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Abstract: This study examines the multifaceted role of plants in the Hittite world—from agricultural
production to ritual practice, from iconographic representation to divine identities—through a holistic approach
grounded in archaeological, iconographic, and philological evidence. Within Hittite society, plants emerge not
merely as agricultural products of economic value, but as powerful symbolic elements associated with concepts
of fertility, renewal, sanctity, and cosmic order. Accordingly, the article evaluates a wide range of material and
textual evidence, including rhyta, seals, ceramic vessels, metal objects, small finds, monumental reliefs, and
written sources, within an integrated analytical framework. Finds recovered from key centres such as
Alacahéyiik, Kiiltepe, Konya Karahdyiik, Alisar Hoyiik, Kinmik Hoyiik, Inandiktepe, Masat Hoyiik, and
Karaoglan Hoyiik clearly demonstrate that vegetal motifs were employed in a widespread and systematic
manner within Hittite material culture. In particular, grape-cluster-shaped rhyta and scenes depicting wine
libations indicate that grapes and wine were conceived not simply as consumable goods, but as sacred
substances dedicated to the gods. These objects functioned simultaneously as ritual instruments and as visual
conveyors of religious meaning. The orthostats of the Sphinx Gate at Alacahdytik, together with representations
associated with the AN.TAH.SUMSAR festival, further reveal that plant and animal symbolism was directly
embedded within seasonal cycles and fertility rituals. Such imagery reflects the ritualised celebration of
agricultural renewal and the maintenance of cosmic balance through cultic performance. Likewise, the deity
depicted holding a plant in the Yazilikaya open-air sanctuary illustrates that vegetal symbolism was articulated
at the level of the divine pantheon itself, underscoring the theological significance attributed to agricultural
fertility and natural regeneration. Moreover tree, leaf, and floral motifs appearing on seals and seal impressions
attest that vegetal iconography fulfilled a multifunctional role across administrative, ritual, and ideological
domains. These motifs operated as visual markers of order, legitimacy, and prosperity, extending the symbolic
reach of plant imagery beyond cultic contexts into spheres of governance and social regulation. In conclusion,
this study aims to demonstrate that vegetal symbolism in Hittite culture constituted one of the fundamental
components of the sacred order linking agriculture, ritual practice, and religious belief. By integrating material
culture with textual evidence, the article highlights how plants functioned as a central medium through which
the Hittites conceptualised the relationship between humans, the natural world, and the divine.
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Oz: Bu calisma, Hitit diinyasinda bitkilerin tarimsal iiretimden ritiiel pratige, ikonografik temsilden tanrisal
kimliklere uzanan ¢ok yonlii roliinii, arkeolojik, ikonografik ve filolojik veriler 1s181nda biitiinciil bir yaklagimla
incelemektedir. Hitit toplumunda bitki, yalnizca ekonomik degeri olan bir tarim {iriinii degil; bereket,
yenilenme, kutsallik ve kozmik diizen kavramlarryla iligkilendirilen giiclii bir sembolik unsur olarak karsimiza
cikmaktadir. Bu baglamda makalede, ritonlar, miihiirler, seramik kaplar, metal eserler, kiiciikk buluntular,
anitsal kabartmalar ve yazili kaynaklar birlikte degerlendirilmistir. Alacahoyiik, Kiiltepe, Konya Karahoyiik,
Alisar Hoyiik, Kimk Hoyiik, Inandiktepe, Masat Hoyiik ve Karaoglan Hoyiigii gibi merkezlerden ele gegirilen
buluntular, bitkisel motiflerin Hitit maddi kiiltiiriinde yaygin ve sistemli bi¢imde kullanildigini ortaya
koymaktadir. Ozellikle iiziim salkimi bigimli ritonlar ve sarap sunularina iliskin sahneler, iiziim ve sarabin
tanrilara adanan kutsal birer unsur oldugunu gostermektedir. Alacahdyiik Sfenksli Kapi ortostatlar1 ve
AN.TAH.SUMSAR bayramu ile iliskilendirilen betimlemeler, bitki ve hayvan sembollerinin mevsimsel déngii
ve bereket ritiielleriyle dogrudan baglantili oldugunu ortaya koymaktadir. Yazilikaya A¢ikhava Tapinagi’nda
elinde bitki tutan tanri figiirii, bitkisel sembolizmin Hitit panteonunda tanrisal diizeyde temsil edildigini
gostermektedir. Miihiirler ve miihiir baskilar1 {izerindeki agag, yaprak ve ¢icek motifleri ise bitkisel
ikonografinin idari, ritiiel ve ideolojik alanlarda ¢ok yonlii bir islev {istlendigini ortaya koymaktadir. Sonug
olarak bu calisma, Hitit kiiltliriinde bitkisel sembolizmin tarim, ritiiel ve inang sistemi arasinda kurulan kutsal
diizenin temel yap1 taglarindan biri oldugunu ortaya koymayi amaglamaktadir.

Anahtar kelimeler: Hititler, Bitkisel Sembolizm, Ritiiel ve Inang, Tarim ve Bereket.
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Structured Abstract:

Plants constituted one of the most fundamental cultural elements in the early agricultural societies of
the Ancient Near East, functioning not only as resources for subsistence and economic production but also as
carriers of symbolic, sacred, and ideological meanings. In the Hittite period, the institutionalisation of
agricultural production under state control led to the emergence of a complex system in which plants became
embedded within religious rituals, festival calendars, and divine representations. Despite this centrality, vegetal
motifs in Hittite figurative art have often been treated as secondary decorative elements in scholarly research,
while greater emphasis has been placed on animal symbolism, divine iconography, and royal ideology. This
study addresses this imbalance by examining vegetal motifs in Hittite figurative art as integral components of
a symbolic system that connects agriculture, ritual practice, and belief.

The primary aim of this research is to evaluate vegetal motifs in Hittite figurative art not merely as
ornamental features but as meaningful visual expressions closely associated with fertility, renewal, sanctity,
and cosmic order. The study seeks to answer several interrelated research questions: in which contexts and
with what symbolic meanings were plants represented in Hittite figurative art; how were vegetal motifs
connected to ritual practices and seasonal festivals; and in what ways did these motifs contribute to the visual
construction of divine identities and the sacred order? The necessity of this research arises from the lack of a
comprehensive, interdisciplinary study that places vegetal symbolism at the centre of Hittite iconographic
analysis, despite the abundance of relevant archaeological and textual evidence.

The conceptual and theoretical framework of the study draws upon approaches from symbolism
studies, ritual theory, and iconographic analysis. In anthropological and archaeological scholarship, plants are
widely recognised as symbols of fertility, regeneration, continuity, and cyclical time. In the cultures of the
Ancient Near East, the life cycle of plants and the rhythm of agricultural production were perceived as
manifestations of divine will and cosmic balance. Within the Hittite world, this perception is reflected in written
texts, ritual practices, and visual representations. Previous scholarship on Hittite art has largely focused on
divine imagery, animal symbolism, and expressions of royal power, while vegetal motifs appearing on rhyta,
seals, vessels, and monumental reliefs have generally been regarded as secondary or decorative. This study
moves beyond such interpretations by arguing that vegetal motifs formed a coherent symbolic language deeply
embedded in Hittite religious ideology. In doing so, it aims to fill a significant gap in the literature and to
contribute a new interpretative perspective to the study of Hittite iconography.

Methodologically, the research adopts a qualitative and interdisciplinary approach. The primary
corpus consists of figurative artefacts recovered from major Hittite centres, including Alacahdyiik, Kiiltepe,
Konya Karahdyiik, Alisar Hoyiik, Kinik Hoyiik, Inandiktepe, Masat Hoyiik, Karaoglan Hoyiik, and the
Bogazkale—Yazilikaya complex. The analysed material includes rhyta, seals and seal impressions, ceramic
vessels, metal objects, small finds, and monumental reliefs. Data were collected through published excavation
reports, museum catalogues, and detailed artefact studies. Iconographic analysis was employed to examine the
formal characteristics of vegetal motifs, their compositional placement, and their relationships with associated
figures and scenes. In addition, Hittite cuneiform texts—such as laws, royal edicts, and festival descriptions—
were incorporated as philological evidence and interpreted in conjunction with the visual material. This
integrated methodological framework allows for a reciprocal interpretation of material culture and written
sources, enhancing the reliability and depth of the analysis.

The results of the study demonstrate that vegetal motifs in Hittite figurative art were neither random
nor purely decorative but were consistently embedded within specific ritual, festival, and belief-related
contexts. Grape-cluster-shaped rhyta and scenes depicting wine libations reveal that grapes and wine were
conceptualised as sacred substances offered to the gods, rather than as ordinary consumable products. These
objects simultaneously functioned as ritual implements and as symbolic media that visually articulated the
sanctification of agricultural produce. The orthostats of the Sphinx Gate at Alacahdyiik, interpreted in
connection with the AN. The TAH.SUMSAR festival illustrates how plant and animal symbolism was
integrated into seasonal rites associated with fertility, renewal, and the cyclical regeneration of nature.
Comparable scenes on the Inandiktepe vase and the metal bowl from Kimik Héyiik indicate that this ritual
narrative was not confined to monumental art but was also reproduced on portable objects, suggesting a shared
and widely recognised visual language.
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At the divine level, vegetal symbolism is most clearly expressed in the representation of a deity
holding a plant in the Yazilikaya open-air sanctuary. This figure demonstrates that plants were not only linked
to human ritual activity but were also incorporated into the visual articulation of the Hittite pantheon itself.
Such imagery underscores the theological significance attributed to agricultural fertility and natural
regeneration. Furthermore, seals and seal impressions bearing tree, leaf, and floral motifs reveal that vegetal
iconography extended into administrative and ideological domains. These motifs functioned as visual markers
of order, prosperity, and legitimacy, reinforcing the symbolic association between agricultural abundance,
divine favour, and social stability.

In conclusion, this study demonstrates that vegetal motifs constituted one of the fundamental
components of the sacred order that connected agriculture, ritual practice, and belief in Hittite culture. Plants
were not merely economic resources but acted as powerful symbolic mediators between humans, nature, and
the divine. By integrating archaeological, iconographic, and philological evidence, the research highlights the
central role of vegetal symbolism in shaping Hittite conceptions of cosmic balance and religious meaning. The
findings offer new interpretative possibilities for the study of Hittite art and religion and provide a foundation
for future interdisciplinary research. Further studies are recommended to compare Hittite vegetal symbolism
with that of neighbouring cultures and to incorporate archaeobotanical data in order to deepen our
understanding of ancient Anatolian perceptions of nature and the sacred.

Keywords: the Hittites, plant symbolism, ritual and belief, agriculture and fertility.
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Résumé structuré :

Les plantes constituaient 1’un des éléments culturels les plus fondamentaux des premiéres sociétés
agricoles du Proche-Orient ancien, servant non seulement de ressources pour la subsistance et la production
économique, mais aussi de vecteurs de significations symboliques, sacrées et idéologiques. A 1’époque hittite,
I’institutionnalisation de la production agricole sous le controle de I’Etat a conduit a 1’émergence d’un systéme
complexe dans lequel les plantes se sont intégrées aux rituels religieux, aux calendriers festifs et aux
représentations divines. Malgré cette place centrale, les motifs végétaux de 1’art figuratif hittite ont souvent été
considérés comme des éléments décoratifs secondaires dans la recherche scientifique, tandis que I’accent a
davantage été mis sur le symbolisme animal, I’iconographie divine et 1’idéologie royale. Cette étude remédie
a ce déséquilibre en examinant les motifs végétaux de ’art figuratif hittite comme des composantes a part
entiére d’un systéme symbolique reliant 1’agriculture, les pratiques rituelles et les croyances.

L’objectif principal de cette recherche est d’évaluer les motifs végétaux de I’art figuratif hittite non
pas simplement comme des éléments ornementaux, mais comme des expressions visuelles chargées de sens,
étroitement associées a la fertilité, au renouveau, a la sainteté et a ’ordre cosmique. L’étude cherche a répondre
a plusieurs questions de recherche interdépendantes : dans quels contextes et avec quelles significations
symboliques les plantes étaient-elles représentées dans I’art figuratif hittite ; comment les motifs végétaux
étaient-ils liés aux pratiques rituelles et aux fétes saisonniéres ; et de quelles maniéres ces motifs contribuaient-
ils a la construction visuelle des identités divines et de I’ordre sacré ? La nécessité de cette recherche découle
de I’absence d’une étude interdisciplinaire exhaustive plagant le symbolisme végétal au cceur de I’analyse
iconographique hittite, malgré I’abondance de données archéologiques et textuelles pertinentes.

Le cadre conceptuel et théorique de cette étude s’appuie sur des approches issues des études sur le
symbolisme, de la théorie du rituel et de 1’analyse iconographique. Dans les travaux anthropologiques et
archéologiques, les plantes sont largement reconnues comme des symboles de fertilité, de régénération, de
continuité et de temps cyclique. Dans les cultures du Proche-Orient ancien, le cycle de vie des plantes et le
rythme de la production agricole étaient per¢us comme des manifestations de la volonté divine et de 1’équilibre
cosmique. Dans I’univers hittite, cette perception se refléte dans les textes écrits, les pratiques rituelles et les
représentations visuelles. Les travaux antérieurs sur I’art hittite se sont largement concentrés sur 1’imagerie
divine, le symbolisme animal et les expressions du pouvoir royal, tandis que les motifs végétaux figurant sur
les rhyta, les sceaux, les vases et les reliefs monumentaux ont généralement été considérés comme secondaires
ou décoratifs. La présente étude va au-dela de ces interprétations en soutenant que les motifs végétaux
formaient un langage symbolique cohérent, profondément ancré dans 1’idéologie religieuse hittite. Ce faisant,

www.turkishstudies.net/turkishstudies



8384 Siikrii Unar

elle vise a combler une lacune importante dans la littérature et a apporter une nouvelle perspective interprétative
a I’étude de I’iconographie hittite.

Sur le plan méthodologique, cette recherche adopte une approche qualitative et interdisciplinaire. Le
corpus principal est constitué¢ d’objets figuratifs mis au jour dans les principaux centres hittites, notamment
Alacahéyiik, Kiiltepe, Konya Karahdyiik, Alisar Hoyiik, Kintk Hoyiik, inandiktepe, Masat Hoyiik, Karaoglan
Hoytik et le complexe de Bogazkale—Yazilikaya. Le matériel analysé comprend des rhyta, des sceaux et des
empreintes de sceaux, des récipients en céramique, des objets métalliques, des petits objets et des reliefs
monumentaux. Les données ont été recueillies a partir de rapports de fouilles publiés, de catalogues de musées
et d’études détaillées sur les objets. Une analyse iconographique a ét¢é menée afin d’examiner les
caractéristiques formelles des motifs végétaux, leur disposition dans la composition et leurs relations avec les
figures et scénes associées. De plus, des textes cunéiformes hittites — tels que des lois, des édits royaux et des
descriptions de fétes — ont été intégrés en tant que sources philologiques et interprétés conjointement avec le
matériel visuel. Ce cadre méthodologique intégré permet une interprétation réciproque de la culture matérielle
et des sources écrites, renforgant ainsi la fiabilité et la profondeur de I’analyse.

Les résultats de I’étude démontrent que les motifs végétaux dans ’art figuratif hittite n’étaient ni
aléatoires ni purement décoratifs, mais s’inscrivaient systématiquement dans des contextes spécifiques liés aux
rituels, aux fétes et aux croyances. Les rhyta en forme de grappe de raisin et les scénes représentant des libations
de vin révelent que le raisin et le vin étaient conceptualisés comme des substances sacrées offertes aux dieux,
plut6ét que comme de simples produits de consommation courante. Ces objets faisaient simultanément office
d’instruments rituels et de supports symboliques qui exprimaient visuellement la sanctification des produits
agricoles. Les orthostates de la Porte du Sphinx a Alacahdyiik, interprétés en lien avec le festival AN. La féte
de TAH.SUMSAR illustre comment le symbolisme végétal et animal était intégré dans les rites saisonniers
associés a la fertilité, au renouveau et a la régénération cyclique de la nature. Des scénes comparables sur le
vase d’Inandiktepe et le bol en métal de Kinik Hoyiik indiquent que ce récit rituel ne se limitait pas a I’art
monumental mais était également reproduit sur des objets portatifs, ce qui suggere 1’existence d’un langage
visuel partagé et largement reconnu.

Au niveau divin, le symbolisme végétal s’exprime le plus clairement dans la représentation d’une
divinité tenant une plante dans le sanctuaire en plein air de Yazilikaya. Cette figure démontre que les plantes
n’étaient pas seulement liées a l’activité rituelle humaine, mais qu’elles étaient également intégrées a
I’articulation visuelle du panthéon hittite lui-méme. Une telle imagerie souligne I’importance théologique
attribuée a la fertilité agricole et a la régénération naturelle. De plus, les sceaux et les empreintes de sceaux
arborant des motifs d’arbres, de feuilles et de fleurs révélent que I’iconographie végétale s’étendait aux
domaines administratif et idéologique. Ces motifs faisaient office de marqueurs visuels d’ordre, de prospérité
et de légitimité, renfor¢ant ainsi 1’association symbolique entre 1’abondance agricole, la faveur divine et la
stabilité sociale.

En conclusion, cette étude démontre que les motifs végétaux constituaient 1'un des éléments
fondamentaux de I’ordre sacré qui reliait I’agriculture, les pratiques rituelles et les croyances dans la culture
hittite. Les plantes n’étaient pas de simples ressources économiques, mais agissaient comme de puissants
médiateurs symboliques entre les humains, la nature et le divin. En intégrant des données archéologiques,
iconographiques et philologiques, cette recherche met en lumiére le réle central du symbolisme végétal dans
la formation des conceptions hittites de 1’équilibre cosmique et de la signification religicuse. Ces résultats
ouvrent de nouvelles perspectives d’interprétation pour 1’étude de 1’art et de la religion hittites et jettent les
bases de futures recherches interdisciplinaires. Il est recommandé de mener des études complémentaires afin
de comparer le symbolisme végétal hittite a celui des cultures voisines et d’intégrer des données
archéobotaniques pour approfondir notre compréhension des perceptions anciennes de la nature et du sacré en
Anatolie.

Mots-clés : les Hittites, symbolisme végétal, rituels et croyances, agriculture et fertilité.

Resumen estructurado:

Las plantas constituian uno de los elementos culturales mas fundamentales en las primeras sociedades
agricolas del Antiguo Oriente Proximo, y no solo servian como recursos para la subsistencia y la produccion
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econdmica, sino también como portadoras de significados simbolicos, sagrados e ideolégicos. En el periodo
hitita, la institucionalizacién de la produccion agricola bajo control estatal dio lugar a la aparicion de un sistema
complejo en el que las plantas se integraron en los rituales religiosos, los calendarios festivos y las
representaciones divinas. A pesar de esta importancia central, los motivos vegetales en el arte figurativo hitita
se han tratado a menudo en la investigacion académica como elementos decorativos secundarios, mientras que
se ha prestado mayor atencion al simbolismo animal, la iconografia divina y la ideologia real. Este estudio
aborda este desequilibrio al examinar los motivos vegetales en el arte figurativo hitita como componentes
integrales de un sistema simboélico que conecta la agricultura, la practica ritual y las creencias.

El objetivo principal de esta investigacion es evaluar los motivos vegetales del arte figurativo hitita
no solo como elementos ornamentales, sino como expresiones visuales significativas estrechamente asociadas
a la fertilidad, la renovacion, la santidad y el orden cosmico. El estudio pretende responder a varias preguntas
de investigacion interrelacionadas: jen qué contextos y con qué significados simbdlicos se representaban las
plantas en el arte figurativo hitita?; ;como se relacionaban los motivos vegetales con las practicas rituales y las
fiestas estacionales?; y ;de qué manera contribuian estos motivos a la construccién visual de las identidades
divinas y del orden sagrado? La necesidad de esta investigacion surge de la falta de un estudio exhaustivo e
interdisciplinario que sitie el simbolismo vegetal en el centro del analisis iconografico hitita, a pesar de la
abundancia de pruebas arqueoldgicas y textuales relevantes.

El marco conceptual y tedrico del estudio se basa en enfoques procedentes de los estudios sobre
simbolismo, la teoria ritual y el analisis iconografico. En los estudios antropoldgicos y arqueoldgicos, las
plantas se reconocen ampliamente como simbolos de fertilidad, regeneracion, continuidad y tiempo ciclico. En
las culturas del Antiguo Oriente Proximo, el ciclo de vida de las plantas y el ritmo de la produccion agricola se
percibian como manifestaciones de la voluntad divina y del equilibrio césmico. En el mundo hitita, esta
percepcion se refleja en los textos escritos, las practicas rituales y las representaciones visuales. Los estudios
anteriores sobre el arte hitita se han centrado en gran medida en la imagineria divina, el simbolismo animal y
las expresiones del poder real, mientras que los motivos vegetales que aparecen en rhyta, sellos, vasijas y
relieves monumentales se han considerado generalmente como secundarios o decorativos. Este estudio va mas
alla de tales interpretaciones al defender que los motivos vegetales constituian un lenguaje simbolico coherente
profundamente arraigado en la ideologia religiosa hitita. Con ello, pretende colmar una importante laguna en
la bibliografia y aportar una nueva perspectiva interpretativa al estudio de la iconografia hitita.

Desde el punto de vista metodoldgico, la investigacion adopta un enfoque cualitativo e
interdisciplinar. El corpus principal esta formado por objetos figurativos recuperados en los principales centros
hititas, entre los que se incluyen Alacahdyiik, Kiiltepe, Konya Karahoyiik, Alisar Hoyiik, Kintk Hoyiik,
Inandiktepe, Masat Hoyiik, Karaoglan Hoyiik y el complejo de Bogazkale—Yazilikaya. El material analizado
incluye rhyta, sellos ¢ impresiones de sellos, vasijas de ceramica, objetos metalicos, pequefios hallazgos y
relieves monumentales. Los datos se recopilaron a partir de informes de excavacion publicados, catalogos de
museos y estudios detallados de los artefactos. Se empled el andlisis iconografico para examinar las
caracteristicas formales de los motivos vegetales, su ubicacion compositiva y sus relaciones con las figuras y
escenas asociadas. Ademas, se incorporaron textos cuneiformes hititas —como leyes, edictos reales y
descripciones de festivales— como evidencia filologica y se interpretaron conjuntamente con el material
visual. Este marco metodologico integrado permite una interpretacion reciproca de la cultura material y las
fuentes escritas, lo que mejora la fiabilidad y la profundidad del analisis.

Los resultados del estudio demuestran que los motivos vegetales en el arte figurativo hitita no eran ni
aleatorios ni puramente decorativos, sino que se integraban de forma sistematica en contextos especificos
relacionados con rituales, festivales y creencias. Los rhyta con forma de racimo de uvas y las escenas que
representan libaciones de vino revelan que las uvas y el vino se concebian como sustancias sagradas ofrecidas
a los dioses, mas que como productos de consumo corriente. Estos objetos funcionaban simultaneamente como
instrumentos rituales y como medios simbolicos que articulaban visualmente la santificacion de los productos
agricolas. Los ortostatos de la Puerta de la Esfinge en Alacahdyiik, interpretados en relacion con el AN. La
fiesta TAH.SUMSAR ilustra coémo el simbolismo vegetal y animal se integraba en los ritos estacionales
asociados a la fertilidad, la renovacion y la regeneracion ciclica de la naturaleza. Escenas comparables en el
jarron de Inandiktepe y en el cuenco metélico de Kimik Hoyiik indican que esta narrativa ritual no se limitaba
al arte monumental, sino que también se reproducia en objetos portatiles, lo que sugiere un lenguaje visual
compartido y ampliamente reconocido.

www.turkishstudies.net/turkishstudies



8386 Siikrii Unar

En el ambito divino, el simbolismo vegetal se expresa con mayor claridad en la representacion de una
deidad que sostiene una planta en el santuario al aire libre de Yazilikaya. Esta figura demuestra que las plantas
no solo estaban vinculadas a la actividad ritual humana, sino que también se incorporaban a la articulacion
visual del propio pantedn hitita. Dichas imagenes subrayan la importancia teoldgica atribuida a la fertilidad
agricola y a la regeneracion natural. Ademas, los sellos y las impresiones de sellos con motivos de arboles,
hojas y flores revelan que la iconografia vegetal se extendia a los &mbitos administrativo e ideologico. Estos
motivos funcionaban como marcadores visuales de orden, prosperidad y legitimidad, reforzando la asociacion
simbolica entre la abundancia agricola, el favor divino y la estabilidad social.

En conclusion, este estudio demuestra que los motivos vegetales constituian uno de los componentes
fundamentales del orden sagrado que conectaba la agricultura, la practica ritual y las creencias en la cultura
hitita. Las plantas no eran meros recursos econdémicos, sino que actuaban como poderosos mediadores
simbolicos entre los seres humanos, la naturaleza y lo divino. Al integrar pruebas arqueoldgicas, iconograficas
y filologicas, la investigacion destaca el papel central del simbolismo vegetal en la configuracion de las
concepciones hititas del equilibrio césmico y el significado religioso. Los resultados ofrecen nuevas
posibilidades interpretativas para el estudio del arte y la religion hititas y sientan las bases para futuras
investigaciones interdisciplinarias. Se recomienda realizar estudios adicionales para comparar el simbolismo
vegetal hitita con el de las culturas vecinas e incorporar datos arqueobotanicos con el fin de profundizar en
nuestra comprension de las percepciones de la naturaleza y lo sagrado en la antigua Anatolia.

Palabras clave: los hititas, simbolismo vegetal, ritual y creencias, agricultura y fertilidad.
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CTpyKTypUpOBaHHOE pe3loMe:

Pacrenus cocraBisanu oauH M3 HamOosee (DyHIAMEHTAIBHBIX KYJbTYpPHBIX 3JIEMEHTOB B PAHHHX
3emutesieNibueckux obmectBax Jpesnero biamkuero BocToka, BEICTyIast HE TOJIBKO B KAYECTBE PECYPCOB IS
obecrieueHns] JKU3HENISSTENbHOCTH W 3KOHOMHMYECKOTO IIPOM3BOJICTBA, HO M B KadecTBE HOCHTENCH
CHUMBOJIMYECKHUX, CAKPAIBHBIX U HJICOJOTMYECKUX 3HA4eHHUH. B XETTCKMH NMepHoa MHCTUTYLHOHAIH3ALUSA
CEJIbCKOXO035IIICTBEHHOTO ITPOU3BOJICTBA MO TOCYAAPCTBEHHBIM KOHTPOJIEM MPHUBENA K MOSBICHUIO CII0KHON
CHCTEMBI, B KOTOPO! PACTEHHS CTAIN HEOTHEMIIEMOM YaCThIO PEIUTHO3HBIX PUTYAJIOB, KaJeHaps Pa3IHUKOB
U u300paxkeHuit 60kecTB. HecMOTpsi Ha 3Ty LEHTPAIBbHYIO POJIb, PACTUTEIILHBIE MOTUBBI B (DUI'YpPaTHBHOM
HUCKYCCTBE XETTOB B HAyYHBIX HCCIEAOBAaHMAX 3a4acTyl0 pacCMaTpUBAINCh KaK BTOPOCTEIICHHBIE
JIEKOpaTHBHBIE JJIEMEHTB, B TO BpeMsi Kak OoJiblliee BHUMaHHE YAEIAJIOCh CHMBOJIMKE >KUBOTHBIX,
UKOHOrpaduu 00XKeCcTB U Lapckoi uaeonoruy. Hacrosimiee uccieoBaHUe HAPABICHO HAa YCTPAHEHHE 3TOTO
JcOaIanca myTeM U3y4eHHs PaCTUTENILHBIX MOTHBOB B (PMI'YPaTHBHOM HCKYCCTBE XETTOB KaK HEOThEMJIEMBIX
KOMIIOHEHTOB CHMBOJIMYECKOM CHUCTEMBI, CBS3BIBAIOLIEH CENbCKOE XO3SICTBO, PUTYalbHYI0 HPAaKTUKY H
BEPOBaHHUS.

OcCHOBHAas 1LIeJIb JAHHOTO HCCIIEJIOBAaHHS 3aKJIIOYAeTCs B TOM, YTOOBI PaCCMOTPETh PacTHTEIILHBIC
MOTHBBI B XETTCKOM H300pa3sHTEJIFHOM HMCKYyCCTBE HE IPOCTO KaK OpPHAMEHTAJbHBIE JJIEMEHTHI, a Kak
3HaYMMbIe BU3yaJIbHbIe 00pa3bl, TECHO CBA3AaHHBIE C IUIOJOPOANEM, OOHOBJIICHHEM, CBATOCTBIO M KOCMUYECKUM
nopsiakoM. MccnenoBaHue HanpaBlIeHO Ha MOUCK OTBETOB Ha Psii B3AaUMOCBSI3aHHBIX HayUYHBIX BOIIPOCOB: B
KaKMX KOHTEKCTaX M C KaKMMH CHMBOJIMYECKMMH 3HAYEHUSMH PACTEHHS H300pa)kalllich B XETTCKOM
n300pa3sUTEIbHOM HCKYCCTBE; KaKUM OOpa3oM pPACTHUTEIbHBIE MOTHBBI OBUIM CBS3aHBI C PUTYaIbHBIMU
MPaKTUKaMU M CE30HHBIMU MpPa3THUKAMH; M KaKUM 00pa3oM 3TH MOTHBBI CIOCOOCTBOBAIM BU3YaJIbHOMY
KOHCTPYHPOBAHHUIO OO0’KECTBEHHBIX HACHTHYHOCTEH W cBAmIeHHOro mopsaka? HeoO6XxoanmMocTs TaHHOTO
uccieioBaHus O00YyCJIOBJICHA OTCYTCTBHEM BCEOOBEMITIONMIETO MEXANUCIMIDIMHAPHOTO WCCIEIOBAHMS, B
KOTOPOM DPAacTHTEIbHAs CHMBOJHMKA 3aHUMaja Obl IICHTPAJBHOE MECTO B aHAIN3E XETTCKOW MKOHOTrpaduu,
HECMOTpS Ha O0MJIME COOTBETCTBYIOIIMX apXEOJIOTHUECKHX U TEKCTOBBIX CBHJICTEIBCTB.
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KonmenryanpHass M TeopeTHdeckas OCHOBA HCCIICAOBAHH ONMMPAETCS HAa MOAXOABI W3 00JacTH
CHUMBOJIMCTHKH, TEOPHH pPHUTYaJIOB ¥ HMKOHOTpaHUECKOT0 aHamm3a. B aHTPOIOJNOTHYECKOW U
apXeoJOTMYEeCKO Hayke pacTeHHs INMHPOKO TIPU3HAHBI KaK CHMBOJIBI IUTIOJOPOIHS, BO3POXKICHHUS,
MIPEEMCTBEHHOCTH M IIUKINYECKOro BpeMeHu. B kynbTypax [IpeBHero biamxHero BocToka ®U3HEHHBIM ITMKIT
pacTeHH U PUTM CENbCKOXO3SHCTBEHHOTO IIPON3BOICTBA BOCIIPHHUMAIINCH KaK MPOSBICHUS 00KECTBEHHOM
BOJIM M KOCMHUYECKOTO PaBHOBeCHsA. B XETTCKOM MHpE 3TO BOCIPHATHE HAIIO OTPAXCHHE B MUCHMEHHBIX
TEKCTaX, PUTYAIBHBIX MPAKTUKAX W BU3YaJIbHBIX M300pakeHHSX. [Ipenbiayliue HUCCICAOBAHHUS XCTTCKOTO
HCKYCCTBA B OCHOBHOM COCPCIOTOYMBAIUCH HAa H300PaXKCHUAX OO0XKECTB, CHUMBOJHUKE JKMBOTHBIX U
MIPOSIBJICHUSIX KOPOJIEBCKOW BJIACTH, B TO BpeMsl KaK pacTUTENbHbIE MOTHBBI, BCTPEUAIOIIMECS HA PHUTAX,
meyaTsX, COCyJax M MOHYMCHTAIbHBIX penbedax, OOBIYHO pPaCcCMATPUBAIUCh KAaK BTOPOCTCIICHHBIC WA
JlekopaTuBHble. Hacrtosiiee ucciegoBaHue BBIXOAWT 32 PaMKU TaKWX HMHTEpPHpETalui, yTBEpxkaas, 4TO
pacTUTEIbHBIC MOTHUBBI COCTABJISLIH IIEJIOCTHBIN CUMBOJIMYECKUN SA3bIK, TITyOOKO YKOPECHCHHBIH B XCTTCKOM
pPEMUTHO3HON HIeoJOTHH. TeM caMbIM OHO HAampaBICHO Ha BOCIOJNHEHHE 3HAYHTEIBHOTO Ipobena B
JUTEpaType ¥ BHECCHHE HOBOTO HHTEPIPETAIIMOHHOTO MOX0/1a B M3yUCHNE XETTCKON HKOHOTpaduu.

C MeTomoNoTHYecKOi TOYKH 3peHHS B HUCCICAOBAHWM HCIONB3YeTCS KadeCTBEHHBIH U
MEXIUCIUTUIMHAPHBIN 101X07. OCHOBHOH KOPITyC COCTOUT U3 (PUTypPaTHBHBIX apTe(hakToOB, OOHAPYIKCHHBIX B
KpPYITHBIX XETTCKHUX I[eHTpax, BKirovas Amnadaxéwok, Kronprene, Konns-Kapaxérok, Anumap-Xéok, Kunuk-
Xe&rok, Mnannukrene, Mamart-X &k, Kapaornan-Xeéwk u komriekc boraskane—S3puibikas. AHaATU3UPYEMBIi
MaTepual BKJIIOYAeT PUTHI, TIeYaTd U OTTUCKU TeuaTe, KepaMUIeCKUe COCY/Ibl, METAJUTMUECKHE TPEMETHI,
MEJIKHE HAXOJAKH M MOHYMEHTaJIbHBIC peibebl. JlaHHbIC OBLITH COOpaHbI HAa OCHOBE OIYOJINKOBAHHBIX OTYCTOB
0 pacKoIIKaX, My3eHHBIX KaTaJoroB M MOJAPOOHBIX McCleaoBaHui apTedaktoB. Iy u3ydeHus GpopMaabHBIX
XapaKTePUCTHK PACTUTENBHBIX MOTHBOB, WX KOMIIO3MIIMOHHOTO PpAaCHOJIOKEHUSI U B3aUMOCBSI3ed C
COIMYTCTBYIONUMH (DUTypaMH M CICHaMH OBLI KCIIOJh30BaH HMKOHOTrpaduueckuii ananu3. Kpome toro, B
KadecTBe (DHUIIONOTHIECKUX CBUACTEIBCTB OBUIH BKIIFOYCHBI XETTCKHE KIMHOMHCHBIE TEKCTHI — TaKHe Kak
3aKOHBI, IAPCKHE YKa3bl M OMHCAHUS MPa3THUKOB — KOTOPBIE MHTCPIPETHPOBAIICH B COBOKYITHOCTH C
BU3YaJbHBIM MaTephaioM. Takas WHTETPHUPOBAHHAS METOJOJIOTHYECKas OCHOBA IO3BOJIIET IPOBOIUTH
B3aMMHYIO HHTEPIIPETALNIO MATEPHATBHON KyJIbTYpHI M MMCHbMEHHBIX HCTOYHHUKOB, TIOBBIIIAS JOCTOBEPHOCTH
U TIIyOWHY aHau3a.

Pe3ynbraThl HCciie10BaHMS MTOKA3bIBAIOT, YTO PACTUTENFHBIE MOTHUBBI B XETTCKOM H300pa3UTEIbHOM
HCKYCCTBE HE OBUIM HM CIIy4aifHBIMH, HH YHCTO JIEKOPATHBHBIMM, a IIOCJTIEIOBATEIHHO BIIMCHIBAINCH B
KOHKPETHbIE KOHTEKCTBI, CBSI3aHHBIE C pPHTyaJlaMH, I[Ipa3JHUKaMd M BepoBaHUsMHU. Putbl B ¢dopme
BUHOTPAJIHBIX TPO3/AEH M CLEHbI, N300paKarolye BO3NUSHHUS BUHA, TOKa3bIBAIOT, YTO BHHOIPAJ U BHHO
BOCIPUHHUMAITUCh KaK CBSIIEHHbIE CyOCTaHIIMK, IPUHOCUMBIE B KEPTBY OOram, a He KaK OObIYHBIE MPOJYKTHI
notpebyeHus. OTH TPEAMETHl OJHOBPEMEHHO BBINOJNHSANM (YHKIMIO PUTYaTbHBIX MPEIMETOB U
CHUMBOJIMYECKHX CPEJACTB, BH3YaJbHO BBIPAKAIOIINX OCBSIIECHHE CEIbCKOXO3SHCTBEHHONH NPOIYKINH.
Oprocratsl Bopor Cunkca B Anauaxéroke, HaTepnpeTnpyemsie B csasu ¢ AN, TIpazgauk TAH.SUMSAR
WUTIOCTPUPYET, KaK paCTUTENbHAsI ¥ )KUBOTHAS! CHMBOJIMKA HHTETPHUPOBANIACh B CE30HHBIE 0OPSI/Ibl, CBSI3aHHbIC
C TIOAOPO/IMEM, OOHOBIICHHEM U IIMKIMYECKUM BO3POXKJICHHEM ITpupoibl. COMOCTaBUMBIEC CLICHBI HA Ba3e M3
WnangpikTene u MetaJuinaeckor vamre n3 Kunnk-Xéoka yka3plBaloT Ha TO, YTO 3TOT PUTYAIBHBIA HappaTHB
HE OTpaHHYMBAJICS MOHYMEHTAJIBHBIM HCKYCCTBOM, HO TaKXe BOCIIPOM3BOIMIICS HA IIEPEHOCHBIX MPEAMETax,
YTO CBHJETEIBCTBYET O CYIIECTBOBAHUN OOIET0 U IMHUPOKO MPH3HAHHOTO BU3YaJIBHOTO SI3bIKA.

Ha 6o)xecTBEHHOM YpOBHE pacTUTENbHas CUMBOJIMKAa HauOoliee SIPKO BbIpa)KeHA B M300pa)KCHUH
0oxecTBa, JepiKalllero pacTeHue, B OTKPHITOM CBATWIHIIE SI3bUIbIKas. DTa (QUrypa JeMOHCTPUPYET, 4TO
pacTeHus OBIIM CBSI3aHBI HE TOJBKO C PUTYaJIbHOH AEATEIBHOCTBIO JIIOJICH, HO M BKIIIOYCHBI B BU3yallbHOE
BOIUIOIICHUE CAaMOr0 XETTCKOTO MaHTeoHa. Takue o00pa3bl MOAYEPKHBAIOT TEOJIOTHUECKOE 3HAUYCHHE,
MPUIaBAEMOE CEJILCKOXO035HCTBEHHOMY IUIOJIOPOANIO U €CTECTBEHHOMY BO3pOXkIeHUI0. Kpome Toro, nedatn
Y OTTHUCKH T1e4aTell ¢ MOTHBAaMH JIePEBbEB, JIMCTHEB M IBETOB IIOKA3bIBAIOT, YTO PACTHTENIbHAS HKOHOTpadus
NPOHUKJIA B AJMHHUCTPATUBHYIO U MWJCOJIOTMYECKYIO C(epbl. OTH MOTHBBI CIYXHIH BU3YaJIbHBIMH
CUMBOJAMHU TOpPAJKA, MPOLBETaHUS M JIETUTUMHOCTH, YKpEIUIsii CHMBOJIMYECKYIO CBSI3b MEXKAY
CEITbCKOXO03SIHCTBEHHBIM N300MITHEM, 00KECTBEHHO OJIar0CKIIOHHOCTBIO U COLIMANIBHOM CTa0MIBHOCTBIO.

B 3axioueHue, JaHHOE UCCIIEAOBaHHE JEMOHCTPUPYET, YTO PACTUTENIbHBIE MOTUBBI COCTABISUIN
OIMH W3 (YyHAaMEHTAJIbHBIX KOMIIOHEHTOB CaKpaJILHOTO IIOPS/IKA, CBS3BIBABILETO CEJILCKOE XO3SIMCTBO,
PUTYyaBbHYIO TPAKTHKY M BEPOBAHMS B XETTCKOM KyNbType. PacTeHms ObUTH HE MPOCTO SKOHOMHYECKUMH
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pecypcamMu, HO BBICTYIAIN B KAYECTBE MOIIHBIX CHMBOJIMYECKUX TIOCPSTHUKOB MEXKY JIFOJbMH, IPUPOION U
OoxxecTBeHHBIM. OOBEIUHSISA apXeoJorHYeckne, WKOHorpadguueckne U  (UIOIOTHUSCKHE IaHHEIE,
UCCJIC/IOBAHNE TTOMYEPKUBACT LEHTPAJIBHYIO POJIb PACTUTEIbHOW CHUMBOIUKH B (DOPMHPOBAHHH XETTCKHX
MPE/ICTABICHUI 0 KOCMUYECKOM PAaBHOBECUH U PEIUTHO3HOM cMbIcie. [loyueHHbIe pe3ybTaThl OTKPHIBAIOT
HOBBIC BO3MOXKHOCTH ISl MHTEPIIPETALUH XETTCKOTO UCKYCCTBA M PEJIMIHU M CO3[AI0T OCHOBY ISl Oy IyIINX
MEKAUCIUIUIMHAPHBIX HCCIeI0BaHUN. PeKOMEHIyeTCs MPOBECTH [alibHEHINNE HCCIICIOBAaHUS C IIEJbI0
CPaBHCHHsSI XCTTCKOW PACTHTEIBHON CUMBOJHMKH C CHMBOJIMKOW COCEIHUX KYJBTYP, a TaKKe BKIIIOYHTH
apxe000TaHMYECCKHE JaHHBIC ISl YIIIyOJICHHUs HAIIEro TOHUMAHUS JAPCBHCAHATOMHUCKUX MPEJCTABICHUN O
MPUPOJIC U CAKPATHLHOM.

KiaioueBble ciioBa: XCTThI, paCTUTCJIbHAsA CUMBOJIMKA, PUTYyaJIbl U BEPOBAHUA, CCIILCKOC XO3SMCTBO U
roaopoaue.

TRf=ra AR

U e gd & RS Sy T § 08 ved Mids Igfas ddl § ¥ T 9, 5t 7 Had
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JUTTe T I g forad qe) enfifer S, AieRI & daier 3R ¢di vgfadl & gwifed g1 e |

3 HETdl & STavlg, fagargul oy H fEgie ufamr wor & g eafy Jeieh Fuich-l or SRR T
ToTTad) dedl & U W T T ], Safds U] elidhare, Sdd uferdm fagm iR el faaRemT wR $ifieds ik
a1 T B | U5 S BN, SRTHS Ut SR fayT &1 SiieH aTell Ud UclidIcdd UUet & e gedh
& =u A fedie ufa war # gy Yaeh Suid-l &1 o P 59 SRqa &I g2 BT |

3 MY BT AAS I5=F fggle DG dal H g efd ddeh Sqidh-l &1 i dhad
Toad faRrarstt & wu § T8, afcss UoA &, TdieRur, Ufasdr iR SeIisly srawt ¥ e @
s e Txg fiaafdadl & U § HRA1 |1 I8 31e09d Py IRER afdd MY Ul 7 IR Jiewd 6:
fecars gfdemar & qel &1 ufafftrg 6 Teuf # ofR f5w udierers ol & wry forar Tman o1, g dfa
et T Ui BT TG TuTeff 3R ARt AERY ¥ T HaiY oT; 3R 37 F i1 = ¢ Ugaml iR
ufes a1 & 2=t B ford TR anTem faam 9 iy @ ST, TRifie QRIdae 3R U
1eY ) TRl & STaSIg, U 19, 3fa:fawe 31ezae & Bt & BRI Bl 8, 5 feeht Ufar-ae=
fa=aivor & &g H guld Udierare &) 3adi 8|

3T BT AR 3R i g Tdierare g, s Rigid 3R ufemrae fazawo &
RPN R 3neid g1 AFRIRAT 3R RIdTfad fagar &, ﬁrsﬁﬁwwﬁweﬂm ol
fRaRar SR I 99T & Wddie & U H UgaH1 SIdl g | Ui e gd & Spfaal 7, Qeff & Sfia
e R HY IUTEH D1 T B! ¢ ST AR SRS Yga &t sifaafed & U o a1 o o7 | e
g & iR, T yRom fofad v, argmiiie vurell ik exg vdfedl # uRafdd gt 81 iR vt W
fUad 2Ny & HI6! 8¢ dF ¢dId BT, U Udidbarg iR el Wfad & sifiaafdadl W e dfgd faan
T 8, Srafes R, g, Ul ok WRe g Rranfest R faars 37 ara g-ufy et et o sy dR
TR 1107 7 At THT T § | 98 31T I8 db o gU Ul sarenait & S ded @ fob awafa T
FUGR TP I Yl ibTeTd TN &1 01 axa & S fegle anfifer faamemT & wewrs @ ffgd o T
HRA GU, SUPT 35T Ulfed B Ueh Ayl SfaRTal b1 WRAT 3R fRte ufomr fagm & sreqgs & was o
FRHATHD TPV & HRA G|

UGfoRTd ¥ ¥, I8 Y U [Unee 3R 3fa:faweg efeior sraarar g 1| nufiies Wore o v fe<h
FS) U e Benpiadl A 8, B SHAThIerg®, o, B HRIeH, AR g, [Fe
B, SGH A, HIRII §IYh, BRI §Igh, SR SIsicbel-areilferenran TRER <nfHe 8| fawdifdd
Iredt & e (ar), He¥ SR gt & =, fird) & o1, arg &t 9, BT avqu, SR veu fRrerfes 2
%léammﬁqﬁ,mw,aﬁ?mﬁ@%ﬁwamﬁ$mmﬁmﬁm
T T
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FIf el F i B1 S faRvdTel, 3! TaTds R, 3R Tafird sl aur
TR o 1Y I YaHl] B! Sffd B o folU UclibTaded [IRN0r T IUANT o 17| 59 SHfaivaa, fBet
& Brarery FUf— o B, [ME! BHRAM 3R BRI & fJaR0T— BT UTHTE W1ed & = § =Mida fopar
IR T IR & 1Y BRI AR BT T8 | J§ UDIPd UGhaTd gial Wi Spha o fafad
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R |t SIem T AT, S U T SR s U § HIRdT T TR HTST &1 goid et 81

feor TR R, aroliferesman & Qal-SMhT=r SR § U adl & Uil Udhs gu fmor §f gwfa
TeierdTe Ia¥ W 0 J ad gidl & | I8 SHTHIA GRIfd § fos a7 Haet T S8TH® Tfafafiat 3
IS ¥, afewr 38 Wi fRle Savsa ot ex siftaafaa o +f wnfiye fasan mar ot Ut sfaar Y 3us ek
Uhiads QoA &I &l T8 4ifie Tga &1 Xaifdhd Hal ¢ | $d AN, TS, Ueit 3R el & =it
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3R IR FRRAT & o Ui Tae &1 Yeg Hid o

e, g sremae gifan 8 for fe<ht Tl o i, srmiRe gursh SR fayr & shex ara
ufas A & TE DT Tl I U 3| WY Fad 3ffer Tames e 3, sfees 7o, uopfa SR Tda &
g faa=el UdebIdd T & =0 § &1 Hrd 3| R, Uaared ok UITS 16l & thidhd
TP, g A Tl o seridha Agar ok enfifer orf ot srayronaft &t 3R &7 & Weff & Uchiwarg o
FefT AT IR U STl g

3 frepdf fRgt et SR e & i & fo 72 AReATate WHTEHTE UeH axd § ofR Ufas &
3fc-fawg U™ & foU UH SR UG &xd g | W= TSI St Udphia 3R ufdsrdr &t yronaf @
T IO B TN A & forg, BE gwfy vediware &t ga uSR Sefadl § wA 8
RITTHIRIRGATT ST B! RS B P [0TSR P LT BT SR B! S 5|

Fas: L), gl ucfiware, SEM SR fayw, HiY 3R Idwan

Yapilandirilmis Ozet:

Bitkiler, Eski Yakin Dogu’nun erken tarim toplumlarinda yalnizca geg¢im ve ekonomik {iretimin temel
kaynaklar1 olarak degil, ayn1 zamanda sembolik, kutsal ve ideolojik anlamlar tasiyan en 6nemli kdiltiirel
unsurlardan biri olarak da iglev gormistir. Hitit Donemi’nde tarimsal {iretimin devlet denetimi altinda
kurumsallagsmasi, bitkilerin dini ritiieller, festival takvimleri ve tanrisal tasvirlerle biitiinlestigi karmasik bir
sistemin ortaya ¢ikmasina zemin hazirlamisgtir. Bununla birlikte, Hitit tasvirli sanatinda yer alan bitkisel
motifler aragtirmalarda ¢ogunlukla ikincil diizeyde dekoratif unsurlar olarak degerlendirilmis; hayvan
sembolizmi, tanrisal ikonografi ve kraliyet ideolojisi gibi konulara daha fazla 6nem verilmistir. Bu ¢alisma,
soz konusu dengesizligi gidermeyi amaglamakta ve Hitit tasvirli sanatindaki bitkisel motifleri tarim, ritiiel
uygulamalar ve inang sistemi arasindaki iligkiyi yansitan biitlinciil bir sembolik yapinin ayrilmaz pargalar
olarak ele almaktadir.

Aragtirmanin temel amaci, Hitit tasvirli sanatinda goriilen bitkisel motifleri yalnizca siisleyici dgeler
olarak degil; bereket, yenilenme, kutsallik ve kozmik diizen kavramlariyla yakindan iliskili anlam ytiklii gorsel
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ifadeler olarak degerlendirmektir. Bu dogrultuda ¢alismada su sorulara cevap aranmistir: Bitkiler Hitit tasvirli
sanatinda hangi baglamlarda ve hangi sembolik anlamlarla temsil edilmistir? Bitkisel motifler ritiiel
uygulamalar ve mevsimsel festivallerle nasil iliskilendirilmistir? Bu motifler tanrisal kimliklerin ve kutsal
diizenin gorsel insasina hangi 6lgiide katkida bulunmustur? Arastirmanin gerekliligi, arkeolojik ve yazili
kaynaklarin sundugu zengin verilere ragmen, bitki sembolizmini Hitit ikonografisinin merkezine yerlestiren
kapsamli ve disiplinlerarasi bir ¢alismanin bulunmamasindan kaynaklanmaktadir.

Caligmanin kavramsal ve kuramsal ¢ergevesi sembolizm aragtirmalari, ritiiel kuram1 ve ikonografik
analiz yaklasimlarina dayanmaktadir. Antropolojik ve arkeolojik arastirmalarda bitkiler, yaygin bigimde
bereket, yeniden dogus, siireklilik ve dongiisel zamanin sembolleri olarak kabul edilmektedir. Eski Yakin Dogu
kiiltiirlerinde bitkilerin yasam dongiisii ile tarimsal iiretimin ritmi, ilahi iradenin ve kozmik dengenin bir
yansimasi olarak algilanmigtir. Hitit diinyasinda da bu anlayis yazili metinlerde, ritiiel uygulamalarda ve gorsel
temsillerde agikca izlenebilmektedir. Hitit sanati iizerine yapilan Onceki ¢alismalar bilyiik olglide tanr
tasvirleri, hayvan sembolizmi ve kraliyet giiciiniin gorsel ifadeleri {izerinde yogunlasmis; ritonlar, miihiirler,
kaplar ve anitsal kabartmalar {izerinde goriilen bitkisel motifler ise ¢cogunlukla ikincil veya dekoratif unsurlar
olarak degerlendirilmistir. Bu ¢alisma, s6z konusu yaklagimin 6tesine gecerek bitkisel motiflerin Hitit dini
ideolojisine derinlemesine niifuz etmis biitlinciil bir sembolik dil olugturdugunu ileri stirmektedir. Boylece
literatiirdeki Onemli bir boslugun doldurulmasi ve Hitit ikonografisine yeni bir yorum perspektifi
kazandirilmasi hedeflenmektedir.

Yontemsel agidan arastirma, nitel ve disiplinlerarasi bir yaklagim benimsemektedir. Calismanin temel
veri grubunu Alacahdyiik, Kiiltepe, Konya Karahdyiik, Alisar Hoyiik, Kinik Hoyiik, Inandiktepe, Masat
Hoyiik, Karaoglan Hoyiik ile Bogazkale—Yazilikaya kompleksi gibi 6nemli Hitit merkezlerinden ele gegen
tasvirli eserler olusturmaktadir. Incelenen materyaller arasinda ritonlar, miihiir ve miihiir baskilar1, seramik
kaplar, metal eserler, kiigiik buluntular ve anitsal kabartmalar yer almaktadir. Veriler, yayimlanmis kazi
raporlari, miize kataloglar1 ve ayrintili eser incelemeleri araciligryla derlenmistir. Bitkisel motiflerin bigimsel
ozelliklerini, kompozisyon igindeki konumlarini ve iliskilendirildikleri figiirlerle olan baglantilarini
degerlendirmek amaciyla ikonografik analiz yontemi uygulanmigtir. Ayrica Hitit ¢ivi yazili metinleri; yasalar,
kraliyet fermanlar1 ve festival metinleri gibi kaynaklar tizerinden filolojik veriler olarak degerlendirilmis ve
gorsel malzemeyle birlikte yorumlanmistir. Bu biitiinlesik yontem, maddi kiiltiir ile yazili kaynaklar arasinda
karsilikl1 bir okuma yapilmasina olanak tanimig ve analizlerin giivenilirligini artirmigtir.

Arastirma sonuglari, Hitit tasvirli sanatindaki bitkisel motiflerin rastlantisal ya da yalnizca dekoratif
nitelikte olmadigini; aksine belirli ritiiel, festival ve inang baglamlari igerisinde sistemli bigimde kullanildigim
ortaya koymaktadir. Uziim salkim1 bigimli ritonlar ve sarap sunumunu betimleyen sahneler, iiziim ve sarabin
siradan tliketim {irlinleri olarak degil, tanrilara sunulan kutsal unsurlar olarak algilandigini gostermektedir. Bu
eserler ayni zamanda tarimsal {irlinlerin kutsallastiriimasini gorsel olarak ifade eden sembolik araglar olarak
islev gormiistiir. Alacahoyiik Sfenksli Kapi ortostatlar;, AN.TAH.SUMSAR festivali ile iliskilendirildiginde,
bitki ve hayvan sembolizminin doganin dongiisel yenilenmesi, bereket ve mevsimsel ritiiellerle nasil
biitiinlestirildigini ortaya koymaktadir. Inandiktepe Vazosu ve Kinik Hoyiik metal kasesi iizerindeki benzer
sahneler ise bu ritiiel anlatisinin yalnizca anitsal sanatla smirli kalmadigini, taginabilir eserler {izerinde de
tekrarlandigini ve genis dlgekte paylasilan bir gorsel dil olusturdugunu gostermektedir.

Tanrisal diizeyde bitkisel sembolizmin en belirgin 6rnegi, Yazilikaya A¢ik Hava Kutsal Alani’nda
elinde bitki tutan tanri tasvirinde goriilmektedir. Bu figiir, bitkilerin yalnizca insanlara ait ritiiel uygulamalarla
degil, ayn1 zamanda Hitit panteonunun gorsel temsil sistemiyle de dogrudan baglantili oldugunu
gostermektedir. S6z konusu tasvirler, tarimsal bereket ve dogal yenilenmeye atfedilen teolojik énemi agik
bicimde yansitmaktadir. Bunun yani sira agag, yaprak ve cicek motifleri tagiyan miihiir ve miihiir baskilari,
bitkisel ikonografinin idari ve ideolojik alanlara da yayildigini ortaya koymaktadir. Bu motifler diizen, refah
ve mesruiyetin gorsel gostergeleri olarak islev goérmiis; tarimsal bolluk, tanrisal lituf ve toplumsal istikrar
arasindaki sembolik iligkiyi giiclendirmistir.

Sonug olarak bu caligma, bitkisel motiflerin Hitit kiiltiirinde tarim, ritiiel uygulamalari ve inang
sistemi arasinda bag kuran kutsal diizenin temel bilesenlerinden birini olusturdugunu gostermektedir. Bitkiler
yalnizca ekonomik kaynaklar degil; insan, doga ve tanrisal diinya arasinda aracilik eden giiglii sembolik
unsurlar olarak islev gdrmistiir. Arkeolojik, ikonografik ve filolojik verilerin birlikte degerlendirilmesi
sayesinde, bitki sembolizminin Hititlerin kozmik diizen ve dini anlam diinyasini sekillendirmedeki merkezi
rolii ortaya konulmustur. Elde edilen bulgular, Hitit sanat1 ve dini iizerine yapilacak arastirmalar i¢in yeni
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yorum olanaklar1 sunmakta ve gelecekte gergeklestirilecek disiplinlerarasi galigmalara saglam bir temel
olusturmaktadir. Ayrica Hitit bitki sembolizminin komsu kiiltiirlerle karsilastirmali olarak incelenmesi ve
arkeobotanik verilerin degerlendirmeye dahil edilmesi, Anadolu toplumlariin doga ve kutsallik algisinin daha
kapsamli bicimde anlagilmasina katk: saglayacaktir.

Anahtar Kelimeler: Hititler, Bitkisel Sembolizm, Ritiiel ve Inang, Tarim ve Bereket.
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Introduction

Plants played a significant role in the early agricultural societies of the Ancient Near East
not only as fundamental elements of subsistence and economic production, but also as cultural agents
imbued with sacred, symbolic, and ideological meanings. By the Hittite period in Anatolia, the
control of plant production had led to the development of agricultural technologies, giving rise to a
multilayered system closely intertwined with social organisation, legal structures, and religious
practices (Ceylan, 1988, p. 6; Aslantiirk, 2014, p. 38; Deniz, 2015, pp. 242-243). Within the Hittite
world, plants thus emerge as both indispensable components of everyday life and symbolic mediators
in the relationship established between humans and the gods.

Despite the relative scarcity of direct archaeological evidence, the Hittite agricultural system
can be reconstructed in considerable detail through a rich corpus of written sources. Hittite laws,
royal edicts, and ritual texts explicitly document the use of agricultural implements such as the
plough, sickle, and harrow, as well as the management of arable land and the processes of crop
harvesting and storage (1mparati, 1992, pp. 155-157; Tas, 2008, p. 77; Unal, 2016, p- 720, p. 797).
The emphasis placed in the Edict of Telipinu on the provision of ploughs to farmers clearly
demonstrates that agricultural production was directly associated with state ideology and social order
(Karauguz, 2006, p. 18). At the same time, these sources reveal that agriculture was not conceived
merely as an economic activity; rather, sowing and harvesting were embedded within a ritual
framework structured around festivals and sacred ceremonies.

This ritual dimension finds tangible expression in Hittite material culture, particularly
through iconographic representations. Rhyta, ceramic vessels, seals, metal objects, and small finds
recovered from various centres across Anatolia demonstrate that vegetal motifs were employed in a
deliberate and systematic manner (Ay, 2005, p. 17; Deniz, 2015, p. 242). Grape-cluster-shaped rhyta
and scenes depicting wine libations indicate that grapes and wine were perceived not simply as
consumable products, but as sacred offerings presented to the gods (Orhan et al., 2011, p. 71; Oz,
2011, pp. 286-291). In this respect, rhyta should be understood both as functional vessels and as
symbolic carriers of religious practice.

Monumental works of art further clarify the central role of vegetal symbolism within Hittite
religious ideology. The orthostats of the Sphinx Gate at Alacahdyiik, depicting the king and queen
making offerings to the Storm God, are interpreted within the context of the AN.TAH.SUMSAR
festival. These scenes integrate plant, animal, and fertility symbolism into a unified ritual narrative
(Emre, 2002, p. 488; Erkut, 1998, pp. 192—-194; Ertug, 2000, p. 132; Reyhan, 2016, p. 96). Closely
associated with the deer cult and the AN.TAH.SUMSAR plant, this festival reflects the sacred re-
enactment of natural regeneration and the agricultural cycle.
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The appearance of similar ritual narratives on the vase depicting a religious celebration from
Inandiktepe suggests that such iconographic schemes were not confined to monumental architecture
but were shared across different centres within a common religious tradition (Cetin, 2006, p. 194;
Reyhan, 2016c, pp. 97-98). Likewise, the life tree, hunting scenes, and vegetal motifs on the metal
bowl from Kinik Hoyiik may be regarded as portable reflections of this comprehensive ritual imagery
(Emre & Cinaroglu, 1993, p. 700; Umurtak, 2006, p. 227).

At the level of the divine pantheon, the representation of vegetal symbolism is most clearly
observable at the Yazilikaya open-air sanctuary. The deity depicted holding a plant in Chamber A—
identified as figure no. 40—has been interpreted as a visual embodiment of divine powers associated
with agriculture and fertility. The identification of this figure as either “Halki or Kumarbi further
indicates that plant-related symbolism occupied a complex and multilayered position within the
Hittite pantheon (Hoffner, 1974, p. 83; Secher, 2011, p. 64).

Seals and seal impressions likewise demonstrate the widespread and multifunctional use of
vegetal iconography in the Hittite world. The Giindogmus seal, the stone seal from Masat Hoyiik,
and stamp seal impressions from Alacahdyiik and Karaoglan Hoyiik point to a sophisticated
iconographic tradition in which plant motifs were combined with animal figures and cosmic symbols
(Oztan, 1997; Ozgﬁ(;, 1978; Kosay & Akok, 1966; Alp, 1993; Aydin-Katircioglu 2025; Efe 2025;
Mamur Yilmaz 2019; Yilmaz-Atila 2021). Beyond their administrative function, these seals should
be interpreted as visual instruments symbolising sacred order, fertility, and prosperity.

By bringing together archaeological, iconographic, and philological evidence, this study
aims to demonstrate the multifaceted role of plants in the Hittite world, extending from agricultural
production to ritual practice, from divine representation to everyday life. In doing so, it seeks to show
that vegetal symbolism in Hittite culture was structured not merely as an economic reality, but as a
sacred and ideological language through which the relationship between humans, nature, and the
divine was articulated within a coherent cultural framework.

Rhyta

Rhyta (Ryton / Rhyton) are defined as specialised vessels designed primarily in the form of
horns, animal heads, or animal bodies, produced from clay, metal, or various other materials, and
intended for the presentation and pouring of liquids. In addition to their use in everyday drinking
practices, such vessels were employed especially in religious ceremonies for the offering of libations
to the gods. Owing to their formal diversity and iconographic richness, rhyta should be regarded not
merely as functional objects but as material manifestations of ritual practice and belief systems
(Saltuk, 1993, p. 154; Ay, 2005, p. 17; Deniz, 2015, p. 242).

Within the context of Anatolian archaeology, the use of rhyta can be traced back to the Early
Bronze Age. At Alacahdyiik, gold wine jugs and goblets dated to around 3000 BC demonstrate that
wine offerings constituted a significant ritual element from an early period. Similarly, ram-headed
drinking vessels recovered from Kiiltepe and dated to approximately 1750 BC indicate that animal
symbolism and libation practices were consciously integrated into a coherent iconographic
programme (Orhan et al., 2011, p. 71; Oz, 2011, p. 286). In this framework, grape-cluster-shaped
rhyta dated to 1960—1830 BC from Kiiltepe, as well as examples recovered from Konya Karahoytik,
clearly reveal that symbols associated with wine were directly translated into the formal design of
ritual vessels (Oz, 2011, p. 291; Orhan et al., 2011, p. 71).

The distribution of grape- and wine-themed rhyta across Anatolia is further supported by
finds from Alisar HoOylik. A grape-cluster-shaped rhyton recovered during the 1932-1935
excavations and dated to 1800—-1600 BC demonstrates the continuity of this symbolism in Central
Anatolia (Orman, 1955, p. 8). The dense decoration of such vessels with grape berries suggests a
direct association with concepts of fertility, abundance, and sanctity.
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Another particularly noteworthy example is the silver stag rhyton dated to the fourteenth
century BC, currently housed in the Schimmel Collection of the Metropolitan Museum of Art in New
York and generally accepted as being of Anatolian origin (Figure 1). Acquired through purchase,
this object represents a high-status ritual artefact in terms of both material and iconography (Darga,
1992, p. 39; Collon, 1995, p. 107; Akurgal, 2003, p. 136). On the approximately 4.5 cm-wide frieze
encircling the vessel, a scene begins with a palm tree and continues with the depiction of a seated
deity on a stool, before whom another deity standing upon a stag performs an act of offering. This
composition brings together notions of nature, fertility, and divine protection within a single
iconographic framework (Darga, 2013, p. 39; Umurtak, 2006, p. 227).

The deity standing upon the stag is identified with PLAMMA, known as the protector god of
the countryside and wild animals (Drawing 1). The formal characteristics of the rhyton and the scenes
depicted upon it suggest that such vessels were typically dedicated to the deity whose form they
embodied and were directly associated with that deity’s cultic practices. Moreover, the palm tree
motif on the rhyton displays close iconographic parallels with seal impressions found on jar
fragments in the Istanbul Archaeological Museums. The image of a deity standing on a stag is also
attested on a plaque recovered from Yeni Koy, indicating that this scene constituted a recurring theme
within Hittite iconography (Alp, 2002, p. 12).

Excavations at Konya Karahoyiik have yielded grape seeds from Level I of the Early Hittite
period (c. 1750 BC), demonstrating that rhyton imagery was not purely symbolic but also closely
connected to agricultural and economic realities. In the same excavations, a large, hand-made rhyton
of pinkish-grey fabric, designed in the form of a grape cluster, was recovered. This vessel consists
of a central cluster surrounded by five smaller clusters on each side and appears to have been used
as a wall-hung lamp. Such evidence suggests that rhyta were multifunctional objects integrated
spatially as well as symbolically into ritual contexts (Alp, 1999, p. 68; Alp, 2011, p. 68).

Two clay grape-cluster rhyta uncovered during the 1929 excavations at Alisar Hoyiik have
likewise been interpreted as vessels intended for offering practices. Covered with grape berries from
the base to the rim, these examples illustrate a strong relationship between formal ornamentation and
ritual function (von der Osten, 1937, p. 138). The continuity of this tradition into the Old Hittite
period is further confirmed by the discovery in 2006 of eight vessels decorated with grape berries at
Kiiltepe Kanis-Karum. The close stylistic and formal similarities between these vessels and the Alisar
examples point to the existence of a regional tradition of ritual vessels (Oz, 2014, p. 33).

Finally, the inclusion of a festival known as EZEN4 BIBRU, the “rhyton festival”, in lists of
Hittite ceremonial celebrations attests to the central importance of libation rituals involving sacred
beverages within Hittite religious practice. Taken together, these data demonstrate that rhyta were
not merely archaeological artefacts, but concrete indicators of the multilayered relationship between
belief systems, agricultural production, and ritual practices in the Hittite world (Reyhan, 2016, p.
95).

Pottery

Kinik Hoylik, located in Kinik Village of the Devrekani district in Kastamonu Province, was
accidentally exposed during dam construction works and subsequently investigated through
systematic excavations conducted between 1994 and 2006. With its stratigraphy comprising three
principal cultural layers, the site provides significant evidence for the material culture of the Hittite
period in Central Anatolia (Figure 2). Among the finds recovered from this settlement, the decorative
programme of a metal bowl dating to the Hittite period contains iconographic elements of particular
relevance to the subject of this study (Cinaroglu & Celik, 2006, p. 7; Cinaroglu & Celik, 2008, p.
513; Oral, 2026, pp. 3150-3151).
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The metal bowl in question is ornamented with three concentric friezes executed in repoussé
technique, extending from just below the rim down to the base. At the centre of the composition, a
rosette motif placed on the basal boss draws immediate attention; surrounding this rosette are three
stylised representations of the sacred tree of life, flanked by griffin figures (Drawing 2). This
iconographic arrangement conveys a symbolic narrative in which notions of sanctity, cosmic order,
and protective power are articulated together. The middle frieze depicts scenes of two hunters
engaged in boar and deer hunting, as well as a combat scene between a lion and a bull. The uppermost
frieze presents a hunting scene carried out with the assistance of a domesticated deer. Such scenes
are characteristic of the narrative tradition in Hittite art, reflecting the complex relationships between
nature, power, and human agency (Emre & Cinaroglu, 1993, p. 700; Emre, 2002, p. 492; Umurtak,
2006, p. 227; Collins, 2015, p. 96).

The depiction of the sacred tree of life on the Kinik vessel is particularly noteworthy in
relation to the present study. Comparable examples can be observed on seals dated to the Assyrian
Trade Colonies period from Acemhdyiikk, where floral and vegetal motifs appear in similar
iconographic contexts. This correspondence demonstrates that vegetal symbolism functioned not
merely as a decorative element, but as a visual language imbued with religious and ideological
meaning (Emre & Cinaroglu, 1993, p. 700).

Moreover, the hunting scenes and animal style represented on the Kinik vessel exhibit
striking parallels with the hunting reliefs from Alacahdyiik. This similarity suggests that certain
iconographic schemes and narrative conventions in Hittite art were produced within the framework
of shared workshops or a common artistic tradition. It is also plausible to associate these hunting
scenes with sacred hunting rituals performed during the KI.LAM festival, known to have occupied
an important place in the Hittite ceremonial calendar (Aslantiirk, 2024, pp. 379-380) (Drawing 2). In
this respect, the Kinik vessel should be regarded not merely as an aesthetically refined object, but as
a visual reflection of Hittite religious ceremonies and ritual practice.

Fragments belonging to a medium-sized storage jar, acquired by purchase and registered
under inventory number 13078 in the Istanbul Archaeological Museums, are of particular importance
for the study of Hittite pottery and iconography due to the presence of cylinder seal impressions on
their surfaces (Figure 3). Delivered to the museum collection in four fragments, this vessel is
distinguished by both its technical features and its decorative programme (Uzunoglu, 2011, pp. 179—
180). The jar has a rim diameter of approximately 67 cm and is made of brick-red fabric with coarse
sand and chaff inclusions; its surface is covered with a beige slip (Drawing 3). Characterised by a
thick, outward-leaning rim, a short body, rounded shoulders, and four handles, this large storage
vessel bears a cylinder seal impression measuring approximately 3 cm in height and 6.5 cm in width
on its upper section (Uzunoglu, 2011, p. 180).

The seal impression is divided into two scenes by a centrally positioned palm tree
composition framed by vegetal motifs. In the left scene, a standing king pours liquid from a spouted
vessel onto the ground in front of the Storm God, performing a libation. In the right scene, a smaller
figure kneels on the ground in an attitude of worship before a standing deity (Drawing 3). Behind the
Storm God appears a stylised palm tree composed of five circular, disc-like segments diminishing in
size upwards, accompanied by four opposing leaves that similarly decrease in scale. This schematic
arrangement emphasises the symbolic association of the palm tree with sanctity and fertility. The
closest parallel to this palm tree depiction is found on a silver rhyton dated to the fifteenth—fourteenth
centuries BC from the Schimmel Collection in New York (Uzunoglu, 2011, pp. 184—185).

At the right and left extremities of the cylinder seal impression on the storage jar, flowering
branches complete the vegetal decorative repertoire. These motifs consist of a small conical stem
with three short lateral branches ending in three-petalled flowers, culminating in an upper floral
element likewise composed of three petals. Comparable vegetal motifs appear on the orthostat reliefs
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flanking the entrance of the Sphinx Gate at Alacahdyiik and on the silver rhyton from the Schimmel
Collection. Stylistic and iconographic parallels among these works suggest that this decorative
tradition may be dated to approximately the fifteenth—fourteenth centuries BC (Uzunoglu, 2011, pp.
191-192).

The role of storage vessels in Hittite religious and economic life is further supported by finds
from the Old Hittite temple complex at inandiktepe. In Rooms 2 and 3 of the temple, large jars of
varying sizes, lacking handles and any form of inscription or marking, were uncovered. Similar
examples have been identified in the Great Temple I at Bogazkale, as well as at Alacahdyiik,
Eskiyapar, Masathdyiik, and in Level 10 T at Alisar. These findings indicate that large storage jars
were widely used for the storage of provisions within both temple economies and ritual contexts
(Ozgiic, 1988, pp. 14-15).

Another significant example of vegetal symbolism on pottery is provided by a jar or bowl
fragment registered under inventory number M.39 from Alacahdyiik. This piece depicts a king or
deity standing upon a panther and holding a branch or vegetal element in his hand. Although the
upper portion of the figure above the neck is missing, the relief-impressed ceramic fragment,
measuring 16.4 cm in width and 19 cm in height, is made of red fabric with a burnished surface
(Kosay & Akok, 1966, p. 48). This representation may be regarded as a characteristic example of
Hittite iconography in which animal symbolism and vegetal elements are combined to express
concepts of power, fertility, and sanctity within a unified visual language.

Orthostats

The relief scenes carved on the orthostats flanking both sides of the Sphinx Gate at
Alacahéyiik are associated with the AN.TAH.SUMSAR Festival, which occupied a prominent
position within the Hittite religious calendar. These scenes depict a ritual in which the king and queen
present offerings to the bull of the Storm God, who stands upon a raised platform. The composition
is clearly linked to a ceremonial procession and the practice of sacred offering, and represents one of
the early visual examples emphasising the public and symbolic dimensions of festival rituals.
Accordingly, these orthostats have been interpreted in the scholarly literature within the context of
cultic celebration and royal participation in religious ceremonies (Emre, 2002, p. 488; Erkut, 1998,
p. 192; Ertug, 2000, p. 132; Okse, 2015, p. 82; Reyhan, 2016, p. 96).

Within the framework of the AN.TAH.SUMSAR Festival, the deer emerges as a distinctly
sacred and cultic animal. The offering of a libation for a deer on Mount Piskurunuwa on the 32nd
and 34th days of the festival explicitly demonstrates the ritual significance attributed to this animal.
It is also known that deer were kept specifically in the city of Arinna for use during the celebrations.
Arinna occupied a central place within the Hittite sacred landscape and played a decisive role in the
progression of festival rites. Textual sources indicate that during the 8th and 9th days of the
AN.TAH.SUMSAR Festival, the Hittite king spent the night in Arinna while participating in the
ceremonies, whereas the queen continued the celebrations at the palace in Bogazkale (Erkut, 1998,
p. 193).

The orthostat reliefs located in the city of Arinna are thought to be directly related both to
the AN.TAH.SUMSAR Festival and to the AN.TAH.SUMSAR plant, from which the festival
derives its name (Drawing 4). The deer scenes depicted on these reliefs are therefore evaluated within
the context of festival cult practice. In particular, it has been proposed that the plant grazed upon by
one deer and approached for consumption by another represents the AN.TAH.SUMSAR plant. This
interpretation provides important iconographic evidence emphasising the association of the plant
with fertility, renewal, and springtime rituals (Ertug, 2000, p. 132; Erkut, 1998, p. 194). In a similar
vein, M. N. van Loon and S. Erkut have suggested that the poorly preserved object held by the seated
goddess on the right side of the Alacahdyiik orthostats—now largely eroded—should likewise be
identified as the AN.TAH.SUMSAR plant (Erkut, 1998, p. 194 ff.).
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Almost exact parallels to the scenes depicted on the Alacahdyiik orthostats are also observed
on the well-known vase from Inandiktepe, which portrays a religious celebration. The presence of
shared figural elements in both examples—such as musicians playing instruments, acrobatic
performances, and the presentation of liquid offerings to the gods—strongly suggests that these
scenes belong to the same ritual tradition. These iconographic correspondences provide compelling
support for the interpretation that the representations reflect celebrations of the AN.TAH.SUMSAR
/ spring festival, symbolising the onset of abundance and fertility (Reyhan, 2016, pp. 97-98).

Rock Reliefs

The most comprehensive and systematic information concerning the Hittite pantheon is
derived from the procession of deities depicted at the Yazilikaya Open-Air Sanctuary, located near
the Hittite capital of Hattusa. This sacred complex represents one of the most important cult centres
of the Hittite state religion, visually articulating the hierarchical order of the gods, their iconographic
attributes, and their symbolic qualities within a coherent programme. Within the principal scene of
Chamber A at Yazilikaya, the deity designated as figure no. 40 occupies a position of particular
significance due to both its placement and the symbols it bears.

This deity is depicted according to a canonical Hittite divine iconography, characterised by
a tall, pointed headdress, a short kilt, an open-fronted cloak, and a rough beard. The presence of a
dagger attached to the back of the belt suggests that the figure possessed a martial or protective
aspect. With a figure height of approximately 1.37 m and a base height of 2.18 m, the god is clearly
represented holding a plant in his left hand. This detail indicates that the figure is defined not solely
by anthropomorphic features, but also by the symbolic object it carries, which contributes directly to
its identification and meaning (Seeher, 2002, p. 444; Secher, 2011, p. 64).

Scholarly opinion regarding the identity of this deity has varied. E. Laroche identified the
figure as YHalki, a god associated with grain and fertility, whereas J. Seeher, taking into account
iconographic and spatial considerations, proposed that the figure may represent Kumarbi. These
differing interpretations are significant insofar as they demonstrate that Hittite divine imagery can be
polysemous and open to multiple readings (Hofftner, 1974, p. 83; Seeher, 2011, p. 64). In this context,
the figure no. 40 in Chamber A of Yazilikaya constitutes a key example for understanding how
vegetal symbolism, fertility, and cosmic order were represented at the divine level within the Hittite
belief system. The figure’s position within the divine procession and the plant held in its hand may
thus be interpreted as a visual expression of the relationship between nature and divine power in the
Hittite pantheon.

Seals and Seal Impressions

The Giindogmus Seal entered the collection of the Museum of Anatolian Civilisations
through purchase in 1962. According to statements provided by the sellers, the object was found in
Gundogmus Village in the Sabandzii district of Cankir1 Province and is registered under inventory
number 13849. The seal is hammer-headed in form and features four distinct scenes on its base. It
measures 3.6 cm in height, with a head length of 1 cm and a base diameter of 2.3 x 2.1 cm (Oztan,
1997, p. 79). Its form and decorative programme indicate that the seal functioned not only as an
administrative tool but also as a medium of symbolic and ideological expression.

On the “b” face of the seal, a tree motif depicted with a vertical trunk rising upwards and
branching into three limbs is prominently featured. The two main branches extend to the right and
left, terminating in three-petalled flowers, while the spaces beneath the branches are filled with
rosettes and additional three-petalled floral motifs. This arrangement suggests that vegetal
symbolism occupies the compositional centre and that themes of fertility and abundance were
deliberately emphasised (Oztan, 1997, p. 81). On the “e” face, a deity is depicted in both standing
and seated postures, holding a three-petalled plant in its hand. N. Ozgii¢ has associated this figure
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with the Storm God, who is often represented standing upon mountains and holding a plant, and has
further noted the iconographic similarity between this image and the plant-holding deity numbered
40 at Yazilikaya (Oztan, 1997, p. 84).

It is currently known that a total of eleven hammer-headed seals with jar-shaped bases exist,
including examples recovered from excavations at Bogazkale Lower City and Bitik. Considering the
stylistic characteristics of these parallels, the Giindogmus Seal may be dated to the Old Hittite Period
(Oztan, 1997, p. 85). This dating is significant for demonstrating the early incorporation of vegetal
motifs into Hittite iconography.

A further noteworthy example is the disc-shaped stone seal recovered from Room 11 of the
palace structure in Level III at Masat Hoyiik (Ozgiig, 1978, p. 7; Ozgiic, 1982, p. 46). Measuring 0.8
cm in height and 2.2 cm in diameter, the seal is concave, disc-like, perforated at the centre, and
decorated on both faces. One face depicts an antelope surrounded by plants and various signs, while
the opposite face shows a griffin with a serpent-headed tail consuming a plant. These scenes combine
natural, animal, and vegetal elements within a mythological narrative. The seal is currently housed
in the Museum of Anatolian Civilisations (Ozgiig, 1982, pp. 45-46; Ozgiig, 1978, p. 117).

Stamp seal impressions bearing vegetal motifs are also attested on pottery fragments from
Alacahdyiik. The handle fragments registered under inventory numbers Al. f. 190 and Al. f. 225
feature impressions thought to represent ear-of-grain motifs (Kosay & Akok, 1966, p. 46). Similarly,
a handle fragment registered as Al. C. 308 bears two stamp impressions in the form of veined leaves,
measuring 2.1 cm in length and 0.95 cm in width (Kosay, 1951, p. 100). These examples demonstrate
that vegetal symbolism was widely applied even on vessels intended for everyday use.

Another important find comes from Karaoglan Hoylik, where a sealed vessel fragment dated
to the Hittite period and registered under inventory number 7642 in the Museum of Anatolian
Civilisations (K. O. 38-314) displays a rich vegetal iconography. Measuring 4.4 cm in length and
1.7 cm in thickness, the stamp seal impression on this fragment measures 2.1 x 1.9 cm. The seal face
depicts a sun disc within a crescent, accompanied by six vegetal motifs, some with single-sided
branches and others with branches on both sides (Ozgiig, 1987, p. 22).

Finally, excavations conducted in 1991 at Konya Karahdyiik yielded well-preserved stamp
seal impressions on vessel reliefs recovered from refuse pits adjacent to a structure identified as a
“Temple”. One impression takes the form of a triple clover leaf (Alp, 1992, p. 313; Alp, 1993, pp.
301-302). Another impression, recovered from Refuse Pit No. 1, features a base shaped as a five-
lobed clover leaf; one lobe bears an eagle head, another is decorated with a band composed of three
loops, while the remaining two poorly preserved lobes are thought to have contained animal figures
(Alp, 1993, p. 302). These finds point to the existence of a complex iconographic tradition in which
vegetal forms were combined with animal symbolism to convey multilayered meanings within Hittite
visual culture.

Metal Objects

With the control of plant production, humankind developed a variety of tools and implements
intended to facilitate agricultural activities, which gradually became indispensable elements of daily
life. Agricultural implements such as the plough, sickle, harrow, scythe, and pitchfork emerged as
technological innovations associated with the transition to sedentary life and the onset of systematic
agricultural production (Ceylan, 1988, p. 6). These tools not only increased productive capacity, but
also played a decisive role in shaping social division of labour, the organisation of work, and the
broader economic structure.

In the Hittite context, direct archaeological evidence for agricultural production techniques
remains limited. There is no concrete archaeological proof indicating whether fields were sown by
hand or with the use of a plough. By contrast, in Mesopotamian and Egyptian civilisations, all stages
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of agricultural activity are depicted in detail through wall paintings and reliefs. In the Hittite world,
this visual deficiency is largely compensated by written sources. Tablets from the Yozgat region, for
instance, record the following statement concerning Telipinu, the son of the Storm God: “My son is
capable. He ploughs, sows, irrigates, and cultivates grain.” This passage demonstrates that
agricultural production was closely associated with the divine order and perceived as a systematic
and regulated activity (Karauguz, 2006, p. 18).

Similarly, the tablet KUB XXXI 57 I includes the statement: “The governor of the city of
Kastama provides barley and wheat seed from the palace. They sow, they reap, and they place it in
the granary.” This passage clearly indicates that agricultural production was organised by central
authority and that the processes of sowing and harvesting were conducted within a defined
administrative framework. In this context, the edict of King Telipinu contains the explicit declaration:
“I, the king, made them true farmers. I took the weapons from their shoulders (Karauguz, 2006, p.
18). I gave them ploughs.” These statements provide unequivocal philological evidence that Hittite
farmers made use of the plough. Thus, despite the absence of direct archacological proof, written
sources firmly establish the plough as a fundamental agricultural implement in Hittite farming
practices (Alp, 1993, p. 302).

Practices related to crop maturation and harvesting are known from the Kiiltepe tablets
onwards. The Hittites celebrated harvest-time festivals whose traces persist in Anatolia to the present
day. Written records indicate that harvesting activities extended over a period of nearly three months.
The harvested crops were presumably bundled into sheaves and transported from the fields to the
threshing floors by wagons drawn by cattle; following the completion of threshing, the produce was
transferred to granaries. Even the wages to be paid to agricultural labourers during this process were
regulated in detail. Article 158 of the Hittite Laws stipulates the remuneration for agricultural labour
as follows: “If a man is hired for wages to bind the sheaves of grain, load them onto transport wagons,
store them in the straw house (granary), and clean the threshing floor, he shall be given 30 PA of
wheat for three months; if a woman is hired for harvesting work, she shall be given 12 PA of wheat
for two months.” (Imparati, 1992, p. 141) This regulation is particularly significant in that it
demonstrates the differentiation of labour duration and remuneration according to gender within
agricultural production (Unar, 2018, pp. 101-102).

Although written sources do not explicitly specify which tools were used to bind the sheaves,
it is known that metal agricultural implements such as the sickle (YRUPYkullupi-) and the pitchfork
(VRUDUKIN) were employed (Unal, 2016, p. 797; Karauguz, 2006, p. 20). In addition to provisions
governing the use of agricultural land, Hittite laws also include clauses concerning the purchase and
rental of land, as well as the leasing of draft animals and agricultural tools. For example, the monthly
rental fee for a plough ox was set at one shekel of silver, highlighting the economic dimension of
agricultural production (Tas, 2008, p. 77). The detailed sanctions concerning the plough set out in
§§166 and 178 of the Hittite Laws further underscore the central role of this implement in agricultural
practice (Imparati, 1992, pp. 155-157; p. 165). Festival texts recovered from Bogazkale mention
celebrations such as EZEN SU.KIN.DU (“sickle festival” or “sickle-swinging festival”) and EZEN
hahranna$ / hahratar / haharattar (“harrow festival” or “harvest festival”), demonstrating that
agricultural tools occupied an important place not only in production processes but also in ritual and
ceremonial practice within the Hittite world (Unal, 2016, pp. 720/797).

Archaeological finds provide material support for these philological data. A bronze sickle
recovered from the Bogazkale excavations and dated to the Hittite Imperial period measures 21.4 cm
in length, 2.5 cm in width, and 0.4 cm in thickness. Flat, curved, and tapering towards the tip, this
sickle was designed as a functional agricultural implement with a sharp cutting edge (Toker, 2002,
p. 565). Sickle finds from Alacahdyiik dated to the Neo-Hittite period (inventory numbers Alp 58,
Alm. 2, and ALh. 233), together with examples from Boyali Hoylik, Kaman Kalehoyiik, and
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Ortakdy, demonstrate typological continuity in Hittite agricultural tools (Kosay, 1941; Kosay &
Akok, 1973; Sipahi, 2004; p. 13). Particularly striking is a bronze sickle bearing the inscription
“Great King”, recovered from a religious building at Sapinuva, which vividly illustrates the close
connection between agricultural production, royal ideology, and the sacred order in Hittite society
(Siiel & Stiel, 2006; p. 2011).

Figurines

The object registered under inventory number Al. M. 83, recovered from the Middle Hittite
level at Alacahoytik and dated to the Old Hittite period, represents a figurine depicted in a kneeling
posture with hands raised in an attitude of prayer. Carved from bone, the surface of the figurine is
clad with a layer of precious wood, a deliberate choice of material that clearly points to the ritual
context and symbolic value of the object. The six-petalled flower motif represented on the figurine
constitutes one of the vegetal symbols frequently encountered in Hittite iconography and is
commonly associated with concepts of fertility, renewal, and sanctity (Kosay & Akok, 1966, p. 26).

Such kneeling prayer figurines are generally interpreted as material representations of
individual or collective acts of worship within Hittite religious practice. The vegetal ornamentation
adorning these figures further indicates that the relationship established with the divine was
conceptually intertwined with notions of nature, fertility, and regeneration. In this sense, vegetal
motifs function not merely as decorative elements, but as symbolic devices reinforcing the sacred
character of ritual communication.

The Al. M. 83 figurine is particularly significant in that both its material composition and its
decorative programme reflect a high degree of symbolic articulation. The combination of organic
materials with a clearly defined vegetal motif underscores the importance attributed to ritual objects
in the Old Hittite period and demonstrates the capacity of small-scale artefacts to convey complex
religious meanings. As such, this figurine constitutes an important example illustrating how vegetal
symbolism permeated not only monumental art and ceremonial vessels, but also personal and
devotional objects within Hittite cult practice.

Conclusion

This study has examined the multilayered relationships between vegetal symbolism,
agricultural production, ritual practices, and iconographic expression in the Hittite world through a
holistic approach grounded in written sources, archaeological evidence, and visual representations.
Rhyta, seals, ceramics, metal vessels, small finds, and agricultural implements recovered from
various centres across Anatolia clearly demonstrate that plants in Hittite society functioned not
merely as economic resources, but also as elements imbued with sacred, symbolic, and ideological
significance.

The analysis of rhyta and drinking vessels reveals that grape and wine symbolism occupied
a central position within the Hittite ritual sphere. Grape-cluster-shaped rhyta recovered from sites
such as Alacahoyiik, Kiiltepe, Konya Karahdyiik, and Alisar Hoylik indicate that wine was perceived
not simply as a consumable beverage, but as a sacred substance offered to the gods. In particular, the
palm tree motif, libation scenes, and nature-related divine figures such as "PLAMMA depicted on the
silver stag rhyton demonstrate that the plant—animal—deity triad was deliberately constructed within
Hittite iconography. In this context, thyta should be regarded as material carriers of Hittite religious
practice, combining ritual function with complex iconographic programmes.

The metal bowl recovered from Kinik Hoytk, with its concentric friezes, hunting scenes,
and representations of the tree of life, illustrates that concepts of nature, fertility, and cosmic order
were treated as an integrated whole in Hittite art. The fact that these hunting scenes reflect not merely
everyday activities but sacred hunts and festival rituals—and that they display close parallels with
the orthostats of Alacahdyiik and the Inandiktepe vase—points to the existence of a shared religious
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narrative tradition. This suggests that Hittite art was produced through common iconographic
schemes and artistic traditions circulating between regional centres.

The orthostats of the Sphinx Gate at Alacahdyiik and scenes associated with the
AN.TAH.SUMSAR festival further clarify the place of vegetal symbolism within the Hittite religious
calendar. When considered together with the deer cult, the AN.TAH.SUMSAR plant, and springtime
rituals, these representations demonstrate that the regeneration of nature, the continuity of fertility,
and the maintenance of divine order were reinforced through visual narratives. Rituals performed at
sacred locations such as the city of Arinna and Mount PiSkurunuwa show that plant and animal
symbols acquired meaning not only iconographically, but also through spatial and ceremonial
contexts.

The procession of deities at the Yazilikaya Open-Air Sanctuary, particularly the figure of
deity no. 40 holding a plant, reveals that vegetal symbolism was directly associated with divine
identities. Interpreted as either “Halki or Kumarbi, this figure underscores the importance of deities
linked to agriculture, fertility, and cosmic order within the Hittite pantheon. Here, the plant emerges
as a symbol representing not only the human—nature relationship, but also the sacred triad connecting
gods, humans, and the natural world.

Seals and seal impressions constitute one of the most widespread and versatile categories
through which vegetal iconography was employed in the Hittite world. The three-branched tree,
three-petalled flowers, and plant-holding deity on the Giindogmus Seal; the plant-consuming griffin
on the Masat Hoyiik stone seal; and the stamp seal impressions from Alacahdyiik, Karaoglan Hoyiik,
and Konya Karahdyiik collectively demonstrate that vegetal forms were frequently combined with
animal figures and cosmic symbols. Beyond their administrative and economic functions, these seals
produced visual messages symbolising sacred order, fertility, and prosperity.

The evaluation of agricultural implements and written sources indicates that Hittite
agricultural production was systematic, legally regulated, and closely intertwined with ritual practice.
Detailed provisions in the Hittite laws concerning ploughs, oxen, land use, and labour; textual
references to sickle, harrow, and harvest festivals; and sickle finds from Bogazkale, Alacahoyiik,
Ortakdy, Kaman Kalehdyiik, and Boyali Hoyiik collectively demonstrate that agriculture formed
both an economic foundation and an ideological pillar of Hittite society. The bronze sickle bearing
the inscription “Great King” is particularly striking in illustrating the direct association between
agricultural production and royal ideology.

Small finds provide crucial evidence completing this holistic picture. The kneeling bone
figurine from Alacahdyiik bearing a six-petalled flower motif demonstrates that vegetal symbolism
was also employed within the context of individual devotion and personal religiosity. Such objects
reveal that Hittite religious practice was not confined to monumental architecture and large-scale
ceremonies, but was also deeply embedded in everyday life and private ritual activity.

In conclusion, this study demonstrates that plants in the Hittite world fulfilled a multifaceted
role as economic products, ritual elements, iconographic symbols, and ideological instruments. The
integrated evaluation of evidence from agriculture, ritual, art, and law shows that the Hittite
relationship with nature was shaped not solely by concerns of production, but by a sacred and cosmic
order. Within this framework, vegetal symbolism emerges as one of the most powerful means—both
materially and conceptually—through which this order was articulated, positioning it as a
fundamental structural component of Hittite culture.
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kiiltiirel 6geler olarak da 6nemli bir rol oynamistir. Anadolu’da Hitit Donemi’ne gelindiginde,
bitkisel liretimin denetim altina alinmasi tarimsal teknolojilerin gelismesine zemin hazirlamig ve
toplumsal orgiitlenme, hukuki yapilar ile dini uygulamalarla yakindan iliskili ¢ok katmanli bir
sistemin ortaya ¢ikmasini saglamistir (Ceylan, 1988, s. 6; Aslantiirk, 2014, s. 38; Deniz, 2015, ss.
242-243). Bu gergevede bitkiler, Hitit diinyasinda hem giindelik yasamin vazgecilmez unsurlart hem
de insanlar ile tanrilar arasinda kurulan iliskinin simgesel aracilar1 olarak karsimiza ¢ikmaktadir.

Dogrudan arkeolojik verilerin gorece smirli olmasima ragmen, Hitit tarim sistemi zengin
yazili kaynaklar sayesinde onemli dlciide yeniden kurgulanabilmektedir. Hitit kanunlari, kraliyet
fermanlar1 ve ritiiel metinleri; saban, orak ve tirmik gibi tarimsal aletlerin kullanimini, ekilebilir
arazilerin yoOnetimini ve {riinlerin hasadi ile depolanmasina iliskin stirecleri acik bigimde
belgelemektedir (Imparati, 1992, ss. 155-157; Tas, 2008, s. 77; Unal, 2016, ss. 720, 797). Telipinu
Fermani’nda ciftcilere saban saglanmasina yapilan vurgu, tarimsal iiretimin devlet ideolojisi ve
toplumsal diizenle dogrudan iliskilendirildigini agikca gostermektedir (Karauguz, 2006, s. 18). Ayni
zamanda bu kaynaklar, tarimin yalnizca ekonomik bir faaliyet olarak goriilmedigini; aksine ekim ve
hasadin, bayramlar ve kutsal torenler etrafinda sekillenen ritiiel bir ¢ergeve igine yerlestirildigini
ortaya koymaktadir.

Bu ritiiel boyut, 6zellikle ikonografik tasvirler araciligryla Hitit maddi kiiltiiriinde somut
bigimde yansitilmistir. Anadolu’nun ¢esitli merkezlerinden ele gecen ritonlar, seramik kaplar,
miihiirler, metal eserler ve kii¢iik buluntular, bitkisel motiflerin bilin¢li ve sistematik bir sekilde
kullanildigimi gostermektedir (Ay, 2005, s. 17; Deniz, 2015, s. 242). Uziim salkim1 bigimli ritonlar
ile sarap sunularini betimleyen sahneler, iziim ve sarabin yalnizca tiiketilen iiriinler olarak degil,
tanrilara sunulan kutsal adaklar olarak algilandigini gdstermektedir (Orhan vd., 2011, s. 71; Oz, 2011,
ss. 286-291). Bu bakimdan ritonlar, hem islevsel kaplar hem de dini uygulamalarin simgesel
tastyicilari olarak degerlendirilmelidir.

Anitsal sanat eserleri, bitkisel sembolizmin Hitit dini ideolojisindeki merkezi roliinii daha
acik bicimde ortaya koymaktadir. Alacahdyiik Sfenksli Kapi ortostatlarinda kral ve kraligenin Firtina
Tanrisi’na sunu yaptiklari sahneler, AN.TAH.SUMSAR bayrami baglaminda yorumlanmaktadir. Bu
sahneler, bitki, hayvan ve bereket sembolizmini biitiinciil bir ritiiel anlatis1 igerisinde bir araya
getirmektedir (Emre, 2002, s. 488; Erkut, 1998, ss. 192—-194; Ertug, 2000, s. 132; Reyhan, 2016, s.
96). Geyik kiiltii ve AN.TAH.SUMSAR bitkisiyle yakindan iliskili olan bu bayram, doganin yeniden
canlaniginin ve tarimsal dongiiniin kutsal bir yeniden icrasini yansitmaktadir.

Inandiktepe’de ele gecen dini bir kutlamay1 betimleyen vazo iizerindeki benzer ritiiel
anlatilar, bu ikonografik diizenlemelerin yalnizca anitsal mimariye 6zgii olmadigmi, ayni1 zamanda
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ortak bir dini gelenek cercevesinde farkli merkezlerde de benimsendigini gostermektedir (Cetin,
2006, s. 194; Reyhan, 2016c, ss. 97-98). Benzer sekilde, Kintk Hoyiik’ten ele gecen metal kase
iizerindeki hayat agaci, av sahneleri ve bitkisel motifler de bu kapsaml ritiiel ikonografinin
taginabilir yansimalari olarak degerlendirilebilir (Emre ve Cinaroglu, 1993, s. 700; Umurtak, 2006,
s. 227).

Tanrilar panteonu diizeyinde ise bitkisel sembolizmin temsili en agik bicimde Yazilikaya
Acik Hava Tapinagi’nda goriilmektedir. A Odasi’nda elinde bir bitki tutarken tasvir edilen ve 40
numarali figlir olarak tanimlanan tanri, tarim ve bereketle iligkili ilahi gliclerin gorsel bir ifadesi
olarak yorumlanmaktadir. Bu figiiriin dHalki veya Kumarbi olarak tanimlanmasi, bitkiyle iligkili
sembolizmin Hitit panteonu icerisinde karmasik ve ¢ok katmanli bir konuma sahip oldugunu da
gostermektedir (Hoffner, 1974, s. 83; Seeher, 2011, s. 64).

Miihiirler ve miihiir baskilar1 da bitkisel ikonografinin Hitit diinyasinda yaygin ve ¢ok islevli
kullanimini ortaya koymaktadir. Giindogmus miihrli, Magat Hoylik tas miihrii ile Alacahoyiik ve
Karaoglan Hoyiik damga miihiir baskilari, bitkisel motiflerin hayvan figiirleri ve kozmik sembollerle
bir araya getirildigi gelismis bir ikonografik gelenege isaret etmektedir (Oztan, 1997; Ozgiic, 1978;
Kosay ve Akok, 1966; Alp, 1993; Aydin-Katircioglu 2025; Efe 2025; Mamur Yilmaz 2019;
Yilmaz atila 2021). Bu miihiirler, idari islevlerinin 6tesinde, kutsal diizeni, bereketi ve refahi
simgeleyen gorsel araclar olarak degerlendirilmelidir.

Bu ¢alisma, arkeolojik, ikonografik ve filolojik verileri bir araya getirerek, bitkilerin Hitit
diinyasindaki ¢ok yonlii roliinii tarimsal tiretimden ritiiel uygulamalara, tanrisal temsilden giindelik
yasama kadar uzanan genis bir g¢ercevede ortaya koymayi amaglamaktadir. Bu dogrultuda, Hitit
kiiltiiriindeki bitkisel sembolizmin yalnizca ekonomik bir gergeklik olarak degil, insan, doga ve
tanrisal diinya arasindaki iligkinin biitiinciil bir kiiltiirel ¢er¢eve igerisinde ifade edildigi kutsal ve
ideolojik bir dil olarak yapilandigimi gostermeyi hedeflemektedir.

Ritonlar

Ritonlar (Ryton / Rhyton), baslica boynuz, hayvan basi veya hayvan gévdesi bigiminde
tasarlanan; kil, metal ya da ¢esitli diger malzemelerden tiretilen ve sivilarin sunulmasi ile dokiilmesi
amaciyla kullanilan 6zel kaplar olarak tanimlanmaktadir. Bu tiir kaplar, giindelik igme pratiklerinde
kullanilmalarinin yani sira, 6zellikle dini térenlerde tanrilara sivi sunulari (libasyon) gergeklestirmek
amacityla da kullanilmistir. Bigimsel ¢esitlilikleri ve zengin ikonografileri nedeniyle ritonlar, yalnizca
islevsel nesneler olarak degil, ayn1 zamanda ritiiel uygulamalarin ve inang¢ sistemlerinin maddi
yansimalari olarak degerlendirilmelidir (Saltuk, 1993, s. 154; Ay, 2005, s. 17; Deniz, 2015, s. 242).

Anadolu arkeolojisi baglaminda riton kullaniminin izleri Erken Tun¢ Cagi’na kadar
uzanmaktadir. Alacahdyiik’te MO 3000 yilina tarihlenen altin sarap testileri ve kadehler, sarap
sunularinin erken donemlerden itibaren onemli bir ritiiel unsur olusturdugunu gostermektedir.
Benzer sekilde, Kiiltepe’de ele gegirilen ve yaklasik MO 1750 yilina tarihlenen kog bast bicimli icki
kaplar1, hayvan sembolizmi ile libasyon uygulamalarinin bilingli bir ikonografik program igerisinde
biitiinlestirildigini ortaya koymaktadir (Orhan vd., 2011, s. 71; Oz, 2011, s. 286). Bu ¢ergevede,
Kiiltepe’den MO 1960-1830 yillarina tarihlenen {iziim salkimi bicimli ritonlar ile Konya
Karahoyiik’ten ele gecen ornekler, sarapla iliskili sembollerin ritiiel kaplarin bi¢gimsel tasarimina
dogrudan yansitildigin acikca gdstermektedir (Oz, 2011, s. 291; Orhan vd., 2011, s. 71).

Uziim ve sarap temal ritonlarin Anadolu’daki yayilimi, Alisar Hoyiik buluntulariyla da
desteklenmektedir. 1932—1935 yillar1 arasinda gergeklestirilen kazilarda ele gegirilen ve MO 1800—
1600 yillarma tarihlenen {liziim salkimi bigimli bir riton, bu sembolizmin Orta Anadolu’daki
stirekliligini gostermektedir (Orman, 1955, s. 8). Bu tiir kaplarin {iziim taneleriyle yogun bigimde
bezenmis olmasi, bereket, bolluk ve kutsallik kavramlariyla dogrudan iliskilendirildiklerini
diisiindiirmektedir.
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Ozellikle dikkat cekici bir diger rnek ise, giiniimiizde New York Metropolitan Sanat Miizesi
Schimmel Koleksiyonu’nda bulunan, MO XIV. yiizyila tarihlenen ve genel olarak Anadolu kokenli
kabul edilen glimiis geyik ritonudur (Sekil 1). Satin alma yoluyla miizeye kazandirilan bu eser, hem
malzemesi hem de ikonografisi bakimindan yiiksek statiilii bir ritiiel nesnesini temsil etmektedir
(Darga, 1992, s. 39; Collon, 1995, s. 107; Akurgal, 2003, s. 136). Kabi ¢evreleyen yaklasik 4,5 cm
genisligindeki frizde yer alan sahne, bir hurma agaciyla baglamakta; ardindan bir tabure iizerinde
oturan bir tanr1 ile onun 6niinde geyik {izerinde duran baska bir tanrinin sunu gerceklestirdigi tasvir
edilmektedir. Bu kompozisyon, doga, bereket ve tanrisal koruma kavramlarin tek bir ikonografik
gerceve igerisinde bir araya getirmektedir (Darga, 2013, s. 39; Umurtak, 2006, s. 227).

Geyik iizerinde duran tanri, kirsal alanlarin ve yabani hayvanlarin koruyucu tanrisi olarak
bilinen DLAMMA ile 6zdeslestirilmektedir (Cizim 1). Ritonun bicimsel 6zellikleri ve iizerinde yer
alan sahneler, bu tiir kaplarin genellikle bi¢imini tagidiklar1 tanriya adandigini ve dogrudan o tanrmin
kiilt uygulamalariyla iliskili oldugunu gostermektedir. Ayrica riton tizerindeki hurma agaci motifi,
Istanbul Arkeoloji Miizeleri'nde bulunan kiip pargalar1 {izerindeki miihiir baskilariyla yakin
ikonografik benzerlikler sergilemektedir. Geyik {izerinde duran tann tasviri ise Yeni Koy’de ele
gecirilen bir levha iizerinde de goriilmekte olup, bu sahnenin Hitit ikonografisinde tekrar eden bir
tema oldugunu gostermektedir (Alp, 2002, s. 12).

Konya Karahdyiik kazilarinda Erken Hitit Dénemi’ne (yaklasik MO 1750) ait I. tabakada ele
gegirilen {izlim ¢ekirdekleri, riton ikonografisinin yalnizca simgesel bir nitelik tagimadigini, aym
zamanda tarimsal ve ekonomik gerceklikle de yakindan baglantili oldugunu gostermektedir. Ayni
kazilarda, pembemsi gri hamurlu, el yapimi ve {iziim salkim1 bigiminde tasarlanmis biiyiik bir riton
da ortaya ¢ikarilmistir. Ortada yer alan biiyiik bir salkimin her iki yaninda beser kii¢iik salkimdan
olusan bu kap, duvara asilan bir kandil olarak kullanilmig goriinmektedir. Bu bulgular, ritonlarin
ritiiel baglamlarda yalnizca sembolik degil, ayni1 zamanda mekansal agidan da biitiinlesmis ¢ok islevli
nesneler oldugunu gostermektedir (Alp, 1999, s. 68; Alp, 2011, s. 68).

Alisar Hoyiik’te 1929 yili kazilarinda ele gegirilen iki pismis toprak {iziim salkimi bigimli
riton da sunu uygulamalarinda kullanilan kaplar olarak yorumlanmaktadir. Dip kismindan agiz
kenarina kadar iizim taneleriyle kapli olan bu 6rnekler, bigimsel bezeme ile ritiiel islev arasindaki
giiclii iligkiyi ortaya koymaktadir (von der Osten, 1937, s. 138). Bu gelenegin Eski Hitit Donemi’nde
de siirdiigii, 2006 yilinda Kiiltepe Kanis-Karum’da iiziim taneleriyle bezeli sekiz kabin ele
gecirilmesiyle dogrulanmaktadir. Bu kaplar ile Alisar 6rnekleri arasindaki yakin bigimsel ve iislupsal
benzerlikler, ritiiel kaplara iliskin bolgesel bir gelenegin varligina isaret etmektedir (Oz, 2014, s. 33).

Son olarak, Hitit torenlerine iliskin festival listelerinde EZEN4 BIBRU, yani “riton festivali”
olarak adlandirilan bir kutlamanin yer almasi, kutsal iceceklerin sunulmasina dayanan libasyon
ritliellerinin Hitit dini uygulamalarindaki merkezi 6nemini ortaya koymaktadir. Tiim bu veriler
birlikte degerlendirildiginde, ritonlarin yalmizca arkeolojik eserler degil, ayn1 zamanda Hitit
diinyasinda inang sistemleri, tarimsal iiretim ve ritiiel uygulamalar arasindaki ¢ok katmanl iliskinin
somut gostergeleri oldugu anlagilmaktadir (Reyhan, 2016, s. 95).

Seramikler

Kastamonu ili Devrekani ilgesine bagl Kinik Kdyii’nde yer alan Kinik Hoyiik, baraj insaati
calismalar1 sirasinda tesadiifen ortaya g¢ikarilmis ve 1994-2006 yillar1 arasinda gergeklestirilen
sistematik kazilarla arastirilmistir. Ug ana kiiltiir tabakasindan olusan stratigrafisiyle yerlesme, Orta
Anadolu’daki Hitit Donemi maddi kiiltliriine iligkin 6nemli veriler sunmaktadir (Sekil 2). Bu
yerlesmeden ele gecirilen buluntular arasinda, Hitit Dénemi’ne tarihlenen metal bir kdsenin bezeme
programi, bu calismanin konusu agisindan ozellikle 6nemli ikonografik unsurlar icermektedir
(Cmaroglu ve Celik, 2006, s. 7; Cmaroglu ve Celik, 2008, s. 513; Oral, 2026, ss. 3150-3151).
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S6z konusu metal kése, agiz kenarinin hemen altindan dip kismina kadar uzanan ve repoussé
teknigiyle islenmis li¢ esmerkezli frizle bezenmistir. Kompozisyonun merkezinde, dip omphalosu
iizerine yerlestirilmis bir rozet motifi dikkat ¢ekmektedir. Bu rozetin cevresinde ise griffon
figiirleriyle ¢evrelenmis ii¢ stilize hayat agaci tasviri yer almaktadir (Cizim 2). Bu ikonografik
diizenleme, kutsallik, kozmik diizen ve koruyucu gii¢ kavramlarinin birlikte ifade edildigi simgesel
bir anlat1 sunmaktadir. Orta frizde iki avcinin yaban domuzu ve geyik avladigi sahneler ile bir aslan
ve boga arasindaki miicadele betimlenmistir. En iist frizde ise evcillestirilmis bir geyigin yardimiyla
gerceklestirilen bir av sahnesi yer almaktadir. Bu sahneler, Hitit sanatindaki anlati geleneginin
karakteristik drnekleri olup doga, giic ve insan arasindaki karmasik iligkileri yansitmaktadir (Emre
ve Ciaroglu, 1993, s. 700; Emre, 2002, s. 492; Umurtak, 2006, s. 227; Collins, 2015, s. 96).

Kinik kabi tizerindeki kutsal hayat agaci tasviri, bu ¢alisma agisindan 6zellikle dikkat
cekicidir. Benzer 6rnekler, Acemhoytik’te Asur Ticaret Kolonileri Cagi’na tarihlenen miihiirlerde de
goriilmekte olup, cigek ve bitkisel motifler benzer ikonografik baglamlarda karsimiza ¢ikmaktadir.
Bu benzerlik, bitkisel sembolizmin yalnizca dekoratif bir unsur olarak degil, dinl ve ideolojik
anlamlarla yikli gorsel bir dil olarak islev gordiigiinii géstermektedir (Emre ve Cinaroglu, 1993, s.
700).

Bunun yam sira, Kinik kabi iizerindeki av sahneleri ve hayvan islubu, Alacahdyiik av
kabartmalariyla dikkat cekici benzerlikler gostermektedir. Bu durum, Hitit sanatindaki belirli
ikonografik diizenlemelerin ve anlatim geleneklerinin ortak atélyeler ya da ortak bir sanatsal gelenek
cercevesinde iiretildigini diisiindiirmektedir. Ayrica bu av sahnelerinin, Hitit téren takviminde
onemli bir yere sahip oldugu bilinen KI.LLAM Bayrami sirasinda gerceklestirilen kutsal av
ritiielleriyle iligkilendirilmesi de miimkiindiir (Aslantiirk, 2024, ss. 379-380) (Cizim 2). Bu
bakimdan Kinik kabi, yalmzca estetik acidan nitelikli bir eser olarak degil, ayn1 zamanda Hitit dini
torenlerinin ve ritiiel uygulamalarinin gorsel bir yansimasi olarak degerlendirilmelidir.

Istanbul Arkeoloji Miizeleri’nde 13078 envanter numarasiyla kayitli bulunan ve satin alma
yoluyla miizeye kazandirilan orta boy bir depolama kiipiine ait parcalar, yiizeylerinde yer alan silindir
miihiir baskilar1 nedeniyle Hitit seramigi ve ikonografisinin incelenmesi agisindan 6zel bir 6nem
tasimaktadir (Sekil 3). Miize koleksiyonuna dort parga hilinde kazandirilan bu kap, hem teknik
ozellikleri hem de bezeme programiyla dikkat ¢ekmektedir (Uzunoglu, 2011, ss. 179-180). Yaklasik
67 cm agiz ¢apina sahip olan kiip, iri kum ve saman katkili tugla kirmizis1 hamurdan yapilmis olup
ylizeyi bej astarla kaplanmistir (Cizim 3). Kalin ve disa egik agiz kenari, kisa gévdesi, yuvarlak
omuzlar1 ve dort kulbuyla karakterize edilen bu biiyiik depolama kabinin {ist boliimiinde yaklagik 3
cm yiiksekliginde ve 6,5 cm genisliginde bir silindir miihiir baskis1 yer almaktadir (Uzunoglu, 2011,
s. 180).

Miihiir baskisi, ortada bitkisel motiflerle c¢evrelenmis bir hurma agaci kompozisyonu
tarafindan iki sahneye ayrilmaktadir. Sol sahnede ayakta duran kral, Firtina Tanrisi’nin Oniinde
emzikli bir kaptan yere siv1 dokerek libasyon gerceklestirmektedir. Sag sahnede ise daha kiigiik
boyutlu bir figiir, ayakta duran bir tanrinin 6niinde diz ¢okmiis ibadet eder bicimde tasvir edilmigtir
(Cizim 3). Firtina Tanrisi’nin arkasinda, yukari dogru kiigiilen bes dairesel diskten olusan stilize bir
hurma agaci ile buna eslik eden ve yine yukart dogru kii¢iilen dort karsilikli yaprak yer almaktadir.
Bu sematik diizenleme, hurma agacinin kutsallilk ve bereketle olan simgesel iliskisini
vurgulamaktadir. Bu hurma agaci tasvirinin en yakin benzeri, New York Schimmel Koleksiyonu’nda
bulunan ve MO XV.—XIV. yiizyillara tarihlenen giimiis bir riton iizerinde goriilmektedir (Uzunoglu,
2011, ss. 184-185).

Depolama kiipii lizerindeki silindir miihiir baskisinin sag ve sol uglarinda yer alan ¢igekli
dallar, bitkisel bezeme repertuarini tamamlamaktadir. Bu motifler, {i¢ kisa yan dal tasiyan kiigiik
konik bir govdeden olugmakta; her bir yan dal ii¢ tag yaprakli ¢igeklerle sonlanirken, en {istte yine
ii¢ ta¢ yaprakli bir ¢igek motifi yer almaktadir. Benzer bitkisel motifler Alacahdyiik Sfenksli Kapi

Turkish Studies, 21(4)



Vegetal Motifs in Hittite Figurative Art: An Iconographic Evaluation 8407

girisindeki ortostat kabartmalarinda ve Schimmel Koleksiyonu’ndaki glimiis riton {izerinde de
goriilmektedir. Bu eserler arasindaki tislupsal ve ikonografik benzerlikler, s6z konusu bezeme
geleneginin yaklasik MO XV.—XIV. yiizyillara tarihlendirilebilecegini gdstermektedir (Uzunoglu,
2011, ss. 191-192).

Depolama kaplarinin Hitit dini ve ekonomik yasamindaki rolii, Inandiktepe Eski Hitit
tapinak kompleksinden ele gegirilen buluntularla da desteklenmektedir. Tapinagin 2 ve 3 numarali
odalarinda, kulpsuz ve herhangi bir yazit ya da isaret tasimayan farkli boyutlarda biiyiik kiipler ortaya
cikartlmistir. Benzer oOrnekler Bogazkale Biiyilk Tapinak I’de, Alacahdyiik’te, Eskiyapar’da,
Masathoyiik’te ve Alisar’m 10 T tabakasinda da tespit edilmistir. Bu bulgular, biiyiik depolama
kiiplerinin hem tapinak ekonomisinde hem de ritiiel baglamlarda erzak depolamak amaciyla yaygin
bigimde kullanildigim gostermektedir (Ozgiig, 1988, ss. 14-15).

Seramikler iizerindeki bitkisel sembolizmin bir diger dnemli 6rnegi, Alacahdyiik’ten ele
gecirilen ve M.39 envanter numarasiyla kayitl bir kiip ya da ¢anak pargasi iizerinde goriilmektedir.
Bu parga, bir panter iizerinde ayakta duran ve elinde bir dal ya da bitkisel unsur tutan bir krali veya
tanriyr betimlemektedir. Figiiriin boyun iizerindeki iist kismi eksik olmakla birlikte, 16,4 cm
genisliginde ve 19 cm yiiksekligindeki kabartma baskili seramik pargasi, kirmizi hamurlu ve perdahli
ylizeye sahiptir (Kosay ve Akok, 1966, s. 48). Bu tasvir, Hitit ikonografisinde hayvan sembolizmi
ile bitkisel unsurlarin giic, bereket ve kutsallik kavramlarini ortak bir gorsel dil i¢erisinde ifade etmek
amaciyla bir araya getirildigi karakteristik 6rneklerden biri olarak degerlendirilebilir.

Ortostatlar

Alacahdyiik Sfenksli Kapi’nin her iki yaninda yer alan ortostatlar iizerine islenmis kabartma
sahneler, Hitit dini takviminde 6nemli bir yere sahip olan AN.TAH.SUMSAR Bayrami ile
iligkilendirilmektedir. Bu sahnelerde, kral ve kraligenin ylikseltilmis bir platform tizerinde duran
Firtina Tanrisi’nin bogasina sunular sundugu bir ritiiel tasvir edilmektedir. Kompozisyon, térensel
bir alay ve kutsal sunu uygulamasiyla agik bi¢imde baglantili olup, bayram ritiiellerinin kamusal ve
simgesel yoniinil vurgulayan erken gorsel 6rneklerden birini olusturmaktadir. Bu nedenle s6z konusu
ortostatlar, literatiirde kiilt kutlamalar1 ve kralin dinl torenlere katilimi baglaminda
degerlendirilmektedir (Emre, 2002, s. 488; Erkut, 1998, s. 192; Ertug, 2000, s. 132; Okse, 2015, s.
82; Reyhan, 2016, s. 96).

AN.TAH.SUMSAR Bayram gergevesinde geyik, belirgin bigimde kutsal ve kiiltle iliskili
bir hayvan olarak karsimiza ¢ikmaktadir. Bayramin 32. ve 34. giinlerinde Piskurunuwa Dagi’nda bir
geyik i¢in libasyon sunulmasi, bu hayvana atfedilen ritiiel 6nemi agikca ortaya koymaktadir. Ayrica
kutlamalarda kullanilmak {izere Arinna kentinde geyiklerin 06zel olarak yetistirildigi de
bilinmektedir. Arinna, Hitit kutsal cografyasinda merkezi bir konuma sahip olup bayram ritiiellerinin
yiiriitiilmesinde belirleyici bir rol iistlenmistir. Yazil kaynaklar, AN.TAH.SUMSAR Bayrami’nin 8.
ve 9. giinlerinde Hitit kralmin torenlere katilarak geceyi Arinna’da gegirdigini, buna karsilik
kralicenin kutlamalara Bogazkale’deki sarayda devam ettigini gostermektedir (Erkut, 1998, s. 193).

Arinna kentinde bulunan ortostat kabartmalarinin hem AN.TAH.SUMSAR Bayrami1 hem de
bayrama adin1 veren AN.TAH.SUMSAR bitkisiyle dogrudan iliskili oldugu diisiiniilmektedir (Cizim
4). Bu nedenle kabartmalarda betimlenen geyik sahneleri, bayram kiltii baglaminda
degerlendirilmektedir. Ozellikle bir geyigin otladigi, digerinin ise yemeye yoneldigi bitkinin
AN.TAH.SUMSAR bitkisi oldugu ileri siiriilmektedir. Bu yorum, séz konusu bitkinin bereket,
yenilenme ve ilkbahar ritiielleriyle iliskisini vurgulayan 6nemli ikonografik kanitlar sunmaktadir
(Ertug, 2000, 132; Erkut, 1998, 194). Benzer sekilde, M. N. van Loon ve S. Erkut, Alacahdyiik
ortostatlarinin sag tarafinda oturan tanriganin elinde tuttugu, giiniimiizde biiyiik 6l¢lide aginmis ve
korunamamis nesnenin de AN.TAH.SUMSAR bitkisi olarak tanimlanmasi gerektigini ileri
stirmiislerdir (Erkut, 1998, ss. 194 vd.).
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Alacahdyiik ortostatlarinda tasvir edilen sahnelerin neredeyse birebir benzerleri, dini bir
kutlamay1 betimleyen iinlii Inandiktepe vazosu iizerinde de goriilmektedir. Her iki drnekte de calg
calan miizisyenler, akrobatik gosteriler ve tanrilara sivi sunulariin sunulmasi gibi ortak figiiratif
unsurlarin bulunmasi, bu sahnelerin ayni ritiiel gelenege ait oldugunu giiclii bigimde gostermektedir.
Bu ikonografik benzerlikler, tasvirlerin bolluk ve bereketin baglangicini  simgeleyen
AN.TAH.SUMSAR/ilkbahar bayrami kutlamalarin1 yansittign yoniindeki yorumu kuvvetle
desteklemektedir (Reyhan, 2016, ss. 97-98).

Kaya Kabartmalan

Hitit panteonuna iliskin en kapsamli ve sistematik bilgiler, Hitit baskenti Hattusa
yakinlarinda bulunan Yazilikaya Ag¢ik Hava Tapmagi’ndaki tanrilar alayi tasvirlerinden elde
edilmektedir. Bu kutsal kompleks, Hitit devlet dininin en 6nemli kiilt merkezlerinden birini temsil
etmekte; tanrilarin hiyerarsik diizenini, ikonografik 6zelliklerini ve simgesel niteliklerini biitiinciil
bir program gergevesinde gorsel olarak ortaya koymaktadir. Yazilikaya A Odasi’nin ana sahnesinde
yer alan ve 40 numarali figiir olarak tanimlanan tanri, gerek konumu gerekse tasidig1 semboller
bakimindan 6zel bir 6neme sahiptir.

Bu tanri, yiiksek ve sivri baghigi, kisa etegi, onii agik pelerini ve kaba sakaliyla Hitit tanri
tasvirlerinin geleneksel ikonografisine uygun bicimde betimlenmistir. Kemerinin arkasina ilistirilmis
hanger, figiiriin savasci ya da koruyucu bir nitelige sahip oldugunu diistindiirmektedir. Yaklagik 1,37
m figiir yiiksekligine ve 2,18 m kaide yiiksekligine sahip olan tanri, sol elinde agik bigimde bir bitki
tutarken tasvir edilmistir. Bu ayrinti, figiiriin yalnizca antropomorfik o6zellikleriyle degil, ayni
zamanda tasidigi simgesel nesneyle de tanimlandigini ve bu nesnenin figiiriin kimliginin
belirlenmesine ve anlamlandirilmasina dogrudan katki sagladigini géstermektedir (Seeher, 2002, s.
444; Secher, 2011, s. 64).

Bu tanrmin kimligi konusunda arastirmacilar arasinda farkli goriigsler bulunmaktadir. E.
Laroche, figilirii tahil ve bereketle iligkili bir tanri olan dHalki olarak tanimlarken, J. Seeher
ikonografik ve mekansal degerlendirmeleri dikkate alarak figiiriin Kumarbi’yi temsil edebilecegini
ileri siirmiistiir. Bu farkli yorumlar, Hitit tanr1 ikonografisinin ¢ok anlamli ve birden fazla yoruma
acik oldugunu gdstermesi bakimindan 6nem tagimaktadir (Hoftner, 1974, s. 83; Seeher, 2011, s. 64).
Bu baglamda Yazilikaya A Odasi’ndaki 40 numarali figiir, Hitit inang sisteminde bitkisel
sembolizmin, bereketin ve kozmik diizenin tanrisal diizeyde nasil temsil edildigini anlamaya yonelik
temel Orneklerden birini olusturmaktadir. Figiirin tanrilar alay1 igerisindeki konumu ve elinde
tuttugu bitki, Hitit panteonunda doga ile tanrisal gii¢ arasindaki iliskinin gorsel bir ifadesi olarak
yorumlanabilir.

Miihiirler ve Miihiir Baskilar1

Gilindogmus Miihrii, 1962 yilinda satin alma yoluyla Anadolu Medeniyetleri Miizesi
koleksiyonuna kazandirilmistir. Saticilarin verdigi bilgilere gore eser, Cankir ili Sabandzii ilgesine
bagli Giindogmus Koyii’'nde bulunmus olup 13849 envanter numarasiyla kayit altina alinmistr.
Cekic basli formdaki miihiir, tabaninda dort farkli sahne icermektedir. Eser, 3,6 cm yliksekliginde
olup bas kismi 1 cm uzunlugunda, tabam ise 2,3 x 2,1 cm dl¢iilerindedir (Oztan, 1997, s. 79).
Bigimsel 6zellikleri ve bezeme programi, miihriin yalnizca idari bir arag olarak degil, ayn1 zamanda
simgesel ve ideolojik bir ifade aract olarak da kullanildigini géstermektedir.

Miihriin “b” yliziinde, yukar1 dogru yikselen dikey bir gévdeden ii¢ dala ayrilan bir agag
motifi dikkat ¢ekmektedir. Saga ve sola uzanan iki ana dalin uglar1 {i¢ tag yaprakli ¢igeklerle
sonlanirken, dallarin altindaki bosluklar rozetler ve ilave ii¢ ta¢ yaprakli ¢icek motifleriyle
doldurulmustur. Bu diizenleme, bitkisel sembolizmin kompozisyonun merkezinde yer aldigimi ve
bereket ile bolluk temalarinin bilingli bigimde vurgulandigim gostermektedir (Oztan, 1997, s. 81).

[TP% ]

e” yiizlinde ise ayakta ve oturur durumda betimlenmis bir tanri, elinde {i¢ tag yaprakli bir bitki
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tutmaktadir. N. Ozgiic, bu figiirii daglar iizerinde duran ve elinde bitki tasiyan Firtina Tanrisi ile
iligkilendirmis; ayrica bu tasvir ile Yazilikaya’daki 40 numarali bitki tutan tanr1 arasinda ikonografik
benzerlik bulundugunu belirtmistir (Oztan, 1997, s. 84).

Gilintimiizde Bogazkale Asag1 Sehir ve Bitik kazilarindan ele gecen 6rnekler de dahil olmak
tizere testi bicimli tabana sahip toplam on bir ¢ekic baglt miihiir bilinmektedir. Bu paralellerin tislup
ozellikleri dikkate alindiginda, Giindogmus Miihrii Eski Hitit Donemi’ne tarihlendirilebilmektedir
(Oztan, 1997, s. 85). Bu tarihlendirme, bitkisel motiflerin Hitit ikonografisine erken donemde dahil
edildigini gdstermesi bakimindan 6nem tagimaktadir.

Bir diger dikkat ¢ekici 6rnek, Masat Hoyiik III. tabakadaki saray yapisinin 11 numaral
odasinda ele gegirilen disk bicimli tag miihiirdiir (Ozgiig, 1978, s. 7; Ozgiic, 1982, s. 46). Yiiksekligi
0,8 cm, ¢api ise 2,2 cm olan miihiir, i¢biikey disk bigiminde olup merkezinden delinmistir ve her iki
yiizli de bezemelidir. Bir yiiziinde bitkiler ve ¢esitli isaretlerle ¢evrili bir antilop, diger yiiziinde ise
yilan basl kuyruga sahip bir griffonun bir bitkiyi yedigi sahne tasvir edilmistir. Bu sahneler, dogal,
hayvansal ve bitkisel unsurlar1 mitolojik bir anlati icerisinde bir araya getirmektedir. Miihiir
giiniimiizde Anadolu Medeniyetleri Miizesi’'nde korunmaktadir (Ozgii¢, 1982, ss. 45-46; Ozgiig,
1978, s. 117).

Bitkisel motifler tagtyan damga miihiir baskilar1 Alacahdytiik’ten ele gegen seramik parcalari
iizerinde de goriilmektedir. Al. f. 190 ve AL f. 225 envanter numarali kulp parcalarinda basak motifini
temsil ettigi diisiiniilen baskilar bulunmaktadir (Kosay ve Akok, 1966, s. 46). Benzer sekilde, Al C.
308 envanter numarastyla kayith bir kulp parcasi iizerinde 2,1 cm uzunlugunda ve 0,95 cm
genigliginde damarlari belirgin yaprak bi¢ciminde iki damga baskis1 yer almaktadir (Kosay, 1951, s.
100). Bu ornekler, bitkisel sembolizmin giindelik kullanima ydnelik kaplar iizerinde dahi yaygin
bicimde uygulandigini géstermektedir.

Bir diger 6nemli buluntu, Karaoglan Hdoyiik’ten ele gecirilen ve Anadolu Medeniyetleri
Miizesi’'nde 7642 envanter numarastyla (K. O. 38-314) kay1th Hitit Donemi’ne ait miihiir baskili kap
pargasidir. Uzunlugu 4,4 cm, kalinlig1 ise 1,7 cm olan bu parganin iizerindeki damga miihiir baskisi
2,1 x 1,9 cm o6l¢iilerindedir. Miihiir yiiziinde hilal icerisinde bir giines kursu ile birlikte, bazilar1 tek
tarafl1, bazilari ise iki tarafli dallara sahip alt1 bitkisel motif tasvir edilmistir (Ozgiic, 1987, s. 22).

Son olarak, 1991 yilinda Konya Karahoylik’te gergeklestirilen kazilarda “Tapinak™ olarak
tanimlanan yapinin yanindaki ¢op c¢ukurlarindan ele gecirilen kap kabartmalari iizerinde iyi
korunmus damga miihiir baskilar1 bulunmustur. Bu baskilardan biri ii¢ yaprakli yonca bigimindedir
(Alp, 1992, s. 313; Alp, 1993, ss. 301-302). Bir diger baski ise 1 No’lu Cop Cukuru’ndan ele
gecirilmis olup bes yaprakli yonca bi¢ciminde bir tabana sahiptir. Yapraklardan biri kartal basiyla
sonlanirken, bir digeri ii¢ halkadan olusan bir bant motifiyle bezenmis, kotii korunmus diger iki
yaprakta ise hayvan figiirlerinin bulundugu disiiniilmektedir (Alp, 1993, s. 302). Bu buluntular,
bitkisel bigimlerin hayvan sembolizmiyle birlestirilerek Hitit gorsel kiiltiirii igerisinde ¢ok katmanl
anlamlar tagiyan karmasik bir ikonografik gelenegin olusturuldugunu gostermektedir.

Metal Eserler

Insanlik, bitkisel iiretimin denetim altina alinmasiyla birlikte tarimsal faaliyetleri
kolaylastirmaya yonelik cesitli arag ve gerecler gelistirmis; bunlar zamanla giindelik yasamin
vazgegilmez unsurlar haline gelmistir. Saban, orak, tirmik, tirpan ve yaba gibi tarim aletleri, yerlesik
yasama gegis ve sistemli tarimsal {iretimin baglamasiyla iligkili teknolojik yenilikler olarak ortaya
cikmistir (Ceylan, 1988, s. 6). Bu araglar yalnizca iiretim kapasitesini artirmakla kalmamis, ayni
zamanda is boliimiiniin, ¢aligma diizeninin ve genel ekonomik yapinin sekillenmesinde de belirleyici
bir rol oynamustir.

Hititler agisindan tarimsal tiretim tekniklerine iliskin dogrudan arkeolojik kanitlar sinirlidir.
Tarlalarin elle mi yoksa saban kullanilarak mi ekildigini gosteren somut arkeolojik veriler
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bulunmamaktadir. Buna karsilik Mezopotamya ve Misir uygarliklarinda tarimsal faaliyetlerin tiim
asamalart duvar resimleri ve kabartmalar aracilifiyla ayrintili bigimde betimlenmistir. Hitit
diinyasinda bu gorsel eksiklik biiyiik dlgiide yazili kaynaklarla giderilmektedir. Ornegin Yozgat
bolgesinden ele gecen tabletlerde Firtina Tanrisi’nin oglu Telipinu hakkinda su ifade yer almaktadir:
“Oglum yeteneklidir. Siirer, eker, sular ve tahil yetistirir.” Bu ifade, tarimsal iiretimin tanrisal diizenle
yakindan iligkilendirildigini ve sistemli, diizenlenmis bir faaliyet olarak algilandigin1 gostermektedir
(Karauguz, 20006, s. 18).

Benzer sekilde, KUB XXXI 57 I numarali tablette su ifadeye yer verilmektedir: “Kastama
kentinin valisi saraydan arpa ve bugday tohumu saglar. Onlar eker, bicer ve ambara koyarlar.” Bu
metin, tarimsal tiretimin merkezi otorite tarafindan diizenlendigini ve ekim ile hasat siireclerinin
belirli bir idari sistem icerisinde yiiriitiildiigiinii acikca gostermektedir. Bu baglamda Kral Telipinu
Fermani’nda yer alan “Ben, kral, onlar gergek cift¢iler yaptim. Omuzlarindan silahlar1 aldim
(Karauguz, 2006, s. 18). Onlara saban verdim.” ifadesi, Hitit ¢ift¢ilerinin saban kullandigina iligkin
acik filolojik kanit sunmaktadir. Boylece dogrudan arkeolojik kanit bulunmamasina ragmen yazil
kaynaklar, sabanin Hitit tariminin temel araglarindan biri oldugunu kesin bigimde ortaya
koymaktadir (Alp, 1993, s. 302).

Uriinlerin olgunlasmas1 ve hasadina iliskin uygulamalar Kiiltepe tabletlerinden itibaren
bilinmektedir. Hititler, giinlimiize kadar Anadolu’da izleri siiren hasat bayramlarin1 kutlamislardir.
Yazih belgeler, hasat faaliyetlerinin yaklasik ii¢ ay siirdiigiinii gostermektedir. Hasat edilen {iriinler
muhtemelen demetler halinde baglanarak Okiizlerin ¢ektigi arabalarla harman yerlerine taginmis,
harman islemi tamamlandiktan sonra ise ambarlara aktarilmistir. Bu siirecte calistirilan tarim
is¢ilerinin {icretleri dahi ayrintili bigimde diizenlenmistir. Hitit Kanunlari’nin 158. maddesi, tarim
is¢ilerinin iicretlerini su sekilde belirlemektedir: “Bir adam {icret karsiliginda tahil demetlerini
baglamak, onlar1 arabalara yiiklemek, samanliga (ambara) koymak ve harman yerini temizlemek i¢in
tutulursa, li¢ ay karsiliginda kendisine 30 PA bugday verilecektir; bir kadin hasat isi i¢in tutulursa,
iki ay karsihginda kendisine 12 PA bugday verilecektir.” (Imparati, 1992, s. 141). Bu diizenleme,
tarimsal iiretimde calisma siiresi ve licretin cinsiyete gore farklilastirildigini géstermesi bakimindan
onem tasimaktadir (Unar, 2018, ss. 101-102).

Yazili kaynaklarda demetlerin hangi araglarla baglandigi acikca belirtilmemekle birlikte,
orak (URUDUkullupi-) ve yaba (URUDUKIN) gibi metal tarim aletlerinin kullanildig1 bilinmektedir
(Unal, 2016, s. 797; Karauguz, 2006, s. 20). Hitit kanunlarinda tarim arazilerinin kullanimiyla ilgili
diizenlemelerin yani sira, arazi alim satimi, kiralanmasi, kosum hayvanlar1 ve tarim aletlerinin
kiralanmasina iliskin hiikiimler de yer almaktadir. Ornegin, bir saban okiiziiniin aylik kira bedeli bir
sekel glimiis olarak belirlenmis olup, bu durum tarimsal {iretimin ekonomik boyutunu ortaya
koymaktadir (Tas, 2008, s. 77). Hitit Kanunlari’nin 166 ve 178. maddelerinde sabanla ilgili ayrintili
yaptinnmlarin bulunmasi da bu aracin tarimsal uygulamalardaki merkezi roliinii gdstermektedir
(imparati, 1992, ss. 155-157; 165). Bogazkale’de ele gegirilen festival metinlerinde EZEN
SUKIN.DU (“orak bayrami” veya “orak sallama bayrami”) ile EZEN hahranna$ / hahratar /
haharattar (“tirmik bayrami” veya ‘“hasat bayrami”) gibi kutlamalarin anilmasi, tarim aletlerinin
yalnizca iiretim stireclerinde degil, Hitit diinyasindaki ritiiel ve térensel uygulamalarda da 6nemli bir
yere sahip oldugunu gostermektedir (Unal, 2016, ss. 720/797).

Arkeolojik buluntular da bu filolojik verileri maddi acidan desteklemektedir. Bogazkale
kazilarinda ele gecirilen ve Hitit imparatorluk Dénemi’ne tarihlenen bronz bir orak, 21,4 cm
uzunlugunda, 2,5 cm genigliginde ve 0,4 cm kalinligindadir. Diiz, kivrimli ve uca dogru incelen
yapistyla keskin bir agiza sahip olan bu orak, islevsel bir tarim aleti olarak tasarlanmistir (Toker,
2002, s. 565). Yeni Hitit Donemi’ne tarihlenen Alacahdyiik oraklar (envanter numaralari Alp 58,
Al.m. 2 ve Al.h. 233) ile Boyali Hoyiik, Kaman Kalehdyiik ve Ortakdy’den ele gegen 6rnekler, Hitit
tarim aletlerinde tipolojik stirekliligi gostermektedir (Kosay, 1941; Kosay ve Akok, 1973; Sipahi,
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2004, s. 13). Ozellikle Sapinuva’da dini bir yapida ele gegirilen ve iizerinde “Biiyiik Kral” yazit:
bulunan bronz orak, Hitit toplumunda tarimsal iiretim, kraliyet ideolojisi ve kutsal diizen arasindaki
yakin iliskiyi acik bigimde ortaya koymaktadir (Siiel ve Siiel, 2006; s. 2011).

Figiirinler

Alacahdyiik Orta Hitit tabakasindan ele gegirilen ve Eski Hitit Donemi’ne tarihlenen Al. M.
83 envanter numarali eser, diz ¢okmiis durumda ve ellerini dua eder bi¢imde yukar1 kaldirmig olarak
tasvir edilen bir figiirini temsil etmektedir. Kemikten oyularak yapilmis olan figiirinin yiizeyi degerli
bir ahsap tabakayla kaplanmistir. Bu malzeme secimi, eserin ritiiel baglamina ve simgesel degerine
acikea isaret etmektedir. Figiirin iizerinde yer alan alt1 ta¢ yaprakli ¢igek motifi, Hitit ikonografisinde
siklikla karsilagilan bitkisel sembollerden biri olup genellikle bereket, yenilenme ve kutsallik
kavramlaryla iligkilendirilmektedir (Kosay ve Akok, 1966, s. 26).

Bu tiir diz ¢6kmiis dua figiirinleri, genel olarak Hitit dini uygulamalarinda bireysel veya toplu
ibadet eylemlerinin maddi temsilleri olarak yorumlanmaktadir. Bu figiirleri siisleyen bitkisel
bezemeler, tanrisal diinya ile kurulan iliskinin doga, bereket ve yeniden dogus kavramlariyla
diisiinsel olarak i¢ ige gectigini de gdstermektedir. Bu baglamda bitkisel motifler, yalnizca dekoratif
unsurlar olarak degil, ritiiel iletisimin kutsal niteligini pekistiren simgesel Ogeler olarak islev
gormektedir.

Al. M. 83 figiirini, gerek malzeme bilesimi gerekse bezeme programi bakimindan yiiksek
diizeyde simgesel anlam tagimasi agisindan 6zellikle 6nemlidir. Organik malzemelerin belirgin bir
bitkisel motifle bir araya getirilmesi, Eski Hitit Donemi’nde ritiiel nesnelere atfedilen 6nemi ortaya
koymakta ve kiigiik 6lgekli eserlerin karmagik dini anlamlar ifade etme kapasitesini gostermektedir.
Bu yoniiyle s6z konusu figiirin, bitkisel sembolizmin yalnizca anitsal sanat eserleri ve tdrensel
kaplarda degil, ayn1 zamanda Hitit kiilt uygulamalarinda kullanilan kigisel ve adanmiglik amaclh
nesnelere de yansidigini gosteren 6nemli 6rneklerden birini olusturmaktadir.

Sonug¢

Bu calisma, yazili kaynaklar, arkeolojik veriler ve gorsel tasvirlere dayali biitiinciil bir
yaklagimla Hitit diinyasinda bitkisel sembolizm, tarimsal iiretim, ritiiel uygulamalar ve ikonografik
anlatim arasindaki ¢ok katmanli iliskileri incelemistir. Anadolu’nun ¢esitli merkezlerinden ele
gecirilen ritonlar, miihiirler, seramikler, metal kaplar, kiiglik buluntular ve tarim aletleri, Hitit
toplumunda bitkilerin yalnizca ekonomik kaynaklar olarak degil, ayn1 zamanda kutsal, simgesel ve
ideolojik anlamlarla yiiklii unsurlar olarak islev gordiigiinii acik¢a ortaya koymaktadir.

Ritonlar ve icki kaplarinin degerlendirilmesi, iiziim ve sarap sembolizminin Hitit ritiiel
diinyasinda merkezi bir konuma sahip oldugunu gostermektedir. Alacahdyiik, Kiiltepe, Konya
Karahoyiik ve Alisar Hoyiik gibi merkezlerden ele gecirilen iiziim salkimi bigimli ritonlar, sarabin
yalnizca tiiketilen bir icecek olarak degil, tanrilara sunulan kutsal bir unsur olarak algilandigini ortaya
koymaktadir. Ozellikle giimiis geyik ritonu iizerinde yer alan hurma agac1 motifi, libasyon sahneleri
ve DLAMMA gibi dogayla iligkili tanr1 tasvirleri, bitki—-hayvan—tanr1 tgliisiniin Hitit
ikonografisinde bilingli bicimde kurgulandigini gostermektedir. Bu baglamda ritonlar, ritiiel islev ile
karmagik ikonografik programlari bir araya getiren, Hitit dini uygulamalarinin maddi tagiyicilar
olarak degerlendirilmelidir.

Kinik Hoylik’ten ele gecirilen metal kase, esmerkezli frizleri, av sahneleri ve hayat agaci
tasvirleriyle doga, bereket ve kozmik diizen kavramlarimin Hitit sanatinda biitiinciil bir anlayisla ele
almdigini géstermektedir. Bu av sahnelerinin yalnizca gilindelik yasami degil, kutsal avlar1 ve bayram
ritiiellerini de yansitmasi; ayrica Alacahdyiik ortostatlar ve inandiktepe vazosuyla yakin benzerlikler
gdstermesi, ortak bir dini anlat1 geleneginin varligina isaret etmektedir. Bu durum, Hitit sanatinin
bolgesel merkezler arasinda dolasan ortak ikonografik semalar ve sanatsal gelenekler dogrultusunda
iretildigini disiindiirmektedir.
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Alacahoyiik Sfenksli Kapi ortostatlari ve AN.TAH.SUMSAR Bayramu ile iliskili sahneler,
bitkisel sembolizmin Hitit dini takvimi igerisindeki yerini daha agik bigimde ortaya koymaktadir.
Geyik kiiltii, AN.TAH.SUMSAR bitkisi ve ilkbahar ritiielleriyle birlikte degerlendirildiginde, bu
tasvirler doganin yeniden canlanisinin, bereketin siirekliliginin ve tanrisal diizenin gorsel anlatilar
araciligryla pekistirildigini gostermektedir. Arinna kenti ve PiSkurunuwa Dagi gibi kutsal
mekanlarda gerceklestirilen ritiieller, bitki ve hayvan sembollerinin yalnizca ikonografik agidan
degil, ayn1 zamanda mekéansal ve torensel baglamlar igerisinde de anlam kazandigmi ortaya
koymaktadir.

Yazilikaya A¢ik Hava Tapinagi’ndaki tanrilar alayi, 6zellikle elinde bitki tutan 40 numarali
tanr1 figlirii aracilifiyla, bitkisel sembolizmin tanrisal kimliklerle dogrudan iligkilendirildigini
gostermektedir. dHalki ya da Kumarbi olarak yorumlanan bu figiir, tarim, bereket ve kozmik diizenle
iligkili tanrilarin Hitit panteonu igerisindeki 6nemini vurgulamaktadir. Burada bitki, yalnizca insan
ile doga arasindaki iliskiyi degil, ayn1 zamanda tanrilar, insanlar ve dogal diinya arasindaki kutsal
ticlii iligkiyi temsil eden bir sembol olarak karsimiza ¢ikmaktadir.

Miihiirler ve miihiir baskilari, Hitit diinyasinda bitkisel ikonografinin en yaygin ve ¢ok yonlii
kullanim alanlarindan birini olusturmaktadir. Glindogmus Miihrii iizerindeki {i¢ dalli agag, ii¢ tag
yaprakli ¢igekler ve elinde bitki tutan tanri; Masat Hoyiik tas miihriindeki bitki yiyen griffon;
Alacahdyiik, Karaoglan Hoyiikk ve Konya Karahdyiilk damga mihiir baskilar1 birlikte
degerlendirildiginde, bitkisel bicimlerin hayvan figiirleri ve kozmik sembollerle sik¢a bir araya
getirildigi goriilmektedir. Bu miihiirler, idari ve ekonomik islevlerinin otesinde, kutsal diizeni,
bereketi ve refahi simgeleyen gorsel mesajlar tiretmistir.

Tarim aletleri ve yazili kaynaklarin birlikte degerlendirilmesi, Hitit tarimsal {iretiminin
sistemli, hukuki diizenlemelere bagli ve ritiiel uygulamalarla yakindan iliskili oldugunu
gostermektedir. Hitit kanunlarinda saban, 6kiiz, arazi kullanimi ve is giiciine iliskin ayrintil
hiikiimler; orak, tirmik ve hasat bayramlarina dair metinsel kayitlar; Bogazkale, Alacahdyiik,
Ortakdy, Kaman Kalehdyiik ve Boyali Hoyiik’ten ele gegirilen oraklar birlikte degerlendirildiginde,
tarimin Hitit toplumunun hem ekonomik temelini hem de ideolojik dayanaklarindan birini
olusturdugu anlasilmaktadir. Ozellikle iizerinde “Biiyiik Kral” yazit: bulunan bronz orak, tarimsal
iretim ile kraliyet ideolojisi arasindaki dogrudan iliskiyi ¢arpici bigimde ortaya koymaktadir

Kiiciik buluntular ise bu biitiinciil tabloyu tamamlayan onemli veriler sunmaktadir.
Alacahdyiik’ten ele gecirilen ve iizerinde alt1 tag yaprakli ¢icek motifi bulunan diz ¢6kmiis kemik
figilirin, bitkisel sembolizmin bireysel adanmiglik ve kisisel dindarlik baglaminda da kullanildigim
gostermektedir. Bu tiir eserler, Hitit dini uygulamalarinin yalnizca anitsal mimari ve biiylik 6l¢ekli
torenlerle sinirlt kalmadigini, ayni1 zamanda giindelik yasam ve bireysel ritiiel faaliyetleri icerisinde
de derin bigimde yer aldigini ortaya koymaktadir.

Sonu¢ olarak bu calisma, Hitit diinyasinda bitkilerin ekonomik iriin, ritiiel unsur,
ikonografik sembol ve ideolojik ara¢ olarak ¢ok yonlii islevler listlendigini gostermektedir. Tarim,
ritiiel, sanat ve hukuk alanlarindan elde edilen verilerin biitiinciil bicimde degerlendirilmesi,
Hititlerin dogayla kurdugu iliskinin yalnizca iiretime dayali kaygilarla degil, kutsal ve kozmik bir
diizen anlayisiyla sekillendigini ortaya koymaktadir. Bu ger¢evede bitkisel sembolizm, s6z konusu
diizenin hem maddi hem de diislinsel diizeyde ifade edilmesini saglayan en giiclii araglardan biri
olarak o6ne ¢ikmakta ve Hitit Kkiiltiiriiniin temel yapisal bilesenlerinden biri olarak
degerlendirilmektedir.
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Sekil 1. New York Metropolitan Sanat Miizesi
Schimmel Koleksiyonu'nda bulunan giimiis geyik ritonu.
(https://www.metmuseum.org/art/collection/search/327399).

Cizim 1. New York Metropolitan Sanat Miizesi Schimmel Koleksiyonu'nda bulunan
glimiis geyik ritonu tizerindeki sunu sahnesinin detay1 (Alp, 2002, p. 14)
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Cizim 2. Kinik Hoyiik'ten ele gegirilen kase tlizerindeki av sahnesinin detay1 (Emre &
Cinaroglu, 1993, Fig. 23).

Cizim 3. Istanbul Arkeoloji Miizeleri'nde bulunan 13078 envanter numarali kiip par¢asinin
detay1 (Uzunoglu, 2011, p. 181).
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Sekil 3. Alacahdyiik'ten ele gegirilen Al. C. 308 envanter numarali kiip kulbu iizerindeki
bitki motifi (Kosay & Akok, 1951, P1. 78).
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Caligmanin intihal, veri uydurma, veri tahrifi veya manipiilasyon i¢cermedigini; aragtirma
bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan ederim.
Yazar Katkisi
Caligmanin tasarlanmasi, yiiriitiilmesi, analizi ve makalenin raporlama agamasini tek basina
yiirlitmiistiir. Makalenin son hélini okuyup onayladim ve yayimlanmasini kabul ettim.
Cikar Catismasi
Bu makalenin yayimlanmasima iligkin herhangi bir ¢ikar ¢atismas1 bulunmadigini beyan
ederim.
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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, ¢eviri
destegi ve anlatim iyilestirmesi amaciyla sinirlt 6l¢iide yararlanilmistir. Yapay zeka araglari
tarafindan yapilan ceviri ve dil diizenlemeleri tarafimdan dikkatle kontrol edilmistir. Yapay
zeka aracglart calismanin bilimsel igeriginin, arastirma tasariminin, analizlerinin veya
akademik sonuglarinin olusturulmasinda kullanilmamigstir. Makalenin igerigine iliskin tiim
akademik sorumluluk bana aittir.

Telif Haklar1 ve izinler
Telif hakkr gerektiren materyaller kullanilmigsa gerekli izinlerin alindigimi ve ¢aligmanin
herhangi bir fikrl miilkiyet hakkini ihlal etmedigini beyan ederim.

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