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Abstract: This study aims to semantically analyze depictions of fruit in wall paintings found in religious and
secular architectural structures across various regions of Anatolia. Visual data collected from Nevsehir, Tokat,
Bursa, Yozgat, Konya, and Manisa reveal that fruit motifs constitute a common visual language symbolizing
concepts such as fertility, sustenance, hospitality, and spiritual richness. The findings indicate that while these
symbolic meanings are consistent across regions, local artistic styles reinterpret them with their own distinctive
aesthetic characteristics. Overall, the study demonstrates that the Anatolian mural tradition represents both
cultural continuity and regional diversity. These traditional depictions of fruit are not merely aesthetic elements
that adorn the transformation; they also serve as guardians of a belief system passed down through generations.

The research demonstrates that while these motifs are blended with local stylistic features to present aesthetic
diversity, the symbolic system underlying this diversity carries a universal coherence of meaning. This
symbolic language demonstrates that, across a broad spectrum of architecture—ranging from mosques to
mansions—the sacred and the secular can coexist within a shared aesthetic framework. Thus, even as the
function of a space changes, it becomes evident that the artistic sensibilities and cultural codes shaping the
architecture also evolve. In conclusion, it is understood that the Anatolian mural tradition exhibits a unique
structure that fuses cultural continuity with regional differences and serves as a visual reflection of collective
memory.
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Oz: Bu caligma; Anadolunun farkli bolgelerindeki dini ve sivil mimari yapilarinda yer alan duvar
resimlerindeki meyve tasvirlerini anlamsal olarak ¢6ziimlemeyi amaglamaktadir. Nevsehir, Tokat, Bursa,
Yozgat, Konya ve Manisa'dan elde edilen gorsel veriler; meyve motiflerinin bereket, rizik, misafirperverlik ve
manevi zenginlik gibi kavramlar1 imgeleyen ortak bir gorsel dil teskil ettigini ortaya koyuyor. Bulgular, bu
sembolik anlamlarin bdlgeler arasinda tutarli olmakla birlikte, yerel sanat iisluplarinin bunlar1 kendine 6zgii
estetik ozelliklerle yeniden yorumladigini ortaya koymaktadir. Calisma genel olarak, Anadolu duvar resmi
geleneginin hem kiiltiirel siirekliligi hem de bolgesel ¢esitliligi temsil ettigini gostermektedir. Bu geleneksel
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meyve betimlemeleri, sadece degigimi siisleyen estetik unsurlar degil ayn1 zamanda kusaklar aras1 aktarilan bir
inang sisteminin de koruyuculugu iistlenmektedir.

Aragtirma, s6z konusu motiflerin yerel iislup 6zellikleri ile harmanlanarak estetik bir cesitliligin sunulmasi,
ayn1 zamanda bu cesitliligin altinda yatan sembolik dizgenin evrensel bir anlam biitiinliigii tagidigini ortaya
koymaktadir. S6z konusu sembolik dil, camilerden konaklara kadar uzanan genis bir mimari dagilimda, kutsal
ile diinyevi olanin ortak bir estetik paydada bulunabildigini gosteriyor. Boylece mekanin islevi degisse bile,
mimariyi sekillendiren yetenegin ve kiiltiirel kodlarin degistigi goriilityor. Sonug olarak, Anadolu duvar resmi
geleneginin, kiilttirel siireklilik ile bdlgesel farkliliklar1 ayni potada eriten 6zgiin bir yap: sergiledigi ve

toplumsal bellegin gorsel bir yansimasi oldugu anlasilmaktadir.

Anahtar Kelimeler: Duvar Resimleri, Osmanli, Anadolu, Meyve Sembolizmi, Anlamsal Céziimleme.
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Structured Abstract:

In Anatolia, particularly during the 18th and 19th centuries, the practice of decorating wall surfaces
with paintings in both secular and religious architecture constitutes a notable branch of Ottoman provincial art.
This tradition, observed in centres such as Tokat, Amasya, Nevsehir, Sivas, Yozgat, Manisa, Bursa, and Konya,
is a multi-layered form of cultural expression reflecting the aesthetic tastes, social practices, and religious and
spiritual perceptions of the era (Sener, 2011).

Wall paintings are often referred to as “pen work" or “wall embroidery" or, as they are known in the
literature, “Anatolian wall paintings" and possess a multicultural structure resulting from the shared creative
spaces of Greek, Armenian, and Turkish masters (Renda, 1977).

A significant portion of these paintings consists of still-life compositions, particularly depictions of
fruit. Fruit depictions are not merely aesthetic elements adorning the surface; they also carry religious, cultural,
and social symbolic meanings. For example, the pomegranate holds a significant iconographic place in both
Islamic and Anatolian folk beliefs, symbolising fertility, abundance, and unity (Kus, O. & Duran, R., 2022, p.
23). Other fruits, such as apples, pears, melons, and watermelons, are often included in compositions as
symbols of abundance, hospitality, worldly wealth, or the perception of domestic prosperity (Arik, 1988).

Beyond their symbolic value, fruit motifs also reflect the economic and agricultural structure of the
regions in which they were produced. The selection of particular fruits often corresponds to products that were
cultivated locally or widely consumed in daily life, allowing these paintings to function as visual documents
of regional identity. In this respect, the artists did not simply reproduce decorative motifs but incorporated
familiar elements from everyday life into architectural interiors, thereby creating compositions that resonated
with the experiences and cultural memory of local communities.

Most of the wall paintings identified in Anatolia are found in spaces such as mansion rooms, reception
rooms, the rear prayer areas of mosques, the walls of the harim, and village mosques. The depictions of fruit
in these paintings often appear as still lifes arranged on a footed tray, in a bowl, on a silver plate, or in a basket.
This arrangement suggests that the painting is not merely an aesthetic element but also a visual representation
of domestic culture, social status, and the tradition of hospitality (Renda, 1977). The compositional
organisation of these still lifes demonstrates a deliberate concern for balance, symmetry, and visual harmony.
Fruits are generally presented in carefully arranged groups, emphasising order rather than natural randomness.
Such arrangements reveal the influence of Ottoman decorative aesthetics while also reflecting the interaction
between local artistic traditions and Western pictorial conventions that became increasingly visible during the
eighteenth century. Although perspective and shading are sometimes employed, many examples preserve the
stylised character typical of traditional Ottoman painting, creating a distinctive synthesis of realism and
ornamentation.

Fruit compositions appear with striking frequency, particularly in examples of religious and civil
architecture in centres such as Urgiip, Tokat, Yozgat, Bursa, Manisa, and Konya. While the formal
characteristics of these depictions differ from one region to another, the recurring use of similar motifs indicates
the existence of a shared symbolic vocabulary across Anatolia. This continuity suggests that fruit imagery
transcended local artistic preferences and became part of a broader visual language through which concepts
such as prosperity, generosity, and spiritual blessings were communicated.

The aim of this study is to examine the depictions of fruit found in wall paintings of civil and religious
architecture in Anatolia and to reveal the symbolic meanings carried by fruits within their cultural context
through visual material collected from various regions. In this context, the Urgiip Giizelgdz Mansion, the
Manisa Kula/Emre Village Mosque, the Manisa Soma Hizir Bey and Damgaci Mosques, the Manisa Kirkagac
Ciftehanlar Mosque, the Yozgat Nizamoglu Mansion, the Yozgat Lok Village Mansion, the Konya Beysehir
Advancik Mosque, and the Tokat Siheylik Tomb serve as examples comprising the study’s visual dataset.

In the visual arts, fruits with seeds or pits—such as watermelons, pomegranates, grapes, corn, figs,
dates, olives, and wheat ears—which carry the future within their seeds, are most often associated with
paradise, birth, the continuation of the lineage, fertility, abundance, and immortality (Altiner, 2021, 410).

The iconographic power of fruit symbols is not limited to religious or social meanings; it is also
directly linked to the culture of hospitality in Anatolia. It presents the Ottoman table not only as a space for
eating and drinking but also as the most vivid stage for the tension between civilisation, tolerance, and cultures.
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Here, the table is a “promise of unity". Yet it reflects a cultural structure where the limits of that promise are
also clearly felt (Abir, 2025, 172).

Accordingly, fruit imagery should be understood not merely as a decorative component of interior
ornamentation but as an important visual medium through which social memory, local identity, and collective
beliefs were preserved and transmitted. By examining these motifs through both iconographic and cultural
perspectives, this study aims to contribute to the understanding of Anatolian wall paintings as historical
documents that illuminate the artistic practices, symbolic traditions, and everyday life of Ottoman society.

Keywords: wall paintings, Ottoman, Anatolia, fruit symbolism, semantic analysis.
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Résumé Structuré:

En Anatolie, notamment aux XVIlle et XIXe siécles, la pratique consistant a orner les surfaces
murales de peintures, tant dans 1’architecture laique que religieuse, constitue une branche notable de I’art
provincial ottoman. Cette tradition, observée dans des centres tels que Tokat, Amasya, Nevsehir, Sivas, Yozgat,
Manisa, Bursa et Konya, est une forme d’expression culturelle a multiples facettes qui refléte les gofts
esthétiques, les pratiques sociales ainsi que les perceptions religicuses et spirituelles de 1’époque (Sener, 2011).

Les peintures murales sont souvent désignées sous les termes de « travail a la plume » ou de « broderie
murale » ou, comme on les appelle dans la littérature, de « peintures murales anatoliennes » ; elles possédent
une structure multiculturelle résultant des espaces créatifs partagés par des maitres grecs, arméniens et turcs
(Renda, 1977).

Une part importante de ces peintures consiste en des compositions de natures mortes, en particulier
des représentations de fruits. Ces représentations de fruits ne sont pas de simples éléments esthétiques ornant
la surface ; elles véhiculent également des significations symboliques religieuses, culturelles et sociales. Par
exemple, la grenade occupe une place iconographique importante tant dans les croyances populaires islamiques
qu’anatoliennes, symbolisant la fertilité, I’abondance et I’unité (Kus, O. & Duran, R., 2022, p. 23). D’autres
fruits, tels que les pommes, les poires, les melons et les pastéques, sont souvent intégrés aux compositions en
tant que symboles d’abondance, d’hospitalité, de richesse matérielle ou de prospérité domestique (Arik, 1988).

Au-dela de leur valeur symbolique, les motifs fruitiers reflétent également la structure économique et
agricole des régions dans lesquelles ils ont été réalisés. Le choix de fruits particuliers correspond souvent a des
produits cultivés localement ou largement consommés dans la vie quotidienne, ce qui permet a ces peintures
de servir de documents visuels de I’identité régionale. A cet égard, les artistes ne se sont pas contentés de
reproduire des motifs décoratifs, mais ont intégré des éléments familiers de la vie quotidienne dans des
intérieurs architecturaux, créant ainsi des compositions qui faisaient écho aux expériences et a la mémoire
culturelle des communautés locales.

La plupart des peintures murales recensées en Anatolie se trouvent dans des espaces tels que les pieces
de manoirs, les salons, les espaces de priére arriére des mosquées, les murs du harim et les mosquées de village.
Les représentations de fruits dans ces peintures apparaissent souvent sous forme de natures mortes disposées
sur un plateau a pieds, dans un bol, sur une assiette en argent ou dans un panier. Cette disposition suggére que
la peinture n’est pas seulement un élément esthétique, mais aussi une représentation visuelle de la culture
domestique, du statut social et de la tradition d’hospitalité (Renda, 1977). L’organisation compositionnelle de
ces natures mortes témoigne d’un souci délibéré d’équilibre, de symétrie et d’harmonie visuelle. Les fruits sont
généralement présentés en groupes soigneusement agencés, mettant I’accent sur I’ordre plutdt que sur le hasard
naturel. De tels agencements révelent 1’influence de 1’esthétique décorative ottomane tout en reflétant
I’interaction entre les traditions artistiques locales et les conventions picturales occidentales, qui est devenue
de plus en plus visible au cours du XVIlle siécle. Bien que la perspective et ’ombrage soient parfois utilisés,
de nombreux exemples conservent le caractére stylisé typique de la peinture ottomane traditionnelle, créant
ainsi une synthese distinctive entre réalisme et ornementation.

Les compositions de fruits apparaissent avec une fréquence frappante, en particulier dans les exemples
d’architecture religieuse et civile de centres tels qu’Urgiip, Tokat, Yozgat, Bursa, Manisa et Konya. Si les
caractéristiques formelles de ces représentations différent d’une région a 1’autre, 1’utilisation récurrente de
motifs similaires indique 1’existence d’un vocabulaire symbolique commun a toute I’ Anatolie. Cette continuité
suggere que 1’imagerie des fruits a transcendé les préférences artistiques locales pour s’inscrire dans un langage
visuel plus large, par lequel des concepts tels que la prospérité, la générosité et les bénédictions spirituelles
étaient communiqués.
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L’objectif de cette étude est d’examiner les représentations de fruits présentes dans les peintures
murales de 1’architecture civile et religieuse en Anatolie, et de mettre en lumicre les significations symboliques
véhiculées par les fruits dans leur contexte culturel, a partir de documents visuels recueillis dans diverses
régions. Dans ce contexte, le manoir Giizelgdz d’Urgiip, la mosquée du village de Kula/Emre a Manisa, les
mosquées Hizir Bey et Damgaci de Soma a Manisa, la mosquée Ciftehanlar de Kirkaga¢ a Manisa, le manoir
Nizamoglu de Yozgat, le manoir du village de Lok a Yozgat, la mosquée d’Advancik a Beysehir (Konya) et le
tombeau de Siheylik a Tokat constituent des exemples composant I’ensemble de données visuelles de cette
étude.

Dans les arts visuels, les fruits a pépins ou a noyau — tels que les pastéques, les grenades, les raisins,
le mais, les figues, les dattes, les olives et les épis de blé —, qui portent I’avenir au sein de leurs graines, sont
le plus souvent associés au paradis, a la naissance, a la perpétuation de la lignée, a la fertilité, a I’abondance et
a ’immortalité (Altiner, 2021, 410).

La puissance iconographique des symboles fruitiers ne se limite pas a des significations religieuses ou
sociales ; elle est également directement liée a la culture de 1’hospitalité en Anatolie. Elle présente la table
ottomane non seulement comme un espace dédi¢ a la nourriture et a la boisson, mais aussi comme la scéne la
plus vivante de la tension entre civilisation, tolérance et cultures. Ici, la table est une « promesse d’unité ». Elle
refléte pourtant une structure culturelle ou les limites de cette promesse se font également clairement sentir
(Abir, 2025, 172).

En conséquence, ’imagerie des fruits ne doit pas étre comprise simplement comme un élément
décoratif de I’ornementation intérieure, mais comme un support visuel important a travers lequel la mémoire
sociale, I’identité locale et les croyances collectives étaient préservées et transmises. En examinant ces motifs
sous I’angle tant iconographique que culturel, cette étude vise a contribuer a la compréhension des peintures
murales anatoliennes en tant que documents historiques qui éclairent les pratiques artistiques, les traditions
symboliques et la vie quotidienne de la société ottomane.

Mots-clés: peintures murales, ottoman, Anatolie, symbolisme des fruits, analyse sémantique.

Resumen Estructurado:

En Anatolia, especialmente durante los siglos XVIII y XIX, la practica de decorar las superficies de
las paredes con pinturas, tanto en la arquitectura laica como en la religiosa, constituye una rama destacada del
arte provincial otomano. Esta tradicion, presente en centros como Tokat, Amasya, Nevsehir, Sivas, Yozgat,
Manisa, Bursa y Konya, es una forma de expresion cultural con multiples facetas que refleja los gustos
estéticos, las practicas sociales y las percepciones religiosas y espirituales de la época (Sener, 2011).

Las pinturas murales suelen denominarse «trabajo de pluma» o «bordado mural» o, tal y como se
conocen en la literatura, «pinturas murales de Anatolia», y poseen una estructura multicultural resultado de los
espacios creativos compartidos por maestros griegos, armenios y turcos (Renda, 1977).

Una parte significativa de estas pinturas consiste en composiciones de bodegones, en particular
representaciones de frutas. Las representaciones de frutas no son meros elementos estéticos que adornan la
superficie, sino que también encierran significados simbdlicos religiosos, culturales y sociales. Por ejemplo, la
granada ocupa un lugar iconografico significativo tanto en las creencias populares islamicas como en las
anatolias, simbolizando la fertilidad, la abundancia y la unidad (Kus, 0. y Duran, R., 2022, p. 23). Otras frutas,
como las manzanas, las peras, los melones y las sandias, suelen incluirse en las composiciones como simbolos
de abundancia, hospitalidad, riqueza material o la percepcion de prosperidad doméstica (Arik, 1988).

Mas alld de su valor simboélico, los motivos frutales también reflejan la estructura econdémica y
agricola de las regiones en las que se producian. La seleccion de frutas concretas suele corresponder a productos
que se cultivaban localmente o se consumian ampliamente en la vida cotidiana, lo que permite que estas
pinturas funcionen como documentos visuales de la identidad regional. En este sentido, los artistas no se
limitaban a reproducir motivos decorativos, sino que incorporaban elementos familiares de la vida cotidiana a
los interiores arquitectonicos, creando asi composiciones que resonaban con las experiencias y la memoria
cultural de las comunidades locales.
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La mayoria de las pinturas murales identificadas en Anatolia se encuentran en espacios como las
estancias de las mansiones, las salas de recepcion, las zonas de oracion traseras de las mezquitas, las paredes
del harim y las mezquitas de los pueblos. Las representaciones de frutas en estas pinturas suelen aparecer como
bodegones dispuestos sobre una bandeja con pie, en un cuenco, en un plato de plata o en una cesta. Esta
disposicion sugiere que la pintura no es meramente un elemento estético, sino también una representacion
visual de la cultura doméstica, el estatus social y la tradicion de la hospitalidad (Renda, 1977). La organizacion
compositiva de estos bodegones demuestra una preocupacion deliberada por el equilibrio, la simetria y la
armonia visual. Las frutas se presentan generalmente en grupos cuidadosamente dispuestos, haciendo hincapié
en el orden mas que en la aleatoriedad natural. Dichos arreglos revelan la influencia de la estética decorativa
otomana, al tiempo que reflejan la interaccion entre las tradiciones artisticas locales y las convenciones
pictoricas occidentales, que se hicieron cada vez mas visibles durante el siglo XVIII. Aunque en ocasiones se
emplean la perspectiva y el sombreado, muchos ejemplos conservan el caracter estilizado tipico de la pintura
tradicional otomana, creando una sintesis distintiva de realismo y ornamentacion.

Las composiciones de frutas aparecen con notable frecuencia, especialmente en ejemplos de
arquitectura religiosa y civil en centros como Urgiip, Tokat, Yozgat, Bursa, Manisa y Konya. Si bien las
caracteristicas formales de estas representaciones difieren de una region a otra, el uso recurrente de motivos
similares indica la existencia de un vocabulario simbdlico compartido en toda Anatolia. Esta continuidad
sugiere que la imagineria frutal trascendi6 las preferencias artisticas locales y pas6 a formar parte de un
lenguaje visual mas amplio a través del cual se transmitian conceptos como la prosperidad, la generosidad y
las bendiciones espirituales.

El objetivo de este estudio es examinar las representaciones de frutas que se encuentran en las pinturas
murales de la arquitectura civil y religiosa de Anatolia y revelar los significados simbolicos que transmiten las
frutas dentro de su contexto cultural a través del material visual recopilado en diversas regiones. En este
contexto, la mansion Giizelgoz de Urgiip, la mezquita del pueblo de Kula/Emre en Manisa, las mezquitas de
Hizir Bey y Damgaci en Soma (Manisa), la mezquita de Ciftehanlar en Kirkaga¢ (Manisa), la mansion
Nizamoglu de Yozgat, la mansion del pueblo de Lok (Yozgat), la mezquita de Advancik (Beysehir, Konya) y
la tumba de Siheylik (Tokat) constituyen ejemplos que conforman el conjunto de datos visuales del estudio.

En las artes visuales, las frutas con semillas o huesos —como las sandias, las granadas, las uvas, el
maiz, los higos, los datiles, las aceitunas y las espigas de trigo—, que llevan el futuro en sus semillas, se asocian
con mayor frecuencia al paraiso, al nacimiento, a la continuidad del linaje, a la fertilidad, a la abundancia y a
la inmortalidad (Altiner, 2021, 410).

El poder iconografico de los simbolos frutales no se limita a los significados religiosos o sociales;
también esta directamente vinculado a la cultura de la hospitalidad en Anatolia. Presenta la mesa otomana no
solo como un espacio para comer y beber, sino también como el escenario mas vivido de la tension entre
civilizacion, tolerancia y culturas. Aqui, la mesa es una «promesa de unidad». Sin embargo, refleja una
estructura cultural en la que también se perciben claramente los limites de esa promesa (Abir, 2025, 172).

En consecuencia, las imagenes de frutas deben entenderse no solo como un componente decorativo
de la ornamentacion interior, sino como un importante medio visual a través del cual se conservaban y
transmitian la memoria social, la identidad local y las creencias colectivas. Al examinar estos motivos desde
perspectivas tanto iconograficas como culturales, este estudio pretende contribuir a la comprension de las
pinturas murales de Anatolia como documentos historicos que arrojan luz sobre las practicas artisticas, las
tradiciones simbolicas y la vida cotidiana de la sociedad otomana.

Palabras clave: pinturas murales, otomano, Anatolia, simbolismo de la fruta, analisis semantico.
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CrpykrypupoBannoe Pe3iome:

B Amnaromun, ocobenno B XVIII m XIX Bekax, mpakTHKa yKpamleHHsS CTEH POCHHUCSIMH KakK B
CBETCKOW, TaK M B PEIUTHO3HONW apXHUTEKType MPEACTABISIET CO0OIl 3aMETHYIO BETBb NPOBHHIUAIHHOTO
uckycctBa OcMaHCKOM mMmepun. JTa Tpanunus, HaOmomaemas B TaKMX LEHTpax, kKak Tokar, Amacus,
Hepmexup, Cusac, Mosrar, Manuca, Bypca u Kombs, mpeactaBimser coGoil MHOTOCIONHYIO (GopMmy
KyJIbTypPHOTO CaMOBBIPAXCHUS, OTPAXKAIOIIYI0 ICTETHYECKHE BKYCHI, CONMAIbHBIC IPAKTHKH, a TaKXKe
peNuruo3Hble U AyXOBHbIE NpeacTaBieHus Toi snoxu (Lenep, 2011).

HacTeHHBIE pOCITUCH YaCTO HA3BIBAIOT «PAa00OTOM MEPOM» HITH «HACTCHHOM BBIIIHUBKO» JTH00, KaK UX
Ha3bIBAIOT B JIUTEPATypE, «AHATOJMHCKUMH HACTCHHBIMU POCIHCSIMU»; OHH OOJIQJAI0T MYIbTHKYJIBTYPHOU
CTPYKTYpO#, OOYCIIOBICHHON COBMECTHBIM TBOPYECTBOM TPEUYCCKHUX, APMSIHCKHX M TYPEIKHX MacTepOB
(Penpna, 1977).

3HaunTebHAS YaCTh 9THX POCHHCEH peacTaBIsieT co00H HATIOPMOPTHBIE KOMITO3HIIUH, B YACTHOCTH
n3o0paxkerus ¢ppykros. M3zo0pakeHus GpyKTOB — 3TO HE MPOCTO ICTETHUECKHE HIEMEHTHI, YKPAIIaOIIie
MOBEPXHOCTh; OHU TAaKXX€ HECYT B ce0€ PEMTHO3HBIE, KYJIbTYPHBIC H COLIMAIbHBIE CHMBOINIECKHE 3HAUCHUSI.
Hanpumep, rpaHaT 3aHMMaeT Ba)KHOE MKOHOTPAa(UUECKOE MECTO KaK B MCIAMCKHX, TaK U B aHATOJIMHCKUX
HApOJIHBIX BEPOBAHMAX, CHMBOIHM3HUPYS IUTogopoaue, m3oomrue u eauHcTBo (Kym, O. u dypan, P., 2022, c.
23). dpyrue QpykThl, Takue Kak SOJOKH, TPy, ABIHA U apOy3bl, 9aCTO BKJIIOYAIOTCS B KOMITO3HIMH KaK

CHMBOJIBI H300MJIHS, TOCTEPHUMCTBA, MUPCKOTO GOTaTCTBa HIIM MPEICTaBICHHUS O JOMAITHEM OJIaroIONy YUK
(Apuk, 1988).

[ToMHMO CHMBOJHMYECKOTO 3HAYCHUS, (PPYKTOBBIC MOTHUBBI TAKKE OTPAKAIOT IKOHOMHUYECKYIO U
CEJIbCKOXO3SMCTBEHHYIO CTPYKTYPY PErHMOHOB, B KOTOPBIX OHH CO3/1aBajKCh. BBIOOP KOHKPETHBIX (PPYKTOB
9acTO COOTBETCTBYET MPOAYKTaM, KOTOPBIC BBIPAIUBAIMACH HA MECTE WM IIUPOKO YIOTPEOJISIINCh B
MOBCEHEBHOM >KM3HHM, OJlarojapsi 4eMy 3TH POCIHCH BBICTYIAIOT B KAUCCTBE BU3yaJdbHBIX JOKYMEHTOB
PETHOHANBHON UACHTUYHOCTH. B 3TOM OTHOILICHUH XYJOXKHUKH HE MPOCTO BOCIHPOU3BO/IHIH JIEKOPATUBHEIC
MOTHBBI, HO W BCTPAaWBAJU 3HAKOMBIC DJIEMEHTHI MOBCEAHEBHON J>KU3HU B APXUTEKTYPHBIC HHTEPHEPHI,
CO3/1aBasi TEM CaMbIM KOMIIO3UIIMH, KOTOPbIC HAXOIUIU OTKIUK B OMBITE U KYJIbTYPHOH MaMSATH MECTHBIX
COOOIIECTB.

BonbmMHCTBO HACTEHHBIX POCTIHICEl, 00HAPYKEHHBIX B AHATOJMH, HAXOAATCS B TAKHX TOMEIICHUSIX,
KaK KOMHATBl OCOOHSKOB, NMPHEMHBIC, 3aJIHUC MOJICIBHEIC 3allbI MEYeTeH, CTCHBI XapuMa M JIEpPEeBEHCKUE
Medetn. M3o0paxeHuss (QpyKTOB Ha OSTUX KapTHHAX 4YacTO MPEJICTaBJICHBI B BHUJE HATIOPMOPTOB,
PacCIoJIOKEHHBIX Ha TIOJJHOCE ¢ HOXKKAMH, B Yallle, Ha cepeOpstHOM 0JT0/ie Wit B Kop3uHe. Takas KOMITO3UITHs
yKa3bplBaeT Ha TO, YTO KapTHHA SBJSIETCS HE MPOCTO OJCTETHUECKHM D3JEMEHTOM, HO W BH3YyaJbHBIM
BOIUIOIICHUEM JIOMalTHeW KyJIbTYphl, COIIMAIbHOIO CTaTyca W Tpaauimu rocrenpuuMcta (Penma, 1977).
KoMmmo3unmonHoe nocTpoeHue STUX HaTIOPMOPTOB CBUICTEIHCTBYET O CO3HATEILHOM CTPEMIICHUH K OanaHcy,
CUMMETPUHU U BU3YAIbHOU rapMoHuu. DPYKTHI, KaK MPABUIIO, MPEACTABICHBI B TIIATEIHHO CKOMIOHOBAaHHBIX
TpyNIax, 4YTOo TWOJYEPKUBAET TMOPSAIOK, a HE eCTeCTBEHHYI0 XAOTHYHOCTh. Takue KOMIIO3UITUH
CBUJICTEILCTBYIOT O BIUSTHAH OCMAaHCKOH EKOPATHUBHOM 3CTETHKH, OJJHOBPEMEHHO OTpakasi B3aUMO/IeiicTBHE
MEXIY MECTHBIMH XYIOXKCCTBEHHBIMH TpPAIWIMAMH W 3alaJHBIMH JKHBOMHCHBIMH KAaHOHAMH, KOTOPOE
cTaHoBUIIOCH Bce Oonee 3ameTHHIM B XVIII Beke. XOTsI WHOT/AA MCIONB3YIOTCS MEPCIEKTHBA W TCHU, BO
MHOTHX MPOU3BEACHUSAX COXPAHSICTCS CTHIM30BAHHBIN XapakTep, TUIWIHBIA JJIs TPAAUIHOHHOW OCMaHCKOM
JKUBOTIHMCH, CO3/IaBasi CAMOOBITHBIN CUHTE3 peaau3Ma U OPHAMEHTaJIHLHOCTH.

Komnozuiun ¢ ¢pykramMu BCTpe4yaroTcs C IIOPa3HTENBHOW YacTOTOH, ocoOeHHO B oOpasiax
PENIUTHO3HOI M IPakIAHCKOH apXUTEKTYphI B TAKMX LEHTpaX, Kak Yprym, Tokat, Mosrar, Bypca, Mauuca u
Konps. Xots (opmanbHbIe XapaKTEPUCTHKH STHX H300paKEHWH Pa3TUYalOTCSl OT PErHOHAa K PETHOHY,
MOBTOPSIOIIEECS NCIOIH30BAHNE CXOKUX MOTHBOB YKa3hIBAaeT HA CYIIECTBOBAaHHE OOIIEr0 CHMBOJIHMYECKOTO
JIEKCHIKOHA TI0 BCe AHATOJIMK. DTa MPEEeMCTBEHHOCTh CBHICTENECTBYET O TOM, YTO 00pa3bl PPYKTOB BBILILTH
3a paMKH MECTHBIX XYJI0’KECTBEHHBIX MPEANOYTEHUH U CTAJIM YacThIO OoJiee IMPOKOTO BU3YaIbHOTO SI3BIKA,
C TOMOIIbI0 KOTOPOrO IepeJaBajluChb TaKWUE IOHATUS, KaK IPOLBETaHUE, IIEAPOCTb U TyXOBHBIE
65arocIoBeHUsL.

]_[GJ'IB JAHHOT'O HCCJICAOBaHUA — IPOAHAJIU3UPOBATH I/I306pa)KCHI/IH Q)pyKTOB, BCTpEHAromuecsa B
HACTCHHBIX POCIUCAX l"pa)KI[aHCKOﬁ n pGHHFHOSHOﬁ APXUTCKTYPbI AHaTOHI/II/I, a TaK¥XKE PpacKpbITh
CHUMBOJIMYCCKUEC 3HAYCHUS, KOTOPBIC HECYT (bpyKTLI B CBOCM KYJIbTYPHOM KOHTCKCTC, Ha OCHOBC BU3YyaJIbHOT'O
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Marepualia, COOpaHHOTO B PA3IMYHBIX perHoHax. B 9ToM KoHTekcTe 0coOHsK [103enbrés B Ypryne, MeueTs B
nepesue Kyna/Ompe (Manuca), meder Xbi3bip-6est u [lamraku 8 Come (Mannca), mevers Yudrexannap B
Kupxkaraue (Manuca), oco6usix Huzamorny B Mosrate, ocoGusik B nepenre JIék (Hosrar), meders ABaHUNK
B beitmexupe (Konps) u rpobrnmna Cuxeiinuk B Tokare ciIyar MpUMepaMH, COCTABISTIONIIMHA BU3YaIbHBINA
MAacCHB JJaHHBIX JaHHOTO HCCIIENOBAHUS.

B m300pa3uTensHOM HCKYCCTBE (PYKTBI C CEMEHAMH WM KOCTOYKAMH — TaKHE Kak apOy3sl,
TpaHaThl, BUHOTPAJ, KyKypy3a, WHXUP, (DMHUKH, OJIMBKH M KOJOChS IIIEHHIBI, — KOTOpBIE HECYT B cebe
Oynyluee, yalle BCETO aCCOLUUPYIOTCA € paeM, POXKICHUEM, IIPOJOIDKEHUEM POAia, IIIOA0POAUEM, H3001IeM
u 6eccmepTrem (Anteiaep, 2021, 410).

HkoHorpaduueckas ciiia CHMBOJIOB (DPYKTOB HE OFPaHHYUBACTCS PEITUTHOIHBIMHU WIIH COMATLHBIMU
3HAYCHUSMU; OHA TAKXKE HAIMPSIMYIO CBs3aHA C KYJTYPOU rOCTeNpUUMCTBA B AHatonuu. OHa MPeCTaBIsicT
OCMAHCKHI CTOJ HE TOJILKO KaK MPOCTPAHCTBO VIS €JIbl U TIHThS, HO ¥ KaK CaMyI0 PKYIO apeHy, Ha KOTOPOH
pa3BOpavMBaACTCs HAMPSIKEHHE MEXY IMBUIIM3AIMEH, TEPIUMOCThIO M KYJIbTYpPaMH. 3/1€Ch CTOJN SBJISETCS
«o0elanueM eAMHCTBaY. B TO ke BpeMsi OH OTpakaeT KyIbTYPHYIO CTPYKTYpPY, B KOTOPOM TakiKe SBHO
OIYIIAIOTCS Tpeaessl 3Toro obemanus (Abir, 2025, 172).

CoOOTBETCTBEHHO, 0Opa3sl GPYKTOB CIIEAyeT TIOHUMATh He MPOCTO KaK JIEKOPATHBHBIA KOMITOHEHT
BHYTPEHHETO YOpaHCTBa, HO KaK BaXHOE BU3YaJIBHOE CPEJICTBO, C TOMOIIBI0 KOTOPOTO COXPAHSIIHCH H
TiepeIaBaich COMMaIbHas TaMATh, MECTHAS HIAECHTHYHOCTE M KOJUIEKTHBHEIC BEPOBaHMsA. PaccMaTpuBast 5TH
MOTHBBI KaK ¢ HKOHOTpa(U4ecKol, TaKk U ¢ KyJbTYpPHOM TOYEK 3PEHMs, JAHHOE HCCIEI0BaHHME MPH3BAHO
CIOCOOCTBOBaTh IMOHMMAHMIO AaHATOJNUICKMX HACTEHHBIX POCHHCEH KaK HCTOPUYECKHX JOKYMEHTOB,
HpOHI/IBaIOIHI/IX CBCT Ha Xy}IO)KeCTBeHHLIe HpaKTI/IKI/I, CHUMBOJIMYCCKHC Tpa[[I/II_lI/II/I u HOBCC}IHCBHyIO JKHU3Hb
OCMaHCKOI'0 O0IIECTBA.

KoaioueBble ciioBa: HacTeHHble pocrick, OcMaHcKkas umnepusi, AHATONUS,, CUMBOJIMKA (PPYKTOB,
CEMAaHTUYECKUI aHAIH3.

eI JRIE:
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Yapilandirilmis Ozet:

Anadolu’da, o6zellikle 18. ve 19. yiizyillarda hem sekiiler hem de dini mimaride duvar
ylizeylerinin resimlerle siislenmesi gelenegi, Osmanli tasra sanatinin 6nemli bir dalim
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olusturmaktadir. Tokat, Amasya, Nevsehir, Sivas, Yozgat, Manisa, Bursa ve Konya gibi merkezlerde
gozlemlenen bu gelenek, donemin estetik zevklerini, toplumsal uygulamalarin1 ve dini-manevi
algilarini yansitan ¢ok katmanli bir kiiltiirel ifade bi¢cimidir (Sener, 2011).

Duvar resimleri genellikle “kalem isi” veya “duvar nakisi1” olarak anilir ya da literatiirde
“Anadolu duvar resimleri” olarak bilinir ve Yunan, Ermeni ve Tiirk ustalarin ortak yaratim
alanlarindan kaynaklanan ¢okkiiltiirlii bir yapiya sahiptir (Renda, 1977).

Bu resimlerin 6nemli bir kismi natiirmort kompozisyonlardan, o6zellikle de meyve
tasvirlerinden olusur. Meyve tasvirleri, yalnizca yiizeyi siisleyen estetik unsurlar degildir; aym
zamanda dini, kiiltiirel ve sosyal sembolik anlamlar da tasir. Ornegin, nar hem islam hem de Anadolu
halk inanc¢larinda 6nemli bir ikonografik yere sahiptir ve bereket, bolluk ve birligi sembolize eder
(Kus, O. & Duran, R., 2022, s. 23). Elma, armut, kavun ve karpuz gibi diger meyveler ise genellikle
bolluk, misafirperverlik, diinyevi zenginlik ya da ev igi refah algisimin sembolleri olarak
kompozisyonlara dahil edilir (Arik, 1988).

Sembolik degerlerinin 6tesinde, meyve motifleri ayn1 zamanda firetildikleri bolgelerin
ekonomik ve tarimsal yapisini da yansitir. Belirli meyvelerin se¢imi genellikle yerel olarak
yetistirilen veya gilinliik yasamda yaygin olarak tiiketilen iiriinlerle ortiisiir; bu da bu resimlerin
bolgesel kimligin gorsel belgeleri olarak islev gormesini saglar. Bu bakimdan sanatgilar, sadece
dekoratif motifleri kopyalamakla kalmamas, giinliik yasamdan tanidik unsurlari mimari i¢ mekanlara
dahil ederek, yerel topluluklarin deneyimleri ve kiiltiirel hafizasiyla yanki bulan kompozisyonlar
yaratmiglardir.

Anadolu’da tespit edilen duvar resimlerinin ¢ogu, konak odalari, kabul salonlari, camilerin
arka ibadet alanlari, haremin duvarlar1 ve koy camileri gibi mekanlarda bulunur. Bu resimlerdeki
meyve tasvirleri genellikle ayakli bir tepside, bir kasede, giimiis bir tabakta veya bir sepet igcinde
diizenlenmis natiirmortlar olarak karsimiza ¢ikar. Bu diizenleme, resmin yalnizca estetik bir unsur
degil, ayn1 zamanda ev kiiltiiriiniin, sosyal statiiniin ve misafirperverlik geleneginin gorsel bir temsili
oldugunu da gosterir (Renda, 1977). Bu natiirmortlarin kompozisyonel diizeni, denge, simetri ve
gorsel uyuma yonelik kasitli bir 6zeni ortaya koyar. Meyveler genellikle 6zenle diizenlenmis gruplar
halinde sunulur ve dogal rastgelelikten ziyade diizeni vurgular. Bu tiir diizenlemeler, Osmanl
dekoratif estetiginin etkisini ortaya koyarken, ayni zamanda 18. yiizy1l boyunca giderek daha belirgin
hale gelen yerel sanatsal gelenekler ile Bati resim gelenekleri arasindaki etkilesimi de yansitir.
Perspektif ve golgeleme bazen kullanilsa da, bircok 6rnek geleneksel Osmanli resmine 6zgii stilize
karakteri korur ve gercgekegilik ile siisleme arasinda kendine 6zgii bir sentez olusturur.

Meyve kompozisyonlari, dzellikle Urgiip, Tokat, Yozgat, Bursa, Manisa ve Konya gibi
merkezlerdeki dini ve sivil mimari 6rneklerinde dikkat ¢ekici bir siklikta karsimiza ¢ikmaktadir. Bu
tasvirlerin bigimsel 6zellikleri bolgeden bolgeye farklilik gosterse de, benzer motiflerin tekrar tekrar
kullanilmasi, Anadolu genelinde ortak bir sembolik dilin varligin1 gostermektedir. Bu siireklilik,
meyve imgelerinin yerel sanatsal tercihlerin 6tesine gectigini ve refah, comertlik ve manevi nimetler
gibi kavramlarin aktarildig1 daha genis bir gorsel dilin parcasi haline geldigini gostermektedir.

Bu ¢alismanin amaci, Anadolu’daki sivil ve dini mimarinin duvar resimlerinde bulunan
meyve tasvirlerini incelemek ve c¢esitli bolgelerden toplanan goérsel materyaller araciligiyla
meyvelerin kiiltiirel baglaminda tasidig1 sembolik anlamlari ortaya koymaktir. Bu baglamda, Urgiip
Giizelgéz Konak’1, Manisa Kula/Emre Koyii Camii, Manisa Soma Hizir Bey ve Damgaci Camii,
Manisa Kirkagag¢ Ciftehanlar Camii, Yozgat Nizamoglu Konak’1, Yozgat Lok Koyl Konak’1, Konya
Beysehir Advancik Camii ve Tokat Siheylik Tiirbesi, ¢alismanin gorsel veri setini olusturan 6rnekler
olarak yer almaktadir.

Gorsel sanatlarda, karpuz, nar, {iziim, misir, incir, hurma, zeytin ve bugday basaklar1 gibi
tohum veya g¢ekirdek iceren meyveler —ki bu meyveler tohumlarinin i¢inde gelecegi barmdirir—
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cogunlukla cennet, dogum, soyun devami, bereket, bolluk ve dliimsiizliikle iliskilendirilir (Altiner,
2021, 410).

Meyve sembollerinin ikonografik giicii, dini veya toplumsal anlamlarla sinirlt degildir; ayn1
zamanda Anadolu’daki misafirperverlik kiiltiirliyle de dogrudan baglantilidir. Osmanli sofrasini
yalnizca yeme ve igme mekani olarak degil, ayn1 zamanda medeniyet, hosgorii ve kiiltiirler arasindaki
gerilimin en canli sahnesi olarak da sunar. Burada sofra, bir “birlik vaadi” niteligindedir. Ancak bu
vaadin sinirlarinin da agikca hissedildigi bir kiiltiirel yapiy1 yansitmaktadir (Abir, 2025, 172).

Buna gore, meyve imgeleri yalnizca i¢ mekan siislemesinin dekoratif bir bileseni olarak
degil, toplumsal hafizanin, yerel kimligin ve kolektif inan¢larin korunup aktarildigi 6nemli bir gorsel
arag olarak anlasilmalidir. Bu ¢alisma, bu motifleri hem ikonografik hem de kiiltiirel perspektiflerden
inceleyerek, Osmanli toplumunun sanatsal uygulamalarini, sembolik geleneklerini ve giindelik
yasamint aydinlatan tarihsel belgeler olarak Anadolu duvar resimlerinin anlagilmasina katkida
bulunmay1 amaglamaktadir.

Anahtar Kelimeler: duvar resimleri, Osmanli, Anadolu, meyve sembolizmi, anlamsal
analiz.
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Fruit Symbolism and Semantic Analysis in Ottoman Wall Paintings

Introduction

In Anatolia, particularly during the 18th and 19th centuries, the decoration of wall surfaces with
paintings in both secular and religious architecture constitutes a notable branch of Ottoman provincial
art. This tradition, observed in centers such as Tokat, Amasya, Nevsehir, Sivas, Yozgat, Manisa,
Bursa, and Konya, is a multilayered form of cultural expression that reflects the aesthetic tastes,
social practices, and religious and spiritual perceptions of the period (Sener, 2011).

99 e

Wall paintings are often referred to as “pen work,” “wall embroidery,” or, as they are known
in the literature, “Anatolian wall paintings,” and they possess a multicultural structure resulting from
the collaborative efforts of Greek, Armenian, and Turkish masters (Renda, 1977).

A significant portion of these paintings consists of still-life compositions, particularly
depictions of fruit. These depictions of fruit are not merely aesthetic elements adorning the surface;
they also carry religious, cultural, and social symbolic meanings. For example, the pomegranate
holds an important iconographic place in both Islamic and Anatolian folk beliefs, symbolizing
fertility, abundance, and unity (Kus, O. & Duran, R. 2022, 23). Other fruits, such as apples, pears,
melons, and watermelons, are often included in compositions as symbols of abundance, hospitality,
worldly wealth, or the perception of domestic prosperity (Arik, 1988).

Most of the wall paintings identified in Anatolia are found in spaces such as mansion rooms,
reception rooms (basoda), the rear prayer halls of mosques, the walls of the harim, and village
mosques. The depictions of fruit in these paintings often appear as still lifes arranged on a footed
tray, in a bowl, on a silver plate, or in a basket. This arrangement suggests that the painting is not
merely an aesthetic element but also a visual narrative of domestic culture, social status, and the
tradition of hospitality (Renda, 1977).

Fruit compositions appear with striking frequency, particularly in examples of religious and
secular architecture in centers such as Urgiip, Tokat, Yozgat, Bursa, Manisa, and Konya.

The aim of this study is to examine the depictions of fruit found in wall paintings of civil and
religious architecture in Anatolia; to reveal the symbolic meanings carried by fruits within their
cultural context through visual material collected from various regions. Within this scope, the study
includes the Giizelgdz Mansion in Urgiip, the Kula/Emre Village Mosque in Manisa, the Hizir Bey
and Damgac1 Mosques in Soma, Manisa, the Kirkaga¢ Ciftehanlar Mosque in Manisa, the Nizamoglu
Mansion in Yozgat, the Lok Village Mansion in Yozgat, the Advancik Mosque in Beysehir, Konya,
and the Siheylik Tomb in Tokat.

The Historical Development of Anatolian Wall Paintings

The historical development of wall paintings in Anatolia is set against a broad art-historical
backdrop in which the approach to architectural decoration—traceable from the Seljuk period
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onward—evolved by merging with a new style, particularly during the 18th and 19th centuries of the
Ottoman era. During the Seljuk period, decorations—which were primarily applied to ceramic tiles,
stucco, and wood—were replaced by pen-and-ink decorations, particularly in palace and kiilliye
complexes during the Ottoman Classical period. However, after the 17th century, these decorations
underwent a more distinctive development in provincial centers, transforming into colorful murals
that spread to both religious and secular architecture and completely covered architectural surfaces
(Renda, 1977). One of the most significant reasons for this was that painters trained within the
master-apprentice tradition in the provinces developed their own regional styles, and the aesthetics
of daily life in Anatolian society were directly reflected in architecture.

After the 18th century, a surge in the production of wall paintings in Anatolia—particularly
in centers such as Tokat, Manisa, Sivas, Yozgat, Kiitahya, Bursa, Afyon, Nevsehir, and Konya—in
mansions, mosques, village halls, guest rooms, and rural mosques is noteworthy. Two key factors
contributed to the development of this production: First, the Rococo and Empire styles of Europe
reached the Anatolian countryside through painters, alongside the influences of Westernization. The
influence of these new styles was particularly evident in mansion architecture through depictions of
landscapes, architectural views, ships, vases, and still lifes (Renda, 1977); the second factor was the
desire of the local population to display their social status, cultural identity, and tradition of
hospitality, which became an important part of interior decoration. For example, the wall paintings
in the mansions of Tokat and Yozgat reflect the homeowner’s economic power, taste, and worldview
as a kind of visual display (Arik, 1999, 423-436).

During this period, wall paintings were not limited to secular architecture but were also applied
in many mosques and prayer rooms. For example, the wall paintings at the Emre Village Mosque in
Soma, Manisa, and the Advancik Mosque in Beysehir, Konya, are notable examples featuring still
lifes and depictions of fruit adapted to mosque architecture. The inclusion of still lifes inside mosques
has been interpreted by some researchers as “the concretization of the vision of paradise through
worldly symbols” (Sener, 2011, 477). Others view this as “the reflection of the congregation’s
everyday cultural codes within the place of worship” (Ibrahimgil,1997,249-266).

Anatolian wall paintings offer a multifaceted field of study not only from the perspective of art
history but also in terms of social history, cultural history, ethnography, and iconography. Within
this developmental framework, depictions of fruit constitute one of the most prominent visual groups,
distinguished by their layers of both aesthetic and cultural meaning. Consequently, the analysis of
fruit symbols—which forms the focal point of this study—holds particular research value for a
comprehensive understanding of the Anatolian mural tradition.

The Still Life Tradition and Fruit Symbols

In Ottoman society, fruit was more than just food; its socio-cultural context explains why it
was so beloved in the visual arts. In the social life of the Ottoman people, on important occasions
such as engagements, weddings, births, and circumcision ceremonies, gifts included not only
valuable jewelry and clothing but also abundant amounts of fruit and flowers (Calisir, 2008, 69).
Among the gifts sent to the harem by Nisanci Pasha, who was to become a son-in-law of the palace
in 1766—68, were 20 baskets of fruit and 40 trays of flowers (Atasoy, 2002, 67). In her memoirs of
the harem, Leyla Saz, while describing the gifts sent for Miiniire Sultan’s wedding, mentions that, in
addition to many valuable items, the groom in Egypt sent chests of bananas, lemons, oranges, and
tangerines; she also adds that although bananas and tangerines were rare in Istanbul at the time, they
were plentiful in the palace (Saz, 1974, 159).

In his book *The Process of Westernization in 18th-Century Istanbul Architecture®, Arel
states that the decoration of Sultan Ahmed II’s Fruit Room must have been modeled after the actual
decorations of Tulip Era festivities, noting that “...the flower vases, fruit baskets, and fruit bowls
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covering the wooden panels are the primary decorative and symbolic elements characterizing the
Tulip Era’s distinctive themes and the festivities of the Tulip Era .” (Arel, 1975, 42).

The still life tradition has undergone a long process of development in both Eastern and
Western art, carrying symbolic meanings that have evolved over different periods. In Western
painting, the still life genre—which developed particularly from the 16th century onward—
encompasses a broad iconographic spectrum, ranging from the “Vanitas” theme to table culture, and
from beliefs in abundance to an emphasis on worldly wealth (Alpers, 1989). In Ottoman art, however,
still life evolved into a distinct visual language, appearing primarily in book illumination, miniatures,
and—beginning in the 18th century—wall paintings. In the Ottoman painting workshops, depictions
of fruits and flowers became particularly widespread after the Tulip Era, and this aesthetic form
subsequently found its way into interior wall paintings in provincial centers (Bagci, Tanindi, Renda,
& Cagman, 2006).

In Anatolian wall paintings, fruit compositions are the most prominent element of still lifes.
These compositions are often arranged on a silver platter with a stand, in a basket, or in a bowl, and
are depicted from a bird’s-eye view or with a slight perspective. The selection of fruit symbols is not
random; these elements carry powerful layers of meaning in Anatolian folk culture, Islamic
iconography, and local daily life practices. For example, the grape is a notable symbol both because
it is described as the fruit of paradise in Islam (Surah Nahl, 16:11) and because it is the most common
product of the Anatolian viticulture tradition.

The grape clusters frequently depicted in the murals of Nevsehir and Manisa represent
abundance on the one hand, while on the other hand they create a religious symbolic space through
their reference to the “gardens of Paradise” mentioned in the Quran.

The pomegranate is one of the most powerful fruits from an iconographic perspective. Due
to its many seeds, it carries meanings such as unity, abundance, and proliferation. In Islamic culture,
the pomegranate is a fruit of paradise mentioned in sacred texts. It is also believed that the
pomegranate tree originates from paradise. In Anatolia and the Middle East, pomegranate seeds are
fed to couples after wedding ceremonies with the wish that they have many children. The word
“pomegranate” appears three times in the Quran: in Surah Al-An’am, verses 99 and 141, and in Surah
Ar-Rahman, verse 68. In the first two instances, the pomegranate is presented as an example of the
beautiful things created by Allah; in the third, it is described as a fruit of Paradise (Arik, 2009, 586).
Depictions of pomegranates in wall paintings often feature an open shell, the seeds inside, and a
vibrant red color, serving as a symbol of both worldly wealth and spiritual wholeness.

This multi-layered meaning of the pomegranate is clearly evident in examples from Manisa
and Bursa. The apple is one of the trees considered sacred in Turkish mythology; eating its fruit is
said to grant immortality. The apple holds a significant place among Turks, both for this aspect and
for its association with bestowing youth (Simsek, 2008, 194). In Anatolia, the apple is a symbol of
abundance and fertility. It is also a symbol of healing and communication (Altun, 2008:263). We see
the symbolic meaning of the apple at the Sitheylik Tomb in Tokat.

In the visual arts, fruits with seeds or pits—such as watermelon, pomegranate, grapes, corn,
figs, dates, olives, and wheat ears—which carry the future within their seeds, have been associated
primarily with paradise, birth, the continuation of the lineage, fertility, abundance, and immortality
(Altiner, 2021, 410).

The iconographic power of fruit symbols is not limited to religious or social meanings; it is also
directly linked to the culture of hospitality in Anatolia. It presents the Ottoman table not only as a
space for eating and drinking but also as the most vivid stage for the interplay of civilization,
tolerance, and cultural tensions. Here, the table is a “promise of unity.” Yet it reflects a cultural
structure in which the limits of that promise are also clearly felt (Abir, 2025, 172).
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These compositions, seen in the Glizelgdz Mansion in Urgﬁp, the Semaki houses in Bursa,
and the mansions of Yozgat, are intended to demonstrate the homeowner’s wealth, the value placed
on guests, and their social status.

Fruit symbols, which constitute the strongest reflection of the still-life tradition in Anatolian
wall paintings, are not merely decorative; they are multi-layered visual elements imbued with
religious, social, cultural, and iconographic meanings. In this regard, the analysis of fruit depictions
is significant both for understanding the aesthetic structure of Anatolian provincial art and for
deciphering the cultural codes of the period.

Semantic Analysis of Fruit Symbols

Every work of art is a creation and, with its social dimension, possesses unique qualities of
its own. This process of incorporation and creation prioritizes innovation in art. While every work of
art, in one sense, reveals reality or real objects, in another sense it creates a realm of meaning, thereby
revealing traces of ourselves, humanity, society, and the external world within works of art (Ersoy,
2002, 15-16).

In his book *Art, Design, and Visual Culture* (2010), Barnard highlights the disciplines
necessary for the study of visual culture—including art history, design history, and cultural studies—
as well as formal, narratological, and semiotic methods.

In its broadest sense, semantic analysis—also known as semiology—is a branch of science
that deals with signs and sign systems (Sendur Atabek, 2007, 65-88). A “sign” is defined as a concept
that represents an object or a word. In this context, the fact that an entity possesses a physical
characteristic, carries another meaning, and is used by an individual are defined as the conditions
that determine the nature of a “sign” (Mutlu, 2017). This concept is expressed as a whole arising
from the combination of a “sign” with a “signified” (Akbas & Ergetin, 2020, 2819).

Known as the “Red Apple” or “Golden Apple” in medieval Christian folklore, the
“Reichsapfel” emerged during the reign of Frederick I, the German King who lived in the 12th
century—also known as Frederick Barbarossa, the Holy Roman Emperor, and popularly referred to
as “Red Beard.” The “Reichsapfel,” or “imperial orb,” is a globe-shaped sphere with a cross mounted
on top, symbolizing the unification of all of Europe under German rule; this symbol was used to
demonstrate the power of the universal Christian faith and the might of the empire (Ercan, 2017,
1046).

Figure 1: Emperor Heinrich (1014—1024) and his wife Kunigunde (Ercan, 2017:1046)
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When the signifier serves as the ground for the signified, the relationality here reveals the
meaning. According to Barthes, meaning, that is, the relationship between the signifier and the
signified, is contractual and carries the value of a socially contractual nature that has almost become
naturalized (Bircan, 2015, 23). This situation expresses to us the social meaning of the apple as a
universal symbol of visual power.

In the Book of Genesis (3:2-6), it is stated: "The woman replied, 'You may eat of the fruit of
the trees in the garden, but God said, "Do not touch the fruit of the tree in the middle of the garden,
or you will die." ... The woman saw that the tree was beautiful, its fruit was suitable for eating, and
it was strong enough to gain wisdom. So she plucked it and ate it. She gave some to her husband,
and he ate it too." This led to the confusion of the concepts of "The Tree of the Forbidden Fruit" and
"The Apple Tree" in Medieval and Renaissance Europe.

In OId French translations, the fruit was generally rendered by changing "pom" (fruit).
However, in French, the meaning of "pomme" narrowed and it began to be used only for "apple"
(Yalt, 2008). Thus, the sentence "Adam ate a fruit" was perceived by subsequent generations as
"Adam ate an apple".

Figure 2: Adam and Eve (Albrecht Diirer, 1507;
https://en.wikipedia.org/wiki/Adam_and Eve (D%C3%BCrer), Accessed on June 5, 2026

This situation led famous Renaissance painters such as Michelangelo and Albrecht Diirer to
depict the forbidden fruit directly as an “apple” in their works. The visual power of art has bequeathed
this misconception to the world as a lasting, universal symbol.

According to Barthes, denotation concerns what a sign represents, while connotation
concerns how a sign is represented. According to Barthes, a sign “is, as Saussure said, fundamentally
a form of denotation. That is, the sign directly names a specific object or clearly indicates what it
refers to. (Bircan, 2015, 20).

The fruits depicted serve as signs in that they are directly recognizable objects. At the level of
denotation, the fruits themselves point to the local culture, the region’s agricultural production, and
social practices; for example, the depictions of grapes in the wall paintings in Manisa serve as a sign
pointing to the region’s tradition of viticulture. At the symbolic level, fruits carry culturally imbued
meanings: such as the pomegranate representing fertility, the grape representing a vision of paradise,
and the apple representing hospitality.
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Barthes criticizes the notion of treating the signified as tied to a mental construct or image
rather than an object. “The signified is the ‘thing’ that the user of the sign understands from it. Thus,
we arrive at a purely functional definition: The signified is one of the two connective elements of the
sign. The only distinction that sets it apart from the signifier is that the signifier bears the identity of
a medium” (Barthes, 1979: 35). The paintings of fruit baskets at the Giizelgdz Mansion in Urgiip are
not merely still lifes; they are also a coded message symbolizing the host’s status, the culture of
hospitality, and aesthetic taste.

At this point, Barthes discusses another dimension of interpretation: symbolic interpretation.
“An object becomes a symbol when it acquires a meaning that allows it to stand in for something
else through convention and usage” (Fiske, 2003: 123).

It creates a mental metaphor even when there is no connection between the two things.
Metaphor is the expression of something unknown in terms of something known. Thus, here, the
meaning of the unknown reveals itself through the medium of the known (Fiske, 2003: 124). For
example, when we say “apple,” it evokes the idea of the forbidden fruit(?) being eaten and the reason
for the expulsion from paradise, just as the pomegranate symbolizes fertility.

Method

This research is a qualitative study aimed at examining depictions of fruit found in wall
paintings on secular and religious structures located in various regions of Anatolia. Visual data form
the primary source of information for this study; original photographs taken on-site constitute the
main documents of the research. Since the data consists of photographic materials, the process
involved the systematic description, classification, and interpretation of the images. The photographs
obtained from each structure were first examined in terms of their technical and visual characteristics;
subsequently, the compositional structure, use of color, placement, and contextual relationships of
the fruit depictions were identified. All images used in the study were taken during fieldwork in
2019.

The data were collected from the Giizelgdz Mansion in Urgiip, the Nizamoglu Mansion in
Yozgat, the Lok Village Mansion in Yozgat, the Stheylik Tomb in Tokat, the Manisa Soma Hizirbey
Mosque, the Kirkagag Ciftehanlar Mosque and the Kula Emre Village Mosque, the Konya. Beysehir
Mosque, the Bursa Semaki House, and similar structures. These photographs will be coded in the
study as Figure 1, Figure 2, Figure 3, and so on, and will be presented along with their corresponding
images in the relevant analysis section.

Findings

In this section, all images obtained as part of the research have been systematically examined,
along with the regions and building types to which they belong. Each image was first presented as a
figure, and then evaluated in detail in terms of its iconographic characteristics, compositional
structure, and connections to local styles.
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Figure 3: Mural of a Fruit Bowl at the Giizelgdéz Mansion in Urgiip (Author’s Archive,
2019)

It is common to find wall paintings in the main rooms of mansions located in Anatolia. The
“Bagoda,” which is the largest and most important room in the house, was chosen to reflect the Turks’
emphasis on hospitality and was designed with significant features for this purpose (Tukan, Z. &
Kosanlar, E., 2022, 498).

This mural is depicted in the main hall of the Giizel Gz Mansion in Urgiip and is a typical
example of the fruit basket compositions common in late-period civil architecture in Anatolia. At the
center of the mural are fruits gathered in a large, pedestaled bowl. Grapes, round yellow-orange fruits,
and the dark green leaves surrounding them are the composition’s key elements. The main hall, where
guests are entertained, is recognized as a space where the host projects their image and extends the
utmost hospitality to their guests. Placing this composition in the main hall emphasizes hospitality,
encouraging visitors to the mansion to view themselves as “the recipients of a bountiful feast.” In
this regard, the painting serves as both an iconographic and a cultural medium of communication.
Although wear and tear on the wall surface—particularly moisture damage and flaking—have
affected the painting’s original chromatic integrity, the composition’s basic structure remains clearly
discernible.

Figure 4: Mural of a Fruit Bowl at the Giizelgdoz Mansion in Urgiip (Author’s Archive,
2019)
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This second image features a denser and more compact composition than the first. This time,
the fruits are arranged in a more vertical pile. The watermelon and the yellow fruit (likely a
cantaloupe) dominate the center, while smaller round fruits and grape clusters painted in light tones
surround them. The composition’s upward expansion lends the painting a dynamic sense of ascent.

Depictions of fruit still lifes—including watermelons—are notable not only in the palaces,
mansions, waterfront villas, and pavilions of the Ottoman capital but also in the dining rooms of large
residences belonging to the provincial elite. In these examples, watermelons are generally depicted
as sliced and presented in an appetizing manner. These still lifes are painted using light and shadow,
with soft color transitions—in other words, they are rendered in a Western-style approach (Altiner,
2021, 402).

In his *Turkish Letters*, Busbecq describes how Riistem Pasha subtly alluded to the threat
of war by employing fruit symbolism: “...he sent me a large melon. We call this type of melon
‘anguries.” The Germans call it “Wasserplutzer.” The melons grown in Istanbul are quite delicious.
Their seeds are red. Since their origin is from Rhodes, they are called Rhodes melons. They are eaten
frequently because they help alleviate the heat in hot weather. It was precisely such a melon that
Riistem sent to me on a very hot day through an interpreter. It was on a particularly hot day that
Riistem sent me such a melon through an interpreter. He had the interpreter convey his hope that I
would enjoy eating this incomparable seasonal fruit, which is very effective in relieving the heat. He
also had the interpreter add that even larger specimens of this fruit could be found in Buda and
Belgrade. “His intention was to allude to cannonballs.” (Calisir, 2008, 70). As can be understood, the
melon, as a valuable gift presented to state officials and pashas, held high value within the socio-
cultural context of the period. The fact that the large yellow fruit depicted here is a melon can actually
be seen as an effort by the mansion’s owner to portray himself as part of this elite circle.

7N

Figure 5: Watermelon Depiction at the Nizamoglu Mansion in Yozgat (Author’s Archive,
2019)

This mural is a unique example of the landscape and Garden of Eden-themed depictions
commonly found in civil architecture in Anatolia. At the center of the composition is a tree with a
large trunk, surrounded by stylized mountain silhouettes and vegetation. In Islamic aesthetics, the
tree represents both the tree of life and the continuity of the divine order (Sener, 2011, 477-478).
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It appears that watermelon and watermelon-knife compositions entered the repertoire
alongside the Westernization Period, which began with the Tulip Era (1718-1730). With the
Westernization Period, the shift in the classical pen-and-ink style in Ottoman art and the emergence
of the mural tradition led to the incorporation of watermelon and watermelon-knife designs into the
Turkish decorative repertoire (Altiner, 2021, 410).

On the other hand, it is known that the knife motif has been used in Central Asia since pre-
Islamic times (Cerezci, 2019: 481-482) and subsequently spread to Anatolia. It is known that the
knife symbolizes revenge, sacrifice, death, and martyrdom, as well as the act of cutting something
apart and severing ties (Coruhlu, 1997: 64-65).

Figure 6: Watermelon Depiction at the Nizamoglu Mansion in Yozgat (Author’s Archive,
2019)

This second image of the Nizamoglu Mansion serves as a continuation of the same aesthetic
program as the previous landscape scene. In a way of life that is integrated with nature, humans strive
to internalize the objects around them by establishing meaningful relationships with them and with
the forces of nature. This relationship of meaning is largely based on the fact that objects intensely
surround human life, that the need for these objects is immense, and that humans cannot bring them
under their control. For these reasons, natural objects are imbued with spirit and sacredness. Among
these cults, the tree cult is one of the richest, both in terms of the diversity of tree species within the
Sky God belief system and as a mythological figure emerging in its functional role as a cult (Unsal,
2025, 683).

The composition featuring the tree evokes motifs depicting paradise found in some
Anatolian mosques. This idea of an “inner garden” is used to provide spiritual tranquility within the
place of worship. At the same time, it serves as a psychological comfort and a soothing environmental
element for the congregation using the mosque.
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Figure 7: Mural at the Advancik Village Mosque in Konya—Beysehir (Author’s Archive,
2019)

On the western wall of the mosque in Advancik Village, Beysehir, Konya, between the
window openings, a depiction is made of the Kaaba, centered on the Kaaba, flanked by fruit trees
and branches. The Kaaba is depicted in the center of the composition, with persimmons with their
branches on the right and date palms on the left.

Some of the date palm trees are large, with their lower leaves drooping downwards, while
others appear younger, with a few leaves pointing upwards or sideways. The trees also vary in the
details of their fruits. Dates hanging from beneath the leaves sometimes appear in clusters of red,
yellow, or green, sometimes black and with individual berries on thin branches, or sometimes white
and visible through a cracked shell (Azakli, 2022, 62). In line with this depiction, Evliya Celebi
mentions the date palms of Hille in many places in his Seyahatname (Travelogue) (Celebi, 2005,
181).

The date palm tree (nahl, nahle, line), date palm groves (cennetiin / cennatiin min nahil),
dates (nahil, semeratii’n-nahl, rutab), date palm trunks (a’cazii nahl), date palm branches (urctin), and
date palm fiber (mesed). Date palms, date palm groves, and date fruit are frequently described as
sources of wealth and sustenance that everyone desires to possess and does not wish to lose. It is
emphasized that people of wisdom should reflect on and draw lessons from the various forms—
whether branched or unbranched—and distinct characteristics of these trees, which stem from the
same root (Aydin, 2024, 1651).

While fruits and flowers symbolize the whole to which they belong—that is, the concept of
a garden—they also carry the connotation of the “garden of paradise,” a concept that overlaps with
the garden in the Ottoman consciousness. In Islamic culture and art, the garden and its products
(flowers and fruits) are also a source of powerful symbolism that alludes to the concept of paradise.
The depiction of a date palm tree among the images serves as a visual clue to the symbolism of the
garden and paradise. The date palm holds a significant place in the symbolism of paradise because it
occupies an important position among the natural riches promised in paradise (Calisir, 2008, 81).
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Figure 8: Bursa — Yenisehir, Mural Depicting a Pomegranate at the Semaki House (Author’s
Archive, 2019)

The pomegranate-themed mural depicted in the Semaki House in Bursa is quite large in scale
and eye-catching. The pomegranate is depicted in an exaggerated, yet controlled and balanced
manner. In pre-Islamic Turkish culture and the decorative arts that developed from it, the
pomegranate was generally regarded as a symbol of abundance and fertility (Ersoy 2000, 388).

The artist or the patron sought to symbolize the gods’ qualities as dispensers of abundance and
prosperity through these fruits. However, the fruit chosen for this symbolism must be worthy of the
role. For in return, the gods will not withhold their abundance and prosperity from individuals and
society. Thus, the aim was likely both to emphasize the gods’ generosity and to ensure that people
could lead lives of wealth and prosperity. In short, such references could pertain to a divine being as
well as to a human element (Caghtiitiincigil, 2013, 79).

Being a multi-seeded fruit, from whose seeds numerous offspring grow, has made the
pomegranate a symbol of birth, multiplication, rebirth, and resurrection. In this regard, the
pomegranate also carries symbolic meanings such as the continuation of the lineage and the
perpetuation of the family line across generations (Ozkan & Duran, 2022).

Figure 9: Bursa — Yenisehir Schematic Mural, (Author’s Archive, 2019)

Another mural we encounter in the Bursa Semaki House clearly shows the characteristic calyx
structure of the pomegranate at the top of the central circular form. The curved, colorful section
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inside the body depicts the pomegranate’s skin slightly split open, revealing the seeds or a slice
inside. Immediately below the central pomegranate depiction, six fruits—believed to be apples—are
depicted. The shape of the pomegranate depicted here is seen to be rendered differently from the
pomegranate shape depicted in Figure 6. It is thought that the pomegranate—Latin: “Punica
Granatum”—entered Turkish culture in two ways. The first was the agricultural culture developed
by the Uighurs, and the second was herbal medicine (Ozkan & Duran, 2022, 14).

Written sources recommending the preparation of medicine by “dissolving pomegranate seeds
in water” have survived to the present day, and it is understood that the pomegranate was used in
herbal medicine (Ozkan & Duran, 2022, 15). Of course, it is impossible for us to know why the artist
who created this mural depicted the pomegranate in two different ways. However, given that it would
have been easy to simply replicate the same image, the fact that it was depicted differently is thought-
provoking.

Figure 10: Manisa — Kula, Mural at the Emre Village Mosque, (Author’s Archive, 2019)

The wall paintings in the Emre Village Mosque in Kula, Manisa, almost completely fill the
interior. Rectangular panels depict fruit. In the image, the central architectural structure is flanked on
either side by depictions of grapes on the right and pomegranates on the left.

The grape depiction on the right is shown overflowing from a basket, with its branches and leaves
fully formed. The grape motif has been a powerful visual symbol with rich layers of meaning,
frequently encountered in works of art since the earliest periods of human history. This motif contains
multifaceted references to both the bounty of nature and humanity's relationship with pleasure, life,
and death. In ancient Greek and Roman art, the grape is particularly associated with the figure of
Dionysus (Bacchus in Roman mythology). Dionysus's nature, associated with wine, intoxication,
celebration, and bodily pleasures, deepened the symbolic meaning of the grape. In the art of this
period, grapes not only served as a visual element but also assumed a ritualistic and religious function
(Ozyamkoglu & Kahraman, 2025, 44).

In the depiction on the left, the pomegranate does not appear in a fruit basket or on branches.
A Western-style decorative density predominates. It is positioned exactly in the center of the
architectural form, flanked by columns on both sides.

In Turkish art, the pomegranate has been a motif that has remained constantly in the spotlight
without any interruptions. Depicted in both two- and three-dimensional forms, the pomegranate has
been treated and portrayed primarily as a botanical object and an edible fruit. No connection has been
identified in Turkish art between the meaning conveyed by the pomegranate and its crown. The
number of segments and their orientation in the crown are characteristics that are not considered
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significant in terms of meaning in pomegranate depictions. However, the meaning it conveys is
centered on the concept of abundance (Kus & Duran, 2022, 123).

ey

Figure 11: Manisa — Soma, Hizir Bey Mosque Wall Painting Depicting a Fig, (Author’s
Archive, 2019)

The depiction of a fig in the mural at the Hizir Bey Mosque in Soma, Manisa, was created
under the influence of the Westernization period. The “S” and “C” curves, characteristic of the late
period, and the acanthus leaves are particularly striking (Top & Ozbek, 2019, 283). The acanthus
leaves, depicted in shades of yellow, are flanked on both sides by figs arranged one on top of the
other.

The fig has a long and deep-rooted history and has played an important role in humanity’s
cultural and material history. Figs and olives are mentioned together in the Tin Sura of the Qur’an,
as well as separately in other verses. The fig is explicitly mentioned only in the Tin Sura.
Furthermore, the phrase “leaves of Paradise” mentioned in the Surah Al-A’raf has been interpreted
as referring to fig leaves. The Prophet Muhammad described the fig as a fruit descending from
Paradise and emphasized its health benefits (Aydin, 2024, 1650).

The fig is a symbol of faith that holds society together. Faith is the most important unifying
force that prevents divisions, estrangement, and polarization. The fig symbolizes both diversity and
unity. While the seeds inside the fig represent diversity, the fig itself expresses unity. While the fig
symbolizes the vastness of the universe, the seeds symbolize subatomic particles or the cells found
in the ovary. In this way, what is inside has a counterpart outside, and what is outside has a
counterpart inside (Sonmez, 2023: 75, 76).
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Figure 12: Depiction of Grapes at the Ciftehanlar Mosque in Manisa-Kirkagac (Author’s
Archive, 2019)

Throughout history, the grape has come to symbolize both celebration and excess. The state
of intoxication that wine induces has, on the one hand, been represented as liberation and exuberance,
while on the other hand, it has harbored the potential for lack of self-control and destruction. For this
reason, the grape has become not merely a fruit, but a metaphor where moral, religious, and social
meanings intersect (Ozyanikoglu & Kahraman, 2025, 44).

In the mural, the grapes, depicted in clusters, are shown with red berries. Mosques are places
of collective worship. The interlocking structure of the berries that make up the cluster symbolizes
the sense of “limmet” or “congregation” formed by the believers filling the mosque. It may also
represent the ideal of a society that does not disperse, remains united, and matures together.

Figure 13: Manisa — Soma Damgac1 Mosque, Mural Depicting Watermelons and Grapes
(Author’s Archive, 2019)

Manisa - This mural in the Soma Damgac1 Mosque is located on the arch of the portico in the
rear prayer hall. The left side of the round-arched opening is adorned with grape clusters and vine
leaves that cover the wall surface. Although the wall surface is heavily damaged, the grape clusters
are depicted with their branches in red. The wall paintings of the Soma Damgacit Mosque are
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examples that exemplify the subject matter and stylistic characteristics of figurative art, which is
considered to represent a transitional phase from traditional miniature art to Turkish painting in the
Western sense (Kuyulu, 1988, 78).

The depiction on the wall surface of the mosque’s entrance area—that is, the last prayer hall—
conveys the message “life continues here; sustenance is never cut off” to worshippers before they
enter the prayer area. The fact that even simple lines can convey this message is a key element that
enhances the work’s cultural power.

The watermelon depicted in a bowl on the water’s surface within the round medallion serves
to highlight the region’s variety of fruits. Aziz Mahmud Hudayi (d. 1628), the founder of the
Celvetiyye Order, while discussing seyr u siilik—which refers to moral education in Sufism—states
that material nourishment is for the body, while spiritual nourishment is for the heart; fruits
strengthen the heart, and that grapes, dates, apples, pomegranates, and green watermelons hold a
more special place than others (Tek, 2006: 185).

Figure 14: Tokat — Siheylik Mausoleum: Wall Painting Depicting a Lemon (Author’s Archive,
2019)

The depiction of a lemon tree at the Tokat-Siheylik Mausoleum is not a run-of-the-mill
representation. It is known that lemons have been used for various purposes throughout history. The
Greek philosopher and “father of botany,” Theophrastus (371-287 BCE) referred to the lemon as the
“Persian fruit” in the section on medicinal plants native to Asia in his book *Historia Plantarum*,
noting, “Its fruit is not edible, but it has a delightful scent.” He explained that it was used in perfumes,
to combat harmful insects, and as an antidote for poisonings (Gdore, 2021, 1251).

In the 17th century, lemon and orange trees—which were difficult to find because they were
not suited to Istanbul’s climate—were considered valuable and luxurious trees that could only be
found in palace gardens. It is therefore inevitable that these valuable trees would be depicted in
illustrations of the Tersane Garden (Calisir, 2008, 81). Evliya Celebi mentions eating lemon jam at
the palace of the Bey of Bitlis; a price register dated 1640 indicates that lemons were used in
Istanbul’s kebab restaurants; and records show that 2,817 lemons were among the ingredients used
at a palace celebration in 1720 (Faroghi, 2010, pp. 297, 365, 359)

Ottoman poets and writers also featured this fruit—which came to be regarded as almost sacred
over the course of history—in their works. In numerous works, both in verse and prose, the lemon is
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depicted in all its qualities: sometimes as a metaphor, and at other times as a healing element in
medical texts concerning both humans and animals. Furthermore, in works describing the Ottoman

palace kitchen, it has found its place in recipes as an important culinary ingredient (Gore, 2021,
1254).

In 18th- and 19th-century Ottoman wall paintings, the lemon is depicted both as a source of
medicinal healing and as a symbol of exotic wealth. From an iconographic perspective, the lemon
symbolizes purity, purification, and healing.

Figure 15: Tokat — Stheylik Mausoleum Wall Painting, Fruit Bowl (Author’s Archive, 2019)

This second image of the Tokat Siheylik depicts fruits in a bowl, unlike the first one. In the
center of the bowl is a yellow lemon, and beneath it are small red fruits. The small red fruits are likely
apples. In Turkish mythology, the apple is one of the sacred trees whose fruit, when eaten, grants
immortality to the person who consumes it. The apple is known both for this aspect and for its ability
to bestow youth (Olmez, 2013, 78).

Figure 16: Wall Painting from Lok Village, Yozgat, Depictions of Fruit (Author’s Archive,
2019)
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In the foreground of the mural depicting the Lok Village Mansion in the background, it is
evident that the fruits are depicted in a manner that accurately reflects their actual volumes. It is
certainly not common for fruits to be depicted in such a realistic style in the foreground in a provincial
town. While the depiction of a watermelon with a knife stuck in it in the foreground catches the eye,
the pears depicted in a realistic form right next to it are also noteworthy.

From early Renaissance paintings to the present day, scenes of meals eaten outdoors, as well
as dining scenes in taverns, cafes, tea rooms, or restaurants—whether depicting the tables of ordinary
people or the dining rooms of the elite—have been depicted across all kinds of settings and social
classes (Okkal1 & Baytar, 2020, 66). Here, along with the fruits, beverages are also depicted in
various containers outdoors.

Bates (1995, 296) evaluates 18th-century still lifes within the context of the bounties of the
world. In Ottoman society, beginning in the 18th century, the previously insular way of life shifted
toward the secular sphere. In parallel with this, organizing entertainment and outings in public spaces,
such as picnic spots, became part of everyday life. Bates (1995, 297) notes that these still life
examples carry no religious meaning; the objective image of the object holds value in and of itself,
and the scenery at picnic spots is expressed on the pictorial plane by transforming the objects into
mental images (Calisir, 2008, 82).

Discussion

The depictions of fruit baskets seen in the wall painting at the Giizelgdéz Mansion in Urgiip
were created in the mansion’s main hall and depict multiple fruits presented together. The fruits are
rendered in accordance with their own volumes and painted in a realistic style. The Giizelgoz
Mansion, located in Urgiip, Nevsehir—a provincial town far from Istanbul—originally belonged to
Haci Efthym Isaakidis, who left Urgiip as part of the population exchange (Balta, 2008). According
to archaeologist Tiirkmen, the owner of the house was a Greek who produced foodstuffs and sold
them wholesale (Tiirkmen, p. 18). It is noteworthy that the wall paintings in the mansion of a Greek
who sold foodstuffs depict not ordinary fruits, but fruits such as melons—which were sent as gifts
by pashas.

Although depictions of watermelons are found in many regions of Anatolia, an examination of
the murals in Yozgat revealed that in both mansions (the Nizamoglu Mansion and the Lok Village
Mansion), depictions of watermelons with a knife are depicted within the landscape architecture.
Here, it conveys the sense of a life in harmony with nature and the effort to internalize the fruits
derived from it.

The date palm trees appearing in the wall paintings of the mosque in Advancik Village, Beysehir,
Konya, represent a fruit cultivated outside of Anatolia. The date palm is one of the trees most
frequently mentioned in the Quran and explicitly cited among the blessings of Paradise (for example,
Surah Ar-Rahman, verse 68: “In them are all kinds of fruits, dates, and pomegranates™). The display
of this heavenly blessing to the congregation gathering for worship inside the mosque serves as a
religious symbol. Furthermore, the Quran relates that at the time of Jesus’s birth, Mary was told to
shake a dry date palm, and fresh dates would fall from it (Surah Maryam, verse 25). In this regard,
the depiction of the date palm symbolizes divine grace, miracles, sustenance, and the relief and
abundance that follow times of hardship.

When examining the wall paintings at the Semaki House in Bursa’s Yenisehir district, one
notices that the depictions of pomegranates are quite voluminous and large in scale. In Islamic
tradition, the home symbolizes a small paradise where family life is protected and peace is
established. The pomegranate is also mentioned in many passages of the Quran as the fruit of
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paradise. Here, the pomegranate symbolizes for the guest both the abundance of this world and the
promised paradise of the hereafter.

An examination of wall paintings in the Manisa region reveals that the depiction of grapes
with vine leaves in the wall painting of the Ciftehanlar Mosque in Kirkagag, Manisa, bears a striking
resemblance to the grape depiction in the wall painting of the Damgac1 Mosque in Soma. The most
distinctive feature of these murals is their reflection of local identity in architecture. Since ancient
times (dating back to the Lydian and Seljuk/Saruhanid periods), the Manisa region has been
synonymous with the Sultaniye grape and the culture of viticulture. It is possible that the artists who
created the murals, while visualizing the abstract concept of paradise in their minds, drew upon the
agricultural richness of the geography they inhabited—namely, the vineyards of Manisa—rather than
plant forms entirely foreign to them.

The depictions of lemons found in the Siheylik Mausoleum in Tokat are striking. Based on
the inscription “Seyyid Ahmed Rafia” within the mausoleum’s baldachin, it seems likely that the
images in the mausoleum are associated with the Rufai Order. However, Bektashi coins are also
found in the same mausoleum. Consequently, the mausoleum contains symbols that appeal to both
orders. In the wall painting featuring lemons, the name of the container holding the small red fruits
and the lemon is “keskiil.” Keskiil is a word of Persian origin and has been used in Turkish to mean
“the poor man’s bowl” or “the bowl of the destitute” (Giiler & Giiler, 2023, 90). “Keskiil” is the
name given to the containers that dervishes in Sufi orders hang around their necks to hold food
received from the public, as well as to the bowls filled with food to be served to disciples after
worship at the tekke. Based on the keskiil depicted in the mural, which holds the fruits shown, it is
an indication that the tomb served as a home for Sufi orders and that the fruits depicted were used by
them. Additionally, there are numerous accounts regarding the use of lemons in Ottoman tekkes
(Giindiizoz, 2016, 216).

In this study, wall paintings collected from various regions of Anatolia have revealed the
multifaceted layers of meaning in fruit iconography within both secular and religious architectural
contexts. Across a broad geographical range—from the Giizelgdz Mansion in Urgiip to Stheylik in
Tokat, and from the Nizamoglu and Lok Village Mansions in Yozgat to the villages of Soma and
Damgac1 in Manisa—it is evident that despite the formal diversity of fruit depictions, there is a
distinct continuity in their meaning. This continuity demonstrates that the Anatolian mural tradition
functions as a “language of communication” that carries cultural memory. The association of fruits
with the concepts of abundance, fertility, and sustenance—as noted by Arik (1988) in his study on
the art of depiction during the Westernization period—allows mural paintings to be evaluated as a
field of expression where the public’s perception of daily life intertwines with religious symbolism;
this study strongly corroborates this view.

As a result of the studies conducted, it has been determined that the symbolic meanings of
fruits include immortality, the essence of a thing, substance, and truth. It is observed that the
symbolism of individual fruits varies across societies. The apple is the fruit of the forbidden tree, and
the “golden apple” is a symbol of immortality. Grapes symbolize autumn, while pomegranates
symbolize abundance, reproduction, birth, and the act of giving birth (Ozsayner, 2008, 91).

The overall conclusion reached in this discussion is that fruit depictions serve as a tool of
cultural memory, bringing together the Anatolian people's perception of the world, their production
culture, religious symbolism, and artistic understanding. When the examples from Urgiip, Tokat,
Bursa, Yozgat, Konya, and Manisa are considered together, it is seen that fruit iconography creates
a visual language that maintains common symbolic meanings such as fertility, sustenance,
hospitality, order, and spiritual richness; however, each region reinterprets this common core with
its own local style, production culture, and aesthetic understanding.

Conclusion
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Humans represent their existence in the world they live in through countless signs. As social
beings, humans have always needed to be together with other people throughout their lives. Sharing
things with other people, transmitting their culture, is done in a way determined by society.

Throughout their lives, humans receive and use the signs within their culture through social
consensus, in a way determined by society. Therefore, a fruit reflected in a mural embodies many
concepts such as the cultural indicator, symbolic meaning, aesthetic understanding, food and drink
culture, and gift-giving of the society.
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Osmanlh Duvar Resimlerinde Meyve Sembolizmi ve Anlamsal Coziimlemesi

Giris

Anadolu’da o6zellikle 18. ve 19. yiizyillarda hem sivil hem de dini mimaride duvar
ylizeylerinin resimlerle bezenmesi, Osmanli tasra sanatinin dikkat ¢ekici bir kolunu olusturur. Tokat,
Amasya, Nevsehir, Sivas, Yozgat, Manisa, Bursa ve Konya gibi merkezlerde goriilen bu gelenek;
donemin estetik begenisini, toplumsal yasam pratiklerini ve dini-manevi algilarin1 yansitan ¢ok
katmanl1 bir kdiltiirel ifade bigimidir (Sener, 2011).

Duvar resimleri ¢ogu zaman “kalem isi”, “duvar nakisi1” ya da literatiirdeki adiyla “Anadolu
duvar resimleri” olarak adlandirilir ve Rum, Ermeni ve Tirk ustalarin ortak iiretim alanlarinin bir
sonucu olarak c¢ok kiiltiirlii bir yapiya sahiptir (Renda,1977).

Bu resimlerin 6nemli bir boliimiinii natiirmort kompozisyonlari, 6zellikle de meyve tasvirleri
olusturur. Meyve betimleri yalnizca yiizeyi siisleyen estetik 6geler degildir; ayn1 zamanda dini,
kiiltiirel ve toplumsal sembolik anlamlar tasir. Ornegin nar, bereket, cogalma ve birlik anlamlariyla
hem Islam hem de Anadolu halk inanclarinda énemli bir ikonografik yer tutar (Kus, O.& Duran, R.
2022, s.23). Elma, armut, kavun ve karpuz gibi diger meyveler ise c¢ogu kez bollugun,
misafirperverligin, diinyasal zenginligin veya ev ic¢i bereket algisinin gdstergesi olarak

kompozisyonlara dahil edilir (Arik, 1988)

Anadolu'da tespit edilen duvar resimlerinin biiyiik kismi konak odalari, misafir kabul odalari
(bagoda), camilerin son cemaat yerleri, harim duvarlar1 ve koy mescitleri gibi mekanlarda goriiliir.
Bu resimlerdeki meyve betimleri, cogu zaman ayakli bir tepsi, kase, giimiis tabak ya da sepet icinde
diizenlenmis natiirmortlar olarak karsimiza ¢ikar. Bu diizenleme, resmin yalnizca estetik bir unsur
degil, ayn1 zamanda ev i¢i kiiltlirlin, sosyal statiiniin ve misafirlik geleneginin gorsel anlatimi
oldugunu diisiindiiriir (Renda, 1977).

Ozellikle Urgiip, Tokat, Yozgat, Bursa, Manisa ve Konya gibi merkezlerdeki dini ve sivil
mimari 6rneklerinde meyve kompozisyonlart dikkat ¢ekici bir yogunlukta kargimiza ¢ikar.

Bu calismanin amaci, Anadolu’daki sivil ve dini mimariye ait duvar resimlerinde goriilen
meyve tasvirlerini incelemek; c¢esitli bolgelerden derlenen gorsel malzeme iizerinden meyvelerin
tasidig1 sembolik anlamlari kiiltiirel baglam icinde ortaya koymaktir. Bu kapsamda Urgiip Giizelgoz
Konagi, Manisa Kula/Emre Koyli Cami, Manisa, Soma Hizir Bey ve Damgaci Cami, Manisa
Kirkagac Ciftehanlar Cami, Yozgat Nizamoglu Konagi, Yozgat Lok Koyii konagi, Konya Beysehir
Advancik Cami, Tokat Stheylik Tiirbesi 6rnekleri ¢calismanin gorsel veri setini olusturmaktadir.

Anadolu Duvar Resimlerinin Tarihsel Gelisimi

Anadolu’da duvar resimlerinin tarihsel gelisimi, Selguklu doneminden itibaren izlenebilen
mimari siisleme anlayisinin, Osmanli’nin 6zellikle 18. ve 19. ylizyillarinda yeni bir islupla birleserek
evrildigi genis bir sanat tarihsel arka plana sahiptir. Selguklu doneminde daha ¢ok ¢ini, alg1 ve ahsap
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iizerine uygulanan bezemelerin yerini, Osmanli klasik doneminde ozellikle saray ve kiilliye
yapilarinda goriilen kalemisi siislemeler almistir. Ancak bu bezemeler 17. yiizyilldan sonra tasra
merkezlerinde daha 6zgiin bir gelisim gostererek hem dini hem de sivil mimariye yayilan, mimari
ylizeyleri biitlinliyle kaplayan renkli duvar resimleri bicimine doniismiistiir (Renda, 1977). Bunun en
onemli nedenlerinden biri, tasrada usta-¢irak gelenegi icerisinde yetisen nakkaslarin kendi bolgesel
iisluplarimi olusturmalart ve Anadolu toplumunun giindelik yasam estetiginin mimariye dogrudan
yansimasidir.

18. yiizy1l sonrasinda Anadolu’da 6zellikle Tokat, Manisa, Sivas, Yozgat, Kiitahya, Bursa,
Afyon, Nevsehir ve Konya gibi merkezlerde konaklar, camiler, kdy odalar1, misafir odalar ve kirsal
mescitlerde yogun bir duvar resmi iiretimi dikkat ¢eker. Bu {iretimin gelismesinde iki temel etken
vardir: ilki, Batililasma etkileriyle birlikte Avrupa’daki rokoko ve ampir iisluplarimin Anadolu
tagrasina nakkaslar araciligiyla ulagmasidir. Bu yeni Uslup etkisi, 6zellikle konak mimarisinde
peyzaj, mimari goriiniim, gemi, vazo ve natiirmort tasvirleriyle kendini gostermistir (Renda,1977);
Ikinci etken ise, yerel halkin kendi sosyal statiisiinii, kiiltiirel kimligini ve misafirlik gelenegini
gdsterme isteginin, ev ici dekorasyonun dnemli bir parcasi hiline gelmesidir. Ornegin Tokat ve
Yozgat konaklarindaki duvar resimleri, ev sahibinin ekonomik giiciinii, begenisini ve diinyaya
bakisini adeta bir imaj gosterisi olarak yansitir (Arik, 1999, 5.423-436).

Bu donemde duvar resimleri yalnizca sivil mimaride degil, birgok cami ve mescitte de
uygulanmistir. Ornegin Manisa Soma’daki Emre K&yii Cami, Konya Beysehir Advancik Cami duvar
resmi Ornekleri cami mimarisine uyarlanmig natiirmort ve meyve tasvirleri bakimindan dikkate deger
orneklerdir. Cami iglerine natiirmort yerlestirilmesi bazi aragtirmacilar tarafindan “cennet
tasavvurunun diinyevi sembollerle somutlastirilmasi” olarak yorumlanirken (Sener, 2011, s.477).
Bazilar1 bunu “cemaatin giindelik kiiltiir kodlarmin ibadet mekanina yansimasi” seklinde
degerlendirir (Ibrahimgil,1997, 5.5249-266).

Anadolu duvar resimleri yalnizca sanat tarihi agisindan degil, aym1 zamanda sosyal tarih,
kiiltiir tarihi, etnografi ve ikonografi aragtirmalar1 agisindan da ¢ok katmanli bir inceleme alani sunar.
Bu gelisim ¢izgisi i¢erisinde meyve tasvirleri hem estetik hem de kiiltiirel anlam katmanlariyla 6ne
cikan en yogun gorsel gruplardan birini olusturmaktadir. Dolayisiyla bu galigmanin odak noktasini
olusturan meyve sembollerinin degerlendirilmesi, Anadolu duvar resmi geleneginin biitlinsel
bicimde anlagilmas1 agisindan da 6zel bir arastirma degeri tasir.

Natiirmort Gelenegi ve Meyve Sembolleri

Osmanli toplumunda meyvenin bir yiyecek olmanin Otesinde, sosyo-kiiltiirel baglami
resimsel diizlemde neden bu kadar sevildigini agiklamaktadir. Osmanli insaninin sosyal yasaminda
onemli giinlerden olan nisan, diiglin, dogum, siinnet torenlerinde hediye olarak degerli miicevher,
giyim esyasinin yaninda bol miktarda meyve ve ¢icek de ye almaktadir (Calisir,2008, s.69). 1766-68
tarihinde saraya damat olacak olan Nisanc1 Paga tarafindan hareme gonderilen hediyeler arasinda 20
sepet meyve, 40 tabla sukufe de vardir (Atasoy, 2002, s.s67). Leyla Saz, harem anilarinda, Miiniire
Sultanin diigiinde gonderilen hediyeleri anlatirken pek ¢ok kiymetli nesne yaninda, Misir’daki erkek
tarafindan sandiklarla muz, limon, portakal, mandalina gonderildiginden bahseder ve o zamanlar
Istanbul’da muz ve mandalinanin nadir olmasina ragmen sarayda fazlasiyla bulundugunu da ilave
eder (Saz, 1974, s.159).

Arel, 18. Yiizy1l Istanbul Mimarisinde Batililasma Siireci kitabinda, II. Ahmed’in Yemis
Odas1 dekorasyonun Lale Devri eglencelerinin ger¢ek dekorlarina benzetilmis olmasi gerektigini
belirterek, “...ahsap panolarim kaplayan ¢icek vazolari, meyve sepetleri, meyve ¢anaklar1 Lale
Devri’nin kendine 6zgli temalar1 ve Lale Devri’ni niteleyen eglencelerin baglica siisleme ve
simgeleme unsurlaridir.” demektedir. (Arel, 1975, s.42).

Turkish Studies — Comparative Religious Studies, 21(01)



Fruit Symbolism and Semantic Analysis in Ottoman Wall Paintings 2713

Natiirmort gelenegi hem Dogu hem de Bati sanatinda uzun bir gelisim siirecine sahip olup
farkli donemlerde degisen sembolik anlamlar tagimistir. Bati resminde &zellikle 16. yiizyildan
itibaren gelisen natiirmort tiirii, Vanitas temasindan sofra kiiltiiriine, bereket inanislarindan diinyevi
zenginlik vurgusuna kadar genis bir ikonografik yelpazeye sahiptir (Alpers, 1989). Osmanh
sanatinda ise natiirmort, daha ¢ok kitap siislemelerinde, minyatiirlerde ve 18. yiizyildan itibaren
duvar resimlerinde belirginlesen bir gorsel dil haline gelmistir. Osmanli nakkashanesinde meyve ve
cicek betimleri 6zellikle Lale Devri sonrasinda yayginlik kazanmis, ardindan bu estetik form tasra
merkezlerindeki ev ici duvar resimlerine de yansimistir (Bagci& Tanindi&Renda&Cagman, 2006)

Anadolu duvar resimlerinde natiirmortlarin en belirgin unsuru meyve kompozisyonlaridir.
Bu kompozisyonlar ¢ogu zaman ayakl1 giimiis bir tabak, sepet veya kase i¢inde diizenlenmis, iistten
bakis veya hafif perspektifli bir aciyla resmedilmistir. Meyve sembollerinin se¢imi tesadiifi degildir;
bu dgeler, Anadolu halk kiiltiiriinde, Islam ikonografisinde ve yerel giindelik yasam pratiklerinde
gilicli anlam katmanlarina sahiptir. Ornegin iiziim, hem Islam’da cennet meyvesi olarak
tanimlanmasi (Nahl Suresi, 16:11) hem de Anadolu bagcilik geleneginin en yaygin {iriinii olmasi
nedeniyle dikkat ¢ceken bir semboldiir.

Nevsehir ve Manisa’daki duvar resimlerinde sik¢a karsimiza g¢ikan {iziim salkimlari, bir
yandan bollugu temsil ederken, diger yandan Kur’an’da yer alan “cennet baglar1” géndermesiyle dini
bir sembolik alan olusturur.

Nar, ikonografik agidan en giiclii meyvelerden biridir. Coklu tanesi nedeniyle, birlik, bereket,
cogalma gibi anlamlar tasir. islam kiiltiiriinde nar, kutsal metinlerde gecen bir cennet meyvesidir.
Ayrica narin cennetten ¢ikma bir agac olduguna inanilir. Anadolu’da ve Orta Dogu’da evlilik
torenlerinden sonra ciftlere ¢cok cocuklart olmasi dilegiyle nar taneleri yedirilir. Kuran’da nar
sozciigii Uic kez gegmektedir: Enam Suresi 99 ve 141, Rahman Suresi 68. Bunlari ilk ikisinde nar,
Allah’1n yarattig1 giizel seylerin bir 6rnegi olarak verilmistir, {i¢linciisiinde ise cennetteki bir meyve
olarak anlatilmaktadir (Arik,2009, s.586). Duvar resimlerindeki nar betimlemeleri ¢ogu zaman
acilmis kabugu, i¢indeki taneleri ve canli kirmizi rengiyle, hem diinyevi zenginligin hem de manevi
biitiinliigiin bir temsili haline gelir. Narin bu ¢ok katmanli anlam1, Manisa, Bursa’daki 6rneklerde net
bicimde goriilmektedir.

Elma, Tiirk mitolojisinde kutsal sayilan ve meyvesi yendiginde, kisiye Oliimsiizliik
kazandiran agaglardan biridir. Elma, gerek bu yoniiyle gerekse genglik kazandirma ydnleriyle
Tiirklerde genis bir yere sahiptir (Simsek,2008, s.194). Elma Anadolu’da bolluk, bereket simgesidir.
Sagaltma ve iletisim semboliidiir (Altun, 2008, s.263) Elmanin sembolik anlamin1 Tokat Siheylik
tiirbesinde gérmekteyiz.

Tasvir sanatlarinda tohumuyla gelecegi i¢inde tagiyan karpuz, nar, liziim, mistr, incir, hurma,
zeytin, bugday basagi gibi taneli veya ¢ekirdekli meyveler daha ¢ok cennet, dogum, neslin devamu,
bereket, bolluk ve 6liimsiizliikle iligkilendirilmistir (Altiner, 2021, s.410).

Meyve sembollerinin ikonografik giicii yalnizca dini/sosyal anlamlarla sinirli degildir; ayni
zamanda Anadolu’da misafirlik kiiltiirii ile dogrudan baglantilidir. Osmanli sofrasini bir yeme i¢me
alan1 olmanin yani sira medeniyet, hosgorii ve kiiltiirler arasindaki gerilimin en canli sahnesi olarak
ortaya koyar. Sofra burada bir “birlik vaadi”dir. Fakat o vaadin sinirlarinin da agikga hissedildigi bir
kiiltiirel yap1y1 yansitir (Abir, 2025, s.172).

Urgiip Giizelgéz Konagi, Bursa Semaki evleri ve Yozgat konaklarinda goriilen bu
kompozisyonlar, ev sahibinin zenginligini, misafirine verdigi degeri ve sosyal statiisiinii gdstermek
amaci tasir.

Anadolu duvar resimlerinde natiirmort geleneginin en giiclii yansimasini olusturan meyve
sembolleri, yalnizca dekoratif degil; dini, toplumsal, kiiltiirel ve ikonografik anlamlarla yiiklii cok
katmanli gorsel dgelerdir. Bu yoniiyle meyve tasvirlerinin analiz edilmesi, hem Anadolu tasra
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sanatinin estetik yapisin1 anlamak hem de dénemin kiiltiirel kodlarin1 ¢éztimlemek agisindan énem
tasimaktadir.

Meyve Sembollerinde Anlamsal Coziimleme

Her sanat eseri bir yaratmadir ve toplumsal igerikli yoniiyle kendi i¢inde kendine &6zgii
nitelikler barindirmaktadir. Bu barindirma ve yaratma siireci sanatta yenilikleri 6n planda
tutmaktadir. Meydana getirilen her sanat eseri bir yani ile gercegi/gercek nesneleri ortaya koyarken
diger yoniiyle de bir anlam varlig1 olusturarak sanat eserlerinde kendimize, insana, topluma ve dig
diinyaya dair izler ortaya koymaktadir (Ersoy, 2002, s.15-16)

Barnard (2010), “Sanat, Tasarim ve Gorsel Kiiltiir” adli kitabinda, gorsel kiiltiiriin
incelenmesi igin gereken disiplinlere sanat tarihi, tasarim tarihi ve kiiltiirel incelemelerin yani1 sira
bicimsel, anlatimci1 ve isaret bilimsel yontemlere dikkat cekmektedir.

En genel tanimiyla anlamsal ¢éziimleme yani bir diger adiyla semiyoloji; gostergeleri ve
gosterge dizgelerini ele alan bir bilim dalidir (Sendur Atabek, 2007, 5.65-88). “Gosterge”, bir nesneyi
ya da bir sozciigii temsil eden bir kavram olarak adlandirilmaktadir. Bu baglamda, bir varligin
fiziksel bir Ozellige sahip olmasi, bagka bir anlam tagimasi ve birey tarafindan kullanilmasi
“gdsterge”nin niteligini belirleyen durumlar olarak tanimlanmaktadir (Mutlu, 2017). Bu kavram, bir
“gdsterge”nin bir “gdsterilen” ile birlesmesinden ortaya ¢ikan bir biitiin olarak ifade edilmektedir
(Akbas&Ergetin,2020, s.2819).

Ortacag Hiristiyan soOylencesinde “Kizil Elma” ya da “Altin Elma” olarak bilinen
“Reichsapfel”, 12. yiizyilda yasamis olan Alman Kral Friedrich Barbarossa, ayn1 zamanda Kutsal
Cermen ve Roma Imparatoru da olan ve halk arasinda “Kizil Sakal” olarak bilinen Roma imparatoru
I. Friedrich déneminde ortaya ¢ikmistir. “Reichsapfel” yani “imparatorluk elmasi” Cermenler’in
hiikiimdarliginda biitiin Avrupa’nin birlesmesini sembolize eden iizerinde hag dikili diinya seklinde
bir kiiredir ve bu simge evrensel Hiristiyan dininin giiclinii ve imparatorlugun giiciinii gostermek
amaciyla kullanilmistir (Ercan,2017, s. 1046).

Sekil 1: Imparator Heinrich (1014-1024) ve Esi Kunigunde, (Ercan,2017, s.1046)

Gosteren, gosterilene zemin teskil ettiginde buradaki iliskisellik anlamlamay1 ortaya ¢ikarir.
Barthes’a gore anlamlama, yani gosterge ve gosterilen arasindaki iliski sézlesimseldir ve neredeyse
dogallagsmis bulunan toplumsal nitelikli bir s6zlesme degeri tasir (Bircan,2015, s. 23). Bu durum bize
elmanin gorsel gliciiniin evrensel bir sembol olarak toplumsal nitelikteki anlamim dile getirir.

Tevrat’in Yaratilis Boliimiinde (3:2-6), "Kadin, 'Bahgedeki agaglarin meyvelerinden
yiyebilirsiniz' diye yanit verdi, 'Ama Tanri, Bahgenin ortasindaki agacin meyvesini yerine getirin,
ona dokunmayin; yoksa oliirsiiniiz dedi.' ... Kadin agacinin giizel, meyvesinin yemegi i¢in uygun ve
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bilgelik kazanmak i¢in giiciinii gordii. Meyveyi koparip yedi. Yanindaki kocasina verdi, o da yedi."
Ifadesi gegmektedir. Orta Cag ve Ronesans donemi Avrupasinda “Yasak Meyvenin Agact" ile "Elma
Agaci1" kavramlarinin birbirine karismasina neden oldu.

Eski Fransizca terciimelerde meyve genel olarak "pom" (meyve) degistirilerek karsilanmisti.
Ancak Fransizcada pommenin anlami daraldi ve sadece "elma" igin ¢alistirllmaya baglandi (Yalt,
2008).Boylece "Adem bir meyve yedi" climlesi, sonraki nesiller tarafindan "Adem bir elma yedi"
seklinde algilandi.

Sekil 2: Adem ve Hava (Albert Diirer, 1507;
https://en.wikipedia.org/wiki/Adam_and Eve (D%C3%BCrer), Erisim Tarihi: 05.06.2026

Bu durum, Michelangelo ve Albrecht Diirer gibi tinlii Ronesans ressamlarinin tasvirlerinde
yasak meyveyi dogrudan bir "elma" olarak resmetmelerine yol agti. Sanatin gorsel giicii, bu yanlis
algiy1 tiim diinyaya kalic1 bir evrensel sembol olarak miras birakti.

Barthes’a gore diizanlam, gostergenin neyi temsil ettigini, yan anlam ise gostergenin nasil
temsil edildigini konu edinir. Barthes’a gore bir gosterge “Saussure’iin soyledigi gibi temelde bir
diizanlam bi¢imidir. Yani gosteren dolayimsiz bir bicimde 6zel bir nesneyi adlandirir ya da neye
gonderme yaptigini agikca belirtir. (Bircan,2015, s.20).

Goriilen meyveler dogrudan taninabilir nesneler olarak gosterge niteligindedir. Anlam
diizeyinde meyve de gosterilenler ise ¢evre kiiltiiriine, bolgenin tarimsal iiretimine ve toplumsal
pratiklerine isaret eder; 6rnegin Manisa da ki duvar resimlerindeki iiziim betimleri, b6lgenin bagcilik
gelenegini isaret eden bir gosterge niteligindedir. Simge diizeyinde ise meyveler kiiltiirel olarak
yiiklenen anlamlar1 tasir: narin bereketi, {iziimiin cennet tasavvurunu, elmanin misafirperverligi
temsil etmesi gibi.

Barthes, gosterilenin bir nesneden ¢ok zihinsel bir tasarima veya imgeye bagl olarak ele
almmasini elestirir. “Gostergeyi kullananin ondan anladig: ‘sey’dir gosterilen. Boylece salt islevsel
bir tanima ulasmis oluruz: Gosterilen, gostergenin baglantisal iki 6gesinden biridir. Onu gdsterenin
karsiti yapan tek ayrim, gosterenin bir araci kimligi tasimasidir” (Barthes,1979, s.35). Urgiip
Guzelgoz Konagi’'ndaki meyve sepeti resimleri, yalnizca bir natiirmort degil, ayn1 zamanda ev
sahibinin statiisiinii, misafirlik kiiltiiriinii ve estetik begenisini simgeleyen kodlanmis bir iletidir.

Barthes, bu noktada anlamlandirmanin bagka bir boyutundan bahseder. Bu da simgesel
anlamlandirmadir. “Bir nesne, uzlasim ve kullanim araciligiyla baska bir seyin yerine ge¢mesini
miimkiin kilan bir anlam kazandiginda simge haline gelir. (Fiske, 2003, s.123).
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Iki sey arasinda herhangi bir bag yokken zihinsel olarak egretileme olusturur. Egretileme
bilinmeyen bir seyi bilinen bir sey a¢isindan ifade etmektir. Dolayisiyla burada bilinmeyenlerin
anlami Dbilinenlerin araglar1 vasitasiyla kendisini ortaya koyar (Fiske, 2003, s.124). Elma
denildiginde, yasak meyve(?)nin yenmis olmasi ve cennetten kovulma sebebini ¢agristirmasi, narin
bereketi simgelemesi gibi.

Yontem

Bu arastirma, Anadolu’nun farkli bdlgelerinde yer alan sivil ve dini yapilardaki duvar
resimlerinde bulunan meyve tasvirlerini incelemeyi amaglayan nitel bir calismadir. Calismada gorsel
veriler temel veri kaynagini olusturmakta; mekanlarda ¢ekilmis orijinal fotograflar, arastirmanin ana
dokiimanlarint meydana getirmektedir. Dokiimanlar1 fotograf verileri olusturdugu igin siireg,
gorsellerin sistematik bigimde betimlenmesi, siniflandirilmasi ve anlamlandirilmasi agamalarindan
meydana gelmistir. Her yapidan elde edilen fotograflar once teknik ve gorsel ozellikleri agisindan
incelenmis, ardindan meyve tasvirlerinin kompozisyon yapisi, renk kullanimi, konumlanigi ve
baglamsal iligkileri belirlenmistir. Calismada kullanilan gorsellerin tamami 2019 yilinda saha
calismasinda ¢ekilmistir.

Veriler, Urgiip Giizelgéz Konagi, Yozgat Nizamoglu Konagi, Yozgat Lok Kdyii Konagi,
Tokat Siheylik Tiirbesi, Manisa Soma Hizirbey Cami, Kirkaga¢ Ciftehanlar Cami ve Kula Emre
Koyii Cami, Konya Beysehir Cami, Bursa Semaki evi ve benzeri yapilardan alinmis fotograflardan
olugmaktadir. Bu fotograflar calismada Sekil 1, Sekil 2, Sekil 3... seklinde kodlanacak ve ilgili analiz
boliimiinde gorselleriyle birlikte sunulacaktir.

Bulgular

Bu boliimde arastirma kapsaminda elde edilen tiim gorseller, ait olduklar1 bdlge ve yapt
tiirleriyle birlikte sistematik olarak incelenmistir. Her gorsel dnce Sekil olarak sunulmus, ardindan
ikonografik ozellikleri, kompozisyon yapisi, yerel iislup baglantilar1 ile detayli bigimde
degerlendirilmistir.

Sekil 3: Urgiip Giizelgdz Konag1 Meyve Kasesi Duvar Resmi (Yazar Arsivi,2019)

Anadolu’da yer alan konaklarin genellikle bas odalarma duvar resimleri betimlendigi
gorlilmektedir. Evin en biiyilikk ve en dnemli odasi olan “Basoda” Tiirklerin misafirlerine 6nem
verilmesiyle se¢ilmis ve bunun i¢in 6nemli 6zelliklerle olusturulmustur (Tukan, Z. & Kosanlar, E.
,2022, 5.498).
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Bu duvar resmi Urgiip Giizel G6z Konag1 basodasina betimlenmistir ve Anadolu’daki geg
donem sivil mimaride yaygin olan meyve sepeti kompozisyonlarimin tipik bir 6rnegidir. Resmin
merkezinde genis ve ayakli bir kése i¢inde toplanmis meyveler yer almaktadir. Uziimler, yuvarlak
sari-turuncu meyveler ve etrafi saran koyu yesil yapraklar kompozisyonun temel unsurlaridir.
Konaga gelen misafirlerin agirlandigi bag oda 6zellikle ev sahibinin imajini sergiledigi, misafirini
tim giiciiyle agirladigr alanlar olarak tanmir. Bas odaya bu kompozisyonun yapilmasi
misafirperverlige vurgu yaparak konaga gelen kisinin kendisini “zengin bir sofranin karsiligi” olarak
diisiinmesini saglar. Bu yoniiyle resim hem ikonografik hem de kiiltiirel bir iletisim aracidir. Duvar
yilizeyindeki agmmalar, 6zellikle nem ve yiizey dokiilmeleri, resmin orijinal renksel biitiinliiginii
etkilemis olsa da kompozisyonun temel diizeni héla giiclii bir sekilde algilanabilmektedir.

Sekil 4: Urgiip Giizelgdz Konagi Meyve Kasesi Duvar Resmi (Yazar Arsivi, 2019)

Bu ikinci gorsel, birincisine gore daha yogun ve sikisik bir kompozisyona sahiptir. Meyveler
bu kez daha dikey bir y1g1lma bi¢iminde diizenlenmistir. Karpuz ve sar1 meyve (muhtemelen kavun)
merkezde baskin yer tutarken, gevresini daha kii¢iik yuvarlak meyveler ile agik tonlarda boyanmig
iiziim taneleri c¢evrelemektedir. Kompozisyonun yukar1 dogru genislemesi, resme dinamik bir
ylikselme etkisi kazandirmaktadir.

Osmanli bagkentinin saray, konak, yali ve kdsklerinde oldugu kadar tasrada esrafa ait biiyiik
konutlarin yemek odalarinda natiirmort olarak karpuzun da yer aldig1 meyve tasvirleri dikkat ceker.
Karpuzlar bu o6rneklerde genellikle dilimlenmis, istah agici bir sekilde tasvir edilmislerdir. Bu
natiirmortlar 151k-golgenin kullanildigi, yumusak renk gegisleriyle renklendirilmis bagka bir deyisle
Batili tarzda bir anlayisla resmedilmislerdir (Altiner, 2021, 5.402).

Busbecq, Tiirk Mektuplari’nda Riistem Pasanin meyve sembolizminden yararlanarak savag
tehdidini nasil incelikli olarak yaptigini soyle anlatmaktadir: “...bana biiyiik bir kavun gonderdi. Bu
cins kavuna ‘anguries’ deriz. Germenler Wasserplutzer diyorlar. Istanbul’da yetisen kavunlar gayet
lezzetlidir. Cekirdekleri kirmizidir. Bunlarin anas1 Rodos’tan geldigi i¢in Rodos kavunu deniliyor.
Sicak havalarda harareti teskine yaramak dolayisiyla ¢ok yenir. Iste bdyle bir kavunu Riistem bana
gayet sicak bir giinde bir terciiman vasitasiyla gonderdi. Harareti teskine pek faydasi olan esi
bulunmaz bu mevsim meyvesini memnuniyetle yiyecegimi {imit ettigini teblig ettiriyordu. Bu
yemisten Buda’da ve Belgrad’ta hem de daha biiyiikleri mevcut oldugunu ilaveten soyletiyordu.
Maksadi top giillelerini ima idi.” (Calisir,2008, s.70). Anlagildig {izere, kavunun, devlet erkanina,
pasalara sunulan degerli bir ikram araci olarak, donemin sosyo-kiiltiirel verilerinde yiiksek bir degere
sahip oldugu goriilmektedir. Burada resmedilen sar1 biiyilkk meyvenin kavun olmasi aslinda konak
sahibinin de bu elit kesimin kendisini bir pargasi olarak yansitma ¢abas1 olarak goriilebilir.
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Lo

Sekil 5:Yozgat Nizamoglu Konag1 Karpuz Betimlemesi (Yazar Arsivi,2019)

Bu duvar resmi, Anadolu’daki sivil mimaride sik rastlanan peyzaj ve cennet bahgesi temali
tasvirlerin 6zgiin bir 6rnegidir. Kompozisyonun merkezinde biiyiik gdvdeli bir agag, etrafinda ise
stilize dag siluetleri ve bitki ortiisii yer almaktadir. Agag, Islam estetik anlayisinda hem hayat agaci
hem de ilahi diizenin siirekliliginin temsilidir (Sener,2011, s.477-478).

Karpuz ve {izerinde bigak kompozisyonlari, Lale devri (1718- 1730) ile baslayan Batililasma
Doénemi siireciyle birlikte repertuvara girdigi anlasilir. Batililagma Donemi ile Osmanli Sanatinda
klasik kalem isi anlayig/tislubunun degismesi ve duvar resmi geleneginin baslamasiyla birlikte
karpuz ve karpuz-bigak tasarimlari Tiirk stisleme dagarcigina eklenmistir (Altiner, 2021, s.410).

Ote yandan bigak motifinin Orta Asya’da Islam &ncesi ddénemlerden beri kullanildig
(Cerezci, 2019, 5.481-482) ve ardindan Anadolu’ya geldigi bilinir. Bigagin intikami, kurbani, 6liimdi,
sehitligi ayn1 zamanda bir seyi bolmeyi ve alakayi kesmeyi ifade ettigi bilinir (Coruhlu, 1997, s. 64-
65).

1

Sekil 6: Yozgat Nizamoglu Konagi Karpuz Betimlemesi (Yazar Arsivi,2019)

Bu ikinci Nizamoglu Konag: gorseli, bir onceki manzara sahnesiyle ayni estetik programin
devami niteligindedir. Insan dogayla biitlinlesik bir yasam bigiminde, ¢evresindeki nesnelerle ve
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doga giigleriyle anlam iligkisi kurarak bu nesneleri i¢csellestirme ¢abasi igerisine girmektedir. Bu
anlam iligkisi ¢ogunlukla nesnelerin insanin yasamini yogun bir bicimde kusatmasi, s6z konusu
nesnelere gereksinimin biiyiik boyutlarda olusu ve bu nesneleri egemenlik altina alamamasi iizerine
gerceklesmektedir. Bu nedenlerle dogal nesnelere ruh ve kutsallik yiiklenmektedir. Bu kiiltlerden
agac kiiltli, Gok Tanr1 inang sistemindeki gerek agag tiirli anlaminda ¢esitlilik icermesi gerekse bir
kiilt olarak islev anlaminda ortaya ¢ikan mitolojik bir figiir olarak en zengin kiiltlerden biridir (Unsal,
2025, 5.683).

Agacin bulundugu kompozisyon, bazi Anadolu camilerinde rastlanan cennet tasviri
motiflerini ¢agristirir. Bu “igsel bahge™ fikri, ibadet mekanimin ruhsal siikiinet saglamasi amaciyla
kullanilir. Aym1 zamanda camiyi kullanan cemaat igin psikolojik rahatlatici ve huzur verici bir
cevresel unsur olarak iglev goriir.

Sekil 7: Konya — Beysehir Advancik Kdyii Cami Duvar Resmi (Yazar Arsivi, 2019)

Konya Beysehir Advancik Kdyii Cami harim bat1 duvarinin yilizeyinde pencere agikliklarinin
arasina Kabe merkezli olmak iizere iki yaminda meyveler aga¢ dallar ile betimlenmistir.
Kompozisyonun merkezinde Kébe betimlemesi goriiliirken, Kabe betimlemesi sag kisminda dallari
ile cennet hurmasi sol kisimda da hurma agaci karsimiza cikar.

Hurma agaclar1 bazilar1 ebatga biiyiik olup alt yapraklar1 asag1 donerken bazilar1 daha geng
goriinlimde, az sayidaki yapragi yukari ya da yanlara bakar vaziyettedir. Agaglar birbirinden farkli
meyve ayrintilariyla da gesitlenmektedir. Yapraklarin altindan sarkan hurmalar bazen kirmizi, sari
veya yesil renklerde salkim gdriiniimiinde, bazen siyah ve taneli olarak ince dallar iizerinde ya da
beyaz taneli olarak yarilmis bir kabugun iginden goriinmektedir (Azakli,2022, s. 62). Bu tasvirle
uyumlu olarak Evliya Celebi Seyahatname’nin birgok yerinde Hille’nin hurmalarindan séz etmistir
(Celebi, 2005, s.181).

Kur*“an-1 Kerim“de yirmi ii¢ farkli yerde hurma agaci (nahl, nahle, line), hurma bahgesi
(cennetiin /cennatiin min nahil), hurma (nahil, semeratii“n-nahl, rutab), hurma kiitiigii (a“cazii nahl),
hurma dali(urcin) ve hurma lifi (mesed) gibi ¢esitli terimlerle hurmadan s6z edilmektedir. Hurma
agaclari, hurma bahgeleri ve hurma meyvesi birgok defa herkesin sahip olmak istedigi ve kaybetmek
istemedigi birer servet ve rizik kaynagi olarak anilmaktadir. Bu agaclarin ayni kokten gatalli veya
catalsiz sekilleri ve farkli 6zellikleri lizerinde akil sahiplerinin diisiinmesi ve ders almasi gerektigi
vurgulanmaktadir (Aydin, 2024, s.1651)

Meyve ve cicekler bagl olduklar biitiinii yani bahge kavramimi sembolize ederken bir
yandan da Osmanli insaninin bilincinde bahge ile 6rtiisen cennet bahgesi fikrini yan anlamlamaktadir.
Islam kiiltlirinde ve sanatlarinda bahge ve onun firiinleri (¢igek ve meyveler) cennet kavramini yan
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anlamlayan gii¢lii bir sembolizmin de kaynagidir. Resimler arasinda yer alan hurma agaci tasviri ise
bahce ve cennet sembolii i¢in gorsel bir ipucudur. Hurma agaci, cennette vadedilen dogal zenginlikler
arasinda Onemli bir yer tutmasi dolayisiyla cennet sembolizminde 6nemli bir yere sahiptir
(Cali511,2008, s.81).

Sekil 8: Bursa — Yenisehir, Semaki Evi Nar Konulu Duvar Resmi (Yazar Arsivi,2019)

Bursa, Semaki evinde betimlenen nar konulu duvar resmi, oran olarak oldukca biiyiik ve
dikkat ¢ekicidir. Nar resmi, asirt hacimli, daha kontrollii ve dengeli bir bigimde sunulmustur. Nar,
Islamiyet’ten 6nceki Tiirk kiiltiiriinde ve buna bagh olarak gelisen siisleme sanatlarinda, genellikle
bolluk ve bereket sembolii olarak ele alinmistir (Ersoy 2000, s.388).

Sanatg1 veya siparisegi, tanrilarin bolluk ve bereket dagitici 6zelliklerini resmettigi bu
meyvelerle sembollestirmek istemektedir. Ancak sembollesecek meyvenin buna layik olmasi
gerekir. Ciinkii buna karsilik, tanrilar da bolluk ve bereketlerini kisi ve toplumlardan
esirgemeyeceklerdir. Boylece hem tanrilarin codmertlik yoniine vurgu yapilmis hem de insanlarin
yasamlarimi zenginlik ve refah iginde slirdiirmesi amaglanmis olmalidir. Kisacasi bu tiir gondermeler
ylice bir varliga ait olabilecegi gibi beseri bir unsura da yapilmis olabilir (Caglhtiitiincigil, 2013, 5.79)

Cok taneli bir meyve olmasi, c¢ekirdeklerinden ¢ok sayida tekrarlarinin yetismesi,
nar1;dogum, ¢cogalma, yeniden yagsama doniis ve diriligin simgesi durumuna getirmistir. Bu noktada
nar, neslin devami, soyun kusaklar boyunca varligini siirdiirmesi gibi sembolik anlamlar da
tasimaktadir (Ozkan& Duran,2022)

Sekil 9: Bursa — Yenisehir Semaki Duvar Resmi, (Yazar Arsivi, 2019)

Turkish Studies — Comparative Religious Studies, 21(01)



Fruit Symbolism and Semantic Analysis in Ottoman Wall Paintings 2721

Bursa Semaki evinde karsimiza ¢ikan bir diger duvar resmi ise, merkezdeki yuvarlak formun
iist kisminda nar1 niteleyen karakteristik tag (kaliks) yapisi agikga goriilmektedir. Govdenin i¢
kismindaki kavisli ve renkli boliim, narin kabugunun hafif¢e yarilarak i¢indeki tanelerin veya bir
diliminin goriiniir kilindigini betimler. Merkezdeki nar betimlemesinin hemen altina alt1 adet elma
olabilecegi diisiiniilen meyveler tasvir edilmistir. Burada betimlenen nar sekli, sekil 6’da betimlenen
nar seklinden daha farkli resmedildigi goriiliir. Tiirk kiiltiiriine narin yani Latince ‘“Punica Granatum”
iki sekilde girdigi diisiiniilmektedir. Ik olarak Uygurlarin gelistirdigi ziraat kiiltiirii, ikincisi ise
bitkisel tedavi yontemidir (Ozkan& Duran, 2022, s.14).

“Nar tohumunu suda eritip” ilag yapilmasin da tavsiye eden yazili kaynaklar giiniimiize
ulasmis ve narm bitkisel tedavi yontemlerinde kullanildig anlagilmistir. (Ozkan& Duran, 2022, s.
15). Burada duvar resmini yapan sanat¢inin nar betimlemesini neden farkli iki sekilde ele aldigim
bilmemiz elbette miimkiin degildir. Fakat ayni1 resmi tekrarin1 yapmak kolayken farkli sekilde ele
almmig olmasi diisiindiiriictdiir.

Sekil 10: Manisa — Kula, Emre Koyii Cami Duvar Resmi, (Yazar Arsivi,2019)

Manisa Kula, Emre K&yii Cami’'nde yer alan duvar resimleri neredeyse hi¢ bos yer
kalmayacak sekilde cami i¢ini donatmis durumdadir. Dikdortgen panolar iginde meyve tasvirleri
karsimiza cikar. Resimde goriilen ortadaki mimari yapinin her iki yaninda sag boliimde {iziim sol
boliimde ise nar betimlemesi vardir.

Sag boliimde yer alan iiziim tasviri bir sepetten tagmis ve hatta dallar1 yapraklar ile
betimlenmistir. Uziim motifi, insanlik tarihinin en erken dénemlerinden itibaren sanat eserlerinde
sikca karsilasilan, zengin anlam katmanlari tagiyan giiclii bir gorsel simge olarak varlik gostermistir.
S6z konusu motif hem doganin bereketine hem de insanin hazla, yasamla ve 6liimle kurdugu iliskiye
dair ¢ok yonlii gondermeler i¢ermistir. Antik Yunan ve Roma sanatinda iiziim, 6zellikle Dionysos
(Roma mitolojisinde Bacchus) figiiriiyle 6zdeslestirilmistir. Dionysos’un sarap, sarhosluk, kutlama
ve bedensel hazlarla iliskilendirilen dogasi, tizlimiin simgesel anlamin1 derinlestirmistir. Bu dénem
sanatinda lizlim, yalnizca gorsel bir unsur olmanin 6tesinde, ritiielistik ve dini bir iglev de listlenmistir
(Ozyamkoglu &Kahraman, 2025, s.44).

Sol taraftaki betimlemede karsimiza ¢ikan nar meyve sepetinde ya da dallari ile degildir. Bati
tarzinda bir siisleme yogunlugu baskindir. Her iki yanda siitunlarla ¢evrelenmis mimari formun tam
ortasina konumlandirilmistir.
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Tiirk sanatinda nar hi¢ kopmalar yagsamadan siirekli glindemde olan bir motif olmustur. Hem
iki boyutlu hem ti¢ boyutlu islenen nar, daha ¢ok bitkisel nesne ve yenilebilecek yemis seklinde ele
alinmis ve tasvir edilmistir. Tiirk sanatinda narin tagidig1 anlam ile tag kismi arasinda bir baglanti
tespit edilmemistir. Ta¢in dilim sayis1 ve yonii nar tasvirlerinde anlam agisindan 6nemsenmeyen bir
Ozelliktir. Fakat yiiklendigi anlam bereket kavrami iizerinedir (Kus & Duran, 2022, s.123).

Sekil 11: Manisa — Soma Hizir Bey Cami Duvar Resmi Incir Betimlemesi, (Yazar
Arsivi,2019)

Manisa Soma Hizir Bey Cami duvar resmindeki incir betimlemesi, batililasma donemi
etkisiyle yapilmistir. Ge¢ doneme 6zgii olan “S” ve “C.” kivrimlari, akantus yapraklari dikkat ¢ceker
(Top & Ozbek, 2019, s.283). Sar1 tonlarla betimlenen akantus yapraklar1 ve kivrimlarin her iki
yanlarina incirler {ist iiste verilmistir.

Incir, uzun ve koklii bir gegmise sahip olup, insanligin kiiltiirel ve maddi tarihinde énemli
rol oynamistir. Incir ve zeytin, Kur“an-1 Kerim“de Tin Suresi“nde birlikte anmildig1 gibi, diger
ayetlerde de ayr ayr1 yer alirlar. Incir sadece Tin Suresi“nde acik bir sekilde zikredilmistir. Ayrica,
A“raf Suresi“nde bahsedilen “cennet yapraklar1” ifadesi incir yapraklari olarak yorumlanmigtir. Hz.
Peygamber ise inciri cennetten inen bir meyve olarak tanimlamis ve saglik faydalarina vurgu
yapmustir (Aydin,2024, s.1650).

Incir, toplumu bir arada tutan bir inang simgesidir. Inang, ayrismalari, uzaklasmalar1 ve
kutuplagmalar1 6nleyen en énemli birlestirici giictiir. Incir, hem gesitliligi hem de birligi sembolize
eder. Incirin igindeki cekirdekler gesitliligi temsil ederken, incirin kendisi birligi ifade eder. incir,
evrenin genisligini sembolize ederken, ¢ekirdekler atom alt1 parcaciklari veya yumurtalikta bulunan
hiicreleri simgeler. Bu sekilde, i¢inde olanin digsinda da bir benzeri bulunur ve digsinda olanin iginde
bir karsilig1 vardir (Sonmez, 2023, 5.75-76).
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Sekil: 12: Manisa-Kirkagag Ciftehanlar Cami Uziim Tasviri (Yazar Arsivi,2019)

Uziim; tarihte, hem kutlamanin hem de asiriligin simgesi haline getirilmistir. Sarabin insana
verdigi sarhosluk hali, bir yandan 6zgiirlesme ve cosku olarak temsil edilmis, diger yandan da
denetimsizligin ve yikimin potansiyeli barindirilmistir. Bu nedenle iiziim, sadece bir meyve olarak
degil, ayn1 zamanda ahlaki, dini ve toplumsal anlamlarin kesistigi bir metafor haline getirilmigtir
(Ozyamkoglu &Kahraman, 2025 s.44).

Duvar resminde salkimlariyla gosterilen tiztimler kirmizi taneleriyle betimlenmistir. Camiler
kolektif ibadet mekanlaridir. Salkimi olusturan tanelerin birbirine kenetlenmis yapisi, camiyi
dolduran miiminlerin olugturdugu "timmet" veya "cemaat" bilincini sembolize eder. Dagilmayan, bir
arada duran ve birlikte olgunlasan bir toplum idealini anlatiyor olmasi da miimkiindiir.

Sekil 13: Manisa — Soma Damgaci1 Cami, Karpuz ve Uziim Konulu Duvar Resmi (Yazar
Arsivi,2019)

Manisa Soma Damgac1 Camindeki bu duvar resmi son cemaat yerindeki revak kemerinde
yer almaktadir. Yuvarlak kemerli agikligin sol kismi duvar ylizeyini kaplayacak sekilde {iziim
salkimlar1 ve asma yapraklari ile betimlenmistir. Duvar yiizeyi tahrip orani yiiksek olmasina ragmen
kirmiz1 renkle betimlenen iiziim salkimlar1 dallar ile tasvir edilmistir. Soma Damgaci Cami'nin
duvar resimleri, geleneksel minyatiir sanatindan, Bati1 anlayisinda Tiirk resim sanatina gecis
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evresinde degerlendirilen tasvir sanatimin konu ve Uslip Ozelliklerini verebilecek nitelikte
orneklerdendir (Kuyulu, 1988, 5.78).

Caminin giris kisminda yani son cemaat yeri duvar yiizeyinde yer alan betimleme, ibadet
alania girmeden Once gelen cemaate, “burada yasam devam eder, rizik kesilmez” mesajini iletir.
Basit ¢izgilerin bile bu mesaj1 aktarabilmesi, eserin kiiltiirel giiciinii artiran énemli bir unsurdur.

Yuvarlak madalyonun igerisinde su yiizeyinde bir kasede betimlenen karpuz ise bdlgede
meyve cesitliligine vurgu yapar niteliktedir. Celvetiyye tarikatinin kurucusu Aziz Mahmud Hiidayi
(6. 1628) tasavvufta ahlaki egitimi ifade eden seyr u siilik’ten bahsederken beden i¢in maddi
besinlerin, kalp i¢in manevi gidalar oldugunu; meyvelerin kalbi takviye ettigini ve {iziim, hurma,
elma, nar ve yesil karpuzun digerlerine gore daha 6zel bir yeri oldugunu belirtir (Tek, 2006, s.185).

Sekil 14: Tokat — Siheylik Tiirbesi Limon Betimlemeli Duvar Resmi (Yazar Arsivi,2019)

Tokat-Stheylik Tiirbesi Limon agaci betimlemesi siradan yapilan bir tasvir degildir.
Limonun tarihte farkli amagclarla kullanildigi bilinmektedir. Yunan filozofu ve botanigin babasi
Theophrastus (MO 371 - MO 287) Historia Plantarum kitabinda, Asya’ya 6zgii sifali bitkiler
kisminda limondan “Pers meyvesi” diye bahsetmis, “Meyvesi yenilebilir degil ama enfes kokusu
var.” diyerek parfiimde, zararli boceklerle miicadelede ve zehirlenmelerde panzehir olarak
kullanildigimi anlatmistir (Gore,2021, s.1251).

17. yiizyilda Istanbul iklimine uygun olmamas: dolayistyla zor bulunan limon ve portakal
agaclar1 donemi i¢inde ancak saray bahgelerinde yer alabilecek degerli ve liiks agaglardir. Tersane
Bahgesi tasvirlerine bu degerli agaglarin yansimasi da kaginilmazdir (Calisir,2008, s.81). Evliya
Celebi, Bitlis beyinin sarayinda limon regeli yediginden bahsetmekte, 1640 tarihli bir narh
defterinden Istanbul’daki kebapgilarda limon kullanilmakta oldugu anlasilmakta ve yine 1720 yilinda
sarayda yapilan bir senlikte kullanilan malzemeler arasinda 2817 adet limon da bulundugu
goriilmektedir (Faroghi, 2010, s. 297, 365, 359)

Osmanli’nin sair ve yazarlar1 da tarihsel siire¢ icerisinde neredeyse kutsallik atfedilen bu
meyveye eserlerinde yer vermistir. Manzum ve mensur pek ¢ok eserde limon biitiin vasiflariyla kimi
zaman bir metafor olarak kullanilirken kimi zaman da iyilestirici bir unsur haliyle gerek insan gerek
hayvanla ilgili tip eserlerinde konu edilmistir. Ayrica Osmanli saray mutfagini anlatan eserlerde
onemli bir lezzet nesnesi olarak tariflerde yerini almistir (Gore,2021, s.1254).
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Limon tasviri, 18. ve 19. yiizy1l Osmanli duvar resimlerinde hem tibbi bir gifa kaynagi hem
de egzotik bir zenginlik gdstergesi olarak kabul edilir. ikonografik acidan limon; temizlik, arinma,
sifa semboliidiir.

Sekil 15: Tokat — Siheylik Tiirbesi Duvar Resmi, Meyve Kasesi (Yazar Arsivi,2019)

Bu ikinci Tokat Siheylik gorseli, ilkinden farkli bigimde bir kase icinde meyvelerle karsimiza
c¢ikar. Kasenin i¢inde ortada sar1 bir limon ve onun altinda da kirmiz1 kii¢ik meyveler goriilmektedir.
Kirmiz1 kiiciik meyvelerin elma olmasi muhtemeldir. Elma, Tiirk mitolojisinde kutsal sayilan ve
meyvesi yendiginde, kisiye Olimstlizliik kazandiran agaclardan biridir. Elma, gerek bu yoniiyle
gerekse genglik kazandirma yonleriyle bilinir (Olmez,2013, 5.78)

Sekil 16: Yozgat, Lok Koyl Duvar Resmi, Meyve Tasvirleri (Yazar Arsivi,2019)

Lok Koyii Konagmin gerilerde betimlendigi duvar resmi 6n kisminda belirgin sekilde
meyvelerin kendi hacimleri dogrultusunda resmedildigi goriilmektedir. Bir tasra kentinde meyvelerin
bu kadar gercekgi bir {islupla én planda resmedilmesi elbette ki siradan degildir. On planda géze
carpan bigcak sapli karpuz betimlemesi dikkat ¢ekerken, hemen onun yaninda armutlarin gercekei bir
formda tasvir edilmesidir.
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Erken donem Ronesans resimlerinden giliniimiize kadar agik havada yenen yemekler,
taverna, kafe, cay salonlar1 ya da restoranlardaki yemek sahneleri, siradan insanlarin sofralar1 ya da
seckin yemek odalar1 gibi her tiirden ortamin ve sinifin resmi yapilir (Okkali&Baytar, 2020, s. 66).
Burada meyvelerle birlikte acik havada farkli kaplar icinde de igecekler gosterilmektedir.

Bates (1995, 296) 18. ylizy1l natiirmortlar1 diinya nimetleri baglaminda degerlendirmektedir.
Osmanl toplumunda 18. Yiizyildan itibaren disa kapali yasam bigimi diinyevi alana yonelmistir.
Bunun paralelinde mesire yerleri gibi kamusal alanlarda eglenceler ve gezintiler diizenlemek
giindelik yasam pratigine dahil edilmistir. Bates (1995, 5.297), bu natiirmort 6rneklerinin dinsel
higbir anlam tagimadigini, nesnenin objektif goriintiisiiniin sadece kendisi olarak deger tagidigini ve
mesire yerlerindeki manzaranin, nesnelerin zihinsel bir imgeye doniistiiriilerek resimsel diizlemde
ifade edildigini belirtmektedir (Calisir,2008, s. 82)

Tartisma

Urgiip, Giizelgdz Konag1 duvar resminde goriilen meyve sepetleri betimlemeleri, konagin
basodasina yapilmis olup birden fazla meyvenin bir arada sunuldugu tasvirdir. Hem meyveler kendi
hacimleri dogrultusunda verilmis hem de gercekei iislupta resmedilmistir. Istanbul’dan uzakta bir
tasra kenti olan Nevsehir Urgiip’te yer alan Giizelgdz konagi’nm ilk sahibinin miibadele ile
Urgiip“ten giden Hac1 Efthym Isaakidis“e aittir (Balta,2008). Arkeolog Tiirkmen*in ifadesine gore,
evin sahibi gida maddeleri imal edip bunlar1 toptan satan bir Rum imis (Tirkmen, s. 18). Gida
maddeleri satan bir Rum’un konaginin duvar resimlerinde siradan meyvelerin degil, pasalarin hediye
olarak gonderdigi kavun gibi meyvelerin tasvir edilmesi dikkat ¢ekicidir.

Karpuz tasvirinin Anadolu’nun bir¢ok bdlgesinde karsimiza ¢gikmasina ragmen Yozgat duvar
resimleri incelendiginde iki konakta da (Nizamoglu Konag1 ve Lok Kdyii Konagi) peyzaj mimarisi
i¢inde bigakli karpuz betimlemesi tasvir edildigi tespit edilmistir. Burada insanin doga ile biitiinlesik
bir yasam i¢inde olmasi, dogadan aldig1 meyveleri i¢sellestirme ¢abasini da hissettirir.

Konya, Beysehir Advancik Kéyili Cami duvar resimlerinde karsimiza ¢ikan hurma agaglari
ise Anadolu’nun digindan yetistirilen bir meyvenin tasviridir. Hurma, Kuran’da ad1 en ¢ok gecen ve
Cennet nimetleri arasinda agikca zikredilen agacglardandir (6rnegin Rahman Suresi 68. ayet:
"{¢lerinde her tiirlii meyve, hurma ve nar vardir"). Cami igine ibadete gelen cemaate cennet nimetinin
gosteriliyor olmasi dini bir semboldiir. Ayrica Kuran’da Hz. Isa’nin dogumu esnasinda Hz.
Meryem’e kuru bir hurma agacini silkelemesi ve ondan taze hurmalar dokiilecegi bildirilir (Meryem
Suresi 25. ayet). Bu yoniiyle hurma betimi, ilahi inayeti, mucizeyi, rizki ve zorluklardan sonra gelen
ferahligi/bereketi sembolize eder.

Bursa Yenisehir, Semaki evi duvar resimleri incelendiginde nar tasvirlerinin oldukga
hacimli, biiyiik boyutlu olmasi dikkat ceker. islam geleneginde ev, aile hayatinin korundugu, huzurun
tesis edildigi kiiciik bir cennet sembolii tasir. Narda Kur’an da birgok yerde cennet meyvesi olarak
gecer. Nar burada misafire hem bu diinyadaki zenginligi hem de 6teki diinyadaki vaat edilen cenneti
simgeler.

Manisa bolgesi duvar resimleri incelendiginde Manisa Kirkaga¢ Ciftehanlar cami duvar
resminde de iiziimlerin asma yapraklari ile Soma Damgaci Cami duvar resmindeki tizlim tasviri ile
¢ok benzedigi tespit edilmistir. Duvar resimlerinin en biiyiik 6zelligi, yerel kimligi mimariye
yansitmasidir. Manisa, antik caglardan (Lidya ve Selguklu/Saruhanogullart doneminden) bu yana
Sultaniye liziimii ve bagcilik kiltiiriiyle 6zdeslesmis bir havzadir. Duvar resmini yapan sanatgilar,
zihinlerindeki soyut cennet kavramini gorsellestirirken tamamen yabanci olduklart bitki formlari
yerine, i¢inde yasadiklar1 cografyadan asina olduklar1 tarimsal zenginligini yani Manisa baglarim
referans almiglar olmalart miimkiindiir.

Tokat Siheylik Tiirbesinde goriilen limon tasvirleri dikkat ¢ekicidir. Tiirbedeki baldaken
tiirbe tasvirini i¢inde “Seyyid Ahmed Rafia” yazsindan hareketle tiirbedeki resimlerin Rufai
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Tarikatina ait oldugu akla gelmektedir. Ancak aym tiirbede Bektasi sikkeleri de goriilmektedir.
Dolayisiyla tiirbede, her iki tarikata da hitabeden semboller yer almaktadir. Limon konulu duvar
resminde, kiiclik kirmizi meyvelerin ve limonun kondugu kabin ismi keskiildiir. Keskiil, Farsca
kokenli bir kelime olup Tiirkge’ de “fukara tasi” veya “yoksul canagi” anlaminda kullanilmistir
(Giiler & Giiler, 2023, s. 90) Keskiil, tarikatlarda dervislerin boyunlarina astiklari, halktan aldiklar
yiyecekleri i¢ine koyduklar kaplara ve tekkede ibadetten sonra miiritlere ikram edilmek {izere i¢ine
yiyecek konulan taslara verilen isimdir. Duvar resminde gosterilen meyvelerin kondugu keskiilden
yola cikarak tiirbenin tarikatlara ev sahipligi yaptig1 ve bu durumda gosterilen meyvelerinde onlarin
kullaniminda oldugunun isaretidir. Ayrica, Osmanli tekkelerinde limon kullanimina dair fazlaca tarif
aktarilmaktadir (Giindiizoz, 2016, s.216).

Bu arastirmada Anadolu’nun farkli boélgelerinden derlenen duvar resimleri, hem sivil hem
de dini mimari baglamlarinda meyve ikonografisinin ¢ok yonlii anlam katmanlarini ortaya
koymustur. Urgiip Giizelgoz Konagi’ndan Tokat Siheylik’e, Yozgat Nizamoglu ve Lok Kdoyii
Konaklarindan, Manisa Soma ve Damgaci kdylerine uzanan genis bir cografi yayilim i¢inde meyve
tasvirlerinin bigimsel cesitliligine ragmen anlam bakimindan belirgin bir siireklilik sundugu
goriilmektedir. Bu siireklilik, Anadolu duvar resmi geleneginin kiiltiirel bellegi tasiyan bir “iletigim
dili” olarak isledigini gostermektedir. Meyvelerin bolluk, bereket ve rizik kavramlariyla
iligkilendirilmesi, Arik’in (1988) Batililasma donemi tasvir sanatina iliskin ¢alismasinda belirttigi
tizere, duvar resimleri halkin giindelik yasam algisiyla dini sembolizmin i¢ i¢e gectigi bir ifade alan
olarak degerlendirilebilir; bu ¢aligma da bu goriisii giiclii sekilde dogrulamaktadir.

Yapilan ¢aligmalar neticesinde, meyvelerin sembolik anlamlarinin, 6liimsiizliik bir seyin 6zii
olan varlik, cevher ve hakikat oldugu tespit edilmistir. Tek tek meyve sembolizmlerinin toplumlara
gore degistigi gorlilmektedir. Elma, yasak agacin meyvesi olup, “altin elma” Oliimsiizliik
semboliidiir. Uziim sonbahar1, nar bereketi, {iremeyi, dogusu ve dogumu simgeler (Ozsayner,2008,
s.91).

Bu tartigmanin biitiiniinde elde edilen sonug, meyve tasvirlerinin Anadolu halkinin diinyay1
algilama bigimini, {iretim kiiltiiriinii, dini sembolizmini ve sanat anlayisini bir araya getiren bir
kiiltiirel hafiza arac1 oldugu yoniindedir. Urgiip, Tokat, Bursa, Yozgat, Konya ve Manisa 6rnekleri
birlikte degerlendirildiginde, meyve ikonografisinin bereket, rizik, misafirperverlik, diizen ve
manevi zenginlik gibi ortak sembolik anlamlar siirdiiren bir gorsel dil olusturdugu; ancak her
bolgenin bu ortak cekirdegi kendi yerel iislubu, iiretim kiiltiiri ve estetik anlayisiyla yeniden
yorumladig goriilmiigtiir.

Sonug¢

Insan yasadig1 diinyada sayisiz gostergelerle kendi varligini temsil eder. Toplumsal bir varlik
olan insan yasami boyunca baska insanlarla bir arada olmaya hep muhtag olmustur. Diger insanlarla
bir seyler paylagmasi, kiiltlirlinii aktarmasi, toplumun belirledigi sekliyledir.

Insan kendi yasami boyunca kiiltiiriiniin i¢inde olan gdstergeleri toplumsal uzlasim yoluyla
toplumun belirledigi sekliyle alir ve kullanir. Bu nedenle duvar resmine yansiyan bir meyve
toplumun kiiltlir gdstergesi, simgesel anlami, estetik anlayisi, yeme-igme kiiltiirii, hediyelesme gibi
bir¢ok kavrami barindirmaktadir.
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