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Manzum Kroniklerde Caldiran: Savasin Estetige Biiriinmesi

Caldiran in Verse Chronicles: The Aestheticization of War

Oz: Edebiyat ve tarihin kesisim alanindaki tiirlerden biri olan manzum kronikler, Yavuz Sultan Selim (6. 1520)
ve Sah Ismail (6. 1524) arasinda cereyan eden Caldiran Savasi (1514)’n1 tarihi cergeve igerisinde edebi bir iislup ve
hakim Osmanli ideolojisiyle resmetmislerdir. Bu savas tasvirler tarihi degerinin yani sira dil ve edebiyat bakimindan
da renkli bir manzara arz etmektedir. Tarihi hadiseler igerisinde sanatkarlarin dikkatini celp eden hususlardan biri de
Caldiran Savasi’dir. Tarihi bir kurguya yaslanan edebi eserlerin her donem cazibesini siirdiirdiigii bir hakikattir. Yavuz
Sultan Selim ve Sah Ismail gibi iki kahramanin tarihi sahsiyetlerinin edebiyatin diinyasinda biiriindiigii yeni goriiniiniim
okur agisindan oldukga ilgi ¢ekici bir konu olmustur. Realiteyi kendi ger¢eklik anlayisiyla resmeden klasik Tiirk
edebiyati, Caldiran Savasi’ni kendi karakteristik vasiflarinin siizgecinden gegirerek sunmustur. Makale kapsaminda
incelenen manzum kroniklerde, Yavuz Sultan Selim ve ordusunu dini ve mezhepsel bakimdan olumlanirken Sah Ismail
ve askerleri olumsuz hatta yer yer asagilayici ifadelerle anlatilmistir. Benzer sekilde Yavuz Sultan Selim’in Sahsiyeti
ve ordusunun gii¢ ve kudreti madd? ve psikolojik bakimdan idealize edilirken Sah Ismail’in kisilik 6zellikleri ve ordusu
maddi ve kisilik 6zellikleri bakimindan kiiglimseyici ifadelerle betimlenmistir. Manzum kroniklerde Caldiran Savasi
kronolojisi aktarilirken metinler arasinda kurgu ve sembol miisterekliginin oldugu goriilmiistiir. Savasin anlatim1 ve
edebi tasvirlerde su miisterek noktalar tespit edilmistir: Renk sembolizmi, isitsel unsurlar ve musiki dgeleri, hayvan
sembolizmi, tabiat ve tabiatiistii varliklar, mitolojik, astrolojik ve kozmik unsurlar, savas aletleri ve sosyal hayat. Bu
calismada Caldiran Savasi’nin Osmanli manzum kroniklerindeki edebi anlatisinin Osmanli hakim ideolojisiyle
gOriildiigl, metinlerarasi ortak bir kurgunun ve sembolizmin var oldugu tespit edilmis; tematik bir siniflandirma degil
konunun anlatimindaki edebi tasvirler tizerine odaklanilmustir.

Anahtar Kelimeler: Klasik Tiirk Edebiyati, Manzum Kronikler, Yavuz Sultan Selim, Sah ismail, Caldiran
Savasi, Edebi Tasvir.

Abstract: Situated at the intersection of literature and history, verse chronicles portray the Battle of Caldiran
(1514), fought between Yavuz Sultan Selim (d. 1520) and Shah Ismail (d. 1524), within a historical frame yet through
a literary idiom inflected by the prevailing Ottoman ideology. Beyond their historical value, these depictions offer a
vivid panorama from the vantage point of language and literature. Among the historical events that drew the attention
of men of letters, the Battle of Caldiran occupies a notable place. It is a commonplace that literary works grounded in
historical narrative have retained their appeal in every period. For readers, the refashioning of the historical personae
of two heroes -Yavuz Sultan Selim and Shah Ismail- within the world of literature has proved especially compelling.
Classical Turkish literature, which renders reality according to its own conception of the real, presents the Battle of
Caldiran after filtering it through its characteristic features. In the verse chronicles examined in this article, Yavuz
Sultan Selim and his army are affirmed in religious and sectarian terms, whereas Shah Ismail and his soldiers are
depicted negatively, at times in overtly pejorative language. Likewise, Selim’s person and the strength and prowess of
his army are idealized both materially and psychologically, while Ismail’s personality and his forces are described in
disparaging terms with respect to both material and characterological attributes. As the chronology of the battle is
narrated across the verse chronicles, one observes a shared fabric of plot and symbolism among the texts. The narrative
of the war and its literary descriptions converge around several common nodes: color symbolism; auditory elements
and musical motifs; animal symbolism; nature and supernatural beings; mythological, astrological and cosmic
elements; instruments of war; and facets of social life. This study argues that the literary narration of the Battle of
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Caldiran in Ottoman verse chronicles is articulated in concert with the dominant Ottoman ideology and that there exists
an intertextual commonality of plot and symbolism; rather than proposing a thematic taxonomy, it focuses on the
literary modes of depiction by which the event is rendered.

Manzum Kroniklerde Caldiran...

Keywords: Classical Turkish Literature, Verse Chronicles, Selim I, Shah Ismail, Battle of Caldiran, Literary
Description.

Introduction

The emergence of genres in classical Turkish literature was driven by its focus on particular
subject matters. While these genres exhibit internal nuances, one may nonetheless speak of a set
of overarching thematic frames. One such frame is the historical. Practitioners of classical Turkish
literature felt an impulse shared across human history to contemplate the great events of the past
or of their own present with artistic sensitivity and to render them enduring. Historians portrayed
these events from the vantage point of the discipline of history, whereas the men of letters of the
period, with an artist’s attentiveness, depicted the same historical episodes with abundant
psychological detail. In this vein, numerous literary forms found a place in classical Turkish
literature, including fetihndmes (conquest narratives), gazavdtndmes (cronicle of wars) and
sehndames (books of kings). Yavuz Sultan Selim and Shah Ismail have been regarded as two major,
distinctive figures, both in their personal qualities and in their historical personae. Consequently,
the Battle of Caldiran where these two great historical personages confronted one another in
terms of the values they embodied emerged as a subject of specific gravity to which the authors
of classical Turkish literature devoted sustained attention.

Among the works that recount the lives of great commanders are the Iskenderndames, Ebii
Miislimnames, Battalnames, the cenk-names devoted to ‘All, Siileymanndmes and Selimndmes. In
Ottoman history, there were periods when tensions between two leading figures reached their
height. Encounters between rulers such as Bayezid I (Yildirim) and Timur; Mehmed II (Fatih)
and Uzun Hasan; Selim I (Yavuz Sultan Selim) and Shah Ismail; Selim I and Qansuh al-Ghawri
and Tumanbay; and Siileyman I (Kanuni) and Charles V (Sarlken) and Shah Tahmasb were
regarded as distinctive subject matter. Beyond their religious, political and sectarian
embodiments, these figures were also furnished with literary portraits and invested with symbolic
meanings in the world of letters. In literature, mythological, legendary and religious heroes
function as bearers of value, becoming literary material within the frames of simile and metaphor.
Within literary narratives and more specifically in verse chronicles Yavuz and Shah Ismail
likewise assume comparable functions as emblems of national value. The narration of the Battle
of Caldiran, in terms of language and style, yields a literary tableau; at the same time, a symbolism
of values is constructed around these personages. The choice to treat Yavuz and Shah Ismail in
literary works owes much to the event’s specific gravity and to the influence of the collective
conscience, the popular imagination and belief. In Turkish-Islamic literature, major historical
events have given rise to major historical figures; in epics and mendkibndmes these figures are
transformed into heroes among them Battal Gazi, Danismend Gazi, Hamza, Abii Muslim al-
Khurasani and Sar1 Saltuk.

The impulse to record the past gave rise to chronicles; over time, this impulse exceeded
individual endeavor and crystallized into a matter of state policy. At the Ottoman court, beginning
in the sixteenth century, sehname writers court-appointed authors of seindme-style histories were
charged with representing and reporting recent events in a deliberately literary register.! Aware
that the sultans themselves were poets and possessed of refined literary taste, authors constructed
their works with a deliberate commitment to literariness. Moreover, numerous historical events
and personages appear in classical Turkish poetry not only in direct representation but also at the

! Saniye Simla Ozgelik, “XVI. Yiizy1l Osmanl Sehnamecilerinden Seyyid Lokmén’in Sehinsdhndme’si,” Sarkiyat
Mecmuast 42 (2023): 339; Christine Woodhead, “Sehnameci,” in 7DV Isldm Ansiklopedisi, vol. 38 (Istanbul: Tiirkiye
Diyanet Vakfi, 2010), 456.

Osmanl; Mivas: Arvastirmalart Dergisi / Journal of Ottoman Legacy Studres
Cilt 13, Sayr 35, Mart 2026 / Volume 13, [ssue 35, March 2026 73



Ozgir KIYCAK
Mustata Yasin
BASCETIN

level of imagery.” These works amenable to treatment under the rubric of war literature are
fashioned through literary devices such as plot, simile and hyperbole and it is evident that they at
times also serve propagandistic ends.? In these works one may encounter, beyond the constraints
of history, episodes of hyperbole, panegyric, or sweeping denunciation. Language and narration
do not convey historical reality as such; rather, they construct it, interweaving historical events
with metaphor and plot. Within historical narrative, the figurative and multilayered texture of
language at times produces meanings that exceed even the author’s own intention.* In the verse
chronicles of the Battle of Caldiran, events are not conveyed in their bare historical form. Rather,
they are clothed in a literary guise: narrated through descriptions that deploy simile, metaphor,
allusion and hyperbole. In an artist’s mediation of a national-historical event, literary depictions
may transgress the bounds of historical fact; they are also shaped by subjective factors. In the
exaltation of Sultan Selim and the denigration of Shah Ismail and his soldiers at Caldiran, one
may adduce religious, political, cultural and personal causes among them confessional and
cultural partisanship, the poet’s deference to authority within a tradition of patronage and the
author’s own vantage point.

Manzum Kroniklerde Caldiran...

History like social life and nature is a rich reservoir of material and inspiration for the
artist.’ Beyond language and style, the artist also captures the reader’s attention through the choice
of subject. Historical subject matter, in particular, ranks among the foremost themes that engage
readers.® The relationship between a literary work and history may be evaluated along two basic
axes: bearing witness to history and incorporating historical subject matter. When a literary work
treats historical events that occur within its own time that is, events it witnesses this is termed war
literature. When, by contrast, a work produced later takes up an event from an earlier era, this is
assessed as the work’s historicity.” In classical Turkish literature, certain genres stand in
particularly close relation to history. Above all, the tezkires bio-bibliographical anthologies of
poets are among the genres most strongly tied to it. Within the literature—history nexus, the
composition of historical works in a literary idiom constitutes yet another dimension of their
interrelation.® It may be said that poetry holds an advantage over history in apprehending the
psychological reality of a bygone age. Whereas history depicts an action, poetry discloses the
inner psychological backdrop that gives rise to it.” From this perspective, the relationship between
history and poetry may be conceived in terms of accident and substance. When historical
documentation is inadequate for understanding a given period, literary works can be fruitfully
employed.'® Indeed, Ahmedi’s Iskenderndme a mesnevi is regarded as a historical narrative.'!

In the verse chronicles, the struggle between Yavuz Sultan Selim and Shah Ismail in the
context of the Battle of Caldiran is narrated through literary descriptions organized around
analogous symbolic elements. Fashioned in a figurative idiom, the verse and prose works of
classical Turkish literature produce powerful depictions by means of such rhetorical devices as
simile (tesbih), personification (teshis), metaphor (istiare), metonymy (mecaz-1 miirsel), allusive

2 Ali Thsan Akgay, “Divanlardan Hareketle Edebiyat ve Tarih iliskisi,” Social Sciences Studies Journal 39 (2019): 3611.
3 Muhammed Emir Tulum, “Manzum Fetihnamelerin Tarihi Kaynak Degeri,” Kadim 5 (2023): 1-2.

4 Selim Tezcan, “Hayden White ve Tarih Anlatist Sorunu,” Turkish History Education Journal 7,no. 2 (2018): 651-52.
5 Inci Enginiin, Yeni Tiirk Edebiyat: Arastirmalar: (Istanbul: Dergah Yaynlari, 1991), 445.

® Mehmet Kaplan, “Mevlana’y1 Nasil Anlamaly,” in Tirk Edebiyat: Uzerine Arastirmalar 2 (Istanbul: Dergah Yaymlari,
1994), 9-24.

7 Erich Auerbach, “Edebiyat ve Harp,” in Universite Konferanslar: 1940-1941 (Istanbul: Istanbul University Press,
1941), 221-22.

8 Feridun M. Emecen, “Osmanli Kronikleri ve Biyografi,” Isldm Arastirmalar: Dergisi 3 (1999): 84.

% Walter G. Andrews, Siirin Sesi Toplumun Sarkist, trans. Tansel Giiney (Istanbul: fletisim Yaymlari, 2000), 116.

10 Akgay, “Divanlardan Hareketle Edebiyat ve Tarih Iliskisi,” 3609—20.

' Erhan Afyoncu, “Osmanli Siyasi Tarihinin Ana Kaynaklari: Kronikler,” Tiirkiye Arastirmalar: Literatiir Dergisi 1,
no. 2 (2003): 102.
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indirection (kinaye) and poetic causation (hiisn-i ta ‘lil)."* In battle depictions constructed in this
manner, a host of shared features can be discerned.?

Manzum Kroniklerde Caldiran...

Methodology and Corpus

The analysis employs a qualitative textual approach to the close reading of couplets. The
study is limited to sixteenth- and seventeenth-century Ottoman verse chronicles that deal directly
with the Battle of Caldiran; prose chronicles have not been included. Within this framework, the
following verse chronicles were examined: Selimname (Sukri-i Bitlisi, 16th century), Sa ‘ddet-
name (Firaki, 16th century), Tevdrih-i Al-i ‘Osmdn (Hadidi, 16th century), Sehndme (Mahremi,
16th century), Cdami i’ I-Mekniindt (Mevlana {sa, 16th century), Selim-ndme (Cevri, 17th century),
and Sahdne-name (Sirl, 17th century).

In analysing the couplets, the study first identifies and classifies the main thematic and
symbolic elements that shape the Caldiran narratives in these verse chronicles. On this basis,
colour symbolism, animal symbolism, cosmic and astrological motifs, descriptions of nature,
images of social life, and auditory/musical elements are treated under separate analytical
headings. These elements are then subjected to intertextual comparison across the different
chronicles in order to bring out both convergences and divergences. In doing so, the study seeks
to demonstrate how the descriptions of the Battle of Caldiran coalesce on a shared ground of
architextuality: the verse chronicles are read as texts that participate in a common set of generic
and imagistic conventions governing the representation of war.

The analysis is guided by the following interrelated questions: (1) By means of which
aesthetic and symbolic devices do the verse chronicles narrate the Battle of Caldiran? (2) How do
these symbols articulate the political and sectarian preferences of the dominant Ottoman
ideology? (3) In what ways is the historical violence of Caldiran transformed and mediated in
literary form? The intertextual relations and thematic patterns examined around these questions
serve to elucidate both the aesthetic logic of war representations in classical Turkish literature and
the ideological vantage point from which Caldiran is narrated in the verse chronicles.

More broadly, the article seeks to identify how these verse chronicles by virtue of their
distinctive conception of reality present the Battle of Caldiran to readers in a new guise and to
delineate the focal points in a historical event’s passage from “history” to “literariness.” The
findings suggest that the battle was regarded by men of letters as a subject of distinctive weight;
that the topic was consistently handled through a partisan lens shaped by dominant Ottoman
ideology; that authors, within the contours of this subject matter, constructed a specific war
literature and idiom; that in aestheticizing this historical event they largely drew on rhetorical
figures to forge a descriptive style; and that they strove to give marked prominence to colour and
animal symbolism as well as to auditory and natural motifs.

1. Religious and Sectarian Expressions

In the verse chronicles, Yavuz Sultan Selim, Shah Ismail and their armies are narrated
through a religious and sectarian lens. Selim and the Ottoman soldiery are cast in positive
religious—sectarian terms and situated at the normative center, whereas Shah Ismail and the

2Muhittin Eliagik, “Selgukname’de Edebi Savas Tasvirleri,” Kirikkale Universitesi Sosyal Bilimler Dergisi 1, no. 1
(2011): 108-9; Ismail Durmus, “Tesbih,” in TDV Isldm Ansiklopedisi, vol. 40 (Istanbul: Tiirkiye Diyanet Vakfi, 2011),
553; Ismail Durmus, “Hiisn-i ta‘lil,” in TDV Islam Ansiklopedisi, vol. 19 (Istanbul: Tiirkiye Diyanet Vakfi, 1999), 32—
33; Ismail Durmus, “Teshis,” in TDV Isldm Ansiklopedisi, vol. 40 (Istanbul: Tiirkiye Diyanet Vakfi, 2011), 565—66.

13 Kiirgat Samil Sahin, “Gazavatnamelerde Edebi Savas Tasvirleri (15-16. yiizyil)” (PhD diss., Kirikkale University,
2015), 3.
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Safavid forces are positioned outside that center indeed, as heterodox and described in negative
religious—sectarian terms.'*

Manzum Kroniklerde Caldiran...

In the verse chronicles, Sultan Selim is characterized as a ruler who enjoyed God’s
assistance. Within the haqq/batil (truth/falsehood) divide, this framing situates Selim and his army
on the side of Truth. His capacity to govern is linked to a divine source, thereby placing his
authority on a legitimate indeed sacral foundation. In the case of Yavuz’s reign in particular, the
notion of the sacrality of the Ottoman sultans'® functions as the theological grounding of rule:

Inayet eyledi islama Allah

Getiirdi taht-1 Riim’a bir ulu sah (Hadidi/5577)
Sehiin Istanbul’a bd-avn-i Bari

Budur evvel seferde yadigar: (Had1di/5684)
Husrev-i gazi Selim-i din-pendh

Eyledi nusret sana Rabbii’l-ibad (Cevri/2201)

In classical Turkish poetry, the figure of Solomon (Hz. Siilleyman) as a vehicle of
comparison for both material and spiritual puissance enjoyed greater currency than Alexander
(Iskender), who chiefly represents the material.'® Within this framework, one of the formulations
that legitimizes Yavuz Sultan Selim’s identity as a ruler in the verse chronicles is the assertion
that he is “the sultan of Islam.” Selim is presented as the Ottoman Empire’s first caliphal sultan.
The sultanate functions as an image in which temporal (material) power is concentrated. As the
representative of the caliphate he embodies spiritual authority and as an Ottoman sultan he
embodies temporal authority; accordingly, within this understanding, Yavuz Sultan Selim is
defined as a “sultan of religion.”

Biliir terk itmediigin irtidad

Ider sultdn-1 din seyr-i cihddi (Hadidi/5581)
Urdilar rahs-1 giil-enddmina zeyn

Bindi bismillah ile ol gdh-t din (Cevri/1916)
Isbu niyyetle seh-i zill-i Huda

Cem-i lesker kilmaga kildi nida (Firaki/120)

14 According to the fervd compilations, one who reviles the Four Rightly Guided Caliphs is deemed a “Kizilbag
(Qizilbash)”, and if killed while committing this act, the killer incurs no punishment. Kizilbaslik is treated as a ‘sect’
(mezhep), and those who enter it are regarded as apostates (miirted). Within this framework, it is stated that a woman
retains legal capacity to marry; yet if her apostasy is juridically established, her property/shares are not to be partitioned
as spoils since she is not considered to be in dar al-harb. Fighting the Kizilbas is defined as gazd-y: ekber (‘the greater
holy war’), and dying in this cause as sehddet-i azime (‘a great martyrdom’), on the grounds that they are both rebels
(baghi) and, in several respects, to be treated as unbelievers. See Pehliil Diizenli, “Seyhiilislam Ebussutid Efendi
Fetvalari Isiginda Osmanli Siinniligi,” Marife 5, no. 3 (2005): 272.

15 In Ottoman official ideology, the sultan is the supreme authority who embodies, in his own person, the identity of
state and religion. As head of state, he is the ultimate holder of political power; through the office of the Seyhiilislam
he also stands at the apex of the institutionalized religious order. Moreover, bearing the title of caliph-sultan, he is
regarded as the protector of Islam and of the believers, and he occupies the highest station that unites all these
prerogatives. See Ahmet Yasar Ocak, Osmanli Toplumunda Zindiklar ve Miilhidler: 15—17. Yiizyillar (Istanbul: Tarih
Vakfi Yurt Yayinlari, 2013), 98.

16 Dora D’Istria, Osmanlilarda Siir, trans. Semay Taneri (Istanbul: Havass Yayinlari, 1982), 25; Dursun Ali Tékel,
“Tiirk Cihan Hakimiyeti idealinin ve Sosyal Hayatin Onemli Bir Vesikasi Olarak Kasideler,” Milli Egitim 166 (2005):
9.
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Yavuz Sultan Selim is described by a religiously inflected, metaphorical designation as the
Mahdi of his age. The belief that the Mahdi will appear before the apocalypse and bring an end
to all turmoil'” and evils above all the Antichrist (Dajjal) and his tribulation has caused this figure
to crystallize in the imagination as a redemptive image. Set against the Mahdi stands the Dajjal;'®
within this polarity, the Dajjal is identified with Shah Ismail:

Manzum Kroniklerde Caldiran...

Hazir ol simden girii turma hemdn
Geldi iclal-ile mehdi-i zamdn (Cevri/2062)

In Islamic belief, the act of waging war is theologically legitimated within the framework
of the concept of dar al-harb.” Once thus legitimized, one of its strongest faith-based moral
foundations is the notion of ghaza/jihad.*® The perspective that places Yavuz Sultan Selim at the
religious center likewise casts his struggle, under the rubric of ghaza, as aligned with al-Haqq
(Truth):

Hem dahi ulu gazddur bu gazd

Cennet oliser size Hakkdan seza (Firaki/141)

Bu tarafdan Han Selim-i namver

Sdah-1 gazi sahib-i feth ii zafer (Cevri/2238-2239)

The positioning of Yavuz Sultan Selim within the conceptual frame of ghaza is extended
to his army as well. Arrayed against the Ottoman troops endowed with the epithet gazi stand the
Safavid forces, construed as the ahl al-kufi*' (people of unbelief) against whom struggle is waged
for the sake of religion:

Gaziyan-1 asker-i Islamdur

Kadtilan-1 hasm-1 kiifr-encamdur (Cevri/1945)
Isleri daim gazddur sih iciin

Hep fedayidiir sebilulldh igiin (Cevri/2010)

Within the Islamic conception of ghaza, death is endowed with a theological meaning.
Through the notion of martyrdom (sehitlik), death is no longer annihilation but a transition to an
eternal, ideal mode of existence.? Since ghaza is waged against unbelievers, Ottoman soldiers
who fall while fighting Shah Ismail’s army are, by definition, regarded as martyrs:

Fi-sebilillah oldilar sehid
Malkogogullar ol iki ferid (Cevri/2170)

Ben bu dem yolunda can virdiim sana

17 In Sunn creed there is also a belief in the Mahdr, he will come before the end of time and revive religion. Hence the
belief that Ottoman sultans were Mahdi-like prevailed. See Incinur Atik Giirbiiz, “Osmanli Metinlerinde Mehdi
Tasavvurlan,” Tiirk Kiiltiirii ve Hact Bektas Veli Arastirma Dergisi 89 (March 2019): 13.

18 “The ‘Dajjal’ is the ruler who will appear before the Resurrection to lead people astray. In Classical Turkish poetry,
wicked figures are likened to the Dajjal and he also represents the carnal self; he is remembered for opposing everything
good and beautiful and for enmity toward religion.” See Ahmet Atilla Sentiirk, Osmanii Siiri Kilavuzu, vol. 3 (Istanbul:
OSEDAM Yayinlari, 2016), 63—66.

19 Osman Turan, Tirk Cihdn Hakimiyeti Mefkiiresi Tarihi (Istanbul: Otiiken, 2010), 152-53; Hilmi Yavuz, Isldm n
Zihin Tarihi (Istanbul: Timas, 2009), 184.

20 For Ottoman ghaza and jihad perception see Ocak, Osmanli Toplumunda Zindiklar ve Miilhidler, 97.

21 Cemal Kafadar, “Gaza,” in TDV Islam Ansiklopedisi, vol. 13 (Istanbul: Tiirkiye Diyanet Vakfi, 1996), 428.

22 “Do not say of those slain in the path of God, ‘They are dead.” Rather, they are alive, but you do not perceive.”
Qur’an, al-Baqara 2:154.
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Din tarikinda inan virdiim sana (Cevri/2190)

Manzum Kroniklerde Caldiran...

In Islamic belief and art, “Ali functions as an emblem of strength, courage and valor a motif
frequently employed in classical Turkish poetry. Owing to his bravery, he is referred to as Haydar
(lion) and he is known to have worn a green turban. The Ottoman army’s green banners are
accordingly portrayed through the image of “Haydar” ** with a green turban:

Sebz idi bayraklart bu leskeriin
Sebz-giin destdr1 gibi Hayder’iin (Cevri/1954)

In Turkish—Islamic thought, the maxim that “everything subsists by its opposite” functions
as a basic precept.”* This understanding has found a capacious footing from Sufism to everyday
life, from theory to practice. The definition and signification of the good, the beautiful and the
true presuppose their contraries: the bad, the ugly and the false. In the verse chronicles, poets
sharpen the portrait of Yavuz in religious and sectarian terms by counter-describing Shah Ismail
through values construed as the opposites of those ideals. From this vantage, Shah Ismail is
characterized in negative confessional terms. Foremost among the labels applied to him in the
verse chronicles is Kizilbaglik (Qizilbash identity). Kizilbaslik is presented as representing Rafidi
affiliation and as lying outside the “true” (orthodox) madhhab.” In these chronicles, the epithet
“Kizilbag,” as applied to Shah Ismail and his soldiers, is associated with brigandage, error
(dalalet), deviance, treachery, vagrancy, enmity toward religion and hostility toward God, the
Prophet and the Companions. This may be read as the manifestation within these attributions of
the negative semantic horizon operating in Ottoman poets’ unconscious:

Kizilbds Seh Ismail idi sah

Mudill ii rafizi bi-din i giim-rah (Hadidi/5560)
Harami ciimlesi kallds 1i evbds

O kavme dir cihan halki Kizilbdas (Had1di/5559)
Kapusi1 mulhidi, miirtede me 'men

Adii Peygambere, Allah’a diismen (Hadidi/5561)
Bir neberd iddi Kizilbag-1 saki

Kim uvatdi gokde sancak sancaki (Sikri/2757)
Bir neberd itdi Kizilbas-t saki

Eyledi sancak sikeste sancaki (Cevri/2195)

After the emphasis on tawhid (divine unity), one of the most accentuated concepts in
Islamic belief is the doctrine of prophethood. Within this doctrine, obedience to the Prophet is
obedience to God; loving the Prophet is loving God. Loving the Prophet, in turn, entails loving
his Companions,?® among whom the Four Rightly Guided Caliphs occupy a preeminent place. In
the verse chronicles, invectives attributed to Shah Ismail directed at Aba Bakr, ‘Umar and

23 For Classical Turkish poetry on ‘Ali, see Ahmet Atilla Sentiirk, Osmanli Siiri Kilavuzu, vol. 1 (Istanbul: OSEDAM,
2016), 265-68.

24 On this idea see Hilmi Ziya Ulken, Tiirk Tefekkiir Tarihi (Istanbul: Yap1 Kredi, 2011), 29; Elias John Gibb, Osmanli
Siir Tarihi: I-1V, trans. Ali Cavusoglu (Ankara: Ak¢ag, 1999), 35-36; Bilal Kemikli, Siiff Sairin Izinde: Siir ve Irfin
(Istanbul: Kitabevi, 2011), 109.

25 On fatwas and treatises against the Kizilbas, see Muhammet Ali Ozkan, “Fetvalar ve Belgeler Isiginda Osmanlida
Kizilbaslik Meselesi (16.—17. Yiizyillar),” (Master’s thesis, Nigde University, Institute of Social Sciences, 2018).

26 On prophethood see Mahmut Erol Kilig, Sifi ve Siir (Istanbul: Insan, 2012), 177; Henri Corbin, Isldm Felsefesi
Tarihi: Baslangictan Ibn Riisd’iin Oliimiine, vol. 1, trans. Hiiseyin Hatemi (Istanbul: Iletisim Yayinlari, 2007), 15.
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‘Uthman are foregrounded as points of censure. He is further represented not only as denying the
Prophet but also as reviling the Companions:

Manzum Kroniklerde Caldiran...

Ne haddidiir seniin gibi gedanun

Inanmaya Resiiline Hudd nun (Siri/vr.233a/11)
Kilurd: ddyima sebb-i sahdbe

Sigismaz itdiigi sirret hesaba (Siri/vr.232/3)
Adiistyidi ashab-1 kibdrun

Ali’den gayrisiniin ¢ar-ydarun (Had1di/5564)

In the verse chronicles, reflecting the dominant Ottoman ideology especially after the
caliphate passed to the Ottomans under Selim I Ottoman sultans are represented as having
acquired a spiritual dimension and as positioning themselves at the center of all the Muslim
realms.?’ Indeed, as this identification intensified, the sultans came to be regarded as wali Allah
that is, among the awliya’ Allah (“friends of God,” saints).?® Accordingly, the Ottomans construed
any military or political activity mounted against them in the name of religion as fitna and an
attempt to sow division. Within this framework, the verse chronicles portray Shah Ismail and his
soldiers as acting from the lower self (nafs), engendering evil and fitna and thus present them
under the image of the Dajjal:

Nefs-i emmire seh-i Irdn durur

Fitnesiyle miilk-i din virdndurur (Firaki/219)
Diyeydiik fitnediir ahir zemdne

Ya deccdlidi seyr itdi cihdne (Had1di/5572)
Bize vdcibdiir ani def kilmak

Cihdndan serr ii siirin ref kilmak (1s4/2083)

In the verse chronicles, Shah Ismail is characterized as ill-omened, wretched, errant and
deviant. These epithets reflect an Ottoman perspective that situates him within a heterodox
framework:

Acem’de var-idi ol demde bir sah

Kati siim-idy vii bed-baht u giimrdh (Sirl/vr. 231a/14)
Cii hetk-i perde-i Islam kildun

Ki her giimrdht dondiirem yolina (1s4/2103)
Basladilar cenge ciind-i sah-ila

Kildilar asib ol giim-rdh-ile (Cevri/2161)

Acem hani Seh Ismail-i giim-rdh

Bu isden ¢iin haberdar oldi1 na-gah (Mahremi/1280)

In the Ottoman self-definition, a religious perspective and vocabulary are foregrounded;
correspondingly, opposing values are constructed through markers of irreligion. From this
vantage, the struggle between Shah Ismail and Yavuz Sultan Selim is framed not as a contest

27 Turan, Tiirk Cihdn Héakimiyeti Mefkiresi Tarihi, 302.
28 Ocak, Osmanli Toplumunda Zindiklar ve Miilhidler, 89.
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between two Islamic polities, but as a confrontation between Islam and unbelief. Hence Shah
Ismail is labeled muilhid (heretic), miifsid (sower of corruption), dinsiz (irreligious), miindfik
(hypocrite), Harict (Kharijite), bozuk mezhepli (of a deviant sect) and even seytan (diabolical).

Manzum Kroniklerde Caldiran...

Kizil tdct basinda siifi adt

Miistilman seklidi kdfir nihddi (Hadid1/5558)
Heva-yt nefse goriirler muvafik

Uyar mezheblerine her miindfik (Had1di/5570)
Olubdur perde-i Islam’a hettdk

Ki miilhiddiir 6zi bi-din ii na-pik (1s3/2082)
O miifsidden yayilup resm-i ilhdad

Dimag-1 dlemi itmisdiir ifsdd (Mahremi/1139)
Didi yd bu miilhidi idem helik

Ya beni ol bunda ide ¢ik ¢ak (Cevri/2179)

Adi seyhidi amma gendii seytin

Ki sevmezdi am kdfir, miisilman (Hadid1/5567)
Stiytihi dlemiin dlimleri heb

Biliirler kim degiilsin pak-mezheb (1s3/2101)
Iki yiiz bin Hérici hem-réh-1 Sah

Legsker-i Islam 1 kilmaga tebdh (Firaki/145)

Defined by creed- and sect-centered pejoratives, Shah Ismail is declared liable to obligatory
killing (katl-i wajib).” This formulation positions him unequivocally outside the bounds of Islam:

Anun katli heldldiir isde fetva

Kitablarda budur hem ilm-i takva (1s4/2086)
Deriliib virdiler katliine fetvd

Seni katl eylemekdiir kar-1 uhrd (1sa/2102)
2. Mythological References

Every literary text is constructed from the materials of its own age and the verse chronicles
likewise carry the narrative components of their time. In every society, heroes are endowed with
ideal attributes; mythology is a particularly fertile field for efficiently and persuasively idealizing
a hero. In the verse chronicles, Yavuz Sultan Selim and his army cast as protagonists of the Battle
of Caldiran are idealized; mythic figures are mobilized as instruments of simile (tesbih) and
allusion (telmih) to elevate Selim’s portrait in terms of values and representation. Classical
Turkish poetry frequently draws on Iranian/Persianate mythic heroes and the salient virtues of the
panegyrized subject are likened to or measured against the defining qualities of those figures.*

29 On penalties concerning the Kizilbas, see Ozkan, “Fetvalar ve Belgeler Isiginda Osmanlida Kizilbaslik Meselesi
(16.-17. Yiizyillar)” 159-63.
30 Dursun Ali Tékel, Divan Siirinde Mitolojik Unsurlar: Sahislar Mitolojisi (Istanbul: FSMVU Yayinlari, 2016), 85.

Osmanl; Mivas: Arvastirmalart Dergisi / Journal of Ottoman Legacy Studres
Cilt 13, Sayr 35, Mart 2026 / Volume 13, [ssue 35, March 2026 30



Ozgir KIYCAK
Mustata Yasin
BASCETIN

Among the Indians, the designation “Brahman/Brahmin” is applied to those who are wise,
learned, experienced and heeded.’! Yavuz Sultan Selim is equated with a Brahmin in the
soundness of his opinions and decisions; before his deliberations, even Hind’s own counsel falls
silent:

Ne kim fikr eylediin fikr-i hasendiir
Ne rdy itdiinse ray-i Berhemen’diir Mahremi/1154)

Manzum Kroniklerde Caldiran...

Idiip hod-réalik ursa rdayden dem
Katunda ray-1 Hind olurdi miilzem (Mahremi/1156)

Yavuz Sultan Selim’s sovereignty and the insignia of his rule, namely his crown, throne
and splendor is narrated through allusions and similes to Alexander (Iskender), Feridiin, Dara
(Darius) and Jam/Jamshid (Cem). His kingship is likened to that of Solomon;* his crown to
Alexander’s;* his magnificence to Feridin’s.** Indeed, together with his army, Yavuz Sultan
Selim is portrayed as surpassing both Solomon and Alexander:

Siileymén-saltanat, Iskender-efser

Cihan-dar u Feridiin-fer muzaffer (Hadidi, 5578)
Siileyman u Sikender gormemigdiir

Bu tertibi birisi kurmamisdur (Hadid1/5665)

Yavuz Sultan Selim and his army are depicted through similes and allusions to Solomon.
In these comparisons, a central role is played by Selim’s image as one who concentrates both
material and spiritual power in his person. He is at once a sultan and a caliph of Islam indeed, in
a sense, the Solomon of his age. His command over his troops is likened to Solomon’s dominion
over the jinn:

Yiiriidi ol dem Ayas Aga heman

Dive hiikm itdi Siileymdn-1 zaman (Cevri/2208)
Kullar yiiridi sultan emrile

Dive hiikm itdi Siileymdn emr-ile (Sikri/2772)

Poets convey the material splendor of sovereignty, as embodied in Yavuz Sultan Selim,
through the images of Jamshid (Cem) and Darius (Dara). Selim is envisioned as a Jamshid like a
sun poised upon the lion’s back. He is endowed with Jam’s puissance,* and his crimson standard
gleams like Jam’s cup (jam-i Jam).*®

Goren iistinde sahi sanki Cemgid

Stivar olmis sanur aslana hirsid (Mahremi/1270)

31 iskender Pala, Ansiklopedik Divan Siiri Sozliigii (Istanbul: L&M Yayinlari, 2002), 78.

32 Prophet-King Solomon ruled over all creatures with his ring. Ahmet Talat Onay, Eski Tiirk Edebiyatinda Mazmunlar,
ed. Cemal Kurnaz (Ankara: H Yaymlari, 2013), 378.

33 The “Crown of Alexander” appears in narratives about Alexander as a symbol of power and magnificence. Ismail
Avel, “Mitoloji ve Arkeolojinin Kesistigi Noktada Osmanli Edebiyatt: Tac-1 Iskender’in Pesinde,” in Uluslararas: Tiirk
Dili ve Edebiyati Kongresi (2013, Sarajevo), vol. 2 (Sarajevo, 2013), 465.

3 On Feridin as a trope of justice, goodness, and longevity—e.g., the phrase Feridun-fer exalting the panegyric
addressee’s splendor and power—see Tokel, Divan Siirinde Mitolojik Unsurlar, 136.

35 On the use of Cem-iktidar, Cem-kudret, Cem-hasmet etc., see Tokel, Divan Siirinde Mitolojik Unsurlar, 106.

36 The cup of Jamshid is likened to the sun and moon for its brilliance. See Ridvan Canim, Divan Edebiyatinin
Kaynaklar: (Istanbul: Aki1l Fikir, 2016), 76-77.
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Didi Riumi ey seh-i Cem-iktidar
Ciimlesi Riumi garibdiir asikar (Cevri/1969)

Manzum Kroniklerde Caldiran...

Ol alemler icre bir a’ld alem
Bast rahsende misdl-i caim-1 Cem (Siikri/2458)

With rare exceptions, Ottoman sultans took the field at the head of their armies.’’
Accordingly, the image of the warrior-commander carries particular resonance within an
Ottoman cultural world shaped between bezm u rezm (banquet and battle), especially on the side
of rezm. Certain rulers including Selim came to prominence through a stern temperament and a
martial cast. In the verse chronicles, Yavuz’s prowess in war is articulated by similes and allusions
to Rustam and Dara (Darius): he is a horseman of the battlefield like Rustam and in might and
majesty in war he is the Darius of Anatolia:*®

Hod bu ayin-ile sdh-1 ceng-cii

Riistem-i meydan Selim-i gir-hii (Sikri/2677)

Miydninda hamayil tig-i ates

Stivar olmig ¢ii Riistem rahga ser-kes (Mahremi/1256-1257)
Rumili beglerbegisidiir o merd

Riistem-i ddastan olur riiz-1 neberd (Cevri/2014)

Sah didi kim budur Ddrd-y1 Riim

Sevket-ile geldi gosterdi hiictim (Cevri/2007)

In earlier times, sheer numbers were a crucial asset in war. The multitude of Ottoman and
Safavid soldiers is idealized through allusion to Gog and Magog*® (Yeciic ve Meciic). The
profusion of military equipment trailing the Ottoman host is likened to Sedd-i Iskender
Alexander’s Barrier.

Lesker-i Ye’ciice benzer bir giiriih

Oldilar dfet-resan-i dest i kith (Cevri/2027)
Askertin ardinda agruk ciimle bar

Sedd-i Iskender gibi itdi kardr (Cevri/2121)
Ye’ciic Me’ciic’e benzer bir farik

Od iginde hep semender tek garik (Sikri/2534)
Deriip Ye’ciic-ves masrik cerisin

Cemi’isine geydiirmigdi ahin (Had1di/5611)

To convey the magnitude of the Battle of Caldiran, the idealizing comparisons to mythic
heroes used for Yavuz Sultan Selim and the Ottoman host are extended to the Safavid soldiery as
well. So much so that, were Qahraman® a hero of the Shahnameh to witness the battle, he would
pen encomia for both armies. It is a contest so momentous that even Alexander would stand

37 On the breakdown of this tradition, see Ismail Hakki Uzungarsili, Osmanl: Tarihi, vol. 3 (Ankara: TTK, 1951), 124.
3% On Dara and Rustam as symbols of heroism, grandeur, might, and pomp, see Tokel, Divan Siirinde Mitolojik
Unsurlar, 122, 200.

3 On Gog and Magog (Yeciic ve Meciic) as symbols of evil and the barrier built to restrain them, see Canim, Divan
Edebiyatinin Kaynaklari, 343.

40 On Kahraman as a Persian-origin heroic figure, see Tokel, Divan Siirinde Mitolojik Unsurlar, 163.
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astonished before it; indeed, in the face of the Ottoman host, Shah Ismail’s troops are likened to
Noah’s Flood:

Manzum Kroniklerde Caldiran...

Bir neberd oldi ki gorse Kahramdn

Anlara tahsin iderdi bi-giimdn (Cevri/2140)

Gergi Iskender besi eyledi ceng

Nice Iskender bu cengde oldi deng (Firaki/180)
Sanasin Nith Tifam beliirdi

Ki kan derydsi dehri seyle virdi (S1ri/vr.239b/10)

3. The War’s Cosmic and Astrological Narrative

One of the major reservoirs of imagery in classical Turkish poetry is cosmology and
astrology. The planets Moon (4y), Sun (Giines), Mars (Mirrih), Jupiter (Miistert), Mercury
(Utarid), Saturn (Ziihal/Keyvan) and Venus (Ziihre) are endowed with temperaments and even
professions, for good or ill.*' The existence of the office of the miineccimbasi (chief court
astrologer) in the Ottoman realm attests to the importance accorded this domain.*? Verse
chronicles draw on cosmological—astrological beliefs and assumptions to depict the war and its
spirit. Yavuz Sultan Selim’s qualities as a commander are idealized through the figurative
meanings of such elements: he is described variously as a moon of Keyvan’s degree (i.e.,
Saturnine rank), Saturnine in enmity,* Mercurial in intellect,* Martial in disposition*, a fortunate
sultan,*® the sun itself,*” born in the sign of exaltation,*® a full moon,* and a moon rising from
Aquarius.>°

Varup Tebriz’e ba-ferr u saddet

Serefle ol meh-i keyvan-rif’at (Sirl/vr.241b/11)
Heman ol subh sultan-i1 zuhal-kin
Utarid-fitnat u mirrih-dyin (Mahremi/1207)
Didiler ey Hiisrev-i sahib-kirdn

Eyledi sana idnet miistean (Cevri/2259)

Cii devletle o yirde kondi lesker

41 Onay, Eski Tiirk Edebiyatinda Mazmunlar, 430-31.

42 Zekeriya Biilbiil, Osmanli Miiesseseleri ve Medeniyeti Tarihi (Ankara: Nobel, 2000), 28.

43 On “Zuhal” (Saturn) producing a bad temperament; also called “Keyvan”: see Pala, Ansiklopedik Divan Siiri Sozligii,
507.

4 On “Utarid” (Mercury) as “scribe of the heavens,” conferring intelligence: Pala, Ansiklopedik Divan Siiri Sozliigii,
479.

4 Bravery, anger, strength, warfare, and wrath are among the traits of those born under the influence of this planet
(Mars). It is regarded as the commander-in-chief of the heavens. See Pala, Ansiklopedik Divan Siiri Sozliigii, 336.

46 On sahib-quran (“born under the auspicious conjunction of Jupiter and Venus™), an epithet also applied to Ottoman
sultans, see Pala, Ansiklopedik Divan Siiri Sozligii, 399.

47 In divan poetry, the sun—Dby its brilliance, heat, and light—is imagined as the sultan among celestial bodies. Pala,
Ansiklopedik Divan Siiri Sozligii, 187.

48 In classical poetry, comparing the praised figure to the moon and sun signals elevated prestige. Ahmet Atilla Sentiirk,
Osmanl Siiri Kilavuzu, vol. 2 (Istanbul: OSEDAM Yayinlari, 2017), 307.

49 On the moon’s brilliance in divan poetry, see Pala, Ansiklopedik Divan Siiri Sézliigii, 52.

30 To express magnificence, likening Sultan Selim to a moon in Aquarius evokes the episode in which Joseph—likened
to a moon for his beauty—is drawn up from the well onto Aquarius. See Sentilirk, Osmanli Siiri Kilavuzu, vol. 2, 307,
451.
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Birez dinlendi sah-1 ferruh-ahter (Siri/vr.241b/9)

Manzum Kroniklerde Caldiran...

Geliip hursid-ves Sultan Selim Han

O fiilke girdi gityd mah-1 taban (Siri/vr.235b/9)
Oturdi meh gibi burc-1 gerefde

Ya li’li gibi kim diirc-i sadefde (Siri/vr.235b/10)
Gectip derydy[1] kestiden ¢ikar sah

Sanasin Delv burcindan dogar mdh (Siri/vr.236a/1)

In the Battle of Caldiran, the firearms cannon and muskets are likened, by virtue of the fire
they unleashed, to the scorching sun and its resplendent rays:

Ana nisbet hiisrev-i hdver hemin

Yanariz bu atese olsak karin (Cevri/2085)
Sad-hezdrdn dfitab itdi zuhiir

Her silahi kildi bir rahsende niir (Cevri/1936)

Idealized through the similes of the sun and the crescent, the Ottoman army’s helmets by
virtue of their brilliance are likened to the sun that adorns the cosmos. The tip of the Ottoman
standard is said to reach the highest point of the firmament; thus, the banner’s crescent emblem
is conceived as having taken shape from this celestial inspiration.

Urinmig migfer-i zer ¢cekmis alay

Misal-i dfitab-1 dlem-ardy (Mahremi/1256)

Ser-i rdyet irisdi td be-ayyitk

Hilal oldr anun-¢iin ana menciik (Mahremi/1214)

In the verse chronicles, as the Ottoman army is idealized through cosmological motifs, the
Safavid troops are, within the same frame, cast in negative terms. The Ottomans, for their prowess
in battle, are likened to Mars (Merih), whereas the Safavid host, for its maleficence and ill-omen,
is compared to Saturn (Ziihal/Keyvan):

Pes andan cenge durdt iki legker
Zuhal san oldi Merrih’e berdber (1s3/2130)

The conceit that the clangor of clashing swords “fills the crescent’s ear” premised on the
visual analogy between the crescent and an ear serves to articulate the magnitude and ferocity of
the battle:

Tig tiga tokunup ¢ikdi sada

Eyledi giisin hildl-i piir-neva (Cevri/2196)

4. Personality and Identity Traits

In literary works above all the gasida (kaside) the panegyrized subject (memdiih) is praised
through conventional, formulaic attributes. Yet in classical Turkish poetry the memdiih is at times
extolled by reference to genuine identity and character traits, or by other realist markers of praise.
In the verse chronicles that treat the Battle of Caldiran, Yavuz Sultan Selim and Shah Ismail are

depicted partly in terms of actual qualities and partly within the frame the poet wished to project.
Selim’s personal traits are rendered in positive epithets: reason and intellect are counted among a
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ruler’s chief virtues and accordingly he is portrayed as intelligent, well-intentioned, distinguished
and fortunate:

Manzum Kroniklerde Caldiran...

Direr erkani bir giin ol hired-mend

Sidad ile viriir anlara sevgend (1s4/2078)

Her ne denlii Riim ’da var mir ii sipdh

Cem kildi ciimlesin ol nik-hdh (Firaki/122)

Ak alem altinda sdh-1 ser-firdz

Ferr ii sevketle durur manend-i kith (Siikri/2584)
Cii devletle o yirde kondi lesker

Birez dinlendi sah-1 ferruh-ahter (Siri/vr.241b/9)

On the battlefield, courage ranks among a sovereign’s most esteemed qualities. Yavuz
Sultan Selim is a ruler renowned for his bravery. This trait is closely associated with his epithet
“Yavuz,” which connotes sternness, toughness and formidableness.! In the verse chronicles,
consonant with his name, he is emphasized as a heroic, courageous monarch and a warrior—
commander.

Gor ne hos girmis bu od derydsina

Tekye itmisdiir meger esmdsina (Sikri/2541)

Cii vardi sehre ol sah-1 dildver

Nige seh giin gibi ferhunde-ahter (Siri/vr.234b/11)
Ol giintin ikincisi ol piir-sitiz

Irdi Tebriz’e sekiz ddemle tiz (Cevri/2238)

Set against Sultan Selim’s affirmative traits, Shah Ismail is depicted as possessed of a
panoply of vices: malice, diabolism, enmity to the good and fomenting of disorder, ill-nature,
vindictiveness, cowardice, arrogance, selfishness, guile, mendacity, tyranny, injustice, ignorance,
wrathfulness, irascibility, quarrelsomeness and wretchedness. In the couplets cited below, he is
identified with evil through epithets such as tire-rdy (“dark-minded”), bed-hah (“ill-intentioned”),
bed-kam (“ill-desiring”), bed-fi ‘I (“doer of evil deeds”), bed-hiiy (“ill-tempered”), div (“demon”),
kan-1 ger (“fount of evil”), ummii’ ’l-mefdsid (“mother of corruptions”) and kine-hah (“vindictive™):

Sag u solin durdi ¢iin ol tire-rdy

Carha irigdi sadd-y1 kerre-ndy (Cevri/1923)
Yiirisiin yinigeriyle saha bir

Ates-efsan olsun ol bed-hiha bir (Siikri/2764)
Yiiriisiin yenigeri-yle bi-emdn

Olsun ol dive bu dem dtes-fesan (Cevri/2204)
Yazub mensiirt evvel saldi kdsid

Didi iy kén-1 ser iimmii’l-mefdsid (1s4/2097)

3!'In Ottoman documents he appears as “Selim Sah”; but already in his own time he was known as “Yavuz” on account
of his stern temperament, courage, and boldness. Feridun M. Emecen, “Selim L,” in 7DV Islam Ansiklopedisi, vol. 36
(Istanbul: Tiirkiye Diyanet Vakfi, 2009), 407.
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Seh Ismail di halk i¢re ana nam
Kat1 bed-hiiy-1di bed-fi’l ii bed-kdam ($iri/vr.232b/1)
Ciin hiicam itdi silahdarane sah
Ya’ni sah-1 siirhser ol kine-hdh (Cevri/2199)

In the verse chronicles, an episode is related in which Shah Ismail abandons the women
and children on the battlefield and flees.’? According to these accounts, he left his consort Taglh
Begilim (d. 1540), in disguise (tebdil-i kiydfet), in his own pavilion, after which she fell captive to
the Ottomans.”® Such episodes reinforce the negative traits ascribed to him: Shah Ismail is
portrayed as a cowardly, arrogant, deceitful and self-serving sovereign. He is labeled “kalles”
(perfidious), while his army is derided as “evbag” (rabble).

Manzum Kroniklerde Caldiran...

Taclu Himn ciimle eskaliyla sah

Hazir itdi diizdi bir ali-sipah (Stkri/2717)
Avrat-tla kalbe koyd bir alem

K’ani sansunlar zihi meger Acem (Siikri/2718)
Caldiran’da ey miisiran-1 habir

Sah-1 sarkun avrati olmis esir (Cevri/2593)
Guriir u uchile giiyad ki seytan

Geliip dine kabil itmedi iman (Hadid1/5580)
Tehliike ka 'rinda goriip cayin

Bas kurtarmaga kildi re yini (Firaki/190)

On iki Imdam 1 koyup ol heman

Gotiiriir ayak cii tir-ender keman (Firaki/192)
Didi simdi eylesem bundan giiriz

Miilk-i Iran’da kopar bin riistahiz (Cevri/2082)
Kacanlar dutdilar sahra beydbdn

Kalur meydan icinde avret oglan (1s3/2163)
Kodi yerinde raht ii bar i biingdh

Didi kuskuna kuvvet kagdr bi-rah (Had1di/5671)
Husiisa kim Seh Ismail-i kallds

Yanina cem idiip bir nice evbds (Mahremi/1137)

52 Mustafa Cetin Varlik, “Caldiran Savas1,” in TDV Isldm Ansiklopedisi, vol. 8 (Istanbul: Tiirkiye Diyanet Vakfi, 1993),
194.

53 For the episode see Ismail Hakki Uzuncarsili, “Sah Ismail’in Zevcesi Tacli Hanimin Miicevherat1,” Belleten 23, no.
92 (1959): 611-20; Tufan Giindiiz, Son Kizilbas Sah Ismail (Istanbul: Yeditepe, 2013), 132—41; Tufan Giindiiz, “Sah
Ismail’in Esi Taclu Begiim,” Tiirk Kiiltiirii ve Haci Bektas Veli Arastirmalar: Dergisi 51 (2009): 223-32; Minahani
Tekleli Nuriyeva and Feride Aliyeva, “Tacli Begiim’iin Hayat1 Hakkinda Yeni Olgular,” Akademik Tarih ve Diisiince
Dergisi 1,no. 4 (2014): 1-13.
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Shah Ismail is said to have intoxicated the Safavid troops before the battle to stiffen their
courage and drive them onto the field.>* Moreover, because he sought to motivate them with
promises of booty and wealth, the verse chronicles accordingly characterize him with the epithets
of intoxication, mendacity and chicanery:

Manzum Kroniklerde Caldiran...

Oz elimden tolu i¢siinler tamdm

T4 ki olsun her biri mest-i miidam (Cevri/2094)
Eylesiinler hem o keyfiyetle ceng

Yiiriisiinler her tarafdan bi-direng (Cevri/2096)
Hab-1 gafletinde kamuyt pd vii dest

Giceden hamr iciip olmigdr ciimle mest (Firaki/150)
Bize Riim’dan getiiriir ¢ok genc ii mal

Olasiz ol malile piriiz-hal (Firaki/139)

Shah Ismail is portrayed as a sovereign who does not fear God unjust, ignorant, tyrannical
and bloodthirsty, irascible and contentious. The chronicles also depict him as becoming markedly
enraged® in his correspondence with Yavuz Sultan Selim:

O yanadan Sah Ismail-i bi-dad

Goriir kim irdi bir derya-yi pulad (Sirl/vr.238a/15)
Tanridan bi-bdk ii hiin-riz ol ferid

Leskeri ciimle fedayt vii miirid (Siikri/2390)
Atan seyh idi sen sultanlik itmek

Sezdsuz taht alub naddanlik itmek (1s3/2099)
Kani ol milkde olan efadil

Helak itdi kamu ol merd-i cahil (Siri/vr.232/9)
Diyiip bu resme nice soz o nd-pak

Hemana hism-ila old: gazabndk (Siri/vr.234a/2)
Gazabdan bilmez oldi sag u solin

Idiip el bir bir itdi iki kolin (Mahrem1i/1305)
Tarumar oldr o kavm-i bed-mads

Anlarun ardinca germ oldi savag (Cevri/2216)

In the passages that depict Shah Ismail being wounded on the battlefield, falling from his
horse and beginning to flee,*® a pronounced emphasis on his ill-starred misfortune is conspicuous:

Yikdilar atindan ol bed-ahteri
Diisdi basindan yire tac i zeri (Cevri/2225)

54 For further details see Sahin Mustafayev, “Safevi Tarih Yaziminda Osmanlilar (Sah Ismail ve Sah Tahmasb
Devirleri),” Tiirk Tarihi Arastirmalar: Dergisi 3, no. 1 (June 2018): 33.

55 On the correspondence, see Giindiiz, Son Kizilbas Sah Ismail, 123-26.

36 Varlik, “Caldiran Savas1,” 194.
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Yikdilar atindan ol bed-ahteri

Diigdi basindan yine tdc-1 zeri (Siikri/2788)
Us bu hdl icinde sah-1 tire-baht
Yiiriidi cem-i silah-dar iizre saht (Stkri/2756)

Manzum Kroniklerde Caldiran...

5. Animal Symbolism

Especially in the Indo-Iranian sphere, didactic works frequently deploy animal similes and
personifications. Beydaba (1st c. BCE), in Kalila wa Dimna, draws on animals’ salient traits
through the art of personification to articulate various values by means of animal symbolism.
‘Attar (d. 618/1221), in Mantiq al-Tayr (The Conference of the Birds), concretizes the soul’s
ascent toward the Stmurgh through the image of birds setting out under the hoopoe’s guidance.
Animal similes and exempla likewise appear in ‘Attar’s [llahi-nama and Asrar-nama, in
Mevlana’s Mesnevi and in Molla CAm1’s (d. 898/1492) Baharistan.” In classical Turkish poetry,
the beloved’s qualities are idealized through comparisons to creatures such as the gazelle, ‘anqa
(phoenix) and Stmurgh; the lover is likened to the ever-lamenting nightingale, while the rival is
compared to a crow, dog, donkey, or pig.’® Standalone works devoted exclusively to animals were
also composed, among them Seyhi’s (d. after 832/1429) Harname, Nef'1’s (d. 1044/1635)
rahsiyyes and Kara Fazli’s (d. 971/1564) Guil i Biilbiil. Poems bearing the rhyme-word (redif)
“nightingale,” “lamb,” and “huma” were likewise written.*

With the adoption of Islam, plant symbolism came to the fore in classical Turkish poetry
as a reflection of a refined aesthetic sensibility; indeed, the ghazal often presents a veritable
mosaic of flora. By contrast, in pre-Islamic Turkish literature shaped by steppe culture the
worldview of the human type was largely constructed through animal symbolism.®® Among the
Turks, a warrior people, the ideal commander was thought to possess the rooster’s courage, the
hen’s chastity, the lion’s boldness, the wild boar’s aggressiveness, the fox’s cunning, the dog’s
fortitude, the wolf’s appetite for battle and the cow’s soundness.®® With Islam, literary genres
exhibit a turn from animal to vegetal symbolism. In the verse chronicles, however, the face of war
grounded in power and domination brings animal symbolism to the fore, much as in steppe
culture. In the sections devoted to the Battle of Caldiran, this symbolism is employed frequently:
at times animal comparisons register concrete, physical resemblance; at other times they convey
a symbolic valence.

Lion

From antiquity to the present, the lion has figured as a symbolic value in world literature
and in Turkish-Islamic literary texts, representing, within the collective conscience of Turkish
culture, such emblematic virtues as strength, magnificence, valor, courage, nobility and
sovereignty. From the beginnings of Turkish history it appears as a physical emblem on coinage,
banners, thrones and in architectural works and as a symbolic motif in oral and written literature.
Among the Huns, Goktiirks, Uighurs, Qarakhanids (Arslanhanlilar), the Great Seljuks and the
Anatolian Seljuks, “lion” served not only as a personal name for rulers but also, in its symbolic
valence, as a royal title. In the Ottoman realm, where the lion was seen as a sign of power and
splendor, lions were kept in special palace quarters known as aslanhdne. Historical sources record
the presence of such dedicated spaces from the reign of Mehmed II (d. 1481) onward. Murad IV

57 Yusuf Babiir, “Sadi’nin Giilistan’inda Hayvan Tesbih ve Temsilleri,” Divan Edebiyati Arastirmalari Dergisi 24
(2020): 43-44.

38 Canim, Divan Edebiyatinin Kaynaklart, 471.

59 Onder Ertap, “Divan Siirinde Hayvan Motifi” (Master’s thesis, Balikesir University, 1996), 6.

%0 Besir Ayvazoglu, Giiller Kitab: (Istanbul: Otiiken, 1996), 22.

61 Jean-Paul Roux, Tiirklerin ve Mogollarin Eski Dini (Istanbul: Dergh, 2021), 204.
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(d. 1640), Sultan Abdiilaziz (d. 1876) and Sultan Abdiilhamid II (d. 1918) are noted for their
interest in lions: during Murad IV’s reign lions were included in an official procession; Abdiilaziz
1s said to have wrestled a lion; and Abdiilhamid II maintained aslanhdnes at Yildiz Palace
concrete indications of Ottoman sultans’ fascination with lions.%? As an emblem of courage, might
and heroism, the lion is associated in mythic reports together with the sun with the authority and
greatness of the Prophet Solomon; al-Tabarf relates that two columns in the form of lions stood
at the feet of Solomon’s throne.

Manzum Kroniklerde Caldiran...

In classical Turkish poetry, ‘Ali is likened to the lion for his courage, strength and valor;
likewise, the beloved’s gaze, the lover who keeps watch for the beloved’s path and even the
beloved’s tresses are compared to the lion.* In the verse chronicles, Yavuz Sultan Selim and his
army are similarly figured as lions the emblem of power and sovereignty. The lion in these similes
is roaring, brave and male; Yavuz and his host are leonine in temperament and fight like lions:

Cihan miilki tolup at u er-ile

Piir old: biseler sir-i ner-ile (Hadidi/5642)

Dabhi sol cdnibe durdi silahdar

Ki her birisi bir gir-i cigerddr (Siri/vr.239a/4)

Her alem altinda bir gurrende sir

Hem miibariz hem bahddir hem dilir (SUkri/2473)

Merd-i gazidiir o merd-i ceng-cii

Hem peleng-i rezmdiir hem sir-hii (Cevri/1982)

Bu tarafdan Han Selim-i sir-ceng

Yiiriidi semt-i aditya bi-direng (Cevri/2209) Yavuz Sultan Selim

While Yavuz and his soldiers are likened to lions for their martial prowess and courage,
certain couplets go further, portraying them as superior to the lion itself “casting the lion to the
ground” or “hunting the lion”® through such images:

Kilig, kalkan u gonderle miizeyyen

Piyade nev-ciivan ii sir-efgen (Hadidi/5595)
Iki yiiz bin sir-i ner ol seh-siivar

Cem ider her biri bir sir-sikdr (Firaki/124)

In numerous couplets of the verse chronicles, Yavuz and his army invoked as a simile for
power and sovereignty through the image of the lion are set above Shah Ismail and his troops.
Yet, to indicate that Shah Ismail’s forces possessed a power not to be underestimated and to
convey the battle’s magnitude, Shah Ismail and his soldiers are also likened to lions:

Cevsen-i piildda gark oldi sipah

Ceng igtin gordi yarak sir-dne sah (Siikri/2391)

62 Siikrii Oztiirk, “Tiirk Kiiltiiriinde Aslan,” Uluslararast Tiirk Diinyas: Arastirmalar: Dergisi 2, no. 2 (2019): 36.

3 Nimet Yildirim, Fars Mitolojisi Sézligii (Istanbul: Kabalci, 2008), 665.

% Emel Nalgacigil Copur, “Divan Siirinde Aslan Metaforu,” RumeliDE 18 (2020): 300.

%5 Lion-hunting is likewise a symbol of power and sovereignty. See Yasar Can Oztiirk, “Rubens’in ‘Kaplan ve Aslan
Avr’ Adli Tablosuyla Gii¢ Arzusu’na Bir Bakis,” Insanat: Sanat Tasarim ve Mimarlik Arastirmalart Dergisi 4, no. 1
(2024): 370.
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Biliirsin kim biziiz §irdn-1 cengi

Denizde iirkiidiiriiz biz nehengi ($iri/vr.234a/9)

Manzum Kroniklerde Caldiran...

Tiger

In the Twelve-Animal Turkic Calendar, the Year of the Tiger is regarded across Central
Asian Turkic mythology as an auspicious year in which many heroes were born.®® In the arts, the
tiger functions as a symbol of the ruler’s strength and valor. During the Buddhist period, the tiger
skin signified royal power and authority.®” This pre-Islamic image of the tiger persisted after the
advent of Islam: wearing a tiger skin continued to emblemize might and kingship.®® In classical
Turkish poetry, the lover is envisioned as a tiger by virtue of his courage and of wounds on his
body that recall the animal’s markings while soldiers and heroes are compared to the tiger for
their strength.®® In the verse chronicles, the martial prowess of the Ottoman troops and of Yavuz
Sultan Selim is rendered through tiger imagery lying in ambush, fierce anger, roaring and
aggressiveness.

Bir keminden ¢ikd ol iki peleng

Itdiler Ustacaluogli-yla ceng (Cevri/2139)
Huris u ciist artup her pelengiin

Olur bazar: yine germ cengtin (Mahremi/1342)
Ne lesker her biri bir bebr-i garrdn

Cti sir-i ner gurunbisle girivan (Mahremi/1245)
Gazidiir ol pehlevan-1 cengcii

Hem peleng-i rezmdiir hem sir-hii (Siikri/2466)
Béyle ferman iddi ol gurrende bebr

Kim heman yenigeriyle ol hizebr (Sikri/2669)

The tiger image employed for Yavuz and the Ottoman army is applied only rarely to Shah
Ismail and the Safavid host. It is noted that Shah Ismail’s troops entered the battlefield donning
tiger skins, thereby invoking the tradition of wearing such pelts as emblems of power and
sovereignty:

Her bedev bir sir olup giydi peleng
Sah igiin ister ide sir-ane ceng (Sikri/2395)
Dragon

In earlier periods, the dragon functioned as a symbol of fertility, prosperity, power and
might; yet in folktales and epics it appears as a being associated with evil, drought and harm to
humankind. Its meanings shift across time and cultural geography: among Turkic groups adjacent
to China, the dragon was adopted following Chinese iconography as an emblem of beneficence,
whereas with increasing remove from East Asia and especially moving from East to West, it tends
to become a symbol of malice. Turkic societies did not invest the dragon, in terms of belief or
veneration, with significance comparable to that of the Chinese. In Turkic mythology, heroes of

% Deniz Gezgin, Hayvan Mitoslar (Istanbul: Sel, 2014), 107.

7 Yasar Coruhlu, Tiirk Mitolojisinin ABC si (Istanbul: Kabalci, 1999), 152.

% Aylin Ozcan, “Osmanli Devleti’nde Deliler ile Lehistan Askerleri Hussarlar’m Giyim-Kusamlarinm Incelenmesi,”
Anthropology 39 (2020): 117; Yasar Coruhlu, Tiirk Mitolojisinin Ana Hatlar1 (Istanbul: Kabalci, 2000), 137-39.

9 Mustafa Kilig, “Klasik Tiirk Siirinde Hayvanlar” (PhD diss., Gazi University, 2024), 849.
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tales and epics battle dragons; at times dragons fight one another as symbolic embodiments of
good and evil.”® The dragon is imagined as a creature with a body covered in fish-like scales,
crocodilian feet, wings, a tail and horns held, in myth, to be a serpent that has undergone
transformation through great longevity. According to another belief, the dragon is born of a
serpent’s coupling with a wild buffalo or a gazelle.”' In folktales, the dragon guards sources of
water, supplies the community’s needs, is fed by the people with small livestock and is accorded
respect. In legends and epic narratives, dragons dwell in caves, where they either hold certain holy
figures captive or protect them from external threats. Traits such as having seven heads and
breathing fire recur in narratives transmitted among the Turks.”? In the verse chronicles, red
banners are likened by virtue of their color to a dragon imagined as breathing flame; the
confrontation of the two armies at Caldiran is cast as the clash of two dragons; and the Ottoman
pashas are compared to dragons in respect of their courage.

Manzum Kroniklerde Caldiran...

Cozildi surh a’lam ejdehd-ves

Diyeydiin alem igre diisdi dtes ($1r1/239a/13)
Huris u ciis-ila manend-i Haydar

Iriip oldi mukabil iki ejder (Mahremi/1292)
Mir-i mirandur Sindn Pasa ana

Ana dirler ejder-i dest-i vegd (Cevri/1981)

In the Battle of Caldiran, the instruments of war are likened to dragons. Lances, by their
very form, recall a dragon, while firearms such as cannon and muskets are conceived as dragons
on account of the fire issuing from their “mouths.”

Omuzda nizeler gliya ki ejder

Cikarmus dil uzatms her yana ser (Mahremi/1247)
Oldi giiyd ejdehd-y1 tiz-ser

Kuyrugi kiluridi zir i zeber (Firaki/170)

Anlarun iki yaninda toplar

Turup ejder gibi agzin a¢dilar (Cevri/2120)

Guriv itdi kamus: ejdehd-veg

Dehanindan kamusi sa¢di dteg (Siri/vr.240b/4) Tiifek
Tiifek sagcdukca od her sii ¢ii ejder

Olurdi surh-serler ¢iin semender (Mahremi/1376)
Salamander

According to legend, this fabulous creature secretes a substance that renders it impervious
to fire; it was believed to live in the flames and to die when removed from them.”? In classical
Turkish poetry, the salamander is most frequently identified with the lover: the lover’s burning in
the fire of love is likened to a salamander dwelling within fire. Across a range of comparisons

70 Harun Duman, “Tiirk Mitolojisinde Ejderha,” Uluslararas: Beseri Bilimler ve Egitim Dergisi 5, no. 11 (2019): 488—
89.

" Fuzuli Bayat, Tiirk Mitolojik Sistemi 2 (Istanbul: Otiiken, 2007), 255-56.

72 Pertev Naili Boratav, Tiirk Mitolojisi: Oguzlarin—Anadolu, Azerbaycan ve Tiirkmenistan Tiirklerinin Mitolojisi
(Ankara: Bilgesu, 2012), 66.

73 Pala, Ansiklopedik Divan Siiri S6zligii, 412.
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involving fiery imagery, the salamander serves as the vehicle of the simile (miisebbehiin bih). The
Prophet Abraham, because he was not consumed by the flames, is mentioned together with the
salamander; likewise, the sparks struck from the panegyrized patron’s galloping horses are
likened to salamanders amid the blaze.” In the verse chronicles, the intimate relation of weaponry
to fire makes the salamander a powerful vehicle of comparison: as muskets, like dragons, spew
fire in all directions, the Qizilbash are depicted as remaining in the flames like salamanders.

Manzum Kroniklerde Caldiran...

Tiifek sacdukga od her st ¢ii ejder

Olurdy surh-serler ¢iin semender (Mahremi/1376)
Ye’ciic Me’ciic’e benzer bir fartk

Od iginde hep semender tek garik (Siikri/2534)
Snake

According to early lore, the serpent originally a beautiful, four-legged creature was
rendered hideous because it helped Satan enter Paradise; for this offense it was sent down to earth
together with Adam, Eve and Satan.” The staff of the Prophet Moses is famed for having turned
into a serpent.’® In antiquity, snakes were also believed to guard treasures.”” In Iranian mythology,
Dahhak (Zahhak) a terrifying figure synonymous with tyranny bears on his shoulders two
fearsome serpents fed with children’s brains.”® Serpents that live a hundred years are thought to
transform into dragons and begin to breathe fire.”” The Sahmaran (“king of serpents”), known in
myth as the ruler of snakes, likewise appears in classical Turkish poetry; the beloved’s tresses
are also compared to a serpent in respect of their shape and color.®! In the verse chronicles, the
serpent figures among the objects of comparison for weaponry. Both the spear and the musket are
likened to snakes by virtue of their form and, figuratively, the terror they inspire in the enemy.
The spear’s injury to the lungs of Safavid soldiers is compared to the damage inflicted on the
lungs by snake venom. The bullet at the musket’s muzzle is likened to the small, bead-like
protuberance green or blue in hue said to sit upon a serpent’s head.®

Yilan gibi dilin uzatdi nize

Cigerler oldi andan rize rize (1s4/2133)
Tiifengiin her birisi mar ¢ehre

Dutar her birisi agzinda miihre (Siri/vr.239a/9)
Crocodile

In older cultural imaginaries, the crocodile figures as a salient emblem of power and
warfare. Descriptions of Sultan Alp Arslan’s struggle against Byzantine troops according to which
he “plunged into them like a crocodile” and “hewed them in two with his sword” are similes that
align martial strength and prowess with the crocodile.®* An army marching to battle in armor and
shedding blood, or a memdiih who inspires dread in his foes through majesty and wrath, is

74 Kilig, “Klasik Tiirk Siirinde Hayvanlar”, 1715-34.

75 Pala, Ansiklopedik Divan Siiri Sozhigii, 5.

76 Pala, Ansiklopedik Divan Siiri Sozligii, 42.

7 Pala, Ansiklopedik Divan Siiri Sozligii, 119.

78 Pala, Ansiklopedik Divan Siiri Sozligii, 114; Tokel, Divan Siirinde Mitolojik Unsurlar, 112.

7 Pala, Ansiklopedik Divan Siiri S6zligii, 146.

80 Nese Yildiran, “Yakin Dogu Sembolizminde Akrep, Yilan; Akrep-Adam ve Sahmeran,” Folklor/Edebiyat 7, no. 27
(2001): 8.

81 Ertap, “Divan Siirinde Hayvan Motifi,” 205.

82 Tiirk Dil Kurumu (TDK), Tiirkge Sozliik, ed. Ismail Parlatir et al. (Ankara: Tiirk Dil Kurumu, 1998), 2:1604.
8 Yasar Coruhlu, Tiirk Sanatinda Hayvan Sembolizmi (Konya: Komen, 2014), 194.
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compared to a crocodile.’* As a weapon of war, the sword is likened to a crocodile not only in
shape and hue but also for the sweeping motion with which, in combat, it seizes its prey.** As a
symbol of force and might, the crocodile is invoked in classical Turkish literature for its ability to
move on land and in water, to overcome enemies and to devour humans;® owing to its savagery
and ferocity it is associated with misfortune and calamity;*’ by shape and color it is compared to
tresses, by its plunging and resurfacing in the “Nile of love” to the lover, by its outward ugliness
to the rival, by its hypocrisy and guile to the ostentatiously pious zéhid, by its form to an armored
soldier and to a boat, and by its swimming in the sea of words to the pen.®®

Manzum Kroniklerde Caldiran...

In the verse chronicles, the efficacy, bloodletting and ferocity of Ottoman soldiers and
weaponry are rendered through the crocodile image. Each Ottoman horseman, deemed strong
enough to vanquish even a crocodile, is imagined as a warlike crocodile on a battlefield that
resembles a sea of blood:

Tekdver bahr-1 hiin icre sindver

Neheng-i cengdiir iistinde her er (Mahremi/1315)
O derydnun bahddurlar nehengi

Sanasin her biri siran-1 cengi (Siri/vr.239a/6)
Yaninda nice bin merdan-i cengi

Ki her biri zebiin eyler nehengi (Siri/vr.238b/15)

Just as the Ottoman soldiers are envisioned as crocodiles in terms of courage and martial
prowess, so too the cannon and muskets they wield are portrayed as crocodiles both in their form
and in the force of their effect:

Toplar dem ¢ekdi mdnend-i neheng

Germ olup ol demde atildi tiifeng (Cevri/2127)
Dutarlar-1di ellerde tiifengi

Diyeyediik her biri derya nehengi (Sirl/vr.239a/8)
Wolf

In Asian communities sustained by hunting and pastoralism, the wolf by virtue of its
physical power has been both feared and respected as a being endowed with supernatural
qualities.* Among the early Turks, the sacred wolf is the “Gok Borti / Gok Kurt.”®® The wolf
known as “Kurt-Ata” is accorded, in pre-Islamic epics, the dignity of being the ancestor both
mother and father of the Turks and it becomes the emblem of Turkish vitality and the will to
struggle.”! Alongside wolves deemed inauspicious or profane “Alborii,” “Kaskir,” and “Kaskir,”
identified as thieves and killers of livestock Anatolia also knows a type called “Yalinsak,” a wolf

8 Ayse Yildiz, “Klasik Tiirk Edebiyatinda ‘Neheng’ Kelimesi Uzerine,” Erdem 56 (2010): 187-90 (argues some
instances should be read as “whale”).

85 Sani Goren, “17. Yiizyil Sairlerinden Fehim-i Kadim, Asik Omer ve Karacaoglan’in Siirlerinde Hayvanlar” (Master’s
thesis, Istanbul University, 2010), 633.

8 Mehmet Emin Ertan, “Fuzili Divaninda Hayvanlar” (Master’s thesis, Marmara University, 1989), 114.

87 M. Nejat Sefercioglu, Nev'i Divani’nin Tahlili (Ankara: Akgag, 2001), 429.

88 Kilig, “Klasik Tiirk Siirinde Hayvanlar,” 1918.

8 Coruhlu, Tiirk Sanatinda Hayvan Sembolizmi, 68.

9 Yagar Kalafat, Tiirk Halk Irfaninda Kurt (Ankara: Lalezar, 2007), 20.

91 Serife Nilgiin Yildiz, “Tiirk Halk Anlatilarinda Hayvan Motifleri” (Master’s thesis, Firat University, 2011), 148.
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that wantonly slaughters a flock.”? In Islamic belief, no sanctity is ascribed to the wolf; in the
Qur’an it appears only in the story of Joseph, with reference to the possibility that he was torn by
a wolf.”* As a negative figure in classical Turkish poetry, the wolf is frequently identified with
fate/the heavens (felek) and the world (diinyd); the lover is likened to a lamb, whereas the rival is
the wolf that preys upon the beloved;” it is mentioned in tandem with cruelty, death and the self
(nafs). Alongside these negative traits, there are a few instances in which the wolf serves
positively as a comparison for courage and might applied to the beloved, the lover and his heart
and to soldiers.” In the sections that narrate the Battle of Caldiran in the verse chronicles, the
Ottoman fighting men are portrayed through the image of a predatory wolf that, upon entering a
flock, tears off the head of every sheep it seizes an image that calls to mind the Anatolian
“Yalinsak,” the wolf known for inflicting wanton harm on flocks.

Manzum Kroniklerde Caldiran...

Koyunun gelesini gérdi san kurd
Ki itdi irdiiginiin kellesin hurd (Mahremi/1355)
Ram and Sheep

The sheep is among the emblems of the Twelve-Animal Turkic Calendar. Among the early
Turks, sheep and white rams were offered in sacrifice to the Sky God (Gok Tanri), while, in
mourning rites, sheep and goats that were not white were offered to the earth deity. Sheep and
rams were also sacrificed both for protection against evil spirits and as gifts to the spirits of the
ancestors. In this symbolic economy, the sheep and the goat signify weakness and defeat, whereas
the ram represents strength, power and heroic manliness. Together with the wild goat, the ram at
times served as a dynastic badge.”® In Turkish carpet and kilim weaving, the ram’s horn motif
associated in real life with masculinity figures as a sign of fertility, heroism, strength and virility."’

Within Islamic tradition, the sheep and ram likewise bear specific symbolic roles. In the
Qur’an, when Abraham consented, as an act of obedience, to sacrifice his son Ishmael, a ram was
sent in Ishmael’s stead.”® The sheep, as a symbol of devotedness and salvific power, also
represents harmlessness,” innocence,'” calm, tranquility, peace, abundance and prosperity; the
ram, by contrast, signifies sovereignty, might, valor, sacrifice and death.!’! In classical Turkish
poetry, the lover is likened to a ram offered up for the beloved, while the beloved’s eyebrows are
compared by color to a black ram.'” The expression “kog¢bas1” (ram’s head) functions as a
symbol of vigor, health and well-being.'%

Classical Turkish poetry, along with Islamic belief, draws heavily on elements of national
culture. In the verse chronicles, the ram motif appears in battle imagery as a symbol of strength
and masculinity distilled from Turkic culture. An original image rooted in this cultural reservoir
casts the clash of the two armies at Caldiran as the head-butting of two rams representing power
and might. By the same token, the helplessness of the Safavid troops before the Ottoman army is

92 Yildiz, “Tiirk Halk Anlatilarinda Hayvan Motifleri,” 14344,

3 Qur’an, Yusuf 12:13-14, 17.

% Ertap, “Divan Siirinde Hayvan Motifi,” 161.

95 Kilig, “Klasik Tiirk Siirinde Hayvanlar,” 1324.

% Yasar Coruhlu, Tiirk Mitolojisinin Ana Hatlar: (Istanbul: Kabalc1, 2000), 150.

97 Tiilin Karadag Eldener, Yeni Dokunan Dekoratif Kilimler (Eskisehir: Anadolu Universitesi Yayinlari, 2011), 38.

%8 Qur’an, al-Saffat 37:102-7.

% Ayse Yilmaz, “Hayreti Divani’nda Hayvanlarm Siir Estetigine Katkis1,” Divan Edebiyati Arastirmalari Dergisi 31
(2023): 613-14.

100 y11d1z, “Tiirk Halk Anlatilarinda Hayvan Motifleri,” 121.

101 Coruhlu, Tiirk Mitolojisinin Ana Hatlari, 154.

102 Kilig, “Klasik Tiirk Siirinde Hayvanlar,” 1073-79.

103 Mehmet Zeki Pakalin, Osmanli Tarih Deyimleri ve Terimleri Sozliigii, vol. 2 (Istanbul: Milli Egitim Basimevi, 1983),
286.
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depicted through the contrast between the sheep’s calm impotence and the wolf’s ferocity and
savagery.

Manzum Kroniklerde Caldiran...

Salup birbirine at iki lesger

Iriip kog gibi tokusdi beraber (Hadidi/5642)
Koyunun gelesini gérdi san kurd

Ki itdi irdiiginiin kellesin hurd (Mahremi/1355)
Pig (Boar)

In Hellenic mythology, the wild boar is portrayed as a powerful, wrathful and dangerous
quarry; to slay it given its strength and formidable defense signals the hunter’s or hero’s superior
prowess. In this vein, the boar functions as a metaphor for war’s frenzied and ungovernable
nature.'™ In Altai-Yakut mythology, Erlik, emulating Ulgen’s creation of the sheep, creates the
pig; accordingly, the pig bears a negative valence in mythic and religious contexts and its flesh is
taboo. Such narratives are counted among the elements that shaped the ethical and religious values
of Turkic mythology.'®

Islamic law, aiming to protect the human being from material and spiritual harm, lays down
rules for nourishment as well. It forbids what is foul and injurious and permits what is clean, good
and beneficial (al-Baqara 2:168, 172; al-A‘raf 7:157; al-Mu'mintn 23:51). The pig (khanzir) is
explicitly classed among the impure and harmful and its flesh is declared unlawful: “God has only
forbidden you carrion, blood, the flesh of swine and that over which any name other than God’s
has been invoked” (al-Baqara 2:173; al-Ma’ida 5:3; al-An‘am 6:145; al-Nahl 16:115).1%

In classical Turkish poetry, “pig” is very largely a derogatory epithet applied to the rival
(rakib). The poet-lover freely marshals the harshest terms for the rival alongside “donkey,”
“dog/cur,” and “devil,” “pig” appears as both noun and epithet.!”’” In depictions of the Battle of
Caldiran, the strongly negative associations of the pig deriving largely from confessional
imaginaries are deployed as a pejorative device: the Safavid soldiery’s massed, herd-like assaults
and coordinated movement are cast through porcine imagery.

Userler her tarafdan ¢ok handzir
Sehid oldi orada ol iki sir (Had1d1/5639)
Dog

In certain mythologies, the dog functions as a symbol of evil; in creation legends it appears
as a creature corrupted by the devil’s deceit.!”® Positively, the dog is associated with loyalty;
negatively, with opportunism and faithlessness.!” As a trope for a contemptible, ill-intentioned
foe, the dog serves as a vehicle of simile and invective.''® By contrast, Qitmir renowned for his
fidelity to the Companions of the Cave (Ashab al-Kahf) is celebrated as an animal promised
Paradise and emblematic of faith and loyalty.!!! In classical Turkish poetry, the lover, for his
devotion, is cast as “the dog at the beloved’s gate,” whereas the zahid (ascetic), the disciple, the

104 Nuriye Kiilahli and Hiiseyin Ureten, “Hellen Mitolojisi ve Ritiiellerinde Domuz,” Cihanniima Tarih ve Cografya
Arastirmalar: Dergisi 11, no. 1 (2025): 74.

195 [brahim Dilek, Resimli Tiirk Mitoloji Sozliigii: Altay/Yakut (Ankara: Grafiker Yaynlari, 2014), 94.

106 Asaf Ataseven and Mehmet Sener, “Domuz,” in TDV Islam Ansiklopedisi, vol. 9 (Istanbul: Tiirkiye Diyanet Vakfi,
1994), 507.

107 Canim, Divan Edebiyatinin Kaynaklari, 485.

108 Y1ldiz, “Tiirk Halk Anlatilarinda Hayvan Motifleri,” 132.

109 Y1lmaz, “Hayreti Divani’nda Hayvanlarm Siir Estetigine Katkisi,” 614.

10 Kilig, “Klasik Tiirk Siirinde Hayvanlar,” 1177.

" Canim, Divan Edebiyatimin Kaynaklari, 244.
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rival and the enemy are likened to a dog for various negative traits. In Sufi writings, the lower
self (nafs) is likewise compared to a dog.!'? In accounts of the Battle of Caldiran, Shah Ismail is
denigrated in the harshest terms as a dog harmful to the Muslim populace.

Manzum Kroniklerde Caldiran...

Zarardur dmme-i Islam’a ol kelb
Indyet kilsa Hak ndmin kilam selb (1s4/2084)
Bird

In the narratives of the Battle of Caldiran, the bird functions as a metaphorical device for
gauging the war’s scale. The vast number and expanse of the Ottoman troops are expressed
through the conceit that the “bird of thought” would require a thousand years to reach their
bounds. Likewise, death is cast in avian tropes the soul-bird flying from its cage, the bird of death
by which the stark realities of warfare are clothed in metaphor. The Ottomans’ superiority over
the Safavid forces and their deployment of weapons such as cannon and muskets are further
articulated by allusion to the Qur’anic episode of the Ababil birds pelting the elephants with
stones.'

Irismis ser-had-i tilina sad sdl

Ucarsa murg-1 fikr acup per ii bal (Mahremi/1211)
Ser-i a’ddya ciin tayr[en] ebabil

Revan yagdurdilar ahcdr-1 siccil (Mahremi/1372)
Helak eyler birisi yiiz Kizilbas

Iner fil iizre san siccilden tas (Siri/vr.240b/7)

Kimi nizeyle tenden bab ider bdz

Kafesden kilmaga can miirgt pervaz (Hadid1/5645)
Perrii bal agdr hadeng-i can-sitan

Sanki murgdn-1 ecel old: aydan (Cevti/2129)
Vulture, Owl

From antiquity to the present, the vulture has been regarded as an ill-omened bird''* that
portends death; in the Divanii Liigati’t-Tiirk, a vulture’s shriek directed at someone’s face is taken
as a harbinger of that person’s demise.!!® The vulture’s negative valence is also encoded in idiom:
the phrase “to swarm like vultures” connotes freeloading and greed.''® In classical Turkish poetry,
the wvulture typically figures with associations of carrion-eating, ill-omen, insatiability,
opportunism and baseness. The world is likened to a carcass and to the vulture that feeds upon it
while the lower self’s (nafs) voracity is compared to the vulture’s insatiable appetite for carrion.
The image also marks, pejoratively, such figures as the aged and opportunistic shaykh, the pietist
(sofu) and even “reason.” In contrast to the exalted beloved often likened to the huma the rival,
for his lowness, is a worthless vulture.!"”

112 Kilig, “Klasik Tiirk Siirinde Hayvanlar,” 1153-1179.

113 Mustafa Cagrici, “Fil Stresi,” in TDV Isldm Ansiklopedisi, vol. 13 (Istanbul: Tiirkiye Diyanet Vakfi, 1996), 69—70.
114 Gezgin, Hayvan Mitoslar1, 12.

115 Kaggarli Mahmud, Divdnii Lugati t-Tiirk, trans. Seckin Erdi and Serap Tugba Yurtsever (Istanbul: Kabalci, 2005),
641.

116 [ iitfullah Sami Akalin, Tiirk Folklorunda Kuslar (Ankara: Ersa Matbaasi, 1993), 71.

17 Kilig, “Klasik Tiirk Siirinde Hayvanlar,” 47-51.
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In the Caldiran narratives of the verse chronicles, Shah Ismail is disparaged through the
comparison to an ill-omened vulture lying in wait at the hunting ground, envisioned as ready at
any moment to swoop upon carrion. The place he inhabits is likened to an owl’s haunt, thereby
reinforcing the connotation of ill-omen.!'!®

Manzum Kroniklerde Caldiran...

Kiluban saydgah ol kerkes-i siim
Imaretgahin itdi menzil-i bitm (Siri/vr.232b/8)
Falcon/Hawk

The hawk holds significant symbolic value in Turkish history; the Bozok branch forebears
of the Ottomans employed the hawk as an emblem.'!® Falcons and hawks, birds used in royal
hunting expeditions, symbolize the ruler’s martial prowess and nobility.'?* In accounts of the
Battle of Caldiran, the Ottoman assault on the Safavid army is likened to a falcon plunging into a
flock of geese and striking at the enemy’s very heart. The Ottomans’ rapid deployment across the
field is likewise compared to a flight of falcons.

Veya alay-1 kaza baz girdi

Adii kalbine ¢iin seh-bdz irdi (Mahremi/1355-1356)
Tolup seh-baz-ila ol kisver ii biim

Yasandi lesker-i sahinseh-i Riim (Mahremi/1296)

Peacock

>

Known in Turkish culture as the “Tanr1 kusu,” alakus, or “gelin kusu,” the peacock
distinguished from other birds by its crest and the vivid colors of its wings and tail has been
regarded, for its beauty, as a bird of Paradise. In divan poetry it functions as a symbol of chastity,
color, ostentation, magnificence, prestige and pride.'?! In the verse chronicles, the Safavid army
is likened to the peacock, in allusion to the colorful attire and appearance it displayed at the Battle
of Caldiran.

Alayin diizdi gityd perr-i tavus
Calindi tabl u surnd-y-ila hem kiis (Siri/vr.238b/2)
Fox

Stealth, perfidy, duplicity, deceit, weakness and helplessness before the hunter are rendered
through the symbol of the fox; persons displaying such traits are likened to it.'**> Among the Altai
and Yakut, the fox also appears as an ancestral emblem and in Turkic belief it is at times regarded
as a protective spirit. In China the fox signifies good fortune, longevity and cunning; among the
Turks it emblemizes guile and craftiness.!? In classical Turkish poetry, deceitful and wily figures
are compared to the fox; when the memdiih is likened to a lion, the enemy is cast as the fox that
stands against him. The heavens/fate (felek) and the world (diinya), for their deceptiveness, are
likewise likened to the fox, as are such negatively coded types as the zahid (ascetic), the pietist
and the rival.'* In the Caldiran narratives, Ustacalu (d. 1514) one of Shah Ismail’s foremost

118 Since early Turkish times there has been a settled view that it is ill-omened; in some regions it is called ‘the devil’s
bird’.” Sentiirk, Osmanli Siiri Kilavuzu, vol. 2, 121.

19 Nevzat Kosoglu, Tiirk Diinyast Tarihi (Istanbul: Otiiken, 1991), 117.

120 Coruhlu, Tiirk Sanatinda Hayvan Sembolizmi, 64.

121 Omiir Ceylan, “Tavus,” in TDV Islam Ansiklopedisi, vol. 40 (Istanbul: Tiirkiye Diyanet Vakfi, 2011), 184.

122 Oguz Duman, “Tiirk Diinyas1 Destanlarinda Hayvan Sembolizmi” (PhD diss., Gazi University, 2024), 150.

123 Coruhlu, Tiirk Mitolojisinin ABC 5i, 184.

124 Kilig, “Klasik Tiirk Siirinde Hayvanlar,” 1892.
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commanders who enters the fray with the bearing of a lion, is depicted by the battle’s end, before
Sinan Pasha (d. 517), as reduced to the condition of a lame fox:

Manzum Kroniklerde Caldiran...

Egerc¢i kim giriir sirane cenge
Veli ahir déner rubdh-1 lenge (Siri/vr.240a/7)
Elephant

In classical Turkish poetry, the elephant functions befitting its physical traits as a symbol
of majesty and power.'? In the Qur’an, it is recounted that Abrahah advanced with elephants to
demolish the Ka‘ba and that the Ababil birds defeated the elephants and Abrahah’s army by
pelting them with stones of sijjil.'*® In earlier periods, within a warfare paradigm grounded in
bodily force, the elephant served as a salient term of comparison on account of its size, weight
and impact; above all, the sheer magnitude of its bulk, which rendered it virtually unassailable,
signified overwhelming superiority before the enemy. Poets at times forge an allusive link
between the elephants in Siirat al-Fil and the annihilation of Shah Ismail’s army by the Ottomans:
the Ababil stand for the Ottoman host, whereas the elephants are likened to Shah Ismail’s troops.
In the same vein, the maces employed in battle are compared to elephants by virtue of their heft:

Salup elde girdn-ser giirzg ¢iin fil

Ururlar na’ra manend-i Sirdfil (Mahremi/1249)
Helak eyler birisi yiiz Kizilbas

Iner fil iizre san siccilden tas (Siri/vr.240b/7)
Locusts, Ants and Fish

In classical Turkish poetry, numerical multitude is often conveyed through the simile of the
locust;!?’ in battle scenes, soldiers are likened to locusts and conversely locusts are imagined as
troops mustering for war.'?® The designation clindullah (juniid Allah, “hosts of God”) is among
the names applied to creatures that move in swarms, such as birds and locusts.'?* Ants, for their
orderly mass movement, are likewise compared to soldiers.'*°

Within older modes of warfare, large and well-ordered armies were a principal condition
of superiority; sheer numbers inflicted both material and psychological damage on the foe. In the
verse chronicles, the Ottomans’ numerical preponderance and superiority of order over the
Safavid forces at Caldiran are rendered through the imagery of locusts, ants and fish:

Azabdan nice bin ciind-i piyade

Sanasin lesker-i miir u cerdde (Mahremi/1236)
Yiiridi miir u melah tek leskeri

Hassa-i bi-hadd ii ad yenigeri (Cevri/2244)
Azabdan nice bin ciind-i piyade

Sanasin lesker-i miir u cerdde (Mahremi/1236)

125 Ahmet Atilla Sentiirk, Osmanli Siiri Kilavuzu, vol. 4 (Istanbul: OSEDAM, 2020), 451.
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129 Siileyman Uludag, “Ciindullah,” in TDV Islim Ansiklopedisi, vol. 8 (Istanbul: Tiirkiye Diyanet Vakfi, 1993), 118.
130 Boria Sax, The Mythical Zoo (Santa Barbara, CA: ABC-CLIO, 2001), quoted in Mustafa Kilig, “Klasik Tiirk Siirinde
Hayvanlar,” 913.
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Subasi, mir-i alem sdir sipdhi

Manzum Kroniklerde Caldiran...

Sayilmaya sayile miir u mahi (Hadid1/5597)
Moth

The moth, emblem of the sincere lover who surrenders his life in silence, is likened to the
dervish who annihilates the self in divine love. The tale of the candle and the moth functions both
as a conventional poetic conceit and as an independent subject in Sem ii Pervdne masnavis."! In
the Battle of Caldiran, the self-immersion in the “fire of war” by Malkogoglu Tur Ali Bey and his
brother Ali Bey, who served in the Ottoman vanguard, is likened to the moth burning itself in the
candle’s flame:

Ciivan-1 nev bular divane gibi
Diigerler atege pervine gibi (Had1di/5632)
6. Auditory Imagery and Martial Music

Across ancient peoples, musical instruments were employed in warfare to intimidate the
enemy. Aristotle (384-322 BCE), in the Politics, remarks on the adverse psychological effects
that martial instruments can exert on opposing forces. The Greeks used trumpets and lutes;
Alexander the Great deployed drums and loud-sounding trumpets; Indians and Parthians favored
great drums; the Arabs, in the Jahiliyya and thereafter at Badr and Uhud, beat the daf to the
accompaniment of martial verse; under the ‘Abbasids and in al-Andalus, the military band took
shape; the Fatimids used drums; and among the Turks, drums and the great kettledrum (kos) were
integral to war. In the Anatolian Seljuk realm, alongside the diploma of rank and the banner, the
drum was granted by sultans to princes (melik) and emirs as an emblem of sovereignty and
delegated authority. This practice was widespread in all pre-Islamic Turkic states. The drum,
inseparably paired with the flag, came to symbolize the state; beating the drum beneath the banner
is an ancient Turkic custom. As an extension of this tradition, the Ottomans employed the mehter
(janissary band) in war.'*

The kos which regulated the army’s movements, roused the troops, and, with a report
likened to cannon fire, struck fear into the foe was among the insignia of kingship. In peacetime
it was sounded at diplomatic receptions, at the birth, circumcision and marriage ceremonies of
princes and on feast days and nights. The tradition continued under the Ottomans: the kos entered
the mehter ensemble and, in wartime, was entrusted to commanders.'** Also known as kiivriig, '3
kiis, kobiirge and kiis-1 Hakani, the kds noted for demoralizing the enemy was the mehter’s most
potent instrument in both effect and expression.'*> Drums bore different names according to
context: the drum beaten at a fortress’s capture was the tabl-1 besaret (“drum of glad tidings”); the
drum sounded at night in wartime to keep the troops together was the tabl-1 ‘asdyis (“drum of
order”); the drum that commenced battle was the ceng tabl(1) (“war drum”), also called the saf
tabl1 (“rank drum”).'*®* Among the mehter’s principal instruments, the “zurna” also called “surna”
or “surnay”'?’ was played with the drum and “nekare”; its deeper-voiced form was the “kaba

131 Pala, Ansiklopedik Divan Siiri Sozliigii, 383.

132 For military music and instruments, see Nuri Ozcan, “Mehter,” in TDV Islim Ansiklopedisi, vol. 28 (Ankara: Tiirkiye
Diyanet Vakfi, 2003), 545; Hasmet Altindlgek, “Askeri Musiki Gelenegi ve Mehterhdnenin Bir Kurum Olarak
Yerlesme Siireci,” in Osmanli Ansiklopedisi, vol. 10 (Ankara: Yeni Tirkiye Yayinlari, 1999), 751-52.

133 Haydar Sanal, “K&s,” in TDV Isldm Ansiklopedisi, vol. 26 (Ankara: Tiirkiye Diyanet Vakfi, 2002), 271.

134 For the physical characteristics of the kds (large kettledrum), see Yilmaz Yilmaz Oztuna, Biiyiik Tiirk Musikisi
Ansiklopedisi (Ankara: Kiiltiir Bakanlig1 Yayinlari, 1990), 464.

135 Nejat Eralp, “Osmanl’da Mehter,” in Osmanli Ansiklopedisi, vol. 10 (Ankara: Yeni Tiirkiye Yayinlari, 1999), 745
47.

136 Bralp, “Osmanli’da Mehter,” 746—47.
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zurna” and its high-pitched, piercing form the “cura zurna”.'*® Owing to its sharp, powerful
timbre, the zurna was used expressly to unnerve enemy soldiers.!'*

Manzum Kroniklerde Caldiran...

The boru (trumpet) attested in older Turkish as bor1 and borgty and in Arabic as nefir!4’

was, according to tradition, invented by Alp Arslan and was known in the twelfth century as the
ndy-1 Tiirki; it too had a place in the Ottoman mehter.'*' The kiirrenay/kerrendy, made from a
bronze or silver tube and akin in timbre to a low zurna or clarinet, was said (by Evliya Celebi in
the Seyahatndme) to resemble a donkey’s bray and to have been brought from Revan by Murad
IV; it was sounded both in mehter-houses and Mevlevi lodges.!** With a bell curved like the end
of a nefir, this instrument served to herald the sultan’s dominion, splendor and might.'** The nefir
itself essentially a simple, long trumpet was reportedly the longest of the wind instruments and,
lacking finger holes, difficult to play. In Ottoman campaigns the nefir-i rihlet/irtihal (the
“departure trumpet”) was sounded; a hostile attack upon a town or a call to arms for men was
publicly announced by the nefir. Itinerant dervishes carried “dervish trumpets” (also called yuf
borusu) at their belts or on their chests, which they blew upon arriving at a lodging place or to
ward off predatory animals on the road.'*

In Turkish music, a very old instrument called the dera also referred to as ¢eng and zeng
produces greater volume the more forcefully it is struck.!*> In scenes depicting the Battle of
Caldiran, sound is conspicuously foregrounded: soldiers’ cries, horses’ neighs, the clamor of
weapons, shouts of assault and the groans and laments of the wounded constitute the natural
soundscape of war. Alongside these natural sounds, martial instruments at Caldiran served to
initiate battle, sap the enemy’s morale and establish psychological superiority. The sounding of
tabl, kiis, sirna, kerrenay, nakir, nefir, boru and derdy their noise filling East and West, rising to
the heavens and “deafening the ear of the firmament” is invoked to underscore these functions of
military music in the conduct of war:

Saddya geldi tabl u kiis ol dem

Figana geldi siirnd zir ile bam (Sirl/vr.238a/3)
Sanasin bahr idi her bir alay:

Calarlardr kamus: kiirrendy: (Siri/vr.236a/9)

Arsa irdi savt-1 surnd vii nakir

Tutdr diinydyr sedd-yr dér u gir (Cevri/1920)

Ol giirtih i¢inde giin-d-giin alem

Savt-1 surnd vii nefir i zir it bem (Cevri/1967)
Seherden kim ¢alindi kiis-i harbi

Sadd-y1 savti tutdi sark u garbr (Had1d1/2982, 5621)

Arsa irdi boru surndnin demi

138 Ayse Aysun Yaldir, “Askeri miizik toplulugu mehter, geleneksel kiyafet ve miizik enstriimanlarinm plastik agidan
seramik sanat objelerine doniisiimii” (Master’s thesis, Dokuz Eyliil University, 2009), 28.

139 Erhan Tekin, “Zurna,” in TDV Islam Ansiklopedisi, vol. 44 (Istanbul: Tiirkiye Diyanet Vakfi, 2013), 514.

140 Haydar Sanal, Mehter Musikisi: Bestekdr Mehterler—Mehter Havalar: (Istanbul: MEB, 1964), 69.

141 Eralp, “Osmanli’da Mehter,” 746.

192 Pakalin, Osmanh Tarih Deyimleri ve Terimleri Sozliigii, vol. 2, 243.

143 Sevda Ozden, “Seyh Galip Divani’nda Musiki,” in Mevievilik, Meviind ve Seyh Galib Uzerine Incelemeler, ed.
Miicahit Kagar et al. (Istanbul: Istanbul University Press, 2022), 392.
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145 Eralp, “Osmanli’da Mehter,” 747.

Osmanl; Mivas: Arvastirmalart Dergisi / Journal of Ottoman Legacy Studres
Cilt 13, Sayr 35, Mart 2026 / Volume 13, [ssue 35, March 2026 100



Ozgir KIYCAK
Mustafa Yasin
BASCETIN
Kerre-ndy davazi basdi dlemi (Sikri/2375)

Manzum Kroniklerde Caldiran...

Sag u soln diizdi sah-1 tire-ray
Carha ¢ikdi toz avaz-i derdy (Siikri/2380)

The ceng-i harbi is a brisk usil (rthythmic cycle) frequently employed in mehter music,
especially in pieces performed during the charge.'*® That this style was also sounded at the Battle
of Caldiran is indicated by the following couplet:

Calinup her tarafdan ¢eng-i harbi
Sadd-y1 kiis tutdi sark u garbr (Mahremi/1295)

In the verse chronicles, the natural sounds of battle are idealized through the art of
hyperbole. The din of combat is likened to Israfil’s trumpet and said to be as fierce as lightning;
the doomsday-like peals of the cannon that batter the fortress walls, shaking earth and sky, are
described as so thunderous as to deafen the very ear of thunder:

Tiifenk atild: vii toplar tirdki

Ker itdi Sam ile Misr’1 Irdk’1 (1sa/2134

Urdi giiyd savt-1 Israfil dem

Tutd kith u desti giin-a-giin alem (Cevri/1921)
Saddst kulagin ra’dun ider ker

Kiydmetler kopar yir ii gok ditrer (Had1di/5669)
Sanasin ra’d idi savt-1 dilirdn

Veyahud berkidi simsir-i siran (Had1di/5643)
Piir oldi tds-1 gerdiin ol sadadan

Felek giisi ker oldy hiiy u hadan (Sirl/vr.238a/4)
7. The Depiction of the War through Nature and Supernatural Beings

In the verse chronicles, the tableau-like staging of the Battle of Caldiran within a martial
narrative draws extensively on descriptions of nature. Like painters, the authors render the battle
through terrestrial elements sea, flood, mountain, plain and flora as well as through celestial and
meteorological phenomena such as hail, rain, cloud, lightning, thunder, the rainbow and the sun.

Sea, Ocean, Flood

In classical Turkish poetry, the sea used synonymously with bahr, bihdr, Kulziim, ummdan,
deryd, yemm and muhit is invoked with associations of magnitude, breadth, infinity, depth and
plenitude. Endowed with the capacities to swell, overflow and annihilate, the sea is imagined, in
its engulfing power, as boundless and shoreless.!'¥’” In the verse chronicles, similes of the flood,
sea and ocean are frequently mobilized along varied axes of comparison to convey the magnitude
of the armies and the ferocity of the fighting. The armies’ vastness appears as a “boundless sea”
(bahr-1 bi-kerdn); the terror of the host and of the battle as a “flood of tribulation” (beld seli), a
“flood of blood” (seyl-i hiin), a “sea of blood” (bahr-1 hiin, kan derydsi) and “drowning in blood”

146 fsmail Hakk1 Ozkan, “Ceng-i Harbi,” in TDV Isldm Ansiklopedisi, vol. 7 (Istanbul: Tiirkiye Diyanet Vakfi, 1993),
396.
147 Pala, Ansiklopedik Divan Siiri Sozliigii, 121.
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(garka-i kan); the cataclysm itself is likened to Noah’s Flood; and the serried ranks of armed men
are envisioned as a “sea of steel” (deryd-y1 piildd).

Manzum Kroniklerde Caldiran...

Ciisa geldi iki bahr-1 bi-kerdn

Birbiriyle eylediler iktiran (Cevri/2126)

Goriip ol hdy u hiyt surh-serler

Geliirler ciisa ¢iin deryd-y1 ahder (Mahremi/1337)
Biiride dest ii sdid garka-i kan

Nite kim bahr-1 hiinda sdh-1 mercdn (Mahremi/1331)
Sanasin Nith Tiafam beliirdi

Ki kan derydsi dehri seyle virdi (Siri/vr.239b/10)
Seyl-i hitnun her taraf oldi revin

Kana gark olmugdi pir i cevan (Firaki/178)

O yanadan Sah Ismail-i bi-dad

Goriir kim irdi bir deryd-y1 pilad (Siri/vr.238a/15)

The army’s maneuvers and assaults are rendered through the imagery of a wavy sea and
flowing waters: the Ottoman host’s advance upon the Safavid troops is likened to the surging of
the sea and the current of a river:

Bulut gibi geriler baglad: fevc

Urur deryé gibi her yanadan meve (1s3/2094)
Yiiridi pes Acem sahina karsu

Bile yinigeri giiya akar su ($iri/vr.240a/13)

In some passages, the Ottoman host is likened to the Sea of RUm (deryd-y1 Riim), while the
Safavid army is compared to the Red Sea (Kulziim). By identifying “sea” with “army/soldier”
and, further, by playing on the affinity between Kizilbaslik (“Qizilbash” identity) and Kizildeniz
(“Red Sea”), poets fashion a vividly pictorial scene through deliberate wordplay:

Ciisa geldi iki deryd la-muhal

Kulziim iti Umman’a teng oldi mecal (Sikri/2687)
Biri Kulziim birisi deryd-yt Ritm

Bela sili gibi yiiksekden iner (Haddi/5623)
Sanasin ciis ider deryd-y1 umman

Acem milkini gark itmege yeksdn (1s2/2093)
Mountain

In classical Turkish poetry, the mountain associated with height, sublimity and
magnitude'*® functions in the verse chronicles as a natural emblem of awe and grandeur in
depictions of the Battle of Caldiran. The majesty and sheer number of Sultan Selim and the
armored Ottoman soldiers on horseback are likened to a mountain; the slain are envisioned as a
mountain-like heap, underscoring the battle’s ferocity. The cannonballs discharged by the

148 Pala, Ansiklopedik Divan Siiri Sozliigii, 290.
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Ottomans are compared to mountains for their size and crushing force. By the same token, it is
imagined that even Iran’s Alborz range could not withstand the blows of the maces wielded by
Ottoman troops an image that accentuates their strength and might:

Bu hemdn bir kiihdur ben berg-i kih

Manzum Kroniklerde Caldiran...

Ben geda-y1 nd-tiivan bu padisah (Cevri/2080)
Semend iizre yelan-1 dhenin-ten

Turur san kith tizre kith-1 dhen (Hadidi/5643)
Iki kith-t muazzam iki deryd

Karisup irdi sark u garba gavgd (Mahremi/1311)
At u ddem éliisinden rezm-gah

Kithlar olmisdr bulunmazdr rah (Firaki/177)
Tarkalardan pare pare diisdi kiih

Aleme odlar birakd: ol giiriih (Siikri/2528)
Kime kim Tur Ali Beg ursa bir giirg

Tagidurdr eger olursa Elbiirz (Hadid1/5636)
Plain

Synonymous with “dest” and “sahra”, the plain functions in the verse chronicles as a natural
element for articulating dominion and ferocity. Through hyperbolic imagery, the terror of war is
rendered in scenes where the Ottoman army’s sway is said to cover both mountain and plain,
where the blood spilled in battle turns the plain rose-hued and where the fallen fill the plain:

Tutd: kith u desti giind-gtin alem

Siira zdhir urd: Israfil dem (Siikri/2377)
Sarf-1 makdiir eyleyiip ceng itdiler

Kan-ila sahray: giil-reng itdiler (Cevri/2166)
Kiistelerden piisteler oldr bedid

Tutd: sahrdyi ser ti pdy-1 sehid (Cevri/2200)
Berk-i semsir itdi yer yer istial

Déndi tifangdha sahra-y kital (Cevri/2128)
Natural Phenomena

In depicting the Battle of Caldiran and the weaponry employed therein, the verse chronicles
draw on a wide array of analogies to natural forces. The pairings of tenor and vehicle include: hail
: bullet; lightning and storm-cloud : musket; rainbow : bow; rain : arrows; spring cloud : battle-
dust; lightning and the withering wind (sarsar) : the Ottoman army; autumn leaf : the Safavid
army; rain : blood; cloud : death. To register the battle’s intensity and impact, these comparisons
mobilize the actual properties of nature the violence of hail, the searing of lightning, the
abundance of rain, the occlusion of spring clouds, the lightness of autumn leaves, the
destructiveness of the gale thereby summoning in the mind a terrifying, quasi-pastoral tableau of
war.

Adiiya mithre yagdurur ser-d-ser
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Sandsin gokyiizinden tolu yagar (Siri/vr.240b/6)
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Sanasin gerd idi ebr-i bahdrin

Ki ra’d idi tiifeng ii tir bardn (Sirl/vr.239b/12)
Yagdurur tiifek beld tegerklerin

Dokeridi yire meydan erlerin (Firaki/174)
Kdamet-i a’dayr ham kildi kemdn

Told:i san kavs-i kuzahla dsumdan (Cevri/2130)
Sordl Riimi’den bu cem’i sah-1 sark

Kim nediir bu ra’d u bu rahgende berk (Cevri/1941)
Kizilbas 1 kara topraga doker

Ki san berg-i hazani bad-1 sarsar (Had1di/5664)
Subhdan ta asr peygar itdiler

Adem iciin ebri hiin-bar iddiler (Siiki/2761)
Ecel ebri akitmis db-1 hiinin

Revan olmis akar seylab-1 hiinin (Mahrem1/1324)
Tutilnis giin sehdb-1 lilegiindan

Tekergi dhen ii bardni hiindan (Mahrem1i/1323)
Kiliglar ellerinde giiyiya berk

Sudindan tolu hem garb u hem sark (Mahremi/1246)
Kazad yagmurlari ebr-i tiifekden

Olur seylab iner gibi felekden (Mahremi/1373)
Isbu heybetden giines tutd: nikab

Oniine sedd itdi yir tozin hicab (Firaki/131)
Gortinmez zerre denlii gems-i rahsdn

Bulut gibi ki ideler tir-bdran (Hadidi/5596)
Plants and Flowers

In depictions of the Battle of Caldiran, plants and flowers frequently serve as the vehicle of
visual comparison. The principal pairings run as follows: tulip : Qizilbash, red boot, Shah Ismail,
spearhead (stingti); tulip field (ldlezdr) : the Caldiran plain; reed : spear (mizrak); spring : war;
rose : arrow, blood, cap (bork); garden : body; willow, cypress, redbud (erguvan) : banner. In
these similes, the tulip, by virtue of its red hue, is associated with blood, Qizilbash identity and
elements of Ottoman martial attire. The Caldiran plain dyed in blood is imagined as a tulip field.
The spears cast across the field turn the battlefield into a reed-bed. War itself evokes spring, as
bloodied spearheads summon visions of tulip beds. Arrows become rose saplings planted in the
garden of the body. The azabs of the Ottoman host, with their crimson caps, are likened to a tulip
garden. With their red headgear, Shah Ismail’s troops render the Caldiran plain a springtime tulip
field. The Safavid banners are described through the green of willow and cypress and the crimson
of the redbud. The blood spilled in battle turns everything the color of roses:
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Lale-i hamrd bigi hep siirh-piig
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Sanasin derya-y1 hitndur itdi ciis (Cevri/1966)
Nizeden oldi neyistin ol fezd

Ortaya girdi riza-y-igiin kaza (Siikri/2389)

O heyca benzer-idi nev-bahdra

Ki her kanlu stiniiler ldlezdra (Siri/vr.239b/13)
Hadeng-i ceng iriip her derdmende

Nihdl-i giil diker bag-1 bedende (Mahremi/1320)
On iki bin Azeb itsen nazdra

Kizil borkile benzer lale-zdra (Hadidi/5594)
Kirmizi tac-la mdnend-i bahar

Calduran sahrdsin itdi lalezdr (Cevri/1924)
Kirmizi tdc-la elvan-1 alem

Bid ii serv ii ergavin idi behem (Siikr1/2383)
Ctin kizil tdciyla ¢ikdr ata Sah

Lale dahi sah igiin ¢ekdi sipah (Siikri/2385)
Her dil-dver neng iciin ceng eyledi

Sah onin kan-ila giil-reng eyledi (Siikri/2583)
Fire and Smoke

As aliteral element of warfare, fire figures in numerous similes as a vehicle for representing
devastation. In these descriptions, cannon and muskets rain down a flood of fire; spears flash like
lightning; sparks spray from weapons; and the severed heads fixed to spearpoints, their bloodied
teeth bared, stand like a fire with mouth agape atop a tree. Such images render the physical
destructiveness and terror of battle through the trope of fire:

Nice seyldb-1 ates yagdururdi

Aceb dtes yire les yagdururdi (Mahremi/1374)
Harbelerden yddirim rahgan idi

Her yarak ol giin gerdr-efsan idi (Siikri/2529)
Sindn iizre ser u denddn-1 hiin-bar

Dehen a¢nug secer tistinde san ndr (Mahremi/1321)

The psychological and sociological dimensions of the Battle of Caldiran are rendered
through the imagery of fire. With the dispersal of his army, Shah Ismail is said to have flushed
like fire and blackened like smoke. The Safavid host is likened to a live ember that casts the fire
of fitna and subversion:

Dili piir-ciis olup ¢tin humm-1 sire
Cti dtes tiind i ¢iin diid oldi tire (Mahremi/1306)

Sanasin her biri manend-i ahker
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Kim andan dteg-i ser durmaz artar (Sirl/vr.238b/4)
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Supernatural Creatures

In the depictions of the armies, supernatural entities, no less than natural elements, serve as
vehicles of comparison. The Janissaries are portrayed as a host before which even the armies of
the jinn take fright; brandishing heavy maces and issuing elephantine roars, they evoke the image
of Israfil sounding the trumpet:

On iki bin Yenigeri giizide

Goriip Cin lesgeri olur remide (Had1di/5589)
Salup elde girdn-ser giirz ¢iin fil

Ururlar na’ra manend-i Sirdfil (Mahremi/1249)
8. Social Life

Although the milieu of the classical Ottoman poet was relatively circumscribed, the poet
treated every facet of social life through richly elaborated imaginings. In the verse chronicles, the
Battle of Caldiran is narrated by means of comparisons drawn from social practices: chess and
chovgan (¢evgdn), sama‘ (whirling), wedding ritual, seamanship, banquet (bezm) and
intoxication, among others. Chess is a game constructed upon the constituents of war; in earlier
warfare one encounters the very categories named on the board elephant (fi/, i.e., bishop), horse
(knight), infantry (pawn) and king (sah). In classical Turkish poetry there are poems composed
in chess terminology and even a subgenre known as the satrangname.'* In the verse chronicles,
martial elements are articulated through this lexicon: the Battle of Caldiran is likened to a
chessboard, the soldiers to pawns, while the horse/knight, elephant/bishop and king appear as
realist correspondences. Defeat is expressed by the phrase “to be mated” (mat olmak). The chess
term sah (king/check) simultaneously evokes Shah Ismail; his loss before Sultan Selim is
accordingly cast as being mated:

Stirtip nat’-1 zemine fil ii hem at

Diler birbirin ide anda seh mdt (Mahremi/1346)
Beydagin meydana siirdi meysere

Diismeniin kalbine girdi yeksere (Cevti/2162)
Gordi seh kim oynariken fil ii at

Isbu bayraklar kiliser sah u mat (Firaki/187)
Alayina heman-dem saldilar at

Kizilbds 'un ideler sahint mat (Hadid1/5633)

In earlier cultures, games constituted a significant element of social life. The verse
chronicles refer to ¢cevgan (chovgan, the Persianate antecedent of polo), a mounted game in which
horsemen, using wooden mallets, attempt to drive a goatskin ball into the opposing goal.'*® In
certain couplets, the severed heads of enemy soldiers are imagined as the ¢evgan ball, while the
swords are figured as the ¢evgan mallets.

Kelleler tob eyleyiip ¢evgdn-i tig

149 flyas Kayaokay, “Divan Siirinde Satrang Terimleriyle Yazilmis Manzumeler,” Eski Tiirk Edebiyati Arastirmalart
Dergisi 1,n0. 1 (2018): 245-68.
130 Sentiirk, Osmanl: Siiri Kilavuzu, vol. 2, 534.
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Pare pdre oldi tenler hem-¢ii mig (Firaki/168)
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Sama“ is an otherworldly, symbolic form of dance, performed by the Mevlevis as a rite of
whirling upon one’s axis.'! The soldiers’ turning in combat with one hand raised is likened to the
semazen’s posture and their rotations to the semazen’s movement. At the same time, it is related
that ‘AlT fought by turning;'>* the soldiers’ whirling on the battlefield thus provides the realist
substrate of this comparison:

Yine gavvas oldi has erenler
Sema-1 rezme ol rakkas erenler (Mahremi/1345)

In earlier cultural conceptions, marketplaces were among the fundamental elements in the
spatial articulation of the city.!>® The turmoil of the Battle of Caldiran is likened to the teeming
bustle of a marketplace:

Ma reke baslandi bazdr old tiz
Er ere kavugdi kopd riistahiz (Cevri/2125)

In classical Turkish poetry, the bride simile is frequently invoked.'>* In accounts of the
Battle of Caldiran, swords drawn from their scabbards are likened to a bride revealing her face
from beneath the veil and the battlefield itself is compared to a wedding venue:

Kiliglar barkaves ¢ikdr ufukdan
Ariist san zuhiir itdi tutukdan (1s4/2132)

Another image drawn from social life is the ship’s anchor (lenger). The term /enger an
alternative name for the anchor enjoys wide currency in classical Turkish poetry and, by virtue of
its form and function, serves as the vehicle in numerous conceits.'> In depictions of the Battle of
Caldiran, soldiers whose heads and arms have been severed are likened to a ship’s anchor in a sea
of blood.

Yatur kimisi bi-ser kimi bi-pa
Diisiip hiin bahri igre lenger-dasd (Sir1/vr.240b/10)

As both a metaphorical and a literal motif drunk from social life, intoxication figures in
depictions of the Battle of Caldiran. In these comparisons, death is likened to a goblet and the
movements of soldiers at the moment of dying are compared to drunkards stumbling into one
another. By contrast, the statements that the Safavid troops drank wine and became intoxicated
prior to the battle constitute a representation of actual drinking and drunkenness:

Kelleler germ oldi iciip cdm-1 ecel

Yiiriyiiben sundilar birbirine el (Firaki/164)

Hab-1 gafletinde kamuyt pd vii dest

Giceden hamr igiip olmisdi ciimle mest (Firdki/150)
9. Depictions of War Weapons

151 Pala, Ansiklopedik Divan Siiri Sozliigii, 412.

152 The epithet Haydar-1 Kerrar (‘the ever-charging lion’) was given to ‘Ali by his mother. See Pala, Ansiklopedik Divan
Siiri Sozliigii, 211.

153 «A “city’ is defined as ‘a place where the Friday prayer is held and a market is maintained’.” Ilhan Sahin, “Sehir,”
in TDV Islam Ansiklopedisi, vol. 38 (Istanbul: Tiirkiye Diyanet Vakfi, 2010), 446.

154 For further reading, see Pala, Ansiklopedik Divan Siiri Sozligii, 38.

155 Tuncay Tuncel, “Osmanl Siirinde Gemicilik Terimleri” (Master’s thesis, Istanbul University, 2008), 70.
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War and weaponry are enlisted in a range of similes within the framework of the beloved’s
beauty in classical Turkish poetry.!>® As literal constituents of warfare, weapons are transmuted
through various similes and metaphors into literary tableaux in the verse chronicles. Among the
implements used at the Battle of Caldiran, the musket is likened to a cloud for the bullets it rains
down; to lightning for the sound it produces; to a dragon for the fire issuing from its “mouth”;
and to a serpent for the way its bullets wound and kill soldiers. The bullets themselves are
compared, for their density, to a flood; for their shape, to beads; and for their destructive force, to
the hailstones of calamity:

Manzum Kroniklerde Caldiran...

Kazd yagmurlar: ebr-i tiifekden

Olur seylab iner gibi felekden (Mahremi/1373)
Tiifek sacdukca od her sii ¢ii ejder

Olurdi surh-serler ¢iin semender (Mahremi/1376)
Tiifengiin her birisi mdr gehre

Dutar her birisi agzinda mithre ($iri/vr.239a/9)
Sanasin gerd idi ebr-i bahdran

Ki ra’d idi tiifeng i tir bardn (Siri/vr.239b/12)
Yagdurur tiifek beld tegerklerin

Dokeridi yire meydan erlerin (Firaki/174)

The spear and sword in respect of form, sound and brilliance are likened to lightning, the
thunderbolt and the reed; the multitude of soldiers brandishing spears and swords in the heat of
battle is compared to the flow of a river; and the sight of spears heaped upon the lake of blood on
the battlefield is likened to a bridge:

Sanasin ra’d idi savt-1 dilivdn

Veyahud berkidi simsir-i siran (Had1di/5643)
Harbelerden yildirim rahsan idi

Her yarak ol giin gerdr-efsan idi (Sikri/2529)
Nizeden oldi neyistin ol fezd

Ortaya girdi rizd-y-iciin kazd (Siikri/2389)
Subh-dem ta asr peykar itdiler

Nize vii semgiri ciiybdr itdiler (Cevri/2198)
Kan revan Ceyhiin’a dondi dsikar
Nizelerden képri diizdi riz-gar (Stikri/2760)

In the Battle of Caldiran, the arrows loosed are likened, for their lethality, to birds of death
(ecel kugslart); the soldiers, for their swift movement, to a keen arrow; the arrows crossing back
and forth, to a courier bearing news of death; the wounds opened by arrows, to roses; the body,
to a rose garden; the dust, to a cloud; and the arrows, to raindrops. Moreover, the twang of the

156 Emel Nalgacigil Copur, “Divan Siirinde Savas Aletleri: Hanger, Kilig, Ok,” Batman Universitesi Yasam Bilimleri
Dergisi 10, no. 1 (2020): 58-81.
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bowstrings of arrows that pierce armor is said to be so fierce as to deafen the very ear of the
firmament:

Manzum Kroniklerde Caldiran...

Perr ii bal agdr hadeng-i can-sitan

Sanki murgdn-1 ecel old: ayan (Cevri/2129)

Kamu yek-dil misal-i ndvek-i tiz

Zebdn-dver ¢ii hanger ciimle hiin-riz (Mahremi/1250)
Girigdi her tarafdan cenge lesker

Ok oldi arada peyk-i haber-ber (Mahrem1/1312)
Keserler seslerini hily ti hdydan

Giderler ok misali kat: yaydan (1s4/2162)
Hadeng-i ceng iriip her derdmende

Nihal-i giil diker bdag-1 bedende (Mahremi/1320)
Aceb benzerdi gerd ol giin sehaba

Icinde tiglar bir katre dba (Siri/vr.239b/11)

Idiip navek giizer ¢esm-i zirihden

Olur ker giis-1 carh avaz-1 zihden (Mahremi/1318)

In the Battle of Caldiran, the cannon are likened by virtue of their form and the fire they
spew to dragons, and, for their searing heat and brilliance, to the sun. The fortress-battering pieces
are compared, in their roundness, to human heads. The reports of the guns are said to be so
thunderous as to deafen the ears of the peoples of Syria, Egypt and Iraq:

Tiifenk atild1 vii toplar tirdk:

Ker itdi Sam ile Misr’1 Irdk’1 (1s4/2134)
Anlarun iki yaninda toplar

Turup ejder gibi agzin acdilar (Cevti/2120)
Ana nisbet hiisrev-i hdver hemin

Yanariz bu dtese olsak karin (Cevri/2085)

O adem bagi gibi darb-zenler

Yiizi bir kezden atildukda neyler (Hadid1/5666)

The maces wielded by the Ottoman soldiers are said to possess a force sufficient to bring
down even Mount Alborz; in terms of their size, weight and form, they are likened to elephants:

Kime kim Tur Ali Beg ursa bir giirz,

Tagidurd: eger olursa Elbiirz (Had1di/5636)
Salup elde giran-ser giirz ¢iin fil

Ururlar na’ra manend-i Sirdfil (Mahremi/1249)

The helmets worn by soldiers in battle, by virtue of their rounded shape and their fragility
before the mace, are likened to water bubbles and to eggs. Likewise, the steel armor the soldiers
wear is compared to a leaf, in that it sheaths and enfolds the body:
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Tugulgasin habdb-1 ab gibi
Tagidurdr yumurda kabi gibi (Had1di/5638)
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Cemii geydiler piilad-1 Cin’i
Dagindan berg-reg tutup icini (Hadid1/5620)
10. Color Imagery

Beyond their basic function of differentiating entities, colors have been transmuted into
symbolic expressions of cultural and individual codes of meaning; indeed, they have been
invested with psychological significations that reflect the human psyche.'’

In Turkish cultural life, colors enjoy extensive application across religious, social and
literary spheres. At times, the Qur’an articulates certain concepts and emotions through color
symbolism.!*® The Ottoman social fabric multicultural in composition diversified chromatic
symbolism under historical and cultural influences and this diversity found resonance in classical
Turkish poetry.'>

There, the associative field of color provided a fertile ground for the poet’s pursuit of novel
and original conceits and assumed a functional role in expressing social values, natural description
and shifts of feeling.'®

Red / Crimson

Owing to the cult of fire among the Turks, the color al (red) assumed special importance
and came to be preferred for the flag.'®! A red belt and red kaftan figured among the regalia of
Ottoman sovereignty; indeed, at the Battle of Ridaniyye, Yavuz Sultan Selim wore a robe of red
atlas.'®? The Tiirkmen cap was fashioned from red felt, adorned with kerchiefs of various colors
and the sipahi standards, too, were red.!® In classical Turkish poetry, ldle (tulip), giil (rose), gonca
(bud), erguvan (redbud), karanfil (carnation), wine, the lover’s wounded body and tears and the
beloved’s cheek and lip are, in a variety of similes, associated with the color red. In the context
of Ottoman—Iranian relations, red appears frequently with the connotations of blood and Qizilbash
identity.'®* In the depictions of Caldiran, poets render the palette of war in words, as if with
brushstrokes on canvas. The prevailing color by reason of spilled blood is red; owing both to the
nature of battle and to the resonance of Qizilbash symbolism, red is the most frequently employed
hue. Blood is likened to fire, to the rose and tulip, to a tulip garden and to a sea, ocean, or flood.
In terms of chromatic likeness, the blood shed in battle is compared to roses, tulips and a rose
garden. The bloody heads and feet of the Safavid soldiers that filled the Caldiran plain are
imagined as having turned it into a tulip field. With the Qizilbash’s crimson crowns and blood-
stained boots and with the bloodied spears and shields fallen upon the ground, the Caldiran plain
itself is envisioned as transformed into a lalezar:

Sarf-1 makdiir eyleyiip ceng itdiler

157 Ali Yildirim, “Renk Simgeciligi ve Seyh Galib’in Ug Rengi,” Milli Folklor 9, no. 72 (2006): 130.

158 See Besir Celik, “Kur’an’da Zikri Gecen Renkler ve Renklerle Verilen Mesajlar,” Siirt Universitesi Ilahiyat
Fakiiltesi Dergisi 6,no. 1 (2019): 83.

159 Ahmet Ontiirk, “Divan Siirinde Renkler,” Ulakbilge 5, no. 12 (2017): 973.

160 Sait Yilter and Sibel Okmen, “Sehi Bey Divani’nda Renkler,” Hikmet — Akademik Edebiyat Dergisi 10, no. 21
(2024): 70.

161 Hayrettin Rayman, “Nevriz ve Tiirk Kiiltiirinde Renkler,” Milli Folklor (2002): 13.

162 Resat Geng, “Tiirk Inamslar1 ile Milli Geleneklerinde Renkler ve Sari—Kirmizi-Yesil,” Erdem 9, no. 27 (1997):
1079.

163 Siireyya Coskuner, Renkler ve Kisiliginiz (Izmir: Sanat Kitabevi, 1995), 30.

164 Ontiirk, “Divan Siirinde Renkler,” 978-79.
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Lalezdr old sahrd yeksere

Téc u hamrda ol kadar diigdi yire (Cevri/2134)
Lale-i hamrd bigi hep siirh-piig

Sanasin deryd-y1 hiindur itdi ciis (Cevri/1966)
O heyca benzer-idi nev-bahdra

Ki her kanlu siiniiler lalezdra (Siri/vr.239b/13)
Nizelerden oldi sahrd lile-zdr

Oldh yeryiizi siperden giil-izdr (Firaki/127)

Soldiers on horseback are likened to crocodiles swimming in a sea of blood; the severed
limbs of soldiers, to branches of coral'® in that sanguine sea; the fluttering rose-colored banners,
to the Red Sea; the mutual slaying by the sword the reaping of souls to a diver plunging into the
sea of blood to bring up the pearl of the soul; death, to a bloody rain pouring from the cloud; and
the tear-filled eyes of soldiers helpless, grief-stricken and undone on the field to a fountain of
blood:

Tekdver bahr-1 hiin icre sindver

Neheng-i cengdiir iistinde her er (Mahremi/1315)
Biiride dest ii sdid garka-i kan

Nite kim bahr-1 hiinda sah-1 mercin (Mahremi/1331)
Cozildi ciimle ol a’ldm-1 giilgiin

Sanasin ciga geldi kulziim-i hiin ($iri/vr.239a/14)
Yine umman-1 hiina 6ig talip

Diir-i seh-vir-1 ritha old talib (Mahremi/1344)
Ecel ebri akitmis ab-1 hitnin

Revan olmis akar seyldb-1 hiinin (Mahremi/1324)
Tutilmig giin sehdb-1 lilegiindan

Tekergi dhen ii bdardn-t hiindan (Mahremi/1323)
Kimisi tegne yatur kimi dil-hiin

Kiminiin ¢cesmi olmis ¢esme-i hiin (Siri/vr.240b/13)

Shah Ismail and his troops distinguished by their red headgear together with their crimson
banners, are likened to a tulip garden. Indeed, the red tulips are imagined as mustering soldiers
for Shah Ismail. The Safavid army’s red standards are said to have turned the sky the color of
tulips:

Ctin kazl taciyla ¢ikdr ata Sah
Lale dahi sah igiin ¢ekdi sipah (Siikr1/2385)

165 Coral, in terms of form, resembles a tree branch; see Efsun Yilmaz Ugur, “Klasik Tiirk Siirinde Renkler” (Master’s
thesis, Kirikkale University, 2009), 22.
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Itti bayraklar havay: lile-giin
Téc-la old zemin deryd-yt hitn (Siikri/2384)
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In depictions of the Battle of Caldiran, red comes prominently to the fore in similes of fire
and light. The Safavid soldiers’ headgear, in respect of its redness, is likened to radiant flame; the
Safavid troops themselves, for “scattering evil and sedition,” are compared to live embers; and
the bloodied heads and teeth fixed to spearpoints are assimilated to fire by virtue of their crimson
hue. Sunbeams naturally filtering through the atmosphere are portrayed as swords thrust into the
sky, while the redness of sunset is imagined as the heavens dyed in blood:

Geyiip her biri tac-1 fitne-amiz

Nice tac dtesidiir su’le-engiz (Siri/vr.238b/3)
Sanasin her biri manend-i ahker

Kim andan dtes-i ser durmaz artar (Siri/vr.238b/4)
Nice seylib ates yagdururd:

Aceb dtes yire les yagdururdi (Mahremi/1374)
Sindn tizre ser u denddn-1 hitn-bar

Dehen agmis secer iistinde san ndr (Mahremi/1321)
Sol kadar tig urdi dayima dir-i mihr

Kim boyandi kana etrdf-1 sipihr (Firaki/166)
Black

In Turkic mythology, the color black carries predominantly negative connotations.'® In the
Goktirk Inscriptions, the phrase “kara bodun” employs kara to denote the common people the
mass, the multitude. In the Book of Dede Korkut, black symbolizes pain and mourning.'¢” Within
Turkish cultural semantics more broadly, black often set as the antithesis of the positively coded
white evokes ill omen and ugliness, yet it can also suggest strength and valor. These ambivalent
resonances ground the positive and negative associations of the black-inflected images that recur
in classical Turkish poetry hair, eyebrow, mole, eye, night and the like.'®® In the Sufi tradition,
spiritual states and stations are symbolized by colors; here, black signifies the unknowability,
invisibility and incomprehensibility of the Divine Essence.'® In vivid depictions of pitched battle,
black is among the dominant hues of the field. Dust and smoke raised by combat and the mass of
standards filling the plain compose a dark tableau. As the two armies clash and maneuver, the
dust is said to fill the world with darkness, turning the blue sky the color of night; the smoke from
firearms rises to fill the nine spheres, rendering them black. Death itself is likewise imagined in
black; the idiom “to fall into the black earth” (kara topraga diismek) serves as a color-coded
kenning for death:

Kizilbas't kara topraga doker
Ki san berg-i hazani bdd-1 sarsar (Hadidi/5664)

166 Thsan Toker, “Renk Simgeciligi ve Din: Tiirk Kiiltiir Yapisi icinde Ak-Kara Renk Karsitlig1 ve Bu Karsitligin Modern
Tiirk Sylemindeki Tezahiirleri Uzerine,” Ankara Universitesi llahiyat Fakiiltesi Dergisi 50, no. 2 (2009): 101.

167 Y1lmaz Ugur, “Klasik Tiirk Siirinde Renkler,” 22.

168 Orhan Hangerlioglu, Diinya Inanglar: Sozliigii Dinler, Mezhepler, Tarikatlar, Efsaneler (Istanbul: Remzi Kitabevi,
1993), 240.

109 y1ldirim, “Renk Simgeciligi ve Seyh Galib’in Ug Rengi,” 133.
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Béyle germ-d-germ iken kdr-1 neberd
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Kdaindti eylemigken tire gerd (Cevri/2171)
Kiinbed-i mindyr seb-reng itdi gerd

Tozdan mihr ii meh old: ldciverd (Siikri/2499)
Al yasil bayrak-ila toldr hava

Laciverd iken siyah oldi semd (Siikri/2378) Bayrak
Duhdn ile doluben dokuz eflak

Melekler gordi kild: yakalar ¢ik (1s3/2135)
Told: zulmat-ila diinya-y deni

Ldciverdi ¢arh oldi stisent (Sukri/2498)
Kiinbed-i mindy: seb-reng itdi gerd

Tozdan mihr ii meh oldi laciverd (Siikri/2499)
White

In Ottoman social life, the colors of dress present a sociological panorama. Beyond hue, a
garment’s material, cut, weave and accessories vary according to social strata. Beys are recorded
as joining campaigns wearing white felt caps, while the ‘ulama’ donned white inner garments
beneath gold-brocaded silk robes lined in green.!” In classical Turkish poetry, white generally
bears a positive valence: purity, felicity, the radiance of morning, feast days and festive attire, as
well as the beloved’s face and cheek, are symbolized by this color.!"

In depictions of the Battle of Caldiran, white appears in descriptions of Ottoman weaponry,
maneuver and attire. The soldiers’ arms are likened to resplendent light, their rapid advance to
bright lightning and their garments to the white robes worn by the ‘ulama’ on feast days and even
to the weeping willow in form:

Sad-hezardn afitab itdi zuhiir

Her sildhi kildi bir rahsende niir (Cevri/1936)
Sordr Rimi’den bu cem’i sah-1 sark

Kim nediir bu ra’d u bu rahsende berk (Cevri/1941)
Ademisi ciimle giymisler sepid

Hem-¢ii haftan mesayih riiz-1 iyd (Cevri/1956)
Ademisi ciimle giymisler sepid

Giil zamdninda misal-i miigg-bid (Sikr1/2431)
Green

In Islam, green symbolizes resurrection and life.'”* In classical Turkish poetry it bears a
positive valence, appearing in descriptions of nature, the banner, the sword, the sky and the
beloved’s hair and soft down.!” In accounts of the Battle of Caldiran, green is among the colors

170 Coskuner, Renkler ve Kisiliginiz, 30.

171 Ontiirk, “Divan Siirinde Renkler,” 978.

172 Y1lmaz Ugur, “Klasik Tiirk Siirinde Renkler,” 22.
173 Ontiirk, “Divan Siirinde Renkler,” 980-81.
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used to depict banners and weaponry: the green pennons on Ottoman lances are likened to the
green leaves of forest trees; the troops spread across the plain with multicolored standards are
compared to a violet attired in red, green and yellow; and the green of the banners, lances and
standards is said to display a verdure of such ideal beauty as to put the very grass to shame:

Manzum Kroniklerde Caldiran...

Nizeler hep sebze-giin bayrak ile

Bise bezendi yagsil evrik ile (Siikri/2429)
Hem alem hem nize hem bayrak yasil
Sebze-zdrin itdi gerdiinun hacil (Sikri/2430)
Tutdr ol sahra yiizin rengin direfs

Sebz ii siirh ii zer don-1la benefs (Cevri/1925)
Yellow

In Turkic mythology, the god of beneficence, Ulgen, is situated at the center of the cosmos;
his gold-plated palace and golden throne render yellow a symbol of centrality.!™ In the Ottoman
context, there existed standards composed of the colors green (vitality), red (power) and yellow
(sovereignty).!”® In classical Turkish poetry, yellow participates in a wide range of conceits:
alongside negative associations bodily pallor and melancholy it also indexes display and
brilliance.'”®

In depictions of the Battle of Caldiran, yellow appears as a color of dominion. The tips of
the Ottoman standards are golden, casting light in every direction; Sultan Selim, wearing a gold-
hued helmet, is envisioned as illuminating the world like the sun:

Basi altun ol kizil vala-alem

Kim salar pertev sudr dem-be-dem (Cevri/2012)
Urinmis migfer-i zer cekmis alay

Misal-i dfitab-1 dlem-ardy (Mahremi/1256)
Conclusion

The Battle of Caldiran, in which Yavuz Sultan Selim and Shah Ismail two major and in
many respects original historical figures confront one another as representatives of competing
value systems, emerges in classical Turkish literature as a topic of distinctive weight to which
men of letters devoted particular attention. Verse chronicles, as a genre situated at the intersection
of literature and history, depict this battle between Yavuz Sultan Selim and Shah Ismail within a
historical framework, yet through an overtly literary idiom and under the imprint of dominant
Ottoman ideology. These depictions of war offer, in addition to their historical value, a strikingly
rich and multilayered panorama in terms of language, style, and symbolic texture.

The analysis has shown that verse chronicles collectively construct a specific “war
literature” and idiom; that, in the process of aestheticizing this historical event, they rely
intensively on such rhetorical devices as simile, metaphor, allusion, and hyperbole in order to
forge a descriptive mode of narration; and that many metaphors and figurative patterns, hitherto
examined only in a piecemeal fashion, crystallize within the context of Caldiran as part of a
broader poetics of war, acquiring new semantic layers. While Yavuz Sultan Selim and the

174 Geng, “Tiirk Inanislari ile Milli Geleneklerinde Renkler ve Sari-Kirmizi-Yesil,” 1095.

175 Mustafa Kafali, “Tiirk Kiiltiirinde Renkler,” in Nevruz ve Renkler (Ankara: Atatiirk Kiiltiir, Dil ve Tarih Yiiksek
Kurumu, Atatiirk Kiiltiir Merkezi Yayinti, no. 116; Kongre ve Sempozyum Bildirileri Dizisi, no. 7, 1996), 51.

176 Ontiirk, “Divan Siirinde Renkler,” 980.
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Ottoman troops are portrayed by means of positive religious and sectarian attributes and
positioned at the centre as legitimate and normative actors, Shah Ismail and the Safavid forces are
relegated to a marginal, frequently heterodox, position and characterized in predominantly

negative religious and sectarian terms. In this way, the verse chronicles do not merely recount the
Battle of Caldiran; they also reproduce an Ottoman-centred hierarchy of values.

Manzum Kroniklerde Caldiran...

The power- and sovereignty-oriented face of war, much as in steppe culture, brings animal
symbolism to the fore: in the sections devoted to Caldiran, animal comparisons function at times
as markers of concrete, physical resemblance and at other times as bearers of symbolic meaning.
Together with “natural” sounds of war such as soldiers’ cries, horses’ neighing, the clash of
weapons, shouts of attack, and expressions of pain and lament, military musical instruments help
to establish both the rhythm and the psychological atmosphere of the battle, creating a dense
auditory ground. Alongside the sea, floods, mountains, plains, and vegetation, natural phenomena
such as hail, rain, clouds, lightning, thunder, rainbows, and the sun supply the primary material
for the similes and metaphors that render the Battle of Caldiran almost as if it were a painted
tableau. In descriptions of the army, supernatural beings also enter the field as vehicles of
comparison, while beliefs and assumptions about cosmic and astrological forces are mobilized
metaphorically to idealize Yavuz Sultan Selim’s qualities as a commander. Plant and floral
symbolism, above all the colour red as the dominant hue of war, are repeatedly invoked in
conjunction with images of blood, tulips, and /d/ezdr landscapes to construct a powerful chromatic
symbolism. Analogies drawn from social life chess and ¢evgan (polo), ritual dance (sema),
weddings, navigation, convivial gatherings (bezm), and drunkenness play a similarly important
role in structuring the battle narrative.

Within this framework, the article’s main contributions may be summarized as follows.
First, it offers a systematic classification of the modes through which war is aestheticized in
Caldiran narratives along the axes of colour, animal, cosmic/astrological, natural,
auditory/musical, and social-life imagery and thereby reconstructs the literary representation of
war in verse chronicles within a coherent analytical frame. Second, it reads these chronicles not
merely as repositories of historical information but as sites of “ideological representation” that
reflect and reproduce the religious and sectarian priorities of dominant Ottoman ideology; in
doing so, it proposes a new reading of how the Ottoman polity constructs perception and
legitimacy through the lens of the Battle of Caldiran. Third, insofar as it is, to the best of the
author’s knowledge, the first study to consider colour, animal, and cosmic symbolism together
with natural and auditory elements on a shared plane in the specific context of Caldiran, the article
advances a new perspective on the symbolic components of war representations in classical
Turkish literature.

In sum, the study demonstrates that verse chronicles possess a remarkable diversity in terms
of literary war imagery and that this diversity manifests itself in an original configuration both at
the level of symbolism and in narrative technique. It suggests that verse chronicles dealing with
the Battle of Caldiran are best read not solely as archives of historical data, but as texts in which
the aestheticization of war and its ideological representation intersect and mutually reinforce one
another. A systematic examination of such works, not only from a historical standpoint but also
with regard to their language, style, and symbolic structures, has the potential to open up new
questions and perspectives within the study of classical Turkish literature.
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