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Abstract: The animal style has occupied an important place in Turkish art since the earliest periods and has
been widely employed across various branches of art. Animal figures are particularly prevalent in halkar
ornamentation adorning the margins of illuminated manuscripts. These figures function not only as ornamental
elements in manuscript illumination but also as symbolic representations enriched with cultural narratives and
metaphorical meanings. In Turkish and Eastern art, animal combat scenes constitute significant visual motifs
representing concepts such as power, sovereignty, the struggle for survival, the sky—earth dichotomy, victory
and defeat, light and darkness, and good and evil. This study examines the manuscript Selections (Se¢meler),
preserved in the Bibliothéque nationale de France, authored by Amir Khusraw Dehlavi and copied by Malik
al-Daylami. The principal focus of the research is the lion—gazelle and crane—eagle combat scenes depicted in
the manuscript's halkdr ornamentations. In addition to the lion—gazelle and eagle—crane encounters, the gold-
illuminated manuscript contains numerous other animal combat scenes. By examining these scenes, the study
explores the metaphorical meanings attributed to the animal figures from a mythological perspective. Within
the mythological framework of these combat scenes, the lion symbolizes victory, superiority, strength, power,
and protection, while also representing divine authority and sovereignty. Furthermore, it is interpreted through
the symbolic triad of the sun, deity, and kingship. The gazelle, while associated with innocence, is also linked
to the earthly realm and functions as a metaphor for defeat, weakness, timidity, and vulnerability. The eagle is
depicted as a symbol of ancestral celestial power, might, exaltation, and sovereignty. The crane, in contrast,
symbolizes wisdom, authority, longevity, spiritual journey, and elegance. In the halkdr combat scenes
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examined in this study, the eagle and the lion are consistently portrayed as predators, whereas the crane and
the gazelle are represented as prey.

Keywords: Amir Khusrau Dehlavi, Book Arts, Animal Combat Depictions, Halkar [llumination, Animal
Symbolism.

Oz: Hayvan iislubu erken dénemlerden itibaren Tiirk sanatinda énemli bir yere sahip olmus ve farkli sanat
dallarinda yaygin bigimde kullanilmustir. Ozellikle el yazmasi eserlerin sayfa kenarlarim siisleyen halkar
bezemelerinde hayvan figiirleri yaygin olarak kullanilmaktadir. Bu figiirler yalnizca yazma eser tezyinatinda
kullanilan bir unsur olarak degil bu hayvan figiirlerine yiiklenen sembolik anlamlar ve anlatilar ile de karsimiza
¢itkmaktadir. Tiirk ve Dogu sanatinda hayvan miicadele sahneleri gii¢, hakimiyet, yasam miicadelesi, gok- yer,
zafer- yenilgi, aydinlik- karanlik ve iyilik- kotiiliik gibi kavramlari temsil eden 6nemli tasvirler arasinda yer
almistir. Bu arastirmada Fransa Milli Kiitiphanesi’nde (Bibliothéque Nationale de France) muhafaza edilen,
miiellifi Emir Hiisrev Dihlevi, miistensihi Malik al Daylami olan “Se¢meler” Divani ele alinmistir. Eserin
halkar tasarimlarinda yer alan aslan-ceylan ve turna-kartal hayvan miicadele sahnelerinin tasvirleri
aragtirmanin temel konusunu olugturmaktadir. Altin ile tezyin edilen yazma eserin halkar tasarimlarinda; aslan-
ceylan ve kartal-turna miicadelesi diginda bir¢ok hayvan miicadele sahnesi yer almaktadir. Yazma eserin halkar
tasarimlarindaki hayvan miicadele sahneleri betimlenerek, mitolojik agidan hayvan figiirlerinin tasidig
metaforik anlamlara yer verilmistir. Hayvan miicadele sahnelerinde mitolojik olarak aslan figiirii zafer,
Ustlinliik, giig, kuvvet ve koruyuculugu temsil etmekle beraber ilahi kudret ve hiikiimranlik ile de
Ozdeslesmistir. Ayrica giines-tanri-iktidar tiggeniyle anlamlandirilmaktadir. Ceylan figiirii ise masumiyet
semboliiyle biitiinlesmesinin yani sira yer unsuru ile iliskilendirilerek yenilgi, zayiflik, lirkek ve savunmasizligi
simgeleyen bir metafor olarak islendigi goriilmektedir. Kartal figiirii; goksel unsurlarla nitelendirilen ata giici,
kudret, yilicelik ve hakimiyet ile iliskilendirilen bir sembol olarak betimlenmektedir. Turna figiirii hikmet ve
hakimiyetin sembolii olmanin yani sira uzun 6miir, ruhani yolculuk ve zarafeti temsil etmektedir. Halkar
tasarimlarindaki ele aldigimiz miicadele sahnelerinde yer alan kartal ve aslan figiirii avci olarak betimlenirken
turna ve ceylan figiirleri ise av olarak tasvir edilmistir.

Anahtar Kelimeler: Emir Hiisrev Dihlevi, Kitap Sanatlari, Hayvan Miicadele Tasvirleri, Halkar Tezyinati,
Hayvan Sembolizmi.
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Structured Abstract:

Animal combat scenes are significant iconographic motifs in Turkish and Eastern artistic traditions,
appearing in various branches of art since the early periods and conveying rich symbolic and mythological
meanings. These scenes are not merely depictions reflecting predator-prey relationships; rather, they emerge
as symbolic representations expressing power, dominance, victory, defeat, and the struggle between opposing
forces. Although such depictions are encountered in various fields of art, they occupy a particularly prominent
place in the ornamentation of manuscripts. Animal figures depicted in manuscripts are regarded as significant
iconographic elements that convey the mythological narratives, belief systems, and symbolic values of societies
through a visual language. These animal figures are reflected in the depictions through the value systems of
the cultures to which they belong, and the meanings attributed to them.

The aim of this study is to identify the lion-gazelle and crane-eagle combat scenes depicted in the
manuscript entitled Selections (Segmeler), attributed to Amir Khusraw Dehlavi and registered under inventory
number Persan 245 at the National Library of France (Bibliothéque Nationale de France), and to examine the
symbolic and mythological meanings attributed to these animal figures from an iconographic perspective,
thereby revealing the metaphorical meanings of their depictions within Aalkdr illumination.

The existing literature indicates that studies addressing the symbolic and mythological aspects of
animal combat scenes in the halkdr illumination of manuscripts through a holistic approach are limited. In
particular, the insufficient number of studies examining the mythological meanings associated with the lion-
gazelle and crane-eagle figures and the visual forms of expression of these figures in the arts of the book
constitutes the starting point of this study. Furthermore, no studies specifically addressing combat depictions
in book arts, particularly those found in halkdr illumination, have been encountered. This research reveals the
symbolic and mythological layers of meaning associated with the figures represented in animal combat scenes
and proposes a model for interpreting their reflections in salkdr illumination.

This study is based on a descriptive survey design within the qualitative research framework. The data
were obtained from the digital database of the National Library of France. Document analysis of the library's
digital collection was conducted for data collection. The work Selections (Se¢meler), which contains combat
scenes, was identified and its general characteristics were examined. The animal combat scenes depicted in the
halkar illumination of the manuscript were then identified. Although numerous combat depictions involving
different animal figures were found in the manuscript, the study was limited to lion-gazelle and crane-eagle
combat scenes. The literature review focused on Amir Khusraw Dehlavi, mythology, animal symbolism, the
arts of the book, and iconography. The selected combat scenes in the manuscript were evaluated within the
framework of the mythological meanings of the figures, their visual arrangements in halkdr illumination, and
their metaphorical modes of expression.

According to the research findings, the manuscript consists of 43 folios and contains a total of 86 page
sides. The manuscript features pages arranged on backgrounds of various colors. When the distribution of
colours is evaluated on the basis of page sides, buff-coloured grounds were used on 20 page sides, salmon-
coloured grounds on 23, green-coloured grounds on 16, blue-coloured grounds on 14, and yellow-coloured
grounds on 7. In addition, blue marbled paper was used on 2 page sides. A total of 82 page surfaces with
identifiable background colors were recorded. Animal combat scenes involving 12 different pairs of animals
were identified on 38 folios (88.4%) of the manuscript. The lion-gazelle and crane-eagle combat depictions
that constitute the scope of this study appear on 22 folios (51.2%). Of these scenes, 19 (86.4%) are lion-gazelle
combat scenes and 3 (13.6%) are crane-eagle combat scenes. In addition, it was determined that some folios
contain more than one combat scene, resulting in a total of 56 combat scenes. Of these scenes, 20 (35.7%) are
lion-gazelle combats, 14 (25%) are tiger-gazelle combats, 5 (8.9%) are gazelle-eagle combats, and 5 (8.9%)
are crane-eagle combats. Fox-gazelle combats were identified in 4 examples (7.1%), while dragon-dragon
combats were identified in 2 examples (3.6%). Crane-crane, crane-fish, dragon-gazelle, dragon-lion, goose-
goose, and bear-tiger combats were each identified in 1 example (1.8%). The findings demonstrate that among
the animal combat scenes, lion-gazelle depictions are markedly dominant and constitute the principal recurring
iconographic arrangement in the manuscript.

In this study, the depictions of the animal combat scenes in Dehlavi's Selections (Se¢meler) were
examined from a mythological perspective. The eagle-crane and lion-gazelle depictions represented in the dual
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combat scenes of the halkar ornamentation were described together with the symbols and meanings attributed
to these figures and their visual representations in the compositions. Symbolically, the lion figure is associated
with meanings such as sovereignty, power, protection, victory, divine power, order, authority, and courage,
and emerges in combat scenes as the figure that hunts, prevails, and establishes dominance. The gazelle
represents the oppressed and defeated side through its graceful, vulnerable, helpless, and fearful characteristics.
The crane, with its physically fragile, delicate, and vulnerable nature, represents weakness in the face of the
eagle's superiority. At the same time, it is associated with wisdom and the essence of a sacred spiritual journey.
The eagle, on the other hand, represents sublimity as a powerful figure and the sovereign of the sky, emerging
as a metaphorical representation of power and sacredness through its establishment of dominance and
superiority in combat scenes.

This study contributes original data to the literature on the evaluation of the mythological, symbolic,
and iconographic meanings of animal combat scenes in the book arts. It also contributes to the interpretation
of figures in halkdr ornamentation not only through their visual characteristics but also within their cultural,
mythological, and symbolic contexts. A distinctive aspect of the study is its adoption of a holistic approach
that examines these combat depictions by integrating research findings with mythological and iconographic
analyses. The methodological framework of the study provides a model that can be applied not only to the
lion—gazelle and crane—eagle combat scenes discussed herein but also to the iconographic analysis of animal
combat scenes in manuscripts. Accordingly, this research serves as an example for comparative studies of
animal combat scenes in different manuscripts, investigations into the cross-cultural symbolic meanings of
these figures, and more comprehensive evaluations of animal iconography in the book arts.

Keywords: Amir Khusrau Dehlavi, Book Arts, Animal Combat Depictions, Halkar {llumination,
Animal Symbolism.
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Résumé Structuré:

Les scénes de combat animal constituent des motifs iconographiques majeurs dans les traditions
artistiques turques et orientales. Elles apparaissent dans divers domaines artistiques dés les périodes anciennes
et véhiculent des significations symboliques et mythologiques riches. Ces scénes ne se limitent pas a une simple
représentation des relations prédateur-proie ; elles émergent comme des représentations symboliques
exprimant la puissance, la domination, la victoire, la défaite et la lutte entre forces opposées. Bien que ces
représentations se rencontrent dans différents champs artistiques, elles occupent une place particuliérement
importante dans I’ornementation des manuscrits. Les figures animales représentées dans les manuscrits sont
considérées comme des éléments iconographiques essentiels, transmettant par un langage visuel les récits
mythologiques, les systémes de croyances et les valeurs symboliques des sociétés. Ces figures animales se
reflétent dans les représentations en fonction des systémes de valeurs des cultures auxquelles elles
appartiennent et des significations qui leur sont attribuées.

L’objectif de cette étude est d’identifier les scénes de combat lion-gazelle et grue-aigle figurant dans
le manuscrit intitulé Sélections (Se¢meler), attribué a Amir Khusraw Dehlavi et enregistré sous le numéro
d’inventaire Persan 245 a la Bibliothéque nationale de France, et d’examiner les significations symboliques et
mythologiques attribuées a ces figures animales dans une perspective iconographique, afin de révéler les
significations métaphoriques de leurs représentations dans I’illumination Aalkar.

La littérature existante montre que les études abordant les aspects symboliques et mythologiques des
scénes de combat animal dans I’illumination Zalkdr des manuscrits selon une approche holistique sont limitées.
En particulier, le nombre insuffisant d’études examinant les significations mythologiques associées aux figures
du lion-gazelle et de la grue-aigle, ainsi que leurs formes d’expression visuelle dans les arts du livre, constitue
le point de départ de cette recherche. De plus, aucune étude spécifique consacrée aux représentations de combat
dans les arts du livre, notamment celles présentes dans I’illumination Aalkdr, n’a été recensée. Cette recherche
met en lumiére les couches symboliques et mythologiques associées aux figures représentées dans les scénes
de combat animal et propose un mode¢le d’interprétation de leurs reflets dans I’illumination halkdr.

Cette étude repose sur un plan descriptif de type qualitatif. Les données ont été obtenues a partir de la
base numérique de la Bibliotheque nationale de France. Une analyse documentaire de la collection numérique
de la bibliothéque a été réalisée pour la collecte des données. Le manuscrit Sélections (Se¢meler), contenant
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des scénes de combat, a été identifié et ses caractéristiques générales ont été examinées. Les scénes de combat
animal représentées dans I’illumination halkdr du manuscrit ont ensuite été relevées. Bien que de nombreuses
représentations de combats impliquant différentes figures animales aient été observées, 1’étude s’est limitée
aux scenes lion-gazelle et grue-aigle. La revue de la littérature s’est concentrée sur Amir Khusraw Dehlavi, la
mythologie, la symbolique animale, les arts du livre et ’iconographie. Les scénes sélectionnées ont été évaluées
dans le cadre des significations mythologiques des figures, de leurs agencements visuels dans 1’illumination
halkar et de leurs modes métaphoriques d’expression.

Les résultats de la recherche montrent que le manuscrit se compose de 43 folios et contient un total
de 86 pages. Les pages présentent des fonds de couleurs variées : 20 pages sur fond couleur chamois, 23 sur
fond saumon, 16 sur fond vert, 14 sur fond bleu et 7 sur fond jaune. En outre, deux pages utilisent du papier
marbré bleu. Au total, 82 surfaces de pages avec des couleurs de fond identifiables ont été recensées. Des
scénes de combat animal impliquant 12 paires différentes d’animaux ont été identifiées sur 38 folios (88,4 %).
Les représentations lion-gazelle et grue-aigle, qui constituent le champ de cette étude, apparaissent sur 22 folios
(51,2 %). Parmi ces sceénes, 19 (86,4 %) sont des combats lion-gazelle et 3 (13,6 %) des combats grue-aigle.
De plus, certains folios contiennent plusieurs scenes, pour un total de 56 combats : 20 (35,7 %) combats lion-
gazelle, 14 (25 %) combats tigre-gazelle, 5 (8,9 %) combats gazelle-aigle, 5 (8,9 %) combats grue-aigle, 4 (7,1
%) combats renard-gazelle, 2 (3,6 %) combats dragon-dragon, et un exemple (1,8 %) pour chacun des combats
suivants : grue-grue, grue-poisson, dragon-gazelle, dragon-lion, oie-oie et ours-tigre. Les résultats montrent
que les représentations lion-gazelle dominent nettement et constituent I’agencement iconographique récurrent
principal du manuscrit.

Dans cette étude, les représentations des scénes de combat animal dans les Sélections de Dehlavi ont
été examinées d’un point de vue mythologique. Les représentations grue-aigle et lion-gazelle figurant dans les
scénes de combat duales de I’ornementation salkdr ont été décrites avec les symboles et significations attribués
a ces figures et leurs représentations visuelles dans les compositions. Symboliquement, le lion est associé a des
significations telles que la souveraineté, la puissance, la protection, la victoire, la force divine, 1’ordre, I’autorité
et le courage, et apparait dans les scénes de combat comme la figure qui chasse, triomphe et établit sa
domination. Le gazelle représente le c6té opprimé et vaincu par ses caractéristiques gracieuses, vulnérables,
impuissantes et craintives. La grue, par sa nature fragile et délicate, incarne la faiblesse face a la supériorité de
I’aigle, tout en étant associée a la sagesse et a ’essence d’un voyage spirituel sacré. L’aigle, quant a lui,
représente la sublimité en tant que figure puissante et souverain du ciel, apparaissant comme une métaphore de
la puissance et du sacré a travers sa domination et sa supériorité dans les scénes de combat.

Cette étude apporte des données originales a la littérature sur I’évaluation des significations
mythologiques, symboliques et iconographiques des scénes de combat animal dans les arts du livre. Elle
contribue également a I’interprétation des figures dans 1’ornementation halkdr non seulement par leurs
caractéristiques visuelles, mais aussi dans leurs contextes culturels, mythologiques et symboliques. L aspect
distinctif de I’étude réside dans son approche holistique qui examine ces représentations de combat en intégrant
les résultats de recherche aux analyses mythologiques et iconographiques. Le cadre méthodologique de I’étude
propose un modele applicable non seulement aux scénes lion-gazelle et grue-aigle abordées ici, mais aussi a
I’analyse iconographique des scénes de combat animal dans les manuscrits. Ainsi, cette recherche constitue un
exemple pour des études comparatives des scénes de combat animal dans différents manuscrits, des enquétes
sur les significations symboliques transculturelles de ces figures et des évaluations plus globales de
I’iconographie animale dans les arts du livre.

Mots-Clés: Amir Khusraw Dehlavi, Arts du livre, Représentations de combat animal, Illumination
halkdr, Symbolique animale.

Resumen Estructurado:

Las escenas de combate entre animales constituyen motivos iconograficos relevantes en las
tradiciones artisticas turcas y orientales, presentes en diversas manifestaciones artisticas desde épocas
tempranas y portadores de una rica significacion simbolica y mitologica. Estas escenas no son meras
representaciones de las relaciones entre depredadores y presas, sino que se configuran como expresiones
simbdlicas del poder, el dominio, la victoria, la derrota y la lucha entre fuerzas antagonicas. Aunque estas
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representaciones aparecen en distintos ambitos artisticos, ocupan un lugar especialmente destacado en la
ornamentacion de manuscritos. Las figuras animales representadas en ellos se consideran elementos
iconograficos significativos que transmiten, mediante un lenguaje visual, los relatos mitologicos, los sistemas
de creencias y los valores simbdlicos de las sociedades. Su representacion estd mediada por los sistemas de
valores de las culturas a las que pertenecen y por los significados que se les atribuyen.

El objetivo de este estudio es identificar las escenas de combate ledn—gacela y grulla—aguila
representadas en el manuscrito titulado Selecciones (Se¢meler), atribuido a Amir Khusraw Dehlavi y
conservado con la signatura Persan 245 en la Biblioteca Nacional de Francia (Bibliothéque nationale de
France), asi como examinar, desde una perspectiva iconografica, los significados simbolicos y mitologicos
atribuidos a estas figuras animales, con el fin de desvelar los sentidos metaforicos de sus representaciones en
la iluminacion halkdr.

La bibliografia existente indica que son escasos los estudios que abordan de manera integral los
aspectos simbolicos y mitologicos de las escenas de combate entre animales en la iluminacion halkdr de los
manuscritos. En particular, la insuficiencia de investigaciones sobre los significados mitoldgicos asociados a
las figuras del ledn y la gacela, asi como de la grulla y el 4guila, y sobre sus formas de expresion visual en las
artes del libro constituye el punto de partida de este estudio. Asimismo, no se han localizado estudios que
aborden especificamente las representaciones de combate en las artes del libro, en particular aquellas presentes
en la iluminacion halkdr. Esta investigacion pone de manifiesto los estratos de significacion simbdlica y
mitologica asociados a las figuras representadas en las escenas de combate entre animales y propone un modelo
para interpretar su plasmacion en la iluminacion halkdr.

El estudio adopta un disefio de investigacion descriptiva en el marco de un enfoque cualitativo. Los
datos se obtuvieron de la base de datos digital de la Biblioteca Nacional de Francia. Para su recopilacion, se
realizé un analisis documental de la coleccion digital de esta institucion. Se identifico la obra Selecciones
(Se¢meler), que contiene escenas de combate, y se examinaron sus caracteristicas generales. A continuacion,
se identificaron las escenas de combate entre animales representadas en la iluminacion halkdr del manuscrito.
Aunque se localizaron numerosas representaciones de combate protagonizadas por distintas figuras animales,
el estudio se circunscribié a las escenas ledon—gacela y grulla—aguila. La revision bibliografica se centré en
Amir Khusraw Dehlavi, la mitologia, el simbolismo animal, las artes del libro y la iconografia. Las escenas de
combate seleccionadas se analizaron atendiendo a los significados mitologicos de las figuras, su disposicion
visual en la iluminacion halkdr y sus modalidades de expresion metaforica.

Los resultados de la investigacion indican que el manuscrito consta de 43 folios, que suman un total
de 86 caras. Sus paginas presentan composiciones dispuestas sobre fondos de diversos colores. Al evaluar la
distribucion cromatica por caras de folio, se registraron fondos de color ante en 20 caras, de color salmén en
23, verdes en 16, azules en 14 y amarillos en 7. Asimismo, se utiliz6 papel marmoleado azul en 2 caras. En
total, se documentaron 82 superficies de pagina cuyo color de fondo pudo identificarse. Se localizaron escenas
de combate correspondientes a 12 parejas diferentes de animales en 38 folios del manuscrito (88,4 %). Las
representaciones de combate ledn—gacela y grulla—aguila que constituyen el objeto de este estudio aparecen en
22 folios (51,2 %). De estas escenas, 19 (86,4 %) corresponden a combates ledn—gacelay 3 (13,6 %) a combates
grulla—aguila. Ademas, se determiné que algunos folios contienen mas de una escena de combate, lo que eleva
el total a 56 escenas. De ellas, 20 (35,7 %) representan combates ledn—gacela; 14 (25 %), tigre—gacela; 5 (8,9
%), gacela—aguila; y 5 (8,9 %), grulla—aguila. Se identificaron 4 ejemplos de combate zorro—gacela (7,1 %) y
2 de combate dragon—dragoén (3,6 %). Los combates grulla—grulla, grulla—pez, dragon—gacela, dragon—leon,
ganso—ganso y oso—tigre se documentaron en un ejemplo cada uno (1,8 %). Los resultados muestran que las
representaciones ledn—gacela predominan claramente entre las escenas de combate entre animales y
constituyen el principal esquema iconografico recurrente del manuscrito.

En este estudio, las representaciones de escenas de combate entre animales en Selecciones (Se¢meler)
de Dehlavi se examinaron desde una perspectiva mitologica. Se describieron las representaciones aguila—grulla
y ledn—gacela presentes en las escenas de combate entre dos animales de la ornamentacion Aalkdr, junto con
los simbolos y significados atribuidos a estas figuras y su plasmacion visual en las composiciones. En el plano
simbolico, la figura del ledn se vincula con significados como la soberania, el poder, la proteccion, la victoria,
el poder divino, el orden, la autoridad y el valor, y aparece en las escenas de combate como la figura que caza,
vence e impone su dominio. La gacela representa a la parte oprimida y derrotada mediante sus atributos de
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gracia, vulnerabilidad, indefension y temor. La grulla, por su fragilidad fisica y su naturaleza delicada y
vulnerable, encarna la debilidad frente a la superioridad del 4guila. Al mismo tiempo, se asocia con la sabiduria
y con la esencia de un viaje espiritual sagrado. El aguila, por su parte, representa la sublimidad como figura
poderosa y soberana del cielo, y se configura como una representacion metaforica del poder y de lo sagrado al
imponer su dominio y superioridad en las escenas de combate.

Este estudio aporta datos originales a la bibliografia dedicada al andlisis de los significados
mitolégicos, simbdlicos e iconograficos de las escenas de combate entre animales en las artes del libro.
Asimismo, contribuye a interpretar las figuras de la ornamentacion halkdr no solo a partir de sus caracteristicas
visuales, sino también en sus contextos culturales, mitoldgicos y simboélicos. Un aspecto distintivo del estudio
es la adopcion de un enfoque integral que examina estas representaciones de combate mediante la articulacion
de los resultados de la investigacion con los analisis mitoldgicos e iconograficos. Su marco metodologico
proporciona un modelo aplicable tanto a las escenas de combate ledon—gacela y grulla—aguila aqui examinadas
como al andlisis iconografico de escenas de combate entre animales en manuscritos. En este sentido, la
investigacion constituye un referente para estudios comparativos de escenas de combate entre animales en
distintos manuscritos, para investigaciones sobre los significados simbdlicos de estas figuras en diferentes
culturas y para analisis mas amplios de la iconografia animal en las artes del libro.

Palabras clave: Amir Khusrau Dehlavi, artes del libro, representaciones de combate entre animales,
iluminacion halkdr, simbolismo animal.
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CrpykrypupoBanHoe Pe3iome:

CHEHLI JKMBOTHOI'O 0O0S SIBJISIIOTCS 3HAYMMBIMU I/IKOHOI‘pa(I)I/I‘IeCKI/IMI/I MOTUBaAMHU B TYPCHKHUX H
BOCTOYHBIX XYJIOXKECTBCHHBIX TpaJUulIUIX. Onu BCTPEYAIOTCA B PA3JIMYHBIX BHUJAaX HCKYCCTBA C PAaHHUX
TMEPUOa0B U HECYT OoraTble CUMBOJIMYECKHE U Mncbonornqecxne 3HAYEHUSA. ITH CICHBI HE ABJIAIOTCA MPOCTHIM
OTPpAKCHUEM OTHOIIICHU I XUHTHUK—KEPTBA; HAIIPOTUB, OHU BBICTYIIAOT KaK CUMBOJIMYCCKUEC PEIIPECICHTAINHU,
BBIP@XKAIOLINE CHITY, TOCIIOJICTBO, MOOETY, MOpaKeHne U OOPbOY MPOTHBOIOJIOKHBIX CHI. XOTs MOJOOHBIE
M300paKeHNsI BCTPEYAIOTCS B Pa3HBIX 00JIACTSAX HMCKYCCTBa, 0CO0OE MECTO OHHM 3aHHUMAIOT B OPHaMEHTAIMH
pykormceld. JKuBOTHBIE (GUryphl, H300paXEHHBIE B PYKONHUCAX, paccMaTpUBAIOTCAd KaK BaKHbBIC
MKOHOTpa(pUIeCKUe 3JIEMEHTHI, KOTOPhIE IOCPEICTBOM BH3YaIbHOTO S3bIKA IEPEAAOT MU(POIOTHIECKHE
HappaTHBBI, CHCTEMbI BEpOBAHHUI U CUMBOJIMYECKHE [IEHHOCTH O0IIECTB. DTH (PUTYPBI OTPa)KarOT [IEHHOCTHBIE
CHCTEMBI KyJIbTYP, K KOTOPBIM OHH IIPHHA/JIEXKAT, U 3HAYCHUS, IPUIIMCHIBAEMBIE HM.

Lens maHHOTO WCCIENOBAaHUS — BBISIBUTH CICHBI 0Osl JIbBAa C Ta3ellbl0 U XKYpaBlsd C OPJIOM,
n300paxEHHBIE B pYKONUCH «HM36pannoey (Se¢meler), npunuceiBaemorr Amupy XocpoBy JlexmaBu u
3apEeTrUCTPUPOBAHHON O] WHBEHTapHBIM HOMepoM Persan 245 B HamumonampHoit Ombnmoreke ®paHumu
(Bibliothéque Nationale de France), a Takke paccMOTPEeTh CHMBOJHYECKHE M MUGPOIOTHYECKUE 3HAUCHUS,
NPUIUCHIBACMBIC 3THM JKHBOTHBIM (HUrypaM C HKOHOTpadHUECKON TOYKH 3pEHHsI, PACKpbIBas
MeTahopUIeCKre CMBICIBI HX H300PAKCHUN B OPHAMEHTAIIUH XAJIKAD.

CymiectByromniasi TUTepaTypa MOKa3bIBaeT, YTO HMCCIENIOBAHUS, MOCBSIIEHHBIE CHUMBOJHYECKAM H
MHU(POJIOTHYSCKIM aCIIEKTaM CIICH KHBOTHOTO 0051 B OpPHAMEHTAIIMHU XAIKap PYKOITUCEH B IIETIOCTHOM TIOIXOIE,
OTrpaHUYEHBl. B YacTHOCTH, HEIOCTaTOYHOE KOJHYECTBO padOT, paccCMaTPUBAIOMIAX MHUQPOIOTHICCKHE
3Ha4YeHUs (QUTYp JbBa—Ta3eld U KypaBs—Opia, a TAK)Ke MX BU3yaJbHBIC (POPMBI BHIPAKCHHS B KHIKHOM
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HCKYCCTBE, CTaJl0 OTHPABHOW TOYKOH IaHHOTO HccienoBaHus. Kpome Toro, He 00HApYKEHO CIEIHMAIBHBIX
UCCIIEIOBaHNH, MOCBAIMEHHBIX HM300paXEHHsM 00s B KHIDKHOM HCKYCCTBE, OCOOCHHO B OpHAMEHTAaIHH
xanxkap. Hactosmee wnccienoBaHWE pPAcKphIBACT CHMBOJIMYECKHE W MH(OJIOTHIECKHE CIOM 3HAYCHHH,
CBSI3aHHBIX C (PUTypaMu B CIIEHaX >KUBOTHOTO 00, M MpeAaracT MOJENb HHTEPIPETAlNN UX OTPaKCHHUH B
OpPHAMEHTALUH XAIKAP.

HccnenoBanne OCHOBaHO Ha ONMCATEIbHOM IM3aiiHE B paMKaX KauecTBEHHOro moxaxona. JlaHHbIe
Obuti TosydeHsl U3 nugpoBoil 6a3pl HanwonanbHoi Oubmmorekn @pannuu. [ns cOopa naHHBIX ObUI
NpOBeAEH TOKyMEHTAIbHBIN aHaIU3 IM(POBO KoJuteKuK Oubanoreku. Pykonuce «H36pannoey (Se¢meler),
coJieprkamasi cueHsl 0osi, Obula MAEHTH(UIMPOBAHA M M3YYEHBI €€ oOliMe XapaKTepUCTUKHU. 3aTeM ObLIH
BBISIBJICHBI CIICHBI JXMBOTHOTO 0051, H300pa)XEHHBIE B OPHAMEHTALUH Xa1Kap. XOTs B PyKOIMCH BCTpEYaeTCs
MHOXXECTBO HM300pakeHHWl O0EB C ydacTHEM pa3IMYHBIX >KUBOTHBIX, HCCIIE[OBaHHE OBLIO OIpaHUYEHO
CIIeHaMH JIbBa—Ta3eiH M xKypasisi—opia. O030p auTepatypsl cocpenoTouniicst Ha Amupe Xocpose Jlexnasy,
MH(OJIOTHH, CHMBOJIMKE JXHBOTHBIX, KHIDKHOM HCKYCCTBE M HKOHOTpaduu. BriOpaHHBIE CLEHBI OBLIN
OLICHEHBI B paMKax MU(OJIOTHICCKHX 3HAUCHUI PUTyp, NX BU3yaJIbHBIX KOMIIO3UIINH B OpPHAMEHTALIUN XAJIKAD
U UX MeTaOpPUUECKUX CIIOCOOOB BBIPAKCHUSL.

CoryacHO pe3yibTaTaM HCCIIEIOBaHMA, PYKOIHCh COCTOMT n3 43 (hommo M comepxur Bcero 86
ctpanui. CTpaHUIIBI IMEIOT pa3IyHbIe IIBETOBBIC (POHBL: 20 CTpaHUIl — OXPHUCTHIE, 23 — IococeBkle, 16 —
3enénple, 14 — romyOwle, 7 — >k€nThle, a TakKe 2 CTpaHHWIBI HA CHHEH MpaMmopHOii Oymare. Bcero
3aduKCHpPOBaHO 82 CTpaHUIIBI C OMpeaeasieMbIMH 1[BeTaMu (QoHa. CIIeHBI KUBOTHOTO 00s ¢ ydactuem 12
pa3IMYHbIX Map )KUBOTHBIX ObUTH BhIsiBIIEHBI Ha 38 dommo (88,4%). M300pakeHns nbBa—Ta3elly 1 KypaBisi—
opJia, COCTaBIISIIOIINE NPEAMET JAaHHOTO HCCIieIoBaHusl, BcTpeuatoTes Ha 22 ¢onmo (51,2%). Cpean Hux 19
(86,4%) — cuens! npBa—Tasenu u 3 (13,6%) — xypasisi—opiaa. Kpome Toro, HekoTopsie (OIHO COACPIKAT
Oomee OJIHOM CIIEHBI, YTO B CyMMe COCTaBisieT 56 uzoopaxkenuit 6os: 20 (35,7%) — nbBa-razenu, 14 (25%)
— turpa-razent, 5 (8,9%) — razenu—opina, 5 (8,9%) — xypasusi—opina, 4 (7,1%) — nucei-razeny, 2 (3,6%)
— JIpaKOHa—IpaKoHa, ¥ 1o ogHOoMY nipumMepy (1,8%) st 60€B KypaBisI—Kypasis, XKypaBisi—pbIObL, JpaKOHa—
ras3ei, IpaKkoHa—JbBa, TyCA—TYyCsl U MEIBEII—TUrpa. Pe3ynbTaThl MOKa3bIBAIOT, YTO CPEIH CLIEH )KUBOTHOTO
6051 wn300pakeHWs JbBa-Ta3eld SBHO JOMHUHHPYIOT W COCTaBJISIIOT OCHOBHOM IOBTOPSIOIIMHCS
MKOHOTpa(UIeCKUl MOTHB PYKOITHCH.

B nmaHHOM mcClieoBaHMM CIIEHBI )KUBOTHOTO 00s1 B «/30pannom» JlexnaBn OBIIM PacCMOTPEHBI C
MU]OIIOrHYecKoil TOUKU 3peHHs. V300paxkeHHs >XKypaBiisi—opia U JibBa-Ta3eld B JBOMHBIX CIEHaX 00s
OpHaMCHTAllUU Xxankap 6BIJ'II/I OIMMCaHbl BMECTEC C CHUMBOJIaMU U 3HAYCHUAMU, MPUINHUCBIBAEMBIMHU J3THUM
¢urypaMm, W HX BH3YAIBHBIMH pENpe3eHTAlUsIMH B KoMmo3unuax. CumBoiauueckd Qurypa mbBa
accoluHUpyeTcs ¢ TaKUMM 3HAUSHHSMH, KaK CyBEpPEHHTET, CWJia, 3alluTa, nodena, 00XEeCTBEHHas BJIACTb,
MOpsAAOK, AaBTOPUTET MU MYXKECTBO, M BBICTYIIAET B CHCHAX 605[ KaK OXOTHHK, HO6C)I(}13IOLHHﬁ u
YCTaHaBJIMBAIOUINHA TOCIOACTBO. ['a3enb MpecTaBIsieT YTHETEHHYIO M MOOSKIEHHYIO CTOPOHY Onaromaps
CBOMM TpallMO3HBIM, YS3BUMBIM, OECIIOMOIIHBIM M OOS3NMMBBIM Xapakrepuctukam. JKypamib, oOnamas
(u3MUecKOil XPYNKOCTBIO M AEIMKATHOCTHIO, CHMBOJIM3UPYET CIA0OCTh IEpes IPEBOCXOJCTBOM Opiia, HO
OJTHOBPEMEHHO aCCOLMUPYETCSI C MYAPOCTBIO M CYIIHOCTBIO CBSIIEHHOTO JyXOBHOTO IyTH. Opén xe
NPE/ICTABIsIET BO3BBIICHHOCTh KaK MOTYIIECTBEHHass (GuUrypa W BIAacTHTeNb Hebec, BBICTyHas
MeTadOpHIecKUM 00pa3oM CHIIBI M CBATOCTH Y€pe3 yCTaHOBJICHHE TOCIOJACTBA U MPEBOCXOJCTBA B CLEHAX
60s1.

JlaHHOe McclieloBaHHe BHOCHT OPHTMHAIIBHBIN BKJIAN B JIMTEPATYPY 1O OILEHKE MU(POJIOTNYECKUX,
CHUMBOJHMYECKUX M MKOHOTpaHUeCKUX 3HAYEHUH CIIEH KUBOTHOIO 00S B KHIDKHOM HCKyccTBe. OHO Tarke
CHOCOOCTBYeT HHTEpHIpeTanud (Uryp B OpHAMEHTAlMM XaiKadp HE TOIBKO dYepe3 WX BU3yaJbHBIE
XapaKTePUCTHKH, HO W B KYJIBTYPHBIX, MHU(OIOTHIECKUX W CHMBOJIMYECKHX KOHTEKCTaX. OTIHIUTENbHON
0COOEHHOCTBIO HCCIICIOBAHMS SIBIISICTCS HPUHATHE LEIOCTHOTO MOJXO0Na, KOTOPBIM pacCcMaTpHBAET ITH
n300pakeHnst 005, MHTETpUPYS PE3yJIbTaThl HCCIENOBAHMS C MHQOJIOTMYECKHMM M HKOHOTpadUUECKUM
aHanmu3oM. MeTononoruieckas OCHOBA UCCIIEI0OBaHMs IpeAIaracT Moeib, IPUMEHUMYO HE TOJIBKO K CLIEHAM
JbBa-Ta3ely M KypaBisi—OpJia, HO U K MKOHOTpaMueCKOMY aHaJM3y CIEH XMBOTHOTO 00sS B PYKOIHCSX.
Takum 00pa3oM, JaHHOE HCCIICIOBAHUE CIYXHT NPUMEPOM JUIS CPaBHUTEIBHBIX HCCIEIOBaHUI CIECH
JKMBOTHOT'O 0051 B Pa3IMUHbBIX PYKOIHCSX, N3yUEHUS] MEXKYJIBTYPHBIX CHMBOJIMYECKUX 3HAYCHUH 3THX QUTYD
1 0oJIee KOMITJIEKCHBIX OLICHOK KUBOTHOM MKOHOTpa(uu B KHHKHOM HCKYCCTBE.
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KuaoueBbie CiioBa: Amup XocpoB [leximaBu, KHIDKHOE HCKYCCTBO, H300paKeHHS )KHBOTHOTO 005,
OpHAMEHTaLUs XaIKap, CAMBOJIMKA )KUBOTHBIX.
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Yapilandirilmis Ozet:

Hayvan miicadele sahneleri, Tiirk ve Dogu sanat geleneginde erken dénemlerden itibaren gesitli sanat
dallarinda yer alan, sembolik ve mitolojik anlamlar tasiyan onemli ikonografik anlatim unsurlaridir. Bu
sahneler yalnizca av-avci iligkisini yansitan betimlemeler degil; gii¢, hakimiyet, zafer, yenilgi ve karsit giicler
arasindaki miicadeleyi ifade eden sembolik anlatimlar olarak karsimiza ¢ikmaktadir. Bu tasvirler sanatin farkli
alanlarinda goriilmekle birlikte, 6zellikle yazma eser tezyinatinda genis bir yer tutmaktadir. Yazma eserlerde
yer alan hayvan figiirleri, toplumlarin mitolojik anlatilarini, inang sistemlerini ve sembolik degerlerini gorsel
bir dille aktaran onemli ikonografik 6geler olarak degerlendirilmektedir. Bu hayvan figiirleri ait olduklart
kiiltiiriin deger yapisini ve tasidig1 anlam unsurlari ile tasvirlere yansitilir.

Bu ¢aligmanin amaci Fransa Milli Kiitliphanesi’nde (Bibliothéque Nationale de France) Persan 245
envanter numarasiyla kayitlt olan, Emir Hiisrev Dihlevi’ye ait “Se¢meler” adli yazma eserde yer alan aslan-
ceylan ve turna-kartal miicadele sahnelerini tespit etmek; bu hayvan figiirlerine atfedilen sembolik ve mitolojik
anlamlar1 ikonografik acidan inceleyerek, figiirlerin halkar tezyinatindaki tasvirlerinin metaforik diizlemde
anlamlarini ortaya koymaktir.

Mevcut literatiirde yazma eserlerin halkdr tezyinatinda yer alan hayvan miicadele sahnelerinin
sembolik ve mitolojik yonlerini biitiinciil bir yaklagim ile ele alan ¢aligmalarin sinirli oldugu gériilmektedir.
Ozellikle aslan-ceylan ve turna-kartal figiirlerinin tasidigi mitolojik anlamlar ile bu figiirlerin kitap
sanatlarindaki gorsel anlatim bigimlerini ele alan ¢alismalarin yetersizligi bu c¢alismanin ¢ikis noktasini
olusturmaktadir. Ayrica kitap sanati uygulamalarinda, 6zellikle halkar tezyinatindaki miicadele tasvirlerine
yonelik aragtirmalara rastlanmamaktadir. Bu arastirma hayvan miicadele sahnelerinde yer alan figiirlerin
sembolik ve mitolojik anlam katmanlarin1 ortaya koymakta ve halkadr tezyinatina yansimalariin
yorumlanmasina yonelik bir model dnermektedir.

Calisma, nitel arastirma yontemi c¢ercevesinde betimsel tarama modeline dayanmaktadir.
Aragtirmanin verileri Fransa Milli Kiitiiphanesi (Bibliothéque Nationale de France), dijital veri tabanindan elde
edilmistir. Verilerin toplanmasinda kiitiiphanenin dokiiman incelenmesi yapilmigtir. Miicadele sahnelerin yer
aldig1 Dihlevi’nin “Se¢meler” eseri belirlenmis ve genel Ozellikleri incelenmistir. Eserde yer alan halkar
tezyinatlarindaki hayvan miicadele sahneleri belirlenmistir. Yazma eserde farkli hayvan figiirlerini igeren ¢ok
sayida miicadele tasviri tespit edilmis, ancak ¢aligma aslan-ceylan ve turna-kartal miicadele sahneleri ile
siirlandirilmigtir. Kaynak taramasi Emir Hiisrev Dihlevi, mitoloji, hayvan sembolizmi, kitap sanatlar1 ve
ikonografiye iliskin konular iizerinden yapilmistir. Eserde secilen miicadele sahneleri figiirlerin mitolojik
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anlamlar1 g¢ergevesinde, halkar tezyinatindaki gorsel diizenlemeleri ve metaforik anlatim o6zellikleri ile
degerlendirilmistir.

Arastirma bulgularina gbére yazma eser 43 varaktan olusmakta olup toplam 86 sayfa yiizii
icermektedir. Eserin sayfalarinin farkli renkli zeminler iizerine tasarlandig1 goriilmektedir. Renk dagilimi sayfa
ylizii esas alinarak degerlendirildiginde, 20 sayfa yiiziinde nohudi, 23 sayfa yliziinde somon, 16 sayfa yiiziinde
yesil, 14 sayfa yiiziinde mavi ve 7 sayfa yliziinde sar1 renkli zemin kullanilmistir. Bunun yani sira 2 sayfa
yiizinde mavi renkli mermer k&git uygulamasina yer verilmistir. Renk bilgisi tespit edilen toplam 82 sayfa
yiizli bulunmaktadir. Eserin 38 varaginda (%88,4) 12 farkli hayvan ikilisinin karsiliklt miicadele sahnelerine
yer verildigi goriilmektedir. Arastirmanin inceleme kapsamini olusturan aslan-ceylan ve turna-kartal miicadele
tasvirleri ise 22 varakta (%51,2) yer almaktadir. Bu sahnelerin 19’u (%86,4) aslan-ceylan, 3’1 (%13,6) turna-
kartal miicadele sahnelerinden olusmaktadir. Bununla birlikte, baz1 varaklarda birden fazla miicadele
sahnesinin yer aldig1 tespit edilmis ve bu dogrultuda toplam 56 miicadele sahnesi tespit edilmistir. Eserde
miicadele sahnelerinin 20’sini (%35,7) aslan-ceylan, 14’tinii (%25) kaplan-ceylan, 5’ini (%8,9) ceylan-kartal
ve 5’ini (%8,9) turna-kartal miicadeleleri olugturmaktadir. Tilki-ceylan miicadeleleri 4 6rnekle (%7,1), ejderha-
ejderha miicadeleleri ise 2 drnekle (%3,6) tespit edilmistir. Turna-turna, turna-balik, ejderha-ceylan, ejderha-
aslan, kaz-kaz ve ay1-kaplan miicadelelerinin her biri 1’er &rnekle (%1,8) tespit edilmistir. Elde edilen veriler,
hayvan miicadele sahneleri icerisinde aslan-ceylan miicadele tasvirinin belirgin bi¢imde baskin oldugunu ve
eserde tekrar eden temel ikonografik diizenlemeyi olusturdugunu ortaya koymaktadir.

Calismada Dihlevi’nin “Segmeler” adli eserinde yer alan hayvan miicadele sahnelerinin tasvirleri
mitolojik agidan incelenerek, halkar bezemesindeki ikili miicadelede yer alan kartal-turna ve aslan-ceylan
tasvirleri ve bu figiirlere atfedilen sembol ve anlamlar ile kompozisyondaki betimlemeleri yapilmistir.
Sembolik olarak aslan figiirii, hiikkiimranlik, gii¢, koruyuculuk, zafer, ilahi kudret, diizen, iktidar ve cesaret gibi
anlamlarla iligkilendirilmekte, miicadele sahnelerinde avlayan, iistiin gelen ve hakimiyet kuran figiir olarak 6ne
cikmaktadir. Ceylan figiirii, zarif, savunmasiz, ¢aresiz ve korku dolu &zellikleriyle ezilen ve aslan figiirii
kargisinda yenilgiye ugrayan tarafi temsil etmektedir. Turna figiirii, fiziksel olarak kirillgan, narin ve
savunmasiz Ozelligi ile kartalin istiinliigl karsisinda giigsiizliigii temsil etmekte. Ayn1 zamanda hikmet ve
kutsal yolcugun hakikati ile iligkilendirilmektedir. Kartal figiirii ise giiclii ve gokyliziiniin egemeni olarak
yiiceligi temsil etmekte, miicadele sahnelerinde hakimiyet kurmasi ve {istiinliik saglamasi bakimindan gii¢ ve
kutsalligin temsili metaforu olarak 6ne ¢ikmaktadir.

Arastirma, hayvan miicadele sahnelerinin kitap sanatlarindaki mitolojik, sembolik ve ikonografik
anlamlarinin degerlendirilmesine iliskin literatiire 6zgiin veriler sunmakta ve halkar tezyinatindaki figiirlerin
yalnizca tasvir 6zellikleriyle degil, kiiltiirel, mitolojik ve sembolik baglamlartyla birlikte degerlendirilmesine
katk: saglamaktadir. Calismanin ayirt edici yonii, s6z konusu miicadele tasvirlerini bulgular ile mitolojik ve
ikonografik ¢oziimlemeyi bir arada ele alan biitiinciil bir yaklasim benimsemesidir. Arastirmanin yaklagim
modeli yalnizca aslan-ceylan ve turna-kartal miicadele tasvirlerinde degil, yazma eserlerdeki hayvan miicadele
sahnelerinin ikonografik ¢éziimlemelerinde kullanilabilecek bir ¢ergeve sunmaktadir. Bu dogrultuda, farkls el
yazma eserlerdeki hayvan miicadele sahnelerinin karsilagtirmali olarak incelenmesine, figiirlerin kiiltlirlerarast
sembolik anlamlarmin arastirilmasina ve kitap sanatlarindaki hayvan ikonografisinin daha kapsamli bi¢cimde
degerlendirilmesine 6rnek bir arastirma olmaktadir.

Anahtar Kelimeler: Emir Hiisrev Dihlevi, Kitap Sanatlari, Hayvan Miicadele Tasvirleri, Halkar
Tezyinati, Hayvan Sembolizmi.
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Animal Combat Depictions in Emir Khusrau Dehlavi’s Anthology Divan:

The Lion-Gazelle and Crane-Eagle Metaphor

Introduction

Amir Khusraw Dehlavi was born in 1253 in the town of Mominpur, Delhi (Kurtulug, 1995,
p. 135). Following the death of his father at an early age, he was raised under the guardianship of his
grandfather, Imad al-Mulk, during which his interest in poetry and music became increasingly
evident (Meani, 1340 hsh: 61, as cited in Yaylali, 2019). The social and intellectual environment
provided by his family played a significant role in directing him toward literary production from an
early age. The emotional depth characteristic of his ghazals and qasidas was largely shaped during
this formative period (Cetin, 2000, pp. 72—73). From an early age, he benefited from the traditional
educational system of his time and further strengthened his scholarly and literary foundation through
private instruction from prominent scholars (Cetin, 2011, pp. 71-72).

His multilingual literary proficiency and close association with the royal court established
Dehlavi as one of the foremost poets of his era. He also served as a court poet for a period. During
this time, his spiritual relationship with Nizam al-Din Awliya played a decisive role in shaping both
his inner world and his literary production (Kurtulus, 1995, p. 135).

Animal Combat Scenes

Nomadic communities inhabiting the Eurasian steppe from approximately 3000 BCE laid
the foundation for the emergence of the animal style through their way of life. Over time, this lifestyle
evolved into a cultural system and, by the second millennium BCE, developed into a distinctive form
of civilization. The animal style that emerged during this period became an original artistic tradition
shaped by the religious beliefs, mythological worldview, and geographical conditions of the Central
and Inner Asian steppe cultures (Coruhlu, 2014, p. 186).

Throughout the history of Turkish culture, animals have occupied a significant place not
merely as elements of the natural environment but also as carriers of multilayered meanings such as
sacredness, power, protection, and guidance. In mythological narratives, animal-shaped beings were
associated with both divine and spiritual representations, leaving a lasting imprint on the cultural
memory (Dalkiran, 2018, p. 3). The symbols of Turkish mythology have largely survived through
epics and legends, in which wolves, dogs, lions, bears, tigers, horses, deer, snakes, camels, boars,
dragons, and various bird species are among the most prominent animal figures (Duydu & Tekin,
2022, p. 1209; Kabel, 2025, p. 250). This diversity demonstrates that animals functioned as
multifaceted symbols representing power, character, and natural forces across different mythological
traditions.
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The emergence of the animal style cannot be explained solely by aesthetic concerns. Rather,
this artistic tradition, which developed within the Central Asian steppe culture, was fundamentally
rooted in belief systems associated with supernatural powers, magical rituals, and protective symbols.
Consequently, animal figures were regarded not only as ornamental elements but also as symbolic
forms conveying metaphysical meanings (Diyarbekirli, 1972, pp. 114-115). Likewise, animal
combat scenes encountered in various civilizations demonstrate that the animal style evolved into a
universal visual language embodying symbolic meanings associated with power and belief systems
beyond purely aesthetic considerations (Dalkiran, 2018, pp. 4-5). This indicates that, in Turkish
culture, animal figures functioned not only as representational motifs but also as symbolic vehicles
reflecting the intellectual structure and belief system of society.

Animal combat scenes, frequently encountered in Turkish mythology, should be understood
not merely as aesthetic representations but also as symbolic expressions of opposing concepts such
as heaven and earth, light and darkness, and victory and defeat (Coruhlu, 2011, p. 97). These scenes
not only depict physical conflicts in nature but also convey symbolic representations of the human
inner world and spiritual tensions. During the pre-Islamic period, such struggles were dynamically
and expressively represented in art through the animal style (Miilayim, 1988, p. 48). Accordingly,
conflicts between animals may be interpreted as narrative devices symbolizing the struggle between
supernatural forces through the themes of victory and defeat. This demonstrates that animal figures
were not merely aesthetic preferences but also constituted an integral part of everyday life and the
prevailing belief system.

Animal combat scenes are particularly prevalent in the halkdr ornamentation of Herat and
Iranian manuscript illumination. In addition to legendary creatures, figures such as lions, hares,
storks, and gazelles are frequently represented. Examination of halkdr examples in Islamic
ornamentation reveals that, alongside hatayi motifs, rumi motifs, cloud motifs, and especially animal
figures were commonly depicted (Derman, 1997, pp. 365-367).

Lion Figure

The lion is one of the most enduring symbols with a deeply rooted history of meaning,
carrying shared symbolic value across diverse cultures and geographical regions. From Mesopotamia
to Rome and from the Greek world to Inner Asia, the lion has consistently been associated with
power, authority, and sovereignty, thereby becoming a symbol that demonstrates remarkable cross-
cultural continuity (Coruhlu, 2014, p. 83). The historical origins of this figure date back to the
Neolithic Period. Lion depictions carved on the T-shaped standing stones at Gobekli Tepe, near
Sanlwurfa, indicate that this animal was associated with symbolic meanings from the earliest periods.
Furthermore, its appearance alongside mythological beings on contemporary terracotta artifacts
suggests that the lion derived its significance not only from its physical strength but also from its
representational value within the cultural memory (Tuncer, 2013, pp. 12-42).

Although the prominence of the lion figure in Turkish culture is generally attributed to the
influence of Buddhism (Coruhlu, 2000, p. 159), the lion and griffin depictions discovered in the
Pazyryk kurgans of the Altai Mountains suggest that this symbolism dates back to much earlier
periods (Coruhlu, 2014, p. 83).

The lion is regarded not merely as an animal figure but as a symbolic representation of
concepts such as power, order, and protection (Cengiz, 2016, pp. 47-48). Indeed, in ancient Turkish
thought, animals were perceived as carriers of meanings associated with both individual and
collective identity. The use of the term "lion" as a form of address in the Suji Inscription demonstrates
that this figure was directly identified with courage, strength, and the potential for political authority
(Roux, 2011, p. 114).
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The positioning of the lion as both a sacred and a rival being in the struggle of early societies
against nature endowed it with a dual symbolic character. Its ability to dominate the natural world
gradually transformed the lion into a concrete representation of order and authority (Tutaysalgir &
Ari, 2023, p. 435). This ancient perception was systematized particularly within Persian culture,
where the lion became closely associated with the sun. Consequently, the lion came to symbolize not
only physical strength but also divine power and sovereignty, acquiring meaning within the symbolic
triad of the sun, divinity, and kingship (Cengiz, 2016, p. 48).

In animal combat scenes, the lion is generally associated with the celestial realm and is
therefore portrayed as the victorious figure. Within this context, it represents the positive aspect of
dualistic oppositions such as good versus evil and light versus darkness. Associated with victory,
power, authority, and supremacy, the lion also serves as a symbolic expression of heroism and
sovereignty (Coruhlu, 2000, p. 159). In Persian literature, these symbolic associations become even
more pronounced, with the lion frequently representing kingship and exalted status and, in some
instances, functioning as the earthly manifestation of the sun (Cengiz, 2016, pp. 47—48).

The symbolic use of the lion in Turkish art continued after the adoption of Islam, preserving
many of its pre-Islamic meanings. Earlier conceptions and symbolic interpretations were
reinterpreted within an Islamic framework. Consequently, the perception of the lion as a symbol of
power, strength, and protection reflects a shared understanding found across numerous mythological
traditions (Coruhlu, 2000, p. 160).

Gazelle Figure

The gazelle is a prominent symbolic figure frequently encountered in ghazals, where its
meaning is often constructed through relationships of contrast. In the ghazals of Mevlana, the gazelle
is referred to by the word ahu. It is commonly mentioned alongside the lion, with its symbolic
significance emerging through this deliberate opposition. Beyond representing a graceful animal, the
gazelle embodies a multilayered symbol that, within the framework of cosmological symbolism, is
associated with the sun (Denizmen, 2021, p. 216).

In the teachings of Hac1 Bektas Veli, the gazelle, together with the lion, serves as a powerful
symbol demonstrating that the strong and the weak can coexist peacefully (Cetin, 2018, p. 297). In
this context, the gazelle's association with weakness is also directly related to its biological
characteristics. Apart from its agility, the gazelle possesses virtually no effective means of self-
defense. Consequently, it is particularly recognized for its helplessness and fearful expression when
confronted by predators. For this reason, it is regarded as a symbolic representation of innocence
struggling against and overwhelmed by the instinctive forces of nature (Ersoy, 2000, p. 27).

Crane Figure

The mythological and cultural associations surrounding the crane demonstrate its privileged
status among birds. Referred to as turna or durna in both ancient and modern Turkish dialects, the
crane is described as a migratory waterbird, comparable in size to a stork and distinguished by its
graceful neck and long, slender legs (Elgin, 2003, p. 43). In addition, the distinctive tuft of feathers
extending from the back of its head, known as ziilfii, is one of the crane's defining physical
characteristics (Ozgelik, 2023, p. 1079).

The crane is recognized in many cultures as one of the principal symbols of longevity
(Eberhard, 2000, p. 307). In the Book of Dede Korkut, one of the most important sources of Turkish
oral tradition, the crane is likewise portrayed as a symbolic figure associated primarily with mutual
assistance and solidarity (Gazanfargizi, 2021, p. 73).
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Similarly, in the Chinese belief system, the crane represents the soul's journey after death
and its ascent to the heavens. According to this belief, documented from the second century onward,
the soul reaches the celestial realm either by transforming into vapor or by assuming the form of a
crane (Esin, 2001, p. 51). This belief demonstrates that the crane carried similar symbolic meanings
across different geographical and cultural contexts.

In the ancient Turkish belief system, the crane was regarded as one of the sacred beings
beyond the concept of the Sky God (Gdk Tanrt) and was accepted as a representation of the spirit
endowed with wisdom and sovereignty (El¢in, 2003, p. 45). Among birds, the crane, together with
the stork, goose, turtledove, pigeon, and cuckoo, was considered a sacred animal by the Turks (Aga
& Yolcu, 2023, p. 419). Accordingly, when its mythological, cultural, and physical characteristics
are considered collectively, the crane emerges not merely as a biological creature but as a powerful
cultural symbol endowed with multiple layers of meaning.

Eagle Figure

Throughout history, the eagle has been regarded by many societies as a powerful and sacred
animal worthy of great respect (Duranli, 2018, p. 9). It has also been conceived as the sovereign of
the sky, occupying the highest position within the hierarchy of celestial beings (Ersoy, 2000, p. 468).
In shamanic belief, as the shaman advances spiritually, the soul is believed to manifest itself in
increasingly superior animal forms, with the eagle symbolically representing the final stage of this
transformation (Ogel, 2003, p. 47). Among the Turks, the eagle held a particularly distinguished
place among birds, as it was believed that the first shaman originated from an eagle's egg. For this
reason, the eagle's origin was associated with the heavens. It was also believed that the eagle served
as an intermediary between the shaman and God and had been sent to the earth by the divine (Aca &
Yolcu, 2023, p. 405).

The origin myths involving animals in Turkish mythology not only explain the ancestry of
communities but also signify the formation of shamanic identity. Within this framework, the motif
of the shaman born from an eagle's egg demonstrates that the eagle was regarded as a sacred ancestral
being endowed with celestial qualities (Aca, 1997, pp. 80-81).

Throughout history, the eagle has been identified with concepts such as power, exaltation,
and sovereignty (Ersoy, 2000, p. 468). Renowned for its exceptional eyesight, it has been regarded
as a symbolic intermediary between heaven and earth and, in the origin myths of certain
communities, has appeared as an ancestral figure. In Turkish mythology, the eagle is considered a
sacred celestial symbol closely associated with the belief in the Sky God (Gék Tanrr) (Duydu &
Tekin, 2022, p. 1210). The belief that the eagle can gaze directly at the sun without blinking
contributed to its perception as a being capable of withstanding the power of fire, while its
extraordinary speed became associated with lightning (Ersoy, 2000, p. 468).

The present study examines the metaphorical meanings and visual representations of the
Lion—Gazelle and Crane—Eagle combat scenes depicted in the halkdr illuminations of Amir Khusraw
Dehlavi's Selections (Se¢meler Divani) in light of these mythological narratives. These animal
pairings may be interpreted not merely as aesthetic motifs but also as symbolic structures embodying
metaphorical meanings and binary oppositions.

Method

This study is based on the descriptive survey model within the framework of qualitative
research, as it aims to describe an existing phenomenon as it is (Karasar, 2008, p. 77). The research
data were obtained from the digital database of the Bibliothéque nationale de France (BnF). To
analyze the data and evaluate the symbolic meanings of the animal figures, a comprehensive

www.turkishstudies.net/language



18 Buket Abay - Sevda Emlak

literature review was conducted. The mythological significance of the lion—gazelle and crane—eagle
depictions was examined, and the corresponding animal combat scenes represented in
the halkar ornamentation were described and interpreted.

Within the research model, following the presentation of the general characteristics of the
manuscript, the combat scenes contained within the work were identified. The animal figures
depicted in these scenes were then determined. The study was limited to the lion-gazelle and crane-
eagle pairings represented in the halkar compositions, which contain numerous animal depictions.
By incorporating the mythological narratives associated with the animal depictions in the combat
scenes, information was provided regarding their representations in the halkar compositions and their
use within the manuscript.

Lion—Gazelle and Crane—Eagle Combat Depictions in Amir Khusraw Dehlavi's
Selections (Se¢meler Divani)

The manuscript examined in this study is preserved in the National Library of France
(Bibliotheque nationale de France) under the inventory number Persan 245. The work was authored
by Amir Khusraw Dehlavi, while its principal scribe was Malik al-Daylami. Certain sections of the
manuscript were copied by Mir Ali Haravi. Written in Persian, the manuscript is executed in the
Nasta ‘lig script, the calligraphic style most widely favored in sixteenth-century manuscript art. In
addition to Dehlavi's own compositions, the manuscript also contains poems by Jami and Sa'di of
Shiraz. Consisting of 43 folios, the manuscript is dated to the mid-sixteenth century (1540—
1560/1559-1560). Its page dimensions measure 185 x 270 mm, while the written area measures 75
x 140 mm.

In addition to the exceptional quality of its calligraphy, Amir Khusraw Dehlavi's manuscript
is distinguished by its illuminated headings, beyne's-siitiir (interlinear) illumination, and halkdar
ornamentation. The text is surrounded by halkdr ornamentation executed on pages in shades of beige,
salmon, green, blue, yellow, and marble blue. These halkdr ornaments incorporate semi-stylized
floral motifs, tree depictions, and animal figures.

Figure 1. Gallica, National Library of France (Bibliothéque Nationale de France),
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“Selections” by Amir Khusraw Dehlavi, Upper Binding Cover (left) and Lower Binding Cover
(right), (URL 1)

Figure 1 presents an example of a lacquer (lake) book cover. The upper cover is ornamented
with a miniature painting executed in gold and pigments on a black ground. The miniature
composition on the inner upper cover measures 141 x 226 mm. It depicts a palace entertainment
scene set within a garden. Among cypress trees, blossoming branches, and various plants, a prince is
shown seated on a throne at the center of the composition, holding a cup in his hand. Opposite him
stands an attendant presenting a tray of pomegranates to the prince, while another standing figure is
depicted behind the attendant. In the foreground, on the right side of the prince, two seated figures
are engaged in conversation. In the lower part of the composition, a large figure leaning on a walking
stick is portrayed opposite another servant kneeling beside a fire while roasting a bird. On the left
side, facing the prince, two musicians are depicted, one playing a tambourine and the other a harp.
The scene also incorporates stylized plants, flowers, clouds, and cypress trees. The surrounding
border is ornamented with repeating cloud motifs arranged in the form of black ribbons against a
gold background.

The inner lower cover features another lacquer miniature, measuring 142 x 225 mm,
executed on a black ground. This composition illustrates the meeting of Khusraw and Shirin, one of
the most celebrated love stories of classical Persian literature. In the lower part of the scene, Shirin
is depicted bathing in a spring surrounded by various plants, rocks, cypress trees, and other trees. On
the right side of the composition, the prince Khusraw, mounted on his white horse, is shown watching
Shirin. Similar to the upper cover, the border surrounding the miniature is ornamented with repeating
cloud motifs in the form of black ribbons on a gold background.

Figure 2. Gallica, National Library of France (Bibliothéque Nationale de France),
“Selections” by Amir Khusraw Dehlavi, Folio 2b, (URL 2)

Folio 2b, executed on light green paper, measures 185 x 270 mm, with a written area of 75
x 140 mm. The Persian text is written in the Nasta‘liq script. The calligraphy consists of six lines,
with beyne's-siitir (interlinear) illumination applied between the lines and a muska (amulet-shaped)
illumination placed in the lower right corner. A heading illumination is positioned above the text
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panel, which is enclosed by ruled borders (cedvel). The heading illumination is arranged in a quarter-
symmetrical composition. The inscription panel within the heading is left blank and filled with shell
gold. On either side of the inscription panel are two adjoining gold ortabag motifs. The surrounding
ornamentation is executed in the classical illumination style, incorporating peng, goncagiil, and leaf
motifs.

The margins are ornamented in the halkdar style with freely arranged vegetal motifs and
animal figures. The ornamentation includes blossoming branches and small semi-stylized floral
motifs. Among the animal figures are a gazelle, a wolf, a fox, birds, and a lion. The halkar
ornamentation is executed in gold and outlined with gold.

The animal combat scene depicted on folio 2b features a lion and a gazelle. Located in the
upper section of the page among various vegetal motifs, the composition portrays the lion attacking
the gazelle with its claws. This scene symbolically represents the balance between opposing forces.
The lion, as a symbol of sovereignty, embodies power and authority. In contrast, the gazelle's
physical vulnerability and defenselessness against the attack of the much stronger lion emphasize its
symbolic association with weakness in the face of power. As a metaphor for purity and innocence,
the gazelle represents the struggle for survival against the predatory forces associated with the earthly
realm.

Figure 3. Gallica, National Library of France (Bibliothéque Nationale de France),
“Selections” by Amir Khusraw Dehlavi, Folio 6b, (URL 3)

Folio 6b, executed on blue paper, contains six lines of calligraphy with beyne's-siitiir
(interlinear) illumination applied between the lines and a muska (amulet-shaped) illumination
positioned in the lower right corner. The text panel is enclosed by ruled borders (cedvel), above which
a heading illumination is placed. The heading is arranged in a quarter-symmetrical composition. The
inscription panel within the heading is left blank and filled with shell gold. On either side of the
inscription panel are two adjoining gold orfabag motifs. The surrounding ornamentation is executed
in the classical illumination style and incorporates pen¢, goncagiil, and leaf motifs.
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The margins are ornamented in the halkar style with freely arranged vegetal motifs and
animal figures. The ornamentation includes depictions of plane trees, blossoming branches, multi-
leaved trees, semi-stylized vegetal motifs, and cloud motifs. The animal figures consist of a peacock,
a monkey, a gazelle, a fox, a crane, and an eagle. The halkar ornamentation is executed in gold and
outlined with gold.

The animal combat scene depicted on folio 6b features an eagle and a crane positioned among
various vegetal motifs. The composition portrays the eagle attacking the crane by grasping its head
with its talons. The eagle's outstretched wings and its dominance over the crane symbolize its
association with the celestial realm, emphasizing its absolute supremacy over its prey. In contrast,
the crane's vulnerability and defenselessness in the face of the eagle's attack underscore the eagle's
celestial power. As the prey in this scene, the crane may be interpreted as a metaphorical
representation of the soul.

Figure 4. Gallica, National Library of France (Bibliothéque Nationale de France),
“Selections” by Amir Khusraw Dehlavi, Folio 11a, (URL 4)

Folio 11a, executed on beige-colored paper, contains eight lines of text enclosed by a gold
ruled border outlined in black, accompanied by a red siilyen fillet and a dark blue kuzu border. The
margins are ornamented in the halkdr style with freely arranged vegetal motifs and animal figures.
The ornamentation incorporates blossoming branches, cloud motifs, and small semi-stylized vegetal
motifs. The animal figures include a peacock, a kangaroo, a gazelle, a fox, a lion, a stork, and a crane.
The halkdr ornamentation is executed in gold and outlined with gold.

The animal combat scene on folio 11a features a lion and a gazelle. Located in the lower left
section of the page among small vegetal motifs, the composition depicts the lion overpowering the
gazelle by pinning it on its back and attacking its abdomen. One of the gazelle's hind legs is caught
between the lion's claws, emphasizing the animal's helplessness and complete submission. In this
combat scene, the lion's victory is portrayed as a manifestation of strength and dominance, whereas
the gazelle's physical frailty symbolizes defeat in the face of superior power.
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Figure 5. Gallica, National Library of France (Bibliothéque Nationale de France),
“Selections” by Amir Khusraw Dehlavi, Folio 17b, (URL 5)

Folio 17b, executed on salmon-colored paper, contains six lines of text enclosed by orange
and pale olive-green ruled borders outlined in black, together with a gold fillet and a dark blue kuzu
border. A heading illumination is positioned above the text panel. Arranged in a quarter-symmetrical
composition, the heading features an inscription panel defined by a serrated (dendan) white outline.
The panel is left blank and filled with shell gold. On either side of the inscription panel, compartments
are formed by adjoining closed rumi motifs. The surrounding composition incorporates arasuyu
ornamentation and is executed in the classical illumination style.

The margins are ornamented in the halkdr style with freely arranged clouds, vegetal motifs,
and animal figures. The ornamentation includes blossoming branches, multi-leaved trees, cloud
motifs, and semi-stylized vegetal motifs. The animal figures consist of a kangaroo, a gazelle, a fox,
birds, and a lion. The halkar ornamentation is executed in gold and outlined with gold.

The animal combat scene depicted on folio 17b features a lion and a gazelle. Located in the
lower section of the page among various vegetal motifs, the composition presents the lion as a symbol
of the power of the cosmic order. The lion is rendered as the dominant figure through its imposing
physical mass, emphasizing the superiority traditionally attributed to it. In contrast, the gazelle,
characterized by its delicate and slender form, is portrayed as being overwhelmed by the lion's attack.
Within this symbolic opposition, the gazelle functions as a metaphor for life and death, representing
helplessness and vulnerability in the face of overwhelming power.
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Figure 6. Gallica, National Library of France (Bibliothéque Nationale de France),
“Selections” by Amir Khusraw Dehlavi, Folio 18a, (URL 6)

Folio 18a, executed on beige-colored paper, contains eight lines of text enclosed by orange
and pale olive-green ruled borders outlined in black, together with a gold fillet and a dark blue kuzu
border. The margins are ornamented in the halkdr style with freely arranged vegetal motifs and
animal figures. The ornamentation includes blossoming branches, cypress trees, multi-leaved trees,
cloud motifs, and small semi-stylized vegetal motifs. The animal figures depicted include a goose, a
monkey, a gazelle, a deer, a sparrow, a crane, and an eagle.

In the upper section of folio 18a, an eagle—crane combat scene is depicted among various
vegetal motifs and cloud motifs. The page also contains additional animal combat scenes. The halkdr
ornamentation is executed in gold and outlined with gold.

In the combat scene between the eagle and the crane, the eagle is portrayed grasping the
crane by the neck with its talons while attacking its head with its beak. The exalted status attributed
to the eagle reinforces its symbolic meaning as an emblem of sovereignty and predatory power. The
eagle's depiction descending from above signifies not only physical superiority but also the
representation of divine authority. In contrast, the crane, shown with its body twisting and its wings
spread as it attempts to resist the eagle, may be interpreted as symbolizing wisdom, spiritual journey,
and the pursuit of truth.
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Figure 7. Gallica, National Library of France (Bibliothéque Nationale de France),
“Selections” by Amir Khusraw Dehlavi, Folio 34a, (URL 7)

Folio 34a, executed on salmon-colored paper, contains eight lines of text enclosed by gold,
dark blue, and pale olive-green ruled borders outlined in black, together with orange and gold fillets
and a dark blue kuzu border. The margins are ornamented in the halkdr style with freely arranged
vegetal motifs and animal figures. The ornamentation incorporates blossoming branches and small
semi-stylized vegetal motifs. The animal figures include a gazelle, a fox, birds, a lion, a crane, and
an eagle.

The upper section of folio 34a contains an eagle—crane combat scene among various vegetal
motifs, while the lower section depicts a lion—gazelle combat scene. The halkdr ornamentation is
executed in gold and outlined with gold.

In the eagle—crane combat scene, the eagle is portrayed attacking the crane with both its
talons and its beak. Representing the unwavering authority of a celestial being, the eagle symbolizes
power and supremacy. In contrast, the crane, with its graceful and delicate appearance, embodies
aesthetic refinement, while its physical fragility signifies weakness in the face of the eagle's
dominance and authority.

In the lion—gazelle combat scene, the lion is depicted attacking the gazelle with its claws.
The composition illustrates the balance between the opposing forces of strength and weakness. The
lion, representing victory, is portrayed as the embodiment of dominance and sovereignty. The
gazelle, renowned for its agility, is represented here as the defeated figure, symbolizing vulnerability
and timidity.
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Figure 8. Gallica National Library of France (Bibliothéeque Nationale de France),
“Selections” by Amir Khusraw Dehlavi, Folio 34b, (URL 8)

Folio 34b, executed on green paper, contains six lines of text enclosed by gold, pale olive-
green, and orange ruled borders outlined in black, together with a dark blue kuzu border. The margins
are ornamented in the halkdr style with freely arranged vegetal motifs and animal figures. The
ornamentation includes blossoming branches, multi-leaved trees, and small semi-stylized vegetal
motifs. The animal figures consist of a lion, a gazelle, a monkey, and birds. The #alkdr ornamentation
is executed in gold and outlined with gold.

The animal combat scene depicted on folio 34b features a lion and a gazelle. Positioned in
the lower section of the page among various vegetal motifs, the composition emphasizes the lion's
clear superiority and dominance over the gazelle. The lion symbolically represents strength,
authority, and sovereignty, reinforcing the concepts traditionally attributed to this figure. By contrast,
the gazelle, with its defenseless nature, emerges as a symbolic representation of helplessness in the
face of power and authority.

Conclusion

The manuscript Selections (Se¢meler) by Amir Khusraw Dehlavi, catalogued as Persan
245 and preserved in the Bibliothéque nationale de France (BnF), consists of 43 folios. Animal
combat scenes depicting 12 different pairs of animals were identified on 38 folios (88.4%) of the
manuscript. Among these, lion—gazelle and crane—eagle combat scenes, which constitute the focus
of the present study, appear on 22 folios (51.2%). The animal combat scenes examined in this study
are represented, with similar depictions, on folios 1a, 2b, 4a, 4b, 6b, 11a, 14a, 15a, 18a, 18b, 20a,
20b, 25b, 26a, 28b, 32a, 32b, 33a, 34a, 34b, 36b, and 38a. Analysis of these scenes revealed that
lion—gazelle combat is depicted on 19 folios (86.4%), whereas crane—eagle combat appears on 3
folios (13.6%). Furthermore, because some folios contain more than one combat scene, a total of 56
animal combat depictions were identified throughout the manuscript.
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The halkdr ornamentation of the manuscript include depictions of numerous animals
characteristic of the animal style, including lions, gazelles, foxes, monkeys, sparrows, geese, cranes,
eagles, deer, kangaroos, peacocks, storks, and wolves.

The examined lion—gazelle and crane—eagle combat scenes reveal recurring compositional
patterns. In the lion—gazelle scenes, the lion is consistently depicted with a powerful and muscular
body, broad claws, and a dominant stance, whereas the gazelle is typically portrayed lying on its back
as prey. Within the mythological framework, the lion is associated with symbolic concepts such as
strength, sovereignty, authority, and victory. By contrast, the gazelle, invariably depicted as prey,
emerges as a figure representing defeat and vulnerability. Timid and fragile by nature, the gazelle is
mythologically identified with symbolism such as elegance, innocence, and helplessness.

In the crane—eagle combat scenes, the eagle embodies power, authority, exaltation, and
dominion over the heavens. The eagle signifies not only physical strength but also sacredness, the
exalted spirit, and the belief in a celestial ancestor. Its recurring portrayal as the predator further
emphasizes its sovereign and commanding nature.

The crane figure, on the other hand, is depicted as the prey in all of the examined combat
scenes. Metaphorically, it is associated with spiritual journey and loyalty, while particularly in
narrative traditions it reflects the concepts of solidarity, mutual assistance, and unity. Moreover, the
crane's ascent to the heavens is associated with spiritual purification, wisdom, and the soul's journey
after death. Consequently, the combat scenes between the eagle and the crane should be understood
not merely as depictions of a predator—prey relationship but as symbolic representations contrasting
power and authority with spirituality.

The animal combat scenes in the manuscript therefore function not only as representations
of hunting and predation but also as visual narratives illustrating the dominance of the powerful over
the weak and the symbolic opposition between strength and grace.

This study examined the animal combat scenes incorporated into the illumination of
Selections, authored by Amir Khusraw Dehlavi. The manuscript is significant for its depictions of
animal combat scenes and for the insight it provides into their mythological meanings within the
tradition of manuscript arts. The representations were evaluated through the metaphorical meanings
attributed to animal figures and the symbolic qualities associated with them in the book arts.
Accordingly, this research offers an iconographic evaluation of the animal combat scenes depicted
in the manuscript and reveals the symbolic meanings of these figures within the context of halkar
illumination. In this respect, the study makes an original contribution to the literature by advancing
the understanding of the iconography and symbolic functions of animal figures in manuscript
illumination.
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Emir Hiisrev Dihlevi’nin Se¢cmeler Divani’ndaki Hayvan Miicadele Tasvirleri:

Aslan-Ceylan ve Turna-Kartal Metaforu

Giris

Emir Hiisrev-i Dihlevi 1253 yilinda, Delhi’nin Miminpur kasabasinda diinyaya gelmistir
(Kurtulus, 1995, s.135). Babasmm kiigiik yasta kaybetmesinin ardindan dedesi imadii’l-Miilk’iin
himayesinde yetisen Hiisrev’in siir ve musikiye olan ilgisi bu ¢aglarinda belirginlesmistir (Meani,
1340 hs: 61 Akt. Yaylali, 2019). Ailesinin sahip oldugu sosyal ¢evre, onun kiiciik yasta edebi liretime
yonelmesinde etkili olmus; 6zellikle gazel ve kasidelerinde goriilen duygusal yogunlugun temelleri
bu siirecte olusmustur (Cetin, 2000, s. 72-73). Erken yaslardan itibaren donemin geleneksel egitim
sisteminden yararlanmis; ayrica 6nemli alimlerden birebir dersler alarak giiclii bir ilmi ve edebi
altyapr gelistirmistir (Cetin, 2011, s. 71-72).

Cok dilli edebi yetkinligi ve saray ¢evresiyle kurdugu iliskiler, Dihlevi’nin dénemin 6nemli
sairlerinden biri haline gelmesini saglamistir. Bir donem saray sairi olarak da gorev almistir. Bu
siirecte Nizameddin Evliya ile kurdugu tasavvufi iligki, onun hem manevi diinyasinda hem de edebi
iretiminde belirleyici bir rol oynamistir (Kurtulus, 1995, s. 135).

Hayvan Miicadele Sahneleri

Bozkir cografyasinda M.O. 3000 yildan itibaren varlik gosteren gdcebe topluluklarin yasam
bigimi, hayvan islubunun ortaya ¢ikisina zemin hazirlamigtir. Bu yasam tarzi zaman igerisinde
kiiltiirel bir sistem haline gelmis. M.O. 2000’li yillara gelindiginde ise belirgin bir medeniyet
formuna doniismiistiir. Bu siirecte gelisen hayvan iislubu, Orta ve I¢ Asya bozkir kiiltiiriiniin dini
inanglari, mitolojik diisiince yapisi ve cografi kosullariyla biitiinleserek 6zgiin bir sanat anlayist
olusturmustur (Coruhlu, 2014, s. 186).

Tiirk kiiltiir tarihinde hayvanlar, yalnizca dogal ¢evrenin bir pargasi olarak degil; kutsallik,
gii¢, koruyuculuk ve rehberlik gibi ¢ok katmanli anlamlarin tasiyicisi olarak onemli bir yer
edinmistir. Mitolojik anlatilarda hayvan bi¢imli varliklar hem tanrisal hem de ruhsal temsillerle
iligkilendirilmis ve bu yoniiyle kiiltiirel hafizada kalic1 izler birakmistir (Dalkiran, 2018, s. 3). Tiirk
mitolojisine ait semboller, biiyiik 6l¢iide destanlar ve efsaneler araciligiyla giiniimiize ulasmistir. Bu
anlatilarda kurt, kopek, aslan, ay1, kaplan, at, geyik, yilan, deve, domuz, ejder ve gesitli kus tiirleri
one cikan baslica hayvan figiirleri arasinda yer almaktadir (Duydu ve Tekin, 2022, s. 1209; Kabel,
2025, s. 250). S6z konusu bu ¢esitlilik, hayvanlarin farkli mitolojilerde gii¢, karakter ve doga
unsurlarini temsil eden ¢ok yonlii simgeler olarak kullanildigini géstermektedir.

Hayvan iislubunun ortaya ¢ikisi yalnizca estetik kaygilarla agiklanmamaktadir. Orta Asya
bozkir kiiltiirlinde gelisen bu sanat anlayisinin temelinde tabiatiistii giiclere, biiyiisel ritiiellere ve
koruyucu sembollere iliskin inang sistemleri yer almaktadir. Bu nedenle hayvan figiirleri yalnizca
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dekoratif unsur degil, ayn1 zamanda metafizik anlamlar tagiyan sembolik anlatim araglari olarak
degerlendirilmistir (Diyarbekirli, 1972, s. 114-115). Benzer sekilde farkli medeniyetlerde goriilen
hayvan miicadele sahneleri, hayvan {islubunun estetik kaygilarin 6tesinde gii¢ ve inang sistemleri ile
iligkili sembolik anlamlar tasiyan evrensel bir gorsel dil niteligi kazandigimi gostermektedir
(Dalkiran, 2018, s. 4-5). Bu durum, hayvan figiirlerinin Tiirk kiiltiirlinde yalnizca betimleyici unsur
olarak degil, ayn1 zamanda diisiinsel yapiy1 ve inang sistemini yansitan sembolik araglar olarak islev
gordiigiinii ortaya koymaktadir.

Tirk mitolojisinde siklikla karsilagilan hayvan miicadele sahneleri, yalnizca estetik bir
anlatim olarak degil, gok-yer, aydinlik-karanlik ve zafer-yenilgi gibi karsit kavramlarin sembolik bir
yansimasi olarak degerlendirilmektedir (Coruhlu, 2011, s. 97). Bu sahneler, dogadaki fiziksel
catismalar1 yansitmakla kalmaz ayni zamanda insanin i¢sel diinyasina ve ruhsal gerilimlerine dair
sembolik anlatimlar sunar. Islamiyet dncesi dénemde sanat, bu miicadele sahnelerini hayvan iislubu
araciligiyla dinamik ve etkileyici bir bigimde ifade etmistir (Miilayim, 1988, s. 48). Boylelikle
hayvanlar arasindaki miicadeleler, kazanma ve kaybetme temalar1 {izerinden dogaiistli giiclerin
catismasini simgeleyen bir anlat1 bigimi olarak degerlendirilebilir. Hayvan figiirlerinin yalnizca
estetik bir tercih degil, ayn1 zamanda gilindelik yasam ve inang sistemiyle iliskili bir kullanim alanina
sahip oldugunu gostermektedir.

Hayvan miicadele sahneleri 6zellikle Herat ve iran halkar drneklerinde ¢okga yer almaktadir.
Bu efsanevi hayvan tasvirlerinin yani sira aslan, tavsan, leylek, ceylan gibi hayvan figiirlerinin ¢ok
kullanildig1 gériilmektedir. Islami bezemelerde halkar &rneklerine bakildiginda hatai grubu
motiflerinin yani sira riimi, bulut ve 6zellikle hayvan figiirlerinin sik¢a tasvir edildigi goriilmektedir
(Derman, 1997, s. 365-367).

Aslan Figiirii

Aslan figiirii, farkl kiiltiir ve cografyalarda ortak bir sembolik deger tasiyan, koklii bir anlam
gecmisine sahip sembollerden biridir. Mezopotamya’dan Roma’ya, Yunan diinyasindan I¢ Asya’ya
kadar uzanan genis bir alanda aslan figiirii gii¢, otorite ve hakimiyetle iliskilendirilmistir. Bu yoniiyle
kiiltiirlerarast siireklilik gosteren bir sembol haline gelmistir (Coruhlu, 2014, s. 83). Figiiriin tarihsel
kokeni Neolitik Cag’a kadar uzanmakta; Sanlurfa yakinlarindaki Gobekli Tepe’de yer alan “T”
bigimli dikili taglar lizerindeki aslan betimleri, bu hayvanin erken donemlerden itibaren sembolik
anlamlarla iliskilendirildigini ortaya koymaktadir. Ayni doneme ait pigmis toprak eserlerde mitolojik
varliklarla birlikte goriilmesi ise, aslanin yalnizca fiziksel giiciinden degil, kiiltiirel bellekteki temsil
degerinden beslendigini géstermektedir (Tuncer, 2013, s. 12- 42).

Tirk kiiltiiriinde aslan figiiriiniin goriintirliigli gogunlukla Budizm etkisiyle (Coruhlu, 2000,
s. 159) agiklansa da Altaylardaki Pazirik kurganlarinda rastlanan aslan ve grifon betimlemeleri, bu
sembolizmin daha erken donemlere uzandigini diisiindiirmektedir (Coruhlu, 2014, s. 83).

Aslan, yalnizca bir hayvan figiirii degil; gii¢, diizen ve koruyuculuk gibi kavramlarin
simgesel bir karsilig1 olarak degerlendirilmektedir (Cengiz, 2016, s. 47-48). Nitekim eski Tiirk
diisiincesinde hayvanlar, bireysel ve toplumsal kimlikle iligkilendirilen anlam tastyici unsurlar olarak
goriilmis; Suji Yaziti’'nda “aslan” ifadesinin bir hitap big¢imi olarak kullanilmasi, bu figiiriin
dogrudan cesaret, kudret ve iktidar potansiyeliyle 6zdeslestirildigini gostermistir (Roux, 2011, s.
114).

Ilkel topluluklarin doga karsisindaki gii¢ miicadelesinde aslanin hem kutsal hem de rakip bir
varlik olarak konumlandirilmasi, onun ¢ift yonlii bir anlam alan1 kazanmasina yol agmistir. Dogadaki
hakimiyet kurma yetisi ve Ustlinligii, aslan1 zamanla diizenin ve otoritenin somut bir temsiline
donistiirmiistiir (Tutaysalgir ve Ari, 2023, s. 435). Bu kadim algi, 6zellikle Fars kiiltiiriinde daha
sistematik bir gergeveye oturtularak aslanin giinesle iliskilendirilmesine zemin hazirlamistir. Boylece
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aslan, yalnizca fiziksel giicle degil, ilahi kudret ve hiikiimranlikla baglantili bir sembol olarak, giines-
Tanri-iktidar tiggeninde anlam kazanmistir (Cengiz, 2016, s. 48).

Hayvan miicadele sahnelerinde aslan figiiriiniin gék unsuruna atfedildigi ve bu dogrultuda
zaferi kazanan konumunda oldugu belirtilmektedir. Bu dogrultuda aslan figiirii, miicadele
sahnelerinde, iyi—kotii ve aydinlik—karanlik gibi ikili yapilarin olumlu tarafini temsil eden bir unsur
olarak 6ne ¢ikmaktadir. Zafer, giic, otorite ve iistiinliik gibi kavramlarla iliskilendirilen bu figiir, aym
zamanda kahramanlik ve egemenlik ideallerinin simgesel bir ifadesi haline gelmistir (Coruhlu, 2000
s. 159). Fars edebiyatinda ise bu anlam alan1 daha da belirginleserek aslanin, hiikiimdarlik ve yiicelik
gostergesi olarak, kimi zaman ise giinesin yeryiiziindeki temsili olarak kullanildig1 gériilmektedir
(Cengiz, 2016, s. 47-48).

Tiirk sanatinda aslan simgesinin Islamiyet’ten 6nceki kullanimi Islamiyet’ten sonra da
devam etmistir. Birtakim tasavvurlar ile eski fikirler islam ile de bagdastirilmistir. Bu sebeple aslanin
gii¢, kuvvet ya da koruyucu bir simge olarak ele alinmasi, bircok mitolojide ortak bir anlayisa
dayanmaktadir (Coruhlu, 2000, s.160).

Ceylan Figiirii

Ceylan figiirli, gazellerde sikga karsilagilan ve ¢ogunda karsitlik iligkileri icinde anlam
kazanan dikkat ¢ekici bir sembol olarak 6ne ¢ikmaktadir. Mevlana’nin gazellerinde ceylan, ‘’ahu’
kelimesiyle ifade edilmektedir. Bu figiir, ¢ogu zaman aslanla birlikte anilarak siirde belirgin bir
karsithik {izerinde anlam kazanmaktadir. Ceylan yalnizca zarif bir hayvan olmanin Otesinde,
kozmolojik sembolizm baglaminda “’giines’’ ile iliskilendirilen ¢ok katmanli bir simge niteligi
tasimaktadir (Denizmen, 2021, s. 216).

Hac1 Bektas Veli 6gretisinde ceylan, aslan figiiriiyle birlikte giiclii ve gligsiiziin baris iginde
bir arada yasayabilecegini gosteren temel bir semboldiir (Cetin, 2018, s. 297). Bu dogrultuda ceylanin
giicsiiz olarak konumlandirilmasi, onun biyolojik yapisiyla da dogrudan iligkilidir. Nitekim ceylan,
cevik halleri disinda herhangi bir savunma mekanizmasina sahip olmayan bir canlidir. Bu sebeple
yirtict hayvanlarin saldirisi kargisinda sergiledigi caresizlik ve korku dolu bakislariyla 6ne ¢ikar. Bu
yoniiyle, hayvansal icgiidiiler karsisinda ¢irpinan ve ezilen masumiyetin simgesel bir temsili olarak
degerlendirilmektedir (Ersoy, 2000, s. 27).

Turna Figiirii

Turna kusu etrafinda sekillenen mitolojik ve kiiltiirel ¢cagrisimlar, bu tiiriin diger kuslar
arasinda ayricalikli bir konuma sahip oldugunu ortaya koymaktadir. Eski ve yeni Tiirk lehcelerinde
“turna” ya da “durna” adlariyla anilan bu kus; leylege yakin biiyiikliigii, zarif boyun yapisi, uzun ve
ince bacaklari ile dikkat ¢eken gé¢men bir su kusu olarak tanimlanmaktadir (Elgin, 2003, s. 43).
Bunun yani sira, baginin arka kismindan geriye dogru uzanan ve “ziilfii” olarak adlandirilan ince tiiy
demeti, turnay1 ayirt edici kilan 6nemli fiziksel 6zelliklerden biridir (Ozgelik, 2023, s. 1079).

Turna figiirti, pek ¢ok kiiltiirde uzun omiirliiliikle iliskilendirilen temel sembollerden biri
olarak karsimiza ¢ikmaktadir (Eberhard, 2000, s. 307). Tiirk sozlii kiiltiiriiniin 6nemli kaynaklarindan
biri olan Dede Korkut anlatilarinda ise turna, ¢cogunlukla yardimlagsma ve dayanisma kavramlariyla
birlikte ele alinan sembolik bir unsur olarak degerlendirilmistir (Gazanfargizi, 2021, s. 73).

Benzer bigimde Cin inang¢ sisteminde turna, ruhun O6liim sonrasi yolculugunu ve goége
yiikseligini temsil eden bir figiir olarak 6ne ¢ikmaktadir. II. ylizyildan itibaren kayitlarda yer alan bu
inaniga gore ruh, kimi zaman buharlasarak, kimi zaman ise turna formuna biiriinerek goksel dleme
ulagmaktadir (Esin, 2001, s. 51). S6z konusu bu inanig, turna figiiriiniin farkli cografyalarda benzer
anlamlarla kullanildigimi gostermektedir.
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Eski Tiirk inang sisteminde turna, Gok Tanr1 anlayis1 disinda degerlendirilen kutsal varliklar
arasinda yer almakta ve hikmet ve hékimiyet sahibi ruhun bir temsili olarak kabul edilmektedir
(El¢in, 2003, s. 45). Kuslar arasinda turna; leylek, kaz, kumru, giivercin ve guguk kusu gibi Tiirkler
tarafindan kutsanmis bir hayvan olarak goriiliir (A¢a & Yolcu, 2023, s. 419). Boylelikle turnaya
atfedilen mitolojik, kiiltiirel ve fiziksel 6zellikler birlikte ele alindiginda, s6z konusu figiiriin yalnizca
biyolojik bir varlik olarak degil, ¢ok katmanli anlamlar tagiyan giiclii bir kiiltiirel simge olarak
konumlandig: anlasilmaktadir.

Kartal Figiirii

Kartal, tarih boyunca pek ¢ok toplum tarafindan saygi goren giiclii ve kutsal kabul edilen
hayvanlardan biri olmustur (Duranli, 2018, s. 9). Kartal ayni zamanda gokyiiziiniin egemeni ve
goksel varliklar hiyerarsisinin en istiinde yer alan bir figiir olarak tasavvur edilmektedir (Ersoy,
2000, s. 468). Samanin ruhsal gelisiminin ilerlemesiyle birlikte ruhunun daha dstiin hayvan
bigimlerinde tezahiir ettigine inanilmakta; bu siirecin nihai asamasinda ise kartalin simgesel olarak
one ¢iktig goriilmektedir (Ogel, 2003, s. 47). Tiirkler icin kartal, kuslar arasinda énemli olup, ilk
samanin bir kartal yumurtasindan tiiredigine inanilmaktadir. Bu ylizden Tirkler kartalin kdkeni
gokyliziine baglamiglardir. Ayni zamanda kartalin Samanla Tanr1 arasindaki iletisimi sagladigi ve
Tanr tarafindan gokytiziine gonderildigi inanis1 vardir (Aca & Yolcu, 2023, 5.405).

Tirk mitolojisinde yer alan hayvan kokenli tiireyis anlatilari, yalnizca topluluklarin soy
kokenine degil, ayn1 zamanda samanik kimligin olusumuna da isaret etmektedir. Bu gercevede kartal
yumurtasindan dogan saman motifi, kartalin goksel niteliklere sahip kutsal bir ata olarak kabul
edildigini ortaya koymaktadir (Aga, 1997, s. 80-81).

Kartal figiliri, tarihsel siire¢ igerisinde gii¢, yiicelik ve hakimiyet kavramlariyla
Ozdeslestirilmistir (Ersoy, 2000, s. 468). Keskin gérme yetisiyle dikkat ¢eken bu kus, gok ile yer
arasinda aracilik eden sembolik bir varlik olarak degerlendirilmis; bazi topluluklarin kdéken
anlatilarinda ata figiir{i olarak yer bulmustur. Tiirk mitolojik anlatilarinda ise kartal motifi, Gok Tanr1
inanci ile iligkilendirilen kutsal ve goksel bir sembol niteligi tasimaktadir (Duydu ve Tekin, 2022, s.
1210). Kartalin giinese gozlerini kirpmadan bakabildigine dair inanig, onun atesin giiciine karsi
koyabilen bir varlik olarak algilanmasina zemin hazirlamis; ayni zamanda hizinin yildirimla
iliskilendirilmesine neden olmustur (Ersoy, 2000, s. 468). Arastirmada bu mitolojik anlatilarla Emir
Hiisrev Dihlevi’nin Se¢meler Divani’nda yer alan halkér tezyinatindaki Aslan-Ceylan ve Turna-
Kartal miicadele sahnelerinin metaforik anlamlar1 ve tasvirleri betimlenmistir. S6z konusu hayvan
ikilileri, yalnizca estetik tasvir unsurlari olarak degil, ayn1 zamanda degismeceli anlamlar1 ve
karsitliklar1 temsil eden sembolik yapilar olarak degerlendirilebilir.

Yontem

Bu arastirma, var olan bir durumun oldugu haliyle tasvir edilmesini amaglandigindan nitel
arastirma yontemi ¢ergevesinde betimsel tarama modeline dayanmaktadir (Karasar, 2008, s. 77).
Aragtirmanin verileri Fransa Milli Kiitiiphanesi dijital veri tabanindan elde edilmistir. Verilerin
analizi ve hayvan figiirlerinin sembolik degerlendirmesi i¢in literatiir taramasi yapilmis ve ele alinan
Aslan-Ceylan, Turna-Kartal tasvirlerinin mitolojik unsurlarina yer verilerek halkar tasvirlerdeki
miicadele sahneleri betimlenmistir.

Arastirma modelinde yazma eserin genel bilgilerine yer verildikten sonra eserin i¢inde yer
alan miicadele sahneleri tespit edilmistir. Sahnelerde tasvir edilen hayvan figiirleri belirlenmistir.
Bir¢ok hayvan tasvirinin yer aldigi halkar tasarimlarindaki aslan-ceylan, turna-kartal ikilikleri ile
arastirma sinirlandirilmistir. Miicadele sahnelerinde hayvan tasvirlerinin mitolojik anlatilarina yer
verilerek halkar tasarimlarindaki betimlemeleri ve eserdeki kullanim alanma iliskin bilgiler
verilmistir.
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Emir Hiisrev Dihlevi’nin Secmeler Divani’ndaki Aslan-Ceylan ve Turna Kartal
Miicadele Tasvirleri

Fransa Milli Kiitiiphanesi’nde (Bibliothéque Nationale de France) yer alan eser Persan 245
envanter numarasi ile kayithdir. Miellifi Emir Hiisrev Dihlevi olan eserin miistensihi Malik al
Daylami’dir. Eserin bazi boliimlerini ise Mir Ali Haravi yazmistir. Dili Farsga olan eser XVI. yiizy1l
sanatinda tercih edilen hat stili olan Nesta’lik hatt1 ile yazilmistir. Emir Hiisrev Dihlevi’nin
“Se¢meler” adli eserinin icerisinde Gami ve Sa’di Sirazi’nin siirleri de yer almaktadir. 43 varaktan
olusan eser, XVI. yiizyilin (1540-1560/1559-1560) ortalarina tarihlendirilmektedir. Eserin sayfa
boyutlart 185 x 270 mm., yazil alanlar1 ise 75 x 140 mm’dir.

Emir Hiisrev Dihlevi’nin eseri, hat sanatinin essiz giizelliginin yani sira baslik, beyne’s- siitir
tezhipleri ve halkar tezyinati ile de 6ne ¢ikmaktadir. Eserde nohudi, somon, yesil, mavi, sar1 ve
mermer mavisi renkli sayfalar iizerinde, metnin etrafina halkér tarzinda tezyinat yapilmistir.
Buradaki halkari bezemelerde yart stilize ¢icekler, agag tasvirleri ve hayvan figiirleri yer almigtir.

Gorsel 1. Gallica Fransa Milli Kiitiiphanesi, Emir Hiisrev Dihlevi, “Se¢meler” Eseri, Ust
Cild Kabi (solda), Alt Cild Kabi (sagda), (URL 1)

Gorsel 1°de Lake cild kabina ait bir 6rnek yer almaktadir. Eserin {ist kabina siyah zemin
lizerine altin ve boyalar ile minyatiir tasviri yapilmistir. Cildin st i¢ kabinda yapilan minyatiir
sahnesi 141 x 226 mm’dir. Cild {izerine yapilan tasvirde bahge icerisinde diizenlenmis bir saray
eglence sahnesi yer almaktadir. Servi agaci, bahar dali ve gesitli bitkiler igerisinde, cildin orta
kisminda, taht {izerinde oturan bir prens tasviri goriilmektedir. Prensin elinde bir fincan
bulunmaktadir. Karsisinda ise prense hizmet eden bir figiir yer almakta ve prense bir tepsi nar
sunmaktadir. Hizmetkarm arkasinda ayakta duran bir figiir tasviri yapilmistir. Prensin oniinde sag
tarafta oturan iki kisinin sohbet ettigi goriilmektedir. Kompozisyonun alt kisminda, bastonuna
yaslanan iri yapili bir figiir ve kargisinda kus kizartmak i¢in atesin basinda, dizlerinin iizerinde oturan
baska bir hizmetkar tasviri yer almaktadir. Prensin karsisinda sol tarafta iki miizisyen yer almakta ve
bunlardan biri tef, digeri ise arp ¢almaktadir. Tasvirde stilize bitkiler, ¢igekler, bulutlar, servi agaglari
yer almaktadir. Kompozisyonu g¢evreleyen bordiirde, altin zemin iizerine siyah renkli kurdele
formunda diizenlenmis birbirini tekrar eden bulut motifleri uygulanmstir.
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Cildin alt i¢ kabindaki siyah zemin {izerine lake tekniginde 142 x 225 mm. Sl¢iilerinde
minyatiir tasviri yapilmistir. Cild iizerinde klasik Iran edebiyatinin 6nemli ask anlatilarindan biri olan
Hiisrev ile Sirin’in bulugma sahnesi tasvir edilmistir. Cild minyatiir sahnesinin alt kisminda yer alan
Sirin, ¢esitli bitkilerin, kayaliklarin, servi ve ¢esitli agaglarinin arasinda bulunan pinarda yikanirken
betimlenmistir. Cildin saginda beyaz atina binmis prens (Hiisrev), Sirin’i izlemektedir. Minyatiir
sahnesini ¢evreleyen bordiirde yine altin zemin {izerine siyah renkli kurdele formunda birbirini tekrar
eden bulut motifleri yer almustir.

Gorsel 2. Gallica Fransa Milli Kiitiiphanesi, Emir Hiisrev Dihlevi, “Se¢meler” Eseri, 2b
varagi, (URL 2)

Eserin agik yesil renkte olan 2b varaginin boyutu 185 x 270 mm., yazi alani ise 75 x 140
mm’dir. Fars¢a olan metin Nestalik hatti ile yazilmistir. 6 satirdan olusan hat yazisinin satir aralarina
beyne’s- siitlr, sag alt kdsesine ise muska tezhibi yapilmigtir. Cedveller ile ayrilan yazi alaninin iist
kismina baglik tezhibi yapilmistir. Baglik tezhibi % simetrik formda diizenlenmistir. Baslik
tezhibinde yer alan yazi alani sivama altin ile doldurulup bos birakilmistir. Yazi alaninin her iki
yaninda, bitisik bicimde iki altin ortabag motifi yer almaktadir. Etrafina klasik tezhip teknigi
uygulanmigtir. Tezhip tezyinatinda peng, goncagiil ve yaprak motifleri kullanilmigtir,

Hasiyede, serbest bir sekilde bitkisel motifler ve hayvan figiirlerinden olusan halkari tislupta
tezyinat yapilmistir. Bezemede bahar dali ve kiigiik yar stilize bitkisel motifler kullanilmistir.
Hayvan figiirlerinden ise ceylan, kurt, tilki, kus ve aslan kullanilmistir. Halkar tezyinati altin ile
renklendirilip altin ile tahrirlenmistir.

2b varaginda tasvir edilen hayvan miicadele sahnesinde aslan ve ceylan figiirleri yer
almaktadir. Sayfanin iist tarafinda, ¢esitli bitkisel motiflerin igerisinde yer alan aslan ve ceylan
sahnesinde aslanin ceylana pengeleriyle saldirmasi betimlenmistir. Burada aslan ve ceylan
miicadelesinde karsit giiclerin dengesi gosterilmektedir. Sembolik olarak hiikiimranligi temsil eden
aslan; giic unsuru ile ifade edilmistir. Ceylanin fiziksel olarak zayif olmasi ve giiclii bir hayvan olan
aslanin saldiris1 karsisinda savunmasiz olmasi, ceylanin giic karsisinda zayifligi temsil eden bir
simgeye doniistiiglinii vurgulamaktadir. Ceylanin saflik metaforu onu ezen yirtici yer unsurlarinin
karsisinda hayatta kalma miicadelesini temsil eder.
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Gorsel 3. Gallica Fransa Milli Kiitiiphanesi, Emir Hiisrev Dihlevi, “Se¢meler” Eseri, 6b
varagi, (URL 3)

Mavi renk kagit lizerine olan 6b varaginda, 6 satirdan olusan hat yazisinin satir aralarina
beyne’s- siitlr ve sag alt kdsesine de muska tezhibi yapilmistir. Yazi alaninin etrafi cedveller ile
ayrilarak baslik tezhibi yapilmistir. Baslik tezhibi 4 simetrik formda diizenlenmistir. Baslik
tezhibinde yer alan yazi alan1 sivama altin ile doldurulup bos birakilmistir. Yazi alaninin her iki
yaninda, bitisik bicimde iki altin ortabag motifi yer almaktadir. Etrafina klasik tezhip teknigi
uygulanmustir. Baslik tezhibinde peng, goncagiil ve yaprak motifleri kullanilmustir.

Hasiyede, serbest bir sekilde bitkisel motifler ve hayvan figiirlerinden olusan halkari iislupta
tezyinat yapilmistir. Tezyinatta ¢inar, bahar dali, ¢ok yaprakli agag, yar stilize bitkisel motifler ve
bulut tasvirlerinin yapildig1 goriilmektedir. Hayvan figiirlerinden ise tavus kusu, maymun, ceylan,
tilki, turna ve kartal tasvirleri yer almaktadir. Halkar tezyinati altin ile renklendirilip altin ile
tahrirlenmistir.

6b varaginda cesitli bitkisel motiflerin icerisinde yer alan kartal ve turna figiirii miicadele
sahnesinde kartalin, turnaya kafa kismindan pengeleriyle saldirmasi tasvir edilmistir. Kartalin
kanatlarimi agarak turnanin iizerinde hakimiyet kurmasi gok unsuru ile iligkilendirilmistir. Kartalin
avina kurdugu Ustiin hakimiyeti isaret etmektedir. Turnanin kartal saldiris1 ve hakimiyeti karsisindaki
savunmasiz zayiflig1 ise kartalin goksel giicline isaret etmektedir. Av durumunda olan turna ise ruh
temsili metaforu ile iliskilendirilebilir.
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Gorsel 4. Gallica Fransa Milli Kiitiiphanesi, Emir Hiisrev Dihlevi, “Se¢meler” Eseri, 11a
varagi, (URL 4)

Nohudi renk kagit lizerine olan 11a varaginda, 8 satirdan olusan yazi alaninin etrafi siyahla
tahrirli altin cedvel, siilyen iplik ve lacivert kuzu ile ¢evrilidir. Hasiyede, serbest bir sekilde bitkisel
motifler ve hayvan figiirlerinden olusan halkari islupta tezyinat yapilmistir. Tezyinatta bahar dali,
bulut ve yar stilize kiigiik bitkisel motifler kullanilmistir. Hayvanlardan ise tavus kusu, kanguru,
ceylan, tilki, aslan, leylek ve turna figiirleri yer almistir. Halkar tezyinati altin ile renklendirilip altin
ile tahrirlenmistir.

11a varaginda yer alan hayvan miicadele sahnesinde aslan ve ceylan figiirleri yer almaktadir.
Sayfanin sol alt tarafinda, kii¢iik bitkisel motiflerin igerisinde aslanin, ceylani sirtiistii yere yatirarak
karnindan avladigi bir miicadelede sahnesine yer verilmistir. Ceylanin arka bacagi aslanin
pengelerinin arasindadir ve ceylanin giigsiiz, caresiz bir sekilde teslim olusu betimlenmistir. Bu
miicadelede aslana atfedilen galibiyetin, bir gii¢ timsali olarak islendigi goriilmektedir. Ceylanin
fiziksel olarak zayifligmin ise giic karsisinda yenilgiye ugrayan bir simge olarak vurgulandigi
goriiliir.
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Gorsel 5. Gallica Fransa Milli Kiitliphanesi, Emir Hiisrev Dihlevi, “Se¢meler” Eseri, 17b
varagi, (URL 5)

Somon renk kagit {izerine olan 17b varaginda, 6 satirdan olusan yazi alaninin etrafi siyahla
tahrirli turuncu ve limonkiifii cedvel, altin iplik ve lacivert kuzu ile ¢evrilidir. Yazi1 alaninin iizerine
baslik tezhibi yapilmustir. ¥4 simetrik planda diizenlenen baslik tezhibinde dendanli beyaz iplikle yazi
alan1 acilmus, icerisi sivama altinla doldurularak bog birakilmistir. Yazi alaninin her iki yaninda
bitisik bicimde rumi kapali formla pafta ayrimi yapilmistir. Pafta disindaki kompozisyon igerisinde
arasuyu uygulanip, klasik tezhip teknigine yer verilmistir

Hasiyede, serbest bir sekilde bulutlar, bitkisel motifler ve hayvan figiirlerinden olusan
halkari iislupta tezyinat yapilmistir. Tezyinatta bahar dali, cok yaprakli agag, bulut ve yan stilize
bitkisel motifler kullamlmistir. Hayvan motiflerinden kanguru, ceylan, tilki, kus ve aslan
kullanilmigtir. Halkar tezyinati altin ile renklendirilip altin ile tahrirlenmistir.

17b varaginda tasvir edilen hayvan miicadele sahnesinde aslan ve ceylan figiirleri yer
almaktadir. Sayfanin alt tarafinda cesitli bitkisel motiflerin icerisinde aslan ve ceylanin miicadele
sahnesinde aslan kozmik evrenin giiciinii isaret etmektedir. Aslan kiitlesel olarak baskin formda
tasvir edilmis ve aslana atfedilen istlinlik timsali vurgulanmigtir. Ceylan ise aslanin saldirisi
karsisinda narin ve ince yapist ile aslanin gii¢ unsurunun karsitliginda ezilen ve garesizligi isaret eden
yasam-0liim simgesi olarak ele alinmistir.
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Gorsel 6. Gallica Fransa Milli Kiitiiphanesi, Emir Hiisrev Dihlevi, “Se¢meler” Eseri, 18a
varagi, (URL 6)

Nohudi renk kagit lizerine olan 18a varaginda, 8 satirdan olusan yazi alaninin etrafi siyahla
tahrirli turuncu ve limonkiifii cedvel, altin iplik ve lacivert kuzu ile ¢evrilidir. Hasiyede, serbest bir
sekilde bitkisel motifler ve hayvan figiirlerinden olusan halkari iislupta tezyinat yapilmistir.
Tezyinatta bahar dali, servi agaci, ¢cok yaprakli agag, bulut ve yar stilize kiiciik bitkisel motifler
kullanilmistir. Hayvan figiirlerinden ise kaz, maymun, ceylan, geyik, serce, turna ve kartal
kullanilmstir.

18a varaginin ist tarafinda c¢esitli bitkisel motif ve bulutlarin arasinda kartal ve turna
miicadele sahnesinin tasviri yer almaktadir. Sayfada baska hayvan miicadele tasvirlerine de yer
verilmistir. Halkar tezyinati altin ile renklendirilip altin ile tahrirlenmistir.

Kartal ile turnanin miicadele sahnesinde; kartalin turnay1 boynundan pengeleriyle kavradigi
ve gagasiyla basina dogru saldirdigi betimlenmistir. Kartala atfedilen yiicelik, onun hakimiyet
simgesi ve yirtict giiciiyle iliskilendirilen sembolik anlamini pekistirmektedir. Kartalin yukaridan
asag1 ucarak tasvir edilmesi yalnizca fiziksel bir iistiinliik degil ilahi bir kudretin temsilini de isaret
eder. Turnanm ise govdesinin kivrimi ve agik kanatlar ile kartala karsi hareket halinde karsilik
vermeye ¢aligmasi turnanin hikmet ve ruhsal yolculugunun hakikati sembolleri ile iligkilendirilebilir.
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Gorsel 7. Gallica Fransa Milli Kiitiiphanesi, Emir Hiisrev Dihlevi, “Se¢meler” Eseri, 34a
varagi, (URL 7)

Somon renk kagit iizerine olan 34a varaginda, 8 satirdan olusan yazi alanin etrafi siyahla
tahrirli altin, lacivert ve limonkiifii cedvel, turuncu, altin iplik ve lacivert kuzu ile cevrilidir.
Hasiyede, serbest bir sekilde bitkisel motifler ve hayvan figiirlerinden olusan halkari {islupta tezyinat
yapilmistir. Tezyinatta bahar dali ve yarn stilize kiigiik bitkisel motifler kullanilmistir. Hayvan
figiirlerinden ise ceylan, tilki, kus ve aslan, turna, kartal kullanilmistir.

34a varaginin iist tarafinda cesitli bitkisel motiflerin arasinda kartal ve turna, alt tarafinda ise
aslan-ceylan ikili miicadele sahnelerine yer verilmistir. Halkar tezyinati altin ile renklendirilip altin
ile tahrirlenmistir.

Kartal ve turna miicadelesinde; kartalin turnaya pengeleri ve gagasi ile saldirma sahnesi
tasvir edilmistir. Goksel bir varligin sarsilmaz hakimiyetini temsil eden kartal; glic unsuru ile ifade
edilmektedir. Turna figiirii zarif ve narin goriiniimii ile estetik inceligi temsil ederken fiziksel
kirilganlhigr kartalin istiinligii ve hakimiyeti karsisinda giigsiizliigli simgeleyen bir unsur olarak
degerlendirilmektedir.

Aslan ve ceylan miicadelesinde; aslanin ceylana pengeleriyle saldirma sahnesi
betimlenmistir. Giiclii ve zayif olan karsit giiglerin dengesi tasvirlenmistir. Zaferi temsil eden aslan
hakimiyet unsuru ile ifade edilmistir. Cevikligi ile bilinen ceylan figiirii bu sahnede yenilgiye
ugrayan ve tirkekligi temsil eden bir unsur olarak betimlenmistir.
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Gorsel 8. Gallica Fransa Milli Kiitliphanesi, Emir Hiisrev Dihlevi, “Se¢meler” Eseri, 34b
varagi, (URL 8)

Yesil renk kagit tizerine olan 34b varaginda, 6 satirdan olusan yazi alaninin etrafi siyahla
tahrirli altin, limonkiifii, turuncu cedvel ve lacivert kuzu ile ¢evrilidir. Hasiyede, serbest bir sekilde
bitkisel motifler ve hayvan figiirlerinden olusan halkari lislupta tezyinat yapilmistir. Tezyinatta bahar
dali, cok yaprakli agag ve yari stilize kiigiik bitkisel motifler kullanilmistir. Hayvan figiirlerinden ise
aslan, ceylan, maymun ve kus kullanilmistir. Halkér tezyinati altin ile renklendirilip altin ile
tahrirlenmistir.

34b varaginda tasvir edilen hayvan miicadele sahnesinde aslan ve ceylan figiirleri yer
almaktadir. Sayfanin alt tarafinda gesitli bitkisel motiflerin arasinda yer alan aslan ve ceylan figiirii
miicadelesinde aslanin ceylan iizerindeki belirgin iistiinliigii ve hakimiyeti betimlenmistir. Aslana
atfedilen unsurlardan giig, otorite ve hiilkmetme kavramlariin sembolik karsiligina isaret etmektedir.
Ceylan figiirii ise korunmasiz yapisi ile gii¢c ve otorite karsisindaki garesizligi temsil eden sembolik
bir unsur olarak 6ne ¢ikmaktadir.

Sonug¢

Fransa Milli Kiitiiphanesi’'nde (Bibliothéque Nationale de France) yer alan Persan 245
numarali Emir Hiisrev Dihlevi’nin “Se¢meler” adli eseri, 43 varaktan olugmaktadir. Eserin toplam
38 (%388,4) varaginda 12 farkl hayvan ikilisinin karsilikli miicadele sahnelerine yer verildigi tespit
edilmistir. Eserin 22 (%51,2) varaginda arastirmanin konusunu olusturan aslan-ceylan ve turna-kartal
miicadele tasvirleri yer almaktadir. Calismada ele alinan hayvan miicadele sahneleri eserin 1a, 2b,
4a, 4b, 6b, 11a, 14a, 15a, 18a, 18b, 20a, 20b, 25b, 26a, 28b, 32a, 32b, 33a, 34a, 34b, 36b, 38a
varaklarinda benzer tasvirler ile yer almaktadir. incelenen hayvan miicadele sahnelerinde 19 (%86,4)
varakta aslan-ceylan, 3 (%13,6) varakta ise turna-kartal ikili miicadelelerine yer verildigi
belirlenmistir. Bununla birlikte, baz1 varaklarda birden fazla miicadele sahnesine yer verilmis olmasi
nedeniyle, eserde toplam 56 hayvan miicadele tasviri bulunmaktadir.
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Eserin halkar tezyinatinda hayvan iislubuna dair yer alan figiirler arasinda aslan, ceylan, tilki,
maymun, serce, kaz, turna, kartal, geyik, kanguru, tavus kusu, leylek, kurt gibi hayvanlarin tasvirleri
gorlilmektedir.

Incelenen aslan-ceylan ve turna-kartal miicadele tasvirlerinin belirli kompozisyon kaliplari
icerisinde tekrarlandig1 goriilmektedir. Aslan-ceylan miicadele sahnelerinde aslan figiirii genel olarak
giiclii ve yapili bedeni, genis pengeleri ve baskin durusu ile tasvir edilirken ceylanin ise sirtiistii yerde
av konumunda tasvir edildigi gortilmektedir. Tasvirlerde kullanilan hayvan figiirlerinin mitolojik
olarak aslana yiiklenen unsurlar arasinda gii¢, hiikiimranlik, hakimiyet ve zafer metaforu ile
iligskilendirildigi goriilmektedir. Ceylan figilirii ise miicadele sahnelerinde av konumunda tasvir
edildiginden yenilen ve savunmasizhigi ile 6ne ¢ikan bir figiir olmustur. Urkek ve kirilgan olan ceylan
mitolojik olarak zarafet, masumiyet, caresizlik gibi semboller ile 6zdeslesmistir.

Turna-kartal miicadele sahnelerinde kartal figiirii gii¢, hakimiyet, yiicelik ve gokyiiziiniin
egemeni unsurlar ile islenmistir. Kartal figiirli yalnizca fiziksel kuvvet olarak degil ayn1 zamanda
kutsalligin, yiice ruhun ve gdksel ata inancin semboliine de isaret etmektedir. Tasvirlerde kartalin
avlayan konumunda yer almasi onun hiikkmedici niteligini 6ne ¢ikarmaktadir.

Turna figiirli ise miicadele sahnelerinin hepsinde av olarak tasvir edilmistir. Metafor olarak
manevi yolculuk ve sadakat ile iliskilendirilirken, &zellikle hikaye anlatilarinda dayanisma,
yardimlasma ve birlik kavramlarin1 yansitmaktadir. Ayrica turnanin gége yiikselisi ruhsal arinma,
hikmet ve 6liim sonras1 yolculuk ile de iligkilendirilmektedir. Boylelikle kartal ile turna arasindaki
miicadele tasvirleri bir av-avci iliskisi olmaktan ziyade gii¢, hakimiyet ile, maneviyatin arasindaki
bir karsilastirmadir.

Eserdeki hayvan miicadele sahneleri yalnizca avlayan ve avlanan tasviri olarak degil, gii¢lii
olanin zayif lizerindeki hakimiyetini, kuvvet ile zarafet arasindaki karsitligi yansitan bir anlatim
bi¢imi olarak da karsimiza ¢ikmaktadir.

Bu aragtirmada, miiellifi Emir Hiisrev Dihlevi olan Se¢meler adl1 eserin tezyinatinda yer alan
hayvan miicadele sahneleri incelenmistir. Inceleme kapsaminda, kitap sanatlarinda kullanilan hayvan
figiirlerine yiiklenen metaforik anlamlar ile bu figiirlere atfedilen sembolik unsurlar
degerlendirilmistir. Eser, yazma eserlerde tasvir edilen hayvan miicadele sahnelerinin gorsel
ozelliklerinin ve mitolojik anlamlarinin ortaya konulmasina olanak saglamasi bakimindan énemli bir
kaynak niteligi tasimaktadir. Bu dogrultuda arastirma, kitap sanatlarinda yer alan hayvan tasvirlerinin
ikonografik acidan degerlendirilmesine ve s6z konusu figiirlerin Aalkdr tezyinatindaki kullanimina
iliskin sembolik anlamlarin belirlenmesine katki sunarak, ilgili literatiire 6zglin bir yaklagim
kazandirmaktadir.

www.turkishstudies.net/language



40 Buket Abay - Sevda Emlak

References

Acga, M. (1997). Tiirk destanlarinda ag erme (yerikleme) motifinin destan kahramanlari tizerindeki
etkisi ve hayvan ata (ecdat) inanctyla baglantisi. Milli Folklor (34), 78-81.

Aca, M., & Yolcu, M. A. (2023). Halk bilgisinin inams temelli temsilleri. iginde Halk bilimi el kitab
(5.b.). Nobel Yaymlart.

Cengiz, A. (2016). Tiirk mitolojisindeki kozmik aslan figiirii ve baki divanindaki yansimalari.
Uluslararas: Medeniyet Calismalar: Dergisi, 1(2).

Cetin, 1. (2018). Inang sembolleri ve dgrenci algis1. V. Uluslararasi Alevilik ve Bektasilik sempozyumu
bildiriler kitabi, 18-20 Ekim 2018, Ankara, 2018, cilt: 1, s. 287-304

Cetin, N. M. (2011, Aralik 20). Amir Xusraw-i Dihlexi'nin eserlerinin yazma niishalari. Sarkiyat
Mecmuasi, 5. https://izlik.org/JA43SE38AG

Coruhlu, Y. (2000). Tiirk mitolojisinin ana hatlar:. Kabalc1 yayinevi.
Coruhlu, Y. (2011). Tiirk mitolojisinin ana hatlar: (4. bs.). Kabalc1 Yayincilik.
Coruhlu, Y. (2014). Tiirk sanatinda hayvan sembolizmi. Kémen Yayinlari.

Dalkiran, A. (2018). Cagdas tiirk resiminde hayvan miicadele sahneleri. Uluslaras: Tarih ve Sosyal
Arastirmalar Dergisi (19).

Denizmen, S. (2021). Mevlana’nin Divaninda “Kut”lu ceylan motifi. Divan Edebiyati Arastirmalart
Dergisi, 27, 213-238.

Derman, F. C. (1997). Halkari, TDV Islam Ansiklopedisi. https://islamansiklopedisi.org.tr/halkari

Dihlevi, E. H. (n.d.). Se¢meler divani (Persan 245). Gallica, Bibliothéque nationale de France.
https://gallica.bnf.fr/ark:/12148/btv1b8410890h

Diyarbekirli, N. (1972). Hun sanati (1 b.). Milli Egitim Bakanlig Kiiltlir Yayinlar.

Duranli, M. (2018). Saha Tiirklerinin inang sisteminde kartal. Fge Sosyal Bilimler Dergisi, 1(1).
https://izlik.org/JA29PW83YT

Duydu, M., & Tekin, A. K. (2022). Tiirk mitolojisinde hayvan sembolizmi ve geleneksel “Sahmeran”
figlirlinlin sanata yansimalar1. /di/, 1209. Doi:10.7816/idil-11-96-06

Elgin, S. (2003). Tiirk Halk Edebiyatinda Turna Motifi. Hact Bektas Veli Arastirma Dergisi, 9(28),
43-56.

Ersoy, N. (2000). Semboller ve yorumlar: (1 b.). Istanbul: Zafer Matbaasi.
Karasar, N. (2008). Bilimsel Arastirma Yontemi (18. b.). Ankara: Nobel Yayim Dagitim.

Kurtulus, R. (1995). Emir Hiisrev-i Dihlevi. Tiirkive Diyanet Vakfi Islam Ansiklopedisi.
https://islamansiklopedisi.org.tr/emir-husrev-i-dihlevi

Miilayim, S. (1988, Eyliil). Tiirk sanatinin erken devri. Sanat Tarihi Arastirmalart Dergisi, 1(3), s. 45-
48.

Ogel, B. (2003). Tiirk mitolojisi (Cilt 1). Ankara: Tiirk Tarih Kurumu Basimevi.

Ozkartal, M. (2012). Tiirk destanlarinda hayvan sembolizmine genel bir bakis (Dede Korkut
kitabi'ndan ornekler). Milli Folklor, 24(94).

Roux, J. P. (2011). Eski Tiirk mitolojisi. (M. Y. Saglam, Cev.) Ankara: BilgeSu yaymlari.

Turkish Studies, Language and Literature, 21(01)


https://islamansiklopedisi.org.tr/halkari
https://gallica.bnf.fr/ark:/12148/btv1b8410890h
https://islamansiklopedisi.org.tr/emir-husrev-i-dihlevi

Animal Combat Depictions in Emir Khusrau Dehlavi’s Anthology Divan... 41

Temiz, M. E., & Cakmake1, M. K. (2022). Tirk asilli sair Emir Hiisrev-1 Dihlevi’nin Hint kiltiirine
ve edebiyatina tesirleri. Uludag Universitesi Fen-Edebiyat Fakiiltesi Sosyal Bilimler Dergisi,
23(42). http://dx.doi.org/10.21550/sosbilder.982054

Tuncer, A. (2013). Anadolu Tiirk donemi sanatinda aslan figiirii [Doktora tezi]. Istanbul Universitesi,
Sosyal Bilimler Enstitiisii, Sanat Tarihi Anabilim Dal.

Tutaysalgir, O., & Ar, S. (2023). Aslan sembolizminin tarihsel yolculugu ve giincel logo
tasarimlarinda kullanimlari. Motif Akademi Halkbilimi Dergisi, 16(41), 434-453.
https://doi.org/10.12981/mahder.1119532

Yaylali, Y. (2019, Aralik). Emir Hiisrev-i Dihlevi'nin bir gazelinin incelenmesi. Atatiirk Universitesi
Edebiyat Fakiiltesi Dergisi (63), 553-562.

Yildiz, N. (2017). Islamiyet éncesi Tiirk sanatinda av sahneleri ve hayvan miicadele sahnelerinin
ikonografisi [Lisans bitirme tezi]. Uludag Universitesi, Sanat Tarihi.

Yilmaz, O. (2022). Ali Sir Nevayi’nin hamsesinde Emir Hiisrev-I Dehlevi’ye dair. Alisher Navoiy
International Journal, 1(3). http://dx.doi.org/10.5281/zenodo.580447

Figure Sources

Gorsel 1. Dihlevi, E. H. (1540-1560/1559-1560), Ust ve Alt Cild Kabi, Gallica, Bibliothéque nationale
de France. https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f1.item

Gorsel 2. Dihlevi, E. H. (1540-1560/1559-1560), 2b varagi, Gallica, Bibliothéque nationale de France.
https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f12.item

Gorsel 3. Dihlevi, E. H. (1540-1560/1559-1560), 6b varagi, Gallica, Bibliothéque nationale de France.
https://gallica.bnf.fi/ark:/12148/btv1b8410890h/f20.item

Gorsel 4. Dihlevi, E. H. (1540-1560/1559-1560), 11a varagi, Gallica, Bibliothéque nationale de France.
https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f30.item

Gorsel 5. Dihlevi, E. H. (1540-1560/1559-1560), 17b varagi, Gallica, Bibliothéque nationale de France.
https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f42.item

Gorsel 6. Dihlevi, E. H. (1540-1560/1559-1560), 18a varagi, Gallica, Bibliothéque nationale de France.
https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f43.item

Gorsel 7. Dihlevi, E. H. (1540-1560/1559-1560), 34a varagi, Gallica, Bibliothéque nationale de
France.https://gallica.bnf.fr/ark:/12148/btv1b8410890h/{75.item

Gorsel 8. Dihlevi, E. H. (1540-1560/1559-1560), 34b varagi, Gallica, Bibliothéque nationale de France.
https://gallica.bnf.fi/ark:/12148/btv1b8410890h/f76.item

www.turkishstudies.net/language


https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f1.item
https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f12.item
https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f20.item
https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f30.item
https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f42.item
https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f43.item
https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f75.item
https://gallica.bnf.fr/ark:/12148/btv1b8410890h/f76.item

42 Buket Abay - Sevda Emlak

ETHICAL DECLARATIONS

Research and Publication Ethics
I declare that this article is an original work and was prepared in accordance with the principles of scientific
research and publication ethics. The article has not been published elsewhere and is not currently under review
by another journal.
All sources used in the study have been cited in accordance with academic standards. I declare that the study does
not contain plagiarism, fabrication, falsification, or manipulation of data, and that the research findings have been
presented in accordance with the principles of scientific integrity.

Author Contributions
The author single-handedly designed, conducted, and analyzed the study and prepared the report for this article.
I have reviewed and approved the final version of the article and agreed to its publication.

Conflict of Interest
I declare that there is no conflict of interest regarding the publication of this manuscript.

Funding
This research did not receive any specific grant, financial support, or funding from any public, commercial, or
non-profit funding agencies.

Artificial Intelligence (AI) Usage Disclosure
During the preparation of this manuscript, artificial intelligence tools may have been used solely for limited
purposes such as language editing, translation assistance, and stylistic improvement. Any Al-assisted translations
or language corrections were carefully reviewed and verified by the author. Artificial intelligence tools were not
used to generate the core scientific content, research design, analysis, or scholarly conclusions. All academic
responsibility for the content of the manuscript rests entirely with the author.

Copyright and Permissions
I confirm that all necessary permissions for copyrighted materials have been obtained where required and that
the manuscript does not violate any intellectual property rights.

Author Approval
I confirm that they have read and approved the final version of the manuscript and consent to its submission and
publication.

ETIK BEYANLAR

Arastirma ve Yaymn Etigi
Bu makalenin 6zgiin bir ¢alisma oldugunu ve bilimsel arastirma ve yaymn etigi ilkelerine uygun olarak
hazirlandigin1 beyan ederim. Makale daha 6nce herhangi bir yerde yayimlanmamig olup bagka bir dergide
degerlendirme siirecinde degildir.
Calismada kullanilan tiim kaynaklar akademik kurallara uygun bi¢imde atiflanmigtir. Calismanin intihal, veri
uydurma, veri tahrifi veya manipiilasyon icermedigini; arastirma bulgularinin bilimsel diiriistliik ilkelerine uygun
sekilde sunuldugunu beyan ederim.

Yazar Katkisi
Calismanin tasarlanmasi, yiiriitiilmesi, analizi ve makalenin raporlama asamasini tek basma yiiriitmistiir.
Makalenin son halini okuyup onayladim ve yayimlanmasini kabul ettim.

Cikar Catismasi
Bu makalenin yayimlanmasina iligkin herhangi bir ¢ikar ¢atigmasi bulunmadigini beyan ederim.

Finansal Destek
Bu aragtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulus tarafindan finansal
olarak desteklenmemistir.

Yapay Zeka Kullanim Beyani
Makalenin hazirlanmasi siirecinde yapay zeka aracglarimdan yalnizca dil diizenleme, ceviri destegi ve anlatim
iyilestirmesi amaciyla smirlt dlgiide yararlanilmistir. Yapay zeka araglar tarafindan yapilan ceviri ve dil
diizenlemeleri tarafimdan dikkatle kontrol edilmistir. Yapay zekd araglari ¢aligmanin bilimsel igeriginin,
aragtirma tasariminin, analizlerinin veya akademik sonuglarinin olusturulmasinda kullanilmamistir. Makalenin
icerigine iligkin tiim akademik sorumluluk bana aittir.

Telif Haklar1 ve izinler
Telif hakki gerektiren materyaller kullanilmigsa gerekli izinlerin alindigin1 ve ¢alismanin herhangi bir fikri
miilkiyet hakkini ihlal etmedigini beyan ederim.

Yazar Onay1
Makalenin son halini okudum, onayladim ve yayimlanmasini kabul ettigimi beyan ederim.

Turkish Studies, Language and Literature, 21(01)



