 21).

Hayali anlatilarin egemen oldugu Dogu anlati geleneginde modern edebiyatin tanimladig:
fantastik, olaganiistii ya da biiyiilii gercekeilik gibi yazinsal 6zellikleri gorebiliriz (Tosun, 2017, s.
9). Masal, destan, menkibe veya kissalarda fantastik anlatilara sik rastlanir. Dogu’nun hikaye
geleneginde kissa veya menkibe tiirli hayali anlatilar, varolussal hakikati duyuran birer imgesel
anlatima donligmistiir. Masallar ve destanlar da benzer sekilde evrensel degerlerin islendigi alegorik
metinlerdir. Dolayisiyla bu anlatilarda fantastigin giicii, hakikatin alegorik bir dille duyurulmasina
aracilik eder.

Dogu hikaye geleneginde fantastik formdaki anlatilar, insana varolugsal hakikati duyuran
metinlerdir. Bu metinlerde hakikate ulasmanin yollar1 dogrudan gosterilmek yerine, imge ya da
semboller yoluyla hikaye edilerek okura sezdirilir. Bu kissalarda hayal ve hakikat i¢ ice ge¢cmistir.
Bu durum bize reel olanla irreel olanin yakin iligki i¢erisinde oldugu ya da birbirinin ayrilmaz bir
pargasi oldugunu da gosterir. Bu yakin iliski ¢ogu zaman fantastigin dogasinda bulunan gergekle
olan irtibatiyla saglanir. Ciinkii bu metinlerde fantastik, genellikle ontolojik bir sorgulamayi
simgeler. Bireyin varlik alemi igerisindeki yerini anlamast ve kendini dogru yerde
konumlandirmasinin sembolik dili cogu zaman fantastigin imkanlariyla saglanir.

Kimi zaman fantastik anlatilar diinyevi olana, nefsin arzu ve isteklerine, kisaca insanin varlik
dlemi igerisindeki konumunu gbz ardi eden her tiir diisiinceye karst bir baskaldirtya doniisiir.
Tolkien’e gore bu yoniiyle fantastik “penceremizi temizleme”ye yarar (1999, s. 81). Hakikati
bulaniklagtiran, kimi zaman kozmik evren igerisine gizlenmis isaretleri gérmemizi engelleyen
penceremizdeki bulaniklig1 temizler. Insan1 kendine yaklastiran bu ¢agri, onu varolussal bir hakikate
ulagtirir. Kisi buna ulagsmak icin kendi arzu, istek ve zaaflartyla ylizlesmelidir.

Dogu geleneginde hikaye anlatmaktan maksat bir meseleyi ele almak, insanlara aktarmaktir.
Sosyal, siyasi, etnik pek cok sorunun edebiyatta islenmesi temsiller yoluyla saglanir. Bu da
geleneksel anlatilardaki fantastik unsurlarin hakikatle olan iligkisini ac¢iklayan bir bagka durumdur.
Bu durum Kur’an’daki kissa gelenegi ile de benzerlikler gosterir. Kur’an’daki kissalarin aktarilig
amaci1 kissadan hisse ¢ikarmaktir. Kur’an kissalarinin tasidigi bu amag, Dogu hikaye gelenegine de
yon vermis ve hikayeyi mesellere doniistiirmiistiir. S6ziin kiymeti de bir anlamda buradan gelir.

Dogu medeniyeti gergekleri vaazla degil hikdye etmek suretiyle sanatsal bir hiiviyete
doniistiiriir. Ciinkii ¢iplak gercek insanlarin ilgisini ¢ekmez. Insanlar tarafindan didaktik bulunur.
Oysa hikdye formuna giydirilmis hakikat insanlara daha sicak gelir ve daha cok ilgilerini ¢eker
(Tosun, 2017, s. 97). Hakikatin alegori ya da metaforlar aracilifiyla hikayeye edilerek temsili bir
anlatima doniismesinde fantastigin giliciinden yararlanilir. Fantastik gergegi o6rtmek yerine gercegi
sanatsal bir sOyleyis bicimiyle okuyucuya/dinleyiciye aktarir. Bu yoniiyle Dogu hikayesinin temel
anlat1 bigimlerinden olan fantastik ve olagantistiiliikk ger¢eklerden kagis degil aksine gergegin daha
iyi anlasilmasi i¢in anlaticinin elindeki bir imkandir (Tosun, 2017, s. 99). Nitekim zaman zaman
fantastik anlatilar toplumsal veya siyasi elestiri biciminin sembolik dili olmustur. Sarih bir bigimde
izahinda sakinca ya da baski olan durumlarda fantastik devreye girmis, bu durumu temsiller yoluyla
aktarmistir.

Gonilil Yonar’a gore Dogu muhayyilesi s6z konusu oldugunda fantastik sozciigiiniin
kullanilmasindan siddetle kaginilmakta, Islam mitolojisi tamimimin yapilmasindan rahatsizlik
duyulmaktadir. Oysa yazara gore fantastik “Dogu’nun tasavvuf imbiginden damitilmig naif metafizik
hikayelerdir” ve Dogu muhayyile edebiyatinin yerine modern bir kavram ve edebi form olan fantastik
sozciigiiniin kullanmas1 kacinilmazdir (2011, s. 13). Nitekim Islam mitolojisine ait kaynaklar bir
hazine gibi 6niimiizde durmaktayken bu metinler bizim diisiince sistemimize ulasmamaktadir. Bunun
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nedenlerinden biri insanoglunun modernlestikce gecmisine yabancilagmasidir. Islam mitolojisi
tammmimin kullanilmasindan kaynaklanan rahatsizliklar, mitolojik anlatilarla dini kaynaklar
arasindaki benzerliklerin gérmezden gelinmesi esasen mitoloji denilince Dogu’nun kiiltiirel
birikiminin goz ardi edilerek sadece Yunan mitolojisinin anlagilmasindan kaynaklanmaktadir
(Yonar, 2021, s. 21). Mitik kaynaklar1 salt Yunan mitolojisi olarak gérmek Bati’nin kiiltiirel
penceresinden sanata, mimariye ya da edebiyata bakmaktir. Dogu anlat1 geleneginin kiiltiirel hazinesi
konumundaki Dogu mitolojisini gormezden gelmektir. Islami kaynakli mitsel anlatilara sahip ¢ikmak
bir anlamda kendi kok metinlerini aramaktir. Geleneksel metinleri mevcut yazinsal unsurlarla
yeniden yorumlayarak giiniimiiz okurunun his, diisiince ve hayal diinyasina dahil etmektir. Ciinkii bu
geleneksel anlatilar sanattan mimariye, edebiyattan astronomiye kadar pek ¢cok sanat dali i¢in kurucu
metinlerdir.

1.1.3.Fantastigin kokeni olarak dini metinler

Dini metinler 6teden beri edebiyatin kaynaklari arasindadir. Bunu ister dinin, yazarin
diisiince diinyasina olan etkisiyle aciklayalim ister dinin, kiiltiirel ve etnik kimlige yon veren bir unsur
olmasiyla agiklayalim sonug degismez. Fantastik metinlerin olusmasinda da ¢ogu zaman benzer bir
durum s6z konusudur. Dini diislince sisteminin unsurlar1 olan melek, cin, biiyii, keramet gibi gaybi
konular fantastik kurgu eserlerin olusmasma yardimci olan etkenlerdendir (Ozliik, 2011, s. 44).
Ayrica yazarin diigiince diinyasinin sekillenmesinde etkin olan dini inanglar da fantastigin kaynaklari
arasinda yer alir. Ulkemizde fantastik yazinin énemli isimlerinden Latife Tekin’in su ifadeleri buna
ornek gosterilebilir:

Biz, yasadigimiz evi ve iginde dolastigimiz diinyayr goriinmeyen varliklarla
paylastigimiz duygusuna sahiptik. Yasadigimiz evde biz uyuduktan sonra bagka
canlilarin uyandigina ve evin i¢inde dolasmaya basladigina inanirdik. Diyelim ki bunlar
cinlerdi. Cinler sanki bizim hayatimizi kolaylastirmak icin birtakim roller {istlenmislerdi.
Biz c¢ocuklar yasadigimiz diinyaya, canlilara zarar vermememiz i¢in cinler aracilifiyla
uyarilirdik. Bir agacin dalin1 kirmaya, bir esegin kulagini ¢ekmeye korkardik. Sevgili
Arsiz Oliimden baslayarak o cinler kitaplarimda yer ald1. (2006, s. 3)

Dini metinlerde inangla ilgili konular 6énemli bir yer tutar. Allah inancina dair konular;
peygamber inancina dair mucize, helak, tufan gibi olaylar; ahiret inancina dair kiyamet, sur, cennet,
cehennem, yeniden dirilme gibi pek ¢ok kavram soyuttur. Soyut konularin ise reel bir anlatim tarzi
icerisinde anlatilmasi/kurgulanmasi birtakim giicliiklere neden olur. Ciinkii bizatihi inancin kendisi
veya inangla ilgili unsurlar gozle goriilemezler. Bu durumun insanlarda olusturdugu gizem ve merak
ise fantastik metinler i¢in son derece zengin bir malzeme olusturur: “Annemin omzunda iki melek
vardi. Onlarla Allah’la konusurdu. Ben anneme baktigimda o melekleri gormiiyorum ama o, onlari
hissederek konusuyor. Sanki onlarla birlikte dogmus ve giindelik hayatin i¢inde yasayan varliklardi.”
(Tekin, 2006, s. 4) Ote yandan reel ve irreel evren arasinda her tiirlii iliskinin miimkiin oldugu,
olaganiistiiniin anlatimma olanak saglayan, biiyiilii bir ger¢ekgiligin kurgulanabildigi fantastik
anlatilar, pek ¢cok yoniiyle dinl muhtevalarin kurgusal biitiinliik i¢erisinde aktarilmasinin da imkéam
olarak goriilmektedir.

Dogu edebiyatinda ilk fantastik anlatilar kissa, masal, destan, cenkndme, menakibname
tiiriindeki eserlerdir. Bu eserlerde Kur’an basta olmak iizere Islam dini kaynaklarinin etkisi oldukga
yogun bir bigimde hissedilir. Tiirk edebiyatindaki fantastik romanlarda cin, biiyii, melek, seytan,
cennet ve cehennem, ruh gibi dini konulara rastlamak miimkiindiir. Bu tiir gaybi konularin, halk
inaniglarindaki hurafe nevinden uygulamalari da fantastik romanlarin dini igeriklerindendir. 2000°1i
yillardan sonra ise ¢ocuk edebiyat1 da dahil olmak iizere fantastik eserlerin Diinya edebiyatinda
oldugu gibi Tiirk edebiyatinda hakimiyeti baglamistir. Bu fantastik ¢ocuk romanlarinda da Islam
mitolojisi kavrami igerisinde degerlendirilebilecek hacimli bir malzeme bulunmaktadir.
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Fantastik metinlerdeki dini temalar, ¢ogu zaman, fantastigin mitle olan iliskisinden
kaynaklanir. Mitler ilhamim kutsal metinlerden alarak toplumsal hafiza tarafindan yeniden {iretilen
olaganiistii hikayelerdir. Mitler kutsal hikayeler olmasina ragmen biitiiniiyle kutsal metinler degil;
kutsal metinlerin toplumlarin kolektif hafizasinda, yasanan tarihi, sosyal, kiiltiirel degisimlere de
bagl olarak yeniden kurulmus halidir. Dinl metinlerde hacimli bir yer tutan, kutsal sahsiyetler veya
bu sahsiyetler etrafinda gelisen olaylar1 anlatan mucizeler ise olaganiistii ile iliskisinden dolay1 cogu
zaman mitik anlatilara en yakin dini metinler olarak kabul edilir. Mucizeler kaynagini kutsaldan
alirken mitler ise toplumsal bellekte iiretilen kutsal hikayelerdir.

Goniil Yonar mitin tanimindaki “kutsal hikaye” ifadesinin ilahi kitaplarla olan iligskisinden
kaynaklandig1 goriisiindedir. Yonar Kiyamet Mitolojileri adli eserinde kutsal kitaplarda anlatilan
kiyamet pasajlarinin mitsel anlatilarla neredeyse tamamen benzerlikler gosterdigini tespit etmistir.
Bu konuda Kur’an-1 Kerim, Eski Ahit ya da Yeni Ahit’te de birbirini tamamlayan ya da onaylayan
ifadelere sahit oldugunu soyler. Ozellikle insanimn yaratilmislara kars1 sorumlulugu, ortak ge¢mis ve
ortak gelecek fikrinde her ii¢ dinin birbirine son derece yaklastig1 goriisiindedir. Yonar’a gore iic
ilahi dinin eskatolojilerinin birbirleri ile paralellikler gostermeleri, hem dinlerin kaynagi hem de
mitolojik anlatilardaki son fikrinin arketipal uzantilarindaki benzerliklerle ilgilidir (2021, s. 15-16).
Mitlerin eski dini sistemlerle 6zellikle semavi dinlerle paralellik olugturmasinin baglica nedeni her
ikisinin kaynaginda kozmik bilginin olmasidir. Her ikisinde de kozmik hafizadan yararlanilan simge
ve semboller vardir (Bayat, 2005, s. 79).

Mitler dindar insanin kendini kutsala actig1 araglardir. Mitler insana baslangicta neler
oldugunu hatirlatip insana diinyada ve kendi hayatiyla ilgili ne yapmasi gerektigini, neye benzemesi
gerektigini ve bdylece kutsal zamana nasil agilmasi gerektigini 6gretmektedir (Bayer, 2021, s. 46)
Mitler araciligiyla dilden dile aktarilan mitik anlatilar, i¢erdigi dini unsurlar aracilifiyla bireyin
kutsalla bagimi kurmaktadir. Dinin etnik olarak alimlanis bi¢cimi ile dogrudan iligkili olan mitik
anlatilar fantastik unsurlar tagiyan ilk metinlerden biri olarak halen giinliimiiz edebiyatina kaynaklik
etmektedir. Kutsal kitaplar tali yorumlarla, sézlii kaynaklarla mitolojiye yaklastirilmistir. Islam din
ve diisiince geleneginde de benzer bir durum s6z konusudur. Ornegin Islam’1n kiiltiirel boyutundaki
yani halk dini formundaki mitolojik unsurlar 6zellikle hadis kiilliyatinin igerisine bol miktarda
girmistir. Bunun yaninda Islam’in tasavvufi yorumundaki &gretilere ait hikayeler de mitolojik
ozellikler gosterirler (Yonar, 2020, s. 14). Eliade’ye gore mitler ilk vahiylerin toplamini olusturur ve
her zaman bir yaratilig dykiisii barindirir, bu yaratilis bir hakikattir, ¢ilinkii kutsal yaratilis en kusursuz
hakikattir (2023, s. 86-87). Fantastigin dinl metinlerle olan iliskisinin incelenmesi, fantastik
metinlerdeki dini unsurlarin goriilebilmesi i¢in dini kiiltiirel bir miras olan mitik malzemenin iyi
analiz edilmesi gerekir.

2. Fantastik Cocuk Romanlarinda islam Mitolojisine Ait Figiirler

Mitoloji denilince akla ilk olarak Roma mitolojisi gelmektedir. Oysa Dogu edebiyat gelenegi
icerisinde Islam mitolojisi kavramini diisiinmemizi gerektirecek oldukg¢a hacimli bir malzeme vardar.
Hayali ya da efsanevi olanin anlatimina dayanan mitoloji kavramu ile evrensel, ilahi bir hakikat olan
Islam kavramin1 bir araya getirmek ilk bakista teolojik bazi1 problemlere yol agabilir. Ne var ki, islam
din ve diisiince tarihi i¢erisindeki bazi sahsiyetlere yonelik mitolojik birtakim anlatilar da mevcuttur.
Oyle ki bu sahsiyetlerin dini-tarihi sahsiyetleri ile mitolojik sahsiyetlerini birbirinden ayirmak
oldukea giictiir. Bu tiir mitolojik anlatilar halk arasinda bu kisilere duyulan sevgiden kaynaklanir.
Islam’da bir tiir resimleme teknigi olan minyatiirler de Islam mitolojisini kavramsal olarak
diisiinmemize imkan saglayacak pek ¢ok malzeme igermektedir (And, 2023). Islam mitolojisine ait
anlatilar, Kur’an kissalarinin yani sira Tiirk Islam edebiyati igerisindeki kisas-1 enbiya,
menakibname, cenkndme gibi kadim tiirlerden de beslenir. Son déonemde, Dursun Ali Tokel’in Divan
Siirinde Mitolojik Sahsiyetler (1998), Goniill Yonar’in Tiirk Edebiyatinda Fantastigin Kokenleri
(2011) gibi eserlerde Islam dini kaynaklarindan beslenen mitolojik hafizanin izleri siiriilmiistiir.
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Aragtirmada bu anlatilarda rastlanan at, sandik, asa, yilan, ejderha gibi nesne ya da canlilar Islam
mitolojisi igerisindeki figiirler olarak goriilmiis; bu mitolojik figiirlerin islam tarihi ve
diisiincesindeki arketipal unsurlar1 ortaya konmustur. Bu ¢ercevede, fantastik seri romanlar olan
Kayip Isimler Krallig1, Hikdye Anahtarcisi ve Harita Koruyuculart ile Esrarname (2013) ve Aynali
Baba ile Raci (2021) romanlar1 aragtirmada incelenen eserlerdir.

Hasan Aycin’in yazdigi, modern bir Keloglan masali olan Esrdrndme, alegorik bir yol
anlatisidir. Eser, hayatin anlaminin pesinde olan Keloglan ile celdigi ¢omagin pesinde olan
Safoglan’in, 6lecegi yeri arayan hikmet sahibi Dervis Baba rehberliginde ¢iktiklari masalsi yolculugu
konu edinir.

Kayip Isimler Krallig iig kitaptan olusan bir fantastik roman serisidir. Figen Yaman Cosar’m
kaleme aldig1 seri, kisa zamanda genis bir okur kitlesine ulasmigtir. Seride, Yunus ve
beraberindekilerin zalim Kral Abus’un zulmiine karsi verdigi miicadele konu edilir. Kral Abus
herkese isimlerini unutturarak isim sahibi tek kisinin kendisi olmasini ister. Bunun gergeklesmesi
icin de halka ¢esitli baski ve zuliimler yapar. Serinin romanlar1 Yoniz (2019b), Isiik ve Tuzak (2018),
Gozyast Vampirleri (2019a) 'dir.

Ayse Sevim’in dort kitaptan olusan Hikaye Anahtarcist serisi, dini tarihi sahsiyetlerin de
zaman zaman kurguya dahil oldugu fantastik macera tiiriindeki dort romandan olusur. Dini ahlaki
pek cok kavram ve degerin yaninda Hz. Davud, Semuel peygamber, Selman-1 Farisi, Hz. Ali gibi
peygamber ve sahabiler zaman zaman romanlarin karakter kadrosuna dahil olmaktadir. Tuhaflikiar
Asansorii (2021), Ejderhalar Zamani (2016), Zehirli Eller (2020b) ve Akil Ipleri (2020a) serinin
romanlaridir.

Harita Koruyuculari, Esra Bahadir Cesar’in yazdig ii¢ kitaptan olusan fantastik roman
serisidir. Serinin tiim romanlarinda, ge¢cmise veya gelecege zamanlar arasi fantastik yolculuklar
yapilir. Kurgu icerisinde bunu saglayan gizemli harita ve pusulalar vardir. Bu haritalarin zaman
zaman kotii kisilerin eline gecmesi harita koruyucularini harekete gecirir. Ozel bir tedrisattan
gecirilerek segilen bu koruyucular haritayi, ait olduklar1 ¢aga ulastirirken ayni zamanda diinyay1 da
biiylik tehlike ve tuzaklardan kurtarir. Gegmisten Gelen (2021), Zaman Misafirleri (2022) ve
Miihiirdar (2020) serinin romanlaridir.

Aynali Baba ile Raci, varlik alemine dair sorular soran, gdzlem yapan on yasindaki Raci’nin,
Aynali Baba’nin ney sesi esliginde ¢iktig1 hikmet dolu mistik, fantastik yolculuklar1 konu edinir. Bu
eser, Filibeli Ahmet Hilmi Efendi’nin Amak-1 Hayal adli tasavvufi romaninin, Abdullah Harmanci
tarafindan, ¢ocuklar i¢in bir tiir yeniden yazimidir.

2.1. Ahit sandig1

Ahit sandig1, Hz. Musa’nin emri {izerine bir marangoz tarafindan ahsaptan yapilmas, i¢i dis1
altin levha ile kaplanmis sandiktir. Kur’an-1 Kerim’de, Bakara suresi 248. ayet metninde gegen tabiit
kelimesi ile ifade edilir (Komisyon, 2007/1, s. 388). Kur’an’da, Israilogullari’na aradig1 sandig1 geri
getirmesi, Talut’un hiikiimdarli§inin nisanesi olarak gosterilir. Meleklerin tagidigi sandigin iginde
“Allah’tan bir sekinet, Musa ve Harun ailelerinin biraktiklarindan bir bakiye” bulundugu bildirilir
(Bakara, 2/248).

Sandigin Yahudi literatiiriindeki adi ahit sandigidir. Kitab-1 Mukaddes’e gore ahit sandiginin
sekli ve olgiileri Allah tarafindan bildirilmistir. Iginde on emrin yazili oldugu Musa’ya verilen
levhalar, kudret helvasi ve asa bulunur. Israilogullar1 sandig1 Allah’in kendileriyle olmasinin bir
nisanesi olarak devamli yanlarinda tagir ve sikintili anlarinda ondan medet umarlardi (Kiigiik, I, 1988,
s. 535). Sandigmn huzur, siikinet, rahatlik, ferahlik gibi anlamlara gelen sekine sandig1 olarak da
anilmasinin sebeplerinden biri de budur.
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Fantastik cocuk romanlarinda, dini kaynaklarda gecen temsili anlamina uygun olarak sandik,
cogu zaman kahramanin bagariya ulagmasim saglayan fantastik bir nesnedir. Ayse Sevim’in Hikaye
Anahtarcist serisinin bazi romanlarinda sandik, bu tiir bir metaforik anlama imkan saglayacak
okumalara agiktir. Semuel peygamberin hayatina dair bilgilerin bulundugu Zehirli Eller romaninda
ahit sandigma dair dinl kaynaklardaki bilgilere paralel bir kullanim s6z konusudur. Eserde ahit
sandif1 yerine “sekine sandig1” ifadesi kullanilir. Romanda verilen bilgilerde Israilogullari’ndan
sandig1 calan Calut, onu pisliklerin icine firlatir. Alelade bir sandik olmayan, i¢inde huzurun
bulundugu sekine sandigmin pisliklerin icine atilmast Israilogullar’nin uykularini kagirir. Mutsuz ve
huzursuz bir dénem yasayan Israilogullar1, sandig1 kendilerine getirmede onlara yardim edecek bir
peygamber gondermesi icin Allah’a dua ederler (Sevim, 2020b, s. 37-39).

Fantastik cocuk metinlerinde gizemli bir nesne olarak sandik, cogu zaman dini literatiire
uygun olan anlamini ¢agristiran bir metafordur. Kahramanin uhrevi bir bigimde desteklendiginin
imgesel dilidir. Genellikle dini-tarihi bir karakterin kahramanin gii¢ ve cesaretini artirmak i¢in ona
ihtiyact olan seyleri sundugu gizemli bir nesnedir. Sadece kahramana verilen i¢inde ne oldugu
kestirilemeyen gizemli bir sandik, fantastik eserlerdeki merak ve heyecan unsurlarindan biridir.
Ejderhalar Zaman: romaninda da cesaret ve kahramanligiyla taninan Kiirsad tarafindan romanin
kahramani1 Saban’a birakilan bir sandik vardir. Sandig1 suyun altindan sadece Saban ¢ikarabilir.
Saban sandig1 ¢ikardigindaysa icinde ihtiya¢ duydugu kendini atesten koruyacak olan ejderha
derisini bulur. Benzer sekilde Zehirli Eller romaninda da kdle Kar, iginde Semuel peygamberin
hayatinin yazili bulundugu kagitlar1 zindanda bir sandikta bulur. Kagitlarda Israilogullari’na
gonderilen Semuel isimli peygamber hakkinda baz1 bilgiler yazilidir. Kar, kole olarak getirildikleri
zindandan kurtuluslarinin bu kagitlarda oldugunu diisiiniir. Talut da Israilogullari’na ait ahit
sandigini getirerek onlara bozulan huzuru “sekine”yi getirmistir (Sevim, 2020b, s. 37-39).

Tilsiml1 bir nesne olarak sandik metaforunun dini arketipini olusturan bir bagka bilgiye Esra
Bahadir Cesar’in Harita Koruyucular: adli fantastik roman serisinin Miihiirdar kitabinda rastlanir.
Hz. Siileyman tarafindan Kudiis’te inga edilen Siileyman Mabedi’ne yerlestirilen ahit sandig1 uzun
siire burada korunur. Kudiis’iin Kral Buhtunnasr tarafindan ele gecirilerek Mescid-i Aksa’nin
yikilmasiyla sandik yeniden ortadan kaybolur. Bugiin hala gizemini koruyan ahit sandiginin nerede
oldugu bir sirdir (2020, s. 43). Yahudilere gore beklenen Mehdi, ahit sadigin1 geri getirerek biiyiik
Yahudi devletini kuracaktir. Bu bilgi her ne kadar sahih hadis kaynaklarinda yer almasa da bazi dini-
tarihi kaynaklarda yer alan, peygambere isnat edilen hadislerde, Ahit sandiginin kiyamete yakin
ortaya ¢ikacagi, onu getirecek olan kiginin Mehdi oldugu yoniinde rivayetler vardir. Miihiirdar
romaninda, “Ahit sandigr Ahd-i Atik sandukasi ise sehirden ¢ikarilp giivenli bir yere saklanmig. Ahir
zamanda bulunacagim Peygamber Efendimiz hadisi seriflerinde miijdelemis. ”(Cesar, 2020, s. 44)
climleleriyle dogrudan peygambere atifla ahit sandiginin bulunacaginin miijdesi verilir.

2.2. Anka/Ziimriidiianka/Simurg

Fantastik ¢ocuk metinlerinin sembolik dili igerisinde sik¢a yer verilen hayvanlardan biri
kustur. Kus, ¢ogu ¢ocuk metininde ¢ocugun saf ve berrak duygu diinyasimi temsil eden bir
metafordur. Fantastigin imgesel dili ve anlam katmanlar1 igerisinde kus sembolizmi ¢ogu zaman
iyiligi, saflig1 ve masumiyeti temsil eder (Dag, 2023). Cocuk metinlerinin kanatli kahramani kuslar,
zaman zaman bir karaktere doniiserek kahramani destekler ve olaganiistii miicadelesinde onun
yaninda yer alir. Simurg ise fantastik ¢ocuk romanlarindaki kus sembolizmi igerisinde sik
rastlananlarindandir (And, 2023, s. 315).

Fars¢ca Simurg, Arapca Anka, Tiirk¢e’de ise Ziimriidiianka ismiyle de bilinen Simurg pek
cok kiiltiire ait mitolojik anlatilarda yer verilen efsanevi bir kustur. Simurg, Farsca otuz kus
anlamindadir (And, 2023, s. 315). Anka’nin yuvasi Kafdagi’nin ardindadir. Efsaneye gore Anka, her
kustan bir 6zellik almistir. Otuz kusun 6zelligini tasidigi i¢in Simurg, tiiylerinin rengi yesil oldugu
icin de Ziimriidiianka olarak anilmigtir. Simurg her tarafi renklerle bezenmis, doérder kanatly, iri yapil
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ve alabildigine giicliidiir. Kendisine bazi olaganiistii gii¢ler atfedilen Simurg, tiim kuslar arasinda en
parlak cehrelisidir. Simurg’un tiiylerinden ya da kemiklerinden bir parca yaninda bulunduranlar
kimseden zarar gérmezler. Onun dalina kondugu agac ilag etkisi gosterir (Yildirim, 2006, s. 624).
Anka ya da Simurg, Feriduddin Attar’in Mantiku 't-tayr ve Gazali’nin Risaletu’t-Tayr eserleri basta
olmak iizere, tasavvufi bazi metinlerde, birtakim sembollerle metafizigin alanina girmistir. Bu
tasavvufl metinler, gocuk romanlarinin fantastik bir karakteri olan Simurg’un arketipal unsurlarmin
basinda gelir.

Anka ya da Simurg, fantastik cocuk metinlerinde gerek mitolojik gerekse tasavvufi imgelerle
baglantilar kurulabilecek bir bicimde yer alir. Zehirli Eller romaninda ismi zikredilmeyen kus,
dogrudan uhrevi olanla 6zdesim kurulabilecek bir icerikte kurgulanir. Romanda melez iktidar ile
isyancilar arasindaki savas, Kur’an’da bahsi gecen Talut ile Calut arasindaki savasla metinlerarasilik
kurularak anlatilir. Hak ile batilin ezeli miicadelesi olarak kurgulanan savas devam ederken “dev
kadar biiylik beyaz bir kug” isyancilarin yanina gelir. Herkes korkuyla gerilerken kus isyancilara,
“Korkmayin zafer sizin... Allah size merhamet etti. Hiirsiiniiz,” diye seslenir. Bu dev kus, insanlar
gibi tane tane konustuktan sonra romanin kahramani Saban’a, “Senin donme vaktin geldi,” der.
Ardindan Saban’1 kanadina alarak havalanir (Sevim, 2020b, s. 126-127). Romanda dev kadar biiyiik
ve bembeyaz olarak tarif edilen bu kus Anka kusunu anistirmaktadir. Kusun kanadinda Saban’in
seyr-i alem etmesi ise onun uhrevi olanla iligkisini gosteren detaylardandir. Nitekim Saban gokte
stiziilen kusun kanadinda, daglarin ve taglarin Allah, Allah diyerek tesbih ettiklerine sahit olur.

Abdullah Harmanci’nin Aynalt Baba ile Raci romaninda, merkezinde Anka’nin oldugu bir
fantastik hikdye bulunur. Goklerin Derinliklerinde bagligini tasiyan hikayede Anka, tasavvufi
metinlerle paralel okumaya elverigli, metafizik birtakim semboller tasir. Hikdyede romanin
kahramani Raci, bir Anka’nin kanadinda yolculuk eder. Raci, Anka’nin sicak ve yumusak tiiyleri
arasinda alemleri seyre ¢ikar (Harmanci, 2021, s. 45-47). Raci Anka kusunun sirtinda pek ¢ok yer
gezer. Halley kuyruklu yildizini goriir, onunla konusur. Mars gezegenindeki yagmur tarlalarinin
tizerinden gecer. Evrenin biiyiikliigii ve azameti karsisinda hayrete diisen Raci, esasen bu yolculukta
evreni yaratanin giicline ve kudretine yakinen sahit olur:

“Anka dedim evrenin ne kadarini dolagmisizdir sence? Giildii... Biz evrenin heniiz bir
sokagini bile gormemisizdir. dedi. Belki esiginden bile girmemisizdir.”(Harmanci, 2021, s. 50)

Aynali Baba ile Raci’de bir diger Anka anlatis1 ise Ejderha Olan Geng¢ Kiz hikayesinde
okurun karsisina g¢ikar. Raci, bu hikdyede Hint padisahinin ogludur. Ulkesine musallat olan bir
ejderha vardir. Ejderha, her yedi yilda bir gelerek iilke halkina “Su kervan nereye gider?” diye sorar.
Sorusuna dogru cevap alamayinca da yedi gen¢ kizi ve yedi delikanliy1 yer ve gider. Ejderha,
sorusunun cevabint Kafdagi’nin ardinda yagsayan Anka Kusu’nun bildigini sdyler. Ancak iilke halki
ne Kafdagi’n1 ne da Anka Kusu’nu biliyordur (Harmanci, 2021, s. 53). Bilge bir kisiye giderek
Anka’nin yasadigi Kafdagi’n1 sorarlar. Bilge nin tarif ettigi sekilde kuyudan bir altin levha ¢ikarirlar.
Levhay1 Alimlerin Reisi olarak anilan kisiye getirirler. Alimlerin Reisi, Kafdag1 ve Anka Kusu'nun
yerini sOylemese de aradiklari sorunun cevabini verir: “Bu kervan hayalin bile aciz kaldigi bir
bilinmeze dogru akip gitmektedir” (Harmanci, 2021, s. 61). Bu hikdyede de Anka Kusu geleneksel
anlatilar1 besleyen tasavvufil alegorik anlatima paralel bir anlam igerir.

2.3. Asa

Islam dini kaynaklarinda asa, Hz. Musa nin peygamberlik alametlerinden biridir (Harman,
1991, s. 450). Musa’nin asasi, tiim biiyiiciilerin biiyllerini sergiledikleri meydanda Hz. Musa’nin
yere atmasiyla yilana doniisiir. Bu ona peygamberliginin bir alameti olarak Allah tarafindan verilmis
mucizelerden biridir (Araf, 7/106-108). Figen Yaman Cosar’in Kayip Isimler Krallig serisinin
kahramani Yunus, yola ¢ikma vakti geldiginde yanina sadece asasini alir. Asay1 ona kurumus servi
dalindan babasi yapmis, ince nakislarla islemistir. Yunus her ihtiyact oldugunda ondan gii¢ alir
(Cosar, 2019b, s. 6). Hz. Musa’nin asasinin onun peygamberligini dogrulayan bir isaret olarak yilana
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doniigsmesi, Yunus’un asasinin da arketipini olusturur. Nitekim Yunus’un asasit da olaganiistii
birtakim giiglere sahiptir:

Ama o da ne? Asanin ucu bir anda tutusuvermesin mi! Canavar’in gézlerinin parlakligi
miydi asay1 tutusturan? ...Sonra Canavar’in atesten kacabilecegi geldi aklina, asanin
ucunu canavara dogru ¢evirdi. Cevirir ¢gevirmez asanin ucu yanmaya basladi. Eliyle az
once yanan ve simdi sonmiis olan uca dokundu. Higbir degisiklik yoktu... Asanin ucunda
durmada yer degistiren alev asay1 yakmiyordu. (Cosar, 2019b, s. 6-7)

Ayn1 asa romanin ilerleyen sayfalarinda kahramani koruyan, ihtiyact oldugunda ona gii¢
veren bir metafora doniisiir. Yunus, ormana giderken yanina asasini almasi gerektigini hatirlar.
Canavar karsisina ¢ikinca Yunus asay1 yine ona dogrulttugunda bu defa asa tutusmaz. Nitekim halkin
Canavar olarak bildigi Canivar, esasen kahramanin en biiylik destekg¢isi olacak olan iyi bir kurttur.
“Korkma, der gibi bakt1 kurt. Onlerinde yiiriimeye basladiginda tiim agaglar dallarim kenara gekip
onlara yolu ag¢t1.”(Cosar, 2019b, s. 26)

Hasan Aycin’m Esrdrndme masalinda da tilsimli nesne asa, Islami metaforik ¢agrisimlarina
paralel bir anlam orgiisii igerisinde kullanilir. Eserin bilge karakteri Dervis, hayati aramak i¢in yola
¢ikmasini salik verdigi Keloglan’a, “Erden asa gerek yola ¢ikmaya, demis erenler” diyerek giirgen
agacindan yapilmis bir dal verir (Aycin, 2013, s. 16). Keloglan, Safoglan ve Dervis bir siire sonra,
caldiklar1 altinlar1 iilesemeyen bir grup haramiye rastlarlar. Haramiler altinlar1 sahiplerine verip
helallik almaya yanagmayinca, Keloglan’in elindeki degnek firlayip pat kiit haramilerin basina
inmeye baslar. Dervis, Keloglan’a degnegi tut, deyince degnek yeniden Keloglan’in eline gelir.
Haramiler, Dervis baba bizi kurtar, diyerek tovbe ederler. Masalda, asanin gosterdigi
olaganiistiiligiin kurgusu {izerinden, mucize ve keramet nevinden hadiselerin hikmetinin dogru
anlagilmasina yonelik de bir sdylem gelistirilir. Asanin haramilere yaptigini géren Safoglan,
Dervis’ten degnegi kendisine vermesini ister. Dervis’in, onun sadece bir giirgen dali oldugunu
sOylemesi iizerine Safoglan, “Degnegin haramilere ne yaptiginm1 gérmedin mi? Hasa! Bu degnek
degil, bir alamet miibarek.” diyerek cevap verir. Aldig1 cevap karsisinda Dervis, “O benim yillardir
tasidigim giirgen sopasi. Carpilirsin maazallah, tiih tiih tiih.” diye itiraz eder. Kitabin ilerleyen
sayfalarinda Dervis, Keloglan’a degnegi gilirgene atmasini sdyler. Degnek yanip kiil olur. Oysa
Safoglan degnegin atesi sondiirecegini diisiiniir. Kerametin degnekte olmadigini anlayan Safoglan
bu defa da kerametin Dervig’te oldugunu soyler. Bunun iizerine Dervis, “Degnegin yandig1 gibi
comagin da yandigimi goriirsiin insallah, la havle ve la kuvvete illa billah! Neredeyse degnege
tapacaksin be, tovbe tovbe!”(Aycin, 2013, s. 28-32) diyerek kerameti insandan ya da nesnelerden
bilmenin insanin inang ve teslimiyetini sarsan yoniine isaret eder. Masaldaki bu sdylem, genel
anlamiyla batini inang¢ siteminin temelini olusturan bir diisiince olarak okunmaya agiktir. Gerek
asanin kerametine yonelik elestirel sdylem, gerekse toplumda dinle iliskilendirilen kisilere atfedilen
kutsalligin elestirisi romanda bu dini izlegin okundugu kurgusal iceriklerdendir. Nitekim Islam
inancinda da mucizeleri gosterenler peygamberler degil Yiice Allah’tir. Yiice Allah peygamberlerin
peygamberligini ispatlamak i¢in onlar1 birtakim mucizelerle desteklemistir. Masalda bu hakikati
duyuran sembolik nesne de asadir.

2.4. Aslan

Geleneksel Tiirk kiiltiiriine ait destansi anlatilarda aslan gii¢ ve kuvveti temsil eder. Islam
mitolojisine ait destansi anlatilarda ise aslan, Hz. Ali ile 6zdeslestirilir. Hz. Ali “esedullah” yani
Allah’in aslanidir. Bu isim ona dogrudan Cebrail araciligiyla yiice Allah tarafindan verilmistir
(Toprak, 2016, s. 44). Bazi metinlerde Ali’nin Allah’in aslan1 olarak nitelenmesi giicii, kuvveti
nispetinde yapilan bir temsil iken bazilarinda tecsime varan ifadelere yer verilerek Ali aslana
benzerligi ile tasvir edilir.

Hz. Ali’nin efsanevi kisili§ini olusturan Islam mitolojisine ait bir yaratik olarak aslan,
Ejderhalar Zamani romaninda her iki sekilde de yer alir. Ali’nin heniiz bebekken besikte hali,
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“Aslana benziyordu bebek. Yiizii degil tabi hareketleri. Kendisini sevmek i¢in besige yaklasan
babasint penge gibi elleriyle tirmaladi... Onu emzirmek isteyen annesine de izin vermedi
bebek.”(Sevim, 2021, s. 46) ifadeleriyle aslana benzetilir. Romanda annesi Fatima’nin heniiz Ali
dogmadan gordiigii ritya da Hz. Ali’nin efsanevi kisiligine yonelik aslan temsillerinden izler tasir:
“Fatima’nin riiyasinda gordiigi dort kiligtan sonuncusu aslana doniisiir ve daglara dogru kacar.
Kiikreyip duran aslan insanlara korku vermektedir. Hz. Muhammed’in yanina gelerek basinm
oksamastyla aslan tiim saldirganligini birakarak uysal bir aslana doniisiir” (Sevim, 2016, s. 44). Hz.
Ali’nin annesinin, rilyada gordiigli aslanin dogacak cocugu oldugunu diisiinmesi ise acik bir
alegoridir. Ayn1 romanin pek ¢ok yerinde Ali isminin yerine aslan veya Allah’in aslani sifatlar1 da
kullanilir. Bu durum romanin Hz. Ali Cenknameleri ile olan metinleraras: iliskileri arasinda
degerlendirilebilecek 6zelliklerinden biridir.

2.5. At/ Diildiil

Hz. Ali’nin sahsiyeti ¢ergevesinde pek ¢ok destansi ve efsanevi anlati olusmustur. Sozlii
kiiltiirlin halk arasinda en yaygin anlatilarindan olan Hz. Ali Cenknamelerinde yer alan bazi nesne
ve varliklar Islam mitolojisi icerisinde sembolik bir anlama biiriinmiistiir. Bunlardan biri de Hz.
Ali’nin at1 Dildiil’diir. Bu anlatilara gore Diildiil, kirk giinliik yolu bir giinde alir. Kirk giin yemeden
icmeden durabilir. Kuvveti de hi¢ eksilmez. Segirtmekten yorulmaz ve usanmaz. Sahibini koyup
gitmez. Ali cagirdiginda her zaman yaninda bulunur, nereye gitmesi gerekiyorsa oraya gider. Ustiine
de Ali’den baskasini bindirmez (Toprak, 2016, s. 47).

Hz. Ali’nin katildig1 gazalarin pek ¢ogunda yer alan at1 Diildiil, Ayse Sevim’in Ejderhalar
Zamani romaninin fantastik kurgusu icerisinde olaganiistii birtakim 6zelliklere sahip olan bir roman
kahramani1 konumundadir. “At sanki gokten diigmiistii.” ifadesi ise atin uhrevi olanla desteklenen
olagantistii 6zelliklerini anigtiran bir sdylemdir. Romanin heniiz baginda, Saban’in gegmise yaptig
yolculuga eslik eden bu at romanda yiiceltilerek tasvir edilir: “Hayvanin parlak derisi gozlerini
kamastirmisti. Parmaklarini onun yelesinde gezdirince ister istemez giilimsemeye basladi. At sanki
gokten diismiisti” (Sevim, 2021, s. 14).

At geleneksel Tiirk anlatilarinda da 6nemli bir figiirdiir. Cogunlukla en zor anlarinda
kahramanin yanindaki en biiyiik destekgisidir. Tiirk destanlarinda at arketipi, kahramanin yigitlik ve
cesaretini gosteren bir metafordur. At binmek, kilic kusanmak gerekli yetkinlige ulagsmaktir. Atlar
kimi zaman olaganiistii giigleri sayesinde kahramanin zafere ulagsmasini saglar. Bu nedenle at,
“Tiirk’in kanad1” olarak tasvir edilir (Yonar, 2011, s.153). Ayse Sevim’in Ejderhalar Zaman
romaninin, geleneksel anlatilardaki Tirk kiltiiriine ait kodlarla olan iligkisi de goz Oniinde
bulunduruldugunda, ana kahraman Saban’in atim1 dini-tarihi mitolojik bir varlik olarak da
degerlendirmek miimkiindjir.

Bir metafor olarak at, Yoniz romaninda Baharat ismiyle karsimiza ¢ikar. islam mitolojisini
besleyen geleneksel anlatilardaki at arketipine uygun bir kurgusal anlatimla Baharat kahramanin yol
arkadasi, destekeisi ve kilavuzudur. Zalim Kral Abus’un zulmiine kars1 miicadele etmek i¢in segilen
Yunus, Baharat’in sirtinda nereye gidecegini bilmeden yola ¢ikar. Oysa, “Baharat nereye gidecegini
biliyor”dur (Cosar, 2019b, s. 7). Romanda, kadim Kitap’ta gelecegi miijdelenen kahramanin
yiiziindeki dogum lekesi bilge karakter Cekirge Kadin tarafindan silinirken benzer sekilde Baharat’a
da kina yakilir. Kahramanim kadim kitaplardaki alameti yiiziindeki dogum lekesiyken Baharat’in da
beyaz yelelerinin diismana karsi onu ele verebilecegi okura sezdirilir: Ya yeleleri ya bast (Cosar,
2019b, s. 16). Bu alegorik anlatim, olaganiistii gii¢lerle desteklenen kahraman tipolojisindeki at
figiirti gibi kahramani destekleyen bir imge olarak kutsalla iligkisini gosterir. Baharat roman boyunca
kahramanin duygularina benzer duygular hisseder. Kral Abus tarafindan atese atilan Yunus’un
kardesi Ayse’yi goriince gozyaslari doken Baharat, onun yasadigini gériince de sevincinden saha
kalkar (Cosar, 2019b, s. 37)

www.turkishstudies.net/language



5174 Melek Demirdogen - Ayse Farsakoglu Eroglu

Islam mitologyasindaki at motifini besleyen bir diger at, Hz. Muhammed’in miraca
yiikseldigi Burak’tir. Cebrail’in de istirak ettigi bu gece yolculugunun, hadis kaynaklarinda, Burak
adi1 verilen bir binekle gerceklestigi soylenir. Burak, hadislerde beyaz renkli, son derece siiratli, iki
kanatli olarak tasvir edilir. Rivayetlere gére Cebrail Mescid-i Aksa’ya geldiginde Burak’tan inmis,
Hz. Muhammed ise burada diger peygamberlere namaz kildirmistir (Oz, 1997, s. 417). Burak,
Miihiirdar romaninda Mira¢ hadisesine dair atifta bulunan konulardan biridir. Bu igerikte Burak,
Islam tarihi kaynaklarindaki bilgilere paralel 6zelliklerdedir. Romanda yazar, Burak’1 tarif etmek
icin “kanatli at” tabirinin gectigi, peygamberimizin bir hadisine bagvurur. Nitekim devam eden
climlelerde yazar, mira¢ hadisesinin giinlimiiz kosullar1 ile miimkiin olabilecegini ima eden birtakim
tesbihlerle, cocuk okurun zihninde hadisenin olabilirligine dair iz birakir:

“O donemin insanlar1 attan ve deveden baska bir sey bilmiyorlar ki. Peygamberimiz bu
yilizden Burak’ini tarif etmek icin dyle sdylemis olabilir, dedi Mahir emin bir tavirla” (Cesar, 2020,
s. 142).

Islam mitologyasindaki at motifini besleyen bir diger at motifi Hz. Siileyman’in atidr.
Kur’an’da Sad suresinde Hz. Siileyman’in at sevgisinden bahsedilir (88/32). Fakat bu atlarin
ozelliklerine dair herhangi bir ayrint1 yer almaz. Geleneksel sdylence kiiltiirii icerisinde ise Hz.
Siileyman’in yiizlerce kanatli atinin olduguna dair anlatilara rastlamak miimkiindiir (And, 2023, s.
174). Aynali Baba ile Raci romaninda bu anlatilarla benzer 6zellikler gdsteren bir at vardir. Raci’nin
[ranl1 bir savasciya doniistiigii Aydmlik m1? Karanlik m1? hikayesinde bindigi kanatli at onu kursuni
bir daga ¢ikarir. Atin kanatl olmasinin yaninda goge yiikselmesi de geleneksel anlatilardan beslenen
kutsalla iliskisine dair bir imgedir:

“Karanligin i¢inden ugup gelen beyaz kanatl bir at yanimda durdu. Kimse bir sey demese
de bu ata bindim ve at bir yerden emir almis gibi hizla goge yiikseldi. Kursuni bir daga dogru
ucuyorduk.” (Harmanci, 2021, s. 31)

2.6. Ejderha

Ejderha Fars mitolojisinde ejder, Arapca’da ise tinnin veya so’ban: biiyiik yilan anlamlarina
gelir. Mitolojik anlatilarda ejderha biiyiik bir timsah goriiniimiinde, yiizli ata benzeyen, iki kanatli,
agzindan ates piskiirten, yeralti hazinelerinin koruyucusu olduguna inanilan efsanevi yaratiktir.
Ejderha miti etrafinda ¢ok fazla inanis gelismistir. Bu anlatilarin ¢ogunda ejderha, kotiiliik
simgesidir. Halk arsinda ejderha yliregi yenilmesinin insana gii¢ ve cesaret verdigine inanilir. Ejderha
derisi asiklarin bedenine sarildiginda, ask hastaligindan kurtulurlar. inanisa gore ejderhalar genellikle
hazineleri beklerler (Yildirim, 2006, s. 274).

Ejderha, dini-sifahi anlatilarda sik¢a karsimiza g¢ikan mitolojik yaratiklardan biridir. Bu
anlatilarda ejderha, mitik anlatilara paralel bir metafor olarak, cogu zaman kahramanin amansiz
miicadeleler verdigi bir diismandir. Ejderha iman karsisinda kiifiir, miimin karsisinda kafir ve nefs,
iyilik ve adalet karsisinda fena ve kaosu simgeler:

“Ejderha insanin i¢indedir. Icindeki kotiiliiktiir, bencilliktir, kibirdir, kiskangliktir, 6fkedir.
Onunla savagirsan onu yenersin. Savasmazsan ejderhan biiyiir. Onu 6ldiirmen gerekir.”(Sevim, 2016,
s. 104)

Ejderha arketipi Islam mitolojisinde, dini diisiince sistemindeki kiifrii ve kotiiliigii
simgeleyen seytan motifine karsilik gelir. Hz. Adem ve Havva’nin cennetten kovulusunu tasvir eden
minyatiirlerde seytanin yilan ya da ejderha bi¢iminde tecsim edilmis olmasi da bunun bir
gostergesidir (And, 2023, s. 323) Cogu mitolojik anlatida ejderha ve atesin bir arada yer almasinin
sebeplerinden biri de bu dini anlatinin olusturdugu bakis agisidir.

Ejderha arketipi, tasvir edilen fiziksel Ozellikleriyle de farkli temsiller tasir. Hz. Ali
Cenknamelerinde tasvir edilen ejderha, yedi baslidir. Her basinda otuz iki disi vardir, dyle ki her giin
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elli deve yiyerek beslenir (Kozan & Bilgili, 2013, s. 481). Ejderhanin giicii ve kuvvetini gésteren bu
Cenknameler 6zelinde diislindiigiimiizde ejderha ile miicadelesi, Ali’nin yigitlik ve secaatinin
biiyiikliigiiniin temsilidir. Ejderhanm Islam mitolojisine gére bir tiir seytan arketipi oldugu
disiiniildiigiinde ise nefisle miicadelenin ne denli gii¢ oldugunun, bunu basarmaninsa yiice bir
kahramanlik oldugunun sifahi metinlerdeki alegorik bir anlatimidir. Diinya nimetlerinin giizelligi ve
cazibesi karsisinda ahiret nimetlerini arzu etmenin ve bu yonde bir hayat manifestosu olusturmanin
son derece gli¢ oldugunun bir temsili anlatimidir.

Ayse Sevim’in Ejderhalar Zamani romaninda Saban’a verilen Oguz Kagan’in 6ldiirdigi
ejderha derisi, parlak tiiylere ve rengarenk pullara sahiptir. Etrafa sacilmis gokkusagi gibi goz alict
bir goriintiisii vardir (Sevim, 2021, s. 64) Ejderhanin derisinde tasvir edilen giizellik, esasen diinyanin
cekiciligi ve albenisidir. Diinyanin giizelligi ve cekiciligine ise nefsin arzu ve isteklerine boyun
egmeyerek karsi konulabilir. Gergek giizellik ve mutluluk ancak kisinin varolus amacini fark
etmesiyle goriilebilir. Eserde Oguz Kagan ve Hz. Ali gibi ejderhalarini yenen kisilerin bunu iman ve
iyilik istikametinde bir yasam siirerek basardiklar1 vurgulanir:

“Oguz Kagan bu ejderhay1 okla o6ldiirmedi. Iyi bir insan olmaya calisarak onu alt
etti.”(Sevim, 2016, s. 104)

Fantastik ¢ocuk metinlerinde kurulan diigsel ger¢ceklik evreninde iyi-kotii, reel-irreel, hayal-
hakikat, fizik-metafizik kavramlari ¢ogu zaman ¢atigma halindedir. Sevim’in Ejderhalar Zamani
romaninda da benzer sekilde Islam akidesine dair baz1 kavramlarin diyalektik iliskisine yer verilir.
Romanda kurulan fantastik evrende diinya-ahiret, cennet-cehennem, iyilik-kotiiliik, melek-seytan
miicadelelerinin temsili anlatimlarma rastlanir. Romanda iman karsisinda kiifrii ve nefsin arzu,
isteklerine boyun egmeyi temsil eden ejderha atesle ve kozlerle beslenir. Atese giren yilanlar biiyiir,
daha parlak ve daha goz alici bir renk alirlar. Seytan1 ve nefsi temsil eden ejderhay: biiyiiten ates
beseriyeti temsil eden Saban i¢in, onu dldiiremezse, yakici ve dliimciildiir. iman zirhina biiriinebilen,
nefsin arzu ve isteklerini varolus amacina uygun bir bigime doniistiirebilen, iyilik ve adaleti kendisine
meleke edinen insan ise seytanin karsisindaki melek temsilidir; yani ejderhasini yenmistir. O zaman
seytani biiyliten ates insani yakmaz, onun icin ates serin ve selamet olur. Seytan temsili olan
ejderhanin gelisip giiglendigi koz ise cehennemdir. Cehennemden kurtulmak cennete varmaktir.
Ancak 0lii bir ejderha derisi insan1 k6z ve atesten korur. Yani cennete ulastirir: “Vahsi bir ejderha
insam goge ulastiramaz.”’(Sevim, 2016, s. 109)

Aynali Baba ile Raci kitabinda ejderha motifi bir roman karakteri olarak karsimiza ¢ikar.
Eserde “Ejderha Olan Geng Kiz” baglikli dykiide Hint padisahinin {ilkesine musallat olan bir ejderha
vardir. Ejderha her yedi yilda bir gelerek {ilke halkina “Bu kervan nereye gider?”” sorusunu sorar.
Sorusuna cevap alamayan ejderha yedi geng kiz ve delikanliy1 yanina alarak onlar1 yer (Harmanct,
2021, s. 63-65). Bu hikdyede de Ejderhalar Zamani romaninda oldugu gibi “ejderhani egitmek”
metaforunun dne ¢iktigini sdyleyebiliriz. Islam mitologyasina yanstyan seytan-ejderha anlatilarinm
bir yansimasi olarak ejderha, ilahi hakikati duyuran bir soru ile egitilmekte ve insana, dogru
istikameti gosteren bir metafor olarak romanda yer almaktadir.

2.7. Fil

Gozyas1 Vampirleri romaninda, fantastik bir 6ge olarak yer alan mitolojik motiflerden biri
de fildir. Romanda fil, tiimilyle olumsuzlanan bir imge olarak kullanilir. Baz1 karakterlerin binek
olarak fili tercih etmeleri, fillere duyduklari yakinlik, bu karakterlerin olumsuzlanan kisilik
Ozellikleri hakkinda, okur bilingaltina birtakim mesajlar gonderir. Filin fantastik kodlar icerisinde
tasidig1 bu imgesel anlam, kaynag itibariyle islam dininin ana kaynaklarindan beslenir. Kur’an-1
Kerim’deki Fil suresinde, fil ordusunun komutani1 Ebrehe’nin Kabe’yi yikma girigimi anlatilir (Fil,
105/1-5). Sure igerisinde filler Ebrehe’nin iktidar ve giiciinii temsil eden bir anlam tasir (Komisyon,
2007/V, s. 688). Romanda ise Girdkuh hiikiimdarinin kizi, sihir ve biiyii konusunda son derece mabhir,
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kotii kalpli Prenses Diis’lin binek olarak devasa filleri tercih etmesi benzer bir anlam 6rgiisiinii
cagristirir. Romanda filin karsit karakteri “at”tir. At, olumlanan karakterlerin sevgi besledigi ya da
binek olarak tercih ettigi hayvandir. Fil ise olumsuz karakterlerin binegi ya da ehlilestirdigi
hayvandir. At uhrevi olani ¢agristiran sembolik anlamlar tagirken fil ise seytani ya da nefsani olanm
cagristiran bir takim sembolik ¢agrisimlar yapar. Ata binmek hidayete varan bir yolculugun alegorik
bir izahiyken fille yapilan yolculuklar nefsin arzu ve isteklerinin pesinden siirdiiriilen yolculugun
imgesel bir dilidir.

Kayip Isimler Kralligi serisinin kahraman1 Yunus, at sirtinda geldigi satoda, fillere binmeye
alismakta zorlansa da bir siire sonra i¢inde bulundugu duruma alisir. Oyle ki zorlu yolculuklarda
yaninda olan, iistlendigi gorevde en biiyiik destekeilerinden biri olan at1 Baharat’in yoklugunun dahi
farkina varamaz hale gelir. Yunus’un fillerle temsil edilen bu ihtisaml1 yasama uyum saglamasi kendi
benlik bilincine dair birtakim bilgilerin de kaybolmasi demektir. Bu yoniiyle fantastik cocuk
romanlarinda fil, iktidardan ve zenginlikten kaynaklanan giig, ihtiras ve hirsi temsil eden bir metafora
doniisiir. (Cosar, 2019a, s. 58). Romanin sonunda Yunus, Isimler Kitabi’n1 hatirlayinca etrafinda olan
bitenin de farkina varir. Prenses Diis basta olmak iizere, satodaki ihtisamli goriintiiniin arkasindaki
kotiiliigii gormeye baglar. Bunun iizerine Gozyas1 Vampirlerinin yasadigi goliin tilsimimi bozan
Yunus, bir anlamda fillerin temsil ettigi gii¢, iktidar ve gosterise galip gelir. Bu durum Kur’ani
baglamda Kébe’nin sahibinin kuslarinin, devasa filleri yenik ekin yapragi gibi yapmasinin alegorik
anlatimidir. Boylece Kur’an’in bu tarihi hadiseye yaklasimi Gézyas: Vampirleri romanmin da
izlekleri arasina taginmis olur.

2.8. Kurt

Tirk kiiltiriine ait kozmogonik mitlerin temel motiflerinden biri kurttur. Oguz Kagan,
Ergenekon gibi destanlardaki temsillerine atfen kurt, Tiirklerin atas1 olarak kabul edilir. Kurdun akail,
giic, rehber, savasci gibi 6zelliklerinden dolayr Tiirk kimliginin karakteristik 6zelliklerini yansittig
disiiniiliir. Esasen kurt, din mitolojik bir motif degil, Tiirk kiiltiirinii temsil eden milli bir motiftir
(Ogel, 1993, s 40-43).

Islam mitolojisine dair kaynaklarda kurt motifine Hz. Yusuf kissasinda rastlamr. Hz. Yusuf’u
kuyuya atan kardesleri babalarina “Kurt yedi” diyerek yalan soylerler (Yusuf Suresi 12/17). Oysa
her seyin planlandigi/gorildigi gibi olmadigi zamanla ortaya g¢ikar. Yéniz romaninda da sehir
halkinin ormandaki kurdu canavar olarak bilmesi kissadaki pozisyonuna uygun bir kurgudur.
Romandaki secilmis kahraman Yunus, halkin canavar olarak bildigi kurda ormanda rastlar.
Canavardan korunmak i¢in asasini ona dogrultur. Ne var ki Yunus’u koruma gorevi olan tilsimli asa
tutugsmaz. Clinkii o canavar degil, “Canivar”dir. Ormanin tilsimli sirrinin sahibidir.

Kay1p Isimler Krallig1 serisinin ikinci kitabi olan Islik ve Tuzak romaninda kurt, dogrudan
kutsalla iliskilendirilir. Kurt Canivar, dini bir motif olarak roman kurgusu igerisindeki yerini alir.
Canivar gifali ormanin sirrini lizerinde tasir: O gece kimsenin géziine uyku girmedi. Ormanin ruhu
dedikleri bilge kurt Canmivar hdld ortalikta goriinmiiyordu (Cosar, 2018, s. 6). Canivar’n lizerinde
tasidigina inanilan ormanin tilsimli sirri, roman kurgusu igerisinde degerlendirildiginde ismini
hatirlayan insanlarin yasadigi, biitiiniiyle kutsalin sirayet ettigi giivenli bir atmosferdir. Ormanin
sirinin kayboldugu bir yasamsa romanda dogrudan karanlikla iliskilendirilir: “Canivar adimint digar
atar atmaz tuhaf bir sey oldu. Krallik bir anda karanliga gomiildii (Cosar, 2018, s. 98).” Bu yoniiyle
Canivar’in sirrin, dini tasavvufi bir imge degerlendirmek miimkiindiir. Oyle ki romanin seytani
karakteri olan ilahlik iddiasindaki Kral Abus, orman halkini ele geg¢irmek i¢in 6nce kurt Canivar’
ele gecirmelidir (Cosar, 2018, s. 81). Kurt Canivar’in romandaki kutsalla iligkisini ortaya koyan
Ozelliklerinden biri de ona atfedilen olaganiistii bir takim Tanrisal 6zelliklerdir. Romandaki baz1
insanlar, gozleri gordiigii halde hakikati gdremezken kurt Canivar karanlikta dahi gorebilen gozlere
sahiptir: Canivar’in karanlikta gériiyor olmasi islerini olduk¢a kolaylastirdi.(Cosar, 2018, s. 99)
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2.9. Miihiir/ Siileyman’in miihrii

Islam mitolojisi icerisinde, olaganiistii giiclere sahip oldugu diisiiniilen mitolojik nesnelerden
birisi de Hz. Siileyman’a ait yiiziiktiir. Rivayete gore Hz. Siileyman’in yiizligli, cennetten Ridvan
meleginin bir hediyesi olarak kendisine sunulmustur. Bagka bir rivayete goreyse bu ylizilk Havva
tarafindan cennetten ¢ikarilmis ve miras yoluyla Hz. Siilleyman’a geg¢mistir. Yiiziigiin kasinda
Allah’m en biiylik ismi olan ism-i azam yazilidir (Yildirim, 2006, s. 647).

Hz. Siileyman’in yiiziigii ayn1 zamanda miihriidiir. Bu miihiir/yiiziik mitolojik anlatilarda
cogu zaman adalet, giic ve iktidar1 temsil eder. “Miihiir kimdeyse Siileyman odur.” atasdziiniin
cagrigimlart da bu temsili anlamlar1 destekler niteliktedir. Islam’in ana kaynaklarinda Hz.
Siileyman’in yiiziigiine dair dogrudan bir atif bulunmaz. Dogu edebiyat gelenegi igerisinde yiiziik,
Hz. Siileyman’in hiikiimranligini temsil eden bir anlama sahiptir. Dini gelenek icerisinde bu temsili
anlam1 destekleyen pek ¢ok tarihi anlati mevcuttur. Bunlardan biri Hz. Siileyman’in miihriiniin
seytan tarafindan ¢alinmasi hadisesidir. Rivayete gore Hz. Siileyman’ yiiziigii Sahr adindaki seytan
tarafindan ¢alinir. Yiiz{igii olmayan Siileyman kirk giin boyunca tahtina oturamaz. Bir deniz kiyisina
gider, balikeilik yaparak kirk giin boyunca kazandiklarinin karsiliginda elde ettigi balikla karnim
doyurur. Seytan yiiziigli denize atar. Sileyman’in tuttugu baliklardan biri yiiziigli getirerek
Siileyman’a verir. Yiiziigii parmagina takan Siileyman yeniden tahtina oturur. Bir kayanin igine agtig1
oyuga seytani hapsederek agzini kapatir ve denize atar (And, 2023, s. 177).

Hz. Siilleyman’in miihrii, fantastik ¢cocuk romanlarndan biri olan Miihiirdar’da, harita
koruyucularinin bulmakla gorevlendirildikleri kutsal bir emanettir (Cesar, 2020: 34). Hz. Siileyman
Mescid-i Aksa’y1 insa ettikten sonra, pek ¢ok semavi din i¢in kutsal kabul edilen emanetler, buradaki
Siileyman Mabedinde muhafaza edilmistir. Roman kurgusu igerisinde, Mabet, Babil kral
Buhtunnasr tarafindan yikilmadan 6nce bu emanetler miihiirdar tayin edilerek koruma altina
alinmustir (Cesar, 2020, s. 43-44).

Rivayete gore Hz. Siilleyman bu yiiziikle cinler, seytanlar ve periler diinyasina hiikkmeder
(Yildirim, 2006, s. 647). Miihiirdar romaninda da koruyucular arasinda yiiziiglin buna benzer
ozelliklerinden bahsedilir. Koruyuculardan Nil, yiiziigiin kapagi agildiginda i¢inde beliren yazilarin
Hz. Siileyman’m sahip oldugu mucizelerin bilimsel formiilleri oldugunu sdyler. Seride buna benzer
bazi agiklamalarla yazar, mucizelerin teknolojik ve bilimsel birtakim gelismelere ilham olabilecegini
gostermek ister gibidir:

“-...Hakl1 olabilirsin. Bence Hz. Siileyman’in miihriiniin baska sirlar1 da var. Hocam
sOylerse, tabii biliyorsa ben de size soylerim.”(Cesar, 2020, s. 185)

2.10. Nur/Isik

Nur, Islam dini terminolojisindeki bagat kavramlardan biridir. Nur, Kur’an-1 Kerim’de hem
Kur’an’1n sifatlar1 hem de Yiice Allah’in zatini niteleyen sifatlarindan biri olarak gecer. O Allah ki
sizleri karanliktan aydinliga ¢ikarmak icin kuluna apagik ayetleri indirendir (Hadid Suresi, 57/9)
ayetiyle Kur’an bir nur olarak vasiflandirilmistir. Kur’an’da bu ismi tasiyan bir de sure bulunur. Nur,
neredeyse tiim dinlerin kadim anlatilarinda goksel olanla iligkilendirilen bir temsili anlama sahiptir.
Diialist yapiya sahip dinlerin ¢ogunda nur ve karanlik ¢atisma halindedir (Ritter, 2011, s. 36).
Fantastik ¢ocuk kitaplarinda da nur, 151k ya da aydmnlik ilahi olanla iligskilendirilerek olumlu
cagrisimlar yaparken karanlik ise kot ve seytani olani temsil eden bir metafordur.

Akil Ipleri romaninda, topluma iginde bulunduklar1 hatalari ve yanlislart gostererek
yasadiklari sikintilardan ¢ikis yolu bulmalarini saglamak igin gokyiiziinden nur esliginde bir sehit
iner. Romanda sehidin zuhur edis bi¢imi ve iistlendigi topluma yon verme misyonu, nur kavramim
dogrudan goksel olanla iligkilendirecek bir imgesel okumaya imkan saglar (Sevim, 2020a, s. 92).
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Yoniz romaninda “nur”un Kur’an’in vasiflarindan biri olarak kullanimina dair alegorik
anlatimlarindan birine rastlanir. Romanda zalim Kral Abus, insanlara iyiligi telkin eden kadim
Kitap’1 toplatip, yok eder. Kitaplarindan ve i¢indeki mesajlardan uzak kalan insanlarsa zamanla
bildikleri tiim isimleri unuturlar. Halki bu zuliimden kurtarmak i¢in se¢ilen kahraman Yunus, sarayin
karanlik zindanlarindan birinde bir Kitap bulur. Ya da Kitap, Yunus’u bulur. Zindanin onca toz ve
kiri icerisinde Kitap, tertemiz ve berrak kalabilmistir. Etrafa yaydigi 1sik ise halen canli ve
gizlenemeyecek kadar parlaktir. Kitap’in 1s1¢min gizlenemeyecek kadar parlak olmast Yunus ve
beraberindekileri endiselendirir. Bu kurgu, ilahi bir kitap olan Kur’an’in ayni zamanda ‘“nur”
olusunun alegorik bir sdylemidir: “Er ge¢ anlasilir disart ¢iktigi bu 1s1gin. ”(Cosar, 2019b, s. 63)

Aynali Baba ile Raci’de Anka’nin kanadinda alemleri seyre ¢ikan Raci, kendini bir 151k seli
igerisinde bulur. Raci 151k seli karsisinda yanmakta olan gézlerini agamaz. Isigin parlakligi Raci’nin
gozlerini alir. Anka’nin verdigi baz1 ilaglar1 gozlerine siirerek 1518a bakabildiginde ise meydanda
milyonlarca insan ve farkli yaratiklar goriir. Isigin aydinlatmasiyla ancak alemleri miisahede eder.
Kitaptaki bu kurgusal igerikte 151k, ylice Allah’1n nurunu temsil eden metaforik bir séylem derinligine
sahiptir (Harmanci, 2021, s. 31).

2.11. Tavus Kusu

Pek cok kiiltiire ait mitolojik anlatilarda yer alan tavus kusu, bir metafor olarak, diyalektik
okumaya acik bir anlama sahiptir. Tavus, mitsel anlatilarda genel olarak giizelligi ve asaleti ile temsil
edilir. Tavus kusu tiim renkleri iceren goz alic1 giizelliginden dolayi kibirli olusuyla iliskilendirilir.
islam mitolojisi igerisinde ise genellikle seytani vasiflara sahip olusuyla anilir. Ciinkii Hz. Adem ve
Havva’nin cennetten kovulusunu resmeden minyatiirlerin bazilarinda yilan yerine tavus kusu bulunur
(And, 2023, s. 96). Dolayisiyla yilana atfedilen seytani birtakim 6zellikler tavus kusuna da atfedilir.
Islam tasavvufunda ise tavusun, her rengi barindiran tiiylerinin cazibesi ile ilahi giizelligi yansittigina
inanilir. Tavus, gorenleri hayran birakan giizelligi sebebiyle cennet kusu olarak da bilinir (Ceylan,
2011, s. 184).

Islik ve Tuzak romaninda gegen Giilru isimli tavus kusu, Islam tasavvufunda tavus kusunun
temsil ettigi metaforik anlama uygun bir karakterdir. Giilru, neredeyse roman boyunca kahramanin
yanindadir ve onu ihtiyag duydugu hemen her konuda destekler. Yunus’un Giilru ile Gam
Vadisi’ndeki ilk kargilagmalari sirasinda duydugu tedirginlik, tavusun sesindeki Yunus’un
kulaklarin1 tirmalayan c¢irkinlik ise geleneksel anlatilarda seytanla iligkilendirilen tavus imgesinin
izlerinin romana yanstyan akisleridir (Cosar, 2018, s. 29).

Halk arasinda tavus kusunun onca giizelligine ragmen, ayaklar1 ve sesinin ¢irkinlestirildigi,
Tann tarafindan cezalandirildigina dair mitolojik anlatilar yaygindir. Bu anlatilarin merkezinde
tavusun kibirli olusu ve seytanla iligkilendirilen olumsuz 6zellikleri yer alir. Bu 6zellikleri dolayistyla
tavus kusu tasavvufta ayni zamanda nefis terbiyesi ile iliskilendirilir (Acgar, 2021, s. 441). Islik ve
Tuzak romaninda da tavusun sesinin ¢irkinlegsmesine dair bir anlatiya yer verilir. Romanda yer verilen
anlatinin merkezinde tavus kusunun kibirli olusu ya da seytani bir 6zellik olarak insanlar1 bastan
cikarmasi degil, kendine verilen sirr1 agiklamasi yer alir. Bu kurgusal igerik, sdylence kiiltiirii
icerisindeki geleneksel mitolojik veya efsanevi anlatilarin, tematik bir {islupla ¢ocuk edebiyatina
kazandirilmasinin 6zgiin bir 6rnegi olarak goriilebilir.

Efsaneye gore Giilru sifali ormanin en giizel kusudur. Ormandaki diger canlilar onu ¢ok
sever, glizel tliylerine zarar gelmesin, giizelligi bozulmasin diye koruyup kollarlar. Giilru’nun o
vakitler tipki tiiyleri gibi giizel de bir sesi vardir. Bazen sarki sdyler bazen Isimler Kitabi’ndan bir
seyler okur. O gagasini agtiginda ormanda aridan riizgara ne varsa susar, Giilru’yu dinler. Fakat bir
giin Giilru, gagasini gereksiz yere agar. Hi¢c olmadik bir anda, sifali orman ile ilgili bir sirri,
duymamas: gereken birine fisildar. Iste ne olduysa o giinden sonra olur. Giilru’nun tutamadig1 bu
sirra karsilik bir bedel 6demesi gerekiyordur. Onun i¢in ¢ok kiymetli olan bir seyi kaybedecektir.
Sesi Oyle cirkinlesir ki bir daha birakin onun sarki sdylemesini, gagasini agip iki laf etmesini bile
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kimse istemez olur. Giilru bu aciya daha fazla katlanamayip ormandan ayrilir. Gidip yerlestigi
tehlikeli vadide her giin o korkung sesi ile aglayip inlediginden, zamanla buraya Gam Vadisi denilir
(Cosar, 2018, s. 46-47).

Ormanda serinin kahramani1 Yunus’la karsilasan Giilru, onda birtakim olagantistiiliiklere
rastlar. Sesini kaybetmesine sebep olan hadisedeki hatasini telafi etmek ig¢in Yunus’un kutsal
yolculugunda ona eslik ederek yardim etmeyi teklif eder. Giilru'nun bu istekleri tasavvufl
literatlirdeki nefis terbiyesini anistirir: Seni birakamam, daha once kimsenin gecemedigi o kegi
yolundan gectin. Artik senin emrindeyim (Cosar, 2018, s. 44).

Tavus kusunun yillardir ah ettigi Gam Vadisi’ni birakarak Yunus’un pesinden gittigini goren
yilanin sézleri, bu yolculugunun metafizik anlamina dair, cocuk okurun zihninde de bir isaret birakir:

“Eger buralara geldiyse bunun bir anlami olmali.” dedi yilan. “Onu Gam Vadisi’nde ah
etmekten alikoyan, buralara getiren sebep ne acaba?(Cosar, 2018, s. 92)”

Giilru yolculuk boyunca Yunus’a yalniz rehberlik etmekle kalmaz. Sadece g6z alici ihtigami
ve azameti olan fiziksel Ozelliklerini degil zaman zaman zekasiyla da Yunus’un Kral’a karst
miicadelesini aktif olarak destekler. Romanin sonunda Giilru ve Yunus, ormanin ruhu olan Canivar’i
sarayin zindanindan kurtarmay1 basarir. Sifali orman halki, Canivar’in ormana girisiyle, eski huzurlu
giinlerine geri doner. Bu macerada iistlendigi rol, Giilru’ya sesini geri getirirken ¢ocuk okurun
zihninde de iyiligin ve giizelligin karsiliksiz kalmayacagina dair gii¢lii bir imge olusturur.

“Giilru’nun sesi degismis, bir selale siriltist gibi berraklagmisti. Sesim dedi Giilru. ‘Sesim
artik eskisi gibi. O korkung giinler sona erdi. Bundan sonra ne gelirse gelsin iiziilmem...” Cani ne
kadar yanarsa yansin asla agzin1 agmayacakti (Cosar, 2018, s. 107)”

2.12. Yilan

Yilan, pek ¢ok kiiltiire ait mitolojik anlatilarda yer alan miisterek motiflerden biridir.
Ozellikle kozmogonik mitlerde yilan, dliimii ve yeniden dirilmeyi temsil eder. Yilanin biyolojik
yapist boyle bir temsili okumaya olanak saglar. Islam mitolojisine dair gdrsel veya yazili anlatilarda
yilan 6nemli sembollerden biridir. Hz. Adem ve Havva’nin cennetten kovulusunu _gosteren
minyatiirlerin ¢ogunda yilana rastlanir. islami kaynaklarda cennetten kovulmasi igin Adem ve
Havva’yr kandiran seytandir. Tevrat’a gére ise aldatan yilandir (And, 2023, s. 93-94). Ozellikle
Islamiyet 6ncesi kaynaklarda seytan1 temsil eden yilan, zamanla Islami kaynaklarda da seytani,
kotiiliigli, kendini begenmisligi temsil eden olumsuz bir anlama biiriinmistiir. Fantastik ¢ocuk
metinlerinde ise yilan diialist bir anlama sahiptir. lyi-kétii, dost-diisman yilan temsilinin degisken
yapist icerisinde karsilik bulur. Yilan, mitolojik anlatilarda dliimsiizliik atfedilen hayvanlardan
biridir. Oliimsiiz olma istegi ve bu istegin yol actig1 dliimsiizliik arayisi bireyin mitolojik anlam
arayislart arasindadir (And, 2023, s. 88). Pek ¢ok ulusun mitolojik hafizasinda oliimsiizlik temi
onemli bir yer tutar. Bazi nesne ya da canlilara 6liimsiizliik atfedilmesinin arketipi olarak bu mitolojik
hafizanin olusturdugu bilingaltin1 gérmek miimkiindiir. Bu efsanevi anlatilardan biri Gilgamis
destanidir.

Zehirli Eller romaninda, romann baskahramani Saban’in ellerinin degdigi tiim bitkiler
kurur. Hikdye Anahtarcisi ile konusmasi sirasinda Saban ellerindeki zehrin, yasadigi ¢olde
karsilastig1 yilanlardan kendisine bulastigini soyler (Sevim, 2020b, s. 15). Ayni romanda Saban ve
arkadaslarinin girdikleri orman, dallar1 yilana doniisen ve etrafa zehrini salan agaglarla dolu zehirli
bir ormandir. Saban besmele ¢ekerek elleriyle agacin gévdesine dokunur. O sirada agacin dallari
birer yilana doniisiir. Parlak bedenleri ve catall1 dilleriyle agaglarin gévdelerinden yilanlar fiskirir.
Ciinkii genetigi ile oynanarak agaclara yilan zehri enjekte edilmistir. Oysa Saban, ylice yaraticinin
yarattig1 bigimdedir. Saban buradaki yilanlarin ¢6lde gordiigii yilanlardan farkli olduklarini, onlarin
Allah’n yarattig1 sekilde olduklari igin iyi ve zararsiz, bunlarin ise laboratuvarlarda iiretildigi i¢in
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zalim ve acimasiz oldugunu sdyler. Tekrar ellerini degdirmesiyle agaglarin dallar1 kuruyarak yerlere
dokiiliir. Boylece zehirli orman artik giivenli bir yerdir (Sevim, 2020b, s. 53) Romandaki bu kurgu,
fantastik romanlardaki yilan sembolizminin diialist yapisin1 gosteren bir drnektir. Ayni romanda
yilanlarin bir kismi1 kahramani destekleyen, olumlanan bir icerikle kurgulanirken bir kismi zehirli
olmasi sebebiyle dogrudan olumsuzlanan bir igerikle kurgulanir. Bu sdylem serinin sembolik yapisi
icerisinde, ilahi olanla iligkilendirilen nesne ve canlilarin olumlanmasindan kaynaklanan bir
karakteristik yapry1 isaret eder.

Kayip Isimler Kralligi serisinde de yilan, olumlanan bir karakterdir. Seride yilan salt
olumlanmakla kalmaz, kutsalla iliskilendirilebilecek baz1 olaganiistiiliikler de gosterir. Serinin Yoniz
romaninda ismini hatirlayan —ki bu roman boyunca Kitap’ta yer alan iyilige dair bir temsildir- sayili
kisilerden biri olan bilge karakter Cekirge Kadin’in Buz isimli yilani, goriintiisii yilan olsa da
gorebilen i¢in degildir (Cosar, 2019b, s. 9). Cekirge Kadin’in daima basucunda uyuyarak ona
teslimiyet gosteren yilan, esasen ilahi iradeye teslimiyet gdsteren bir pozisyondadir. Ismini
hatirladigi icin zalim Kral Abus tarafindan atese atilan Ayse’yi, yaninda bulunan yilan, yanmaktan
korur. Cekirge Kadin, “Dostum dedi kadin yilanin kulagina egilip. Bilirim ki senin zehrinde bile sifa
vardir. Atesi yanlis bir sey yapmaktan alikoy. Onu iyilige inandwr (Cosar, 2019b, s. 31).” diyerek
yilan1 odunlarin arasina birakir. Romanda atildig1 atesin Ayse i¢in serin ve selamet olmasini saglayan
yilandir. Bu kurgu igerisinde y1lanin teslimiyeti bir anlamda Ibrahimi bir teslimiyete denktir. Nitekim
atesten alian yilanin yarali derileri dokiilerek altindan piril piril parlayan yeni bir deri ¢ikar (Cosar,
2019b, s. 32-40) boylece yilan bir anlamda kutsalin alanina dahil olur. Cosar’in Kayip Isimler
Kralligi serisinde yer alan, bilge ve hikmet temsili bu yilan arketipi, Islamiyet 6ncesi dini
inaniglardan kaynaklanan, giiniimiiz halk inaniglarina yansiyan, olumsuz yilan arketipine bir tiir
itirazdir. Yazar romanin pek ¢ok yerinde yilanin degil, kotii insanlarin zehirli oldugu vurgusunu
tekrarlar. Bu da Tevrat veya diger dini kaynaklardan beslenen seytan veya diismanla iliskilendirilen
yilan arketipinin bir elestirisi durumundadir. Nitekim Kur’an’da yer alan ayetlerde yilan, Yiice Allah
tarafindan Musa’ya verilen mucizenin bir boyutunu isaret eder: Musa asasint yere atti. Bir de baktilar
ki apagik bir yilan! (Araf Suresi, 7/107)

Gerek Ayse Sevim gerekse Cosar’in fantastik serilerinde “Allah gereksiz bir sey
yaratmamustir.” vurgusu okuyucuya sik sik sezdirilir. lahi gii¢ ve irade, 6zii itibariyle iyi ve giizel
olant diler ve yaratir. Bu bakis agis1 Tanri-tabiat-insan iligkisinin de temelini teskil eder. Bu
nedenledir ki Yoniz romaninda yilanin zehri dahi sifadir. Romanda yilanin zehri, sifasi en miigkiil
hastaliklar iyilestirmek i¢in kullanilir. Asil zehrin ise insanlarin dillerinde ve kalplerinde tasidigi
kotiiltikler oldugu romanda birgok kez vurgulanir (Cosar, 2019b, s. 108).

Yoniz romaninin ilerleyen sayfalarinda yilanin temsil ettigi bilgeligin kapisi biraz daha
aralanir. Yilan, Cekirge Kadin’a esi Baba Yahya’nin hediyesidir. Baba Yahya, roman boyunca kadim
Kitap’1 okuyan, bilen, secilmis kisi olan Yunus’un gelecegi mustusuyla yasayan, bilge ve hikmet
timsali bir karakterdir. Baba Yahya zalim Kral Abus tarafindan zindana kapatilirken ayrilik i¢in
toplanmis bir demet ¢icek yerine karisinin eline bir yilan birakir. Esi zindanda oldugu siirece yilan
Cekirge Kadin’in hep yanindadir. Nihayet yillar sonra karsi karsiya geldiklerinde Cekirge Kadin’in
hatirladig1 sey ismidir: Ugmak. Ug¢mak’ti ismi, Cennet Kadin (Cosar, 2019b, s. 108-109). Cennet
Kadin’1n ellerindeki y1lansa okuyucuyu yeniden dini-mitolojik anlatilarin kiyisina tagir.

2.13. Ziilfikar

Ziilfikar, Hz. Ali’nin olaganiistii giiglere sahip iki uglu keskin kilicidir. Hz. Ali’nin efsanevi,
mitolojik sahsiyetinin anlatildig1 destansi anlatilarin kahramanlarindan biridir (Oz, 2013, s. 553).
Rivayete gore Hz. Peygamber, Bedir Savasi ganimetleri arasinda bulunan kilic1 bir siire kendisi
kullanir. Uhud Savasi oncesinde “La feta illa Ali, 14 seyfe illa Ziilfikar” (Ali’den bagka yigit,
Zilfikar’dan baska kilic yoktur.) diyerek kilict Hz. Ali’ye verir. Ziilfikar Hz. Ali’den sonra oglu
Hasan ve Hiiseyin’e, sonra da onlarin ¢ocuklarina gecer (Toprak, 2016, s. 25). Hz. Ali
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Cenknamelerinde Ziilfikar’in olaganiistii 6zellikleri sahibinin dilinden su sozlerle anlatilir: “Bu kilica
uza desem bes yliz kula¢ uzar. Ejder ol desem ejder olur. Ates ol desem ates olur cihani yakar
(Toprak, 2016, s. 46-47).”

Ejderhalar Zaman: romaninda Ziilfikar, cogu fantastik roman kahramaninin sahip oldugu
tilsimli nesnelerden biridir. Romanda Ziilfikar heniiz kahramanimiz dogmadan varligindan
bahsettirir. Ali dogmadan annesinin riiyasinda gordigii aslana doniisen kilig bir metafor olarak
Zilfikar’1 isaret eder. Hayber’in fethinden 6nce Hz. Muhammed kilic1 Ali’ye verir. Fetih sirasinda
Hz. Ali, Ziilfikar elinde diismanla ¢arpisir ve olaganiistii yigitlikler gdsterir. Ziilfikar romanda Ali’nin
diisman1 yenmesini saglayan bir objedir. Romanin kurgusal biitlinliigii igerisinde gergek ve en azili
diismanin kisinin kendi nefsi oldugu da dikkate alindiginda Ziilfikar nefisle miicadelede insanin
yardimcisi olan nefsinin isteklerine galebe calmasini saglayan bir metafordur. Hakiki kahraman
nefsini/ejderhasini yenendir. Ejderha da ancak son derece keskin bir kiligla yenilir. Yani giiglii bir
iman ve saglam bir irade ile kisi nefsini/iradesini yenebilir. Iki ucu keskin bir Ziilfikar’1 olanlar
nefsini yenebilecek bir iman ve iradeye sahiptir.

Sonug¢

Arastirmada fantastigin olaganiistii veya hayali olanin anlatimina imkan taniyan bir yazin
formu oldugu sonucuna varilmistir. Fantastigin olaganiistii ve hayali olanla iliskisi gercekle olan
iligkisinin de sorgulanmasini gerektirir. Fantastik, kurmacaya dayali bir anlati bigimi oldugundan
gorlinen gergeklikle mesafeli bir iligkisi oldugu disiiniilebilir. Ne var ki, hakikat salt goriinen
gerceklikle simirl degildir. Imge ve metaforlarla zenginlestirilen fantastik metinler, gériinen gercegin
ardindaki metafizik gercekligin sembolik dili olmustur. Son dénemde, edebiyatin hdkim anlatisi olan
fantastik, metafizik alemin de kurmaca bir evrende ¢ocuklara aktarilmasinin imkani haline gelmistir.

Mitler, modern bir edebi form olan fantastik yazinin beslendigi kok metinlerdendir. Mitler
ayn1 zamanda, fantastik eserlerdeki dini izleklerin de aketipal unsurlarini barindirirlar. Mit/mitoloji
denilince akla ilk olarak Roma mitolojisi gelmektedir. Oysa Dogu edebiyat gelenegi icerisinde Islam
mitolojisi kavramini diisiinmemizi gerektirecek oldukga hacimli bir malzeme vardir. Hayali ya da
efsanevi olanin anlatimima dayanan mitoloji kavram ile evrensel, ilahi bir hakikat olan islam’1 bir
araya getirmenin, ilk bakista teolojik baz1 problemlere yol acacagi diisiiniilebilir. Ne var ki, mitik
anlatilarin dini metinlerle olan benzerlikleri de goz ardi edilemez. Islam din ve diisiince tarihi
igerisindeki bazi sahsiyetlere ydnelik mitolojik anlatilar birer kiilliyat olusturacak boyuttadir. Oyle
ki bu sahsiyetlerin dini-tarihi sahsiyetleri ile mitolojik sahsiyetlerini birbirinden ayirmak oldukca
giictiir. Bu tiir mitolojik anlatilar halk arasinda bu kisilere duyulan sevgiden kaynaklanir. islam’da
bir tiir resimleme teknigi olan minyatiirler de Islam mitolojisini kavramsal olarak diisiinmemize
imkan saglayacak pek ¢ok malzeme icermektedir. Islam mitolojisine ait anlatilar, Kur’an kissalarmin
yami sira Tiirk Islam edebiyat: icerisindeki kisas-1 enbiya, mendkibniame, cenkname gibi kadim
tiirlerden beslenir.

Bilhassa Kayip Isimler Kralligi serisinin Kur’an kisslarryla kurdugu imgesel bag dikkat
cekicidir. Eserde Kur’anda ismi gecen peygamberlere dair nesne ve figiirlerin olusturdugu
sembolizm ilk bakista dikkat ¢ekmektedir. Bu sembolizmi olusturan mitolojik figiirlerin arketipleri
ise Islam dini kaynaklar1 ve geleneksel anlatilardan beslenmektdir. Hikdye Anahtarcisi serisinin
kitaplar1 ise bilhassa Hz. Ali Cenknamelerinin kok metin islevi gordiigi fantastik cocuk romanlaridir.
Geleneksel dini halk anlatilar1 igerisinde hacimli bir yer tutan cenknameler, bu yazin pratigiyle
gliniimiiz ¢ocuk okurun dil ve anlam diinyasina kazandirilmistir. Esrdrndme ve Aynalt Baba ile Raci
romanlar1 ise tasavvufl halk inamislar1 ve anlatilan etrafinda kurgulanan bir tiir yeniden yazim
pratikleridir. Bu eserler, islam dini ana kaynaklarmdan beslenen mitolojik anlatilarin ¢ocuk
gorelestirilerek anlatildigi modern fantastik ¢ocuk romanlaridir.

Hz. Ali Cenknamelerinde yer alan nesne ve varliklar fantastik ¢cocuk romanlarmda tespit
edilen Islam mitolojisine dair figiirlerdendir. Hz. Ali’nin ati Diildiil bunlardan biridir. Ejderha,
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Zilfikar, sandik gibi mitolojik figiirler Hz. Ali’nin sahsiyeti etrafinda olusan destansi ve efsanevi
anlatilardan beslenen figiirlerdir. Miihiir, yilan, nur gibi mitolojik figiirlerin arketipal unsurlarini ise
genellikle Kur’an kissalar1 olusturmaktadir. Fantastik ¢ocuk romanlarinda, dini kaynaklardan
beslenen mitolojik figiirler ¢ogu zaman kahramanin bagarrya ulagsmasini saglayan fantastik birer
nesnedir. Din{ literatiire paralel ¢agrisimlara karsilik gelen birer metafordur. Kahramanin uhrevi bir
bicimde desteklendiginin imgesel dilidir. Genellikle, dini-tarihi bir karakterin, kahramanin gii¢ ve
cesaretini artirmak i¢in ona ihtiyaci olan seyleri sundugu gizemli bir nesnedir.

Bu arastirmada, son doénemdeki fantastik ¢ocuk romanlarinin, Islam din ve diisiince
sistemine dair bazi konular ¢ocuklara anlatmanin imkan1 olarak goriildiigii tespit edildi. Fantastik
yazinin olaganiistii ile iliskisinin, dini konularin kurmaca bir evrende islenmesini sagladigi;
fantastigin kurmaca ile iliskisinin ise bu dini izleklerin ¢ocuk okura ulasmasini kolaylastirdigi
kanaatine varildi. Bu durum, geleneksel dini-kiiltiirel birikimler olan Islam mitolojisine dair
anlatilarin, son dénem ¢ocuk romanlarinda islenmesinin gerekgelerinden biri olarak da goriilebilir.
Cogu, Islam diisiince ve tasavvuf geleneginden beslenen bu sozlii ve yazili kiilliyatin yeniden yazim,
uyarlama ya da metinlerarasiliklar yoluyla gliniimiiz ¢ocuk okurun dil, duygu ve diisiince diinyasina
kazandirilmaya calisildigr goriildi.
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