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Abstract: Located approximately 15 km from Urgiip district of Nevsehir, Karlik Village is an important
settlement in the Cappadocia Region, shaped by rock-carved architecture reflecting the Byzantine period. The
settlement consists of two main sections: a new settlement area located on the flat area at the bottom of the
valley, and older settlement areas that have developed gradually on the sloping hillsides to the west and east of
this area. The subject of this study is the structure located on the eastern slope of the new settlement area of the
village, known in the literature as Church No. 3. This church is an important example reflecting the
characteristic features of Byzantine church architecture and wall paintings. While examining the structure, the
surrounding architectural elements are also discussed in general terms. The church consists of a nave extending
in a north-south direction and two apses located to the east. To the north of the structure is a parekklesion with
a barrel vault, a single nave, and a single apse. The wall paintings contain regional interpretations in terms of
iconography, but also exhibit some original features. It is particularly noteworthy that the same scenes in the
two apses of the south nave are depicted with different iconographic applications. Dating back to the 9th
century, the wall paintings exhibit archaic characteristics with their linear and two-dimensional styles,
revealing a distinct regional character. This study examines the architecture of Church No.3 in Karlik Village;
the wall paintings are meticulously documented and analyzed in terms of iconography, painting program, and
stylistic features; and the structure's place and importance in the region are revealed by comparing it with
similar monumental examples of Byzantine painting.
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Oz: Nevsehir’in Urgiip ilgesine yaklasik 15 km uzaklikta yer alan Karlik Koyii, Kapadokya Bélgesi’nde Bizans
donemini yansitan kaya oyma mimarisiyle sekillenmis 6nemli bir yerlesimdir. Yerlesim, vadi tabanindaki diiz
alanda yer alan yeni yerlesim bolgesi ile bu alanin bati1 ve dogusunda, egimli yamaglar {izerinde kademeli
bicimde gelismis eski yerlesim alanlar1 olmak {izere iki ana boliimden olusmaktadir. Bu ¢alismanin konusunu,
koyiin yeni yerlesim alaninin dogu yamacinda bulunan ve literatiirde 3 Nolu Kilise olarak adlandirilan yap1
olusturmaktadir. S6z konusu kilise, Bizans donemi kilise mimarisi ve duvar resimlerinin karakteristik
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ozelliklerini yansitan 6nemli bir 6rnek niteligindedir. Yap1 incelenirken, ¢evresindeki mimari unsurlara da
genel hatlariyla deginilmistir. Kilise, kuzey—giiney dogrultusunda uzanan bir naos ile doguda yer alan iki
apsisten olugsmaktadir. Yapinin kuzeyinde besik tonozla ortiilii, tek nefli ve tek apsisli bir parekklesion yer
almaktadir. Duvar resimleri, ikonografik acidan bdlgesel yorumlar icermekle birlikte bazi 6zgiin 6zellikler de
sergilemektedir. Ozellikle giiney nefin iki apsisinde ayn1 konulu sahnelerin farkli ikonografik uygulamalarla
ele alinmis olmasi dikkat ¢ekicidir. 9. yiizyila tarihlendirilen duvar resimleri, ¢izgisel ve iki boyutlu iisluplariyla
arkaik donem ozellikleri tasimakta ve belirgin bir bolgesel karakter ortaya koymaktadir. Bu ¢alismada Karlik
Koyii 3 Nolu Kilise’nin mimarisi ele alinmis; duvar resimleri ayrintili bigimde belgelenerek ikonografi, resim
programi ve Uslup oOzellikleri acisindan incelenmis, benzer anitsal Bizans resim sanati Ornekleriyle
karsilagtirilarak yapinin bolgedeki yeri ve 6nemi ortaya konmustur.

Anahtar Kelimeler: Bizans, Kapadokya, Karlik, Kaya Kilise, Theophany.
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Structured Abstract:

The Cappadocia region is one of the most significant centres containing some of the most extensive
and distinctive examples of Byzantine rock-cut religious architecture and wall paintings. The rock-cut churches
of the region attract attention not only for their architectural features but also for their wall paintings and
liturgical arrangements reflecting local interpretations of Byzantine art. The subject of this study is the rock-
cut church known in the literature as Church No. 3 of Karlik, located on the eastern slope of Karlik Valley,
approximately 15 km south of Urgiip in Nevsehir Province. Although the monument has been largely damaged,
it occupies a unique position among contemporary Cappadocian examples due to its double-apsed plan and the
repetition of the “Theophany” scene in both apses with different iconographic emphases.

The main aim of this study is to examine the architectural features and wall paintings of Karlik Church
No. 3 in order to determine its place within the Cappadocian Byzantine painting tradition and to reveal its
iconographic originality. In this context, the study seeks to answer the following questions: How is the double-
apse architectural arrangement reflected in the pictorial programme? What theological and liturgical meanings
emerge from the emphasis on different figures within the “Theophany” scenes depicted in the two apses? How
can the spatial separation of the figures of John the Baptist and the Virgin Mary be interpreted within the
context of the early concept of the “Deesis”? Furthermore, the study aims to identify regional iconographic
practices and local artistic approaches in Cappadocia.

In Byzantine art, the “Theophany” scene is one of the principal iconographic themes representing the
visual manifestation of divine power and the sovereignty of Christ. Its origins can be traced to prophetic visions
in the Old Testament and the apocalyptic imagery of the Book of Revelation in the New Testament. Over time,
the theme was enriched through liturgical texts, hymns, and eschatological thought. Particularly during the
ninth and tenth centuries, as apocalyptic theology gained greater significance in the Byzantine world,
“Theophany” compositions became more frequently incorporated into apse decoration programmes.

In the rock-cut churches of Cappadocia, this scene is generally represented by Christ enthroned,
surrounded by the symbols of the Four Evangelists, with the Apostles arranged hierarchically in the lower
register. These compositions are commonly interpreted as visual reflections of the heavenly liturgy manifested
on earth. Nevertheless, local workshops and regional traditions in Cappadocia allowed this fundamental
scheme to be reinterpreted in various ways.

In Byzantine painting, the Virgin Mary and John the Baptist are the principal intercessory figures,
particularly in “Deesis” compositions, where they are typically depicted on either side of Christ. The Virgin
Mary is regarded as the divine mother who intercedes on behalf of humanity, while John the Baptist, known
as the “Prodromos” (Forerunner), symbolises the transition between the Old and New Testaments. In traditional
Byzantine art, these two figures are usually represented together within the same composition. The originality
of Karlik Church No. 3 lies in the fact that, although both figures are present within the same monument, they
are placed separately in two different apses.

This research was conducted as a qualitative art historical study. Architectural analysis, iconographic
evaluation, stylistic examination, and comparative methodology were employed together. The church’s plan,
apse arrangement, spatial organisation, and roofing system were examined through on-site observations, while
the surviving wall paintings were analysed in detail. Photographic documentation, architectural drawings, and
visual materials from previous publications were utilised in the analysis of the pictorial compositions.

Although Karlik Church No. 3 constitutes the primary focus of the research, contemporary rock-cut
churches in Cappadocia were used as comparative examples in evaluating the findings. These include the Cross
Church in Kizilgukur, the Church of John the Baptist in Cavusin, Glimiisler Monastery, and the rock-cut
churches of Tagkinpasa and Erdemli. Furthermore, this study draws upon the assessments and interpretations
advanced by scholars such as Thierry, Jolivet-Lévy, Demesnil, and Coragan.

Research findings indicate that Karlik Church No. 3 occupies a distinctive place among the Middle
Byzantine rock-cut churches of Cappadocia in terms of both its architecture and wall paintings. The most
remarkable feature of the church is the repetition of the “Theophany” scene in two separate apses within a
double-apsed architectural arrangement. However, this repetition is not a simple duplication of the same
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composition; rather, it represents a deliberate iconographic differentiation achieved through the placement of
different central figures in each apse.

In the northern apse, the central figure in the lower register of the “Theophany” composition can be
identified as John the Baptist due to the scroll he holds and his prophetic characteristics. This placement
emphasises his role as a herald and prophet while also providing important clues regarding the possible
dedication programme of the church. The central positioning of John the Baptist highlights his theological
significance as the forerunner announcing the coming of Christ.

In the southern apse, the central figure is the Virgin Mary, depicted in the orans posture and in the
Blachernitissa type. This representation emphasises her role as an intercessor and mediator. The Maltese cross
located beneath the figure further reinforces the liturgical significance of the composition. Accordingly, the
southern apse displays an iconographic arrangement that highlights the themes of divine intercession and
salvation.

The findings indicate that the relationship established between the two apse was not accidental but
rather formed part of a consciously designed theological and liturgical programme. Whereas in many
Cappadocian examples the Virgin Mary and John the Baptist are depicted together on either side of Christ
within the same composition, their separation into two different apses in Karlik Church No. 3 represents a
remarkable and distinctive practice. This arrangement may be interpreted as a spatially differentiated and
locally adapted expression of the early concept of the “Deesis”.

Karlik Church No. 3 constitutes a unique example among the Byzantine rock-cut churches of
Cappadocia in terms of both its architectural design and wall painting programme. The presentation of the
“Theophany” scene through two different iconographic interpretations within a double-apsed plan
demonstrates the existence of a deliberately constructed theological and liturgical concept. The placement of
John the Baptist in the northern apse and the Virgin Mary in the southern apse may be regarded as a regional
and original interpretation of the early “Deesis” tradition.

This study contributes to a better understanding of the relationship between architectural space and
pictorial programs in Cappadocian Byzantine art. It also demonstrates how local artistic circles and workshops
reinterpreted widely established Byzantine iconographic schemes according to regional needs and liturgical
preferences. Karlik Church No. 3 emerges as an important monument that should be taken into consideration
in studies concerning the development of “Theophany” and “Deesis” imagery in Cappadocia.

Furthermore, the monument provides significant evidence for understanding the manifestations of the
cult of John the Baptist in Cappadocia. Future studies should focus on the detailed documentation of the church
through photogrammetric methods, the enhancement of conservation measures, and broader comparative
analyses with similar wall painting programmes in Cappadocia. Such research would contribute to a more
comprehensive understanding of the diversity and development of regional Byzantine iconography.

Keywords: Byzantium, Cappadocia, Karlik, Rock Church, Theophany
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Résumé Structuré:

La région de la Cappadoce est 1’'un des centres les plus importants, abritant certains des exemples les
plus vastes et les plus caractéristiques de I’architecture religieuse byzantine creusée dans la roche et de la
peinture murale byzantine. Les églises rupestres de la région retiennent 1’attention non seulement pour leurs
caractéristiques architecturales, mais aussi pour leurs peintures murales et leur agencement liturgique, qui
reflétent les interprétations locales de I’art byzantin. Le sujet de cette étude est 1’église rupestre connue dans la
littérature sous le nom d’« Eglise n° 3 de Karlik », située sur le versant est de la vallée de Karlik, & environ 15
km au sud d’Urgiip, dans la province de Nevsehir. Bien que le monument ait été largement endommagg, il
occupe une place unique parmi les exemples cappadociens contemporains en raison de son plan a double abside
et de la répétition de la scéne de la « Théophanie » dans les deux absides, avec des accents iconographiques
différents.

L’objectif principal de cette étude est d’examiner les caractéristiques architecturales et les peintures
murales de 1’église n°® 3 de Karlik afin de déterminer sa place au sein de la tradition picturale byzantine
cappadocienne et de mettre en lumiére son originalité iconographique. Dans ce contexte, I’étude cherche a
répondre aux questions suivantes: how does the architectural disposition with a double apse reflect itself in the
pictorial programme? Quelles significations théologiques et liturgiques découlent de 1’accent mis sur
différentes figures au sein des scénes de la « Théophanie » représentées dans les deux absides ? Comment la
séparation spatiale des figures de Jean-Baptiste et de la Vierge Marie peut-elle étre interprétée dans le contexte
du concept primitif de la « Déisis »? En outre, cette étude vise a identifier les pratiques iconographiques
régionales et les approches artistiques locales en Cappadoce.

Dans 1I’art byzantin, la scéne de la « Théophanie » est I'un des principaux thémes iconographiques
représentant la manifestation visuelle de la puissance divine et de la souveraineté du Christ. Ses origines
remontent aux visions prophétiques de 1’Ancien Testament et a 1’imagerie apocalyptique du Livre de
I’ Apocalypse dans le Nouveau Testament. Au fil du temps, ce théme s’est enrichi grace aux textes liturgiques,
aux hymnes et a la pensée eschatologique. En particulier au cours des IXe et Xe siécles, alors que la théologie
apocalyptique prenait une importance croissante dans le monde byzantin, les compositions de « Théophanie »
ont été de plus en plus souvent intégrées dans les programmes de décoration des absides.

Dans les églises rupestres de Cappadoce, cette scéne est généralement représentée par le Christ
tronant, entouré des symboles des quatre évangélistes, les apotres étant disposés hiérarchiquement dans le
registre inférieur. Ces compositions sont couramment interprétées comme des reflets visuels de la liturgie
céleste se manifestant sur terre. Néanmoins, les ateliers locaux et les traditions régionales de Cappadoce ont
permis de réinterpréter ce schéma fondamental de diverses manicres.

Dans la peinture byzantine, la Vierge Marie et Jean-Baptiste sont les principales figures d’intercession,
en particulier dans les compositions dites de « Deisis », ou ils sont généralement représentés de part et d’autre
du Christ. La Vierge Marie est considérée comme la mére divine qui intercéde en faveur de I’humanité, tandis
que Jean-Baptiste, connu sous le nom de « Prodromos » (Précurseur), symbolise la transition entre 1’ Ancien et
le Nouveau Testament. Dans ’art byzantin traditionnel, ces deux figures sont généralement représentées
ensemble au sein d’une méme composition. L’originalité de 1’église n° 3 de Karlik réside dans le fait que, bien
que les deux figures soient présentes au sein du méme édifice, elles sont placées séparément dans deux absides
différentes.

Cette recherche a ét¢ menée sous la forme d’une étude qualitative d’histoire de 1’art. L’analyse
architecturale, 1’évaluation iconographique, I’examen stylistique et la méthodologie comparative ont été
combinés. Le plan de I’église, la disposition des absides, I’organisation spatiale et le systéme de toiture ont été
examingés a travers des observations sur place, tandis que les peintures murales conservées ont été analysées en
détail. La documentation photographique, les dessins architecturaux et les documents visuels issus de
publications antérieures ont été utilisés pour 1’analyse des compositions picturales.

Bien que I’église n° 3 de Karlik constitue I’objet principal de la recherche, des églises rupestres
contemporaines de Cappadoce ont servi d’exemples comparatifs pour I’évaluation des résultats. Il s’agit
notamment de I’église de la Croix a Kizilgukur, de 1’église Saint-Jean-Baptiste & Cavusin, du monastére de
Glimiisler, ainsi que des églises rupestres de Tagkinpasa et d’Erdemli. Par ailleurs, cette étude s’appuie sur les
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analyses et les interprétations proposées par des chercheurs tels que Thierry, Jolivet-Lévy, Demesnil et
Coragan.

Les résultats de la recherche indiquent que 1’église n° 3 de Karlik occupe une place a part parmi les
églises rupestres de la période byzantine moyenne en Cappadoce, tant sur le plan architectural que sur celui
des peintures murales. La caractéristique la plus remarquable de cette église est la répétition de la scéne de la
« Théophanie » dans deux absides distinctes au sein d’une composition architecturale a double abside.
Cependant, cette répétition n’est pas une simple duplication de la méme composition; elle représente plutot
une différenciation iconographique délibérée, obtenue par le placement de figures centrales différentes dans
chaque abside.

Dans I’abside nord, la figure centrale du registre inférieur de la composition de la « Théophanie » peut
étre identifiée comme Jean-Baptiste en raison du rouleau qu’il tient et de ses traits prophétiques. Ce placement
souligne son role de héraut et de prophéte tout en fournissant des indices importants concernant le programme
de dédicace possible de 1’église. La position centrale de Jean-Baptiste met en évidence son importance
théologique en tant que précurseur annongant la venue du Christ.

Dans 1’abside sud, la figure centrale est la Vierge Marie, représentée en posture d’orans et selon le
type de Blachernitissa. Cette représentation met 1’accent sur son rdle d’intercesseur et de médiateur. La croix
de Malte située sous la figure renforce encore la signification liturgique de la composition. En conséquence,
I’abside sud présente un agencement iconographique qui met en avant les thémes de I’intercession divine et du
salut.

Les résultats indiquent que la relation établie entre les deux absides n’était pas fortuite, mais
s’inscrivait au contraire dans un programme théologique et liturgique délibérément congu. Alors que dans de
nombreux exemples cappadociens, la Vierge Marie et Jean-Baptiste sont représentés ensemble de part et
d’autre du Christ au sein d’une méme composition, leur séparation en deux absides distinctes dans 1’église n°
3 de Karlik constitue une pratique remarquable et singuliére. Cette disposition peut &tre interprétée comme une
expression spatialement différenciée et adaptée au contexte local du concept primitif de la « Déisis ».

L’¢église n° 3 de Karlik constitue un exemple unique parmi les églises byzantines creusées dans la
roche de Cappadoce, tant par sa conception architecturale que par son programme de peintures murales. La
représentation de la scéne de la « Théophanie » a travers deux interprétations iconographiques distinctes au
sein d’un plan a double abside démontre 1’existence d’un concept théologique et liturgique délibérément
¢élaboré. Le placement de Jean-Baptiste dans 1’abside nord et de la Vierge Marie dans 1’abside sud peut étre
considéré comme une interprétation régionale et originale de la tradition primitive de la « Déisis ».

Cette étude contribue a une meilleure compréhension de la relation entre I’espace architectural et les
programmes picturaux dans ’art byzantin de Cappadoce. Elle démontre également comment les cercles
artistiques et les ateliers locaux réinterprétaient des schémas iconographiques byzantins largement établis en
fonction des besoins régionaux et des préférences liturgiques. L’église n° 3 de Karlik apparait comme un
monument important & prendre en compte dans les études portant sur le développement de I’imagerie de la «
Théophanie » et de la « Déisis » en Cappadoce.

De plus, ce monument fournit des éléments significatifs pour comprendre les manifestations du culte
de Jean-Baptiste en Cappadoce. Les études futures devraient se concentrer sur la documentation détaillée de
I’église a I’aide de méthodes photogrammétriques, le renforcement des mesures de conservation et des analyses
comparatives plus larges avec des programmes de peintures murales similaires en Cappadoce. De telles
recherches contribueraient & une compréhension plus compléte de la diversité et du développement de
I’iconographie byzantine régionale.

Mots-clés: Byzance, Cappadoce, Karlik, église rupestre, Théophanie

Resumen Estructurado:

La region de Capadocia es uno de los centros mas destacados, ya que alberga algunos de los ejemplos
mas extensos y caracteristicos de arquitectura religiosa excavada en la roca y de pinturas murales bizantinas.

www.turkishstudies.net/religion



1046 Derya Gineri

Las iglesias excavadas en la roca de la region llaman la atencion no solo por sus caracteristicas arquitectonicas,
sino también por sus pinturas murales y su disposicion liturgica, que reflejan las interpretaciones locales del
arte bizantino. El objeto de este estudio es la iglesia excavada en la roca conocida en la literatura como la
Iglesia n.° 3 de Karlik, situada en la ladera oriental del valle de Karlik, a unos 15 km al sur de Urgiip, en la
provincia de Nevsehir. Aunque el monumento ha sufrido dafios significativos, ocupa una posicion tnica entre
los ejemplos capadocios contemporaneos debido a su planta de doble abside y a la repeticion de la escena de
la «Teofania» en ambos absides con diferentes énfasis iconograficos.

El objetivo principal de este estudio es examinar las caracteristicas arquitectonicas y las pinturas
murales de la Iglesia n.° 3 de Karlik con el fin de determinar su lugar dentro de la tradicion pictérica bizantina
capadocia y revelar su originalidad iconografica. En este contexto, el estudio pretende responder a las
siguientes preguntas: ;Como se refleja la disposicion arquitectonica de doble abside en el programa pictorico?
(Qué significados teologicos y litiirgicos se desprenden del énfasis en diferentes figuras dentro de las escenas
de la «Teofania» representadas en los dos absides? ;Como puede interpretarse la separacion espacial de las
figuras de Juan el Bautista y la Virgen Maria en el contexto del concepto primitivo de la «Deesis»? Ademas,
el estudio pretende identificar las practicas iconograficas regionales y los enfoques artisticos locales en
Capadocia.

En el arte bizantino, la escena de la «Teofania» es uno de los principales temas iconograficos que
representan la manifestacion visual del poder divino y la soberania de Cristo. Sus origenes se remontan a las
visiones proféticas del Antiguo Testamento y al imaginario apocaliptico del Libro del Apocalipsis del Nuevo
Testamento. Con el paso del tiempo, el tema se enriquecio a través de textos liturgicos, himnos y el pensamiento
escatologico. En particular, durante los siglos IX y X, a medida que la teologia apocaliptica adquiria mayor
importancia en el mundo bizantino, las composiciones de la «Teofania» se incorporaron con mayor frecuencia
a los programas de decoracion de los absides.

En las iglesias excavadas en la roca de Capadocia, esta escena suele representarse con Cristo
entronizado, rodeado de los simbolos de los cuatro evangelistas, con los apdstoles dispuestos jerarquicamente
en el registro inferior. Estas composiciones se interpretan habitualmente como reflejos visuales de la liturgia
celestial manifestada en la tierra. No obstante, los talleres locales y las tradiciones regionales de Capadocia
permitieron que este esquema fundamental se reinterpretara de diversas maneras.

En la pintura bizantina, la Virgen Maria y Juan el Bautista son las principales figuras intercesoras,
especialmente en las composiciones de «Deesis», donde suelen representarse a ambos lados de Cristo. La
Virgen Maria es considerada la madre divina que intercede en favor de la humanidad, mientras que Juan el
Bautista, conocido como el «Prodromosy» (Precursor), simboliza la transicion entre el Antiguo y el Nuevo
Testamento. En el arte bizantino tradicional, estas dos figuras suelen representarse juntas dentro de la misma
composicion. La originalidad de la iglesia n.° 3 de Karlik radica en el hecho de que, aunque ambas figuras
estan presentes en el mismo monumento, se situan por separado en dos absides diferentes.

Esta investigacion se llevd a cabo como un estudio cualitativo de historia del arte. Se utilizaron
conjuntamente la metodologia comparativa, el examen estilistico, la evaluacion iconografica y el analisis
arquitectonico. A la planta de la iglesia, a la disposicion de los absides, a la organizacion espacial y a su sistema
de cubierta, se les examin6 con observaciones in situ y, en detalle, se analizaron las pinturas murales
conservadas. Para el analisis de las composiciones pictoricas se utilizaron documentacion fotografica, planos
arquitectonicos y material visual procedente de publicaciones anteriores.

Aunque la iglesia n.° 3 de Karlik constituye el foco principal de la investigacion, se utilizaron como
ejemplos comparativos las iglesias excavadas en la roca contemporaneas de Capadocia para evaluar los
resultados. Entre ellas se incluyen la Iglesia de la Cruz en Kizilgukur, la Iglesia de San Juan Bautista en
Cavusin, el monasterio de Giimiisler y las iglesias excavadas en la roca de Taskinpasa y Erdemli. Ademas, este
estudio se basa en las valoraciones e interpretaciones formuladas por estudiosos como Thierry, Jolivet-Lévy,
Demesnil y Coragan.

Los resultados de la investigacion indican que la iglesia n.° 3 de Karlik ocupa un lugar destacado entre
las iglesias excavadas en la roca de la Capadocia del periodo bizantino medio, tanto en lo que respecta a su
arquitectura como a sus pinturas murales. La caracteristica mas destacada de la iglesia es la repeticion de la
escena de la «Teofania» en dos absides separados, dentro de una disposicion arquitectonica de doble abside.
Sin embargo, esta repeticion no es una mera copia de la misma composicion, sino una diferenciacion
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iconografica voluntaria. Esta repeticion no es una mera duplicacién de la misma composicion, sino que es una
diferenciacion iconogréfica deliberada, que se logra colocando distintas figuras centrales en cada abside.

En el abside norte, la figura central del registro inferior de la composicion de la «Teofania» puede
identificarse como Juan el Bautista debido al pergamino que sostiene y a sus rasgos proféticos. Esta ubicacion
hace hincapié en su papel como heraldo y profeta, al tiempo que proporciona pistas significativas sobre el
posible programa de dedicacion de la iglesia. La posicion central de Juan el Bautista resalta su importancia
teologica como precursor que anuncia la venida de Cristo.

En el abside sur, la figura central es la Virgen Maria, representada en postura orante y segun el tipo
de Blachernitissa. Esta representacion destaca su papel como intercesora y mediadora. La cruz de Malta situada
debajo de la figura refuerza atin mas la importancia liturgica de la composicion. Por ello, la cabecera sur ofrece
una iconografia donde destacan los temas de la intercesion divina y la salvacion.

Los hallazgos indican que la relacion establecida entre los dos absides no fue accidental, sino que
formaba parte de un programa teoldgico y litirgico disefiado conscientemente. Mientras que en muchos
ejemplos de Capadocia se representa a la Virgen Maria y a Juan el Bautista juntos a ambos lados de Cristo
dentro de la misma composicion, su separacion en dos absides diferentes en la iglesia n.° 3 de Karlik representa
una practica notable y distintiva. Esta disposicion se puede entender como una forma que varia segun el espacio
y se adapta al contexto local del concepto original de la «Deesis».

La iglesia n.° 3 de Karlik constituye un ejemplo tinico entre las iglesias bizantinas excavadas en la
roca de Capadocia, tanto por su disefio arquitectonico como por su programa de pintura mural. La
representacion de la escena de la «Teofania» mediante dos interpretaciones visuales diferentes en un edificio
con dos absides muestra que hay un concepto teologico y litirgico que se cre6 de forma intencionada. La
ubicacion de Juan el Bautista en el abside norte y de la Virgen Maria en el abside sur puede considerarse una
interpretacion regional y original de la tradicion primitiva de la «Deesisy.

Este estudio contribuye a una mejor comprension de la relacion entre el espacio arquitectonico y los
programas pictdricos en el arte bizantino de Capadocia. También demuestra como los circulos artisticos y los
talleres locales reinterpretaban los esquemas iconograficos bizantinos ampliamente establecidos de acuerdo
con las necesidades regionales y las preferencias litirgicas. La iglesia n.° 3 de Karlik se erige como un
importante monumento que debe tenerse en cuenta en los estudios sobre el desarrollo de la imagineria de la
«Teofania» y la «Deesis» en Capadocia.

Ademas, el monumento aporta pruebas significativas para comprender las manifestaciones del culto
a Juan el Bautista en Capadocia. Los futuros estudios deberian enfocarse en documentar la iglesia de manera
detallada usando métodos fotogramétricos, mejorar las medidas de conservacion y hacer analisis comparativos
mas amplios con otros programas de pintura mural en Capadocia. Dicha investigacion contribuiria a una
comprension mas exhaustiva de la diversidad y el desarrollo de la iconografia bizantina regional.

Palabras clave: Bizancio, Capadocia, Karlik, iglesia rupestre, Teofania
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CrpykrypupoBanHoe Pe3ome:

Pernon Kanmanoxus sBiseTcs: OHUM U3 HauboJiee 3HaYMMBIX LIEHTPOB, II€ COCPEAOTOYCHBI OJTHH U3
CaMbIX MAacCIUTaOHBIX M CaMOOBITHBIX OOpa3OB BU3AHTHICKOW CKaJIbHOM PEINTHO3HONH apXUTEKTYpHl H
HacTeHHOM »kuBonucH. CKanbHBIE LEPKBH 3TOTO0 PErHMOHA IPHUBIEKAIOT BHUMAaHHE HE TOJNBKO CBOMMU
ApXUTEKTyPHBIMH OCOOCHHOCTSIMH, HO M HACTCHHBIMH POCHHCSMH, a TaKXKe JUTYPrHUECKUM YCTPOHCTBOM,
OTPaKaIOIIMM MECTHBIE MHTEPINPETAUN BU3AHTHHCKOTO HCKyccTBa. IIpeaMeTOM NaHHOTO HCCIENO0BaHHSA
SBIISIETCA CKallbHasl HEPKOBB, U3BECTHas B auTepaType kak «LlepkoBb Ne 3 B Kapibike», pacnonoeHHas Ha
BOCTOYHOM CKJIOHE J0NMHBI Kapiblk, mpuMepHo B 15 kM K ory oT Ypryna B npoBuHuuu Hesmexup. Hecmotps
Ha TO, YTO NAMSITHUK B 3HAYUTEJIBHOW CTEIEHHU IIOBPEXKJEH, OH 3aHMMAET YHUKAJIBHOE MECTO Cpelu
COBPEMEHHBIX KalMaJoKUHCKIX 00pa3loB OJaroaaps CBoeMy IUIaHy C IBYMs aliCUIaMH U TOBTOPEHUIO CLICHBI
«Teodannm» B 00eHx ancuaax ¢ paznuiaHbIME UKOHOTpapUIECKUMH aKIIEHTaMU.

OcCHOBHas 1eJb JAHHOTO HCCIICAOBAHMS — HU3YYUTh apXUTEKTypHBbIC OCOOCHHOCTH M HACTCHHBIC
pocrmcu 1iepkBu Ne 3 B Kapnbike, 9T00BI OnpeAeiuTh €€ MECTO B TPAIUIIUHU KaNNaJ0KUICKOW BUBAHTUICKON
JKUBOITUCH U BEISIBUTDH € MKOHOTPAa(QUIECKYI0 CAMOOBITHOCTE. B 3TOM KOHTEKCTE HCCIIeOBaHNE HAMIPABICHO
Ha MTOWCK OTBETOB Ha CJIICAYIOMINE BOMIPOCHL: KAK apXUTEKTYPHAS KOMIIO3HIINSA C ABYMS allCHIAMH OTPaKaeTCs
B JKUBOITMCHOHN mporpamme? Kakwe TeomornuecKkue W JUTYPrudecKue 3HAYCHHS BBHITCKAIOT M3 aKICHTa Ha
paznmmuHbIX Qurypax B cueHax «TeodaHum», wu3zo0paxkeHHBRIX B o0emx amncugax? Kak MoxHO
HHTEPIPETHPOBATH POCTPaHCTBeHHOE paszaeneHue guryp Moanna Kpecturens u [IpecBsroit boropoauis: B
KOHTEKCTe paHHeH KoHmenuuu «Jemca»? Kpome Toro, wmccieqoBaHWE HANpaBICHO Ha BBISABICHHE
PErHOHAIBHBIX HKOHOTPAPUUECKUX MPAKTUK U MECTHBIX XyJI0KECTBEHHBIX MOAX010B B Kamnmagokum.

B BusanTHiicKOM HCKyccTBe crieHa «TeodaHum» ABseTcs OMHONW U3 OCHOBHBIX HKOHOTPA()UIECKUX
TEM, OJIMIIETBOPSIOUINX BH3YyaJbHOE IPOSBICHHE OOXKXECTBEHHON CHMIBI M rocmojcTBa Xpucra. Ee mcroku
MOXHO MpOCIEIUTh B IMPOPOYECKUX BHACHUsX Berxoro 3aBera W amokanunTuyeckux oOpazax Kuuru
OtkpoBenusa. Hoeoro 3aBeta. Co BpeMeHeM 3Ta TeMa 000raTHiIach 3a CUeT JIUTYPrHYECKUX TEKCTOB, THMHOB
M 3CXaToJIOrHYecKkoi MblciH, ocobeHHo B IX and X Bekax. Korna anokammnrudeckast TeoJorus nproopeia
Oosibliee 3HAUEHHE B BH3AHTHHCKOM MHpe, Komnosunnu «TeodaHum» cramu Bce yamie BKIIIOYAThCS B
MPOTrpaMMBbl YKPAIIEHUS afCuj,.

B ckanpHBIX HEPKBIX KaHHaI[OKI/II/I 9Ta CIi€Ha, KaK MpaBulio, 1/1306pa>i<aeTc;1 B BUIC XpI/ICTa Ha
IMPEeCTOJIC, OKPYKCHHOI0 CUMBOJIAMHA ‘leTLIpéX CBAHT'CJIMCTOB, a4 AlIOCTOJIbI UEPAPXUYCCKHU pacroiaratoTcs B
HUXXHEM PErucTpe. OTH KOMIIO3HUIIHH 00BIYHO HUHTCPIPETUPYIOTCA KaK BU3YyaJIbHOC OTPAKCHUC HebecHOMI
JIMTYpPruu, HpOSIBJ'IGHHOﬁ Ha 3emiie. TeM He MeHee MECTHBIC MAaCTECPCKUE M PETUOHAJIBHBIC TpaauIllun
Kannaaorcmxr TIO3BOJIAJIN TO-PA3HOMY IIEPCOCMBICIINBATD 3Ty OCHOBHYIO CXEMY.

B Buzanrtuiickoii xxuonucu /lesa Mapus u Moann Kpecturens sIBISIOTCS [VIaBHBIMU 3aCTYTHUKAMU,
0COOEHHO B KOMMO3ZHMIHUAX «Jlencucy», Tae OHM OOBIYHO M300paXkaroTcs 1mo o0e CTOpoHBI OoT Xpucta. [leBa
Mapus cunrtaerca boxbeit Matepslo, 3acTymnaroleiics 3a yenoBeuecTBo, a Moann Kpecturenb, u3BeCTHBIM

www.turkishstudies.net/religion



1050 Derya Gineri

kak «[Ipompomoc» (Ilpenreda), cuMBOIM3UpPYET Tepexo oT Berxoro k HoBomy 3aBeTy. B TpamummonHOM
BU3aHTHUHCKOM HCKYCCTBE 3TH JBE (DPUTyphl OOBIYHO M300pakaroTCsi BMECTE B PaMKaX OJHOW KOMITO3HIUH.
OpurnaansHOCTH epkBU Ne 3 B Kapibike 3akimiogaeTcst B TOM, 9TO, XOTs 00€ QUTYpHI IPUCYTCTBYIOT B OTHOM
¥ TOM ’K€ TTAaMSITHUKE, OHH PACIIOJIOKEHBI OTAEIBHO B JIBYX PAa3HBIX alCHIAX.

JanHOoe mccneqoBaHHE MPOBOIIIOCHE B paMKaX KadeCTBEHHOTO MCKYCCTBOBEIUECKOTO aHanm3a. B
xofe paboThl OBUIM COBMECTHO WCIOJB30BAaHBI ApXHUTEKTYpHBIH aHANW3, HMKOHOTpadudeckas OICHKa,
CTHJIMCTUYECKOE HCCIIEIOBAaHHE M CpaBHUTeNbHass MeTomonorus. I[ImaH mepkBu, paclojioKeHHE AamCH,
MPOCTPAHCTBEHHAs] OPTaHM3aIMs M CUCTEMa KPOBJIM OBUTH U3Y4EHBI TOCPECTBOM HAOJIOJICHUI Ha MecTe, a
COXpPaHUBILKECS HACTEHHBIE POCIUCH — MOABEPTHYTHI AeTaIbHOMY aHaimu3y. IIpu aHanm3e >KUBOMUCHBIX
KOMITO3MIIMH HMCHOJB30BAIHCH (poTorpaduueckas TOKyMEHTAIMs, apXUTEKTYPHBIE YEPTEXKH U BH3YyaJIbHbIC
MaTrepuabl U3 MPeAbIIYIINX My OIHKaIUi.

Xotsa nepkoBb Ne 3 B Kapiblke SBISETCS OCHOBHBIM OOBEKTOM HCCICIOBAHHUSA, MPH OICHKE
MOJYYCHHBIX PE3yJIbTaTOB B KAUECTBE CPABHUTEIHHBIX IIPUMEPOB HCIIONB30BAINCH COBPEMEHHBIE CKAIbHBIC
uepksu B Kanmagokuu. K aum otHocstes LepkoBb Kpecta B Keizpumaykype, [lepkoBs Moanna Kpecrurens B
YapymmHe, MOHACTHIPH [ TOMIOIIIIEp, a TaKKe CKaJIbHBIC epKBU B TamkuHname u Dpaemiau. Kpome toro, B
JTAHHOM HCCIICIOBaHUH HCIIONIb30BaHbI OIICHKH M HHTEPIPETANN TaKAX yUeHbBIX, Kak TeeppH, XKommse-JleBn,
HemecHuis u Yoparas.

Pe3ynbraThl MccienoBaHMs MOKa3bIBAlOT, 4TO IepkoBb Ne 3 B Kapisike 3aHmMaer ocoboe MecTo
CpeIy CpeAHEBM3aHTHHMCKHUX CKAJIBHBIX IlepkBel Kammagokuu Kak ¢ TOUKHM 3PEHUS apXUTEKTYphl, TaKk U
HacTeHHOH »wuBonucu. Haubosnee mpuMedaTrenbHOM OCOOCHHOCTBIO LIEPKBH SIBISETCS NMOBTOPEHHE CLIEHBI
«Teotannm» B AByX OTAENBHBIX allCHIaX B paMKax apXUTEKTYPHOH KOMITO3ULIMH C JBOIHO# ancuoil. OxHako
3TO MOBTOPEHHE HE SBIACTCS NPOCTHIM TyOJNMpOBaHMEM OJHOW M TOM ’k€ KOMIIO3MIMH; CKOpee, OHO
npeacTaBisieT coOoll HaMepeHHOe UKOHOrpahUIeckoe pasrpaHudeHue, JOCTUTHYTOE 3a CUeT pa3MEIlCHNs B
Ka)KJJOH ancuie pa3HbIX HEHTPAIBHBIX QUTYD.

B ceBepHoii arcuae NEHTPaNbHYO GUTypy B HIDKHEM perHcTpe KoMIo3uimn « TeodaHum» MOXKHO
upeHTHGUIIpoBaTh Kak MoanHa Kpectutens Gmaromapst CBUTKY, KOTOPBIA OH JEPKUT, U €0 IPOPOUESCKIM
yepraM. Takoe pactookeHHe TOAUYSPKUBACT €T0 POJIb BECTHUKA U IPOPOKA, a TAKXKE JaET BAYKHBIE TIOJCKa3KU
OTHOCHTEIIFHO BO3MOXXHOTO TIIOCBSIIEHHUS IepkBu. lleHTpampHOEe pacmonoxkenne HMoanHa Kpecturens
MOJYCPKUBACT €r0 OOTOCIOBCKOE 3HAYEHUE KaK MPEIIIeCTBEHHUKA, BO3BEIIAIOIIETO O IPUIIECTBHH XPUCTA.

B roxHO# ancuze neHTpaibHoil Gurypoii apnsercs JleBa Mapus, n300paxEHHas B [103€ «OPAHCY» U B
tune «brmadepHuTHCcCcay. OTO M300pakeHHEe NOTYEPKHBAeT €€ pOoJIb XOJaTalfHUIBI W ITOCPEIHUIIBL.
MasbTuiickuii KpecTt, pacrojoKeHHbIH 1o (Gurypoi, emeé Ooibllle YCHIMBAET JIMTYPrHYECKOe 3HAYCHUE
Komno3uii. COOTBETCTBEHHO, I0KHAS allCHIa JEeMOHCTPHPYET HKOHOTPpa(pUIECKyt0 KOMIO3HIINIO, KOTOpast
BBIJIENIAET TeMBI 60KECTBEHHOTO 3aCTYITHUYECTBA U CIIACEHUSI.

[TomyyeHHbIE JaHHBIE YKa3bIBAlOT HAa TO, YTO B3aUMOCBSA3b MEXKIy IBYMs alcugamMH He Oblia
CJTy4alHOH, a SIBJISUIACh YaCThIO CO3HATENBHO pa3pabOTaHHON TEOJIOTHYECKON U JIUTYPrHYECKOM MPOrpaMMBl.
B TO BpeMs kak BO MHOTHX KammaJoKAHCKuX npumepax Jlesa Mapus u Moanr Kpectutens n3o0paxarorcs
BMecTe 110 00€ CTOPOHBI OT XpHCTa B paMKax OJHOW KOMITO3HILIUH, UX pa3/IelICHHE Ha JIBE pa3HbIC arcHIbl B
nepksu Ne 3 B Kapmbeike mpezacraBisier co0O NpHMeEYaTeNbHYI0 M CaMOOBITHYIO IPakTHKy. Takoe
pacroioKeHne MOXKHO HHTEPIIPETHPOBATh KaK MPOCTPAHCTBEHHO NU((epeHINPOBAHHOE U aIalITHPOBAHHOE
K MECTHBIM yCJIOBHSIM BOIUIOIIEHHE PaHHEH KOHIeNINH «Jlencucay.

LepxoBb Ne 3 B Kapmsike nmpeacTaBiseT co60il yHUKaIbHBIA 00pa3el] Cpean BU3aHTHHCKIX CKaITbHBIX
nepkBeil Kannanokuu kak ¢ TOUKY 3peHUsT apXUTEKTYPHOIO 3aMbICIIa, TAK U IIPOrpaMMbl HACTEHHOH POCIIHCH.
M3ob6paxenue crensl «Teodannm» MOCPEICTBOM ABYX PA3IHMUHBIX MKOHOTpAahUUECKUX HHTEpHpETanui B
paMKax IUIaHa ¢ IBOMHOMW alcHI0W CBUAETEIbCTBYET O HAJIMUUU CO3HATEJIBLHO BBICTPOCHHOM TEOJOTUYECKON
u uTyprudeckoil konuenuuu. Pazmemenue Moanna Kpecturens B ceBepHoil anicuze u Jlessl Mapuu B 10XkHOH
ancuje MOXHO PacCMaTpHUBaTh KaK PETHOHAIBHYIO M OPUTMHAIBHYIO MHTEPIPETAlMI0 paHHEH TpaauLuu
«Jleucucy.

)_IaHHOG HUCCICOAOBAHUEC CHOCOGCTByeT JydylmieMy NOHMMAaHUIO B3aMMOCBS3U MEKAY ApXUTCKTYPHBIM
MNPOCTPAHCTBOM U KUBOIIMCHBIMHU IIPpOTpaMMaMH B BU3aHTUHCKOM HCKYCCTBC KaHHaIIOKI/II/I. OnHo TaKxe
JACMOHCTPUPYECT, KAK MECTHBIC XYHOKCECTBECHHBIC KPYIrMm H MACTECPCKUC MNEPCOCMBICIIMBAIIN IHMHUPOKO
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YCTOSIBIIKECS BU3AHTHHCKHE UKOHOTPaUIECKHE CXEMBI B COOTBETCTBHH C PETHOHANBHBIMA MTOTPEOHOCTSIMH
U TUTyprudeckuMu npeanoureHusmu. LlepkoBs Ne 3 B Kapibike npencraer BaxXHbIM TaMATHUKOM, KOTOPBIN
ClIeZlyeT YyYWTHIBATh B HCCIEIOBAHMAX, Kacaroluxcs pasBuTus oOpa3oB «Teodanum» u «Jlemca» B
Kammnanokun.

Kpome TOro0, 3TOT MaMATHUK MPEIOCTABIISICT BaKHBIC CBUICTECILCTBA JJII IOHUMAaHUS TPOSBICHUI
kynpra Moanna Kpecturens B Kanmmamokuu. Byaymiue wmccienoBaHus IOJDKHBI OBITH COCPEIOTOYCHBI Ha
JICTAJIBHOM TOKYMEHTAIIMY IIEPKBH C MTOMOIIBI0 (HOTOrpaMMETPUICCKHX METOJIOB, YCOBEPIIICHCTBOBAHUU MEP
MO0 KOHCEpBAIlMK, a TaKke Ha 0oJee MIMPOKOM CPABHUTEILHOM aHAIU3C C aHAJOTHYHBIMHU MPOrpaMMaMU
HacTeHHOW pocrucu B Kammamokuu. Takue ucciienoBaHus OYIyT CIIOCOOCTBOBAaTH 0oJiee BCECTOPOHHEMY
MOHUMAHHIO Pa3HOOOPAa3Hs ¥ Pa3BUTHS PETHOHAILHOW BU3AHTHUCKOM HKOHOTpaduu.

KaroueBrble ciioBa: BI/I3aHTI/IH, Kannaaoxnﬂ, Kapnbnc, CKaJIbHas1 ICPKOBb, borosBnenue
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Yapilandirilmis Ozet:

Kapadokya Bolgesi, Bizans kaya oyma dinl mimarisi ve duvar resimlerinin en yogun ve 6zgiin
orneklerini barindiran 6nemli merkezlerden biridir. Bolgedeki kaya oyma Kkiliseler, mimari 6zellikleriyle
beraber, Bizans sanatinin yerel yorumlarini yansitan duvar resimleri ve litlirjik diizenlemeleriyle de dikkat
cekmektedir. Bu calismanmn konusunu, Nevsehir ili Urglip ilgesinin yaklasik 15 km giineyinde, Karlik
Vadisi’nin dogu yamacinda yer alan ve literatiirde Karlik 3 Nolu Kilise olarak adlandirilan kaya oyma kilise
olusturmaktadir. Giinlimiizde biiyiik dl¢iide tahrip olmus durumda olmasina ragmen yapi, ¢ift apsisli plan
diizeni ve her iki apsiste farkli ikonografik vurgularla tekrarlanan “Theophany” sahneleri nedeniyle
Kapadokya’daki cagdas 6rnekler arasinda 6zgiin bir konuma sahiptir.

Arastirmanin temel amaci, Karlik 3 Nolu Kilise’nin mimari 6zelliklerini ve duvar resimlerini
inceleyerek Kapadokya Bizans resim gelenegi igerisindeki yerini belirlemek ve yapmin ikonografik
Ozgiinliigiinii ortaya koymaktir. Bu dogrultuda, ¢ift apsisli mimari diizenin resim programina nasil yansidigi,
iki apsiste yer alan “Theophany” sahnelerinde farkli figiirlerin vurgulanmasinin hangi teolojik ve litiirjik
anlamlar1 tasidigi ve Vaftizci Yahya ile Meryem figiirlerinin iki ayri apsiste konumlandirilmasinin erken
“Deesis” anlayist acisindan nasil degerlendirilebilecegi sorularina yanit aranmigtir. Ayrica c¢aligsmada,
Kapadokya’daki bdolgesel ikonografik uygulamalarin ve yerel sanat anlayisinin ortaya konulmasi
amaclanmistir.

Bizans sanatinda “Theophany” sahnesi, ilahi kudretin ve Isa’nin egemenliginin gorsel ifadesi olarak
kabul edilen temel ikonografik temalardan biridir. Kokenleri Eski Ahit’te yer alan peygamber vizyonlarina ve
Yeni Ahit’in Vahiy metinlerine dayanan bu sahne, zaman igerisinde litlirjik metinler, ilahiler ve kiyamet
diisiincesiyle zenginlesmistir. Ozellikle 9. ve 10. yiizyillarda Bizans diinyasinda kiyamet teolojisinin énem
kazanmasiyla birlikte “Theophany” kompozisyonlari apsiste daha yaygin bi¢imde kullanilmaya baslanmistir.

Kapadokya kaya oyma kiliselerinde ise bu sahne cogunlukla tahtta oturan Isa’nin, dért Incil yazarinin
sembolleriyle gevrelendigi ve alt bolimde havarilerin yer aldigi hiyerarsik bir diizen igerisinde tasvir
edilmektedir. Bu kompozisyonlar genellikle goksel litiifjinin  yeryiiziindeki yansimasi olarak
yorumlanmaktadir. Bununla birlikte Kapadokya’daki yerel atolyeler ve bolgesel gelenekler, bu temel semanin
farkli bigimlerde yeniden yorumlanmasina olanak saglamistir.

Bizans resim sanatinda Meryem ve Vaftizci Yahya, 6zellikle “Deesis” kompozisyonlarinda Isa’nin
iki yaninda yer alan baslica sefaatci figiirlerdir. Meryem, insanlik adina aracilik eden ilahi anne olarak kabul
edilirken, Vaftizci Yahya ise “Prodromos” (Oncii) sifatiyla Eski ve Yeni Ahit arasindaki gegcisi temsil
etmektedir. Geleneksel Bizans sanatinda bu iki figiir gogunlukla ayn1 kompozisyon igerisinde birlikte tasvir
edilir. Karlik 3 Nolu Kilise’nin 6zgiinliigii ise bu figiirlerin ayn1 yapi igerisinde bulunmalarina ragmen iki ayr1
apsise yerlestirilmig olmasidir.

Aragtirma, nitel aragtirma yaklasimi ¢ercevesinde yiiriitiilmiis bir sanat tarihi ¢alismasidir. Calismada
mimari analiz, ikonografik degerlendirme, {islup incelemesi ve karsilagtirmali yontem birlikte kullanilmistir.
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Yapmin plan oOzellikleri, apsis diizeni, mekénsal organizasyonu ve Ortll sistemi yerinde gozlemler
dogrultusunda incelenmis; giliniimiize ulasabilen duvar resimleri ayrintili olarak degerlendirilmistir.
Kompozisyonlarin analizinde fotografik belgeler, mimari ¢izimler ve mevcut yayinlarda yer alan gorsel
materyallerden yararlanilmistir.

Arastirmanin temel inceleme alanini1 Karlik 3 Nolu Kilise olusturmakla birlikte, elde edilen bulgularin
degerlendirilmesinde Kapadokya’daki ¢agdas kaya oyma Kkiliseler karsilastirmali Ornekler olarak
kullanilmistir. Bu kapsamda Kizilgukur Hagli Kilise, Cavusin Vaftizci Yahya Kilisesi, Glimiigler Manastiri,
Tagkinpasa ve Erdemli’deki kaya oyma yapilar incelenmistir. Ayrica Thierry, Jolivet-Lévy, Demesnil ve
Coragan gibi arastirmacilarin ortaya koydugu degerlendirmelerden yararlanilmistir.

Arastirma sonuglari, Karlik 3 Nolu Kilise’nin Kapadokya’daki Orta Bizans donemi kaya oyma
kiliseleri arasinda mimari ve duvar resimleri agisindan 6zgiin bir yere sahip oldugunu gostermektedir. Yapinin
en dikkat ¢ekici 6zelligi, ¢ift apsisli plan diizeni igerisinde “Theophany” sahnesinin iki ayr1 apsiste tekrarlanmis
olmasidir. Ancak bu tekrar yalnizca ayn1 kompozisyonun yinelenmesi seklinde degildir; her iki apsiste farkli
figiirlerin merkezi konuma yerlestirilmesiyle bilingli bir ikonografik farklilagtirma gerceklestirilmistir.

Kuzey apsiste yer alan “Theophany” kompozisyonunun alt kusaginda merkezde bulunan figiir, elinde
tuttugu tomar ve peygamberi 6zellikleri sayesinde Vaftizci Yahya olarak tanimlanmaktadir. Bu yerlesim,
Yahya’nin haberci ve peygamber kimligini 6n plana ¢ikarmakta, ayni zamanda yapinin olasi adanmiglik
programina iliskin 6nemli ipuglari sunmaktadir. Vaftizei Yahya’nin merkezl konuma yerlestirilmesi, onun
Isa’nin gelisini haber veren figiir olarak teolojik dnemini vurgulamaktadir.

Giiney apsiste ise kompozisyonun merkezinde orans durusunda ve Blachernitissa tipinde tasvir
edilmis Meryem figiirii yer almaktadir. Meryem’in bu sekilde sunulmasi, onun sefaat¢i ve aracilik eden
kimligini 6n plana ¢gikarmaktadir. Figiiriin altinda yer alan Malta hag1 ise sahnenin litiirjik niteligini gii¢clendiren
o6nemli bir unsur olarak degerlendirilmistir. Béylece giiney apsis, ilahi sefaat ve kurtulus temalarinin 6ne ¢iktigi
bir diizenleme sunmaktadir.

Arastirma bulgulari, iki apsis arasinda kurulan iliskinin rastlantisal degil, bilingli bigimde
olusturulmus bir teolojinin ve litlirjinin parcast oldugunu gostermektedir. Kapadokya’daki birgok ornekte
Meryem ve Vaftizci Yahya figiirleri ayn1 kompozisyon igerisinde Isa’nin iki yaninda birlikte tasvir edilirken,
Karlik 3 Nolu Kilise’de bu figiirlerin iki farkli apsise ayrilmasi dikkat ¢ekici bir uygulamadir. Bu durum, erken
“Deesis” anlayiginin mekéansal olarak ayristirllmis ve yerel kosullara uyarlanmig bir yorumu olarak
degerlendirilmektedir.

Karlik 3 Nolu Kilise, mimari plant ve duvar resimleri bakimindan Kapadokya’daki Bizans kaya oyma
kiliseleri arasinda 6zgiin bir 6rnek olusturmaktadir. Cift apsisli plan diizeni igerisinde “Theophany” sahnesinin
iki farkli ikonografik yorumla sunulmasi, yapida bilingli olarak tasarlanmig bir teoloji ve litiirjinin varligini
ortaya koymaktadir. Kuzey apsiste Vaftizci Yahya’nin, giiney apsiste ise Meryem’in merkezi konumda yer
almasi, erken “Deesis” geleneginin bolgesel ve 6zgiin bir yorumu olarak degerlendirilebilir.

Calisma, Kapadokya Bizans sanatinda mimari mekan ile resim programi arasindaki iliskinin
anlagilmasina katki saglamaktadir. Aynit zamanda yerel sanat ¢evrelerinin ve atdlyelerin, Bizans sanatinda
yaygin olarak kullanilan ikonografik semalar1 bolgesel ihtiyaglar ve litiirjik tercihler dogrultusunda nasil
yeniden yorumladigini gostermektedir. Karlik 3 Nolu Kilise rnegi, Kapadokya’daki “Theophany” ve “Deesis”
sahnelerinin gelisimini degerlendiren c¢aligmalarda dikkate alinmasi gereken onemli bir drnek olarak 6ne
¢tkmaktadir.

Bunun yani sira yapi, Vaftizci Yahya kiiltiiniin Kapadokya’daki yansimalarini anlamak agisindan da
onemli veriler sunmaktadir. Gelecekte gergeklestirilecek caligmalarda yapinin fotogrametrik yontemlerle
ayrmtili bi¢imde belgelenmesi, korunmasina yonelik uygulamalarin artirilmas: ve Kapadokya’daki benzer
duvar resimleriyle daha genis capli karsilagtirmalar yapilmasi Onerilmektedir. Boylece bdlgesel Bizans
ikonografisinin ¢esitliligi ve gelisim stireci daha kapsaml1 bicimde ortaya konulabilecektir.

Anahtar Kelimeler: Bizans, Kapadokya, Karlik, Kaya Kilise, Theophany
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Introduction

The rock-carved structures in Karlik Village have been the subject of a limited number of
studies in terms of Byzantine architecture and wall paintings in the Cappadocia Region. Located
approximately 15 km south of Urgiip district, between the settlements of Karain and Yesiloz, Karlik
Village is a settlement area shaped by rock architecture (Map 1). The settlement consists of two main
sections, old and new; the new settlement extends southward in the valley floor, while the old
settlement is located in a stepped manner on the eastern and western slopes of this area, in accordance
with the topography (Dirik, 2025, s. 228; Giineri, 2026, s. 66). Two rock churches and two tomb
structures, possibly dating back to the Roman period, located within the old settlement area on the
eastern slope of the Karlik Valley, indicate the long-term use of the region (Figure 1-2). This group
of structures is also located within the boundaries of an ancient necropolis area on the eastern slope
of the valley. The larger of these churches was first discussed in detail in the literature by Thierry
and introduced as Church No. 3 (Thierry, 1993, s. 94). Thierry's work is important because it includes
fundamental findings regarding the building's plan features and wall paintings. Subsequent studies
have only touched upon the building to a limited extent. Jolivet-Lévy only briefly introduced the
church (Jolivet Levy & Lemaigre Demesnil, 2015, s. 230), while Lemaigre Demesnil evaluated the
building in general terms among the Byzantine rock churches in Cappadocia (Demesnil, 2010, s. 91).
Although the building was also discussed in Xenaki's doctoral thesis, its content could not be
examined comprehensively in this research due to its lack of public accessibility (Xenaki, 2011).

Map 1: Map of Urgiip (Thierry, 1998, s. 872)
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Figure 2: General view of the eastern side of Karlik Village (Giineri, 2023)

The Karlik Village Church No. 3 and the surrounding structures, which have been discussed
only briefly in the literature, necessitate an examination of their architectural features. The small
chapel located southeast of Church No. 3 constitutes the first structure examined within the scope of
this study's architectural evaluation (Drawing 1-2) (Thierry, 1993, s. 94; Demesnil, 2010, s. 91). The
chapel has a cruciform plan. Access to the building is through a round arched opening on the west
side. A regular rectangular doorway located immediately behind this opening provides passage to
the nave. The apse is located to the east of the nave. The apse wall contains three rectangular niches:
one to the east, one to the north, and one to the south. Inside the apse, a nearly square rectangular
altar is located adjacent to the apse wall. The apse is one step higher than the nave. The side arms of
the chapel are covered with barrel vaults, while the central section has a flat ceiling. There are
platforms in the north and south arms; Additionally, a niche is visible on the east wall of the northern
arm. On the southwest wall of the southern arm, a Maltese cross made of brown paint has been
identified (Figure 3-5).
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Drawing 1: Plan of the chapel (Giineri, Arikan, Dagtan, 2023)
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Drawing 2: Cross-section of the chapel (Giineri, Arikan Dastan, 2023)

Figure 3: General view of the chapel (Giineri, 2023)
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Figure 5: View of the apse and the northern transept of the chapel (Giineri, 2023)

Following the architectural features of the chapel, other structural remains located in the
immediate vicinity of Church No. 3 are also important for understanding the multi-layered usage
process of the settlement. To the west of Church No. 3, two burial structures, thought to be from the
Roman period, have been identified in close proximity to each other (Image 6) (Drawing 3—4). The
upper tomb is accessed from the south, and the lower tomb from the west. The placement of the
tombs and the directions of their entrances are positioned according to the natural topography. This
data indicates the use of the area in different periods (Figure 7-10).
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Drawing 3: Plan of a Roman tomb (Giineri, Arikan, Dagtan, 2023)
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Figures 7-8: General view and interior of the tomb (Giineri, 2023)
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Drawing 4: Plan of Roman tomb (Giineri, Arikan, Dagtan, 2023)

B

Figures 9-10: General view and interior of the tomb (Giineri, 2023)

Church No. 3, the main subject of this research, although partially destroyed today, offers
important data regarding its plan scheme and architectural details. The church consists of a nave
extending in a north-south direction and two apses located to its east. To its north is a parekklesion
with a single nave and a single apse, covered with a barrel vault (Drawing 5). The horseshoe-shaped
apses are not of equal size and are connected by narrow passages. A small niche has been identified
in the south wall of the south apse (Figures 11-13). The rectangular nave is largely ruined today.
However, data regarding the ceiling arrangement, divided into rectangular panels, has been partially
preserved. The ceiling of the nave, with its four-panel arrangement located directly above the apse
entrance on the east side, has survived to the present day in its original form. Traces of mortar visible
on the ceiling surface suggest that a relief cross was located in the center of the panels.
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Drawing 5: Plan of Church No. 3 (Arikan, 2023)
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Figure 12: Nave and apse of Church No. 3 (Giineri, 2023)
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Figure 13: Nave and apse of Church No. 3 (Giineri, 2023)

The semi-domes of the two apses in the main nave of Church No. 3 feature similar
iconographic arrangements. Both apses depict the “Theophany” scene. The scenes show parallelism
in terms of compositional structure. In the apse semi-domes, the figure of Jesus is at the center,
surrounded by the four Evangelists in symbolic forms. In the lower row, the twelve apostles are
arranged according to the classical hierarchical order. The fundamental difference between the scenes
stems from the content of the composition in the center of the lower row of apostles. In the north
apse, a frontal depiction of Jesus on a throne is shown on the surface of the semi-dome. Jesus is
making a blessing gesture with his right hand, and in his left hand he holds a book decorated with
reddish-brown circle motifs on a white background at chest level. Jesus wears an ochre-toned
chithon. His halo is ochre-colored and framed in grey. The throne on which he sits is quite simple,
with diamond-shaped and circular motifs applied to its surface giving it a jeweled appearance. In the
background of the throne are large and small reddish-brown circles. The background is grey. The
symbols and inscriptions of the Gospel writers surrounding Jesus are rendered in reddish-brown: an
eagle (John) (40w(v)ta) and an ox (Luke) (B(o)d(v)ta) on the south, and a lion (Mark) and an angel
(Matthew) (k€ Aéyw(v)ta) on the north. However, the symbols on the north side are only partially
visible due to damage. Under the semi-dome of the northern apse are the figures of the twelve
apostles. All depicted from the front, these figures are arranged in two groups. The clothing of the
figures is in shades of white and reddish-brown. John the Baptist is positioned in the center of the
composition. John the Baptist is distinguished from the other apostles by his attire and physical
characteristics. The open book he holds is also unique to John. On either side of John are Peter
(métpwc) and Paul, the leaders of the apostles. Paul, depicted on the left, holds a cross at chest level
in his right hand. Several of the apostles beside him have their left hands raised to point to Jesus,
while the position of their right hands is unclear due to damage. In the right group, Peter wears a
himation with reddish-brown and grey stripes on a white chithon. He holds parchment in his left hand
and points to Jesus with his right. Next to him is Andrew (A(vd)péag), holding an object in his left
hand, only a part of which survives today. Following them are Mark (Mdpkwg), Luke (Aovkd),
holding his book tightly to his chest, and Philip (®nA[wroc]), whose details are unclear due to
damage. The ornamentation within the mandorla depicting Jesus presents a striking composition. In
this area, motifs repeating in an 'S' shape are rendered with black outlines on a dark reddish-brown
background, with the interiors filled in white. A dark yellow line following the outline of the motif
creates a boundary effect in the composition, while small black lines of a similar form are regularly
arranged on one side, reinforcing the motif. Although some details have been damaged due to partial
paint loss on the surface, the overall arrangement and decorative style can largely be followed.
Another ornament on the surface separating Jesus from the apostles is a single-knot "antrolach"
motif. The curved sections of the knot are painted in shades of dark reddish-brown, white, dark
yellow, and dark green, respectively, and this multicolored arrangement is applied to a white
background. The motif is framed on both sides with dark reddish-brown and then white stripes,
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giving the composition a distinct boundary. Although some layer losses are observed on the wall
surface, the color scheme of the motif is partially discernible (Drawings 6,7) (Figures 14-17).
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Drawing 7: Detail of the northern apse (Thierry, 1993, s. 111)

www.turkishstudies.net/religion



1064 Derya Gineri

ARG AR A AN

Figures 14-15: North apse of Church No. 3 (Giineri, 2023)
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Figures 16-17: North apse of Church No. 3 (Gtineri, 2023)

The wall painting in the south apse of Church No. 3 largely parallels the north apse in its
general composition. In the apse's semi-dome, the “Theophany” scene is central, with the figure of
Jesus depicted filling the entire apse dome. The throne on which he sits is defined by reddish-brown
lines and is simply rendered. Unlike the one in the north apse, the backrest of the throne in this
composition is not flat, but tapers upwards, finishing with delicate knobs at the edges. Geometric
decorations formed by the intersection of oppositely placed pointed triangles and diamond-shaped
motifs are regularly repeated on the throne's surface. In the background of the throne are reddish-
brown circles of varying sizes. The background is gray. Symbols representing the Gospel writers are
located on all four sides of Jesus. The eagle figure symbolizing John is well-preserved. The front
body of the ox representing Luke, rendered in reddish-brown tones, can be identified. The lion, the
symbol of Mark, is rendered in gray tones. The angel figure representing Matthew is holding a scroll
in its left hand and is partially preserved.

The apostles are depicted at the bottom of the apse sash. With their right hands they point
towards Jesus, while with their left hands they hold parchment at chest level. In the center is Mary,
depicted in an ornate pose, of the Blacherniaotissa type. Mary, with her arms raised in prayer, wears
a reddish-brown maphorion. Immediately below, a Maltese cross is placed in the symmetrical center
of the composition. To Mary's left, unlike the other apostles, is Paul, the only figure not raising his
hand. The symmetrical figure on the right side of the composition, which has not survived to the
present day, is likely Peter. The “S”-shaped ornamentation and the “antrolach” motif, observed in
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the border between the circular frame containing Jesus and the apostles, and also in the northern apse,
are repeated here. This decorative approach creates a decorative unity, ensuring continuity
throughout the apse sash (Drawing 8) (Figures 18, 19).

Figures 18-19: South apse of Church No. 3 (Gtineri, 2023)

The ceiling of the nave features rectangular panels. Arranged in a north-south direction, the
northernmost panel depicts a Latin cross within a rosette. The second panel shows a Seraphim figure,
notable for its wings and central placement. The third panel displays a stylized plant motif created
with a symmetrical arrangement. The fourth panel features a four-leaf clover motif. Immediately to
the west of this panel is a geometric decorative composition consisting of successive oval forms
(Thierry, 1993, s. 95) (Drawing 9) (Figures 20-24). The preferred colors in the panels are
predominantly reddish-brown and ochre tones. The northernmost Latin cross in the ceiling
composition is rendered in various shades of reddish-brown within a double-lined rosette frame. The
arms of the cross are finished with knot-shaped ends. The outer band of the rosette is bordered by
square modules formed from solid circular units. The second panel depicts a seraphim, framed by
zigzag bands extending along the northern and southern edges of the composition. The figure's head
is haloed, and its six wings are detailed. The third panel features an abstract decorative composition
defined by contours. A portion of the vegetal ornamentation is preserved in the fourth panel. Two
superimposed four-petaled flower motifs are bordered by zigzag borders that continue along the
northern and southern edges of the panel. The eighth panel is dominated by teardrop-shaped motifs.
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Assessment

Church No. 3, which provides important data on regional practices of Middle Byzantine rock
churches in Cappadocia with its architecture and wall paintings, can be traced with its plan scheme
consisting of a nave, apses, and parekklesion, despite being largely destroyed. Otiiken proposed a
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typology for two-nave churches in Cappadocia; those with two apses, those with a single apse, those
separated by arcades with pilasters, those separated by walls and connected by doors, and single-
nave double-apse structures (Otiiken, 1982, s. 543). According to this classification, the structure can
be evaluated in the single-nave double-apse category. The closest example typologically to our study
is Balli Church located in Ihlara Valley (Cosgunaras, 2021, s. 564). Although Balli Church shows
parallels with Church No. 3 in terms of plan typology, it differs in that there is no transition between
the apses.

The church’s plan was decisive in the placement of the wall painting and the “Theophany”
scenes in both apses are positioned in accordance with the spatial arrangement of this plan. This
scene is also known by different names such as “Maiestas Domini”, “The Appearance of the
Prophets”, “The Appearance of Jesus” and “The Triumph of God” (Karabiyik Toper, 2019, s. 17).
Its origin is based on the visions of the Old Testament prophets Isaiah, Ezekiel, and Daniel, and the
Book of Revelation in the New Testament (Murray & Murray, 2004, s. 319). However, this
iconographic theme is not tied to a single textual source. The Old and New Testaments, as well as
liturgical texts and hymns, influenced the scene's formation, while apocalyptic texts and narratives
based on prophetic visions contributed to the shaping of the iconographic elements within the scene
(Karabiyik Toper, 2019, s. 17-18). God's throne, the multi-winged beings surrounding it, and
depictions of the celestial realm form the theological basis of the scene. Parallel to the increasing
importance of apocalyptic texts in Byzantine thought from the 9th and 10th centuries onwards, the
“Theophany” scene also began to be depicted more widely in Byzantine art.

Opinions regarding the origin of the scene differ among researchers. Jerphanion traces the
iconography's origins to Egypt, while Lafontaine-Dosogne argues that its development was centered
in the capital, Constantinople (Jerphanion, 1925, s. 323; Lafontaine-Dosogne, 1968, s. 135-143)
Kostof, on the other hand, suggests that the earliest examples originated in Latmos (Kostof, 1989, s.
188). The apse depiction of the Hosios David Church in the Latmos Monastery in Thessaloniki,
dating to the mid-5th century, is considered among the earliest known examples of the “Theophany”
scene (Snyder, 1967, s. 142-152). This is followed by the apses of the Bawit Saint Apollonis
Monastery Church, dating to the 6th—7th centuries, and the Latmos Pantokrator Church, dating to the
9th century (Kostof, 1989, s. 188). However, the “Theophany” scene, while depicting the glory of
God, should also be considered a liturgical narrative symbolizing the continuity of Jesus before the
congregation and the earthly manifestation of the heavenly liturgy. Therefore, the placement of the
scene in the apse’s semi-dome can also be interpreted as a symbolic choice related to the Eucharist.

In Church No. 3, the “Theophany” scenes, reinterpreted with a similar compositional
approach in both apses, are arranged around the monumental figure of Jesus depicted in the apse’s
semi-dome. The symbols of the four Gospel writers surround Jesus, while the apostles are arranged
in a hierarchical order in the lower scene. This composition, repeated in parallel in both apses, points
to a conscious iconographic choice emphasizing the liturgical importance of the building. However,
the differences in the lower scenes suggest a functional separation between the two apses. The
placement of John the Baptist in the north apse and Mary Blacherniotissa in an ornate pose in the
south apse clearly reveals this distinction. This differentiation in the lower scenes necessitates a
separate examination of the iconographic and theological backgrounds of John the Baptist and Mary
Blacherniotissa. The position of John the Baptist in the rock churches of Cappadocia is directly
related to his titles of “Prodromos” and “Baptist”. Many of the early structures in Cappadocia trace
their origins to the cult of John the Baptist back to the early Christian periods of Palestine, Syria, and
Mesopotamia. In Syriac tradition, John is described as the “pinnacle of the prophets” and the “final
messenger who completes the liturgical order”. Various relics attributed to John, which spread from
Jerusalem, Cilicia, Chalcedon and later Constantinople from the 4th century onwards, significantly
contributed to the widespread dissemination of this cult across a vast geographical area (Thierry,
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1993, s. 105-107). During the same period, centers such as Emesa, Antioch, and Comana also
assumed the guardianship of these relics; From the 6th century onwards, the existence of churches
dedicated to John the Baptist in cities such as Alexandria, Gerasa, Antioch, and Edessa in Turkey,
and in Jerusalem, Aenon, Scythopolis, and Samaria in Palestine, has been documented by researchers
(Thierry, 1993, s. 107). All this data reveals that the cult of John the Baptist took shape in the early
Eastern Christian layers that formed the basis of Byzantine religious life and showed a particularly
pronounced development in Cappadocia. This liturgical background also led to the representation of
John the Baptist in Byzantine iconography with specific depiction schemes. In iconography, John is
usually depicted holding an open scroll. This scroll often features inscriptions such as, “Behold, the
Lamb of God, who takes away the sin of the world” (John 1:29) or “There is a voice crying in the
wilderness: Prepare the way of the Lord” (John 1:23; Matthew 3:3; Mark 1:3; Luke 3:4). These texts
position John as a continuation of the Old Testament prophetic tradition and a herald of the New
Testament. The centrally located figure of John in the north apse of Church No. 3 is a clear reflection
of this iconographic tradition. The positioning of the figure towards the north parallels the sacred oil
ampulla containing an image of John, found in Bobbio, Italy, and identified in the literature as
“Bobbio Ne20” (Thierry, 1993, s. 102,103,108). The positioning of John the Baptist facing north in
the ampulla in question also aligns with Ephrem the Syriac’s theological interpretation, which
describes John as “the messenger at the right hand of the Lord” (Thierry, 1993, s. 103; Thierry, 1994,
s. 247-251).

The emphasis on “prophecy” and “annunciation” established with John the Baptist in the
northern apse gains a complementary meaning with the figure of Mary in the southern apse. Mary in
the southern apse is one of the most intensely depicted figures in Christian art. She has been depicted
countless times in different periods, both alone and often with the Child Jesus, especially from the
3rd century onwards (Braunfels, 1994, s. 155). The Council of Ephesus in 431 marked a turning
point in the expansion of the iconographic tradition, moving beyond solely Jesus-centered themes
(Braunfels, 1994, s. 156). The Church of Santa Maria Maggiore in Rome is an early reflection of this
change, demonstrating Mary's central position in Christian art. After the Council, the image of Mary
gained an increasingly prominent place in both theological discourse and liturgical narratives,
spreading throughout the Christian world, although particularly originating in the East. Among the
main centers of this cult, Palestine stands out (Wellen, 1994, s. 157). From the 5th century onwards,
compositions depicting Mary seated on a throne with the Child Jesus in her lap or as a praying figure
became widespread. The Blachernae complex in Constantinople, the main apse of the Church of St.
Sergius in Gaza, Santa Maria Maggiore in Rome, the main apse of Hagia Sophia in Istanbul, and the
Koimesis Church in Nicaea are among the early examples of this iconography (Wellen, 1994, s. 157).
Furthermore, illuminated manuscripts, icons, and portable works of art are also areas where
depictions of Mary were widely used (Vassilaki, 2001, s. 3-13). In Church No. 3, Mary is depicted
in accordance with the Blacherniotissa type within this broad iconographic tradition. The
Blacherniotissa Mary is depicted standing frontally, with her arms raised to chest in prayer and her
palms facing the viewer. One of the best-preserved examples of this type is in Kiev. This is the apse
mosaic of Hagia Sophia (Powstenko, 1954; Logvin, 1971, s. 25). It is known from the homille of
Patriarch Photios that the same iconographic features were present in the apse of a church of Mary
in Constantinople, which was ceremonially opened in 864 (Hallensleben, 1994, s. 167). After the
Iconoclasm period, in the “Ascension” scenes, Mary Blacherniotissa took her place in the dome,
becoming an “intermediary” figure between Jesus and the people on earth. The believer encounters
the figure of Mary, who is located in the dome's drum, before Jesus. The role of Mary Blacherniotissa
as an “intermediary” between people and Jesus in the church interior is further emphasized by the
figure's placement, particularly in the apse (Hallensleben, 1994, s. 166).

The apse wall paintings of Church No. 3 depict John the Baptist and Mary in contrasting yet
complementary positions. In the church, John the Baptist is in the lower row of the north apse, while
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Mary Blacherniotissa is in the lower row of the south apse. The central figure in the lower scene of
the north apse, based on the parchment he holds and the depiction characteristics consistent with the
prophet typology, has been identified by Thierry as John the Baptist (Thierry, 1993, s. 94-116).
Although Demesnil adopts a more cautious approach regarding the identity of the figure and finds
this interpretation problematic (Demesnil, 2010, s. 91), the iconographic data in the church supports
Thierry’s assessment. The church’s double-apse architectural arrangement establishes a conscious
contrast and complementarity between these two figures in an iconographic sense. In the northern
apse, the themes of “prophecy” and “annunciation” are emphasized, while in the southern apse, the
themes of “intercession” and “prayer” are highlighted. This arrangement distinguishes the building’s
pictorial program from similar examples in Cappadocia; it shows that themes presented together in
single-apse schemes are spatially separated here. In this respect, the church presents a more original
narrative among the “Theophany” scenes in Cappadocia. This arrangement observed in Church No.
3 should be considered together with the different interpretations of the “Theophany” scene in other
rock churches in Cappadocia. The depiction of the scene within a cross-shaped medallion in the
Church of Hagios Stephanos (Jolivet-Lévy, 1991, s. 161-163) and the inclusion of Old Testament
prophets such as Isaiah, Ezekiel, Jeremiah, and Daniel in the Church of the Holy Apostles of Sinassos
are examples that emphasize the historical continuity of divine revelation (Jolivet-Lévy, 1991, s.
180). Furthermore, the largely preserved figures of Mary and John the Baptist, unearthed in Mazikdy
in 1987, provide significant iconographic comparison data (Thierry, 2002, s. 115; Thierry, 1993, s.
102). In the south apse of the Church of St. Eustathios No. 11 in Géreme, the positioning of Mary
and John the Baptist on either side of the altar among eight damaged figures is another example. The
arrangement in the apse of Derin Dere Church shows parallels with the “Theophany” scene in
Kizilgukur Hagli Church (Jolivet-Levy, 1991, s. 50-51,114,189-190).

In these examples, the presentation of Mary with the themes of “prayer” and “mediation”,
and John the Baptist carrying the parchment inscribed with “The Lamb of God”, establish a
meaningful unity between the figures. This arrangement, paralleling the “Deesis” tradition, can be
considered an iconographic expression of supplication directed to Jesus through the themes of
“prayer” and “mediation” (Jolivet Levy & Lemaigre Demesnil, 2015, s. 51). The positioning of John
and Mary on either side of Jesus reveals the reflection in Cappadocia of the “witnessing” hierarchy
that developed from the early Byzantine period. In this respect, these examples, contributing to the
regional formation of the “Deesis” concept, strengthen the iconographic narrative of the themes of
“prayer” and “mediation” (Jolivet Levy & Lemaigre Demesnil, 2015, s. 51).

As Thierry points out, the presence of Mary and John the Baptist praying alongside the
composition in which Jesus is seated on a throne surrounded by the symbols of the four Evangelists
suggests that an expanded and symbolically intensified version of the classical “Deesis” scene
emerged in Cappadocia (Thierry, 1993, s. 107). The emphasis on the figures of Mary and John the
Baptist in two separate apses, along with the “Theophany” scene in Church No. 3, indicates an
intermediate stage in the development of the early “Deesis” understanding in Cappadocia.

It is known that the inclusion of the “Deesis” scene alongside the “Theophany” scene in apse
programs became widespread, especially from the 10th century onwards (Coragan Karakaya, 2015,
s. 155). During this period, the figure of John the Baptist frequently became part of the “Theophany”
composition along with Mary. This trend, observed in the rock churches of Cappadocia, is
represented by different spatial and iconographic adaptations. For example, in the Giilliidere Ayvali
Church, Mary is located in the north nave apse, and John the Baptist is in the south; the figures are
depicted facing Jesus, with their heads slightly bowed and their hands in a prayer position (Karabiyik
Toper, 2019, s. 47). In the Akkdy No. 3 White Church, Mary is positioned to the north and John the
Baptist to the south, next to the throne, amidst wheels engulfed in flames (Jolivet-Lévy, 1991, s.
149). Similar arrangements are seen in the Taskinpasa Iceri Bag Church (Jolivet-Lévy, 1991, s. 178)
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and the Erdemli Church Mosque (Karakaya, 2003, s. 18). Based on the inscription fragments of the
Maltese Cross within a medallion on the apse wall of the Glizelyurt Comlek¢i Cafarlar Church, it is
thought that John the Baptist is depicted to the left of the cross and Mary to the right (Jolivet-Lévy,
1991, 5. 293). The placement of John the Baptist to the right of Jesus in the south apse of Church No.
9 in Géreme (Jerphanion, 1936, s. 122; Thierry, 1993, s. 103) and the placement of Mary to the north
of Jesus and John to the south in the apse of the Old Glimiigler Church in Nigde (Karabiyik Toper,
2019, s. 96) demonstrate the continuity of this tradition. Similar iconographic arrangements are
observed in Church No. 1 in Tatlarin (Coragan Karakaya, 2015, s. 29), the Cemil Archangels Church
(Karabtyik Toper, 2019, s. 68), and the Erdemli Single-Nave Archaic Church (Karakaya, 2011, s.
308).

Compared to these common practices, Church No. 3 stands out for its deliberate separation
of the figures of Mary and John the Baptist, associated with the “Theophany” scene, not in the same
apse, but within a double-apse plan scheme. This is one of the key features that distinguishes the
building's wall paintings from contemporary examples in Cappadocia. While the wall paintings
generally reflect the characteristic qualities of the 9th-century Cappadocian painting tradition, they
differ from other examples in the region thanks to their original style and iconographic practices. The
archaic stylistic features of the paintings and the dominance of a distinct two-dimensional
understanding in the figures suggest that the execution was probably carried out by a local workshop.
The figure of Jesus, located in the center of the composition, is depicted in the most prominent and
monumental form due to the iconographic hierarchy. Jesus, with dark hair and beard at shoulder
level, is depicted with an oval face and a pointed beard. John the Baptist in the northern apse is
identified by his long hair falling over his left shoulder and his full beard; Paul, positioned to the left
of John, is depicted with dark hair and a thick beard, while Peter, to his right, is characterized by long
facial features, short white curly hair, and prominent forehead lines. Andrew is characterized by thick
white hair, sharp facial features, and prominent cheekbones; Mark is distinguished by short brown
hair and a round beard. Jesus' large almond eyes, prominent cheekbones, delicate nose, and small
mouth, along with the linear connections between the eyebrows, nose, and eyes, create a stylistic
unity in the figures' faces. Detailed linearity is prominent in the depiction of hair and beard; a limited
depth effect is achieved with reddish-brown contours and fine brushstrokes. These contours are
applied in different tones according to the age and degree of holiness of the figures, creating a
hierarchical order. Although the effort to create volume is limited, soft tonal differences are achieved
in the faces through color transitions and shading. The halos are rendered in yellow and light brown
tones, with a double contour system, reddish-brown on the inside and white on the outside. The
figures' stocky and thick bodies, narrow shoulders, and disproportionately large, geometrized hands
reflect the characteristic abstract tendencies of the period. A linear approach dominates the folds of
the clothing. In terms of compositional arrangement, the central placement of the main figure and
the hierarchical ordering of the supporting figures around him indicate a conscious choice to
highlight the focal point of the narrative.

In light of all this data, Church No. 3 holds a unique position among the Middle Byzantine
rock churches in Cappadocia with its architectural arrangement and wall painting. The deliberate
separation of “Theophany”, John the Baptist, and the Virgin Mary Blacherniotissa within its double-
apse plan makes the structure remarkable both iconographically and liturgically. The wall paintings
reflect the stylistic characteristics of a local workshop, while clearly demonstrating the continuity of
the Byzantine iconographic tradition and the regional interpretive power (Figures 25-26).
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Figures 25-26: Details illustrating the style (Giineri, 2023)
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Conclusion

This study, focusing on the Wall painting of Church No. 3, reveals the building's unique
position within the 9th-century Byzantine painting tradition in Cappadocia. The church’s double-
apse architectural arrangement distinguishes it from contemporary examples in the region by
containing two different interpretations of “Theophany” on the same theme, allowing for its
interpretation particularly through the spatial positioning of the figures of John the Baptist and Mary.
The figure of John the Baptist, centrally located in the northern apse, symbolizes the transition
between the Old and New Testaments with his “prophetic quality” and “pioneering” identity, while
Mary, depicted in an ornate pose in the southern apse, emphasizes the theme of “intercession” and
“divine mediation”. This reciprocal arrangement suggests an early conception of “Deesis”.

The seraphim depictions, cross motifs, and geometric ornamentation in the ceiling design, as
well as the schematic and geometrized style observed in the contours of the figures, the folds of their
clothing, and the use of color, reflect the linear and two-dimensional character of the 9th-century
workshop tradition in Cappadocia. These stylistic features suggest that the church is a product of a
local workshop, making the structure significant not only in terms of its iconographic features but
also for understanding regional art production.

Comparing the church’s Wall paintings with other examples in Cappadocia has revealed both
common practices and the elements that make the structure unique. In particular, the presentation of
the same theme in two different iconographic solutions within the double apse shows that liturgical
emphases are directly reflected in the wall painting and that a more flexible, local understanding of
iconography was adopted. The depiction of John the Baptist in Cappadocia not only in the apse but
also in the entrance sections of the sacred space and sometimes alongside his father Zechariah reveals
his position in Christian liturgy as the “messenger of salvation”. From the 10th century onwards,
John’s iconographic role became particularly prominent in the “Deesis” scenes; while his emphasis
on being a “Pioneer” decreased, his importance as an “intercessor” figure alongside Jesus and Mary
increased. During the same period, the figure of Mary also acquired a central position not only as the
“Mother of God” but also as the fundamental representative of “divine mercy” and “mediation”.
Church No. 3 in Karlik reflects an early stage of this transformation, preserving the “Messenger”
function of John the Baptist in the northern apse while emphasizing Mary’s role as “intercessor” in
an independent composition in the southern apse. This spatial separation demonstrates that the
common axis of intercession formed by John and Mary on either side of Jesus in the “Deesis”
tradition is reinterpreted here within the framework of architectural possibilities. Thus, the
“Theophany” scene ceases to be merely a divine narrative and transforms into a narrative through
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John’s “Messenger” and Mary’s “mediation”. This approach reveals that the themes of “Theophany”
and “Deesis” can be re-examined within the architectural possibilities of Cappadocia without being
bound by iconographic schemes, and demonstrates the existence of a local understanding of
iconography.

In conclusion, Church No. 3 in Karlik should be considered not only as an example of a local
practice among the rock churches of Cappadocia, but also as a unique structure where iconography,
architecture, and liturgical function are consciously integrated. While the wall paintings of the
building reflect the regional character of Cappadocian Byzantine painting, the iconographic emphasis
given to the figures of John the Baptist and Mary clearly reveals the continuity between the early
Christian tradition and 9th-century Byzantine theological thought. The narrative constructed through
these two figures within a double-apse arrangement places the church in a unique position within the
“Theophany” tradition in Cappadocia and constitutes an important example in understanding the
development of the region's 9th-century iconographic understanding.
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Karhk Koyii 3 Nolu Kilise: Mimari ve Duvar Resimleri Uzerine Bir Degerlendirme

Giris

Karlik K&yii’'ndeki kaya oyma yapilar, Kapadokya Bolgesi Bizans donemi mimarisi ve duvar
resimleri acgisindan sinirh sayida calismaya konu olmustur. Urgiip ilgesinin yaklasik 15 km
giineyinde, Karain ve Yesiloz yerlesimleri arasinda konumlanan Karlik Koyii, kaya mimarisiyle
sekillenmis bir yerlesim alanidir (Harita 1). Yerlesim, eski ve yeni olmak iizere iki ana bdliimden
olugmakta; yeni yerlesim vadi tabaninda gilineye dogru uzanirken, eski yerlesim bu alanin dogu ve
bat1 yamaglarinda topografyaya uyumlu bicimde kademeli olarak konumlanmaktadir (Dirik, 2025, s.
228; Giineri, 2026, s. 66). Karlik Vadisi’nin dogu yamacinda, eski yerlesim alani igerisinde yer alan
iki kaya kilisesi ile Roma donemine ait olabilecek iki mezar yapisi, bolgenin uzun siireli kullanimina
isaret etmektedir (Gorsel 1-2). Bu yap1 grubu, ayni zamanda vadinin dogu yamacinda konumlanan
eski bir nekropol alaninin sinirlan igerisinde yer almaktadir. S6z konusu kiliselerden biiyiik olan
yapi, literatlirde ilk kez Thierry tarafindan ayrintili bi¢imde ele alinmis ve 3 No’lu Kilise adiyla
tanmtilmistir (Thierry, 1993, s. 94). Thierry’nin ¢alismasi, yapmin plan o6zellikleri ve duvar
resimlerine iligkin temel tespitleri icermesi bakimindan Onem tasimaktadir. Daha sonraki
calismalarda ise yapiya sinirli ol¢iide deginilmistir. Jolivet-Lévy, kiliseyi yalnizca kisa bir tanitim
cercevesinde ele almis (Jolivet Levy & Lemaigre Demesnil, 2015, s. 230), Lemaigre Demesnil ise
yapiy1 Kapadokya’daki Bizans donemi kaya kiliseleri icerisinde genel hatlariyla degerlendirmistir
(Demesnil, 2010, s. 91). Yap1 ayrica Xenaki’nin doktora tezinde ele alinmissa da, ¢alismanin erisime
acik olmamasi nedeniyle igerik bu arastirmada kapsamli bi¢imde incelenememistir (Xenaki, 2011).

Harita 1: Urgiip haritas1 (Thierry, 1998, s. 872)
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Gorsel 2: Karlik Kdyii dogu yakasi genel goriiniisii (Giineri, 2023)

Literatiirde smirli bicimde ele alinan Karlik K&yii 3 No’lu Kilise ve ¢evresindeki yapilar,
mimari 6zellikleri agisindan bir incelemeyi gerekli kilmaktadir. 3 No’lu Kilise’nin giineydogusunda
bulunan kiiclik sapel, c¢alismanin mimari degerlendirme kapsaminda ele alman ilk yapisini
olusturmaktadir (Cizim 1-2) (Thierry, 1993, s. 94; Demesnil, 2010, s. 91). Sapel hag¢ planlidir.
Yapiya bat1 yoniinden yuvarlak kemerli bir agiklikla ulagilmaktadir. Bu agikligin hemen arkasinda
yer alan diizgiin dikdortgen bir kapi ile naosa gegis saglanmaktadir. Naosun dogusunda apsis yer
almaktadir. Apsis duvarinda biri doguda, biri kuzeyde, biri giineyde olmak tizere ii¢ adet dikdortgen
nis bulunmaktadir. Apsis icerisinde apsis duvarina bitisik kareye yakin dikdortgen altar yer
almaktadir. Apsis, naostan bir basamak yiiksektedir. Sapelin yan kollar1 besik tonozla, merkezi
boliimii ise diiz tavanla ortiiliidiir. Kuzey ve giiney kollarda sekiler yer almakta; ayrica kuzey kolun
dogu duvarinda bir nig goriilmektedir. Giliney kolun giineybat1 duvarinda ise kahverengi boya ile
yapilmis bir Malta Hagi tespit edilmistir (Gorsel 3-5).
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Olgek: 1/50

Cizim 1: Sapelin plan1 (Giineri, Arikan, Dagstan, 2023)
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Olgek:1/50

Cizim 2: Sapelin kesiti (Giineri, Arikan Dagtan, 2023)

Gorsel 3: Sapehn genel goriiniisii (Gunerl 2023)
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Gorsel 4: Sapelin i¢c mekani (Giineri, 2023)

Gorsel 5: Sapelin apsis ve kuzey ha¢ kolunun goriiniisii (Giineri, 2023)

Sapelin mimari 6zelliklerinin ardindan, 3 No’lu Kilise’nin yakin ¢evresinde yer alan diger
yapi1 kalintilar1 da yerlesimin ¢ok katmanli kullanim siirecini anlamak agisindan 6nem tagimaktadir.
3 No’lu Kilise’nin bat1 yoniinde, birbirine yakin konumlanmis iki adet Roma dénemi olabilecegi
diisiiniilen mezar yapisi tespit edilmistir (Gorsel 6) (Cizim 3—4). S6z konusu mezarlardan iist kotta
yer alan mezara giliney yoOniinden, alt kotta konumlanan diger mezara ise bat1 yoniinden giris
saglanmaktadir. Mezarlarin yerlesimi ile giris yonleri, dogal topografyaya gore yerlestirilmistir. Bu
veriler alanin farkli ddnemlerde kullanimina isaret etmektedir (Gorsel 7—10).
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Cizim 3: Roma mezarinin plani (Giineri, Arikan, Dastan, 2023)

2.

Gorsel 7-8: Mezarin genel goriiniisii ve i¢ mekén (Giineri, 2023)
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Olgek: 1/50

Cizim 4: Roma mezariin plani (Giineri, Arikan, Dagtan, 2023)

B

Gorsel 9-10: Mezarin genel goriiniisii ve i¢ mekan1 (Gtineri, 2023)

Aragtirmanin asil konusunu olusturan 3 No’lu Kilise, giinlimiizde kismen tahrip olmasina
ragmen, plan semasi ve mimari detaylari agisindan 6nemli veriler sunmaktadir. Kilise, kuzey—giiney
yoniinde uzanan bir naos ile dogusunda konumlanmis iki apsisten olusmaktadir. Kuzeyinde, tek nefli
ve tek apsisli, besik tonozla ortiilii bir parekklesion bulunmaktadir (Cizim 5). At nali formundaki
apsisler esit Olglilerde olmayip, dar gegitlerle birbirine baglanmaktadir. Giiney apsisin giliney
duvarinda kiigiik boyutlu bir nis tespit edilmistir (Gorsel 11-13). Dikdortgen planli naos giiniimiizde
biiyiik oranda yikilmistir. Buna karsin, mekanin dikdortgen panolara boliinmiis tavan diizenlemesine
iligkin veriler kismen korunmustur. Naosun tavani, dogu yoniinde apsis girisinin hemen iizerinde yer
alan dort panolu diizeni orijinal haliyle giiniimiize ulagmigtir. Tavan yiizeyinde goriilen harg izleri,
panolarin merkezinde kabartma hacin yer aldigini diigiindiirmektedir.
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Cizim 5: 3 Nolu Kilise plani (Arikan, 2023)
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Gorsel 12: 3 Nolu Kilise naos ve apsis (Gtineri, 2023)
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Gorsel 13: 3 Nolu Kilise naos ve apsis (Gtineri, 2023)

3 Nolu Kilise’nin ana nefinde yer alan iki apsisin yarim kubbelerinde benzer ikonografik
diizenlemeler dikkat ¢ekmektedir. Her iki apsiste de “Theophany” sahnesi islenmistir. Sahneler
kompozisyon yapist itibariyla paralellik gostermektedir. Apsis yarim kubbelerinde merkezde isa
figiirii, onun gevresinde ise dort incil yazar1 sembolik bigimleriyle yer almaktadir. Alt sirada on iki
havari klasik hiyerarsik diizene uygun olarak dizilmistir. Sahneler arasindaki temel fark, alt siradaki
havari dizisinin merkezinde yer alan kompozisyonun igeriginden kaynaklanmaktadir. Kuzey apsiste,
yarim kubbe yiizeyinde tahtta cepheden Isa tasviri yer almaktadir. Isa, sag eliyle takdis isareti
yapmakta, sol elinde ise beyaz zemin iizerine kizil kahverengi daire motifleriyle bezenmisg kitabi
gogiis hizasinda tutmaktadir. Isa, okr tonlarinda bir kithon giymektedir. Halesi gri ¢ergeveli ve okr
renklidir. Oturdugu taht oldukga sade bigimde verilmis, ylizeyine miicevherli gériiniim veren baklava
dilimleri ve daire motifleri uygulanmistir. Tahtin arka planinda ise irili ufakli kizil kahverengi
daireler yer almaktadir. Arka fon gridir. isa’nm dort yaninda yer alan incil yazarlar1 sembolleri ve
yazitlari; glineyde kartal (Yuhanna) (4dw(v)ta) ve okiiz (Luka) (B(o)d(v)ta), kuzeyde ise aslan
(Markos) ve melek (Matta) (ké Aéyw(v)ta) kizil kahverengi ile verilmistir. Ancak kuzeydeki
semboller tahribat nedeniyle kismen izlenebilmektedir. Kuzey apsisin yarim kubbesinin altinda, on
iki havari figiirli yer almaktadir. Tiimii cepheden tasvir edilen bu figiirler, iki grup halinde
diizenlenmistir. Figiirlerin giyimleri beyaz ve kizil kahverengi tonlardadir. Kompozisyonun
merkezinde Vaftizci Yahya konumlandirilmigtir. Vaftizei Yahya, kiyafeti ve fiziksel 6zellikleriyle
diger havarilerden ayrilmaktadir. A¢ik konumda tutulan kitabi da yalnizca Yahya’ya 6zgiidiir.
Yahya’nin iki yaninda, havarilerin basinda gelen Petrus (nétpwg) ve Paulos yer almaktadir. Sol
tarafta betimlenen Paulos, sag elinde gogiis hizasinda bir hag¢ tutmaktadir. Yanindaki havarilerden
birkac1, Isa’y1 isaret etmek amaciyla sol ellerini yukar1 kaldirmis olup, sag ellerinin pozisyonu ise
tahribat nedeniyle anlagilamamaktadir. Sag grupta, Petrus beyaz kithon lizerine kizil kahverengi ve
gri tonlarda renklerden olusan ¢izgileri olan himation giymistir. Sol elinde parsémen tutarken, sag
eliyle Isa’y1 gostermektedir. Onun yaninda yer alan Andreas (A(v8)péac), sol elinde, yalmzca bir
kismi1 giiniimiize ulagabilmis bir nesne tutmaktadir. Ardindan sirastyla Markos (Mépkwg) , kitabin
gbgsiinde sikica tutan Luka (Aovkd) ve tahribat nedeniyle detaylari belirlenemeyen Philippus
(DYA[imoc]) yer almaktadir. isa’nin yer aldig1 mandorla igerisinde konumlanan bezemeler dikkat
cekici bir kompozisyon sunmaktadir. Bu alanda, ‘S’ formunda tekrarlanan motifler, koyu kizil
kahverengi zemin {izerine siyah konturla islenmis ve i¢ kisimlar1 beyaz renkle doldurulmustur.
Motifin i¢ hatlarimi takip eden koyu san bir ¢izgi, kompozisyona bir sinir etkisi kazandirirken, bir
kenarda, benzer forma sahip kiicilk siyah c¢izgiler diizenli bi¢imde siralanarak motifi
pekistirmektedir. Her ne kadar yiizeydeki kismi boya kayiplar1 nedeniyle bazi ayrintilar tahrip olmus
olsa da genel diizen ve bezeme anlayis1 biiyiik 6lciide takip edilebilmektedir. Isa ile havarileri ayiran
ylizeyde yer alan bir diger bezeme ise, tek diigimlii bir “antrolak” motifidir. Diglimiin kivriml
boliimleri sirasiyla koyu kizil kahverengi, beyaz, koyu sar1 ve koyu yesil tonlarinda boyanmis ve bu
cok renkli diizenleme beyaz zemin iizerine uygulanmistir. Motif, iki yandan 6nce koyu kizil
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kazandirilmistir. Her ne kadar duvar yiizeyinde tabaka kayiplar1 gdzlemlense de motifin renk diizeni
kismen segilebilmektedir (Cizim 6,7) (Gorsel 14-17).
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Cizim 7: Kuzey apsis detay (Thierry, 1993, s. 111)
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Gorsel 14-15: 3 Nolu Kilise kuzey apsis (Giineri, 2023)

Gorsel 16-17: 3 Nolu Kilise kuzey apsis (Giineri, 2023)

3 Nolu Kilise’nin giiney apsisinde yer alan duvar resmi, genel diizeni bakimindan kuzey
apsisle biiyiik dlctide paralellik gostermektedir. Apsis yarim kubbesinde, merkezde “Theophany”
sahnesi yer almakta, Isa figiiriiniin tiim apsis kubbesini dolduracak bicimde resmedildigi
goriilmektedir. Oturdugu taht kizil kahverengi hatlarla tanimlanmig ve sade islenmistir. Kuzey
apsistekinden farkli olarak, bu kompozisyonda tahtin arkaligi diiz degil, yukar1 dogru sivrilerek
sonlanan, kenarlarinda ince topuzlarla tamamlanan bir bigime sahiptir. Taht yiizeyinde, karsilikli
yerlestirilmis sivri uglu tg¢genlerin kesismesiyle olugsan geometrik siislemeler ve baklava dilimi
motifleri diizenli bir sekilde tekrarlanir. Tahtin arka planinda, irili ufakl kizil kahverengi daireler yer
almaktadir. Arka fon gri renktedir. Isa’min dort yaminda, Incil yazarlarmi temsil eden semboller
bulunmaktadir. Yuhanna’y1 simgeleyen kartal figiirii iyi korunmustur. Luka’s1 temsil eden 6kiiziin
kiz1l kahve tonlarda verilmis 6n govdesi tespit edilebilmektedir. Markos’un sembolii olan aslan gri
tonlarla islenmistir. Matta’y1 simgeleyen melek figiirii ise sol elinde bir tomar tutmakta ve kismen
korunmus durumdadir.

Apsis kusagimin alt kisminda, havariler yer almaktadir. Havariler, sag elleriyle Isa’y1 isaret
etmekte, sol elleriyle gogiis hizasinda birer parsdmen tutmaktadir. Merkezinde, orans durusta tasvir
edilen Blakherniaotissa tipinde Meryem yer almaktadir. Kollarini dua pozisyonunda yukari kaldirmig
olan Meryem, kizil kahverengi tonlarda bir maphorion giymektedir. Hemen altinda, kompozisyonun
simetrik merkezine yerlestirilmis bir Malta hagi bulunmaktadir. Meryem’in solunda, diger
havarilerden farkli olarak elini kaldirmamis tek figiir olarak Paulos yer alir. Kompozisyonun sag
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tarafinda yer alan ve giiniimiize ulasamayan simetrik figiiriin, Petrus olmas1 muhtemeldir. {sa’nin yer
aldig1 dairesel ¢ergeve ile havariler arasindaki sinirda ve kuzey apsiste de gozlemlenen ‘S’ kiviimhi
bezemeler ile “antrolak” motifinin burada da tekrarlandig1 goriilmektedir. Bu siisleme anlayisi,
dekoratif bir birliktelik olusturarak tiim apsis kusaginda devamlilik saglamaktadir (Cizim 8) (Gorsel
18,19).

Gorsel 18-19: 3 Nolu Kilise giiney apsis (Giineri, 2023)

Naosun tavaninda dikdortgen panolar yer almaktadir. Tavanda kuzey-giiney dogrultusunda
siralanan panolardan en kuzeydeki birinci panoda, bir rozet igerisine yerlestirilmis Latin hagi
betimlenmistir. Bunu izleyen ikinci panoda kanatlar1 ve merkezi yerlesimiyle dikkat ¢eken bir
Serafim figiirii yer almaktadir. Uciincii panoda simetrik diizen anlayisiyla olusturulmus stilize bir
bitkisel motif gorilmektedir. Dordiincii panoda dort yaprakli yonca motifi bulunmaktadir. Bu
panonun hemen batisinda ise oval formlarn ardisik diziliminden olusan geometrik karakterli bir
bezeme kompozisyonu yer almaktadir (Thierry, 1993, s. 95) (Cizim 9) (Gorsel 20-24). Panolarda
tercih edilen renk, agirlikli olarak kizil kahverengi ve okr tonlaridir. Tavan kompozisyonunun en
kuzeyindeki Latin hagi, ¢ift ¢izgili bir rozet gergevesi igerisinde kizil kahverenginin ¢esitli tonlarinda
uygulanmistir. Hagin kollari, uglarinda yer alan diigiim formundaki bitiglerle sonlandirilmistir.
Rozetin dis kusagi, icleri dolu dairesel birimlerden olusturulmus kare modiillerle ¢evrelenerek
simirlandirilmistir. ikinci panoda yer alan Serafim tasviri, kompozisyonun kuzey ve giiney
kenarlarinda uzanan zikzak seritlerle ¢ercevelenmistir. Figiiriin bas1 halelidir ve alt1 kanadi ayrintili
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olarak islenmistir. Ugilincii panoda, konturlarla tamimlanmis, soyut karakterli bir bezeme
kompozisyonu goriilmektedir. Dordiincii panoda bitkisel nitelikli siislemenin bir bdlimii
korunmustur. Ust iiste yerlestirilen iki adet dért yaprakli cicek motifi, kasetin kuzey ve giiney
kenarlarinda devam eden zikzak bordiirlerle smirlandirilmaktadir. Sekizinci panoda ise
kompozisyonu hakim bi¢imde dolduran damla formundaki motifler yer almaktadir.

Cizim 9: Tavan siislemeleri (T
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Gorsel 20-21-22-23-24: 3 Nolu Kilise tavan siislemeleri (Giineri, 2023)
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Degerlendirme

Mimarisi ve duvar resimleriyle Kapadokya’daki Orta Bizans donemi kaya kiliselerinin
bolgesel uygulamalarina dair 6nemli veriler sunan 3 No’lu Kilise, biiyiik ol¢iide tahrip olmasina
ragmen naos, apsisler ve parekklesiondan olusan plan semasiyla izlenebilmektedir. Otiiken,
Kapadokya’daki iki nefli kiliseler i¢in; iki apsisli, tek apsisli, payeli arkadlarla ayrilanlar, duvarlarla
ayrilip kapilarla baglananlar ve tek nefli ¢ift apsisli yapilar olmak {izere bir tipoloji Onermistir
(Otiiken, 1982, s. 543). Bu smmflandirmaya gore, yapr tek nefli ¢ift apsisli kategoride
degerlendirilebilir. Calismamiza tipolojik olarak en yakin 6rnek, Thlara Vadisi’nde yer alan Ball
Kilise gosterilebilir (Cosgunaras, 2021, s. 564). Balli Kilise, plan tipolojisi bakimindan 3 No’lu
Kilise ile paralellik gostermesine karsin, apsisler arasinda herhangi bir geg¢is bulunmamasi ile
farklilik arz etmektedir.

Kilisenin plani, duvar resimlerinin yerlesiminde belirleyici olmus ve her iki apsiste yer alan
“Theophany” sahneleri, bu planin mekansal diizenine uygun bir bigcimde konumlandirilmigtir. Bu
sahne “Maiestas Domini”, “Peygamberlerin Goriinmesi”, “Isa’nin Goriinmesi”, “Tanri’nin Zaferi”
gibi farkli adlarla da anilmaktadir (Karabiyik Toper, 2019, s. 17). Kokeni, Eski Ahit peygamberleri
Yesaya, Hezekiel ve Daniel’in goriilerine ve Yeni Ahit’te Yuhanna’nin Vahiy kitabina
dayandirilmaktadir (Murray & Murray, 2004, s. 319). Fakat bu ikonografik tema tek bir metinsel
kaynaga bagli degildir. Eski ve Yeni Ahit metinlerinin yani sira litiirjik metinler ve ilahiler sahnenin
olusumunda etkili olmus, apokaliptik metinler ile peygamber goriilerine dayanan anlatilar, sahnede
yer alan ikonografik unsurlarin sekillenmesine katki saglamistir (Karabiyik Toper, 2019, s. 17-18).
Tanr’nin tahti, ¢cevresindeki ¢ok kanath varliklar ve goksel aleme iliskin betimlemeler, sahnenin
teolojik zeminini olusturmaktadir. Apokaliptik metinlerin 9-10. yiizyillardan itibaren Bizans
diisiincesinde artan onemiyle paralel olarak “Theophany” sahnesi de Bizans sanatinda daha yaygin
bir bicimde islenmeye baglamistir.

Sahnenin kokenine iliskin goriisler arastirmacilar arasinda farklilik gostermektedir.
Jerphanion, ikonografinin kokenini Misir’a dayandirirken, Lafontaine-Dosogne gelisiminin bagkent
Konstantinopolis merkezli oldugunu savunur (Jerphanion, 1925, s. 323; Lafontaine-Dosogne, 1968,
s. 135-143). Kostof ise erken drneklerin Latmos kdkenli oldugunu ileri siirmektedir (Kostof, 1989,
s. 188). Selanik’teki Latmos Manastir1 Hosios David Kilisesi’nin 5. yiizy1l ortalarina tarihlenen apsis
tasviri, “Teophany” sahnesinin bilinen en erken 6rnekleri arasinda kabul edilmektedir (Snyder, 1967,
s. 142-152). Bunu, 6-7. ylizyillara tarihlenen Bawit Aziz Apollonis Manastir1 Kilisesi ile 9. yiizyila
ait Latmos Pantokrator Kilisesi apsisleri izler (Kostof, 1989, s. 188). Ancak “Theophany” sahnesi
Tanr’'mn yiiceligini betimlemesiyle beraber Isa’min cemaat &niindeki siirekliligini ve goksel
litiirjinin ~ yeryliziinde goriiniir hale gelmesini simgeleyen litiifjik bir anlati olarak da
degerlendirilmelidir. Bu nedenle sahnenin apsis yarim kubbesinde yer almasi, Eucharistiya ayiniyle
iligkili sembolik bir tercih olarak da okunabilir.

3 No’lu Kilise’de her iki apsiste benzer bir kompozisyon anlayisiyla yeniden yorumlanan
“Theophany” sahneleri, apsis yarim kubbesinde anitsal dlcekte tasvir edilen Isa figiirii etrafinda
diizenlenmistir. Isa’nin ¢evresinde dért Incil yazarinin sembolleri yer almakta, alt sahnede ise
hiyerarsik bir diizen iginde havariler siralanmaktadir. Iki apsiste paralel bigimde tekrar edilen bu
kompozisyon, yapinin litlirjik 6nemini vurgulayan bilingli bir ikonografik tercihe isaret eder. Ancak
alt sahnelerdeki farkliliklar, iki apsisin islevsel anlamda ayristigimi disiindiiriir. Kuzey apsiste
Vaftizci Yahya’nin, giiney apsiste ise orans durusunda Blakherniotissa Meryemi’nin yer almasi bu
ayrimi acgikca ortaya koymaktadir. Alt sahnelerdeki bu farklilasma, Vaftizci Yahya ve
Blakherniotissa Meryemi’nin 6zellikle ikonografik ve teolojik arka planinin ayrica ele alinmasini
gerekli kilmaktadir. Vaftizci Yahya figiiriiniin Kapadokya kaya Kkiliselerindeki konumu, onun
“Prodromos” ve “Baptistes” sifatlariyla dogrudan iligkilidir. Kapadokya’daki erken yapilarin pek
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cogunda Yahya kiiltiiniin kdkenleri, Filistin, Suriye ve Mezopotamya’'nin erken Hristiyanlik
donemlerine uzanmaktadir. Siiryani geleneginde Yahya, “peygamberlerin dorugu” ve “litirjik
diizeni tamamlayan son haberci” olarak tanimlanmistir. 4. yiizyildan itibaren Kudiis, Kilikya,
Kalkedon ve daha sonra Konstantinopolis’e intikal eden Yahya’ya atfedilen ¢esitli rolikler, bu kiiltiin
genis bir cografyada yayilmasina 6nemli 6l¢iide katki saglamigtir (Thierry, 1993, s. 105-107). Ay
donemde, Emesa, Antiokheia ve Komana gibi merkezler de bu emanetlerin koruyuculugunu
iistlenmis; 6. yiizy1ldan itibaren ise Iskenderiye, Gerasa, Antakya ve Edessa gibi kentlerde, Filistin’de
ise Kudiis, Aenon, Skythopolis ve Samiriye’de Yahya’ya adanmis kiliselerin varlig1 arsatirmacilar
tarafindan belgelenmistir (Thierry, 1993, s. 107). Tim bu veriler, Yahya kiiltiiniin Bizans dini
yasaminin temelini olusturan erken Dogu Hristiyanligi katmanlarinda sekillendigini ve
Kapadokya’da 6zellikle belirgin bir gelisim gosterdigini ortaya koymaktadir. Bu litiirjik arka plan,
Vaftizci Yahya nin Bizans ikonografisinde belirli tasvir semalariyla temsil edilmesini de beraberinde
getirmistir. Ikonografide Yahya, genellikle elinde agik bir tomarla tasvir edilir. Bu tomar {izerinde
cogunlukla “Iste, diinyanin giinahini ortadan kaldiran Tanri Kuzusu” (Yuhanna 1:29) ya da “Célde
haykiran bir ses var: Rab’bin yolunu hazirlaym” (Yuhanna 1:23; Matta 3:3; Markos 1:3; Luka 3:4)
ifadeleri yer almaktadir. Bu metinler Yahya’yi, Eski Ahit peygamberlik geleneginin devami ve Yeni
Antlasma’nin miijdecisi olarak konumlandirmaktadir. 3 No’lu Kilise’de kuzey apsiste merkezi
konumda yer alan Yahya figiirii, bu ikonografik gelenegin acik bir yansimasidir. Figiiriin kuzey
yonde konumlandirilmasi, italya’nin Bobbio kentinde ele gegcirilen ve literatiirde “Bobbio Ne20”
olarak tanimlanan, Yahya tasviri iceren kutsal yag ampullast ile paralellik gostermektedir (Thierry,
1993, s. 102,103,108). S6z konusu ampullada Yahya’nin kuzey yonli konumlandirilmasi, Efrem
Sitiryani’nin Yahya’y1 “Rab’bin sagindaki haberci” olarak tanimlayan teolojik yorumu ile de
ortiismektedir (Thierry, 1993, s. 103; Thierry, 1994, s. 247-251).

Kuzey apsiste Vaftizci Yahya ile kurulan bu “peygamberlik” ve “miijdeleme vurgusu, giiney
apsiste yer alan Meryem figiiriiyle tamamlayic1 bir anlam kazanmaktadir. Gliney apsiste yer alan
Meryem, Hristiyan sanatinda en yogun bi¢imde islenen figiirlerden biridir. Hem tek bagina hem de
cogunlukla Cocuk Isa ile birlikte, 6zellikle 3. yiizyildan itibaren farkli dénemlerde sayisiz kez
betimlenmistir (Braunfels, 1994, s. 155). 431 tarihli Efes Konsili, ikonografik gelenegin yalnizca isa
merkezli temalardan ¢ikarak genislemesinde bir doniim noktasi olusturmustur (Braunfels, 1994, s.
156). Roma’daki Santa Maria Maggiore Kilisesi, bu degisimin erken bir yansimasi olup Meryem’in
Hristiyan sanatinda merkezi bir konuma yerlestigini gostermektedir. Konsil sonrasinda Meryem
imgesi, hem teolojik sdylemde hem de litiirjik anlatimlarda giderek daha belirgin bir yer edinmis ve
ozellikle Dogu kokenli olmakla birlikte tiim Hristiyan diinyasina yayilmistir. Bu kiiltiin baglica
merkezleri arasinda Filistin 6ne ¢ikmaktadir (Wellen, 1994, s. 157). 5. yiizyildan itibaren Meryem’in
kucaginda Cocuk Isa ile birlikte tahtta oturdugu ya da dua eden figiir olarak resimlendigi
kompozisyonlar yaygimlagsmistir. Konstantinopolis’teki Blakherna kompleksi, Gazze’deki Aziz
Sergius Kilisesi’nin ana apsisi, Roma’daki Santa Maria Maggiore, Istanbul Ayasofya’nin ana apsisi
ve Iznik’teki Koimesis Kilisesi bu ikonografinin erken 6rnekleri arasinda yer almaktadir (Wellen,
1994, s. 157). Ayrica minyatiirlii el yazmalari, ikonalar ve tasinabilir sanat eserleri de Meryem
tasvirlerinin yaygin bigimde kullanildig1 alanlardir (Vassilaki, 2001, s. 3-13). 3 No’lu Kilise’de
Meryem, bu genis ikonografik gelenek icinde Blakherniotissa tipine uygun olarak tasvir edilmistir.
Blakherniotissa Meryemi cepheden ayakta, kollar1 gogiis hizasinda dua eder bicimde ve avug i¢leri
seyirciye doniik olarak betimlenmistir. Bu tipin en iyi korunmus oOrneklerinden biri Kiev
Ayasofyas’nin apsis mozaigidir (Powstenko, 1954; Logvin, 1971, s. 25). Aymi ikonografik
Ozelliklerin, 864 yilinda torenle agilan Konstantinopolis’teki bir Meryem kilisesinin apsisinde yer
aldig1, Patrik Photios’un homilyesinden bilinmektedir (Hallensleben, 1994, s. 167). Ikonoklasmus
doneminden sonra “Gége Cikis” sahnelerinde Blakherniotissa Meryemi, kubbedeki yerini alarak Isa
ile yeryiiziindeki insanlar arasinda “arac1” bir figiir haline gelmistir. inanan kisi, Isa’dan &nce kubbe
kasnaginda yer alan Meryem figiiriiyle karsilagsmaktadir. Blakherniotissa Meryemi’nin kilise i¢
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mekaninda, insanlar ile Isa arasindaki “araci” roli, figiiriin  6zellikle apsis mekanina
yerlestirilmesiyle daha da vurgulanmistir (Hallensleben, 1994, s. 166).

3 Nolu Kilise’nin apsis duvar resimleri, Vaftizci Yahya ile Meryem’i karsit ancak
tamamlayici konumlarda ele almaktadir. Kilisede Vaftizci Yahya kuzey apsisin alt sirasinda,
Blakherniotissa Meryemi ise giliney apsisin alt sirasindadir. Kuzey apsisin alt sahnesinde merkezi
konumda resimlenen figiir, elinde tuttugu parsdmen ve peygamber tipolojisine uygun tasvir
ozellikleri dogrultusunda Thierry tarafindan Vaftizci Yahya olarak tanimlanmistir (Thierry, 1993, s.
94-116). Demesnil figiiriin kimligine iligskin daha temkinli bir yaklagim benimseyerek bu yorumu
sorunlu bulsa da  (Demesnil, 2010, s. 91), kilisedeki ikonografik veriler Thierry’ nin
degerlendirmesini desteklemektedir. Kilisenin cift apsisli mimari diizeni, bu iki figiiriin karsiliklt
konumlandirilmasiyla ikonografik acidan bilingli bir karsitlik ve tamamlayicilik iliskisi kurmaktadir.
Kuzey apsiste “peygamberlik” ve “miijdeleme” temasi 6n plana ¢ikarilirken, giiney apsiste “sefaat”
ve “dua” temas1 vurgulanmistir. Bu diizenleme, yapinin resim programini Kapadokya’daki benzer
orneklerden ayirmakta; tek apsisli semalarda bir arada sunulan temalarin burada mekansal olarak
aynistirildiginm gostermektedir. Bu yoniiyle kilise, Kapadokya’daki “Theophany” sahneleri arasinda
daha Ozgiin bir anlatim ortaya koymaktadir. 3 No’lu Kilise’de gozlemlenen bu diizenleme,
Kapadokya’daki diger kaya kiliselerinde “Theophany” sahnesinin farkli bigimlerde
yorumlanmasiyla birlikte degerlendirilmelidir. Hagios Stephanos Kilisesi’nde sahnenin hag¢ bigimli
bir madalyon igerisinde verilmesi (Jolivet-Lévy, 1991, s. 161-163) ve Sinassos Kutsal Havariler
Kilisesi’nde Yesaya, Hezekiel, Yeremya ve Daniel gibi Eski Ahit peygamberlerinin sahneye dahil
edilmesi, Tanrisal vahyin tarihsel siirekliligini vurgulayan drneklerdir (Jolivet-Lévy, 1991, s. 180).
Ayrica 1987 yilinda Mazikdy’de ortaya ¢ikarilan ve yiizleri biiyiik 6l¢iide korunmus Meryem ile
Vaftizci Yahya figiirleri, ikonografik acidan 6nemli karsilagtirma verileri sunmaktadir (Thierry,
2002, s. 115; Thierry, 1993, s. 102). Géreme 11 No’lu Aziz Eustathios Kilisesi’nin giiney apsisinde,
tahrip olmus sekiz figiir arasinda Meryem ve Vaftizci Yahya’nin altarm iki yaninda
konumlandirilmasi; Derin Dere Kilisesi apsisindeki diizenleme ve Kizilgukur Hagli Kilise’deki
“Theophany” sahnesi ile paralellikler gostermektedir (Jolivet-Levy, 1991, s. 50-51,114,189-190).

Bu orneklerde Meryem’in “dua” ve “aracilik” temasiyla sunulmasi, Vaftizci Yahya’'nin ise
“Tanrt Kuzusu” yazili pargdmeni tagimasi, figiirler arasinda anlaml bir biitiinliik kurmaktadir. S6z
konusu diizenleme, “Deesis” gelenegiyle paralellik gdstererek, “dua” ve “arabuluculuk” temalari
lizerinden Isa’ya yoneltilen yakarisin ikonografik bir ifadesi olarak degerlendirilebilir (Jolivet Levy
& Lemaigre Demesnil, 2015, s. 51). Yahya ve Meryem’in Isa’nin iki yaninda konumlandirilmast,
erken Bizans déneminden itibaren gelisen “taniklik” hiyerarsisinin Kapadokya’daki yansimasini
ortaya koymaktadir. Bu acidan “Deesis” anlayiginin bdlgesel bicimlenisine katki saglayan s6z
konusu ornekler, “dua” ve “aracilik” temalarinin ikonografik anlatimini giiglendirmektedir (Jolivet
Levy & Lemaigre Demesnil, 2015, s. 51).

Thierry’nin de belirttigi iizere, Isa’nin dort Incil yazari semboliiyle ¢evrili olarak tahtta
oturdugu kompozisyonun yaninda dua eden Meryem ve Vaftizci Yahya'nin yer almasi,
Kapadokya’da klasik “Deesis” sahnesinin genisletilmis ve sembolik agidan yogunlastirilmis bir
tipinin ortaya ¢iktigini disiindiirmektedir (Thierry, 1993, s. 107). 3 No’lu Kilise’de “Theophany”
sahnesiyle birlikte Meryem ve Vaftizci Yahya figiirlerinin iki ayr1 apsiste vurgulanmasi ise,
Kapadokya’daki erken “Deesis” anlayisinin gelisim siirecinde bir ara asamaya isaret etmektedir.

“Deesis” sahnesinin “Theophany” sahnesi ile birlikte apsisde yer almasmin 6zellikle 10.
ylizyildan itibaren yayginlastig1 bilinmektedir (Coragan Karakaya, 2015, s. 155). Bu siiregte Vaftizci
Yahya figiirii, Meryem ile birlikte siklikla “Theophany” kompozisyonunun bir pargasi haline
gelmistir. Kapadokya’daki kaya kiliselerinde gézlemlenen bu egilim, farkli mekansal ve ikonografik
uyarlamalarla temsil edilmektedir. Ornegin Giillidere Ayvali Kilise’de kuzey nefteki apsiste
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kuzeyde Meryem, giineyde ise Vaftizci Yahya yer almakta; figiirler isa’ya yonelmis, baslar1 hafifce
egik ve elleri dua pozisyonunda betimlenmistir (Karabiyik Toper, 2019, s. 47). Akkoy 3 No’lu Ak
Kilise’de ise tahtin yaninda, alevler icindeki tekerlekler arasinda kuzeyde Meryem, glineyde Vaftizci
Yahya konumlandirilmistir (Jolivet-Lévy, 1991, s. 149). Benzer diizenlemeler Taskinpasa Iceri Bag
Kilisesi’nde (Jolivet-Lévy, 1991, s. 178) ve Erdemli Kilise Camii’nde de goriilmektedir (Karakaya,
2003, s. 18). Glizelyurt Comlekei Cafarlar Kilisesi’nin apsis duvarinda madalyon igerisinde yer alan
Malta Hag¢r’nin yazit parcalarma dayanilarak, hagin solunda Vaftizci Yahya’nin, saginda ise
Meryem’in tasvir edildigi diistinilmektedir (Jolivet-Lévy, 1991, s. 293). Géreme 9 No’lu Kilise’nin
giiney apsisinde Vaftizci Yahya’nin isa’nmin saginda konumlandiriimas: (Jerphanion, 1936, s. 122;
Thierry, 1993, s. 103) ve Nigde Eski Giimiisler Kilisesi apsisinde Isa’min kuzeyinde Meryem,
giineyinde Yahya’nin yer almas1 (Karabiyik Toper, 2019, s. 96) bu gelenegin siirekliligini ortaya
koymaktadir. Tatlarin I No’lu Kilise (Coragan Karakaya, 2015, s. 29), Cemil Bagmelekler Kilisesi
(Karabtyik Toper, 2019, s. 68) ve Erdemli Tek Nefli Arkaik Kilise’de de (Karakaya, 2011, s. 308)
benzer ikonografik diizenlemeler gézlemlenmektedir.

Bu yaygin uygulamalarla karsilastirildiginda 3 No’lu Kilise, “Theophany” sahnesiyle iligkili
Meryem ve Vaftizci Yahya figiirlerini ayni apsiste degil, ¢ift apsisli plan semasi igerisinde bilingli
bicimde ayristirmastyla dikkat ¢ekmektedir. Bu durum, yapinin duvar resimlerini Kapadokya’daki
cagdas orneklerden ayiran temel Ozelliklerden biridir. Duvar resimleri genel olarak 9. yiizyil
Kapadokya resim geleneginin karakteristik niteliklerini yansitmakla birlikte, 6zgiin iislup ve
ikonografik uygulamalar1 sayesinde bolgedeki diger orneklerden farklilagmaktadir. Resimlerin,
arkaik islup ozellikleri tasimasi ve figiirlerde belirgin bir iki boyutlu anlayisin hakim olmasi,
uygulamanin muhtemelen yerel bir atolye tarafindan gerceklestirildigini diisindiirmektedir.
Kompozisyonun merkezinde yer alan Isa figiirii, ikonografik hiyerarsi geregi en belirgin ve anitsal
bigimde resimlenmistir. Omuz hizasinda koyu renk sa¢ ve sakala sahip olan Isa, oval yiiz formu ve
sivri uglu sakaliyla betimlenmistir. Kuzey apsisteki Vaftizci Yahya, sol omzuna dokiilen uzun saglari
ve dolgun sakaliyla tanimlanirken; Yahya’nin solunda yer alan Paulos koyu saglar1 ve giir sakaliyla,
saginda yer alan Petrus ise uzun yiiz hatlari, kisa beyaz bukleli saclar1 ve belirgin alin ¢izgileriyle
tasvir edilmistir. Andreas, giir beyaz saclari, keskin yiiz hatlar1 ve belirgin elmacik kemikleriyle
karakterize edilirken; Markos kisa kahverengi saglari ve yuvarlak sakaliyla ayirt edilmektedir.
Isa’nm iri badem gozleri, belirgin elmacik kemikleri, ince burnu ve kiiciik agzi ile kas, burun ve goz
arasindaki ¢izgisel baglantilar, figiir yiizlerinde tislupsal bir biitiinliik olusturmaktadir. Sa¢ ve sakal
betimlemelerinde detayci gizgisellik 6n plana ¢ikmakta; kizil kahverengi konturlar ve ince firca
darbeleriyle simirli bir derinlik etkisi saglanmaktadir. Bu konturlar, figiirlerin yas ve kutsallik
derecelerine gore farkli tonlarda uygulanarak hiyerarsik bir diizen olusturmaktadir. Hacim yaratma
cabasi sinirh olmakla birlikte, renk gecisleri ve golgelendirme yoluyla yiizlerde yumusak ton
farkliliklart elde edilmistir. Haleler, sar1 ve agik kahverengi tonlarda, i¢ten kizil kahverengi, distan
beyaz olmak iizere ¢ift konturlu bir sistemle islenmistir. Figiirlerin bodur ve kalin gévdeleri, dar
omuzlu oranlar1 ve orantisiz biiyiikliikteki geometrize elleri, donemin soyutlama egilimli
karakteristik Ozelliklerini yansitmaktadir. Elbise kivrimlarinda ¢izgisel anlayisin hakim oldugu
goriilmektedir. Kompozisyon diizeni agisindan ana figiiriin merkeze yerlestirilmesi ve ¢evresindeki
yardimci figiirlerin hiyerarsik siralanisi, anlatinin odak noktasini belirginlestiren bilingli bir tercihe
isaret etmektedir.

Tiim bu veriler 15181nda 3 No’lu Kilise, mimari diizeni ve duvar resimleri ile Kapadokya’daki
Orta Bizans donemi kaya kiliseleri arasinda 6zgiin bir konuma sahiptir. Cift apsisli plan semasi
icerisinde “Theophany”, Vaftizci Yahya ve Blakherniotissa Meryemi'nin bilingli bigimde
ayristirilmasi, yaptylr hem ikonografik hem de litlirjik acidan dikkate deger kilmaktadir. Duvar
resimleri, yerel bir atdlyenin uslup Ozelliklerini yansitirken, Bizans ikonografik geleneginin
stirekliligini ve bolgesel yorum giiciinii agik¢a ortaya koymaktadir (Gorsel 25-26).
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Gorsel 25-26: Uslubu gosteren detay (Giineri, 2023)
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3 No’lu Kilise’nin duvar resimlerine odaklanan bu c¢alisma, yapmin Kapadokya’daki 9.
ylizy1l Bizans resim gelenegi icerisindeki 6zgiin konumunu ortaya koymaktadir. Kilisenin ¢ift apsisli
mimari diizeni, ayni temaya ait iki farkli “Theophany” yorumunu barindirmasi bakimindan bolgedeki
cagdas Orneklerden ayrilmakta, ozellikle Vaftizci Yahya ve Meryem figiirlerinin mekansal
konumlandirilmasi iizerinden okunmasina olanak tanimaktadir. Kuzey apsiste merkezi bir konumda
yer alan Vaftizci Yahya figiirli, “peygamberlik niteligi” ve “Oncii” kimligiyle Eski ve Yeni Ahit
arasindaki gecisi simgelerken, giiney apsiste orans durusunda tasvir edilen Meryem, “sefaat” ve
“ilahi aracilik” temasin1 vurgulamaktadir. Bu karsilikli diizenleme, erken bir “Deesis” diislincesine
isaret ettigini diisiindiirmektedir.

Yapinin tavan diizeninde yer alan serafim betimleri, hag motifleri ve geometrik siislemelerin
yani sira figilirlerin konturlarinda, giysi kivrimlarinda ve renk kullaniminda gézlenen sematik ve
geometrize edilmis islup, Kapadokya’daki 9. yiizyil atolye geleneginin ¢izgisel ve iki boyutlu
karakterini yansitmaktadir. Bu islup ozellikleri, kilisenin yerel bir atolye tretimi oldugunu
disiindirmekte, yapiy1 yalnizca ikonografik 6zellikleri agisindan degil, bolgesel sanat iiretiminin
anlasilmasi bakimindan da énemli kilmaktadir.

Kilisenin duvar resimlerinin diger Kapadokya oOrnekleriyle karsilastirilmasi, hem ortak
uygulamalar1 hem de yapiy1 dzgiin kilan unsurlar1 gériiniir hale getirmistir. Ozellikle ¢ift apsiste ayn1
temanin iki farkli ikonografik ¢6zlimle sunulmasi, litiirjik vurgularin duvar resmine dogrudan
yansidigint ve daha esnek, yerel bir ikonografi anlayisinin benimsendigini gostermektedir.
Kapadokya’da Vaftizci Yahya’nin yalnizca apsiste degil, kutsal mekanin giris boliimlerinde ve
zaman zaman babas1 Zekeriya ile birlikte tasvir edilmesi, onun Hristiyan litiirjisinde “kurtulusun
habercisi” kimligiyle konumlandirildigini ortaya koymaktadir. 10. yilizyildan itibaren ise Yahya’nin
ikonografik rolii 6zellikle “Deesis” sahnelerinde belirginlesmis, “Oncii” vurgusu azalirken, Isa ve
Meryem ile birlikte “sefaatgi” bir figiir olarak tasidigi onem artmistir. Ayni siiregte Meryem figilirii
de yalnizca “Tanr1 Anas1” kimligiyle degil, “ilahi merhametin” ve “araciligin” temel temsilcisi olarak
merkezl bir konum edinmistir. Karlik 3 No’lu Kilise, bu doniisiimiin erken bir evresini yansitarak,
Vaftizci Yahya’nin “habercilik” islevini kuzey apsiste korurken, Meryem’in “sefaat¢i” roliinii giiney
apsiste bagimsiz bir kompozisyon iginde vurgulamaktadir. Bu mekansal ayristirma, “Deesis”
geleneginde Yahya ve Meryem’in Isa’mn iki yaninda olusturdugu ortak sefaat ekseninin, burada
mimari olanaklar g¢ercevesinde yeniden yorumlandigini gostermektedir. Boylece “Theophany”
sahnesi yalnizca ilahi bir anlati olmaktan ¢ikarak, Yahya nin “haberciligi” ve Meryem’in “araciligi”
iizerinden bir anlatiya doniigmektedir. Bu yaklasim, “Theophany” ve “Deesis” temalarmin
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ikonografik semalara bagli kalmaksizin, Kapadokya’da mimari olanaklar igerisinde yeniden ele
aliabildigini ve yerel bir ikonografi anlayisinin varligini ortaya koymaktadir.

Sonug olarak Karlik 3 No’lu Kilise, Kapadokya kaya kiliseleri arasinda yalnizca yerel bir
uygulama 06rnegi olarak degil, ikonografi, mimari ve litiirjik islevin bilingli bir biitiinliik icerisinde
kurgulandig: tinik bir yap1 olarak degerlendirilmelidir. Yapinin duvar resimleri, Kapadokya Bizans
resim sanatinin bolgesel karakterini yansitirken, Vaftizci Yahya ve Meryem figiirlerine verilen
ikonografik vurgu, erken Hristiyanlik gelenegi ile 9. yiizyil Bizans teolojik diisiincesi arasindaki
stirekliligi acik bigimde ortaya koymaktadir. Cift apsisli diizen igerisinde bu iki figiir lizerinden
kurulan anlati, kiliseyi Kapadokya’daki “Theophany” gelenegi icinde 0Ozglin bir konuma
yerlestirmekte ve bolgenin 9. ylizy1l ikonografik anlayisinin gelisimini anlamada énemli bir 6rnek
olusturmaktadir.
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ETIK BEYANLAR
Arastirma ve Yayin Etigi
Yazar, bu makalenin 6zgiin bir ¢alisma oldugunu ve bilimsel arastirma ve yayin etigi
ilkelerine uygun olarak hazirlandigimi beyan eder. Makale daha &nce herhangi bir yerde
yayimlanmamis olup bagka bir dergide degerlendirme siirecinde degildir.
Caligmada kullanilan tiim kaynaklar akademik kurallara uygun bigimde atiflanmistir.
Yazar(lar), caligmanin intihal, veri uydurma, veri tahrifi veya manipiilasyon igermedigini;
arastirma bulgularinin bilimsel diirtistliik ilkelerine uygun sekilde sunuldugunu beyan eder.
Yazar Katkisi
Yazar calismanin tasarlanmasi, yiiriitilmesi, analizi ve makalenin hazirlanmasina 6nemli
oOlgiide katki saglamistir. Yazar makalenin son halini okuyup onaylamis ve yayimlanmasini
kabul etmistir.
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Cikar Catismasi
Yazar, bu makalenin yayimlanmasina iligkin herhangi bir ¢ikar ¢atigmasi bulunmadigini
beyan eder.

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

Yapay Zeka Kullanim Beyam
Makalenin hazirlanmasi siirecinde yapay zeka araglarindan yalnizca dil diizenleme, ceviri
destegi ve anlatim iyilestirmesi amaciyla simirhi 6lgiide yararlanilmis olabilir. Yapay zeka
araglar tarafindan yapilan ceviri ve dil diizenlemeleri yazar(lar) tarafindan dikkatle kontrol
edilmistir. Yapay zekad araclari calismanin bilimsel igeriginin, arastirma tasariminin,
analizlerinin veya akademik sonuglarinin olusturulmasinda kullanilmamigtir. Makalenin
igerigine iliskin tiim akademik sorumluluk yazar(lar)a aittir.

Telif Haklar1 ve izinler
Yazar, telif hakki gerektiren materyaller kullanilmigsa gerekli izinlerin alindigim ve
caligmanin herhangi bir fikri miilkiyet hakkini ihlal etmedigini beyan eder.

Yazar Onayi

Yazar makalenin son halini okudugunu, onayladigini ve yayimlanmasini kabul ettigini beyan
eder.
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