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AN ICONOGRAPHIC INTERPRETATION OF A
SELJUK-ILKHANID CULTURAL SYMBOL IN
THE ERZURUM TWIN MINARET MADRASA

Yunus ASLAN!?

1. INTRODUCTION

The way of symbolic thinking refers to going beyond
direct experience in the human mind, representing external
entities, interpreting them, and reconstructing the world. In this
sense, symbols emerge as intermediate structures that detach from
the object itself and are transported to a new plane of truth.
Symbolic thought forms the abstract foundations of human
relationships with the world across almost every level, from the
formation of language to artistic production processes.

The definition of symbols is generally made as 'something
that replaces and represents another thing.' To find the answer to
the question of what kind of relationship exists between the
symbol itself and what it represents, it is necessary to look at
Erich Fromm's categories of symbols ‘traditional, accidental, and
universal' which are related to symbolic language. Traditional
symbols exist through sound-object and visual-meaning
relationships. The connection between the word 'table’ and the
table object; the connection between a country's flag and its
citizens; these are entirely based on local and shared consensus.
These are traditional symbols. However, when we hear the name
of a city, the mood we adopt is personal and accidental. The
negative experiences in that place do not actually make the city

L Asst. Prof. PhD, Bartin University, Faculty of Literature, Department of Art
History, Bartin/Tiirkiye, ORCID: 0000-0002-7087-338X.



Sanat Tarihi Alaninda Bilimsel Arastirmalar

positive or negative. These are also accidental symbols.
Additionally, accidental symbols, unlike traditional symbols, do
not show a common, widespread, and well-known feature; they
require explanation. In both types of these symbols, there is no
real relationship between the symbol and what it symbolizes.
They are based on common or personal assumptions. In universal
symbols, there is an agreement between the symbol and what it
represents. For example, a fire and flames burning somewhere
evoke the same feelings in most people with their different
characteristics. These elements include power, energy, activity,
continuity, and magnitude. The flow of water also represents
continuity. However, fire, which is as exciting and changeable as
it is, contrasts with water, which is calming and provides stillness
(Fromm, 1992: 24-30). The correspondences of these natural and
concrete elements in symbolism, and their uses, overlap with
these meanings, helping humans explain their abstract feelings.
This is called symbolic thinking or symbolic language inherent in
humans.

Symbols are generally analyzed through the discipline of
iconography. Focusing on symbolism, iconography examines not
only the formal features of symbols but also their meanings and
references. lconographic-iconological analysis, which studies the
visual expressions of symbolic thought, reveals the cultural,
social, religious, and philosophical layers behind a work of art
(Panofsky, 1962: 3-17). Symbolic thought is considered a mental
process that enables humans to produce meaning through both
language and art, supporting cultural continuity. In art history,
symbolic language is observed in numerous small and large-scale
works across different periods. In architectural structures, these
symbolic expressions are often conveyed through decorations.
Decorations are primarily regarded as elements that aesthetically
adorn surfaces. However, beyond their decorative function,
decorations also carry cultural, political, and religious meanings.
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In this study, the focus is on a group of symbols within the
Erzurum Twin Minaret Madrasa, thought to be have been built in
the second half of the 13th century during the Anatolian Seljuk
period, influenced by the Mongol-llkhanid.

2. ANATOLIAN SELJUK CULTURAL AND
ARTISTIC ENVIRONMENT UNDER THE
ILKHANID INFLUENCE AFTER 1243

In the second half of the 13th century, the central Mongol
administration weakened, leading to divisions. In 1295, with
Gazan Khan's acceptance of Islam, the llkhanids separated from
the great khans. Especially Gazan Khan’s (1295-1304)
conversion to Islam brought a new Islamic identity to the
administrative structure of the Ilkhanate, along with all its
institutions. It is also known that many Mongol soldiers adopted
Islam during the reign of Gazan Khan. This process continued to
develop during the periods of llkhanid rulers Olcaytu Khan
(1304-1316) and Abu Said Bahadur Khan (1317-1335)
(Ozgidenli, 2005: 226; Saman Dogan, 2021: 333).

In 1242, Erzurum was attacked by Mongol soldiers
advancing from the east. Although the Babai Rebellion was
largely suppressed, the fact that a significant portion of the army
had not yet returned to their posts led to Erzurum's easy capture
and the destruction of its walls. The Kale Mosque, Ulu Mosque,
and tombs have survived as silent witnesses to this destruction.
Erzurum'’s silence in historical records signaled the beginning of
the period when the Mongol threat in Anatolia became more
apparent. During these increasingly dangerous times, references
to Sultan Giyaseddin Keyhiisrev in historical sources became
more severe. The sultan focused more on other pursuits rather
than governance. These weaknesses in administration became
evident a year after Erzurum'’s destruction, and 1243 marked a



Sanat Tarihi Alaninda Bilimsel Arastirmalar

significant turning point in both the political history of the Seljuks
and Seljuk art (Eser, 1998: 60-64). The Battle of Kose Dag,
fought near Sivas between the Anatolian Seljuk State and the
Mongols in 1243, resulted in a Mongol victory and the Seljuks'
defeat.

From 1243 onward, Mongol dominance in Anatolia was
replaced by Ilkhanid rule starting in 1256. The Ilkhanids' political
control over Anatolia continued from 1256 to 1336, but during
this period, lasting political and economic stability could not be
established in the region. The main policy of the llkhanid
administration in Anatolia was to collect regular taxes from the
area. Various commanders and officials were appointed at
different times for this purpose, but the heavy tax burden caused
unrest among the people and occasional rebellions. Despite these
political upheavals, construction activities continued during this
period. However, the llkhanids did not transfer their building
practices from Iran to Anatolia. In Anatolian architecture, local
administrators and governors, rather than Ilkhanid rulers,
generally served as patrons. This attitude of the rulers suggests
that they did not intend for their influence to be permanent
(Bekmez, 2023: 168).

The social transformation process that began with
Ilkhanid rule gave rise to a new artistic environment in which
individual creativity was prominent, shaped by artists from
outside Anatolia. Although structures from the Ilkhanid period
generally maintained the Seljuk plan concept, a noticeable
renewal and diversification in fagcade design and decoration styles
are evident. During this period, there was a significant shift from
geometric patterns to mainly floral decorations. A notable
increase in the use of high-relief floral motifs on baroque facades
is evident. The shift from geometric to floral ornamentation,
featuring motifs like scrolls, rumi, palmettes, lotus flowers, and
the Tree of Life in stone carving, often layered, overlapping, and
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in relief, generates a contrast of light and shadow that enhances
depth. Especially in the life tree and rumi-palmette compositions,
the motifs are designed to appear as if emerging from a water
source, and sometimes the reliefs are shaped as vases, bowls, or
pots. These motifs are combined with rectangular and crescent-
shaped half-circle connecting motifs, creating the impression of
flower bouquets. The fruits such as poppy and pomegranate in the
Tree of Life support a realistic perception. Additionally, there is
an increase in the use of inscriptions, figural, and tile decorations.
Due to the political chaos of the period, some examples show
floral decorations changing or being interrupted at the top and
bottom, indicating that the structures were built quickly (Saman
Dogan, 2003: 153).

The structures built after 1243 can be categorized into two
main groups. The first includes works commissioned by the
Anatolian Seljuk sultans, viziers, and prominent figures of the
period; the second consists of buildings constructed by the
Ilkhanid rulers. Among the structures that continued the Seljuk
style and were shaped by Ilkhanid influence are the Biinyan Ulu
Mosque (1256), the Konya Sahip Ata Mosque (1258), the Ince
Minareli Madrasa (1264), the Kayseri Sahibiye Madrasa (1267),
the Sivas GOk Madrasa (1271), Buruciye Madrasa (1271),
Kirsehir Cacabey Madrasa (1272), Tokat Gok Madrasa (1275),
Amasya Torumtay Tomb (1278-79), and Erzurum Cift Minareli
Madrasa (1285-91). Examples of buildings belonging to llkhanid
officials include the Sivas Cift Minareli Madrasa (1271), Amasya
Dariissifa (1308-09), Erzurum Yakutiye Madrasa (1309-10),
Nigde Hiidavent Hatun Tomb (1312), and Nigde Sungur Bey
Mosque (1335) (Saman Dogan, 2003: 154). The Ulu Mosque,
Kale Mosque, Twin Minaret Madrasa, Yakutiye Madrasa, and
tombs built in Erzurum during the same period suggest the
existence of a local workshop or group of artists operating in the
city (Blessing, 2018: 202-206). In stone craftsmanship, the local
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styles of the Divrigi, Sivas, and Erzurum regions share a similar
deep-carving (high-relief) technique. In this expressive style, the
base surface is worked directly, as in sculpture. While a formal
artistic organization managed from Konya, the capital, existed in
the first half of the 13th century, this situation must have
deteriorated after 1243. Previously, groups of stonemasons
worked as itinerant workshops, but by the second half of the 13th
century, these workshops had disbanded (Ogel, 1966: 152-153;
Saman Dogan 2003: 154).

3. ERZURUM TWIN-MINARET MADRASA AND
THE SYMBOLIC SERIES ON ITS PORTAL

Many general and specific research publications have
been published regarding the founder and construction date of
Erzurum Twin Minaret Madrasa. Most researchers suggest that
the building may have been constructed by Hidavend (Hand,
Hande, Hondi) Padisah Hatun, the wife of the Ilkhanid ruler
Geyhatu Han (1291-1295) (Konyali, 1960: 347-352;
Karamagarali, 1971: 209-240; Unal, 1989: 1-71). In contrast,
some researchers suggest that the structure was built between
1266 and 1277 by Muineddin Sileyman Pervane, the stepfather
of Hundi Hatun, the daughter of Gurct Hatun, the wife of
Giyaseddin Keyhiisrev 11 (Gurbiz, 2004: 145-160). Overall, the
exact construction date of the Erzurum Twin Minaret Madrasa,
its founder, and the identity of Hundi Hatun remain unclear. The
most likely scenario is that the building was constructed in the
1270s in the name of Hundi (Hande, Hand/Huand, Hondi) Hatun,
the daughter of Giyaseddin Keyhiisrev II and Giircii Hatun, and
the stepdaughter of Pervane. However, before the inscriptions and
decorations of the structure were completed, Pervane’s betrayal
against the Mongols was uncovered, and as a result, he was
executed in 1277 by Abaka Han at Tokat Castle, which caused
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the work to be left unfinished. After this event, no one dared to
continue construction, leaving the building unused for a long
time. Consequently, Pervane’s name was gradually forgotten.
The incomplete and missing inscriptions also support this view
(Giindogdu & Ucan, 2017: 49). In conclusion, the madrasa is
strongly dated to the 1270s.

Erzurum Twin Minaret Madrasa holds an important place
among the structures from the Anatolian Seljuk Period, both in
terms of its size, architectural quality, and decoration. The
building is located within the walls that surround the old city of
Erzurum, near the Tabriz Gate on the eastern side. To the
northwest of the madrasa is the Erzurum Ulu Mosque. The
madrasa, measuring approximately 35 by 48 meters and built on
a rectangular ground aligned north-south, leans against the city
wall on the eastern side. Additionally, a second wall parallel to
the existing city wall in the east has largely been demolished over
time, and the city gate was completely removed during road
widening works (Giindogdu & Ucgan, 2017: 34).

=

Figure 1. A. In Robert Curzon's 1859 engraving, Erzurum Twin
Minaret Madrasa and castle walls; B. North facade view of the
madrasa from the 1930s (Giindogdu & Ugan 2017: 42-49).

The most striking feature of the building is the twin-
minaret portal located in the middle of the northern facade.
Constructed from cut stone, the portal is approximately 14 meters
wide, about 26 meters high with the minarets, and around 13
meters high without them. If the minarets are excluded from the
overall appearance, the portal’s inverted “U”-shaped arch spans a
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9x13-meter space at the front. Outside this arched area, panels on
the portal's front and side facades depict the Tree of Life and
animal figures. Three of these stone-carved panels are
incomplete; only the northern face of the base of the western
minaret has been completed and has survived to the present day.
A similar motif arrangement appears in the Yakutiye Madrasa
(1310-1311), built after the Twin Minaret Madrasa, where the
projecting portal features these motifs only on its sides.

Figure 2. Erzurum Twin Minaret Madrasa portal and decorative
panels, 2021 (Y. Aslan).

Figures and motifs such as dragons, eagles, and the Tree
of Life on the portal of the Twin Minaret Madrasa have been
studied repeatedly. During the llkhanid era, over 40 years, these
heraldic or emblem-like motifs and figures of Asian origin, which
became common in Anatolia, have been viewed by scholars as
having symbolic and mythological significance (Mulayim, 2016:
277). However, the motif series, which frames the Tree of Life
and animal figures in the portal in an inverted “U” shape and is
located at the very end of the triple cylindrical form on the sides,
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has often been overlooked. In most scientific studies, this
symbolic series, overshadowed by other motifs, has not even been
described. Only in a thesis was it described as “the triple
cylindrical form motifs emerging from the crescent motifs at both
ends continue as a rectangular frame after forming two three-
pointed star shapes on the sides” (Denknalbant, 2010: 169).

e

Figure 3. The northwest panel, decorated with figures and motifs.

Iconographically, this motif series has been interpreted as
a curtain symbol only by Semra Ogel. The motifs within the
border are interpreted as a combination of Far Eastern, Central
Asian, and Mesopotamian universe symbols, and the surrounding
cylindrical form and the polygonal area below are regarded as a
curtain symbol that opens toward the edges. “The relief,
consisting of the Tree of Life and the double-headed eagle
representing the sky at its top, along with the protective dragons
beneath, is depicted as passing through moon-shaped rings and
turning into a curtain-like covering gathered on both sides, which
is an analogy for the universe symbol.” The author, who does not
claim certainty in this analogy, supports the prevalence of the
curtain image with quotations from Ibn Bibi, such as “Let’s see
what embroidery the unseen curtain will show behind” (Ogel,
1994: 63-64). Therefore, it is interpreted that these universe
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symbols, which should be behind the curtain (resembling
embroidery), are clearly visible thanks to the parted curtain.

NORTHWEST
. ]

Figure 4. Decorative panels and motif-symbol series repeated
eight times on the surfaces of the portal (Y. Aslan).

The series of 'symbol/decorative/motif' that forms the
basis of this work is located at the bottom of the triple cylindrical
plaster carvings that frame the life tree and other motifs in an
inverted “U” shape. The motifs, carved in deep carving on stone,
are repeated four times each on the front and side facades of the
gate, for a total of eight repetitions. The symbol series begins with
a conical base formed by a triple-carved narrowing from the
bottom upward. On top of the base, facing upward, there is a thick
crescent or bowl-shaped symbol. Outer thin forms wrap around
the crescent like a plant shell. In the area where the crescent and
the base meet, there are two plant-like rumi leaves extending to
the right and left. The rumis are shaped with two wings that
extend slightly curved up and down. The leaves, each with a bud
in the middle, end in volute-shaped curls at the tips. The surfaces
of the leaves also feature wavy patterns. Most of these rumi leaf
motifs have been worn out due to natural and human damages.

10
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The single cylindrical carving resting in the opening at the top of
the crescent then transitions back into a triple carving after the
spherical form, which resembles a cube of the universe placed
between them. This spherical form can also be thought of as a
thick bracelet. The triple carving, which widens upward, can be
considered a symmetrical reflection of the initial base. Above the
area where the triple carving widens, there are superficial
bracelet-like forms surrounding each carving horizontally. Up to
this point, the plant-like shapes continue in more organic forms,
but higher up, they proceed in geometric and angular shapes. At
this point, the triple carving splits outward into three parts and,
through concave-convex breaks, transforms back into a triple
carving above. In our opinion, the nested geometric form at this
point holds a symbolic significance with notable size and features
on the stone door of the madrasa. Following this, the adjacent
triple-cylindrical form rises almost as high as a small column
from the surface, creating a semi-rectangular shape above. The
same arrangements are repeated at the other end of the carving.

Figure 5. Drawing and photograph of motif-symbol series (Y.
Aslan).

11
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The geometric shape at the top and the motif series at the
bottom together form a composition, or can be interpreted
individually to convey different meanings. When examining the
overall composition, including its plant and geometric features, it
is thought that the motif series on the sides of this composition
may have a different interpretation related to the Tree of Life. The
crescent moon symbol in the middle of the composition within
our subject is considered to represent Islam because, from the
perspective of Turkish-Islamic culture, the numerical values of
the words Allah and crescent (Arabic: “hilal”) are equal, and the
crescent has been adopted as a symbol of Islam and represents
oneness (tawhid). Additionally, it is linked to Prophet
Muhammad as the twenty-eighth (18.) prophet, completing the
lunar cycle (Kurt, 2023: 297-298). Among the meanings
associated with the crescent are concepts such as "truth of
Muhammad (hakikat-i Muhammad), divine light of Muhammad
(ndr-1 Muhammad), and divine light of the prophet (ndr-1 nebi)"
(Cayci, 2017: 242).

However, regarding the meaning of this floral
arrangement in the Erzurum Twin Minaret Madrasa, it is more
plausible that the bowl motif containing the Water of Life, rather
than the crescent, holds greater significance. This symbol can be
thought of as a symbolic bowl or vessel, from which the Tree of
Life generally springs and rises, containing the Water of life, the
water of immortality, the mirror of life, eternal water, or the water
of vitality (Ocak, 1988: 1). The other Tree of Life motifs adjacent
to this composition also appear to originate from and spread out
of a crescent-like vessel. The Water of Life is considered a source
that originates from and continuously nourishes the mythological
and cosmic Tree of Life.

The Tree of Life, mentioned in Turkish mythology and
various other mythologies, is a common mythological symbol.
Sometimes representing the universe, the Tree of Life, with its

12
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roots extending underground, symbolizes death, while its
branches and leaves on the surface of the earth represent life. In
Central Asian belief systems, the Tree of Life is considered the
center of the universe and the world. Shamans (Kam) use its
branches like a ladder during their spiritual journeys to the sky
and underground. According to some beliefs, the shaman exists
as a bird perched on the branches of the Tree of Life before being
born into the world (Giindogdu & Ucan, 2017: 31). In artworks,
such as the Erzurum Twin Minaret Madrasa, the Tree of Life is
sometimes depicted by itself, and sometimes alongside protective
figures like lions, dragons, or humans. It is also depicted with
eagles that accompany the shaman on his sky journeys,
symbolizing his guidance during sacred travels. In some
decorations, circular details in the shape of rosettes or medallions
on the Tree of Life symbolize the ultimate goal of the shaman's
spiritual journey. In Turkish and Islamic art, date palm trees or
similar botanical motifs are referred to as the Tree of Life' and
are generally used in compositions that represent paradise. It is
believed that the Tree of Life, also known as the Tree of
Knowledge, which is thought to be at the center of paradise, is
protected by mythological creatures such as lions or dragons. The
idea of immortality is considered an elusive and sacred ideal. It is
believed that this immortality is hidden in the Tree of Life or the
Fountain of Life (the Water of Life), which is located beyond the
world, in the depths of the ocean, in the land of darkness, on the
high mountain peaks, or at the center of the universe. However,
reaching this place requires overcoming countless difficulties and
obstacles. At the end of the journey, a person must face monsters
that guard sacred knowledge and immortality. This struggle
symbolically means 'attaining the secret' or ‘reaching the truth.’
Consequently, in order for a person to earn immortality, they must
prove themselves, demonstrate courage, and attain a 'heroic’
identity (Eliade, 2019: 131-134).

13
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In Turkish mythology, there are mythological trees
connected to natural trees, such as beech and pine, that extend
from the ground to the sky and are known as the "World' or 'Sky'
trees. Generally, it is accepted that the sky-world trees are placed
on the summit of a mountain and have nine branches. These trees,
with the moon on one side and the sun on the other, are often
depicted as having 'seven branches' because they extend
westward. Some Turkish communities refer to this tree as 'nine-
rooted,’ while others call it 'golden-leaved, eight-shadowed.'
(Ogel, 1995: 482). These tree motifs that rise from the ground to
the sky are likely connected to the sanctity of the sky. The beech
tree (Betula Tournef) is an essential element in healing rituals
performed by Altay, Shor, Kach, Tevelit, and Sagay shamans,
who carry it with them during their ceremonies. It is also known
that sacrifices are sometimes offered to this sacred tree. The Kach
shaman, for example, dedicates a sacrifice to this tree with the
words: 'Holy beech with golden leaves, sacred beech with eight
shadows, nine-rooted golden-leaved noble beech, O sacred tree, I
sacrifice a black-cheeked white lamb to you' (Inan, 2023: 64).

When examining Turkic cosmogonic (universe-creation)
myths, references are made to cosmic axis systems designed to
reach the sacred. This axis is expressed through various symbols
depending on the Turks' religious understanding and universe
models, such as 'ruler's pavilion-palace, Turkish tent, tomb
structure, temple, ruler's city, cosmic mountain, column-ark, and
cosmic tree.' (Yazar, 2004: 349).

In the arrangement on the madrasa portal, although rumi
leaves are seen in the base section, the motifs in the upper part
transform into a geometric form. If the geometric shape located
higher up is divided horizontally in the middle, stylized geometric
branches and leaf forms extending upward become apparent. It is
also possible that the artist, as an interpretation, attempted a semi-
geometric cosmic Tree of Life.

14
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From a different perspective, an objectively stylized
‘alem/finial’ can also be seen. Aside from the floral rumi motifs at
the very bottom, this arrangement, which begins at the base and
progresses with occasional bulges, resembles the 'alem' seen at
the tops of minarets, domes, or banners.

The word ‘alem/finial’ derives from the root of ‘ilm,’
meaning 'to inform, to indicate (to symbolize)." Initially, it was
used functionally in warfare to keep soldiers together and guide
them, attached to the tip of a long stick or spear. At the same time,
banners/flags used alongside ‘alem’ symbols became symbols of
dominance, bringing together people with shared feelings and
ideals. Shapes similar to 'alem' attached to spear tips have been
documented on Seljuk coins (Cayci, 2017: 239-240). As a
portable guiding object carried on banners, ‘alem' has become a
sacred symbolic form placed at the highest point of buildings and
structural elements such as domes, minarets, and minbar
pavilions in religious architecture. The most common examples
of 'alem’ are flat, three-branched, leaf-shaped, tulip-shaped, and
inscribed forms, with the crescent-shaped examples being the
most prevalent. At this point, a renewed connection can be made
with the crescent symbol and its symbolism mentioned above.

After the section related to the overall composition, it is
necessary to address the geometric symbol made of broken
ribbons, which constitutes the core of the subject, and its
meaning. First of all, the striking dimensions of this motif on the
portal point to its symbolic nature and importance. This geometric
symbol, larger than the nearby dragon figures and similar in size
to the double-headed eagle, must have been intentionally created
by the artist in these dimensions. Among the suggested meanings
related to the symbol, the most prominent is the symbolic "abstract
gate/portal." This intertwined, inwardly narrowing shape should
be a symbol connected to gate symbolism.

15
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Architecturally, the gates called 'main gate/crown gate' or
‘portal' also known as portals, carry not only functional
significance but also political and symbolic meanings. From a
literal perspective, this naming, which alludes to the crown worn
by the ruler, elevates the gate to a noble status. Just as the crown
symbolizes the ruler's power, grandeur, and sovereignty, the
portal (crown gate), the most striking architectural element of the
structure, serves as a showcase that communicates height,
dominance, and decoration to the outside world. On portals,
verses from the Quran or Hadiths are directly inscribed. Among
these expressions are phrases such as “Allah is the opener of
doors; whoever enters there is safe; enter there in well-being; the
gates of mercy; the gateways of paradise' (Cayci, 2017: 125-128).
These and similar expressions are understood as direct references.
Art, decoration, and symbols also communicate more indirect
symbolic meanings messages.

Figure 6. Proposals: A: Symbol of alem/finial; B: Geometric Tree
of Life symbol; C: Abstract gate-portal symbol; D: Arrow-bow
symbol (Y. Aslan).

Symbolically, gates represent the abstract boundary line
between two spaces. The gate's threshold symbolizes this
boundary. In this sense, expressions like ‘crossing the threshold,’

16
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'surpassing the threshold,” or 'rubbing one's face against the
threshold' are also used. The word “dergéh” in Sufism also means
the threshold of a gate (Kilig, 2015: 123). The threshold or the
gate element itself is symbolically a transitional line between this
world and the inner (batini) world. Asik Veysel’s metaphor of 'a
two-gated caravanserai' is another interpretation of this symbol in
terms of birth-death or worldly-hereafter. Therefore, portals are
considered symbols not only of their functional aspects but also
of the transition from the natural space to the sacred space.

In the example of the Erzurum Twin Minaret Madrasa, the
portal symbolizes the transition to the inner/second world through
both its physical architectural features and abstract gate symbols.
However, this abstract gate symbol, appearing eight times on the
front and side facades, evokes the image of the eight Paradises or
the eight gates of Paradise, both of which are mentioned
sporadically in Islam (Aslan & Duran, 2021: 388-389).

Figure 6. Similar examples of the abstract symbol within
geometric patterns: A: Corner tower of the Sivas Twin Minaret
Madrasa, B: Corner tower of the Kirsehir Cacabey Madrasa, C:

Mihrab of the Sahip Ata Mosque, D: Upper window of the
entrance door of the student room in the Erzurum Twin Minaret
Madrasa (Y. Aslan).
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If this symbol, which we refer to as the 'abstract gate'
because of its symbolic nature, had not been constructed as a
single or layered form like the portal of the Twin Minaret
Madrasa, it could be likened to the Seljuk knot motif. A similar
motif appears in the fortress as a dense, woven composition, seen
in the battlement surrounding the window over the first gate on
the south side of the western portico in the madrasa courtyard.
This knotted, interlocking geometric motif appears in the corner
towers of the Kirsehir Cacabey Madrasa (1272) and the Sivas
Twin Minaret Madrasa (1272), and in the cornice decorations of
some Seljuk tomb structures. In these and similar examples, the
surface-decorated, motif-based forms are presented as symbolic
(single, commanding, surrounded by emptiness) at the Erzurum
Twin Minaret Madrasa portal.

In various areas of the Twin Minaret Madrasa, there are
also encounters with bow-arrow (archery) symbols/stamps/motifs
consisting of strips extending from a central point in three
directions. In the structure, the open courtyard columns, iwans,
and occasionally minarets feature these (“'Y’-shaped) bow-arrow
symbols, which the artist has repeated in different forms. The
geometric symbol, described as an abstract door, can be similarly
associated with the bow-arrow shapes when projected and
divided horizontally in two dimensions. In this context, stylized
bow-arrow motifs that extend upward and downward from the
tips of the bow, joined in the middle, are encountered. Therefore,
on the same form, from this perspective, another symbol emerges.

In pre-Islamic Turkish belief systems, fighting was
regarded as the most important command of the Gok Tengri (Sky
God). It is known that some mythic heroes' weapons were given
by the God. In this context, bows and arrows are seen as sacred
gifts from the divine. In medieval Turkish architecture following
Islam, bow and arrow motifs represent Allah’s power, human
devotion to Allah, and divine invitation. These symbols are also
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associated with the hadith of Prophet Muhammad: “Arrows shot
with no thought of personal gain for the sake of Allah...” and are
frequently used in structures such as mosques, madrasas, and
tombs. Arrow motifs, which have represented loyalty and
obedience since the time of the Huns, have become symbols of
turning toward the Creator. Throughout the process from the Gok
Tengri belief to Islam, the bow and arrow, which retained their
spiritual power, hold deep significance for the Turks. In medieval
times, especially in Anatolian Turkish architecture, the bow and
arrow symbols were stylized and crafted using various materials
and techniques (Cakmakoglu Kuru, 2015: 265-266).

Among ancient Turks, the arrow represented loyalty in
military, administrative, and legal contexts, while the bow
symbolized dominance. The fact that the arrow was under the
bow's control and that the bow directed the arrow supports these
meanings. When the ruler sent an arrow to his chieftains, it meant
summoning them to a campaign or a meeting. This suggests that
the sender held a higher legal position than the recipient (Turan,
1945: 318). This suggests that even before the arrow and bow
became symbols, they carried objective meanings.

4. CONCLUSION

The following statements from Mawlana Jalal al-Din
Rdmi’s “Masnavi” regarding symbols displayed on architectural
surfaces and in architecture are noteworthy: “Know that every
land’s walls, ceilings, and other forms are the shadow of the
architect’s thought. Look at the engineer; he plants seeds in your
heart as if sowing on the ground, and he does not build a house or
structure without a dream. Every ornamentation containing
meaning in Anatolian Seljuk art is the product of the artist’s inner
vision. Because art cannot be separated from the artist” (Ogel,
1966: 154).

19



Sanat Tarihi Alaninda Bilimsel Arastirmalar

Various factors influence the content of decoration and
symbolism. In the context of Seljuk art, Islamic faith, Sufi
understanding, pre-Islamic Turkish traditions and mythology,
sometimes Asian origins, sometimes local geographical and
cultural interactions, and the artistic and aesthetic trends of the
period emerge. Generally, within Anatolian Seljuk decorative
arts, reflections of divine order determining the harmony of the
universe and its operational principles are presented through
symbols that extend beyond material existence, embodying the
cosmic unity. This understanding, common in Islamic art, is
effectively expressed in Seljuk works, incorporating the artist's
individual imagination. Thus, ornamentation systems transcend
mere decoration, gaining a metaphysical meaning and reaching a
symbolic dimension.

As mentioned in the relevant section, after the Battle of
Kosedag (1243), significant changes began in Seljuk politics,
architecture, and art. The period influenced by the llkhanids
(1256-1336) affected Seljuk architecture more in terms of fagade
design and decorative style than in plan concepts. The borders in
the portals, which originally featured geometric patterns, were
mostly replaced with floral motifs. High-relief plant decoration
on building facades increased noticeably. Earlier, as seen in
Sivas/Divrigi, motifs such as the rumi, spiral branch, palmette,
lotus, and life tree were layered in stone craftsmanship to enhance
depth and light-shadow effects. The motifs of the life tree and
rumi-palmette compositions transformed into symbols emerging
from water sources, with poppy and pomegranate fruits
enhancing a more realistic perception. Written, figurative, and tile
decorations with intensive motifs also increased during this
period. Consequently, changes in decoration introduced a new
world of symbols.

On the front and side facades of the Erzurum Twin
Minaret Madrasa’s portal, panels depict life trees and animal
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figures. These motifs, framed in an inverted “U” shape, are
located at the ends of the triple cylindrical form and were carved
into the stone surface by an unknown artist, serving as symbols.
Some of the decorations on the structure are incomplete, likely
due to patron-related reasons. However, this series of symbols,
examined within the scope of this study, was repeated eight times
on the portal's front and side facades to complete the design.
Among these symbols are conical, crescent, spherical, cylindrical,
and knot-like shapes. These forms were evaluated -either
individually or as part of a composition, with their meanings
provided in the text. Some symbols refer to pre-Islamic Central
Asian myths and beliefs, while others relate to post-Islamic faith.
These include the crescent, “alem/finial””, a symbolic bowl or cup
that contains the Water of Life, a geometric interpretation of a
different Tree of Life or Life-World Tree, an abstract door or
portal, and a bow and arrow. The analysis offered various
iconographic and symbolic interpretations rather than a single
definitive meaning. The symbols on the portal, such as the
double-headed eagle and nearby dragons, point to multiple
possible meanings. The belief that the double-headed eagle
symbolizes Seljuk dominance or control over East and West is
linked to societal acceptance of this interpretation. Additionally,
symbols may not always convey the same meaning across eras;
they can change over time. The symbols highlighted in this work
may not definitively reflect the meanings discussed. The main
purpose of this study is to argue that these motifs are not
meaningless. The symbolic meanings reflected in the decoration
are rooted in the cultural, social, religious, sociological, and
philosophical thought of the period. From an art history
perspective, unless the artist explicitly states the meanings in their
work, motifs and symbols require iconographic analysis,
interpretation, and ultimately, subjective reading.
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This iconographic interpretation approach examines the
motif-symbol series on the portal of Erzurum Twin Minaret
Madrasa using a hermeneutic (interpretive) approach, considering
the context of Anatolian Seljuk and Ilkhanid cultures. With this
study, symbols and their possible meanings, which had been
overlooked in previous publications, have been examined.

22



Sanat Tarihi Alaminda Bilimsel Arastirmalar

REFERENCES

Aslan, Y., & Duran, R. (2021). Tiirk sanatinda cennet damgas1 ve
Tirk kdltarinde sekize (8) yuklenen anlamlar. Selguk
Universitesi T tirkiyat Arastirmalart Dergisi, 51, 383-405.

Bekmez, A. (2023). Anadolu mimarisinde  Ilhanl
hiikkiimdarlarinin izleri. Ortacag Arastirmalar: Dergisi,
6(1), 168-186.

Blessing, P. (2018). Mogol fethinden sonra Anadolu’nun yeniden
insasi: Rum diyarinda Islami mimari 1240-1330
(Rebuilding Anatolia after the Mongol Conquest Islamic
Architecture in the Lands of Rum, 1240-1330). istanbul:
Kog Universitesi Yayinlari.

Cakmakoglu Kuru, A. (2015). Orta Cag Tiirk mimarisinde ok-yay
motifleri ve ikonografisi. Proceedings of the 2.
Uluslararast  Avrasya  Tiirk  Sanatlart  Kongresi

(December 2-5, 2015). (pp. 251-268). Istanbul.

Cayci, A. (2017). Islam mimarisinde anlam ve sembol. Konya:
Palet Yaynlar1.

Denknalbant, A. (2010). Osmanl: 6ncesi Turk mimarisinde gifte
minareli cephelerin gelisimi (Unpublished doctoral
thesis). Istanbul Universitesi, Institute of Social Sciences,
Istanbul.

Eliade, Mircea. Kutsal ve Kutsal-disi: Dinin Dogast (Le Sacré et
le Profane). Cev. Ayse Berktay. Istanbul: Alfa Yaynlari,
2019.

Eser, E. (1998). Selguklu miladi: 1243. Vakif ve Kiiltiir, 1(3), 60-
64.

Fromm, E. (1992). Riyalar, masallar, mitoslar: Sembol dilinin
¢cozumlenmesi (The Forgotten Language: An Introduction
to the Understanding of Dreams, Fairy Tales, and Myths)

23



Sanat Tarihi Alaminda Bilimsel Arastirmalar

(A. Arttan & K. H. Okten, Translators). Istanbul: Aritan
Yayinevi.

Giindogdu, H., & Ugan, H. E. (2017). Erzurum Cifte Minareli
Medrese 2011-2016 restorasyonu. Istanbul: Vakiflar
Genel Miidiirliigi.

Giirbiiz, O. (2004). Erzurum Cifte Minareli Medrese’nin yapim
tarihi ve banisi hakkinda yeni bir yaklagim. Ataturk

Universitesi Tiirkiyat Arastirmalar: Enstitiisii Dergisi,
11(25), 145-160.

Inan, A. (2023). Tarihte ve bugiin Samanizm: Materyaller ve
arastirmalar. Ankara: Altinordu Yayinlari.

Karamagarali, H. (1971). Erzurum’daki Hatuniye Medresesi’nin
tarihi ve Dbanisi hakkinda miilahazalar. Selcuklu
Arastirmalart Dergisi, 3 (Malazgirt Special Issue), 209-
260.

Kilig, M. E. (2015). Sufi ve sanat. Istanbul: Sufi Kitap Yaynlar1.

Konyali, I. H. (1960). Abideleri ve kitabeleri ile Erzurum tarihi.
Erzurum: Erzurum Tarihini Arastirma ve Tanitma
Dernegi Yaynlart.

Kurt, H. (2023). Dinsel bir sembol olarak hilal. Milel ve Nihal,
20(2), 279-304.

Miilayim, S. (2016). Ilhanli donemi Anadolu plastiginde Asya
cagrisimlari. Selcuklu Medeniyeti Arastirmalar: Dergisi,
1, 275-295.

Ocak, A. Y. (1988). Ab-1 hayat. In Tiirkive Diyanet Vakfi Islim
Ansiklopedisi (Vol. 1, pp. 1-3). Istanbul: Tiirkiye Diyanet
Vakfi Yaylari.

Ogel, B. (1995). Tiirk mitolojisi (Kaynaklar: ve agiklamalart ile
destanlar) (Vol. 2). Ankara: Tirk Tarih Kurumu
Yayinlart.

24



Sanat Tarihi Alaminda Bilimsel Arastirmalar

Ogel, S. (1966). Anadolu Selcuklulari'mn tas tezyinati. Ankara:
Tirk Tarith Kurumu Yayinlari.

Ogel, S. (1994). Anadolu’nun Selcuklu gehresi. Istanbul: Akbank
Sanat Yayinlari.

Ozgiidenli, O. G. (2005). Mogollar. In Tiirkiye Diyanet Vakfi
Islam Ansiklopedisi (Vol. 30, pp. 1-6). Istanbul: Tiirkiye
Diyanet Vakfi Yaynlari.

Panofsky, E. (1962). Studies in iconology: Humanistic themes in
the art of the Renaissance. New York: Harper & Row.

Saman Dogan, N. (2003). Bezemeye bakis: Anadolu’da ilhanl
izleri. Hacettepe Universitesi Edebiyat Fakiiltesi Dergisi,
20(1), 150-166.

Saman Dogan, N. (2021). Erzurum’un sembolii iki medrese: Cifte
Minareli/Hatuniye ve Yakutiye medreseleri. C. Korkut &
M. Dogrul (Ed.), In Cengiz Han ve mirast (pp. 307-338).
Ankara: Tiirkiye Bilimler Akademisi Yayinlari.

Turan, O. (1945). Eski Turklerde okun hukuki bir sembol olarak
kullanilmas1. Belleten, 9(35), 305-318.

Unal, R. H. (1989). Cifte Minareli Medrese (Erzurum). Ankara:
Kiiltiir Bakanlig1 Yayinlari.

Yazar, T. (2004). Tiirk mimarisinde kozmik eksen tasarimlari.
Proceedings of the Cagdas Tiirkliik Arastirmalari
Sempozyumu 2002 Bildirileri. (pp. 348-358). Ankara.

25



Sanat Tarihi Alaminda Bilimsel Arastirmalar

BALIKESIR YILDIRIM MEDRESESI

Selman SAHIN!

1. GIRIS

Balikesir sinirlar1 igerisinde Osmanli Devleti’nin miras
biraktigr mimari eserler arasinda, en eski yapi toplulugu olarak,
Sultan Yildirim Bayezid tarafindan insa ettirilmis olan Yildirim
Cami ve Kulliyesi gosterilmektedir (Guney-Ucar, 2013: 233).
Kitabesi olmamakla birlikte vakfiyesine? gore XIV. Yiizyilin
ikinci yarisinda 709-1388 yilinda yaptirilmistir (Erken, 1977: 3).
Cami H.1234 (M.1819) ve H.1313 (M.1896) olmak iizere ayri
tarihlerde onarim gérmiistiir (Erken, 1977: 3). Cami ile birlikte
killiye icerisinde hamam, medrese ve imarethane (misafirhane)
de yer almaktadir (Mutaf, 2013: 223). Bunlara ek olarak cami
avlusunda sadirvan bulunmaktadir. Sadirvan XIX. Yiizyil
yapisidir (Durukan, 2003: 141). Killiye icerisinde gerek cami
gerekse diger yapilarin, gunimize kadar bircok degisime
ugradigi mevcut durumlarindan anlasilmaktadir.  Killiye
icerisinde en 6zgiin yap1 olarak cami ile birlikte insa edildigi 6ne
strtlen imarethane yapis1 gosterilmektedir (Durukan, 2003: 143).
Hamam ise caminin bati tarafinda bulunmakta olup, 6zgiinliigiinii
biiyiik dlciide kaybetmis 2003 yilinda onarim gecirmistir (Sozl,
2022: 21). Benzer bir durumu medrese iginde sdylemek
mimkunddr. Medrese her ne kadar zaman iginde degisime
ugramis olsa da bolgede yer alan bir egitim yapisi olmasi
hasebiyle ayr1 bir 6neme sahiptir.

1 Doktora Ogrencisi, Ankara Universitesi, Sosyal Bilimler Enstitiisii, Sanat Tarihi
Anabilim Dali, ORCID: 0000-0002-4660-4032.

2 Kiilliyede verilen hizmetler Yildirrm Han Vakiflarina ait olan; dilkkan, han, tarla
vb. yerlerin gelirleriyle hizmetini stirdirmekteydi (Sozli, 2022: 21).
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Bu ¢aligsma Yildirim Kiilliyesi’nin 6nemli bir pargasi olan
medrese yapist hakkindadir. Calismanin igerigi, medresenin
tarihsel sureci ve mevcut mimari 6zelliklerinin incelenmesini
kapsamaktadir.

2. YILDIRIM MEDRESESI

Yildirnm Medresesi, Yildirm Bayezid Cami ile ayni
avluyu paylasmakta olup, Karesi Ilgesi, Eski Kuyumcular
Mabhallesi, Yildirim Caddesi iizerinde yer almaktadir (Fotograf
1). “Eski Medrese” olarak da adlandirilan yapinm (Unliyol,
1995: 207; Simgir, 2013: 38-39) insa tarihi kiilliyenin yapim
tarihine binaen H. 791-M.1388/1389 olarak gdsterilmektedir
(Erken, 1977: 9; Unliiyol, 1995: 206). H. 1312 (1894/1895) tarihli
Balikesir depreminde zarar goérmiis, on iki odadan miitesekkil
olan yapinin yeniden insa edildigi bilinmektedir (Erken, 1977: 9).

Yildirrm Medresesi giinlimiize kadar bir¢cok onarim
gecirmistir. Bu baglamda H. 908-M.1572-1573 ve H.985-1577
tarihlerinde, Ozellikle 1577 yilinda meydana gelen depremde
cami biiytik hasar aldig1 bilinmekle birlikte medrese de kuguk bir
onarim gdrmiistiir (Ontug, 2003: 123). Bununla birlikte arsiv
belgelerinde medrese onarimlariyla ilgili resmi yazismalar yer
almaktadir. Bunlardan bazilarina yer vermek gerekirse; R.11
Mayis 1307/ M. 23 Mayis 1891 tarihli yazida “Balikesir de kain
Yildirim Beyazid Han Hazreti Cami serifi ile medresenin sayan
buyurulan misadei seniyyeye mebni tamir ve insasi zimminda
bi’l cimle me’murin ve ulema ve mitehayyizine memleket hazir
olduklart halde mayisin  dokuzuncu giinii vaz’t  esasina
mubageretle bu vesile ile dahi ve avani mefruza-i cenabi padisahi
cimle tarafindan tekrar olundugu ve Aziziye Nam Mduhacir
Mahallesi Mescidi Serifinin dahi insasina baslandrildig
maruzdur Sene 11 Mayis 307-Hudevandigar Valisi Mahmud
(Y.PRK.UM.00021.00092.001) ifadeleri yer almaktadir. Bu
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metin dogrultusunda; 23 Mayis 1891 tarihinde cami ve
medresenin insasi i¢in devlet gorevlileri, ulema ve sehrin ileri
gelenlerinin katilimiyla temel atma téreninin gercgeklestirildigi
anlasilmaktadir. Diger bir yazida “Balikesiriyyede meskeni
erzdan harab olup ellibesbin kurus sarfiyla maktuan icrayi tamiri
sinei hazran padisahiden olan hacekan Sultan Yildirim Beyazid
Han Hazretleri camii serifiyle medresesi igin kesfi evvel
haricinde mecidi ondokuz kurustanda bin yediyiiz otuz kurus
yirmi para fazla sarfiyyen vukuuna meblagi mezburun kabul ve
mahsuben Karesi sancagi mutasarrifligindan ve meclisi
idaresinden evvel ve ahir gelen tahriran ve mazbatalara istiar
olunmug ve tamirani merkum igin fazla sarfiyyan vukuu kesfi
evvel haricinde zuhur eden bazi mahallerin yapilmasindan ileri
geldigi ciimlei igarattan bulunmus oldugundan ol vechi
mezkurundan bin yediylz otuz kurusun yirmi paramn iigyiiz
onsekiz senesi evkafi birucesi dahilinde tesviyesine mezunin itasi
zimminda keyfiyetin huzuru samii cihat hissedari nebahilerinden
arzi meclis idarei evkaf ile masarifan idaresinden ifade ve kesif
defteri nassan takdim kilinmakla ol babda emir ve ferman
Rabiulahir 1320 ve 18 Temmuz 1318 ifadeleri yer almaktadir
(SD.00159.00010.001). Metinde onarimlar igin ayrilan biit¢e ve
harcamalara yer verilmekle birlikte, artan biit¢e ihtiyacinin hangi
kurum tarafindan karsilanmasi gerektigi hususlarina dikkat
cekilmektedir. Ayrica diger bir belgede “Balikesirde vaki olup
sayan buyurulan miisadei seniyyei miiliikane iizerine tamirine
baslanilup bu kerre ikmal edilen cennet mekan Yildirim Beyazid
han hazretlerinin camii serifi ile etrafinda bulunan otuz hiicreye
miistemil medresenin diinkii Cuma giinii resmi kiisadi Icra
olunmakla beraber salati cumanin edasini miiteakib menkibei
veladet hazreti nebevi tilavet ve bu cemiyeti hayriyyede bulunan
erkani liva ve esraf ve ulema ile memurini saire ve zabitani
askeriyve ve bilumum ahali canibinden ediyyei hatriyye
hilafetpahi refi barikah cenabt rabbi izzet kilinmis oldugu ve bu
is gayeti seniyyeden dolay: bilciimle ahali; miislimece hasil olan
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tekelliimati umumiyyenin arzina cezan olundugu maruzdur.
Karesi Mutasarrifi Ibrahim Sarim” ifadeleri bulunmaktadir
(Y.PRK.UM.00023.00044.001). Bu ifadeler dogrultusunda
tamirati tamamlanan, Y1ildirim Bayezid Han Hazretleri’nin camisi
ile etrafindaki otuz odali medresenin acilis téreninin bir cuma
ginlii yapildigi anlasilmaktadir. Medrese giderleri icgin ise
Pamukcu ve Kesirven koyleri, medresenin ihtiyaglarini
karsilamak tizere vakfedilmistir (Mutaf, 1996:13).

Yildinm Medresesi donemi icerisinde Balikesir’deki
egitim kurumlar1 arasinda en yiiksek statiiye sahipti (Turer-vd.,
1998: 10). Karaméni Mehmet Bey’in 1692 yilinda ulemanin basi
sifatin1 tagimasi, bu durumu destekleyen gii¢lii bir kanittir (TUrer-
vd.,, 1998: 10). Karesi Vilayeti Salnamesinde Yildirim
Medresesi’nde gorevli muderrislerle ilgili, iki muderris ismi
gecmektedir. Bu isimler Stleyman Efendi (Muderris-i Evvel) ve
Yagcilarli Ali Efendi (Miiderris-i Sani)’dir (Karesi Vilayetine
Mahsus Salname, 1305-1888: 60). Tarihi siiregteki islevini
gunimizde de devam ettirmekte olan medrese, Karesi
Miiftiligi’ne bagli Yildirrm Cami Kur’an Kursu olarak hizmet
vermektedir. Medresede verilen egitimler ise hafizlik
programlarin1 i¢cermekte olup, temel amac nitelikli hafiz
ogrenciler yetistirmektir.

Gunimuzdeki mevcut durumu itibartyla  Yildirim
Medresesi’nin mimari 6zellikleri ise su sekildedir;

Medrese, “L” seklinde bir plan semasina sahiptir ve iki
katli olarak insa edilmistir (Cizim 1). Ancak 6zgilin planin nasil
oldugu hakkinda kesin bir bilgiye ulasgilamamistir. Malzeme
acisindan agirlikli olarak moloz tas ve tugla kullanimi 6n plana
cikmaktadir. Fakat zamanla yapilan miidahaleler ile yapidaki
farkli malzeme kullanimi da ortaya ¢ikmustir. Ust Ortlide alaturka
kiremit, i¢ kisimlarinda fayans ve mermer malzemeleri
gorulmekle birlikte, niteliksiz PVC eklentileri bulunmaktadir.
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Yildirim Medresesi’nin cephe tasarimlarina baktigimizda;
“L” seklindeki medresenin on, arka ve yan cepheleri agik bir
konumdadir. Arka cephe; sokak ve caddeye ag¢ilmaktadir. Moloz
tas ve tugla malzemenin hakim oldugu cephede, tugla bazi
kisimlarda yatay olarak cepheyi boler sekilde olup, hatil
goriintiisii  sunmaktadir. Cephe {lizerinde yer alan pencere
acikliklar1 ise basik kemer formunda diizenlenmistir. Mevcut
pencereler  tamamen  degistirilmis PVC pencereler
yerlestirilmistir. ~ Pencere  Onlerine  demir  sebekeler
konumlandirilmistir. Cephe tist bolimu ise oldukca dar tutulan
Kirpi sagak diizenlemesiyle sonlandirilmistir (Fotograf 2).

Oldukga dar tutulmus olan yan cepheler, “L” plan
semasinin u¢ kisimlarin1 teskil etmektedir. Her iki ucta
Ozglnliigiinii yitirmis sivali ve boyali ylizeyler gézlemlenirken,
duvarlar tamamen degistirilmistir. Gliney ucta dikdortgen bir
pencere agiklik ve PVC ile kapatilmig baska bir agiklik
bulunmaktadir. Kapatilan bu kisim verandali kismin yan
taraflarin1 olugturmaktadir. Ayrica yan cephelerin her iki ucunda
avluya geg¢ilen agikliklar bulunmaktadir. Bu baglamda her iki ucta
ferforje bir kap1 a¢ikligindan geg¢ilirken, bati ugta kap1 agikliginin
on kisminda merdiven sistemine yer verilmistir. Yan cepheler Ust
kisimda sivali diiz bir sagak goriintimiindedir. Bu dizenleme
yapinin 6n cephesinde de benzer sekilde uygulanmistir.

Yapinin 6n cephesi cami ile ortak olarak kullanilan avluya
bakmaktadir ve tamamen yenilenmis bir haldedir. Bu baglamda
belli araliklarla dizili betonarme ayaklarin arasina PVC’lerle
yapilan eklemelerle bu boliimler disa kapali hale getirilmistir.
PVC’li kisimlar dikdortgen boliimlere ayrilmas, alt boliimleri yine
PVC’lerle kapatilirken, iist kisimlarina ise cam malzemeler
yerlestirilmistir. Yapiya giris bu cephe iizerinden saglanmakta
olup, cephede iki adet kap1 agikligi bulunmaktadir. Bu agikliklar
dikdortgen formlu olarak karsimiza ¢ikmaktadir. Bu cephenin 6n
kisminda, zemin seviyesinden biraz yukseltilerek basamakli bir
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seki sistemi olusturulmustur. Bunlarin yani sira cephe iizerinde
bircok klima motorunun yer almasi gorsel bir kirlilige yol
agmaktadir (Fotograf 3). Yapinin {ist kismi ise kirma ¢atili olup,
alaturka kiremitle kaplanmistir.

Yildirim Medresesi’nin i¢ mekan kurgusu incelendiginde;
iki katli olan medreseye, 6n cephe izerindeki kap1 agikliklarindan
giris saglanmaktadir. Bu agikliklarla yapinmn ist katina da
gecilebilmektedir. Ust kat igerisinde ydnetici odalari, yatakhane
ve siniflar yer almaktadir (Fotograf 4). Alt katta ise yemekhane
(Fotograf 5) lavabo gibi hacimler bulunmaktadir. Katlar arasi
gecis ise “L” plan kollarinin birlestigi noktaya yakin konumdaki
merdiven sistemiyle saglanmaktadir.

Genel anlamda yapiya bakildiginda her iki katin tamamen
degistirildigi gorilmektedir. Bu baglamda duvarlar sivali ve
boyalidir; zemin kisimlarinda mermer, fayans ve parke malzeme
kullanimi1  goriilmektedir.  Smiflarda  parke, Kkoridor ve
yemekhanede fayans kullanimi mevcuttur. Ayrica kat igerisinde
yer alan Unitelere gegislerde yer alan kapilarda da yine PVC
kullanimi1 karsimiza ¢ikmaktadir.

3. SONUC

Balikesir ili igerisinde bircok medresenin mevcut oldugu
bilinmektedir. Ozellikle salnamelerde bazi medreselerin isimleri
zikredilmektedir. Bunlarin sayilart hakkinda bazi bilgilere yer
verilmistir. 1305 tarihli Karesi Vilayeti Salnamesinde, Yildirim
Medresesi ile birlikte birgok medresenin ve bu medreselerde
gorevli  miiderrislerin  isimlerine yer  verilmistir. Bu
medreselerden bazilar;; Fattima Hatun Medresesi, Igneci
Medresesi, Hac1 Kaya Medresesi, Kaleli Medrese’dir (KVS-
1305-1388; 60-61). Bunlarin yani sira 1324 / 1906 Hldevandigar
Vilayeti Salnamesinde Karesi’de 45 adet medrese oldugu ifade
edilmektedir (HVS-1324: 594). Ancak, salnamelerde zikredilen
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medreselerin  neredeyse tamami giiniimiize ulasamamustir.
Medreselerin glinlimiize ulasamamasindaki en biiyiikk etken
olarak Balikesir’de meydana gelen depremler gosterilebilir.

Yildirim Medresesi’nin ilk insa edildigi doneme ait 6zgin
plan, mimari ve slslemesine dair kesin bir bilgiye
ulagilamamigtir. Daha once de belirtildigi iizere, Yildirim
Medresesi dogal afetler sonucunda yikilmis ve yeniden insa
edilmistir. Dolayisiyla medrese 6zgilinliigiinii yitirdiginden, ilk
ingsa  edildigi donem kapsaminda bir degerlendirme
yapilamamaktadir.

Yildinm Medresesi, ginimuizdeki mevcut durumu
itibartyla yenilenmis bir yap1 olsa da, Balikesir’deki medrese
mimarisi icerisindeki varligin1 korumasi ve halen yapida egitim
faaliyetlerinin slrdurilmesi agisindan 6nem arz etmektedir.
Temennimiz, ilerleyen siireglerde olas1 miidahale ve onarimlarda
yapiin donemindeki 6zgiin medrese mimari gelenegi gozetilerek
geleneksel malzemelerle onarilmasi ve gelecek kusaklara en
uygun sekilde aktarilmasidir.
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CiZIMLER

Cizim. 1 Balikesir Yildirom Cami ve Medresesi plam (Balikesir
Vakiflar Bolge Miidiirliigii).

FOTOGRAFLAR

Fotograf 1. Balikesir Yildirnm Cami Medresesi genel goriinim.
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Fotograf 2. Balikesir Yildirnm Cami Medresesi, arka cephe genel
gordndm.

Fotograf 3. Balikesir Yildirnm Cami Medresesi, 6n cephe genel
gorundm.
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Fotograf 4. Balikesir Yildirim Cami Medresesi, iist katta yer alan
bir siniftan goriiniim.

Fotograf 5. Balikesir Yildirim Cami Medresesi, iist katta yer alan
bir simiftan goriiniim.
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BIiRINCI ULUSAL MiMARLIK DONEMININ
BASLANGIC SURECI UZERINE

Kivan¢ KOCAK!

1. GIRIS

Cumbhuriyet donemi mimarisi ve Birinci Ulusal Mimarlik
Donemi’yle ilgili caligsmalarda, genellikle bu donem mimarisinin
baslangic asamasi ¢ok kisa olarak anlatilmistir. Yapilan
aragtirmalarin  biiyilk bdliimiinde donemin genel mimari
Ozellikleri ele alinmis ve ulusal mimarlik tislubunun mimari
eserlerinin tanim1  yapilmistir.  Milli mimarhik dénemini
hazirlayan tarihi ve kiiltiirel sartlar1 ele almak ve siireci irdelemek
bu ¢alismanin baglica amacidir. Calismada XIX. yiizyilin ikinci
yarisindaki diislince akimlari, donemin 6nemli siyasi olaylari,
Osmanli Imparatorlugu’nun genel ekonomik durumu ve
Tiirk¢iiliigiin -~ ortaya ¢ikisinin - doneme  etkisi  iizerinde
durulmustur. XIX. ylizyllda batt sanati kaynakli mimari
tisluplarina  donem mimarlarimin  tepkisi ve oryantalismin
mimarlikta “’milli” diisiinceye etkisi de calismada ele alinin
hususlarlardandir. Buna ¢k olarak donemin 0&ne ¢ikan
mimarlariyla 6nemli fikir insanlarinin goriislerine ve mimariye
bakis agilarina da yer verilmistir.

L Ars. Gor. Dr., Bartin Universitesi, Insan ve Toplum Bilimleri Fakiiltesi, Sanat Tarihi
Bolimu, ORCID: 0000-0003-2730-6002.

38



Sanat Tarihi Alaminda Bilimsel Arastirmalar

2. BIRINCi ULUSAL MIMARLIK DONEMI’Ni
HAZIRLAYAN ETKENLER

1876 yilinda Sultan Abdiilaziz’in 6liimiinden sonra V.
Murat padisah olmustur. V. Murat yalmzca ii¢ ay tahtta
kalabilmistir ve ardindan mesruiyeti ilan etme soziinii vererek
tahta ¢cikmistir. II. Abdiilhamit déneminde sarayin harcamalari
kisilmistir. 1. Mesrutiyet devri 93 Harbi’nin ardindan
sonlanmistir. Sultan Abdiilhamit savastan sonra meclisi siiresiz
tatil etmistir. Devletin borclarint 6deyemez duruma gelmesi
tizerine Avrupa devletleriyle Muharrem Kararnamesi imzalanarak
1881 yilinda Duyun-u Umumiye idaresi kurulmustur. Duyun-u
Umumiye devletin biitlin gelirleri tizerinde kontrol hakkina sahip
olmustur. Bu donemde biiyiik ve masrafli saraylar yapimindan
vazgegcilmistir (Can, 2011, s. 27.).

II. Abdiilhamit 1880°’li yillarin basinda Sadrazam Sait
Pasa’ya bir rapor hazirlatmis ve raporda, imparatorlugun toprak
kaybettigi, ileride Anadolu’ya sikisip kalabilecegi yazmaktadir.
Bu rapordan sonra Sultan Abdiilhamit Anadolu’ya bayindir hale
getirmeye ¢alismistir (Can, 2011, s. 39). Anadolu’daki en eski
liseler bu donemde agilmistir. Buna ek olarak Anadolu’da demir
yollar1 ve tren istasyonlar1 da insa edilmistir. Imparatorlugun
gercek anlamda ilk gilizel sanatlar okulu olan Sanayi-i Nefise
Mektebi ve Arkeoloji Miizesi de bu yillarda kurulmustur. Sultan
II. Abdiilhamit Tiirkliik suuruna sahip bir padisahti. S6giit’ii imar
ettirdi ve Osmanli Devleti’nin kurucusu olan Tiirk biiyiiklerinin
tirbelerini tamir ettirmistir (Kigiik, 1988, s. 221.). Il
Abdiilhamit’te  dillendirilmeyen  bir milliyetcilik  vardi.
Osmanlilarin kékenleri ve Osmanli’nin geleneksel el sanatlarinin
arastirilmasini istemistir. Mimari de tarithi Tiirk mimarisine ait
unsurlarin kullanilmasinda da II. Abdiilhamit’in etkisi vardir.

(Can, 2011, s. 38-39.).
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XIX. yilizyilin ikinci yarisindan itibaren imparatorlugun
kotiiye gidigini durdurmak igin ¢esitli diislince akimlar1 ortaya
cikmistir. Bu akimlar Islamcilik, Osmanliclik ve Tiirkeiiliiktiir
(Karpat, 2019, s. 61-90-105; Ortayli, 2018, s. 82-83.). XIX.
yilizy1lda Avrupa’ya giden Jon Tirkler, Tirk tarihine ve Tiirk
kiiltiirline dair arastirmalar1 goriince, lilkeye dondiikleri zaman
Tiirk milliyetgiligi fikrinin temellerini atmiglardir (Aybars, 2000,
s. 35-36).

Buna ek olarak imparatorlugun toprak kaybetmesi ve iilke
icindeki topluluklarin ayrilik¢t hareketleri milliyet¢i hareketlerin
gelismesine katki saglamistir. Namik Kemal gibi baz1 yazarlarin
“’vatan” temal1 yazilar1 da toplumun aydin kesiminde milliyet¢i
goriislerin giiclenmesine yol agmistir (Kogak, 2019, s. 21.). ilk
Tiirk sosyologu Ziya Gokalp’in Tirk milliyet¢iligine dair
goriisleri de Tiirk milliyetciliginin gelismesini saglayan bir bagka
O6nemli etmen olmustur.

Ziya Gokalp, Milli Terbiye ve Maarif Meselesi’nde,
»..Iste, bugiinkii tiirk¢iilitk de ayni davette bulunuyor, Tiirkleri
hayata, tabiata, ge’niyete cagirtyor. Rousseau’dan feyyaz bir
romantizm dogdugu gibi, bugiinkii tiirk¢iiliikten de feyizli bir
hayat¢ilik dogacaktir. Fakat bu hayat¢ilik, yalniz edebiyata
miinhasir olmayacaki igtimai miiesseselerin hepsine samil
bulunacakti. ~ Mesela, konusulan lisana avdet, lisanda
hayat¢iliktir. Halk vezinlerine riicu vezinde hayatciliktir. Halk
musikisine doniis musikide hayatciliktir: Halk masallarina, eski
Tiirk iisturelerine riicu edebiyatta hayat¢iliktin. Bu diisturu,
mimariye, oda ve salon tefrisatina, ressamliga, hatta biitiin ince
elislerine tatbil edersek bediiyatta umumi bir hayat¢ilik husule
gelir.” cimleleriyle ifade eder (Stzen, 1984, s. 27-28.). Ziya
Gokalp ayni ¢alismada Mimar Kemalettin Bey’le ilgili olarak ise
“Yalmz Tiirk mimarhiginda Mimar Kemal Bey’i unutmamak
lazimdr. Biitiin geng mimarlarin Tiirkcii olmasinda mumaileyhin
biiyiik tesiri vardir.” climleleriyle diisiincelerini ifade etmistir.
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Ziya Gokalp bu yazdiklariyla, Mimar Kemalettin’in diger
mimarlarin iizerinde etkisi oldugu ifade etmektedir. (Gokalp,
2019, s.12.).

Sibel Bozdogan, Milli Mimarlik iislubunun o dénemde
“’vatansever mimari” olarak algilandigin1 kaydeder (Bozdogan,
2015, s. 33). XX. yiizy1l baslarindan itibaren, ddnemin mimarlari
imparatorlugun kotii durumundan bir ¢ikis yolu olarak mimariye
“milli” bir gorlintii vermeye calismiglardir (S6nmez, 2000, s.
65.). Milli Mimarlik tislubu Tiirk milli iislubu olarak algilanmistir
ve Osmanli mimari unsurlar da Tiirkliige ait olarak goriilmistiir
(Bozdogan, 2015, s. 34.). Vedat Tek ise 1937 yilinda Kandemir
isimli dergide yazdigi yazida esas mimarinin Tiirk mimarisi
oldugunu ifade etmistir (Kandemir, 1937, s. 16). Mimar
Kemalettin de yazdigi yazilarda Anadolu Selguklu Mimarisi,
Erken Osmanli Mimarisi ve Klasik Osmanli dénemi
mimarisinden Emindnii Yeni Camii’ni ele almigtir. Mimar
Kemalettin’in Anadolu Selguklu mimarisi ve Osmanli mimarisine
ait eserlerden Ovgiilerle bahsetmesi bu donemlerin mimarisini
begendigini gosterir. Buna ek olarak Mimar Kemalettin’in
imparatorlugun durumundan dolay1 tiziintii duydugu ve giiglii
oldugu zamanlara 6zlem duydugu da soylenebilir (Yavuz, 1981,
s. 14-16; Kogak, 2019, s. 22.). Ayrica, Mimar Kemalettin yazdigi
yazilarindan birinde, Karatay Medresesi’nin ta¢ kapisiyla ilgili
olarak “’...Karatay Medresesinin mermer kapisi her tiirlii
manasiyla miikemmel bir eser-i mimaridir...” ifadesiyle tarihi
Tiirk mimarisine ilgisini dile getirmistir (S6zen, 1984, s. 30). Bu
da donem mimarlarimin ilham kaynaklar1 konusunda bize fikir
vermektedir.

XX. ilk yillarinda yasamis yazar Rifat Osman, Mimar
Kemalettin’le yaptig1 diyalogta, Mimar Kemalettin Bey’in Mimar
Sinan hakkinda sdyledigi olumlu ifadeleri ‘'...Fakat Sinan ne
fevkaldde yaratilmig bir dahidir ki...” sdzleriyle kaydetmistir
(Rifat Osman, 2018, s. 108.; Kogak, 2026, s. 10). Bu ifadelerden
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Mimar Kemalettin Bey’in Mimar Sinan’in mimarligini begendigi
anlagilmaktadir. Mimar Sinan’a olan ilgi II. Mesrutiyet
Donemi’nde artmistir ve Mimar Sinan’i anma toreni ilk kez II.
Mesrutiyet Donemi’nde yapilmistir (Tanyeli, 2020, s. 453;
Kogak, 2026, s. 9.). Bu bilgiler Birinci Ulusal Mimarlik
Donemi’nin 6nemli mimarlarindan Mimar Kemalettin’in ilham
kaynaklar1 hakkinda 6nemli ipuglart vermektedir.

Birinci Ulusal Mimarlik Donemi hakkinda donem
yazarlarinin goriisleri de mimarlik ortamini anlama bakimindan
onemlidir. O donemin tarihgilerinden Rifat Osman ise Mimar
Kemalettin’in Mimar Sinan’a hayran oldugunu ifade etmektedir
(Osman, 2018, s. 108). ihtifalci Mehmed Ziya Bey de yazdig
kitapta Mimar Kemalettin’in ve Mimar Vedat Bey’in eserleri
hakkinda olumlu ifadeler yazmistir (Ziya Bey, 2004, s. 362-366.;
Ziya Bey, 2004, s. 243.).

1873'te yayimmlanan Us0l-i Mimari-i Osmani isimli
calisma, Osmanli mimarisine ait énemli yapilarin bilgileri ve
cizimlerinin bulunmaktadir. Bundan dolay1 kitap Osmanli
mimarisinin stiinliiglinii  bilimsel olarak ortaya koymaya
calismis ve milli mimarlik tarzinin olusumundaki basamaklardan
biri olmustur (S6zen, 1984, s. 29).

XIX. yiizythn ithal iisluplarindan, Islam iilkeleri
mimarisini esas alan oryantalist iislup, Islam mimarisine ait
unsurlarin  kullanilmasindan  dolayr mimaride geleneksel
formlarin uygulanmasinin 6nilinii agmigtir. Oryantalist {islubun
akimin uygulayicilarindan August Jasmund ve Alexandre
Vallaury, ulusal mimarlik donemi mimarlarindan Mimar Vedat
Bey’le Mimar Kemalettin’in mimari tasarimina etkisi olmustur
(Saner, 1998, s. 149). August Jasmund, Mimar Kemalettin’in
egitim aldig1 Hendese-i Miilkiye’de ders vermis olmasi, Mimar
Kemalettin Bey’in oryantalist iislubu tanimasimi saglamistir
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(Yavuz, 1981, s. 13-14.). Bu siirecin Milli Mimarlik akiminin
baslamasinin yolunu actig1 sOylenebilir.

1889°da Ittihad-1 Osmani Cemiyeti kurulur; bu cemiyet
daha sonra Ittihat ve Terakki Cemiyeti adim almistir (Hanioglu,
2001, s. 476-481.). 1908 yilinda Makedonya’da ¢ikan olaylar
sebebiyle, 23 Temmuz 1908 tarihinde Sultan Abdiilhamit
Mesrutiyet’i ikinci kez ilan etmek zorunda kalir (Karpat, 2019, s.
84). Bu donemin 6nemli mimarlarinda Mimar Kemalettin Bey’de
ittihat ve Terakki Cemiyeti’ne yakin bir konumdaydi. Bu da
Ittihat ve Terakki’nin ddnem mimarligina olan etkisini de gdsterir.

ittihat ve Terakki’nin iktidar donemi Birinci Diinya
Savasi’ndan sonra sona ermistir. Savastan sonra imparatorluk
¢Okmiistiir. Baskent Istanbul’un ve iilkenin cesitli yerlerinin isgali
devletin bittigini ve sadece kagit tizerinde kaldigin1 gosterir. Bu
ortamda Milli Miicadele baslamis ve 30 Agustos 1922 tarihinde
miicadele zaferle sonlanmistir (Konuyla ilgili bakiniz: Inalcik,
2022.).

Kurtulus Savasi’ndan sonra Once saltanat kaldirilmus,
daha sonra Cumhuriyet ilan edilmis ve ardindan Halifelik
kaldirilmistir. Cumhuriyet doneminde bir ulus insa edilmeye
calisilmistir ve bu amagcla ulusal mimarlik devlet tarafindan
desteklenmistir. Buna ek olarak Birinci Ulusal Mimarlik Donemi,
devletin gorsel ve kiiltiirel kimligini insa etme ve propaganda
amaciyla devlet tarafindan tesvik edilen bir mimari tarz olmustur.
Ziya Gokalp Cumbhuriyet doneminin ilk zamanlarinda konuyla
ilgili olarak, “’...Biitiin Muaswr milletlerle bir ahenkte yurtmekle
beraber, Tiirk i¢tima heyetinin hususi seciyesini ve baslibasina
miistakil hiiviyetini mahfuz tutmayt esas sayar, bu itibarla, milli
olmayan cereyanlarin memlekete girmesini ve yayiUmasini
istemez ” climleleriyle milli kiiltiirii diri tutmaya yonelik ve dogal
olarak mimaride de tarthi Tirk mimarisinin formlarinin
uygulanmasini 6nemsedigi soylenebilir (S6zen, 1996, s. 14.).
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Ziya Gokalp’in bu goriisleri donem mimarlarint etkisi altina
almistir. Bu donemde bir¢ok devrim yapilarak iilkenin gelecegi
icin onemli adimlar atilmistir. Cumhuriyetin ilk yillarinda milli
mimari tarzinda okul binalari, bakanlik, belediye, istasyon
binalar1 gibi kamu binalar1 insa edilmistir. Kamu binalarina
yonelik yatirimlar ¢ogunlukla Istanbul disina yapilmustir
(Konuyla ilgili olarak bakiniz, S6zen-Tapan, 1973; S0zen, 1984,
Aslanoglu 2010.).

Birinci Ulusal Mimarlik Donemi, yaklasik olarak 1900
yilinda baslayip, 1930’lu yillarin basina kadar devam etmistir
(Kogak, 2026, s. 11.). Osmanli Imparatorlugu'nun son yillarinda
baslamis ve Cumhuriyeti Donemi'nin ilk yillarinda, devletin de
destegiyle, mimariye hakim olmus bir mimari anlayistir (Kogak,
2019, s. 24). Milli kiiltiire doniisii simgeledigi i¢in bu tslup
yapilarinin dis cephesinde Anadolu Selguklu ve Klasik Osmanli
doneminin  mimari elemanlart kullanildigt i¢in  donem
kaynaklarinda “’milli mimari”, "neoklasik Tiirk tislubu", "milli
mimari ronesansi” veya "Osmanli canlandirmaciligi" olarak da
anilir (S6zen, 1996, s. 13; Bozdogan, 2015, s. 31.). Osmanli
Imparatorlugu’nun siyasi ve ekonomik durumu kétiiye gittigi i¢in
donemin mimarlar1 tarafindan, milli kiiltiire gondermede
bulundugu i¢in tercih edilmistir.

Mimariye ’Milli” ¢izgilerin hakim olmasina sebep olaran
bir baska etken de, XVIII. yiizyildan itibaren, XIX. ylizyilin
sonlarina kadar mimaride etkisini gosteren bati1 sanat1 kaynakli
barok, rokoko, ampir, neoklasik, neogrek, neordnesans
tisluplarina tepki olarak da bu mimari anlayis baslamistir (Ozer,
1964, s. 44-46.).

3. SONUC

Osmanli Imparatorlugu’nun son yillartyla Cumhuriyet’in
kuruldugu yillar, mimari agidan da biiylik doniigiimler ve
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etkilesimlerin goriildigii bir donemdir. Mimari yapilarda,
ozellikle cephelerde 6ze doniis goriiliirken, ayn1 zamanda ¢agdas
insa tekniklerinin beraber uygulandig goriiliir. O yillarin hakim
mimari anlayis1 olan Birinci Ulusal Mimarlik Donemi’ni hem
devletin i¢inde bulundugu kétlii durumun, hem mimarlarin bati
sanat1 kaynakli tisluplardan rahatsizlik duymasi1 hemde Sultan II.
Abdiilhamid’in girisimleri hazirlamistir. Birinci Ulusal Mimarlik
Donemi’ni olusturan sartlar, mimarligin donem sartlarindan
etkilendigi gergegini bir kez daha gostermektedir.
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KADIM SEHRIN IMZASI KAYSERI’NIN
PULLAR UZERINDEN OKUNMASI

Banu PARLAK UGURLU!

1. GIRIS

Pul, {izerinde resim, fotograf, sekil vb. gorsellerin
bulundugu, kiiltiirel nitelikler iceren, arkasi zamkli, posta
gonderilerinin iizerine yapistirilan degerli kagit pargasidir ( Toker
2013:10).

Penny Black olarak bilinen ve ressam William Mulready
tarafindan c¢izilen ilk posta pulu, 6 Mayis 1940 tarihinde
Ingiltere’de tedaviile ¢iktr. Bu donemden 6nceki siirecte, posta
ucreti alicidan tahsil edilirdi. Alicinin, 6deme iicretinden
kaginmas1 hem karigikliga hem de postanin iadesine neden olurdu
(Tuna, 1977, s. 94-95). Reformcu Sir Rowland Hill, bir taslak
hazirlad1 ve parlementoya sundu. Taslakta; posta iicretinin pesin
almmasi ve iicret yerine kii¢iik resimli bir kagidin mektuba
yapistirilmasi tavsiyesi yer aldi. Oneri kabul edildi ve ilk pul
tedaviile ¢ikarildi (Bezaz Giiven, 2006, s. 291-292). Gorselde de
Kralige Viktoria’nin postresine yer verildi. Makasla kesilen ve tek
renkten olusan ilk pul, tamamen zamksizdi. Gilinimiizde
kullanilan, klasik pullara son seklini veren ise James Chalmers’tir
(Diizenli ve Kavuran, 2004, 5.191). ilk tasarim, ¢izim teknigiyle
olusturulmustur. Penny Black’ten itibaren olusturulan pul
tasarimlarinda, sanata dair izleri gormek miimkiindiir.

Pul 6n yiizii sekil motif ve resimlerden olusan, arka yiizii
zamkli veya kendinden yapiskanli, etrafi genellikle dantelli

! Dr. Ogr. Uyesi Banu Parlak Ugurlu, Kapadokya Universitesi, Mimarlik Cevre
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simetrik, asimetrik veya kare seklinde tasarlanabilen degisken
boyutlu degerli kagitlardir (Aydogmus, 2015, s. 30). Baska bir
ifade ile pul, kii¢iik boyutlu biiyiik sanattir (Say’dan aktaran
Diizenli ve Kavuran, s. 188). Iki boyutlu bir sahnenin anlik
gorilintlislinii, biitlin yasanmigligiyla yansitan pullar, ait oldugu
ulusun en tabii parmak izini tasir. Pullar birden ¢ok isleve sahip
olmakla birlikte, duygu yogunlugunu sadece illiistrasyon {iriinii
olan gorsellikle degil, diger duyu organlarmin da dahil oldugu
kapsayict bir realiteyle yansitan etkili 6gelerdendir ( Aycil
2021:714)

Tarih boyunca bir¢ok medeniyete ev sahipligi yapmis olan
Anadolu topraklari, her bir kdsesinde zengin bir kiiltiirel miras1
barindirir. Bu mirasin énemli duraklarindan biri olan Kayseri,
gecmisten giinlimiize derin izler tasimaktadir. Kayseri ve ¢evresi
I¢ Anadolu Bélgesi’nin en eski yerlesim merkezlerinden biridir.
Tarihi M.O 1IV. Bin yillarma kadar uzanmaktadir ( Ozgiing,
1948:8). Tarih ¢aglarda adi “Mazaka” olarak bilinen sehre,
Kapadokya Karalligi doneminde “Osebria” Romalilar doneminde
“Kaeseraea” denilmistir. Araplarin “Kaysariyya” olarak telafuz
ettikleri sehrin ismine Tiirkiye’de Kayseri denilmistir (Gode,
1991;4).

Tarihte Tiirklerden 6nce Kayseri’ye sirastyla Asurlular’in,
Hititler’in, Frigler’in, Romalilar’in, Persler’in, Sasanileri’in ve
Bizanslilarin hakim oldugu bilinmektedir. Daha sonra Kayseri’ye
sirastyla Selcuklular, Eretnalilar, Kadi Burhaneddin Ahmet,
Karamanogullari, Dulkadirogullari ve Osmanlilar hakim
olmustur ( Denktas,2007;5).

Kayseri'nin ¢ok katmanli zengin tarihi ve kiiltiirel dokusu,
filatelik bir bakis acgisiyla incelenerek, pullar araciligiyla sehrin
kimligine 151k tutulmasi bu ¢alismanin amacini olusturmaktadir.
Filateli, yani pul koleksiyonculugu, ¢cogu zaman sadece bir hobi
olarak algilansa da, aslinda ge¢misin izlerini siirmek, sanatsal
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degerleri kesfetmek ve Kkiiltiirel degisimleri belgelemek igin
Oonemli bir aragtir. Kayseri'yi temsil eden pullar, sehrin binlerce
yillik tarihsel gelisimini, onemli doniim noktalarim1 ve kiiltiirel
cesitliligini yansitir. Roma, Bizans, Selcuklu ve Osmanl
medeniyetlerinin izlerini tasiyan Kayseri, pullar lizerinde tasvir
edildiginde agirlikli olarak Selguklu donemi eserleri ile kentin
one cikarildig1 goriilmektedir. Ornegin, Selcuklu déneminin
thtisamin1 yansitan Doner Kiimbet, Hunat Hatun Kiilliyesi ya da
Gevher Nesibe Sifahanesi gibi yapilar, pullar {izerinde yer alarak
0 donemin mimari ve sosyal yasantisina dair ipuglart sunar. Bu
pullar, sadece yapilarin gorsel bir temsilini sunmakla kalmaz,
ayn1 zamanda bu yapilarin insa edildigi dénemdeki sanatsal
anlayis1 ve kiiltiirel zenginligi de gozler Oniine serer. Kayser’de
yer alan Osmanli dénemi yapilarinin giiniimiizde hala ayakta
oldugu fakat pullara yansitilmadig1 dikkat ¢ekicidir. Bu durum
pullar tizerinden Kayseri’nin Selguklu kenti olarak kadim bir kent
dokusu imaji1 sergiletildigini diisiindiirmektedir.

Kayseri tarihi ¢arsisi, Osmanli doneminden kalma,
Istanbul Kapaligarsi'dan sonra Tiirkiye'nin en biiyiik kapali
carsilarindan biri olarak bilinen, 15. yiizyildan beri uzanan 6nemli
bir ticaret merkezidir(Cabuk,2012). Kapali Cars1, Bedesten, Haci
Efendi ve Urgancilar carsilart gibi analizlerden olusan yapi,
pullara yansitilmadigi goriilmektedir.

2. KAVRAMSAL CERCEVE

Bu calisma, Kayseri'nin filateli tizerinden okumasini
saglarken temel ii¢ kavramsal cergeve iizerinden hareket
etmektedir: Kiltiirel Bellek, Gorsel Temsil ve Mekanin
Sembollesmesi.
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2.1. Kiiltiirel Bellek ve Nesne iliskisi

Jan Assmann'in ifadesiyle kiiltiirel bellek, bir toplumun
gecmisine dair imgeleri ve metinleri koruma bi¢imidir. Pullar, bu
bellegin  "minyatiir tasiyicilar’" olarak islevini  goriiyor.
Kayseri'nin Selguklu ve Osmanli yapisindan siiziilen sanat
yapilar1 (Gevher Nesibe Sifahanesi, Sahabiye Medresesi vb.),
pullar iizerine naksedildiginde sadece bir posta araci degil,
toplumsal hafizayr diri tutan birer "hatirlatici nesne" haline
dontsir.

2.2. Gorsel Temsil

Mimari tasarimda gorsel diisinme ve algi onemlidir.
Tasarim siirecinin gorsel temsiller iizerinden ilerlemesi ve bu
temsillerin mekanin gerceklestirilmesinde kullanilmasi gorsellige
verilen Onemi artirmaktadir. Ancak mimari tasarim sadece
gorsellik ile sinirli kalmamalidir. Cizimlerin yanm sira yazili ve
sOzlii anlat1 da gorev almaktadir. Mekansal algi, gorsel temsil ve
anlatiyla sekillenir. Kayseri'nin pullardaki temsili, sehrin ticari
kisiliginden estetik ve mimari otoritesine odaklanir. Burada Stuart
Hall'un temsil kuramina atif yapilanmasi; sanat yapilarinin
pullarda bi¢gim, a¢1 ve dahil edilmesi incelenmelidir
(Sipahioglu&Giirer, 2023) Bu se¢imler, yonetim Kayseri'yi
"Anadolu'nun kadim kenti" olarak sunma iradesini yansitir.

2.3. Mekanin Sembollesmesi: Anitsal Yapilar

Mekan, sadece bakanligin bir koordinati degil, anlami
yiiklenmis bir alandir. Kayseri pullarinda ortaya ¢ikan olusumsal
yapilar (kiimbetler, medreseler), sehri bir "mekan" olabilmekte
bir "sembol" haline gelir. Henri Lefebvre'in "Mekanim Uretimi"
kurami ¢ergeve c¢Ozlimleri; bir medresenin pul {izerinde
izdlisimii, o yapiyr tag ve c¢amurdan ibaret bir insaat
yapilabilmekte, sehrin zamaninda siirekli temsilini eden bir
gostergeye doniismektedir.
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3. KAYSERI’Yi PULLARLA TANIMAK

TURKIYE

TUORKIYE

Gorsel 1 ve 2. 1959 — Biiyiik Memleket Serisi — Kayseri ( PTT Pul
Miizesi Tiirk Pullar: Arsivi)

Bu iki pul (5 ve 20 kurusluk degerlerle), 1959 yilinda
yayimlanan "Biliylik Memleket Serisi" icerisinde Kayseri'yi
temsil etmektedir. Pullarin ana kompozisyonu, sehrin genel
siluetini ve arka planda yiikselen, zirvesi karla kapli Erciyes
Dagi'm panoramik bir sekilde sunar. On planda, dénemin modern
kentlesme ¢abalarini yansitan ¢ok katli binalar ve sehir dokusu
detayli bir sekilde islenmistir. Bu seri, Tiirkiye'nin farkli
sehirlerinin cografi ve kentsel oOzelliklerini vurgulamay1
amagclayan bir temaya sahiptir. Erciyes Dagi'nin belirgin bir
sekilde tasvir edilmesi, Kayseri'nin dogal giizellikleri ve cografi
kimligi acisindan tagidigi 6nemi vurgular. Pullarin minimalist
renk paleti ve c¢izim teknigi, donemin filatelik estetigini
yansitmaktadir.

Gdorsel 3. 1956 - Kayseri Sifaiyesinin Kurulusu'nun 750. Yih (PTT
Pul Miizesi Tiirk Pullar1 Arsivi)
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1956 yilinda basilan bu pul, Kayseri'nin koklii tarihini ve
tip alanindaki mirasint gozler Oniine sermektedir. Pulun
merkezinde, Anadolu Selguklu déneminin 6nemli yapilarindan
biri olan Gevher Nesibe Sifahanesi ve Medresesi'nin kusbakisi bir
¢izimi yer almaktadir. Pulun alt kisminda "KAYSERI SIFAIYESI
1206-1956" ibaresiyle yapinin 750. kurulus yil doniimiine ithaf
edildigi belirtilmektedir. Bu sifahane, tip egitimi ve saglik
hizmetleri agisindan doénemin en Onemli merkezlerinden biri
olmast nedeniyle pul iizerinde 6zel bir yer bulmustur. Pulun
kenarlarindaki stilize Selguklu motifleri, donemin sanat
anlayisina gonderme yaparak kiiltiirel zenginligi
pekistirmektedir. Bu pul, tarihi yapilarin filateli araciligiyla ulusal
ve uluslararasi alanda tanitilmasina dair 6nemli bir 6rnektir.

b
8
g
8

¥ KAYSERi MiLLi MOCADELE MUZESi

lhe7

Gorsel 4. 2018 - Milli Miicadele Temah Miizelerimiz Konulu
Resmi Pul (Kayseri Milli Miicadele Miizesi), (PTT Pul Miizesi
Tiirk Pullar: Arsivi)

Bu pul, Tiirkiye'nin Milli Miicadele donemindeki énemli
yerlesim yerlerinden biri olan Kayseri'nin bu siiregteki roliinii
vurgulamaktadir. Pul, iki ana gorselden olugmaktadir: iist kisimda
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doneme ait siyah-beyaz bir fotografin reprodiiksiyonu ve alt
kisimda Kayseri Milli Miicadele Miizesi olarak bilinen tarihi
binanin  giincel goriintiisidir. Ust kisimdaki  gorselde,
muhtemelen miize icinde sergilenen veya donemin Onemli
anlarindan birini yansitan bir sahne yer almaktadir. Alt kisimdaki
bina ise, Milli Miicadele sirasinda onemli kararlarin alindigi,
direnis ruhunun sekillendigi mekanlardan biri olarak Kayseri'nin
tarihindeki yerini simgelemektedir. Bu pul, tarihi bilincin ve
ulusal mirasin korunmasina yonelik filatelik bir aract temsil
etmektedir

Gorsel 5. 2018 - Atatiirk Evleri Serisi (Kayseri Atatiirk Evi
Miizesi), (PTT Pul Miizesi Tiirk Pullar1 Arsivi)

2018 yilinda basilan "Atatlirk Evleri" serisine ait bu pul,
Kayseri'deki Atatiirk Evi Miizesi'ni konu almaktadir. Pulun ana
gorseli, geleneksel Tiirk mimarisinin 6zelliklerini tasiyan, iki
katli bir konak olan miize binasin1 detayli bir sekilde
sergilemektedir. Pul iizerinde "Atatiirk Evi Miizesi / Kayseri"
ibaresi yer almaktadir. Bu pul, Tiirkiye Cumhuriyeti'nin kurucusu
Mustafa Kemal Atatiirk'iin farkli sehirlerde konakladigi ve
cumhuriyetin kurulma siirecinde 6nemli kararlar aldig1 evlerin
anisini yasatmak amaciyla tasarlanmistir. Bu tiir pullar, kiiltiirel
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hafizanin pekistirilmesinde ve tarihi sahsiyetlerin anilmasinda
onemli bir rol oynamaktadir.

Gorsel 7. 2018 - Dogal Koruma Alanlar: ve Milli Parklar (Sultan
Sazhgy), (PTT Pul Miizesi Tiirk Pullar1 Arsivi)

2018 yilinda basilan bu pul, Kayseri'nin dogal
giizelliklerinden ve ekolojik cesitliliginden biri olan Sultan
Sazligi'm1 konu almaktadir. Pulun ana kompozisyonunda, sazlik
alanin genis bir kugbakis1 goriintiisii ve bolgenin ikonik kus
tiirlerinden flamingolar 6ne c¢ikmaktadir. Arka planda yine
Erciyes Dagi'min silueti yer alarak sazligin Kayseri
cografyasindaki konumunu belirtmektedir. Pulun {ist kisminda
"DOGAL KORUMA ALANLARI VE MILLI PARKLAR"
ibaresi, pulun ekolojik ve cevresel koruma temasina dikkat
cekmektedir. Sultan Sazlig1, biyolojik cesitliligi ve gdgmen kuslar
icin 6nemli bir yasam alani olmasi nedeniyle Tiirkiye'nin 6nemli
sulak alanlarindan biridir ve bu pul araciligiyla ekolojik mirasin
korunmasi bilinci pekistirilmektedir.
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TURKIYE CUMHURIYETI
P EEa T )

Gorsel 8-9. 1969 - Tarihi Eserler Serisi (Kayseri - Doner Kiimbet),
(PTT Pul Miizesi Tiirk Pullar1 Arsivi)

1969 yilinda "Tarihi Eserler" serisi kapsaminda basilan bu
pul, Kayseri'nin énemli Sel¢uklu dénemi yapilarindan biri olan
Doner Kiimbet'i tasvir etmektedir. Pulun merkezinde, ongen
planli ve geometrik siislemeleriyle dikkat ceken Doner Kiimbet'in
detayli bir ¢izimi yer almaktadir. Pulun sol kenarinda dikey olarak
"KAYSERI-DONER KUMBET" yazist bulunmaktadir. Bu
kiimbet, Selcuklu mimarisinin anitsal mezar yapilarina giizel bir
ornektir ve pul araciligiyla bu kiiltlirel mirasin tanitimi
amagclanmistir. Pulun genel renk tonu ve sade tasarimi, yapinin
sanatsal ve tarihi degerini 6n plana ¢ikarmaktadir. Kayseri konulu
pulda Selcuklu yapisinin iki ayr1 pulda karsimiza ¢ikmasi
Kayseri’nin sanatsal degerinin yani sira kadim bir kent oldugu
vurgulanmaktadir.
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Gorsel 10. 1982 - Anadolu Daglan Serisi (Erciyes - Kayseri), (PTT
Pul Miizesi Tiirk Pullar: Arsivi)
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1982 yilinda "Anadolu Daglar1" serisi kapsaminda basilan
bu pul, Kayseri'nin simgesi olan Erciyes Dagi'n1 gorsel olarak
vurgulamaktadir. Pulun ana kompozisyonu, zirvesi karla kapli,
gorkemli Erciyes Dagi'nin genel bir goriinlimiinii sunar. Pulun {ist
kisminda "ERCIYES (Kayseri)" ibaresi yer almaktadir. Bu pul,
Tiirkiye'nin dogal gilizellikleri ve daglik cografyasi temasin
islemektedir. Erciyes Dagi'nin pul iizerinde yer almasi, dagin
Kayseri i¢in hem cografi bir belirleyici hem de kis turizmi
potansiyeli a¢isindan tagidig1 6nemi gostermektedir. Pulun dikey
tasarim1 ve sade arka plani, dagin dogal ihtisamini One
¢ikarmaktadir.
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Gorsel 11. 2010 - Geleneksel Tiirk Sanatlar: Serisi (Kayseri -
Hali), (PTT Pul Miizesi Tiirk Pullar1 Arsivi)

2010 yilinda "Geleneksel Tiirk Sanatlar1" temasi
kapsaminda basilan bu pul, Kayseri'nin el sanatlar1 ve dokuma
kiiltiiri agisindan tasidigi 6nemi vurgulamaktadir. Pulun ana
gorseli, canli renkler ve karmagik geometrik motiflerle bezeli,
otantik bir Tiirk halisim1 tasvir etmektedir. Bu hali, tipik olarak
Kayseri bolgesinde dokunan ve koklii bir gegmise sahip olan hali
dokumaciligi gelenegini temsil etmektedir. Halinin merkezindeki
bliyiik baklava dilimi formundaki motifler ve etrafindaki stilize
bitkisel ve geometrik desenler, Tiirk hali sanatinin estetik
ozelliklerini yansitmaktadir. Pulun alt kisminda "110+10
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KURUS" deger ibaresi ve "KAYSERI" yazis1 yer almaktadir. Bu
pul, filatelik bir belge niteligi tagimasinin yani sira, Kayseri'nin
kiltirel kimliginin 6nemli bir pargast olan hali sanatinin
tanitilmasimna ve gelecek kusaklara aktarilmasima katki
saglamaktadir. Bu tiir pullar, sadece birer posta araci degil, aynm
zamanda kiiltiirel mirasin gorsel bir arsivini olusturmaktadir

4. FIiLATELININ KULTUREL MIRASIN
KORUNMASINDAKI ROLU

Ankara PTT Pul Miizesi'nden 6zel olarak segilen pullar,
Kayseri'nin filatelik mirasinin ne kadar zengin oldugunu gozler
Oniine sermektedir. Bu pullar, gegmis olaylari, sanatsal degerleri
ve sosyal degisimleri belgeleyerek, Kayseri'nin kimligini
sekillendiren unsurlari ortaya koyar. Filatelik koleksiyonlar, bir
sehrin tanittminda ve kiiltiirel mirasinin korunmasinda 6nemli bir
rol oynar. Pullar araciligiyla yapilan bu okuma, hem tarihi hem de
kiiltiiri daha derinlemesine anlamayr mimkiin kilar. Ayn
zamanda, bu sanat eserleri, gelecek nesillere aktarilacak degerli
bir miras niteligi tasir. Kayseri'nin bu filatelik pencereden
incelenmesi, sehrin mirasina sanatsal bir bakis acisiyla yeni
perspektifler kazandirarak, sehrin zenginliklerinin daha genis
kitlelere ulagsmasina katkida bulunacaktir. Ciinkii insanlarin
icerisinde seyahat etme duygusu her zaman var olmustur. Seyahat
edemeyen insanlar arasinda elden ele dolasan bu pullar sayesinde
gitmedikleri  kentlerin sanat tarihi eserlerini, kiiltiirel
zenginliklerini, dogal koruma alanlar1 ve milli parklarinin
sergilendigi goriilmektedir. Dolayisiyla bu pullar sayesinde
insanlar gitmedikleri kentleri gorebiliyorlar. Fakat pullar tizerinde
yansitildig1 kadari ile gorebiliyorlar. Bu nedenle kiiltiirel mirasin
korunmasi 6nemlidir.
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5. TARTISMA

Bu ¢aligma, Kayseri'nin tarihi ve kiiltiirel zenginliginin
pullar gibi kiigiik bir medya araciyla ne kadar kapsamli bir sekilde
ifade edilebildigini gostermektedir. Incelenen pullar, sehrin
kimligini olusturan temel unsurlar1 kronolojik ve tematik olarak
ortaya koymaktadir. Selguklu mimarisinin ihtisgamini simgeleyen
Doner Kiimbet ve Gevher Nesibe Sifahanesi pullari, Kayseri'nin
binlerce yillik medeniyet birikiminin somut kanitlaridir. Bu
pullar, sadece sanatsal birer eser olmakla kalmaz, ayn1 zamanda
tarih bilincinin pekistirilmesine hizmet eder.

Cumbhuriyet donemine ait Atatiirk Evi Miizesi ve Milli
Miicadele Miizesi pullar ise, Kayseri'nin modern Tiirkiye'nin
kurulusundaki roliinii vurgulamaktadir. Bu pullar, sehrin ulusal
hafizadaki yerini hatirlatarak, tarihi olaylarin ve mekanlarin
onemini filateli araciligiyla yeniden giindeme tagimaktadir.

Sultan Sazlig1 ve Erciyes Dagi pullari, Kayseri'nin sadece
tarihi ve kiiltiirel yapilariyla degil, ayn1 zamanda essiz dogal
giizellikleriyle de 6ne ¢iktigin1 gostermektedir. Bu pullar, sehrin
ekolojik cesitliligi ve turizm potansiyeli hakkinda oOnemli
mesajlar icermektedir. Son olarak, hali motifli pul, Kayseri'nin
yerel zanaat ve geleneklerinin, yani soyut kiiltiirel mirasin da
filateli alaninda temsil edildigini kanitlamaktadir. Bu durum,
filatelinin sadece somut mirasi degil, ayn1 zamanda bir toplumun
yasam bic¢imini, sanatin1 ve geleneklerini de belgeleyebildigini
ortaya koymaktadir.

Bu bulgular 1s18inda, pullarin bir sehrin tanitim araci
olarak ne kadar etkili kullanilabilecegi tartigilabilir. Pullar, ulusal
ve uluslararas1 posta trafigi araciligiyla, bir sehrin en 6nemli
degerlerini diinya ¢apinda milyonlarca insana ulagtirmaktadir.
Bu, 6zellikle Kayseri gibi koklii bir gecmise sahip sehirler i¢in
kiiltiirel diplomasi ve turizm tanitimi agisindan Onemli bir
potansiyel sunmaktadir.
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Sonug olarak pullar iizerinden Kayseri modern ve iiretim
kenti olarak degil kadim medeniyet sehri olarak yansitilmaktadir.

6. SONUC

Bu calisma, filatelinin Kayseri'nin tarihi ve kiiltiirel
mirasinin belgelenmesi, yorumlanmasi ve tanitilmasi noktasinda
cok yonlii bir ara¢ olarak tasidig1 potansiyeli ortaya koymaktadir.
Ankara PTT Pul Miizesi koleksiyonundan secilen pullar
tizerinden gerceklestirilen bu inceleme, Kayseri'nin tarihsel
katmanlarini, cografi kimligini, sosyokiiltiirel dinamiklerini ve
estetik degerlerini yansitan zengin bir gorsel anlati sunmaktadir.

Analiz edilen pullar, Kayseri'nin kimligini olusturan ii¢
temel unsuru vurgulamaktadir:

Tarihi Derinlik ve Mimari Miras: Selguklu donemi eserleri
olan Doner Kiimbet ve Gevher Nesibe Sifahanesi gibi yapilar,
pullar aracilifiyla sehrin binlerce yillik medeniyet birikiminin
somut kanitlar1 olarak 6ne ¢ikmaktadir. Bu bulgular, filatelinin
sadece bir iletisim araci degil, ayn1 zamanda tarihi yapilarin
korunmasi ve kiiltiirel hafizanin siirekliliginin saglanmasinda
Oonemli bir rol oynayan bir gorsel arsiv oldugunu gostermektedir.

Ulusal Kimlik ve Modern Tarih: Milli Miicadele Miizesi
ve Atatiirk Evi gibi Cumhuriyet donemi temali pullar, Kayseri'nin
ulusal bagimsizlik miicadelesi ve modernlesme siirecindeki kritik
roliinii pekistirmektedir. Bu pullar, sehrin ulusal kimlik i¢indeki
konumunu giiglendirirken, tarihi olaylarin ve mekanlarin filatelik
bir baglamda yeniden yorumlanmasina olanak tanimaktadir.

Dogal ve Somut Olmayan Kiiltiirel Miras: Erciyes Dag1
ve Sultan Sazligi'm konu alan pullar, sehrin essiz dogal
giizelliklerine dikkat ¢ekerken, hali dokumaciligi gibi geleneksel
el sanatlarini tasvir eden pullar ise Kayseri'nin somut olmayan
kiiltiirel mirasinin da filatelik alanda temsil edildigini
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gostermektedir. Bu durum, pullarin bir boélgenin hem dogal
zenginliklerini hem de kiiltiirel yasam bicimini etkili bir sekilde
sergileyebildigini kanitlamaktadir.

Bu bulgular 15181nda, filatelik materyallerin bir sehrin
tanmitim1 ve kiiltiirel diplomasi cabalarinda stratejik bir kaynak
olarak  kullanilabilecegi  Onerilmektedir.  Pullar, sadece
koleksiyonculara degil, ayni zamanda ulusal ve uluslararasi
Ol¢ekte genis bir kitleye hitap ederek bir sehrin kiiltiirel kimligini
ve degerlerini etkili bir bicimde yayma potansiyeli tagimaktadir.
Gelecekteki ¢aligmalar, bu perspektifi genisleterek, Kayseri'ye ait
diger tematik pullarin analiziyle sehrin kiiltiirel mozaigine dair
yeni bulgular ortaya koyabilir. Bu tiir arastirmalar, filateliyi sanat
tarihi, kiiltiirel miras yonetimi ve turizm gibi disiplinlerarasi
alanlarda yeni metodolojik yaklasimlar i¢in degerli bir kaynak
haline getirecektir.

Kayseri'yi pullar iizerinden okuma c¢abasi, filatelinin bir
hobi olmanin 6tesinde, bir sehrin tarihini, kiiltliriinii ve kimligini
yansitan ¢ok yonlii bir arsiv ve tanitim aract oldugunu
gostermistir.
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