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Abstract: The apple is a powerful symbol associated with knowledge, prohibition, desire, fate, and rebirth in
legends and fairy tales. In Greek mythology, the golden apples of the Hesperides and the apple of Eris
symbolize conflict and desire, while the forbidden fruit in Biblical narratives and the themes of fertility and
miracles in Turkish fairy tales have contributed to the formation of shared symbolic meanings across different
cultures. This study examines the mythological and folkloric origins of apple symbolism through Carl Gustav
Jung’s archetype theory and Mircea Eliade’s analyses of myth and symbol, focusing on its representations in
contemporary Turkish ceramic art. The material nature of ceramics and its historical connection to earth
establish strong associations with nature, transformation, and fragility. For this reason, the apple image appears
in the works of contemporary Turkish ceramic artists not only as a visual motif but also as a means of exploring
social memory, representations of femininity, body perception, and individual experience. Cracks,
deformations, and surface interventions observed in these works transform the idealized apple image found in
fairy tales, producing more fragile, fragmented, and contemporary meanings. As a result, apple symbolism
shaped through legends and fairy tales creates an important expressive field in contemporary Turkish ceramic
art by connecting past and present and reinterpreting traditional meanings. This demonstrates that ceramics
should be understood not only as a technical field of production but also as a powerful artistic medium through
which cultural symbols are reshaped.

Keywords: Apple Symbolism, Fairy Tales and Mythology, Contemporary Turkish Ceramic Art, Collective
Memory, Archetypal Image

Oz: Elma, efsaneler ve masallarda bilgi, yasak, arzu, kader ve yeniden dogus gibi anlamlarla iliskilendirilen
giiclii bir semboldiir. Antik Yunan mitolojisinde Hesperidlerin altin elmalar1 ve Eris’in anlagmazliga yol agan
elmasi, Tevrat anlatilarindaki yasak meyve ve Tiirk masallarindaki dogurganlik ile mucize temalari, elmanimn
farkli kiiltirlerde ortak sembolik ¢agrisimlar kazanmasmi saglamistir. Bu g¢alismada elma semboliiniin
mitolojik ve masals1 kdkenleri Carl Gustav Jung’un arketip yaklasimi ile Mircea Eliade’nin mit ve sembol
¢oziimlemeleri dogrultusunda ele alinmis, ¢agdas Tirk seramik sanatindaki kullanimlari incelenmistir.
Seramik malzemenin toprakla olan iliskisi, doga, doniisiim ve kirilganlik kavramlariyla giiclii baglar kurmasina
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olanak saglamaktadir. Bu nedenle elma imgesi, ¢cagdas Tiirk seramik sanatc¢ilarinin iiretimlerinde yalnizca
gorsel bir motif olarak degil; toplumsal bellek, kadin temsilleri, beden algis1 ve bireysel deneyimler iizerinden
yorumlanan bir ifade aracina doniismektedir. Eserlerde goriilen catlaklar, deformasyonlar ve ylizey
miidahaleleri, masallardaki kusursuz elma imgesini doniistiirerek daha kirilgan, parcali ve giincel anlamlar
iiretmektedir. Sonug olarak, efsaneler ve masallarda bicimlenen elma sembolizmi, cagdas Tiirk seramik
sanatinda ge¢cmigle bugiin arasinda bag kuran ve geleneksel anlamlar1 yeniden yorumlayan énemli bir anlatim
alan1 olusturmaktadir. Bu durum, seramigin yalnizca teknik bir tiretim alani degil, kiiltiirel sembollerin yeniden
sekillendirildigi giiglii bir sanatsal ifade bi¢imi oldugunu géstermektedir.

Anahtar Kelimeler: Elma Sembolizmi, Masal Ve Mitoloji, Cagdas Tiirk Seramik Sanati, Kolektif Bellek,
Arketipsel Imge
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Structured Abstract:

This study examines the mythological and folkloric origins of apple symbolism and its reinterpretation
in contemporary Turkish ceramic art. In myths, legends, and fairy tales, the apple appears as a multilayered
symbolic object associated with knowledge, prohibition, temptation, fertility, destiny, immortality, rebirth, and
transformation. While Ancient Greek mythology connects the apple with desire, conflict, and competition
through narratives such as the golden apples of the Hesperides and the apple of Eris, Biblical traditions
associate it with forbidden knowledge and the awakening of human consciousness. In Turkish folk narratives,
however, the apple is frequently linked to fertility, healing, abundance, miracle, and the continuity of lineage.
The persistence of these symbolic meanings across different cultures demonstrates the archetypal and collective
dimensions of the apple image.

The theoretical framework of the study is based on Carl Gustav Jung’s theory of archetypes and
collective unconscious together with Mircea Eliade’s analyses of myth, sacred symbolism, and ritual structures.
Jung’s archetypal approach explains the recurrence of the apple image in geographically and culturally distinct
traditions through universal symbolic patterns embedded within the collective unconscious. Within this
framework, the apple functions as an archetypal image representing temptation, transformation, forbidden
knowledge, and existential transition. Eliade’s distinction between the sacred and the profane further enables
the apple to be interpreted as a symbolic threshold object mediating between ordinary reality and transcendent
experience. In this respect, the study approaches the apple not merely as a visual motif but as a cultural and
symbolic structure continuously reconstructed through narratives and artistic practices.

The research employs a qualitative methodology based on literature review, document analysis, and
visual analysis. Myths, fairy tales, legends, and religious narratives concerning apple symbolism were
examined in order to establish the conceptual framework of the study. In addition, selected works by
contemporary Turkish ceramic artists including Hamiye Colakoglu, Zehra Cobanli, Giinhan Bozkurt, Hiilya
Sozer, Seving Koseoglu Ulubatli, Nuray Ada, Sibel Hepsayar, and Funda Ag¢ikgdéz were analyzed through
interpretive and comparative methods. These artists were selected because their works demonstrate diverse
conceptual, material, and formal approaches to apple imagery. Since symbolic meaning in visual arts cannot
be adequately explained through quantitative methods, interpretive analysis was preferred in order to reveal
how inherited symbolic meanings are transformed through ceramic materiality, surface interventions,
deformation, fragmentation, and form.

The findings demonstrate that apple symbolism in contemporary Turkish ceramic art extends beyond
its traditional mythological and folkloric associations and becomes a dynamic conceptual tool through which
artists address issues such as collective memory, identity, femininity, vulnerability, embodiment, ecological
anxiety, desire, and consumer culture. While some artists preserve the narrative and cultural associations of the
apple through references to Anatolian folk traditions and collective memory, others destabilize the fruit’s
conventional meanings through fractured forms, hyper-realistic representations, industrial surfaces, or bodily
metaphors. Cracks, ruptures, glazing techniques, deformation, fragmentation, and firing processes transform
the apple from a passive inherited symbol into an active site of conceptual negotiation. In this context, the
ceramic medium strengthens symbolic transformation through its associations with earth, fragility, temporality,
embodiment, and material memory.

As a result, the study concludes that apple symbolism in contemporary Turkish ceramic art is not
preserved as a static folkloric motif but continuously reconstructed through material, formal, and conceptual
interventions. Contemporary ceramic artists reinterpret inherited cultural symbols by establishing connections
between mythology, folklore, collective memory, and contemporary artistic discourse. The study contributes
to the literature by bringing together mythology, symbolic theory, folklore studies, and ceramic art practices
within an interdisciplinary framework and demonstrates that ceramic art functions not only as a technical field
of production but also as a critical medium in which cultural meanings are reshaped and rearticulated.

Keywords: Ceramic Art, Apple Symbolism, Fairy Tales and Mythology, Contemporary Turkish
Ceramic Art, Collective Memory.
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Résumé Structuré:

La présente étude examine les origines mythologiques et folkloriques du symbolisme de la pomme
ainsi que sa réinterprétation dans 1’art céramique turc contemporain. Dans les mythes, les 1égendes et les contes
merveilleux, la pomme apparait comme un objet symbolique polysémique et pluristratifié associé a la
connaissance, a I’interdit, a la tentation, a la fécondité, au destin, a ’'immortalité, a la renaissance et a la
transformation. Dans la mythologie grecque antique, elle est liée au désir, au conflit et a la compétition a travers
des récits tels que ceux des pommes d’or des Hespérides et de la pomme d’Eris, tandis que les traditions
bibliques 1’associent & la connaissance interdite et a 1’éveil de la conscience humaine. En revanche, dans les
récits populaires turcs, la pomme est fréquemment investie de significations liées a la fécondité, a la guérison,
a I’abondance, au miracle et a la continuité de la lignée. La permanence de ces significations symboliques a
travers des contextes culturels variés met en évidence la dimension archétypale et collective de I’image de la
pomme.

Le cadre théorique de cette étude repose sur la théorie des archétypes et de 1’inconscient collectif
¢élaborée par Carl Gustav Jung, conjointement aux analyses de Mircea Eliade portant sur le mythe, le
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symbolisme du sacré et les structures rituelles. L’approche archétypale jungienne explique la récurrence de
I’image de la pomme dans des traditions géographiquement et culturellement distinctes par 1’existence de
schémas symboliques universels profondément ancrés dans 1’inconscient collectif. Dans cette perspective, la
pomme fonctionne comme une image archétypale incarnant la tentation, la transformation, le savoir interdit et
la transition existentielle. Par ailleurs, la distinction opérée par Eliade entre le sacré et le profane permet
d’interpréter la pomme comme un objet symbolique liminaire assurant la médiation entre la réalité ordinaire et
I’expérience transcendante. Dés lors, cette recherche appréhende la pomme non comme un simple motif
iconographique, mais comme une structure culturelle et symbolique continuellement reconstruite a travers les
récits et les pratiques artistiques.

La recherche adopte une méthodologie qualitative fondée sur une revue exhaustive de la littérature,
I’analyse documentaire et I’analyse visuelle. Les mythes, les contes merveilleux, les 1égendes et les récits
religieux relatifs au symbolisme de la pomme ont été examinés afin d’établir le cadre conceptuel de 1’étude.
En outre, des ceuvres sélectionnées de céramistes turcs contemporains, notamment Hamiye Colakoglu, Zehra
Cobanl, Giinhan Bozkurt, Hiilya Sozer, Sevin¢ Késeoglu Ulubath, Nuray Ada, Sibel Hepsayar et Funda
Acikgoz, ont été soumises a une analyse interprétative et comparative. Ces artistes ont été retenus en raison de
la diversité des approches conceptuelles, matérielles et formelles qu’ils développent autour de I’imagerie de la
pomme. Etant donné que la signification symbolique dans les arts visuels ne peut étre expliquée de maniére
satisfaisante au moyen de méthodes quantitatives, une analyse herméneutique a été privilégiée afin de mettre
en évidence la maniére dont les significations symboliques héritées se transforment a travers la matérialité de
la céramique, les interventions de surface, la déformation, la fragmentation et la configuration formelle.

Les résultats de I’étude démontrent que le symbolisme de la pomme dans 1’art céramique turc
contemporain dépasse largement ses associations mythologiques et folkloriques traditionnelles pour devenir
un instrument conceptuel dynamique au moyen duquel les artistes interrogent des problématiques telles que la
mémoire collective, I’identité, la féminité, la vulnérabilité, I’incarnation, I’anxiété écologique, le désir et la
culture de consommation. Tandis que certains artistes préservent les références narratives et culturelles de la
pomme en mobilisant les traditions populaires anatoliennes et la mémoire collective, d’autres déconstruisent
les significations conventionnelles de ce fruit a travers des formes fragmentées, des représentations
hyperréalistes, des surfaces industrialisées ou des métaphores corporelles. Les fissures, les ruptures, les
techniques d’émaillage, les procédés de déformation, la fragmentation ainsi que les processus de cuisson
transforment la pomme d’un symbole passivement hérité en un espace actif de négociation conceptuelle. Dans
cette perspective, le médium céramique renforce cette transformation symbolique grace a ses liens intrinséques
avec la terre, la fragilité, la temporalité, I’incarnation et la mémoire matérielle.

En conclusion, cette étude montre que le symbolisme de la pomme dans 1’art céramique turc
contemporain n’est pas conservé comme un simple motif folklorique figé, mais qu’il est continuellement
reconstruit & travers des interventions matérielles, formelles et conceptuelles. Les céramistes contemporains
réinterprétent les symboles culturels hérités en établissant des articulations nouvelles entre la mythologie, le
folklore, la mémoire collective et le discours artistique contemporain. L’étude apporte ainsi une contribution
originale a la littérature scientifique en réunissant, dans une perspective résolument interdisciplinaire, la
mythologie, les théories du symbolisme, les études folkloriques et les pratiques de 1’art céramique. Elle met
également en évidence que I’art céramique ne constitue pas uniquement un domaine de production technique,
mais également un médium critique au sein duquel les significations culturelles sont continuellement
reconfigurées, réinterprétées et réarticulées.

Mots-clés: Art céramique, symbolisme de la pomme, contes merveilleux et mythologie, art céramique
turc contemporain, mémoire collective.

Resumen Estructurado:

Este estudio examina los origenes mitologicos y folcloricos del simbolismo de la manzana y su
reinterpretacion en el arte ceramico turco contemporaneo. En los mitos, las leyendas y los cuentos populares,
la manzana aparece como un objeto simbolico de naturaleza polisémica, asociado con el conocimiento, la
prohibicidn, la tentacidn, la fertilidad, el destino, la inmortalidad, el renacimiento y la transformacion. Mientras
que la mitologia griega antigua vincula la manzana con el deseo, el conflicto y la competencia a través de
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relatos como las manzanas de oro de las Hespérides y la manzana de Eris, la tradicion biblica la relaciona con
el conocimiento prohibido y el despertar de la conciencia humana. En las narraciones folcldricas turcas, por el
contrario, la manzana se asocia de manera recurrente con la fertilidad, la curacion, la abundancia, el milagro y
la continuidad del linaje. La permanencia de estas significaciones simbolicas en distintas culturas pone de
manifiesto el caracter arquetipico y colectivo de la imagen de la manzana.

El marco teodrico del estudio se fundamenta en la teoria de los arquetipos y del inconsciente colectivo
de Carl Gustav Jung, complementada por los analisis de Mircea Eliade sobre el mito, el simbolismo de lo
sagrado y las estructuras rituales. El enfoque arquetipico de Jung explica la recurrencia de la imagen de la
manzana en tradiciones geografica y culturalmente diversas mediante patrones simbdlicos universales inscritos
en el inconsciente colectivo. Desde esta perspectiva, la manzana funciona como una imagen arquetipica que
representa la tentacion, la transformacion, el conocimiento prohibido y la transicion existencial. Asimismo, la
distincion establecida por Eliade entre lo sagrado y lo profano permite interpretar la manzana como un objeto
simbolico liminal que media entre la realidad ordinaria y la experiencia trascendente. En consecuencia, el
estudio aborda la manzana no solo como un motivo visual, sino como una estructura cultural y simboélica que
se reconstruye de manera continua a través de las narrativas y de las practicas artisticas.

La investigacion adopta una metodologia cualitativa sustentada en la revision de la literatura, el
analisis documental y el analisis visual. Con el propoésito de establecer el marco conceptual del estudio, se
examinaron mitos, cuentos populares, leyendas y narraciones religiosas relacionadas con el simbolismo de la
manzana. Asimismo, se analizaron, mediante métodos interpretativos y comparativos, obras seleccionadas de
artistas contemporaneos de la ceramica turca, entre ellos Hamiye Colakoglu, Zehra Cobanli, Giinhan Bozkurt,
Hiilya Sozer, Seving Kdseoglu Ulubatli, Nuray Ada, Sibel Hepsayar y Funda Agikgéz. La seleccion de estos
artistas respondi6 a que sus producciones evidencian enfoques conceptuales, materiales y formales diversos en
torno a la iconografia de la manzana. Dado que el significado simboélico en las artes visuales no puede
explicarse adecuadamente mediante métodos cuantitativos, se privilegio el andlisis interpretativo con el fin de
revelar como los significados simbodlicos heredados son transformados a través de la materialidad ceramica,
las intervenciones sobre la superficie, la deformacion, la fragmentacion y la configuracion formal.

Los resultados ponen de manifiesto que el simbolismo de la manzana en el arte ceramico turco
contemporaneo trasciende sus asociaciones mitologicas y folcloricas tradicionales para convertirse en una
herramienta conceptual dindmica mediante la cual los artistas abordan cuestiones como la memoria colectiva,
la identidad, la feminidad, la vulnerabilidad, la corporeidad, la ansiedad ecoldgica, el deseo y la cultura del
consumo. Mientras algunos artistas preservan las asociaciones narrativas y culturales de la manzana mediante
referencias a las tradiciones populares anatolias y a la memoria colectiva, otros desestabilizan sus significados
convencionales recurriendo a formas fracturadas, representaciones hiperrealistas, superficies industriales o
metaforas corporales. Las grietas, las fracturas, las técnicas de vidriado, la deformacion, la fragmentacion y los
procesos de coccion transforman la manzana de un simbolo heredado y pasivo en un espacio activo de
negociacion conceptual. En este contexto, el medio ceramico potencia dicha transformacion simboélica gracias
a sus vinculos con la tierra, la fragilidad, la temporalidad, la corporeidad y la memoria material.

En conclusion, el estudio demuestra que el simbolismo de la manzana en el arte cerdmico turco
contemporaneo no se conserva como un motivo folclorico estatico, sino que se reconstruye continuamente
mediante intervenciones materiales, formales y conceptuales. Los ceramistas contemporaneos reinterpretan los
simbolos culturales heredados estableciendo conexiones entre la mitologia, el folclore, la memoria colectiva y
el discurso artistico contemporaneo. La investigacion contribuye a la literatura especializada al integrar la
mitologia, la teoria del simbolismo, los estudios folcldricos y las practicas del arte ceramico dentro de un marco
interdisciplinario, demostrando que el arte ceramico constituye no solo un ambito de produccién técnica, sino
también un medio critico en el que los significados culturales son permanentemente resignificados y
reformulados.

Palabras clave: Arte ceramico; Simbolismo de la manzana; Cuentos populares y mitologia; Arte
ceramico turco contemporaneo; Memoria colectiva.
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B, ARG, DR SERX L5 QAT BB ARkt . RIEALEE ., BT, #
R s IR T IR A S

WFFEaE R, AR R ZAR PSR RAE B 1L Sl 5 RARIESL, ZHTH
BNERFHT RN BN L. fesgtk. Siktk. ESEE. RELLH Tk
SEUUB HEME S B B SRR 51 RPN R G 5 RRICIZ, LR TR RAE I
B SN 5 — S ZRF MBS . S SRIL, TAV AR AL EE DA B 44 Fe i 55
RGNS, PRI EIEER R RALE . RAL W MIIBaE. BT BBl R
TR RES, MR b — MR ACR L ST 5 e Aoy — D il B b i 5 R SRR 3 53
o R, MREENTEERLS T, Eggth. mEE. S DL BGCAZ Z 1B AR
Bk, Bt 7SR RALE SRR AL .

Er PR, AHFUNN, BREEEEREZAR T RER Gy — R & 10 R BHE A
CLERAE, TRAEMEL RS WS R FREANN T AR S E L SR REZAR KB
AP, RAR . BRI S B ERIGE Z R REL, ARG 5T T RIS VE R AR .
R FAEPS FRMELE TS TR RAEIS . RIBFEWEZAREE, NMUEE THICH M
BB SCR, THBE— PR, WEERACE BRI W QIEGR A, ER MR E, B
He 5 AR SO R SO B EEHE I ZAR A

Ko PREZAR; SRR, HmiGS5E; SR EHEREZAR; L4,

CTpyKTypHpOBaHHAsi AHHOTALUSA:

Hacrosimiee wccieoBaHHE TOCBSINEHO aHATU3y MHUQPOJIOTHUYSCKUX U (POIBKIOPHBIX HCTOKOB
CHUMBOJIMIKH SI0JIOKa, a TaKkke e€ MePeOCMBICICHHIO B COBPEMEHHOM TYPEIIKOM KEPaMHUYeCKOM HCKyccTBe. B
Mu(ax, JereHaax u ckazkax s0JIOKO BBICTYIAET KaK MHOTOCIIOWHBIA CHMBOJIMYECKUN OOBEKT, CBSI3aHHBIN CO
3HaHHWEM, 3alpeToM, HCKyIIeHHEeM, IUIOJIOpOaueM, CyAbOOH, OeccMepTHEM, BO3POXKICHHEM U
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TpaHchopmanmeii. B npeBHerpedeckoit Muosoriuu SO0JIOKO aCCOUUHPYETCS C JKeNaHHEeM, KOH(DIUKTOM U
COIIEPHMYECTBOM 4Yepe3 TaKHe CIOXKETHI, KaK 30JI0Thle s10yoku ['ecrepun u s07I0KO DpHUIBI, TOrga Kak B
OnbIeiickol TPaIHUIMU OHO CHMBOJIM3UPYET 3alPeTHOE 3HAHUE W NPOOYIKICHUE YEI0BEYEeCKOro Co3HaHus. B
TypelKoM (DOJBKIOPHOM IOBECTBOBATEIILHOM HACJICIUH S0JIOKO, HAIIPOTHB, NIPEUMYLIECTBEHHO CBSI3aHO C
IUIOZAOPOANEM, HCLEICHHEeM, HW300WINeM, YyAOM U TPOAODKCHHEM poJa. YCTOWYHMBOCTH HaHHBIX
CHMBOJINYECKUX 3HAYCHUH B PA3IMYHBIX KYJIBTypax CBUICTEILCTBYET 00 apXeTUINYECKOM U KOJIEKTHBHOM
xapakrepe oopasa s1010Ka.

TeopeTudeckyro OCHOBY MCCIEIOBAHUS COCTaBISIIOT TEOPUS AapXETHNOB U  KOJUIEKTUBHOIO
6eccosnarensHoro Kapma I'ycraBa lOHra, a raike kxonuenuuu Mwupun Dnuane, NOCBSIIEHHBIE MHQY,
CaKpaJlbHOM CHUMBOJIMKE ¥ PHUTYaJbHBIM CTPYKTypaM. ApxeTunuueckuii mojaxon FOHra oObscHseT
MOBTOPSIEMOCTh 00pa3za si0yioka B reorpauyeckd M KyJbTypHO YJaNEHHBIX TPAJUIMAX CYLIECTBOBAaHHEM
YHUBEPCAJIbHBIX CHMBOJIMYECKUX MOJeJel, YKOPEHEHHBIX B KOJUIEKTHBHOM Oecco3HarelibHOM. B pamkax
JAHHOW KOHIEHIHMH S0JI0KO (PyHKIMOHHPYET KaK apXeTUINHWYECKHil 00pa3, BOIUIOMAIONMH HCKYIICHHE,
TpaHc(opManuio, 3aIpeTHOE 3HAHWE W SK3UCTCHIMAIBHBIM Tepexox. B cBoro ouepenp, pasrpaHHUYCHHE
CakpaJlbHOTO ¥ Tpo(aHHOTO, IPEATOKEHHOE Oinaze, IO3BOISIET HHTEPIPETHPOBATh SOJOKO Kak
CHMBOJIMYECKHI TTOPOTOBBI OOBEKT, OMOCPEAYIOMMI MEepexo] MEeXIy ITOBCEAHEBHOH pPEaIbHOCTBIO H
TPaHCLCHICHTHBIM OIIBITOM. B 3T0H cBsA3M 510;710K0 paccMaTpuBaeTcsl HE TOJNBKO KaK BU3yalbHBIH MOTHB, HO 1
Kak KyJbTypHas W CHMBOJHMYECKas CTPYKTypa, HENPEPHIBHO PEKOHCTPyHpyeMasi IIOCPEICTBOM
MOBECTBOBATENBHBIX TPAJULHUI U XYI0)KECTBEHHBIX MMPAKTHUK.

HccnenoBanre BIMOJHEHO B paMKaxX KaueCTBEHHON METOJIOJIOTHH, OCHOBAHHOW Ha 0030pe Hay4HOH
JMTEpaTyphl, TOKYMEHTAJIBHOM aHAIHM3€e U BU3yaJbHOM aHajiu3e. [yt popMuUpoBaHUs KOHLENTYalbHOU 0a3bl
ObUTH M3y4eHbl MU(BI, CKa3KH, JIETCHABl H PEJIMI'HO3HbBIC TOBECTBOBAHNS, IIOCBSIIEHHBIE CUMBOJIHMKE S0JI0KA.
Kpome TOro, mnocpencTBoM MHTEPIPETATHBHOIO U CPAaBHUTEIBHOTO aHaNW3a OBUIM PacCMOTPEHEI
NPOU3BEICHHUS COBPEMEHHBIX TYPELKHX XyIOXKHHKOB-KepaMHCTOB, BKmodas Hamiye Colakoglu, Zehra
Cobanli, Gilinhan Bozkurt, Hiillya Sozer, Seving Kdseoglu Ulubatli, Nuray Ada, Sibel Hepsayar u Funda
Acikgdz. Beibop maHHBIX aBTOPOB O0YCIIOBIICH TEM, YTO MX IIPOM3BEICHUS IEMOHCTPUPYIOT pa3HOOOpa3HEIC
KOHIIENTyalbHble, MaTepualbHble H (OopMooOpasyrolme IOIXOObl K HHTEpIpeTannd obpasa sOioka.
[ocKkoNBKY CHMBOJIMYECKOE COCpIKaHUE POU3BEICHUN BH3YaJIbHOTO HCKYCCTBa HE MOXKET OBITh aJIeKBaTHO
PACKpBITO TMOCPENCTBOM KOJMYECTBEHHBIX METOJOB, HPEINOYTEHHE OBLIO OTHAaHO HHTEPIPETATHBHOMY
aHaJIM3Yy, TI03BOJIMBIIEMY BBISIBUTh MEXaHH3MBbI TPAaHC(HOPMAIMH YHACIICAOBAHHBIX CHMBOJIMYECKUX 3HAYCHU I
MOCPE/ICTBOM MaTEepPHAIbHOCTH KepaMHKH, OOpabOTKM IOBEPXHOCTH, nedopMmanud, (GparMeHTanud |
IUIACTUYECKOH (hopMBI.

HonyquHme pe3yabTaThl CBUACTCILCTBYIOT O TOM, 4YTO CHUMBOJIMKA s0JI0Ka B COBPEMEHHOM
TYpEIKOM KepaMHUUeCKOM HUCKYCCTBE BBIXOIUT AAJIEKO 3a MPeJIeNbl CBOMX TPAJUIIMOHHBIX MU(OIOTHIECKUX U
(hONBKIOPHBIX KOHHOTAIIMM, MpeBpamasch B AMHAMHYHBIA KOHIENTYalbHBIH HWHCTPYMEHT, MOCPEICTBOM
KOTOPOTO XYJOKHUKH OCMBICISIFOT KOJUIEKTUBHYIO NMaMATh, HICHTUYHOCTb, )KEHCTBEHHOCTb, YSI3BUMOCTD,
TEJIECHOCTh, 3KOJIOTMYECKYI0 TPEBOKHOCTb, JKEIaHHE W KyJIbTypy mnorpebsenns. OIHHM XyHZOKHHKH
COXPaHSIOT TOBECTBOBATEIILHBIE U KyJIbTYPHBIE aCCOIMAIMN SI0JI0KA, 00paIasch K aHATOINHCKUM HAPOIHBIM
TPaJULMAM M KOJJIEKTHBHOM MaMsTH, TOTAa KaK APYrHe IEKOHCTPYHPYIOT €ro YCTOSBIIYIOCS CHMBOJIUKY
MOCPEACTBOM  (pparMEeHTHPOBaHHBIX  (OpM, THIEPPEATUCTUUECKUX HM300paXEHUH, WHIYCTPHAIbHBIX
MOBEPXHOCTEH U TeJleCHBIX MeTadop. TpelinHbl, pa3ioMbl, IIa3ypHbIE TEXHUKH, Aedopmaliust, pparMeHTaius
Y IIPOLIECCHI 00XKUIa MPEBPALIAOT I0JI0KO U3 ACCHBHO YHACIEIOBAHHOIO CHMBOJIA B aKTHBHOE IIPOCTPAHCTBO
KOHIIENITYaIbHBIX HMHTEPIpETalMid M CMBICIOBBIX HpeoOpa3oBaHMi. B maHHOM KOHTEKCTe KepamMHKa Kak
XYJOXXECTBEHHBIN MEIMyM YCWJIMBAeT IIpOIlecC CHUMBOJHMYECKONH TpaHchopmarmu Omaromgapsi CBOUM
acCOLMaLUsAM C 3eMIIEN, XpPyIIKOCTBIO, BDEMEHHON IIPUPOJI0H, TENECHOCTHIO U MATEPUAIIBHOMN NaMATHIO.

B zakmroduenue ucciaemoBanue JAEMOHCTPUPYET, YTO CUMBOJIMKA si0JIOKa B COBPEMEHHOM TYPEIIKOM
KEPaMUYCCKOM HCKYCCTBE COXpPAaHACTCA HCE Kak CTaTUYHBIN q)OHbKJIOpHI;IfI MOTHB, a HCHOPEPBIBHO
PCKOHCTPYUPYETCA MOCPCACTBOM MATCPHUAJIbHBIX, q)OpMaJ'H)HI)IX N KOHUCUTYAJIbHBIX XYHOXCCTBCHHBIX
HHTepBGHHHﬁ. COBpeMeHHHe XYAOKHUKU-KCPAMUCTBL NEPCOCMBICIINBAIOT YHACJICAOBAHHBIC KYJIBTYPHBIC
CHUMBOJIbI, YCTAaHaBJIMBAsd B3aMMOCBS3U MCKIY MI/I(i)OJ'IOl"I/ICf/’I, q)OJ'[BKJ'IOpOM, KOJUICKTUBHOM IaMSTBIO MU
COBPEMCHHBIM XYI0KECTBEHHBIM JJUCKYPCOM. I/ICCHCHOBaHI/IC BHOCHT BKJIa/] B pa3BUTHUC Hay‘lHOﬁ JIMTEpAaTyphl,
06T>GHI/IHH$I MI/I(I)OJ'IOFI/I}O, TCOPpUIOD CUMBOJIM3MA, q)OJ'[LKJ'IOpI/ICTI/IKy 1 MPAKTHUKHU KEPAMHUYCCKOI'0 UCKYCCTBA B
paMKax MEKIUCOUIUIMHAPHOTO MOAXO4da, a TaKXEe JACMOHCTPUPYECT, UYTO KEPAMHYCCKOEC MCKYCCTBO

Turkish Studies, Language and Literature, 21(O1)



The Reflections of 'Apple' Symbolism in Myths and Folklore on Contemporary... 1845

npencTaBisieT co0oil He TOJBKO chepy TEXHHYECKOTO XYAOKECTBEHHOI'O IPOM3BOJCTBA, HO M KPUTHYECKH
3HaYMMBIIl MeIUyM, B KOTOPOM KyJbTYPHBIE CMBICIBI IIOJBEPraloTCsS MOCTOSHHOMY IEPEOCMBICICHHIO U
peKOH(MUTYpAITHHL.

KnaroueBble cjioBa: KepaMH4eCKOE€ HCKYCCTBO; CHMBOJIMKA SIONOKa; CKa3KH M MH(OIOTHUS;
COBPEMEHHOE TypEIKOE KEPAMHUUECKOE NCKYCCTBO; KOJUIEKTHBHAS ITAMSATh.

o -

g 3T 9§ & Udiopale &1 URIIG Ud Abaigp e Il aul TSI g RIRIHS
Hal H 3T JARSTEHS TUIRUl B fIRAv0r axar ¢ | B!, fhadfodt ok diwmawurst & 99 T
TEERIY YelibIcTd 9¥g b Y H Ydbe gId &, S I, PNy, Ty, Ide, Fafd, smra, gsiH aut
FYTARUT oY 37-811 ¥ Teg ¢ | STel Ui RIS URORT geaREIe & ul-gat 7u1 TRy & I9
SR SRE o A A A9 1 g, oy oIk vfeuel § ssdl @, ae arfeea oo g8 P 7
TYT AT TG & STTRUT BT el AT 8 | $9P [AuRid, bl b uTeTed TRURT & 4 JRed: Javdl,
ww@wamwumaﬂﬁmwwm%ﬁﬁﬁmweﬁﬁﬁmﬂw
a{tﬁﬁﬁ?ﬁﬁt@ﬁ@ﬁﬁ@ﬁ%W(Archetypal)amWWaﬁwﬁmm%

3T BT YgT~ich 3MYUR PIet 1T 7T & MY gl Td P 3=IaT (Collective
Unconscious) P YR TR SR % 5 iy uferme gr ufamfea e, ufaa udiedrg aur
Wﬁmwﬁ%ﬁn@w@rmmw%gﬂmwmwwm%%w
! Bf UNfere td g fas T 9 g IRoRish § 9R-9R 39T Yae gidl 8 Fifd a8 IHfew srida
7 fAfed Qrdu e UdieTers Ufaeal &1 ufafaftia #dl 81 39 uiktied o 99 Ue T SHTREUTHS Uil
& %0 H S FHRaT 8, O YaryH, uiarvr, Fflig 9 9t SificTd Sshaut &1 ufaffeia $HRar 81 gart
3R, uferare gRT ufaurfed <ufaa 3iR <aiferss: & Aer fAHTS @ A9 H1 T U Uchip oD JIHTT (Liminal)
I & U T AT GHT BT &, S Gy gt iR Srciif=d 3fHd & T Ig HT S ol g1 39
YBR LT Yd Dl Hdd U e HlldD Ui b U T g1, Sieh Th TH! RPpfdd Td UclibTcdD
?ﬂ%ﬂﬁmw%,mmﬁwmammmﬁ$mmﬁmm

|

g ST TR THIET, SRATAS [ARQIS0T qUT 22 fa=eisor iR e O SHTHUM UG
BT TRV BT ¢ | eqT B o ST (A 1 & 22 A A & Uelihare J Jaifdra iy,
AT, fhadfaal aur unfifer et &1 fazawor foar | S99 sifaftad, THSIA g RRAS
W—Hamiye Colakoglu, Zehra Cobanli, Giinhan Bozkurt, Hiilya Soézer, Seving Kdseoglu Ulubatli,
Nuray Ada, Sibel Hepsayar 9T Funda Acikgdz—1 Taid Bicdl BT ARSATHD YT JoIeTeh [dLAuur
feh T 71| 371 AR D1 = gafery fohan a1 Fife 3! T 9 B UellbTes Bfd & ufd fafay
JaTRe, Wifaes qur siigamie RHon o1 ufaffta sl §1 3fe exa st & ffga udieras s
T T Q0T AT UG iadl gRT THT 81 8, 3fd: T8 W T & o fh IR Ueliebrerds 37
frg U R @ Hifdswdr, Iag! sxaadt, fagfa, faded aur Surde WRem & Aoy ¥ gikfd
BRI 2. R TR B Tl YeH & |

T & Y T guia § fob Tt gof RRFAe war & 94 &1 Udierare 3 gRulRe
RO Ud el orf-& & S dgax Uh TaRTd daiie SUhRul H Uidid 8l a1 &, o
e ¥ HATHR Afed Ffd, TgdH, Tid, SRRET, gufHar, uifufas fiar, sw1 aur Suriadmarc!
TP S fawd! &7 SAu0 IR § | S HATHR SIS ABIRURIST quT Tfed Wid & deH &
e ¥ A9 & GRGad Td ARAFTES Hdf H WA T 8, Tafd 3 FaeR faufed i,
ffaaurdardt (Hyper-realistic) QﬁfﬁWﬁ, AN Tag! siyar IRING Eud! & Wy I IqH
URUR 3 bl faafed Td gTURHIA Rd €1 &R, e, el debriid, f[depid, faes aut Hgl # us™
@1 UfehaTd V9 &1 e FAfSpy fRmada wdie @ wftha daiie fansl & & § wuialkd #= 3 §1 39
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e o RRfAe arenm gudft, Arged, Hiforddr, SgufHar aut Wifas Wfa & a1y siom siafifed Jeel &
PHRUN 3T YT D AR Bl 3R TP ad s1a1 2 |

3fdd: e g8 Fshy TRgd HRal § b TH@Ta gl RRAUS Ha § J9 &1 Udiddlg fat
fRR AHaRFae e & U H WA T8t Igd1, sfew Hifdw, shuaie qur duie gwaadl &
megw § FRER g gar 81 gueel= RRFe SareRr dRifesdr, aieasesia, Iifes Wi adr
ST HATED [qHRI & T Sfadieae RIMUd Hd gU faRmd & Ui A Udidh! &1 d1H gl
TR P 5| TT ST IR ST, UeipdTg Rigid, Apdled 3eaa auT RRA® war-ursit
B TS Tt U s Idd e [ e § Tg@yul GRTeM UeH ol § adl I8 ufauried
X1 ¢ fos RRA® Hel haat db-iiep! ST &1 &5 g1, Sieh U U1 Garaa-Tes ored oft 8 e
Wik TRl ol 7 gefor, g qut gfaier PRaR Tu T ga 2 |

Poltereg: RRME HalT; 99 F1 Tedidhare; AhdHUTd Td URIOIG T, THGICH g R B,
e P Ffd |

Yapilandirilmis Ozet:

Bu calisma, elma sembolizminin mitolojik ve folklorik kdkenlerini ve cagdas Tiirk seramik
sanatindaki yeniden yorumlanigini incelemektedir. Mitlerde, efsanelerde ve masallarda elma; bilgi, yasak,
ayarti, dogurganlik, kader, oliimsiizliikk, yeniden dogus ve donisim gibi anlamlarla iligkilendirilen ¢ok
katmanli simgesel bir nesne olarak karsimiza ¢ikmaktadir. Antik Yunan mitolojisinde Hesperidlerin altin
elmalar1 ve Eris’in elmas1 gibi anlatilar araciliiyla elma; arzu, gatisma ve rekabetle iliskilendirilirken, Incil
anlatilarinda yasak bilgi ve insan bilincinin uyanistyla baglantilandirilmaktadir. Tiirk halk anlatilarinda ise
elma gogunlukla dogurganlik, sifa, bereket, mucize ve soyun devamliligi ile iliskilendirilmektedir. Bu sembolik
anlamlarin farkli kiiltiirlerde siireklilik gostermesi, elma imgesinin arketipsel ve kolektif boyutlarini ortaya
koymaktadir.

Calismanin kuramsal ¢ergevesi, Carl Gustav Jung’un arketip ve kolektif bilingdis1 kurami ile Mircea
Eliade’nin mit, kutsal sembolizm ve ritiiel yapilar {izerine gelistirdigi ¢6ziimlemelere dayanmaktadir. Jung’un
arketipsel yaklasimi, elma imgesinin farkli cografya ve kiiltiirlerde benzer bigimlerde tekrar ortaya ¢ikigini,
kolektif bilingdisina yerlesmis evrensel simgesel oriintiiler araciligiyla agiklamaktadir. Bu g¢ergevede elma;
ayarti, donilisiim, yasak bilgi ve varolugsal gecisi temsil eden arketipsel bir imge olarak islev gérmektedir.
Eliade’nin kutsal ve profan ayrimi ise elmanin siradan gergeklik ile agkin deneyim arasinda aracilik eden
simgesel bir esik nesnesi olarak yorumlanmasini miimkiin kilmaktadir. Bu dogrultuda ¢alisma, elmay1 yalnizca
gorsel bir motif olarak degil; anlatilar ve sanatsal pratikler araciligiyla siirekli yeniden insa edilen kiiltiirel ve
simgesel bir yapi olarak ele almaktadir.

Arastirmada literatiir taramasi, dokiiman incelemesi ve gorsel analiz yontemlerine dayanan nitel bir
yontem benimsenmistir. Elma sembolizmine iligkin mitler, masallar, efsaneler ve dinsel anlatilar incelenerek
¢alismanin kavramsal gercevesi olusturulmustur. Ayrica Hamiye Colakoglu, Zehra Cobanli, Giinhan Bozkurt,
Hiilya Sozer, Seving Kdseoglu Ulubatli, Nuray Ada, Sibel Hepsayar ve Funda Agikgéz gibi ¢agdas Tiirk
seramik sanat¢ilarinin segilmis eserleri yorumlayici ve karsilastirmali yontemlerle analiz edilmistir. Bu
sanatcilar, elma imgesine yonelik farkli kavramsal, malzemesel ve bigimsel yaklasimlar sunmalart nedeniyle
secilmigtir. Gorsel sanatlardaki simgesel anlamlarin nicel yontemlerle yeterince agiklanamayacagi
diisiincesiyle, seramik malzeme, yiizey miidahaleleri, deformasyon, par¢alanma ve form aracilifiyla miras
alian simgesel anlamlarin nasil doniistiiriildiigiinii ortaya koymak amaciyla yorumlayici analiz yontemi tercih
edilmistir.

Aragtirmanin bulgulari, cagdas Tiirk seramik sanatindaki elma sembolizminin geleneksel mitolojik ve
folklorik ¢agrisimlarinin Gtesine gegerek; kolektif bellek, kimlik, kadinlik, kirilganlik, bedenlesme, ekolojik
kaygi, arzu ve tiketim kiiltiirii gibi meselelerin ele alindig1 dinamik bir kavramsal araca doniistiigiini
gostermektedir. Bazi sanatgilar elmanin anlatisal ve kiiltiirel ¢agrisimlarini Anadolu halk gelenekleri ve
kolektif bellek iizerinden korurken, bazilar1 pargalanmis formlar, hipergergekgi temsiller, endiistriyel yiizeyler
ya da bedensel metaforlar araciliiyla meyvenin geleneksel anlamlarini doniistiirmektedir. Catlaklar,
kirilmalar, sirlama teknikleri, deformasyonlar, pargalanmalar ve pisirim siiregleri, elmay1 pasif bir miras

Turkish Studies, Language and Literature, 21(O1)



The Reflections of 'Apple' Symbolism in Myths and Folklore on Contemporary... 1847

sembolii olmaktan cikararak aktif bir kavramsal tartisma alanina doniistiirmektedir. Bu baglamda seramik
malzeme; toprak, kirilganlik, zamansallik, beden ve maddesel bellek ile kurdugu iligkiler araciligryla sembolik
doniistimii giiclendirmektedir.

Sonug olarak caligma, ¢agdas Tiirk seramik sanatindaki elma sembolizminin duragan bir folklorik
motif olarak korunmadigini; aksine maddesel, bicimsel ve kavramsal miidahaleler araciligiyla siirekli yeniden
inga edildigini ortaya koymaktadir. Cagdas seramik sanatcilar1, mitoloji, folklor, kolektif bellek ve cagdas sanat
soylemi arasinda baglantilar kurarak miras alinan kiiltiirel sembolleri yeniden yorumlamaktadir. Caligma;
mitoloji, sembol kurami, folklor ¢aligmalar1 ve seramik sanatini disiplinlerarast bir ¢ergevede bir araya
getirerek literatiire katki saglamakta ve seramik sanatinin yalnizca teknik bir tiretim alani degil, ayn1 zamanda
kiiltiirel anlamlarin yeniden sekillendirildigi elestirel bir ifade alant oldugunu géstermektedir.

Anahtar Kelimeler: Seramik Sanati, Elma Sembolizmi, Masal ve Mitoloji, Cagdas Tiirk Seramik
Sanati, Kolektif Bellek.
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Introduction

Food and beverages, which constitute one of the fundamental necessities for the continuation
of human life, have been attributed various symbolic meanings among different cultures throughout
the world. For instance, the olive and the olive tree are among the common symbols representing
peace, purity, and wisdom across many societies. Similarly, the apple is one of the most frequently
encountered foods to which diverse symbolic meanings have been attributed by humanity, and it is
also one of the most widespread fruits in the world (Iscanoglu Bayrak, 2022).

One of the most distinctive experiences of childhood is the individual’s first encounter with
the fantastical world through fairy tales and legends. For children with highly developed
imaginations, these narratives are not merely stories, but also foundational narrative spaces that
nurture cognitive, emotional, and cultural development. Furthermore, they function as multilayered
narrative environments in which symbolic thinking develops, collective memory is transmitted, and
the early traces of identity construction begin to emerge. Fairy tales, legends, and epics, which are
among the genres of anonymous literature, constitute some of the primary elements shaping the
cultural memory of a nation. In this respect, it is of great importance that children, who will become
the adults of the future, grow up during early childhood with fairy tales, legends, and epics belonging
to their own culture, as these narratives transmit national memory to future generations. This is
because early childhood represents a particularly sensitive period in the formation of personality (Isik
& Karakus, 2017).

In this context, fairy tales, legends, and epics should be regarded not only as products of the
oral narrative tradition but also as cultural carriers that enable the intergenerational transmission of
social memory. The values, norms, and symbols conveyed through these narratives establish the
child’s initial level of consciousness regarding the society to which they belong, while
simultaneously creating a field of meaning in which individual memory intersects with collective
memory. This demonstrates the decisive role of narratives in the internalization of cultural identity
from an early age. Fairy tales, although often used for entertainment and leisure, are also known to
possess educational functions. In this regard, the fairy tale may be defined as “a beneficial and
morally instructive story.” Since fairy tales present even the harshest lessons in a softened and
appealing manner, they are considered educational tools that facilitate the transmission and
internalization of exemplary behaviors within human consciousness. In particular, fairy tales with
happy endings play a significant role in children’s development, self-discovery, optimistic
perceptions of the world, and the acquisition of positive moral values (Yilmaz, 2012).

Legends and fairy tales are narrative domains that embody cultural, psychological, and social
layers of meaning transmitted through symbols within the collective memory of humanity. Within
these narratives, the apple emerges not merely as an object belonging to nature, but as a powerful
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symbolic image shaped through oppositions such as knowledge, prohibition, desire, destiny,
abundance, and transformation. Across a broad narrative tradition extending from ancient
mythologies to sacred texts and folk narratives, the apple has become a universal symbol revealing
humanity’s existential trials, moral dilemmas, and unconscious inclinations.

The story of the forbidden tree tasted by Adam and Eve in paradise is recorded in both the
Torah and the Qur’an with various similarities and differences. According to the Qur’an, Adam and
his spouse were sent down to earth because of a tree (or its fruit) forbidden by God, which they tasted
after being deceived by Satan. In the Torah version, however, the serpent is presented as the one who
seduced the woman. The woman deceived by the serpent both ate the forbidden fruit herself and gave
it to the man. At the end of the story, the serpent, the woman, and the man were all punished
(Dasdemir, 2020).

Although the fruit is not explicitly identified in these narratives, the later association of the
forbidden fruit with the apple strengthened the symbolic burden attributed to the fruit. Over time, the
apple ceased to be merely a source of nourishment and became a symbol of knowledge, temptation,
desire, and disobedience. The frequent appearance of the apple in mythological and folkloric
narratives demonstrates that it continues to carry the layers of meaning associated with this “first
encounter” in human history. Particularly in fairy tales, the apple is positioned on the delicate
boundary between innocence and danger; while its bright, attractive, and inviting appearance
symbolizes desire, it often functions as an instrument of transformation, trial, or punishment. As in
the story of Snow White, the apple appears both as a deadly object and as one capable of enabling
rebirth. This dual structure indicates the reproduction in folk narratives of the meanings associated
with prohibition and knowledge embedded within the mythological origins of the apple.

This multilayered symbolic structure has been reinterpreted in contemporary art, particularly
within fields of production related to materiality, the body, and memory. Ceramic art, through its
historical and conceptual relationship with earth, offers a productive ground for generating
contemporary aesthetic and intellectual expansions of this symbolism. In this context, the present
study aims to examine the fairy-tale and mythological origins of apple symbolism within a theoretical
framework, investigate the reflections of this symbol in contemporary Turkish ceramic art, and
discuss the position of ceramics as a critical field in which cultural symbols are reconstructed.

The etymological origin of the word “symbol” derives from the verbal form of the word
“symbal,” which entered Greek from the ancient Egyptian term “symbolon,” meaning “to discuss
together,” “to unite together,” and “to gather and connect.” In Latin, the term evolved into the form
“symbolum.” In certain dictionaries, a symbol is defined as “something more concrete used to
express something more abstract” or as “signs explaining universal laws, principles, knowledge, and
ideas” (Giimiig, 2022). The formation of symbols and symbolic expressions requires a culturally
shared consciousness and common accumulation among those who share them. Like language, all
symbols emerge through social consensus; therefore, the meanings they represent are inherited from
historical and cultural memory (Gardin & Olorenshaw, 2014, p. 8).

Particularly within the contexts of myth and art, symbols function as carriers of the collective
unconscious by transcending individual experience, and within this framework, the apple image
draws attention through its simultaneous embodiment of both universal and culture-specific layers
of meaning. Carl Gustav Jung’s theory of archetypes provides a powerful theoretical foundation for
explaining why the apple appears in similar representations across different geographies and
narrative traditions, while Mircea Eliade’s myth analyses developed through the distinction between
the sacred and the profane reveal the relationship of this symbol with ritual, belief, and narrative
practices. When considered within this theoretical background, the apple symbol in contemporary
Turkish ceramic art emerges not merely as an image referring to the past, but as a critical tool that
confronts cultural memory, questions representations of identity and the body, and transforms
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traditional narrative structures. The cracks, deformations, and various surface interventions
consciously employed by artists on ceramic surfaces contribute, in certain examples, to the
transformation of the idealized wholeness frequently encountered in fairy-tale narratives and may be
associated with themes such as fragility, uncertainty, and fragmentation related to the contemporary
individual. Nevertheless, these formal preferences should be evaluated not only in terms of
conceptual meaning production, but also in relation to the technical possibilities of ceramic material,
firing processes, and surface explorations. In this context, the apple image offers an expressive field
open to diverse aesthetic and intellectual interpretations beyond being merely a nostalgic symbol.

Within this framework, the use of the apple symbol in contemporary Turkish ceramic art
should be considered not as a passive reproduction of traditional narratives, but rather as a dynamic
interpretive field in which the meaning of the symbol is deconstructed and reconstructed. The apple,
which is predominantly represented in fairy tales and mythologies as an idealized, holistic, and sacred
object, is addressed in contemporary ceramic practices through fragmented, multiplied, hollowed, or
distorted forms. This situation reveals both the fragile structure of individual memory and the
transformation of collective memory within continuity. The conscious use by ceramic artists of the
inherent qualities of the material—such as randomness, fragility, and transformation over time—as
expressive strategies transforms the apple image from a fixed symbol into a living, evolving, and
questioned signifier. This approach demonstrates that the use of symbolism in contemporary Turkish
ceramic art is not merely an aesthetic preference, but also a critical practice of thinking conducted
along the axes of history, culture, and identity.

Apple Symbolism in Legends and Fairy Tales

Throughout human history, myths, fairy tales, and sacred narratives have functioned as
symbolic carriers of fundamental questions concerning human existence. Within these narratives, the
motif of the forbidden fruit and the apple emerges as a powerful symbol encompassing essential
philosophical issues such as the pursuit of knowledge, free will, obedience and transgression, and
the tension between good and evil (Asti, 2026).

Beyond being an ordinary object positioned at the center of narratives, the apple appears in
legends and fairy tales as a powerful symbolic instrument representing humanity’s existential quests,
moral trials, and unconscious inclinations. Within a broad cultural context extending from ancient
mythologies to sacred texts and folk narratives, the apple frequently functions as an image revealing
the tense relationship established between knowledge and prohibition, desire and punishment, life
and death. In this respect, the apple produces a dual field of meaning within the narrative,
simultaneously promising and threatening, while symbolically marking the turning points at which
the individual confronts destiny.

Since antiquity, the apple has occupied an important and sacred place in legends, mythology,
and monotheistic religions (Ates, 2017, p. 209; Simsek, 2018, p. 2353). Associated with concepts
such as fertility, knowledge, immortality, and forbidden desire, the apple frequently appears as a
symbolic object representing the desire of humans or gods to transcend boundaries. According to
Greek mythology, the prize of the first beauty contest was a golden apple. The apple thrown among
the goddesses by Eris, with the inscription “to the fairest” engraved upon it, initiated an intense
rivalry between Hera, Athena, and Aphrodite (Simsek, 2018, p. 2353).

With the authority of choice being granted to Paris, the apple transformed into a symbol not
only of aesthetic superiority, but also of power, desire, and relations of interest. Paris’s selection of
Aphrodite and his reward of Helen in return revealed how an individual choice could evolve into a
collective catastrophe, while simultaneously forming the mythological foundation of the Trojan War.
In this context, the apple ceased to be an innocent prize and became a symbolic object triggering
conflict, jealousy, and destruction. Thus, within mythological narratives, the apple functions as a
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powerful metaphor demonstrating how a seemingly small object can lead to major historical and
cultural ruptures.

On the other hand, in the myth of expulsion from paradise, one of the most significant
symbols is the “forbidden fruit,” identified as the apple. Due to the belief that the fruit eaten by Adam
and Eve in paradise was an apple, and because the prohibition inherently involved sexuality, the
apple became a symbol of sexuality in many cultures associated with this myth (Gezgin, 2007, p. 54;
Karakurt, 2011, p. 37).

In this respect, the symbol evolved not merely into an object of disobedience, but into a
powerful signifier of the awakening of consciousness. The biting of the apple signifies not simply
the loss of innocence, but the realization of the body and desire. Through this act, humanity ceases
to be a passive component of divine order and transforms into a conscious subject assuming
responsibility for its own existence. Accordingly, the apple represents sexuality not merely as a
biological acquisition, but as the price of attaining knowledge and the inevitable threshold of
becoming human. Expulsion from paradise may therefore be interpreted not as a punishment, but
rather as humanity’s “birth” into the world and the body. Thus, the apple becomes a symbol not of
downfall, but of awareness and liberation.

Moreover, in ancient belief systems, certain fruits such as the apple were regarded as
legendary objects. One of the most prominent examples of ordinary fruits transformed into cultic
symbols through metamorphosis can be found in the apples of the Hesperides mentioned in Ancient
Greek mythology. The Hesperides, who were nymph sisters, served as the guardians of the golden
apples presented to the goddess Hera as a wedding gift (Hangerlioglu, 1993).

While these golden apples were associated with immortality and unattainability, the apple
thrown by Eris at the wedding became an element that altered the course of the narrative by triggering
rivalry, jealousy, and destructive desire. Similarly, in Biblical narratives, the apple identified with
the forbidden fruit symbolizes the price of knowledge, the loss of innocence, and humanity’s process
of attaining consciousness. In Turkish fairy tales, however, the apple acquires a positive symbolic
value through its association with fertility, healing, miracles, and destiny, while assuming a decisive
role at narrative turning points related to childlessness, the continuation of lineage, and the
transformation of fate. Within this multilayered narrative structure, the apple emerges as an archetype
displaying intercultural similarities and is reproduced with comparable meanings across different
geographies and narrative traditions. In this respect, the apple is frequently positioned in legends as
an object associated with cosmic order, divine intervention, and humanity’s desire to transcend its
limits.

The function of the apple in legendary narratives as a threshold object determining the
distance between gods and humans allows it to represent contact with the sacred. In such narratives,
the apple appears as the trigger of fateful events that develop beyond the individual’s will, thereby
becoming a symbol of inevitable transformation. In fairy tales, by contrast, the apple generally
emerges as a motif arising from everyday life and mediating the transformation of individual destiny.
Within fairy-tale narratives, the apple functions as an object of trial, reward, or miracle, becoming a
structural element that directly relates to the hero’s deficiency and determines the progression of the
narrative.

Although the manner in which the apple is presented in fairy tales generally creates a field
of meaning promising hope and healing, the symbol simultaneously renders visible the moments in
which fate intervenes. Particularly in Turkish fairy tales, the association of the apple with fertility
and the continuation of lineage points to narrative structures shaped by social values and collective
expectations. In this context, the apple functions not only as a biological symbol of abundance, but
also as a carrier of social continuity and cultural memory. While positioned in legends as part of
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divine order, the apple in fairy tales becomes a human-centered instrument of transformation, thereby
reconstructing its meaning.

The various roles assumed by the apple across these narrative forms reveal that the symbol
does not possess a fixed meaning; rather, it offers a flexible symbolic structure capable of
transformation according to context, narrative construction, and cultural codes. Consequently, while
the apple acquires meaning on a cosmic and transcendent level in legends, it is reproduced in fairy
tales as a narrative element embedded within social and individual experience. This dual structure
reinforces both the intercultural continuity and the archetypal power of the apple symbol.

When evaluated within the context of Carl Gustav Jung’s theory of the collective
unconscious, the apple image may be interpreted as one of the universal images embedded within
humanity’s shared symbolic memory. The recurring appearance of the apple in fairy tales and legends
demonstrates that this symbol functions not merely as a narrative motif, but also as a carrier of
meaning that touches the deeper layers of both individual and collective unconsciousness. In this
respect, the apple presents a powerful and enduring symbolic structure that remains open to
reinterpretation within later artistic practices.

The recurrence of the apple image around similar meanings across different cultures in
legends and fairy tales makes it possible to evaluate this symbol as an archetypal structure embedded
within the collective unconscious, beyond individual narratives. According to Carl Gustav Jung’s
theory of archetypes, archetypes are universal images shaped within the unconscious through the
shared experiences of humanity and rendered visible through myths and fairy tales (Jung, 1968).
Within this framework, the apple emerges as one of the fundamental archetypal images representing
the desire for knowledge, the transgression of boundaries, transformation, and confrontation with
destiny. The frequent appearance of the apple as a threshold object in many narratives—that is, its
emergence at moments of rupture within the narrative—constitutes one of the primary factors
strengthening its archetypal function.

From a Jungian perspective, the apple may be interpreted as a symbolic representation of the
inner conflicts and stages of transformation encountered by the individual during the process of
attaining consciousness. In narratives concerning the forbidden fruit, the apple represents the price
of the transition from unconsciousness to consciousness; in fairy tales, however, it is associated with
fertility and miracles. Furthermore, it symbolizes the desire for rebirth and wholeness. This duality
demonstrates that the apple functions as both a destructive and a constructive archetype. The tension
between desire and fear, knowledge and loss, life and death constitutes one of the fundamental
dynamics ensuring the symbolic continuity of the apple image.

When considered in accordance with Mircea Eliade’s theory of myth, the apple acquires a
meaning that transcends the profane world as an object through which contact with the sacred is
established. Within ritualistic and mystical narratives, the apple frequently represents the transition
beyond ordinary time and the state of contact with cosmic order. In this respect, the apple is
positioned not only as a symbol embedded within individual psychology, but also within social and
cosmological systems of meaning. The intense symbolic burden carried by the apple at the archetypal
level makes it possible for the image to be reinterpreted and transformed within contemporary artistic
practices across different contexts (Eliade, 1959).

Apple Symbolism in Contemporary Turkish Ceramic Art

Within the Turkish belief system, nature is far more than a background decoration; it is the
subject itself. Humans, animals, plants, and all living beings are considered integral parts of the
divine system. In Turkish cosmology, therefore, nature is not an entity to be utilized, but one with
which a relationship is established. Nature is perceived as fertile and dynamic within the Turkish
belief system. Throughout the history of Anatolia, plants, flowers, and fruits have been employed as
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decorative elements in temples and sacred spaces. Among the Central Asian Turks, the symbolism
of plants and trees began with the earliest creation myths (Olmez, N. F., 2012). The symbol of the
creation myth, in this context, is the apple. In Turkish mythology, the apple tree is regarded as sacred,
and its fruit is believed to grant immortality to those who consume it. Both through this characteristic
and through its association with rejuvenation, the apple occupies a significant place in Turkish
folklore, particularly in fairy tales and traditions (Simsek, 2008, p. 194).

In contemporary Turkish ceramic art, apple symbolism constitutes a unique field of
expression in which the traditional layers of meaning derived from fairy tales and legends intersect
with the critical and experimental approaches of contemporary art. Within Anatolian culture, the
symbolic associations of the apple with fertility, abundance, destiny, and miracles are interpreted by
contemporary ceramic artists not merely as nostalgic references, but as narrative instruments that
question and reconstruct cultural memory. In this respect, the apple transforms from a passive
connection to the past into an active symbol through which traditional narratives are confronted with
contemporary aesthetic and intellectual concerns.

The historical relationship established between ceramic material and earth constitutes one of
the primary elements deepening the meaning carried by the apple image in contemporary Turkish
ceramic art. Earth, as a material identified with birth, death, cyclicality, and the body, reinforces the
overlap between the apple symbol and themes of fertility and transformation. By deliberately
disrupting the idealized and holistic form of the apple through cracks, deformations, and surface
interventions, artists point to the fragility of the contemporary individual, the fragmentation of
identity, and the discontinuous structure of collective memory. These interventions transform the
apple from a merely aesthetic form into a material structure that generates meaning.

In contemporary Turkish ceramic art, the apple is also frequently associated with themes of
femininity, the body, and productivity, thereby offering a productive ground for feminist
interpretations. The historical symbolic association of the apple with feminine fertility intersects with
the relationship of ceramic production to labor, repetition, and the body, enabling a critical
questioning of the social roles imposed upon the female body. In this context, the apple becomes not
only a biological symbol of fertility, but also an image through which representations of femininity
shaped by cultural expectations and social norms are interrogated.

Furthermore, contemporary Turkish ceramic artists approach apple symbolism within the
framework of both individual and collective memory, focusing on the fragile relationships
established between past and present. The healing and miraculous role attributed to the apple in fairy
tales and folk narratives gives way, within contemporary artistic production, to themes of uncertainty,
loss, and transformation. This shift reveals that cultural symbols are not fixed entities, but structures
that transform according to historical and social conditions. Consequently, within contemporary
Turkish ceramic art, the apple is positioned both as a carrier of local narratives and as a multilayered
symbol capable of establishing connections with universal contemporary artistic discourse.

This multilayered positioning leads contemporary Turkish ceramic artists to approach the
apple image not merely as a narrative reference, but also as a field of material and conceptual inquiry.
By disrupting the surface, internal volume, and integrity of the apple through methods such as
fragmentation, hollowing, and multiplication, artists render visible the fragmented structure of
memory and the discontinuous nature of the relationship established with the past. These
interventions transform the apple from a completed and closed form into an open-ended symbol that
invites the viewer into the production of meaning.

The notions of time, labor, and unpredictability inherent in the nature of ceramic production
constitute significant factors shaping the interpretations of apple symbolism in contemporary Turkish
ceramic art. Cracks formed during firing, traces appearing on the surface, and uncontrollable
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deformations are interpreted not merely as technical outcomes, but as material manifestations of
themes such as memory, fragility, and loss. In this context, the apple becomes not an idealized form,
but rather an object of memory carrying the traces of lived experiences and transformations.

Furthermore, the presentation of the apple image as a three-dimensional and tactile form
deepens the relationship established with the viewer and enables the symbol to be internalized on a
perceptual level. Through the physical proximity established with the ceramic apple, the viewer
encounters not only a visual representation, but also a bodily and sensory experience. This situation
allows the apple to transform from a distant and fairy-tale-like symbol into a contemporary narrative
instrument intersecting with individual experience.

Within this conceptual and symbolic framework, in order to reveal the concrete reflections
of the apple image in contemporary Turkish ceramic art, the works of artists who directly or indirectly
employ apple symbolism in their artistic production have been examined. Among these artists, the
ceramic works of Hamiye Colakoglu are constructed upon a narrative structure nourished by
Anatolian oral culture, fairy tales, legends, and everyday life practices. The artist’s production
practice positions ceramics not merely as a formal field of expression, but as a narrative medium
enabling the transmission of cultural memory and collective consciousness. In this respect,
Colakoglu’s works are shaped within a consciously established field of tension between modernist
abstraction and traditional narrative forms.

Symbolic objects frequently encountered in Anatolian fairy tales and folk narratives occupy
an important place in the background of the artist’s works. Among these objects, the apple emerges
as a powerful cultural image associated with themes such as fertility, healing, miracles, and destiny.
Rather than presenting the apple figure in a directly idealized manner, Colakoglu approaches it as
part of the narrative whole, positioning it within figurative compositions as an element that carries,
directs, or knots the story together. This approach transforms the apple from a decorative motif into
a structural component of the narrative (Figure 1).

v

Figure 1. Abstraction, hand-building technique (Colakoglu, 1990). Source:
https://www.istanbulsanatevi.com/turk-ressamlar/hamiye-colakoglu-hayati-ve-eserleri/

Zehra Cobanli’s work titled Half Apple transforms the apple image from the scale of an
individual object into a spatial installation element. Produced in stoneware and extending across a
width of 500 cm, the installation approaches the apple not merely as an everyday form or decorative
motif, but as a symbolic structure that surrounds the viewer and establishes a relationship with space.
The “half apple” form preferred in the work may be interpreted through the fragmentation of
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wholeness and the concept of incompleteness. While the apple is traditionally associated with
wholeness, fertility, and completion in narrative traditions, here it opens a different field of meaning
through its cut and divided form. In this respect, the work preserves the mythological and folkloric
associations of the apple while simultaneously evoking concepts such as transformation, loss, and
reconstruction. The scale of the installation enables the symbol to move beyond the level of
individual perception into a collective experiential space. Thus, Half Apple re-presents the apple not
merely as a familiar object, but as a contemporary spatial interpretation of a powerful symbol
embedded within cultural memory.

In this context, the work allows the apple to transform from a merely represented object into
a structure experienced through its relationship with space. The immersive scale of the installation
carries the apple image beyond an individual visual perspective into a bodily and perceptual
encounter. When physically confronted with this fragmented form, the viewer faces a sense of
absence and incompleteness rather than the familiar wholeness traditionally associated with the
apple. The tension established between the durability of the stoneware material and the fragility and
division evoked by the “half” form strengthens the conceptual framework of the work. This contrast
suggests that the apple is not simply an object belonging to nature, but also a symbol reconstructed
through human perception and processes of meaning-making. In this respect, Half Apple preserves
traditional symbolic associations while simultaneously reproducing them on a spatial, bodily, and
perceptual level.

Consequently, Zehra Cobanli’s work transforms the apple image from a fixed carrier of
meaning into an open field of interpretation continuously reconstructed through interaction with the
viewer. In this sense, the work demonstrates that within contemporary ceramic art, the symbol
functions not merely as representation, but as a structure constructed through experience (Figure 2).
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Figure 2. Dimension, stoneware (Cobanli, 2006). Source: https://www.aic-
iac.org/member/zehra-cobanli/

Giinhan Bozkurt’s ceramic apple forms create, at first glance, the perception of an almost
real fruit. The form is highly controlled; volume, proportion, and surface details are directly based
on observation. Here, the apple is not subjected to symbolic abstraction; on the contrary, it is
preserved as close to reality as possible. This approach directs the viewer not toward an aesthetic
representation, but toward a perceptual inquiry, raising the question of whether what is being seen is
a fruit or an art object.

In Giinhan Bozkurt’s apples, symbolism does not occupy the foreground. The apple does not
overtly impose mythological or ideological meanings; rather, it remains silent. However, this silence
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does not diminish the power of the symbol. Because the apple is presented as an ordinary object of
everyday life, the viewer is compelled to activate their own cultural memory. The surface treatment
clearly reveals Gilinhan Bozkurt’s technical discipline. Color transitions, subtle tonal variations, and
natural stains evoke the state of ripeness associated with the fruit. The use of glaze progresses not
through excessive glossiness, but through natural matte surfaces or controlled semi-gloss effects.
This preference transforms the apple from an idealized object into the record of a temporal moment.

On the other hand, the natural form of the apple evokes ideas of decay, ripening, and
mortality. Yet, its production in a permanent material such as ceramic suspends this transience.
Gilinhan Bozkurt’s apple becomes a fruit that does not decay, thereby reversing the relationship
established with time. In this respect, the work reintroduces the “memento mori” concept associated
with the still-life tradition through a contemporary material language (Figure 3).

Figure 3. Apples, casting slip, underglaze decoration (Bozkurt, 2016). Source:
https://gunhanbozkurt.com/

In Hiilya Sézer’s ceramic practice, the apple may be interpreted not merely as a directly
represented motif, but as a metaphor evoking the relationships between memory, the body, and
nature. When the artist’s organic forms are evaluated together with the physical properties of ceramic
material, it becomes evident that the apple image can be associated with concepts such as
preservation, transformation, and decay. This approach presents a visual language distinct from the
idealized wholeness frequently encountered in mythological and fairy-tale narratives concerning the
apple. Furthermore, the cracks, deformations, and surface interventions present in Sézer’s works
carry the apple image into broader and more open-ended fields of meaning that extend beyond
associations of fertility and abundance. These formal preferences evoke in the viewer notions related
to time, intervention, fragility, and transformation. In this respect, the works offer a more complex
and multilayered interpretation rather than romanticizing the relationship between nature and
humanity.

On a metaphorical level, the apple may be understood in Sozer’s ceramics as a form
identified with the body. The roundness, volume, and enclosed structure of the apple generate
associations with the human body, while the fractures and ruptures on the ceramic surface refer to
the pressures imposed upon the body both biologically and socially. In this context, the apple
transforms into a silent narrative element that enables the questioning of concepts such as naturalness,
productivity, and protection, particularly those associated with the female body. Although Hiilya
So6zer’s use of the apple image carries traces of the miraculous and healing meanings attributed to
the apple in fairy tales and folk narratives, the artist relocates these meanings into a contemporary
field of uncertainty. The apple is no longer positioned as an absolute symbol of hope or salvation;
rather, it becomes a threshold object simultaneously embodying concepts of transience, loss, and
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transformation. In this way, the artist reinterprets this symbol, deeply rooted in cultural memory, by
associating it with contemporary ecological and existential discussions (Figure 4).

Figure 4. Apple, hand-building technique (Sozer, 2018). Source:
https://www.artsurem.com/art/artwork/hulya-sozer/410/

Another artist, Nuray Ada, presents ceramic apple forms that initially appear as familiar
objects. The rounded and balanced volume, the distinct trace of the stem at the top, and the smooth
surface all refer to the archetypal form of the apple. The artist deliberately avoids abstraction,
preserving the recognizability and portability of the form. This preference enables the viewer to
establish an immediate relationship with the object while simultaneously opening the way for
symbolic interpretation. The glossy red glaze employed in the work renders the apple visually
attractive. The homogeneity of the surface and the reflective brightness idealize the apple, creating
the impression of an almost flawless object. However, this perfection evokes not naturalness, but
rather an artificial form of attraction. The apple has been detached from nature and transformed into
an aesthetic display object.

The apple has long functioned as a multilayered symbol within art history and mythology:
as the forbidden fruit in the story of Adam and Eve, as a symbol of abundance and fertility in
Anatolian culture, and as an emblem of desire and sin within Western iconography. Nuray Ada
consciously evokes this historical burden, yet refrains from directly constructing a narrative. The
apple, standing alone, creates a silent yet intense field of meaning. Here, the symbol is not explicitly
narrated; instead, it is activated within the cultural memory of the viewer (Figure 5).
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Figure 5. Ceramic Apple, casting clay (Ada, 2020). Source:
https://sanayi313.com/tr/paper/citizens-tr/nuray-ada/

Another artist, Seving Kdseoglu Ulubatli, establishes a relationship with the viewer through
a familiar yet powerful symbolic form in her ceramic work titled Save The Future. The apple image
employed in the work, with its preserved formal integrity and striking surface qualities, may be
interpreted not merely as an everyday object, but also as a form carrying intense cultural and
symbolic associations. The rounded volume of the apple, its balanced composition, and its organic
unity evoke traditional fields of meaning related to nature, fertility, and the cycle of life.

The title of the work, Save The Future, expands the interpretive framework of the piece
toward issues of environmental sustainability, ecological anxiety, and the relationship between
humanity and nature. In this context, the apple may be interpreted not only as a symbol of knowledge,
desire, and fertility rooted in mythological and fairy-tale narratives, but also as a representation of
natural life that must be protected and of the fragile ecological balance under threat. The surface
treatments, material choices, and formal interventions within the work function as elements revealing
the tension between naturalness and artificiality.

Furthermore, the contrast established between the durability of ceramic material and the
inherently transient nature of the apple adds conceptual depth to the work. This opposition brings
together the notions of time, transformation, and permanence on the same plane, thereby reinforcing
ideas of preservation and responsibility toward the future. Consequently, the work transforms the
apple from a merely aesthetic form into a multilayered symbol open to interpretation in relation to
contemporary environmental issues and collective visions of the future (Figure 6).

Figure 6. Save The Future, hand-building technique (Ulubatli, 2022). Source:
https://www.mgu.edu.tr/universitemiz-ogretim-uyesi-doc-sevinc-koseoglu-ulubatli
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In Sibel Hepsayar’s ceramics, the apple figure is approached not as the central element of a
mythological or allegorical narrative, but rather as an aestheticized object of everyday life. By
presenting the apple in simplified, smooth, and repetitive forms, the artist weakens its organic
connection with nature. This approach does not strip the apple of its symbolic burden; instead, it
redefines the symbol through processes of objectification. The apple is no longer a forbidden fruit or
a metaphysical signifier, but an object adapted to the visual order of contemporary life.

At first glance, Hepsayar’s apples evoke a sense of attraction through their glossy surfaces
and controlled forms; however, this attractiveness simultaneously contains a sense of distance and
coldness. The perception that the apple has been produced with an almost industrial perfection calls
the idea of naturalness into question. In this respect, the apple becomes one of the objects of consumer
culture. The tension established between the traditional warmth of ceramic material and the sterile
appearance of the apple form creates an important expressive field within the artist’s production,
inviting the viewer to reconsider the relationships established with everyday objects (Figure 7).

Figure 7. Apple, hand-building technique, luster (Hepsayar, 2024). Source:
http://sibelhepsayar.com/en/sibel-hepsayar.asp

In Funda Acikgdz’s ceramic productions, the apple figure appears not merely as an object
belonging to nature, but as a carrier of the body, memory, and suppressed emotions. The artist
frequently distances the apple from its idealized form by presenting it in fragmented, layered, or
surface-intervened configurations. This deformation consciously disrupts the traditional associations
of the apple with innocence and fertility. Through a familiar form, A¢ikg6z’s apples render visible
inner conflicts and fragility for the viewer.

Within the artist’s practice, the apple establishes a strong relationship with the metaphor of
the body. Its roundness, fullness, and surface tension evoke associations with the human body, while
glaze cracks, fissures, and surface deteriorations carry traces of suppressed experiences and
emotional traumas. In this respect, the apple is represented not as an idealized body, but as an entity
shaped and wounded through lived experience. The fragility of ceramic material, combined with the
apple image, reinforces both bodily and psychological vulnerability.

In terms of form and surface characteristics, A¢ikgdz’s apple figure presents a visual
structure associated with concepts of memory and time. The fragmented form, layered surface
construction, and effects of deformation evoke the apple’s inherent associations with transience and
decay. In contrast, the durable and permanent quality of ceramic material establishes a striking
opposition between temporality and permanence. Through this visual contrast, the apple image may
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be interpreted in relation to loss, transformation, and traces of the past. In this regard, the work creates
an expressive field open to reflections on individual experience, remembrance, and emotional traces.

In her work, the artist employs the following statement: “The apple tells many things... A
secret hidden beneath the shadows of branches / A charm of red, gold, and green / Fate in one hand,
prohibition in one breath... To the three faces of madness... One apple for each.”

Acikgoz’s expression “The apple tells many things” relocates the apple from a singular
object into a multilayered symbolic domain. The phrase “a secret hidden beneath the shadows of
branches” positions the apple as an image that appears innocent on the surface yet contains profound
meanings. The colors red, gold, and green point to the historical, mythological, and emotional
diversity of the apple. Through the words “fate in one hand, prohibition in one breath,” the artist
transforms the apple into a symbol of both choice and consequence. In this respect, the apple
represents humanity’s desire to transcend its own limits. The “three apples” proposed “for the three
faces of madness” allude to human states oscillating between reason, desire, and the unconscious.
Within A¢ikgdz’s ceramic practice, the apple becomes a metaphorical carrier concretizing these
multiple layers of meaning through the notions of body, memory, and fragility, thereby inviting the
viewer not only to a visual encounter, but also to an intellectual confrontation (Figure 8).

Figure 8. Apple, hand-building technique (A¢ikgoz, 2025). Source:
https://www.instagram.com/p/DFnCFOY CpWZ/

Conclusion

This study demonstrates that the apple figure in contemporary Turkish ceramic art does not
merely continue to exist as a historical and mythological symbol; rather, it transforms into a dynamic
field of meaning continuously reconstructed through the technical, formal, and conceptual choices
of artists. In Hiilya Soézer’s productions, the apple becomes a critical instrument directed against
patriarchal narratives through its association with the female body and identity politics. In Nuray
Ada’s works, the apple transforms into an image that questions the relationship between the object
and the viewer through cultural memory, desire, and visual attraction. In Funda A¢ikgdz’s ceramics,
the apple is associated with memory, fragility, and suppressed experiences, thereby opening a
psychological and introspective field of expression. Distanced from its idealized form, the image
reveals the vulnerable nature of both the human body and mind. Meanwhile, the apple forms
produced by Sibel Hepsayar through the luster technique detach the apple from its natural context
through metallic brilliance and reflective surfaces, transforming it into an aestheticized, attractive,
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yet distant object associated with contemporary consumer culture and the phenomenon of
objectification.

These diverse approaches demonstrate that the apple figure in contemporary ceramic art does
not possess a fixed or singular meaning; on the contrary, it becomes a plural and context-sensitive
image that is continuously recoded through each artist’s intervention. The rounded form, surface
tension, and fragile structure of the apple, when combined with the nature of ceramic material, enable
the embodiment of concepts such as the body, memory, desire, and identity. Technical preferences
including glossy glazes, deformations, and luster applications deepen the metaphorical burden of the
apple while inviting the viewer not only to a visual experience, but also to an intellectual and
emotional inquiry.

In this respect, the apple in contemporary Turkish ceramic art ceases to function as a passive
image carrying symbolic meanings inherited from the past; instead, it transforms into an active
narrative instrument that engages with contemporary aesthetic, social, and individual issues while
remaining in a constant process of reinterpretation and transformation.
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Efsaneler Ve Masallarda “Elma” Sembolizminin Cagdas Tiirk Seramik Sanatina Olan
Yansimalari

Giris

Insan yasammin devaminda insanin temel ihtiyaglarindan biri olan yiyecek ve iceceklere
diinya halklar1 arasinda sembolik olarak farkli anlamlar yiiklendigi goriiliir. Ornegin zeytin ve zeytin
agac1 diinya halklar1 arasinda barisi, saflig1, bilgeligi temsil eden ortak sembollerden biridir. Elma da

insanlar tarafindan farkli sembolik anlamlarin yiiklendigi siklikla karsilasilan yiyeceklerdendir ve
diinya {izerinde en yaygin meyvelerden biridir (Iscanoglu Bayrak, 2022).

Cocukluk doneminin en 6zgiin deneyimlerinden birisi, masallar ve efsaneler araciligtyla
bireyin fantastik diinyayla kurdugu ilk temaslardir. Hayal giicii son derece gelismis olan ¢ocuklar
icin bu anlatilar, yalnizca birer 6ykil degil, aym zamanda bilissel, duygusal ve kiiltiirel geligimi
besleyen kurucu anlati alanlaridir. Ayrica, bu alanlar simgesel diisiinmenin gelistigi, kolektif bellegin
aktarildig1 ve kimlik insasinin erken izlerinin sekillendigi cok katmanli anlatt mekanlar1 olarak islev
gormektedir. Anonim edebiyatin tiirleri arasinda yer alan masal, efsane ve destanlar bir milletin
kiiltiirel hafizasini olusturan baslica unsurlardandir. Gelecegin biiyiikleri olacak g¢ocuklarin erken
cocukluk déoneminde milli hafizay1 yarinlara aktaran, kendi kiiltiirline ait, masal, efsane ve destanlarla
biiylimesi bu noktada olduk¢a 6nem arz etmektedir. Ciinkii erken ¢ocukluk donemi, cocugun kisilik
olusumunda hassasiyet tasiyan bir devredir (Isik & Karakus, 2017).

Bu baglamda masal, efsane ve destanlar yalnizca sozlii anlat1 geleneginin iirlinleri degil, ayni
zamanda toplumsal bellegin kusaklar arasi aktarimini miimkiin kilan kiiltiirel tagiyicilardir. Anlatilar
araciligiyla aktarilan degerler, normlar ve semboller, cocugun ait oldugu topluma iligkin ilk biling
diizeyini olustururken, bireysel bellegin kolektif bellekle kesistigi bir anlam alani yaratmaktadir. Bu
durum, kiiltiirel kimligin erken yasta icsellestirilmesinde anlatilarin belirleyici roliinii ortaya
koymaktadir. Eglendirmek ve hosga vakit gecirmek icin kullanilan masallarin egitici yonlerinin
oldugu bilinmektedir. Bu acidan masal, “terbiye ve ahlaka faydali, yararli hikaye” seklinde
tanimlanmaktadir. Masallar en ac1 dersi bile tatlandirarak verdiginden, 6rnek davranislarin insan
bilincine aktarilip yerlestirilmesinde yardimei olacak egitim araci olarak gériilmektedir. Ozellikle
sonu mutlu biten masallarin ¢ocuklarin gelismesinde, kendilerini kesfetmelerinde, diinyaya umutla
bakmalarinda, onlara iyi ve dogru degerlerin 6gretilmesinde 6nemi bilyiiktiir (Y1lmaz, 2012).

Efsaneler ve masallar, insanligin kolektif hafizasinda simgeler araciligiyla aktarilan kiiltiirel,
psikolojik ve toplumsal anlam katmanlarmi barindiran anlati alanlaridir. Bu anlatilar i¢inde elma,
yalnizca dogaya ait bir nesne degil; bilgi, yasak, arzu, kader, bereket ve doniisiim gibi karsitliklar
iizerinden sekillenen giiclii bir simgesel imge olarak 6ne ¢ikmaktadir. Antik mitolojilerden kutsal
metinlere ve halk anlatilarina uzanan genis bir anlat1 geleneginde elma, insanin varolussal sinavlarini,
ahlaki ikilemlerini ve bilingdis1 yonelimlerini gériiniir kilan evrensel bir sembol haline gelmistir.
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Adem ile Havva’nin cennette tattiklar yasak agacin hikayesi Tevrat ve Kur’an’da gesitli
benzerlik ve farkliliklarla kayithdir. Kur’an’a gére, Adem ve esinin yeryiiziine indirilmeleri, Allah’in
yasakladig1 ancak seytanin kandirmasi sonucu tattiklari bir agag¢ (meyvesi) nedeniyledir. Tevrat
versiyonunda ise yilan, kadin1 ayartan olarak takdim edilmistir. Yilanin kandirdig1 kadin bu yasak
meyveden hem kendi yemis hem de erkege yedirmistir. Hikdyenin sonunda yilan, kadin ve erkek
cezalandirilmistir (Dasdemir, 2020).

Bu anlatilarda agik¢a adi konulmamakla birlikte, yasak meyvenin sonraki donemlerde elma
ile 0zdeslestirilmesi, meyvenin sembolik ylikiinii gliclendirmektedir. Elma, zamanla yalmzca bir
besin olmaktan ¢ikarak bilginin, ayartinin, arzunun ve itaatsizligin simgesi haline gelmistir. Mitolojik
ve folklorik anlatilarda elmanin sik¢a karsimiza ¢ikmasi, onun insanlik tarihindeki bu “ilk temasla”
iligkilendirilen anlam katmanlarini tasimaya devam ettigini gostermektedir. Ozellikle masallarda
elma, masumiyet ile tehlike arasindaki ince cizgide konumlanmakta; parlak, cazip ve davetkar
gorlinlimiiyle arzuyu temsil ederken, ¢ogu zaman doniisiimiin, sinanmanin ya da cezalandirmanin
araci haline gelmektedir. Pamuk Prenses anlatisinda oldugu gibi, elma hem 6liimciil hem de yeniden
dogusu miimkiin kilan bir nesne olarak karsimiza ¢ikmaktadir. Bu ikili yapi, elmanin mitolojik
kokenlerinde tasidig1 yasak ve bilgiyle iliskili anlamlarin halk anlatilarinda yeniden iiretilmesine
isaret etmektedir.

Bu ¢ok katmanli simgesel yapi, ¢agdas sanatta Ozellikle malzeme, beden ve bellek
kavramlartyla iliskili iiretim alanlarinda yeniden yorumlanmakta; seramik sanati ise toprakla
kurdugu tarihsel ve kavramsal bag sayesinde bu sembolizmin giincel estetik ve diisiinsel agilimlarini
iretmek i¢in verimli bir zemin sunmaktadir. Bu baglamda caligma, elma sembolizminin masal ve
mitoloji kokenlerini kuramsal bir ¢ercevede ele alarak, s6z konusu semboliin ¢cagdas Tiirk seramik
sanatindaki yansimalarini incelemeyi ve seramigin kiiltiirel sembollerin yeniden insa edildigi
elestirel bir ifade alani olarak konumunu tartigmayi amaglamaktadir.

Sembol sozciigiiniin kokeni, eski Misir dilindeki “symbolon” sézciigliniin Grekce’ye gegmis
isim hali “symbal”lerin fiil halidir, “birlikte tartigmak, birlikte birlestirmek, bir arada toplayip
baglamak” anlamlarina gelmektedir. Latince’de “symbolum” bi¢imine donlismiistiir. Sembol, kimi
sozliiklerde “daha soyut bir seyi anlatmaya yarayan daha somut bir sey” ya da “evrensel yasa, ilke,
bilgi ve fikirleri agiklayan isaretler” olarak tanimlanmaktadir (Gilimiis, 2022). Semboliin ve sembolik
ifadelerin olusmalar1 i¢in onu paylasanlar arasinda kiiltlirel anlamda bir ortak birikim ile olugsmus
biling gereklidir. Tiim semboller dilde oldugu gibi toplumsal uzlagidan dogar ve bundan dolay1 temsil
ttikleri anlamlar tarihi ve kiiltiirel birer hafizadan mirastir (Gardin ve Olorenshaw, 2014, 8)

Ozellikle mit ve sanat baglaminda, bireysel deneyimin dtesine gegerek kolektif bilingdiginin
tastyicisi olarak iglev goriirken, elma imgesi bu baglamda hem evrensel hem de kiiltiire 6zgii anlam
katmanlarin1 ayn1 anda barindirmasiyla dikkat ¢gekmektedir. Carl Gustav Jung’un arketip kuramu,
elmanin neden farkli cografya ve anlati geleneklerinde benzer temsillerle ortaya ¢iktigini agiklamak
igin giiclii bir kuramsal zemin sunarken, Mircea Eliade’nin kutsal ve profan ayrimi iizerinden
gelistirdigi mit ¢dzlimlemeleri, bu semboliin ritiiel, inang ve anlat1 pratikleriyle olan iligkisini goriiniir
kilmaktadir. Cagdas Tiirk seramik sanatinda elma sembolii, bu kuramsal arka planla birlikte ele
alindiginda, yalnzca gegmise referans veren bir imge degil; kiiltiirel bellekle hesaplagan, kimlik ve
beden temsillerini sorgulayan ve geleneksel anlati kaliplarini doniistiiren elestirel bir ara¢ olarak
konumlanmaktadir. Sanat¢ilarin  seramik yiizeyde bilingli olarak kullandiklar1 —¢atlaklar,
deformasyonlar ve ¢esitli ylizey miidahaleleri, baz1 6rneklerde masal anlatilarindaki idealize edilmis
biitiinliiglin doniistiiriilmesine katki saglamakta ve giiniimiiz bireyine iligskin kirilganlik, belirsizlik
ve pargalanmislik gibi temalarla iliskilendirilebilmektedir. Bununla birlikte, bu bigimsel tercihler
yalmzca kavramsal anlam iiretimine degil, ayn1 zamanda seramik malzemenin teknik olanaklari,
pisirim siirecleri ve yiizey arastirmalariyla da baglantili olarak degerlendirilebilir. Bu baglamda elma
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imgesi, nostaljik bir sembol olmanin 6tesinde farkli estetik ve diislinsel yorumlara agik bir ifade alam
sunmaktadir.

Bu ger¢evede elma semboliiniin ¢agdas Tiirk seramik sanatindaki kullanimi, geleneksel
anlatilarin pasif bir yeniden {iretiminden ziyade, semboliin anlaminin ¢oziiliip yeniden insa edildigi
dinamik bir yorum alani olarak degerlendirilmektedir. Masal ve mitolojilerde cogunlukla idealize
edilen, biitiinciil ve kutsal bir nesne olarak temsil edilen elma, ¢agdas seramik pratiklerinde
pargalanmis, ¢ogaltilmis, bosaltilmis ya da bozulmus formlar araciligiyla ele alinmakta; bu durum,
hem bireysel hafizanin kirilgan yapisin1 hem de kolektif bellegin siireklilik i¢indeki doniistimiinii
gorlinlir kilmaktadir. Seramik sanatcilarinin malzemenin dogasinin 6ziinde olan rastlantisallik,
kirilabilirlik ve zamanla degisim 6zelliklerini bilingli bir anlatim stratejisi olarak kullanmalari, elma
imgesini sabit bir sembol olmaktan ¢ikararak yasayan, doniisen ve sorgulanan bir simgeye
doniistiirmektedir. Bu yaklasim, ¢cagdas Tiirk seramik sanatinda sembol kullaniminin yalnizca estetik
bir tercih degil, ayni zamanda tarih, kiiltiir ve kimlik ekseninde yiiriitiilen elestirel bir diigiinme pratigi
oldugunu ortaya koymaktadir.

Efsane ve Masallarda Elma Sembolizmi

Insanlik tarihi boyunca mitler, masallar ve kutsal anlatilar, insanin varolusuna dair temel
sorularin simgesel tasiyicilar1 olmustur. Bu anlatilarin i¢inde yasak meyve ve elma motifi; bilgiye
yonelis, 0zgiir irade, itaat ve ihlal, iyi ile kotii arasindaki gerilim gibi felsefenin temel meselelerini
barindiran giiglii bir sembol olarak 6ne ¢ikmaktadir (Asti, 2026).

Elma, efsane ve masallarda dogrudan anlatinin merkezine yerlesen siradan bir nesne olmanin
Otesinde, insanin varolugsal arayislarini, ahlaki simavlarini ve bilingdisi yonelimlerini temsil eden
giiclii bir simgesel ara¢ olarak karsimiza ¢ikmaktadir. Antik mitolojilerden kutsal metinlere ve halk
anlatilarina uzanan genis bir kiiltiirel baglamda elma, ¢gogunlukla bilgi ile yasak, arzu ile ceza, yasam
ile 6liim arasinda kurulan gerilimli iligkiyi goriiniir kilan bir imge olarak islev gérmektedir. Bu
baglamda elma, anlat1 i¢ginde hem vaat eden hem de tehdit eden ¢ift yonlii bir anlam alani liretmekte;
bireyin kaderiyle yiizlestigi donlim noktalarini simgesel diizeyde isaret etmektedir.

Antik donemden beri efsanelerde genis yer bulan elma, mitolojide ve semavi dinlerde 6nemli
ve kutsal bir yere sahiptir (Ates, 2017, 5.209; Simsek, 2018, s.2353). Dogurganlik, bilgi, 6liimsiizliik
ve yasak arzu gibi kavramlarla iliskilendirilen elma, cogu anlatida insanin ya da tanrinin sinirlarini
asma isteginin simgesel bir nesnesi olarak karsimiza ¢ikmaktadir. Yunan mitolojisine gore ilk
giizellik yarigmasinin 6dilii bir altin elmadir. Eris’in, lizerine “en giizele” yazisim1 kaziyarak
tanricalarin arasina attig1 bu elma, Hera, Athena ve Afrodit arasinda yogun bir rekabetin baglamasina
neden olmustur (Simsek, 2018, s.2353).

Secim yetkisinin Paris’e verilmesiyle birlikte elma, yalnizca estetik bir iistiinliigiin degil,
iktidar, arzu ve ¢ikar iliskilerinin de temsilcisine doniismiistiir. Paris’in Afrodit’i segmesi ve bunun
karsihiginda Helena’y1 vaat olarak almasi, bireysel bir tercihin kolektif bir felakete nasil
doniisebilecegini gozler Oniine sererken, Truva Savasi’nin mitolojik temelini de olugturmustur. Bu
baglamda elma, masum bir 6diil olmaktan ¢ikarak ¢atisma, kiskanglik ve yikimin tetikleyicisi olan
simgesel bir nesneye donilismektedir. Boylece mitolojik anlatilarda kiigiik bir nesnenin, tarihsel ve
kiiltiirel 6l¢ekte biiyiik kirilmalara yol agabilecegini gosteren giiclii bir metafor islevi iistlenmektedir.
Ote yandan, Cennetten kovulma mitosunda en énemli sembollerden birini “yasak meyve” olan elma
olusturmaktadir. Adem ile Havva’min cennette yedikleri meyvenin elma oldugunu, yasagm ise
Oziinde cinselligi icermesine bagli olarak bu mitosla iligkili olarak elma bir¢ok kiiltiirde cinsellik
semboliidiir (Gezgin, 2007, s.54; Karakurt, 2011, s.37).

Bu sembol, yalnizca bir itaatsizlik nesnesi degil, bilincin uyanisin1 simgeleyen giiglii bir
sembole doniismektedir. Elmanin 1sirilmasi, masumiyetin kaybindan ¢ok, bedenin ve arzunun fark
edilmesi anlamina gelmektedir. Bu eylemle birlikte insan, tanrisal diizenin pasif bir pargasi olmaktan
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¢ikarak kendi varolusunun sorumlulugunu iistlenen bilingli bir 6zneye doniisiir. Bu baglamda elma,
cinselligi yalnizca biyolojik bir edinim olarak degil, bilgiye ulasmanin bedeli ve insan olmanin
kaginilmaz esigi olarak temsil etmektedir. Cennetten kovulus ise bir cezadan ziyade, insanin diinyaya
ve bedene “dogumu” olarak okunabilmektedir. Boylece elma, diisiisiin degil, farkindaligin ve
ozgiirlesmenin sembolii haline gelmistir. Ote yandan Eskicag inanglarinda “elma” gibi bazi meyveler
efsanevi olarak adlandirilmistir. Normal meyvelerin metamorfoza ugratilmis halleriyle
kiiltlesmesine en iyi Orneklerden birini Eski Yunan mitolojisinde bahsi gecen Hesperidlerin
elmalardir. Peri kiz kardes olan Hesperidler, tanrica Heraya diiglin armagani olarak verilen altin
elmalarin bekgileridir (Hangerlioglu, 1993).

Bu altin elmalar 6liimsiizliik ve erisilmezlik fikriyle iliskilendirilirken, Eris’in diigiine attig1
elma rekabet, kiskanglik ve yikici arzunun tetikleyicisi olarak anlatiin seyrini degistiren bir unsur
haline gelmistir. Benzer bicimde, Tevrat anlatilarinda yasak meyveyle 6zdeslesen elma, bilginin
bedelini, masumiyetin kaybini ve insanin bilinglenme siirecini simgelemektedir. Tiirk masallarinda
ise elma, ¢ogunlukla dogurganlik, sifa, mucize ve kader temalariyla iligkilendirilerek olumlu bir
simgesel deger kazanmakta; ¢ocuksuzluk, soyun devami ve yazginin doniisiimii gibi anlatisal diigiim
noktalarinda belirleyici bir rol {iistlenmektedir. Bu c¢ok katmanli anlati yapisi i¢inde elma,
kiiltiirleraras1 benzerlikler gdsteren bir arketip olarak ortaya ¢ikmakta; farkli cografyalarda ve anlati
geleneklerinde benzer anlamlarla yeniden iiretilmektedir. Bu baglamda elma, efsanelerde
cogunlukla kozmik diizenle, tanrisal miidahaleyle ve insanin smirlarimi agma arzusuyla
iligkilendirilen bir nesne olarak konumlanmaktadir.

Efsane anlatilarinda elmanin tanrilarla insanlar arasindaki mesafeyi belirleyen bir esik
nesnesi olarak islev gérmesi, onun kutsal olanla temas halini temsil etmesini saglamaktadir. Bu tiir
anlatilarda elma, bireyin iradesi disinda gelisen kaderi olaylarin tetikleyicisi olarak ortaya c¢ikarak
kaginilmaz doniigiimlerin sembolii haline gelmektedir. Buna karsilik masallarda elma, daha ¢ok
giindelik yasamin i¢inden yiikselen ve bireysel yazginin doniisiimiine aracilik eden bir motif olarak
karsimiza c¢ikmaktadir. Masal anlatilarinda elma, sinav, 6diil ya da mucize nesnesi olarak islev
gormekte; kahramanin eksikligiyle dogrudan iliskilendirilerek anlatinin ilerleyisini belirleyen yapisal
bir unsur haline gelmektedir.

Masallarda elmanin sunulma bigimi, genellikle umut ve iyilesme vaat eden bir anlam alani
yaratirken, bu sembol ayn1 zamanda kaderin miidahale ettigi anlar1 goriiniir kilmaktadir. Ozellikle
Tiirk masallarinda elmanin dogurganlik ve soyun devami ile iligkilendirilmesi, toplumsal degerler ve
kolektif beklentilerle sekillenen anlati yapisina isaret etmektedir. Elma, bu baglamda yalnizca
biyolojik bir bereket simgesi degil, ayn1 zamanda toplumsal siirekliligin ve kiiltiirel bellegin tasiyicisi
olarak da islev gormektedir. Efsanelerde tanrisal diizenin bir pargasi olarak konumlanan elma,
masallarda insan merkezli bir doniisiim aract héline gelerek anlamini yeniden yapilandirmaktadir.
Bu farkli anlat1 tiirlerinde elmanin iistlendigi roller, semboliin sabit bir anlam tagimadigini; baglama,
anlat1 yapisina ve kiiltiirel kodlara gore doniisebilen esnek bir simgesel yapt sundugunu ortaya
koymaktadir. Boylece elma, efsanelerde kozmik ve agkin bir diizlemde anlam kazanirken, masallarda
toplumsal ve bireysel deneyimlere ickin bir anlat1 6gesi olarak yeniden iiretilmekte; bu ¢ift yonlii
yapi, elmanin kiiltiirleraras: stirekliligini ve arketipsel giiciinii pekistirmektedir.

Carl Gustav Jung’un kolektif bilingdisi kurami baglaminda degerlendirildiginde, elma
imgesi insanhigin ortak simgesel hafizasinda yer alan evrensel imgelerden biri olarak
okunabilmektedir. Masal ve efsanelerde elmanin tekrar eden bigcimde ortaya ¢ikisi, bu semboliin
yalnizca anlatisal bir motif degil, bireysel ve toplumsal bilingdisinin derin katmanlarina temas eden
bir anlam tasiyicist oldugunu gostermektedir. Bu yoniiyle elma, sonraki donemlerde sanat pratikleri
icinde yeniden yorumlanmaya acik, giiclii ve siireklilik arz eden bir simgesel yapi sunmaktadir.

Elma imgesinin efsane ve masallarda farkli kiiltiirlerde benzer anlamlar etrafinda tekrar
etmesi, bu semboliin bireysel anlatilarin 6tesinde, kolektif bilin¢digina yerlesmis arketipsel bir yapi
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olarak degerlendirilmesini miimkiin kilmaktadir. Carl Gustav Jung’un arketip kuramina gore
arketipler, insanligin ortak deneyimlerinden siiziilerek bilin¢disinda bi¢imlenen evrensel imgeler
olup, mitler ve masallar araciligiyla goriiniir hile gelmektedir (Jung, 1968). Bu baglamda elma,
bilme arzusunu, sinir ihlalini, doniisiimii ve kaderle yiizlesmeyi temsil eden temel arketipsel
imgelerden biri olarak ortaya ¢ikmaktadir. Elmanin ¢gogu anlatida bir esik nesnesi olarak belirmesi
yani anlatinin kirilma anlarinda ortaya c¢ikmasi onun arketipsel islevini giiclendiren temel
unsurlardan biridir.

Jungcu perspektiften bakildiginda elma, bireyin bilinglenme siirecinde karsilastigi icsel
catismalarin ve doniisiim evrelerinin simgesel bir karsilig1 olarak okunabilmektedir. Yasak meyve
anlatilarinda elma, bilingdigindan bilince gecisin bedelini temsil ederken; masallarda dogurganlik ve
mucizeyle iligkilendirilmektedir. Ayrica yeniden dogus ve biitlinlenme arzusunu simgelemektedir.
Bu karsitlik, elmanin hem yikicit hem de kurucu bir arketip olarak islev gordiigiinii géstermektedir.
Arzu ile korku, bilgi ile kayip, yasam ile 6liim arasindaki bu gerilimli yapi, elma imgesinin sembolik
stirekliligini saglayan temel dinamiklerden birisidir. Mircea Eliade’nin mit kurami dogrultusunda
degerlendirildiginde ise elma, kutsal olanla temas kurulan bir nesne olarak profan diinyay1 agan bir
anlam tasimaktadir. Ritiiel ve mistik anlatilar i¢inde elma, cogu zaman siradan zamanin disina ¢ikisi
ve kozmik diizenle temas halini temsil etmektedir. Bu yoniiyle elma, yalnizca bireysel psikolojiye
degil, toplumsal ve kozmolojik anlam sistemlerine de igkin bir sembol olarak konumlanmaktadir.
Arketipsel diizeyde tasidigi bu yogun anlam yiikii, elma imgesinin ¢agdas sanat pratiklerinde yeniden
ele alinmasini ve farkli baglamlarda doniistiiriilmesini miimkiin kilmaktadir (Eliade, 1959).

Cagdas Tiirk Seramik Sanatinda Elma Sembolizmi

Tiirk inang sisteminde doga, arka planda yer alan bir dekor olmanin ¢ok 6tesinde 6znenin
kendisidir. Insan, hayvan, bitkiler vs. hepsi ilahi sistemin birer pargasidir. Yani Tiirk kozmolojisinde
doga, kullanilan degil iligki kurulan bir varliktir. Tiirk inang sisteminde doga, dogurgan yani devinim
halindedir. Bitkiler, ¢igekler, meyveler Anadolu’nun tarihi boyunca biitiin tapinaklarda siisleme araci
olarak yer almistir. Orta Asya Tiirklerinde bitki ve aga¢ sembolizmi ilk yaratilis efsaneleri ile
baslamistir (Olmez, N, F. 2012). Yaratilis efsanesinin sembolii ise elmadir. Elma, Tiirk mitolojisinde
kutsal sayilan ve meyvesi yendiginde, kisiye 6liimsiizliik kazandiran agacglardan biridir. Elma, gerek
bu yoniiyle gerekse genclik kazandirma ydnleriyle Tiirk folklorunda 6zellikle masallarinda ve
geleneklerde genis bir yere sahiptir (Simsek,2008, 194).

Cagdas Tiirk seramik sanatinda elma sembolizmi, masal ve efsanelerden beslenen geleneksel
anlam katmanlari ile cagdas sanatin elestirel ve deneysel yaklasimlarinin kesistigi 6zgiin bir ifade
alan1 olusturmaktadir. Anadolu kiiltirlinde elmanin dogurganlik, bereket, kader ve mucizeyle
iligkilendirilen simgesel anlami, ¢agdas seramik sanatgilari tarafindan yalnizca nostaljik bir referans
olarak degil, kiiltiirel bellegi sorgulayan ve yeniden insa eden bir anlati araci olarak ele alinmaktadir.
Bu baglamda elma, gegmisle kurulan edilgen bir bagdan ziyade, geleneksel anlatilarin giincel estetik
ve disiinsel sorunlarla yiizlestirildigi aktif bir sembole doniismektedir.

Seramik malzemenin toprakla kurdugu tarihsel iliski, elma imgesinin ¢cagdas Tiirk seramik
sanatinda tagidigi anlami derinlestiren temel unsurlardan biridir. Toprak; dogum, 6liim, dongiisellik
ve bedenle 6zdeslesen bir malzeme olarak, elma semboliiniin bereket ve doniisiim temalariyla
ortiismesini  gliclendirmektedir. Sanatgilar, elmanin idealize edilmis biitlinciil formunu bilingli
bicimde bozarak, catlaklar, deformasyonlar ve yiizey miidahaleleri aracilifiyla ¢agdas bireyin
kirilganlhigina, kimlik par¢alanmalarina ve kolektif bellegin siireksiz yapisina isaret etmektedir. Bu
miidahaleler, elmay1 estetik bir formdan ¢ok, anlam iireten maddesel bir yap1 haline getirmektedir.
Cagdas Tirk seramik sanatinda elma, siklikla kadinlik, beden ve iretkenlik temalariyla
iligkilendirilerek feminist okumalar i¢in de verimli bir zemin sunmaktadir. Elmanin tarihsel olarak
disil dogurganlikla iliskilendirilen simgesel yapisi, seramik iiretimin emek, tekrar ve bedenle
kurdugu iligkiyle birleserek, kadin bedenine yiiklenen toplumsal rollerin elestirel bigimde
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sorgulanmasina olanak tanimaktadir. Bu baglamda elma, yalnizca biyolojik bir bereket sembolii
degil, ayn1 zamanda kiiltiirel beklentiler ve normlar iizerinden sekillenen kadinlik temsillerinin
sorgulandig1 bir imgeye donligmektedir. Ayrica ¢agdas Tiirk seramik sanatgilari, elma semboliinii
bireysel ve kolektif bellek baglaminda ele alarak, gegmisle bugiin arasinda kurulan kirilgan iligkilere
odaklanmaktadir. Elmanin masal ve halk anlatilarindaki iyilestirici ve mucizevi rolii, ¢agdas
iiretimlerde yerini belirsizlik, kayip ve doniigiim temalarna birakmakta; bu durum, kiiltiirel
sembollerin sabit degil, tarihsel ve toplumsal kosullara bagli olarak doniisen yapilar oldugunu
gorilinlir kilmaktadir. Boylece elma, ¢agdas Tiirk seramik sanatinda hem yerel anlatilarin tasiyicist
hem de evrensel cagdas sanat soOylemiyle iliski kuran ¢ok katmanli bir simge olarak
konumlanmaktadir.

Bu ¢ok katmanli konumlanma, ¢agdas Tiirk seramik sanatcilarinin elma imgesini yalnizca
anlatisal bir referans olarak degil, ayn1 zamanda maddesel ve kavramsal bir sorgulama alani olarak
ele almalarin1 beraberinde getirmektedir. Sanatcilar, elmanin yiizeyini, i¢ hacmini ve biitiinliigiinii
bozarak; pargalama, bosaltma ve ¢ogaltma gibi yontemlerle bellegin pargali yapisint ve gecmisle
kurulan iliskinin siireksizligini goriiniir kilmaktadir. Bu miidahaleler, elmay1 tamamlanmis ve kapali
bir form olmaktan ¢ikararak, izleyiciyi anlamin {iretimine dahil eden agik uglu bir simgeye
donistiirmektedir. Seramik iiretim siirecinin dogasina igkin olan zaman, emek ve rastlantisallik, elma
semboliiniin ¢cagdas Tiirk seramik sanatindaki yorumlarim belirleyen 6nemli etmenler arasinda yer
almaktadir. Pisirim sirasinda olusan catlaklar, yiizeyde beliren izler ve kontrol edilemeyen
deformasyonlar, yalnizca teknik sonuglar degil; hafiza, kirilganlik ve kayip temalarinin maddesel
karsiliklart olarak okunmaktadir. Bu baglamda elma, idealize edilmis bir formdan ziyade,
yasanmisliklarin ve doniistimlerin izlerini tasiyan bir bellek nesnesi hiline gelmektedir. Ayrica elma
imgesinin ii¢ boyutlu ve dokunsal bir form olarak sunulmasi, izleyiciyle kurulan iliskiyi
derinlestirmekte ve semboliin algisal diizeyde igsellestirilmesini saglamaktadir. Izleyici, seramik
elmayla kurdugu fiziksel yakinlik aracilifiyla yalnizca gorsel bir temsil ile degil, ayn1 zamanda
bedensel ve duyusal bir deneyimle kars1 karsiya kalmaktadir. Bu durum, elmanin masals1 ve uzak bir
sembol olmaktan g¢ikarak, bireysel deneyimle kesigen giincel bir anlati aracina doniismesini miimkiin
kilmaktadir. Bu kavramsal ve simgesel ¢cergeve dogrultusunda, elma imgesinin ¢agdas Tiirk seramik
sanatindaki somut yansimalarini ortaya koymak amaciyla elma semboliinii dogrudan veya dolayh
olarak eserlerinde kullanan sanat¢ilardan Hamiye Colakoglu’nun seramik ¢aligmalari, Anadolu’nun
sozlii kiltiirii, masallar, efsaneler ve giindelik yasam pratiklerinden beslenen anlatisal bir yapi
izerine insa edilmektedir. Sanat¢inin tiretim pratigi, seramigi yalnizca bigimsel bir ifade alan1 olarak
degil, kiiltiirel bellegin ve kolektif hafizanin aktarimini miimkiin kilan anlati tagiyicisi bir arag olarak
konumlandirmaktadir. Bu baglamda Colakoglu’nun eserleri, modernist soyutlama ile geleneksel
anlat1 formlar1 arasinda kurulan bilingli bir gerilim alaninda sekillenmektedir.

Sanat¢inin ¢aligmalarinin arka planinda, Anadolu masallarinda ve halk anlatilarinda sikca
karsilasilan sembolik nesneler onemli bir yer tutmaktadir. Bu nesneler arasinda elma, dogurganlik,
sifa, mucize ve kader temalariyla iligskilendirilen giiglii bir kiiltiirel imge olarak 6ne ¢ikmaktadir.
Colakoglu, elma figiiriinii dogrudan idealize edilmis bir bicimde sunmak yerine, anlat1 biitiiniiniin
bir parcasi olarak ele almakta; figiiratif kompozisyonlar i¢inde elmay1 ¢ogu zaman hikayeyi tasiyan,
yonlendiren ya da diiglimleyen bir unsur olarak konumlandirmaktadir. Bu yaklasim, elmay1 dekoratif
bir motiften ¢ikararak, anlatinin yapisal bir bileseni haline getirmektedir (Gorsel 1).
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Gorsel 1: Soyutlama, Elle Sekillendirme (Colakoglu, 1990). Kaynak:
https://www.istanbulsanatevi.com/turk-ressamlar/hamiye-colakoglu-hayati-ve-eserleri/

Zehra Cobanli’nin Half Apple adli ¢alismasi, elma imgesini bireysel nesne Olgeginden
cikararak mekansal bir yerlestirme unsuruna doniistirmektedir. Stoneware malzeme ile iretilen ve
500 cm genislige yayilan bu enstalasyon, elmay1 yalnizca giindelik bir form ya da dekoratif motif
olarak degil, izleyiciyi ¢evreleyen ve mekanla iligski kuran bir sembolik yap1 olarak ele almaktadir.
Calismada tercih edilen “yarim elma” formu, biitiinliik fikrinin pargalanmasi ve eksiklik kavrami
tizerinden yorumlanabilir. Geleneksel anlatilarda ¢ogu zaman biitiinliik, bereket ve tamamlanma ile
iligkilendirilen elma, burada kesilmis ve boliinmiis haliyle farkli bir anlam alan1 agmaktadir. Bu
durum, elmanin mitolojik ve folklorik ¢agrisgimlarimi korurken ayn1 zamanda doniisiim, kayip ve
yeniden kurulum gibi kavramlar1 diisiindiirmektedir. Yerlestirme olgegi, semboliin bireysel algi
diizeyinden kolektif deneyim alanina tasinmasimi saglamaktadir. Boylece Half Apple, elmayi
yalnizca tanidik bir nesne olarak degil, kiiltiirel hafizada yer eden giiclii bir semboliin ¢agdas
mekansal yorumu olarak yeniden sunmaktadir.

Bu baglamda calisma, elmanin yalnizca temsil edilen bir nesne olmaktan ¢ikarak mekanla
kurdugu iliski lizerinden deneyimlenen bir yapiya doniismesine olanak tanimaktadir. Enstalasyonun
izleyiciyi ¢evreleyen Olcegi, elma imgesini bireysel bakistan ¢ikararak bedensel ve algisal bir
karsilasma alanma tagir. Izleyici, bu parcalanmis form ile fiziksel olarak karsilastiginda, elmanin
tanidik biitlinliigii yerine eksiklik ve tamamlanmamislik hissiyle yiizlesir. Stoneware malzemenin
dayanikliligi ile “yarim” formun ¢agristirdigi kirilganlik ve boliinmiisliik arasinda kurulan gerilim,
eserin kavramsal gercevesini giiglendirmektedir. Bu karsitlik, elmanin yalnizca dogaya ait bir nesne
olmadigini, ayn1 zamanda insan algisi ve anlamlandirma stirecleri icinde yeniden kurulan bir sembol
oldugunu diisiindiirmektedir. Boylece Half Apple, geleneksel sembolik cagrisimlart korurken ayni
zamanda bu ¢agrisimlart mekansal, bedensel ve algisal bir diizlemde yeniden liretmektedir.

Sonug¢ olarak Zehra Cobanli’nin bu calismasi, elma imgesini sabit bir anlam tasiyicisi
olmaktan ¢ikararak, izleyiciyle etkilesim icinde siirekli yeniden kurulan agik bir anlam alanina
dondstiirmektedir. Bu yoniiyle eser, ¢agdas seramik sanatinda semboliin yalnizca temsil degil,
deneyim iizerinden insa edilen bir yap1 oldugunu ortaya koymaktadir (Gorsel 2).
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Gorsel 2: Dimension, Stoneware, (Cobanli, 2006). Kaynak: https://www.aic-
iac.org/member/zehra-cobanli/

Glinhan Bozkurt’un seramik elma formlar ise ilk bakista neredeyse gercek bir meyve
algisini olusturmaktadir. Bi¢cim son derece oOlgiiliidiir; hacim, oran ve ylizey detaylar1 dogrudan
gbzleme dayanmaktadir. Elma burada sembolik soyutlamaya ugramamakta; aksine gergege miimkiin
oldugunca yakin tutulmaktadir. Bu yaklasim, izleyiciyi estetik bir temsilden ¢ok algisal bir
sorgulamaya yonlendirmekte ve goriilen sey bir meyve mi, yoksa bir sanat nesnesi midir? Sorusunu
yoneltmektedir.

Giinhan Bozkurt’un elmasinda sembol 6n planda degildir. Elma, mitolojik ya da ideolojik
anlamlarin1 agik¢a dayatmamakta; aksine sessizdir. Ancak bu sessizlik, semboliin etkisini
azaltmamaktadir. Elma, giindelik hayatin siradan bir nesnesi olarak sunuldugu i¢in, izleyici kendi
kiiltiirel bellegini devreye sokmak zorunda kalmistir. Eserde yiizey, Giinhan Bozkurt’un teknik
disiplinini agikc¢a ortaya koymaktadir. Renk ge¢isleri, hafif ton kirilmalar1 ve dogal lekelenmeler
elmanin olgunluk halini ¢agristirmaktadir. Sir kullanimi, parlakliktan ¢cok dogal matlik ya da
kontrollii yar parlaklik iizerinden ilerlemektedir. Bu tercih, elmayi idealize etmek yerine zamansal
bir anin kaydi haline getirmektedir. Ote yandan, Elmanin dogal formu, beraberinde ciiriime,
olgunlagma ve fanilik diisiincesini getirmektedir. Ancak seramik gibi kalic1 bir malzeme ile {iretilmis
olmasi, bu gegiciligi askiya almaktadir. Giinhan Bozkurt’un elmasi, bozulmayan bir meyveye
doniiserek zamanla kurulan iliskiyi tersyiiz etmigtir. Bu durum, natiirmort gelenegindeki “memento
mori” fikrini ¢agdas bir malzeme diliyle yeniden giindeme getirmistir (Gorsel 3).

Gorsel 3: Elmalar, Dokiim Camuru, Sir Alti Dekor, (Bozkurt, 2016). Kaynak:
https://gunhanbozkurt.com/
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Hiilya S6zer’in seramik pratiginde elma, dogrudan temsil edilen bir motif olmanin 6tesinde;
bellek, beden ve doga arasindaki iligkileri diisiindiiren bir metafor olarak yorumlanabilmektedir.
Sanatcinin organik formlari, seramik malzemenin fiziksel 6zellikleriyle birlikte degerlendirildiginde,
elma imgesinin korunma, doniisiim ve bozulma kavramlariyla iliskilendirilebildigi goriilmektedir.
Bu yaklasim, elmanin mitolojik ve masals1 anlatilarda siklikla karsilasilan idealize edilmis
biitiinliigiinden farkli bir gorsel dil ortaya koymaktadir. Ayrica, Sézer’in ¢aligmalarinda yer alan
catlaklar, deformasyonlar ve yiizey miidahaleleri, elma imgesini yalnizca dogurganlik ve bereketle
sinirlt olmayan daha agik uglu anlam alanlarina tagimaktadir. Bu bigimsel tercihler, izleyicide zaman,
miidahale, kirilganlik ve doniisiim kavramlarmna iliskin c¢agrisimlar uyandirabilmektedir. Bu
dogrultuda eserler, doga-insan iligkisini romantize etmek yerine daha karmasik ve ¢ok yonlii bir
okuma imkan1 sunmaktadir.

Metaforik diizlemde elma, S6zer’in seramiklerinde bedenle 6zdeslesen bir form olarak ifade
edilebilir. Elmanin yuvarlakligi, hacmi ve i¢e kapali yapisi, insan bedenine dair ¢agrigimlar iiretirken;
seramik yiizeydeki yarilmalar ve kirilmalar, bedenin hem biyolojik hem de toplumsal olarak maruz
kaldig1 baskilara gonderme yapar. Bu baglamda elma, ozellikle kadin bedeniyle iliskilendirilen
dogallik, iretkenlik ve korunma gibi kavramlarin sorgulanmasina aracilik eden sessiz bir anlati
unsuruna dondisiir. Hiillya S6zer’in elma imgesini kullanimi, masal ve halk anlatilarinda elmaya
atfedilen mucizevi ve iyilestirici anlamlardan izler tasimakla birlikte, bu anlamlar1 cagdas bir
belirsizlik alanina tagir. Elma artik mutlak bir umut ya da kurtulus simgesi degil; aksine, gegicilik,
kayip ve donilisiim kavramlarim birlikte barmdiran bir esik nesnesi olarak konumlanir. Boylece
sanatci, kiiltiirel bellekte kokli bir yere sahip olan bu sembolii, giincel ekolojik ve varolugsal
tartigmalarla iligskilendirerek yeniden yorumlamaktadir (Gorsel 4).

Gorsel 4: Elma, Elle Sekillendirme, (Sozer, 2018). Kaynak:
https://www.artsurem.com/art/artwork/hulya-sozer/410/

Bir diger sanat¢1 Nuray Ada’nin seramik elma formlari, ilk bakista tanidik bir nesne olarak
karsimiza c¢ikmaktadir. Yuvarlak, dengeli hacim; iistte belirginlesen sap izi ve piiriizsiiz ylizey,
elmanin arketip formuna gonderme yapmaktadir. Sanatgi, elmayir soyutlamaktan ozellikle
kaginmakta; bi¢imin tagmabilirligini korumaktadir. Bu tercih, izleyicinin nesneyle aninda iliski
kurmasini saglamakta ve sembolik ifadenin kapisini agmaktadir. Eserde kullanilan parlak kirmiz: sir,
elmay1 gorsel olarak cazip kilmaktadir. Yiizeydeki homojenlik ve 15181 yansitan parlaklik, elmay1
idealize etmektedir ve neredeyse kusursuz bir nesne hissi yaratmaktadir. Ancak bu kusursuzluk,
dogalliktan ¢ok yapay bir ¢ekicilik izlenimi vermektedir. Elma, dogadan koparilip estetik bir vitrin
nesnesine dontistiirilmiistiir.
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Elma, sanat  tarihinde ve  mitolojide cok  yonli  bir  semboldiir:
Adem ile Havva anlatisinda yasak meyve, Anadolu kiiltiiriinde bereket ve dogurganlik, Bati
ikonografisinde arzu ve giinah ile iliskilendirilmektedir. Nuray Ada, bu tarihsel yiikii bilin¢li big¢imde
cagirir ancak dogrudan anlatiya bagvurmaz. Flma tek basina, sessiz ama yogun bir anlam alam
yaratmaktadir. Burada sembol anlatilmamakta, izleyicinin kiiltiirel belleginde harekete
gegcirilmektedir (Gorsel 5).

Gorsel 5: Seramik Elma, Dokiim Kili, (Ada, 2020). Kaynak:
https://sanayi313.com/tr/paper/citizens-tr/nuray-ada/

Bir diger sanat¢1 Seving Koseoglu Ulubatli’nin “Save The Future” adli seramik ¢aligmasi,
ilk bakista tanidik ve giiclii bir sembolik form {izerinden izleyiciyle iliski kurmaktadir. Eserde
kullanilan elma imgesi, bicimsel biitiinliigii korunmus yapisi ve dikkat cekici ylizey 6zellikleriyle
yalnizca giindelik bir nesne degil, ayn1 zamanda kiiltiirel ve simgesel ¢cagrisimlar1 yogun bir form
olarak degerlendirilebilmektedir. Elmanmin yuvarlak hacmi, dengeli kompozisyonu ve organik
biitiinliigii, doga, bereket ve yasam dongiisiine iliskin geleneksel anlam alanlarini ¢agristirmaktadir.

Caligmanin bashigi olan Save The Future, eserin yorum alanini ¢evresel siirdiiriilebilirlik,
gelecek kaygisi ve insan-doga iliskisi eksenine tagimaktadir. Bu baglamda elma, yalnizca mitolojik
ve masals1 anlatilardaki bilgi, arzu ve bereket sembolii olarak degil; korunmasi gereken dogal
yasamin ve kirillgan ekolojik dengenin temsilcisi olarak da okunabilmektedir. Eserdeki ylizey
tercihleri, malzeme kullanimi ve bi¢imsel miidahaleler, dogallik ile yapaylik arasindaki gerilimi
goriliniir kilan unsurlar olarak karsimiza ¢ikmaktadir.

Seramik malzemenin dayaniklili1 ile elmanin dogas1 geregi gegiciligi arasinda kurulan
karsitlik ise ¢aligmaya kavramsal bir derinlik kazandirmaktadir. Bu karsitlik, zaman, doniisim ve
kalicilik kavramlarin1 aymi diizlemde bulusturarak gelecege dair koruma ve sorumluluk fikrini
giiclendirmektedir. Boylece eser, elmay1 yalnizca estetik bir form olarak sunmak yerine, giincel
cevreyle ilgili sorunlar ve kolektif gelecek diisiincesi iizerine yorumlanabilecek ¢ok yonlii bir
sembole doniistiirmektedir (Gorsel 6).
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Gorsel 6: Save The Future, Elle Sekillendirme, (Ulubatli, 2022). Kaynak:
https://www.mgu.edu.tr/universitemiz-ogretim-uyesi-doc-sevinc-koseoglu-ulubatli

Sibel Hepsayar’in seramiklerinde elma figiirii, mitolojik ya da alegorik bir anlatimmn
merkezinde yer almaktan ziyade, giindelik yasamin estetize edilmis bir nesnesi olarak ele
alimmaktadir. Sanatci, elmay1 cogunlukla yalin, diizgiin ve tekrar eden formlar hélinde sunarak onun
dogayla olan organik bagini zayiflatmaktadir. Bu yaklasim, elmay1 simgesel yiikiinden arindirmak
yerine, onu nesnelesme siireci lizerinden yeniden anlamlandirmaktadir. Elma artik yasak meyve ya
da metafizik bir ¢agrisim degil; cagdas yasamin gorsel diizenine uyum saglamis bir objedir.

Hepsayar’in elmalari, parlak yiizeyleri ve kontrollii bigimleriyle izleyicide ilk anda ¢ekicilik
hissi uyandirmaktadir ancak bu ¢ekicilik, ayni zamanda bir mesafe ve sogukluk barindirmaktadir.
Elmanin neredeyse endiistriyel bir kusursuzlukla iiretilmis gibi algilanmasi, dogallik fikrini
sorgulatmaktadir. Bu baglamda elma, tiiketim kiiltiirli nesnelerden birisi haline gelmektedir. Seramik
malzemenin geleneksel sicakligi ile elma formunun steril goriiniimii arasindaki gerilim, sanat¢inin
iiretimlerinde 6nemli bir ifade alan1 olusturmakta ve izleyiciyi, giindelik nesnelerle kurulan iligkileri
yeniden diisiinmeye davet etmektedir (Gorsel 7).

Gorsel 7: Elma, Elle Sekillendirme, Liister, (Hepsayar, 2024). Kaynak:
http://sibelhepsayar.com/en/sibel-hepsayar.asp

Funda Ac¢ikgdz’iin seramik tiretimlerinde elma figiirii, yalnizca dogaya ait bir nesne olarak
degil; beden, hafiza ve bastirilmis duygularin tasiyicisi olarak karsimiza ¢ikmaktadir. Sanat¢i, elmay1
cogu zaman ideal formundan uzaklastirarak; boliinmiis, katmanli ya da yiizeysel miidahalelere agik
bir bigimde ele almaktadir. Bu deformasyon, elmanin geleneksel olarak temsil ettigi masumiyet ve
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bereket imgelerini bilingli bicimde kirmaktadir. Ac¢ikgdz’iin elmalari, izleyiciye tanidik gelen bir
form {izerinden igsel ¢atigmalari ve kirilganligi goriiniir kilmaktadir.

Elma, sanat¢inin pratiginde beden metaforu ile giiglii bir iliski kurmaktadir. Yuvarlakligi,
dolgunlugu ve yiizey gerilimi, insan bedenine dair ¢agrisimlar iiretirken; sir catlaklari, yariklar ve
ylizey bozulmalari, bastirilmis deneyimlerin ve duygusal travmalarin izlerini tagimaktadir. Bu
baglamda elma, idealize edilmis bedenden ziyade, deneyimle sekillenmis ve yara almis bir varlik
olarak anlatilmaktadir. Seramik malzemenin kirilganligi, elma imgesiyle birleserek bedensel ve
ruhsal savunmasizlig1 pekistirmektedir.

Acikgoz’iin elma figlirli, form ve yiizey Ozellikleri bakimindan hafiza ve zaman
kavramlariyla iliskilendirilebilecek bir gorsel yapi sunmaktadir. Eserdeki pargalanmis form,
katmanli yiizey kurgusu ve deformasyon etkisi, elmanin dogal olarak gecicilik ve bozulma ile
iligkilendirilen yapisini ¢agristirmaktadir. Buna karsilik seramik malzemenin dayanikli ve kalict
niteligi, gecicilik ile siireklilik arasinda dikkat ¢ekici bir karsitlik olusturmaktadir. Bu gorsel karsitlik
iizerinden elma imgesi; kayip, doniisim ve geg¢mise ait izler baglaminda yorumlanabilir. Bu
dogrultuda eser, bireysel deneyim, hatirlama ve duygusal izler iizerine diisiinmeye agik bir anlatim
alan1 olusturmaktadir. Sanat¢1 eserinde; “Cok sey anlatir “elma” Dallarin gélgesinde sakli bir sir
Kirmizi, altin, yesil bir tilsim Bir avugta kader, bir nefeste yasak... Deliligin {i¢ yiiziine... Her biri
i¢in bir elma” ifadesini kullanmustir.

Acikgoz’iin “Cok sey anlatir e/ma” ifadesi, elmayi tekil bir nesneden ¢ikararak ¢ok katmanli
bir simgesel alana yerlestirmektedir. “Dallarin golgesinde sakli bir sir” tanimi, elmay1 goriiniirde
masum ancak derin anlamlar barindiran bir imge olarak konumlandirirken; kirmizi, altin ve yesil
renkler elmanin tarihsel, mitolojik ve duygusal cesitliligine isaret etmektedir. Sanat¢inin “bir avugta
kader, bir nefeste yasak™ sozleri, elmayr hem se¢cimin hem de sonuglarinin sembolii haline
getirmektedir. Bu baglamda elma, insanin kendi smirlarii agma arzusunu temsil etmektedir.
“Deliligin ii¢ ylzi” i¢in Onerilen ii¢ elma ise akil, arzu ve bilingdig1 arasinda gidip gelen insan
hallerine gonderme yapmaktadir. Agikg6z’iin seramik pratiginde elma, bu ¢oklu anlam katmanlarin
beden, hafiza ve kirilganlik {izerinden somutlastiran metaforik bir tagiyiciya donlismekte; boylece
izleyiciyi yalmzca gorsel degil, diisiinsel bir yiizlesmeye de davet etmektedir (Gorsel 8).

Gorsel 8: Elma, Elle Sekillendirme, (A¢ikgoz, 2025). Kaynak:
https://www.instagram.com/p/DFnCFOYCpWZ/
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Sonug¢

Bu ¢alisma, elma figiiriiniin ¢agdas Tiirk seramik sanatinda yalnizca tarihsel ve mitolojik bir
simge olarak varligini siirdiirmedigini; aksine sanat¢ilarin teknik, bicimsel ve kavramsal tercihleri
dogrultusunda stirekli yeniden inga edilen dinamik bir anlam alanina doniistiigiinii ortaya
koymaktadir. Elma, Hiilya Soézer’in iiretimlerinde kadin bedeni ve kimlik politikalariyla
iligkilendirilerek patriyarkal anlatilara karsi elestirel bir ara¢ haline gelirken; Nuray Ada’da kiiltiirel
bellek, arzu ve gorsel cazibe iizerinden nesne ile izleyici arasindaki iliskiyi sorgulayan bir imgeye
doniismektedir. Funda Agikgdz’iin seramiklerinde ise elma, hafiza, kirillganlik ve bastirilmis
deneyimlerle iligkilendirilerek psikolojik ve icsel bir anlatim alam1 agmakta; ideal formundan
uzaklastirilan bu imge, insan bedeninin ve zihninin yara alabilir yapisini1 goriiniir kilmaktadir. Sibel
Hepsayar’in liister teknigiyle iirettigi elma formlar1 ise metalik parlaklik ve yansitici ylizeyler
araciligiyla elmay1 dogalligindan koparmakta; onu estetiklestirilmis, g¢ekici fakat mesafeli bir
nesneye doniistiirerek cagdas tiikketim kiiltiirli ve nesnelesme olgusuyla iliskilendirmektedir.

Bu farkli yaklagimlar, elma figiiriiniin ¢cagdas seramik sanatinda sabit ve tekil bir anlam
tagimadigini; aksine her sanatginin miidahalesiyle yeniden kodlanan, baglama duyarli ve ¢ogul bir
imge haline geldigini gostermektedir. Elmanin yuvarlak formu, yiizey gerilimi ve kirilgan yapisi,
seramik malzemenin dogasiyla birleserek beden, hafiza, arzu ve kimlik gibi kavramlarin
somutlagsmasina olanak tanimaktadir. Parlak sirlar, deformasyonlar ve liister uygulamalari gibi teknik
tercihler, elmanin metaforik yiikiinii derinlestirirken izleyiciyi yalnizca gorsel bir deneyime degil,
ayni zamanda diisiinsel ve duygusal bir sorgulamaya davet etmektedir. Bu baglamda elma, ¢agdas
Tiirk seramik sanatinda gegmisten devralinan sembolik anlamlar1 tasiyan pasif bir imge olmaktan
cikarak; giincel estetik, toplumsal ve bireysel meselelerle temas eden, siirekli doniisen ve yeniden
yorumlanan aktif bir anlati aracina donligmektedir.
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