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аллегорий на раннехристианских памятниках, в частности на напольных мозаи-
ках, коптских тканях и в скульптуре. В качестве параллелей можно привести 
такие примеры, как образ Геи (Земли) III–IV вв. (рис. 18) и образ Ариадны V в. на 
коптских тканях из собрания Лувра39, образ женской аллегории (565 г.) на моза-
ике из церкви Иоанна на горе Небо, Иордания40. Таких примеров более чем доста-
точно. Как очень близкую иконографическую аналогию к женскому бюсту из 
Сюни-ванка можно рассматривать объемную 
голову с пышными волосами того же периода, 
случайно найденную недалеко от памятника 
Агиту в 1998 г. (хранится в краеведческом музее) 
(рис. 19). Сопоставления сисианских бюстов с 
раннехристианскими образцами не лишены 
смысла, так как в доарабском искусстве Армении 
еще очень ощутим античный художественный 
пласт. Это очевидно на примере армянской архи-
тектуры «золотого века» (VII в.)41. Следы антич-
ного наследия сохранили и фрагменты армян-
ской монументальной живописи, миниатюра и 
скульптура42. Изображения евангелистов с тонзу-

39	 L’art copte, fig. 141b.
40	 Piccirillo 129, fig. 217.
41	 Donabédian 2008.
42	 Donabédian 1996, 89–98; Tchekhanovets 2018, 41–135; Hakobyan 2021, 79–84.

Рис. 17. Аллегории Солнца и Луны в медальоне.  
Фрагмент напольной мозаики.  

Бет-Шеан, Израиль. VI в.  По Hachlili R.  
Ancient Mosaic Pavements: Thems, Issues and Trends. 

Brill:Leiden-Boston, 2009. Таб. VIII, 4b

Рис. 18. Изображение Геи 
(аллегория Земли). Коптская 

ткань. III-IV вв. Музей Лувра. По 
L’art copte en Égypte. 2000 ans de 
christianisme. Éditions Gallimard, 

2000. Илл. 141b.

Рис. 19. Объемная голова. Найдена в 
окрестности мемориального  

памятника Агиту, Сисиан. VII в.  
Фото Гамлета Пертосяна
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рой на карнизе Сюни-ванка – яркий тому 
пример. К тому же нужно учесть, что в период 
активных связей с восточно-христианским 
миром на территории Армении оказывалось 
много предметов искусства, один из них – 
оклад Эчмиадзинского Евангелия с харатер-
ными для своего времени образами. 

Заключение 

Женские и мужские головы или лики в 
нишах Сюни-ванка и Кумурдо, а также дру-
гих церквей можно трактовать как образы-
аллегории, символизирующие природные 
стихии. Они находят близкие иконографиче-
ские параллели в раннехристианском и 
византийском искусстве. Изображения 
Земли и Неба, Солнца и Луны в контексте 
скульптурного убранства церквей призваны 
подчеркнуть Вселенское значение библей-

ской истории и напомнить о Втором пришествии Христа и Спасении. В изображе-
ниях же «Адама» и «Евы» в Кумурдо, возможно, делается акцент на два главных 
понятия – первородный грех и ожидаемое Спасение в конце Времен. Исходя из 
этого cтановится понятно, почему подобные образы-аллегории занимают опре-
деленное место в декоративной системе убранства церквей, например, приалтар-
ные капители (Байбурт), барабаны  как зона Небес (Хневанк, Ахтамар, Питарети), 
у входов в южном фасаде, но самое распространенное место расположения таких 
символических образов – это внешние ниши церковного здания.

Список сокращений
АН – Академия наук
ГЭ 	 – Государственный Эрмитаж
СССР 	 – Союз Советских Социалистических Республик
Arm.SSR 	 – Armenian Soviet Socialist Republic
NS 	 – National Science
ԳԱ 	 – Գիտությունների ակադեմիա
ԵՊՀ 	 – Երևանի պետական համալսարան
ՀՍՍՀ 	 – Հայաստանի Սովետական Սոցիալիստակակն Հանրապետություն
ՀՍՍՌ 	 – Հայաստանի Սովետական Սոցիալիստակակն Ռեսպուբլիկա

Рис. 20. Хачкар с изображением сиволов 
светил. Гавит Мшкаванка. 1291.  

Фото Армине Петросян.
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THE ATTRIBUTES OF SACREDNESS OF ANIMALS ON THE RELIEFS
OF ARMENIA AND GEORGIA (6th–14th CENTURIES)1 

Abstract: In Armenian and Georgian sculpture of the 6th–14th centuries, there 
are many images of real and fantastic animals with certain attributes: ribbons, 
necklaces, wreaths, crowns. One of the oldest examples of such iconography is 
known on the 8th–6th century BC Urartian statuette depicting a crowned sphinx 
with a ribbon tied to its torso. The use of ribbons and necklaces as attributes of 
animal sacredness becomes especially popular in the culture of Sasanian Iran of 
the 5th–7th centuries, where they indicated the royal, benevolent symbolism of 
the images. Bird figures with ribbons around their necks in Armenian, Georgian, 
and East Christian art of the 5th–7th centuries reveal the obvious influence of 
Sasanian iconography. In Christian art, these attributes denoted the victorious, 
heavenly symbolism of images. In the 10th–14th centuries, a number of fantastic 
animals: griffins, sirens, sphinxes are usually depicted with necklaces and crowns 
– as markers of their belonging to the upper world.
Key words: Armenian sculpture, Sasanian art, sacred animals, symbolism, rib-
bons, necklaces, crowns

Лилит Микаелян

АТРИБУТЫ САКРАЛЬНОСТИ ЖИВОТНЫХ  
НА РЕЛЬЕФАХ АРМЕНИИ И ГРУЗИИ VI–XIV ВЕКОВ

Аннотация: В армянской и грузинской скульптуре VI–XIV веков известно 
множество изображений реальных и фантастических животных с 
определенными атрибутами: лентами, ожерельями, венцами, коронами. 
Один из древнейших примеров такой иконографии известен на урартской 
статуэтке VIII–VI веков до н.э., изображающей коронованного сфинкса с 
лентой на туловище. Использование лент и ожерелий как атрибутов 
сакральности животных становится особенно популярным в культуре 
Сасанидского Ирана V–VII веков, где они указывали на царственную, 
благопожелательную символику образа. Изображения птиц с лентами на 
шеях в армянском, грузинском, а также восточнохристианском искусстве 
V–VII веков показывают очевидное влияние сасанидской иконографии. В 
христианом искусстве эти атрибуты указывали на победную, небесную 

1	 A paper on this topic was presented at the conference "Medieval Art and Archeology of Armenia and 
Georgia" in the Aix-Marseille University (November 2019).
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символику образов. В X–XIV веках ряд фантастических животных: грифоны, 
сирены, сфинксы как правило изображались с ожерельями и коронами – 
маркерами их принадлежности верхнему миру.   
Ключевые слова: Армянская скульптура, сасанидское искусство, сакраль
ные животные, символика, ленты, ожерелья, короны 

Practical and Artistic Traditions of Adorning Animals with Rib-
bons, Necklaces and Other Attributes.

In ancient cultures, and later in medieval art, a number of artistic means were 
used to emphasize the supernatural, sacred symbolism of animals, such as the creation 
of fabulous beings or the endowment of lions, bulls, horses and so on, with wings as an 
indication of their heavenly nature. Along with such iconographic principles, especially 
in eastern medieval art, depictions of the attributes of power and holiness appear on the 
bodies of animals. Among them are ribbons, necklaces and rings, as well as vegetal ele-
ments. This tradition, originating in the culture of Ancient East, became more vivid in 
the art of Sasanian Iran, and later in the cultures widely contacted with it, particularly in 
Armenian and Georgian sculpture of the 6th–14th centuries, as well as in the Eastern 
Christian art.

In general, ribbons had become widely used in classical antiquity as symbols of 
victory and power in the form of diadems attached to heroes and victorious athletes, and 
later as headbands of kings and emperors. The Sasanian so-called “ribbons of honor / 
nobility” (Pativ in Middle Persian and also in Ancient Armenian2), which continue the 
same tradition, were in regard to iconography strikingly different from their Greco-Ro-
man as well as Parthian prototypes. They were longer and wider, made of silk, and were 
as a rule depicted as waving, with longitudinal or vertical folds, often with emphasized 
borders. The ribbons with exactly such iconography appear in the compositions of 
crosses in Armenian and South-Caucasian art and on the animals under discussion. 

In Sasanian Iran ribbons ceased to be only headbands as they had been in Antique 
culture; they were tied to various parts of the body, the crown, the arms, as well as royal 
horses, and sometimes, according to written sources, to some animals belonging to the 
Shahanshahs’ menagerie3. Of course this royal tradition found its expression in Iranian 
art, especially of the 6th–8th centuries, when sacred or benevolent animals were very 
often depicted with ribbons and necklaces. The great number of these examples and 
their specific iconography in the art of Iran gives us the right to consider similar images 
of animals with attributes of sacredness in Armenian and Georgian art mainly as a man-
ifestation of Sasanian influence. And it is only in this context that their iconographic 

2	 Աճառյան 1979, IV, 43:
3	 Орбели 1968, 114.
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sources can be determined correctly and their symbolism in Christian culture can be 
interpreted more accurately.

Speaking about the traditions of depicting certain attributes on animal bodies in 
ancient and medieval art, it is necessary to divide them into two artistic principles. The 
first one: when the animal is portrayed according to its real appearance, for example: 
saddled and decorated horses; bulls and elephants with cloth saddles, forehead jewel-
ries, bows, garlands, etc. And the second one: when real or fantastic animals are dis-
played with special attributes which have primarily a symbolic meaning. The distinction 
between these two artistic approaches is not clear in many cases, but in our context, this 
is important for a more accurate understanding of the iconographic traditions.

Thus, in Greek vase-painting there are images of sacrificial animals, mostly bulls 
with ribbons and garlands tied to their horns, which marked them as chosen for a ritual 
– an instance of attributes of sacredness, but reflecting the real, documentary details of 
the sacrifice. There was also a tradition of preserving the heads or skulls of already sac-
rificed animals, which were placed on the walls of temples or other buildings with the 
same garlands attached to the horns. An example of this are the images of two bull skulls 
hanging above the central scene of Iphigenia's sacrifice on the Greek vase-crater of 370-
350 BC from the British Museum4. It was this ancient tradition that became the basis of 
antique bucranium friezes made of sculpted bull (goat) heads or skulls with garlands and 
ribbons, which reflected the realities of the buildings' decoration and later turned into 
an architectural ornament, often found at temples, mausoleums and on sarcophagi: like 
on the 1st century BC mausoleum of Caecilia Metella in Rome, on the so-called Caffarelli 
marble sarcophagus (around 40 AD) from the Old Museum in Berlin, on ossuaries of the 
1st–2nd centuries from the Dresden Gallery etc5.

The second group of these attributes is found on symbolic images of animals. In 
Ancient Eastern culture we have an important and unique example of such an animal 
with ribbon in Urartian art (9th–6th centuries): the bronze statuette of a deity – a winged 
sphinx with a lion's body and a human forehead, kept in the Hermitage Museum6 (fig. 1). 
Small statues of such or similar fabulous animals were parts of luxurious royal thrones. 
On the sphinx’s torso a ribbon is tied  with longitudinal lines and then transverse ones 
on the ends. Here the rendering of the ribbon is quite close to the future Parthian and 
Sasanian examples, especially to the diadem on the head of the god Baalshamin on the 
1st century AD Palmyrene relief from the Louvre Museum. Surely on this Urartian statu-
ette we are dealing with one of the earliest and prominent examples of a ribbon as an 
attribute of royalty and holiness.

4	 Collection online, British Museum.
5	 Feldbusch 1950, 81–84.
6	 Пиотровский 2011, 328, fig. 77.
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Despite numerous iconographic examples of diadems as well as ribbons on 
wreaths and garlands, known in Greco-Roman art, there are hardly any symbolic animal 
pictures with ribbons. An interesting example can be seen on the onyx gem of the 1st 
century AD depicting emperor Augustus with a Capricorn image above his head, which 
was the sign of his protecting constellation (Kunsthistorisches Museum, Vienna)7. A rib-
bon is tied to the animal’s leg as a sign of victory and glory. We have pictures of patron 
animals of the same type on the frescoes of the 7th–8th centuries of Sogdia, where myth-
ological winged animals fly above the heads of heroes as well as above the hero Rostam, 
with long ribbons tied to their legs8.

Early Christian Armenian and Caucasian Examples  
of Animals with Ribbons 

A unique example of a similar principle of the iconography of ribbons waving from 
the animal’s legs in Christian art is the eagle composition carved on the western wall-cap-
ital of the Forty Martyrs Basilica of Pashvank of the 5th–6th centuries (modern Turkey). 
The bird is presented with spread wings, with its head turned to the left, from which 
pleated ribbons also rise (fig. 2). P. Donabédian identified the sculpture as a peacock 
image9, M. Comparеti as a dove10, but if we compare Pashvank’s sculpture to the eagles 
of Zvartnots cathedral’s capitals and take into consideration the bird’s large head, under-

7	 Bandinelli 1969, 196, fig. 209, 211.
8	 Compareti 2006, 191–192, fig. 4; Shenkar 2014, 139, fig. 132.
9	 Donabédian 2008, 61, fig. 48.
10	 Compareti 2010, 205.

Fig. 1. Sphinx, Urartian bronze statuette (8th-6th cc. BC), Hermitage museum © Author
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lined hooked beak, and the absence of a cockscomb, it is clear that the sculpture is that 
of an eagle. Since it is known that in Christian art the eagle was the symbol of the Resur-
rection and Ascension, his image here in the Church of the Forty Martyrs, dedicated to 
the Saints, is quite understandable, and the presence of ribbons should be interpreted as 

a symbol of the victory of faith and heavenly glory. This does not necessarily mean that 
the peacock would not be appropriate here, especially if we consider that in Armenian 
and Georgian art peacocks were more often depicted with ribbons, but only on their 
necks.

In this regard, the birds with ribbons from the excavations of the 6th–7th centuries 
secular building of the Aghtsk tomb complex are remarkable (Aragatzotn province). They 
are represented on molded clay tablets, among other animals: ram, bear, camel, deer, 
panther etc. These tablets were studied by Aram Kalantarian and published in 1985. The 
scholar noted that “seven fragments with eagle images” were preserved11. More recently, 
as a result of the excavations made by Hakob Simonian in 2017, a complete tablet with a 
bird image was found with the previously missing tail, which is distinctly that of a pea-
cock (fig. 3). H. Simonian described it as a fabulous bird with strong eagle legs, peacock 
tail and crown, also mentioning the Sasanian ribbons12. The ribbons with expanding 
ends of the Aghtsk peacock were certainly a symbol of power, sanctity, especially when 
we take into account that the palace belonged to the Arsacid royal dynasty.

Remarkable examples of peacocks with attributes of interest to us appear on an 
early Christian monument of Caucasian Albania. This is a square capital of a pillar found in 
the apse of the single-nave basilica at the Sudagilan settlement of the Mingechaur reser-
voir, on which a cross was erected (National Museum of History of Azerbaijan, Baku). On 

11	 Калантарян 1985, 227–229.
12	 Սիմոնյան et al. 2017–18, 40–41, fig. 56:

Fig. 2. Eagle, relief of an embedded capital or impost, Forty Martyrs  
basilica of Pashvank (6th c.), after P. Cuneo
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one of its sides two heraldic peacocks are depicted, whose beaks are touching a lily flower 
and they bear luxurious broad ribbons (fig. 4). On the four sides of the superior part of this 
capital an inscription in Caucasian Albanian is preserved, which has recently been read 
and dates back to the reign of the Sasanian king Khosrow (but uncertain if Khosrow I or 
II)13. In general, the existence of a date is exceptional on tetrahedral stelae, and this capital 
can be dated to the period from the middle of the 6th century to 617–1814. Such a composi-
tion can be seen on a silver bowl of the 4th century, produced in the Sasanian style and 
found near the Ural Mountains (The State Historical Museum, Moscow), which K. Trever 
has compared with the composition of the Mingechaur capital. There peacocks with wav-
ing ribbons are presented on both sides of the bowl, around a small altar15. 

The same iconography of ribbons, very similar to the Caucasian Albanian exam-
ple, appears on two reliefs of the Holy Cross Church (915–921) on Aghtamar Island (his-
torical Vaspurakan, modern Turkey), on a monument which occupies a special place in 
the context of Sasanian cultural influences. Below the cornice of the southern wing of 
the church, two heraldic birds are depicted, most likely doves clinging to each other with 
their beaks (fig 5). Ribbons are attached to their necks, which expand in the form of tri-
angles with folds and edges, similarly to the Mingechaur’s peacocks’ ribbons. And the 
second example of the image of ribbons in Aghtamar’s decor is the siren (harpy) below 

13	 Gippert et al 2009–10, § 4.3.1.
14	 On the territory of Armenia and Georgia only a few stelae have inscriptions, which practically do not 

contain exact dates. Therefore, the inscription on the Mingechaur capital is extremely important in 
regard to the dating of stelae, as well as to determining the most intense period of Sasanian influences 
in South-Caucasian countries.

15	 Тревер 1959, 317–318.

Fig. 3. Peacock, molded clay tablet, Aghtsk complex (6th-7th cc.), after H. Simonian
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the western fronton of the church, which is given in a unique iconography: in a rare fron-
tal pose, with typical Sasanian spread wings, from which two wide ribbons emerge. They 
have borders decorated with holes imitating pearls, which are very characteristic for the 
artistic manner of the Holy Cross reliefs.

Several examples of birds with ribbons are known from the southern regions of 
Georgia, directly bordering on Armenia (historical Gugark). On the eastern façade of the 
Tsiteli Eklesia (Red Church) single-nave basilica (in Javakheti, Georgia, arm. Javakhk), the 
6th century pedestal of a pillar with a partially damaged relief is reused16. It depicts a 
cross in a medallion flanked by two peacocks. There is a wide ribbon on the bird's neck 
on the left and the same should be true for the peacock on the right, damaged in this 
part. This composition has the same schema as the previous two, with a lily flower and 
an altar in the middle, and as numerous examples in the 5th–12th centuries Christian art 
with peacocks on the sides of a vine-tree, vessel, spring etc. with similar symbolism. A 
number of such compositions are known in Armenian art: the relief above the western 
window of the 6th century basilica of Tziranavor in Ashtarak (Aragatzotn region), the 
6th–7th centuries floor mosaic at the Damascus Gate in Jerusalem and numerous images 
from manuscripts. In all these examples the peacocks symbolized eternal life and salva-
tion, while the ribbons on their necks at the Tsiteli Eklesia church were additional 
semantic accents, emphasizing holiness.

A magnificent peacock sculpture is depicted on the capital of the tetrahedral stela 
of the end of the 6th century from the village of Gantiadi (district of Dmanisi, now in the 

16	 Machabeli 2008, 38, fig. 56–57.

Fig. 4. Peacocks, pillar capital (impost), district of Mingechaur, former Caucasian  
Albania (6th-7th cc.), National Museum of History of Azerbaijan, Baku, after K. Trever
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Georgian National Museum, Tbilisi)17, (fig. 6). On the bird’s neck there is a ribbon, abso-
lutely identical to the previous image, which allows us to speak more confidently about 
the presence of ribbons on the spolia of Tsiteli Sakdari, where the image is not clear and 
could be mistakenly identified as wings. A peacock on a stela from Dmanisi is given on 
the brink between the image of the Virgin on the throne and two donators holding a 
cross and a lily: the former is the main symbol of Christianity, while the latter is a symbol 
of immortality and noble origin18. In this case the peacock with a ribbon complemented 
this symbolism. Two birds (uncertain of which species) with neck-bands and wreaths in 
their beaks are depicted on the stela's base from Gulbagi19.

Animals with Ribbons and Necklaces in Sasanian Art and East 
Christian Samples 

Especially on late Sasanian precious dishes, stucco decor, fabrics and seals of the 
6th–7th centuries, birds of various species are frequently wearing ribbons and have neck-
laces around their necks or in their beaks, mainly peacocks, pheasants and partridges, 
ducks and geese20. All of these birds symbolized cleanliness, prosperity, abundance, and 

17	 Machabeli 2008, 31, fig. 8.
18	 In Ancient Iranian culture the flower of a lily or tulip meant belonging to the upper class and 

symbolized purity. In Sasanian art a number of images of nobles with a lily in their hand are known 
as an attribute of high rank. Images of donors bearing a flower on early medieval Georgian stelae 
should also be considered as a manifestation of Sasanian influence. See: Iamanidze 2019, 98–100.

19	 Чубинашвили 1972, fig. 40.
20	 Orbeli 1964–65, 741.

Fig. 5. Birds, southern façade, Holy Cross church of Aghtamar (915-921) © Author
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according to the Zoroastrian religion they were good creations of the god of wisdom and 
goodness – Ohrmazd – and killed insects and reptiles which were created by Ahriman – 
the demon, the Evil Spirit21. And the aquatic birds were probably associated with water 
worship as one of the sacred elements of Zoroastrianism22. For example, the pair of 
pheasants depicted on the 7th century silver-gilt vase from the Boston Museum of Fine 
Arts (fig. 7) has nimbuses, besides necklaces and ribbons, as well as the peacock on the 
Sasanian silver plate from a private collection and so on23. It should be noted that at least 
from the beginning of the 4th century the Iranian Shahanshahs were often depicted on 
precious plates with nimbuses, which reflected the highly developed cult of the royal 
persons and the dynastic Farn [glory, providence] in Iran24.

Actually, in ancient cultures jeweled necklaces, as well as ribbons, had been from 
the beginning the symbols of a person’s nobility, the attributes of elites and also apot-
ropaia. During the Sasanian period, when the cult of the king particularly deepened and, 
as a result, the royal life reached indescribable luxury, these attributes, related to the 
Shah's personality, became an important part of the official artistic iconography and 
were also transmitted to the images of symbolic animals25. Images of the latter were 
very often depicted on Sasanian silk fabrics, which were imported as expensive goods 

21	 Harper 1978, 63.
22	 Stewart 2013, 130, fig. 83.
23	 Harper 1978, fig. 21, 26, 49, 61; Pope 1964–65 Pl. 201-C.
24	 Shenkar 2014, 132.
25	 Ackerman 1964–65, 881.

Fig. 6. Peacock, stela, Gantiadi, district of Dmanisi (6th c.), Dmanisi  
Culture and Art Center, after Kakhiani et al, 2012, fig. 15
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into Eastern Christian countries and Central 
Asia. Due to this, the motif of ribbons and neck-
laces, as well as the image of the so-called Sen-
murv (Simurgh), entered the artistic tradition of 
the Christian and early Islamic cultures26. 

Such animals with ribbons are found in 
early Christian floor mosaics: the birds in the 
Lions Church in Umm al-Rasas (late 4th century, 
Jordan); images of goats and lions from Antioch, 
now kept in the Louvre museum (5th–6th centu-
ries) etc27. After the fall of the Sasanid dynasty, 
in the art of the Abbasid Caliphate, Byzantium 
and even in the 11th–12th centuries culture of 
Western Europe, there are characters and 
motives inherited from Sasanian art, which were 
widely distributed throughout the Christian 
world due to the Iranian applied arts. For exam-
ple, the illustrations of the folios preceding each 
Gospel of the Codex Aureus of Echternach (Hs. 
156142, 1030–1050, Nuremberg, Germanisches 
Nationalmuseum28) echoed Eastern style textile with characteristic animal paintings: 
lions, griffons and dragons around the Tree of Life and birds with ribbons on their necks. 
The latter also have leaves in their beaks29.

Animals with Sacred Attributes  
in Armenian and Georgian Reliefs of the 10th–14th Centuries.

The theme of symbolic animals with attributes also continues to develop on Arme-
nian and Georgian reliefs in the 10th–14th centuries. Оn the southern portal of the main 
church of the 10th century Khakhu monastery in Tayk/Tao (now North-Eastern Turkey), 
among the narrative scenes (Ascension of Alexander the Great, Jonah and the whale) and 
other images, a pheasant is carved with a bead necklace and a bow on the neck30 (fig. 8). 

26	 Hakobyan et al. 2018.
27	 Райс 2002, 30–32, fig. 23–24; Piccirillo 1993, fig. 216–217.
28	 Grodecki et al. 1973, 178–179.
29	 There is another interesting detail on these pages of the Echternach manuscript: there are circles 

on the lions’ thighs, which actually reproduce the swastika marks often depicted in archaic ancient 
Eastern art on the same part of the body of these predators as solar symbols.

30	 Акопян 2019, 348, fig. 2, 8, 9.

Fig. 7. Pheasant, Sasanian silver-gilt vase 
(7th c.), Boston Museum of Fine Arts,  

after P. Harper
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The iconography of these attributes is very similar to a necklace and a band on the 
pheasant’s neck of the Sasanian vase from the Boston Museum (fig. 7). The next example 
is a fragment of the external decor of the 13th century Bakhtaghek church of Ani (now 
Eastern Turkey), which is lost and only preserved on archive photos31. On the relief two 
birds in profile were holding in their beaks a circular wreath in the form of a twisted 
ring. The right bird has the same ring on the neck, and a scarf-like ribbon is thrown 
around the neck of the left one. Generally, the motive of holding rings (or wreaths32), 
gemstones or leaves in the beaks was also widespread in Sasanian as well as in Eastern 
Christian art, as we see on the window lintels of the 973 c. Parkhar basilica and of the 
Oshk cathedral of 963–973 in Tayk33.

On the southern façade of the Holy Cross church of Aghtamar, built by King Gagik 
Artzruni (904/8–943), there is a heraldic image of two eagles standing on a perch, 
resembling a sword, and holding a ring in their beaks. J. Orbeli interpreted this compo-
sition as a princely emblem. In this context the meaning of the ring as a symbol of power 
is evident34, since this was a palace church, and not far from this relief was the entrance 
to the royal gallery. According to the sources and, in particular, to Movses Khorenatsi , 
eagles were the dynastic symbol of the ancient Artzruni family, which derived its name 
from the Armenian արծիվ (аrtziv – eagle)35.

On the same façade of the Holy Cross church, on both sides of the images of the 
saint ancestors of Artzruni dynasty, a griffon and a ram-bird (fig 9) are depicted as pro-
tectors and symbols of power of the family and, in particular, of King Gagik. The ram-bird 
here embodied Farn, the higher providence, and is directly associated with images of the 
ram in Sasanian art. In Zoroastrian believes rams and goats were considered the embod-
iment of Farn, the incarnation of divine grace and royal glory, which is also documented 
in literary sources, particularly in the Avesta and in “Kar-Namag i Ardashir i Pabagan” 
(Book of the Deeds of Ardeshir, Son of Papak)36. And especially the ram and the goat were 
depicted in Sasanian art with ribbons and necklaces, such as the rams on the stucco tab-
lets of Tepe-Hisar, Kish (Iran) and from the territory of Iraq (the latter is now in the Per-
gamon Museum), on fabrics and seals37. In our case, it is noteworthy that there are also 
known the Iranian seals of the 5th–6th centuries with iconography of ram-birds that is 

31	 Микаелян 2017b, 259, tabl. 4–2.
32	 In Hellenistic art birds with wreaths in their beaks were often placed above the heads of kings or 

rulers as a sign of the crowning with glory. Continuing the same tradition in Christian iconography, 
many images of doves crowning saints are known. See: Микаелян 2017b.

33	 Djobadze 1986, 89, Taf. 13–1, 14–4.
34	 In a number of Аncient Oriental and Sasanian scenes of Investiture, the deity gives the king the right 

of power in the form of a ring (wreath). See: Микаелян 2017b, 260–262.
35	 Орбели 1968, 121–124, Tab. XXVIII.
36	 Cereti 2011, 585–588; Shenkar 2014, 131–140.
37	 Harper 1978, fig. 55, 61, 64; Pope 1964–65, 637–639, fig. 214, Pl. 202-A.
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absolutely identical to the Holy Cross church’s relief: one from the Hermitage Museum 
and the second from the British Museum38. In Aghtamar this creature has a necklace 
with elaborated holes which were probably filled with color paste. The rings with bells 
on the bird's leg are also interesting and should be considered as distinctive signs as 
well. Perhaps such rings with bells were worn by some animals of the royal menagerie, 
and here we have an example of the depiction of a similar attribute on a fantastic image 
– the incarnation of Farn – as a sign of possession, of its "taming".

Like the ram-bird’s necklace, the wings of the Aghtamar griffon are also decorated 
with a belt with holes, and there are rosettes on the four legs of the animal, which should 
be linked to the animal’s solar symbolism. A number of animals of the Holy Cross church, 
and especially this griffon, are decorated with half-palmettes, and this was also one of 
the ways to emphasize the animal’s special meaning. Thus, the vegetal elements of the 
so-called “flourished” animals in Sasanian, Armenian and Eastern Christian art, which 
we have examined separately39, should also be considered as details emphasizing the 
supernatural origin and beneficence of the image, not merely as decorative elements, 
especially if we take into account the fact that the animals decorated with vegetal ele-
ments are mostly fabulous ones.

Very often griffons have necklaces or jewelled collars around their necks. On the 
main entrance of the Khakhu church, mentioned above, we also have a griffon image, 

38	 Орбели 1968, 114; Compareti 2014, fig. 10.
39	 Микаелян 2017a.

Fig. 8. Pheasant, southern portal, cathedral of Khakhu monastery,  
historical Tayk/Tao (10th c.), after E. Takaishvili
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whose neck and body are decorated with pearled bands, resembling a horse harness40. 
The magnificent griffon on the eastern façade of the Samtavisi church in Georgia (1030) 
has also a pearl necklace. On the vaults of the south portico of Nikorsminda church 
(1010–1014) there are paired griffons, fabulous birds with protruding bestial ears, 
which have expressive neck-rings with circles inside41. Оn the leg of one of the Nikors-
minda griffons a necklace-shaped bracelet is also depicted. The griffon is very often 
found in Christian art as an alert guard of the holy place, as a symbol of nobility and 
power. In Christian culture, this ancient creature of two natures, closely associated with 
solar symbolism, also began to be associated with the human and divine essence of 
Christ42.

Sirens, Sphinxes and Dragons with Crowns and Collars 
However, the positive symbolism of a number of other fantastic creatures in the 

medieval sculpture of Armenia and Georgia is not as obvious as in the case of the griffon. 
We are talking about sirens, sphinxes and dragons, which are mentioned in Christian 
sources with negative symbolism, but obtain a positive connotation in the fine art of the 
10th–14th centuries. The latter is evident from their location in the church architecture 
and in the specific compositions, from the iconographic features, as well as the presence 
of the same attributes, which in this case are additional factors in determining the mean-
ing of these fantastic images.

40	 Акопян 2019, 344–347, fig. 5.
41	 Dadiani et al 2017, p. 194, 196; fig. 429–432, 458.
42	 Biedermann 1992, 159–160; Аладашвили 1977, 229.

Fig. 9.  Ram-bird, southern façade, Holy Cross church  
of Aghtamar (915-921) © Author
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Thus, in medieval Armenian literature the siren wаs the embodiment of debauch-
ery and heresy, luring people into the arms of the devil43. However, already in the Holy 
Cross church we observe a clear deviation from the official church tradition, when this 
image is given a positive symbolism. One of the Aghtamar‘s sirens is depicted in the 
uppercase decor of the church, as mentioned above, below the western fronton. She is 
depicted with ribbons clearly indicating her good nature. And her spread wings, made in 
typical Sasanian iconography, also emphasize the sacred symbolism of the Aghtamar 
siren, since in Iranian culture such paired wings were a symbol of Verethragna, the god 
of victory, and the attributes of many royal crowns, as well as of the crown of king Gagik 
Artzruni44. The second siren of the Aghtamar reliefs is depicted in the main belt of the 
church, in the eastern part of the northern façade, placed below the composition of a 
young man killing a lion45. This image is not compositionally associated with neighbor-
ing reliefs, and we cannot understand its symbolism on this basis. However, her magnif-
icent tail and wing, similar to the rich plumage of sacred birds in the South-Caucasian 
and Sasanian examples, and especially the presence of an expressive collar on her neck 
allow us to conclude that this siren also had a positive meaning.

Since images of sirens and sphinxes become especially popular in Armenian 
sculpture of the 12th–14th centuries, they appear on the facades of churches, are included 
in the decor of altar elevations and depicted in the interior stucco decoration of opulent 
houses in Dvin and Ani46. At that time the iconography of these fantastic creatures has 
many parallels with those in the art of the Seljuk empire, in particular on the applied art 
objects of the entire Near East, as well as of Armenia. On the altar elevation of the 13th 
century Surb Astvatzatzin church in Makaravank, inside eight-pointed stars one single 
siren (fig. 10), two single sphinxes and one composition with paired sphinxes are 
depicted, all of whom are presented with crowns. The winged sphinx on the portal of the 
Makaravank gavit (narthex) is likewise adorned with a high headdress. Crowned 
sphinxes also appear on the eastern façade of the Surb Astvatzatzin church of Haritj 
(1201), in the altar elevation decor of the 13th century Vanstan church, in the rock-cut 
gavit-tomb of the 13th century in Geghard etc. In the decor of the western façade of the 
Burtelashen church (1339) in Amaghu-Noravank, paired sirens and sphinxes with 
crowns are arranged on an elegant floral background. The same crowned fantastic crea-
tures are repeatedly presented on the pages of Armenian manuscripts, and in some 
cases, they also have nimbuses47.

Indeed, in the images of sirens and sphinxes crowns are put on the human heads 
of these mixed beings and to some extent they are an attribute of their human nature. 

43	 Հայրապետյան 1990:
44	 Compareti 2010, 5, fig. 2, 13.
45	 Орбели 1968, 116–117, Tabl. XXVI.
46	 Պետրոսյան 2008, 227–229:
47	 Chookaszian 2008; Hakobyan et al. 2018, 44–45, 52–53, fig. 8, 25–26:
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However, in the context of our study it is important to state that the crown, as an attrib-
ute of the highest rank, power and holiness, again indicates the sacred meaning of these 
fantastic images in the art of Armenia, despite their being mentioned as symbols of evil 
and sinfulness in written sources. Thus crowns, and in some cases nimbuses, are addi-
tional markers of the symbolism of each image, like ribbons, necklaces, bracelets, col-
lars, wreaths in the beak etc.

Another noteworthy example of а distinctive sign on the image of a mythical crea-
ture – a dragon – can be seen on the lintel relief of the church door of the Vanstan mon-
astery (1212–1227). Unfortunately, this fragment is lost and only preserved through 
archival photographs48 (fig. 11). On it two heraldic dragons with open mouths are 
depicted, whose bodies are twisted into knots, and they have hoops on their necks. The 
symbolism of these twin dragons, as well as a number of similar images in Armenian 
sculpture, is associated with the ancient functions of these creatures as guardians and 
protectors. At the same time, in the Christian tradition the dragon was a symbol of the 
devil and hell, mainly in those compositions where he is depicted alone: in the scenes of 
the Baptism of Christ, the Descent into Hell, the trampling of a dragon by holy warriors 
etc. In contrast, especially in the art of the 13th century, dragons are depicted in many 
cases as apotropaia, and the same symbolism and iconography of these creatures can be 
traced in Islamic art of the 12th–13th centuries49. The rings around the necks of the Van-
stan dragons, resembling collars, could mean their being reined and were most likely a 
symbol of their good service. This relief is iconographically close with intertwined dou-

48	 Մելքոնյան և այլք 2007, 101–104, Tabl. XV.
49	 Միքայելյան 2019; Kuehn 2011, 21–27, 159–168.

Fig. 10. Siren, altar elevation, Surb Astvatzatzin  
church in Makaravank (13th c.) © S. Karapetian
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ble-headed dragons on the Citadel Gate of Aleppo (1209–1210)50, (fig. 12), on whose 
necks similar collars with a protruding ball are clearly visible. The latter are very close 
to the bracelets on the ram-bird’s legs of the Aghtamar relief (fig. 9).

Conclusion
In the 6th–14th century sculpture of Armenia and Georgia, we examined a number 

of images of birds and fantastic animals exhibiting distinctive attributes. For the early 
medieval period, in the 6th–7th centuries, images of birds were characteristic, most often 
peacocks with ribbons on their necks. The origin of ribbons dates back to Greco-Roman 
diadems, although rare examples of such bandages are also known in ancient Egyptian, 
Assyrian and Achaemenid art in the form of tapes descending from under the head-
dresses of kings and nobles. It is noteworthy that one of the first examples of the rib-
bon's image on the body of a fantastic animal – the sphinx – is found in Urartian art. 
However, the artistic theme of adorning symbolic animals with ribbons or necklaces 
gained particular development and distribution in late Sasanian art, which was primar-
ily due to the deepening of the Shahanshahs’s worship. The Armenian and South-Cauca-
sian reliefs of birds with ribbons show obvious parallels with Iranian examples, a fact 
which once again confirms the active cultural contacts between these countries in the 
early medieval period.

Even after the fall of the Sasanid dynasty the images of Iranian culture remain 
relevant on the Christian monuments of the 10th–11th centuries, which is evidently con-
firmed by the Holy Cross church's reliefs, where a number of animals with ribbons and 
necklaces are found. Griffons, real and fantastic birds with such attributes are known 
from a number of outstanding monuments of South-Caucasus, built, like the Aghtamar 
church, by the ruling nobility of that period (Nikortsminda, Samtavisi, Oshk, Khakhu 
etc.), where these creatures symbolized heavenly patronage, the sacredness of power or 
signified a divine presence.

50	 Kuehn 2011, 26, fig. 3a-b.

Fig. 11. Dragons, lintel, Vanstan monastery (1212-1227)  
© Photo archive of A. Kalantar
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In the 13th–14th centuries Armenia experienced a new heyday under the rule of 
the Zakharids. The most popular mythical images in the art of that period are sphinxes, 
sirens and dragons, showing obvious iconographic parallels with those in the Near East 
Islamic culture, which was due primarily to the development of trade, crafts and the 
migration of artisans. On Christian monuments sirens and sphinxes symbolized the 
heavenly sphere and were the guardians of Paradise. The human heads of the latter were 
usually adorned with crowns as the hallmarks of superiority and holiness. The sphinx 
images in Armenian and Islamic art take us back, after many centuries, to the crowned 
sphinxes of Urartian art, a phenomenon, which emphasizes the vitality and longevity of 
mythical images in art. One of such archetypes in world culture – the dragon image – 
also got its place on the Christian and Islamic monuments as apotropaion, and some of 
these dragons have collars as signs of their good service to humans.
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Гамлет Петросян
Институт археологии и этнографии НАН РА

Самуил Давидов
Сергиево-Посадский музей-заповедник

О НОВОНАЙДЕННОМ ХАЧКАРЕ ИЗ СЕРГИЕВ ПОСАДА
Аннотация: В статье подробно описывается наеденный недавно в Сергие-
вом Посаде Российской федерации хачкар, его крестная композиция и 
фигуративные рельефы. На основе рассмотрения аналогичных хачкаров 
из Арцаха XII – XIII-го веков делается вывод, что хачкар принадлежит к 
Арцахской школе культуры хачкаров и относится к концу XIII-го – началу 
XIV веков. 
Ключевые слова: хачкар, Сергиев Посад, крестная композиция, фигура-
тивный рельеф, Арцах

Hamlet Petrosyan
Samuel Davidov

ABOUT THE NEWLY FOUND KHACHKAR FROM SERGIEV POSAD
Abstract: The article describes in detail the khachkar recently found in Sergiev 
Posad of the Russian Federation, its cross composition and figure reliefs. Based 
on the consideration of similar khachkars from Artsakh of the XII – XIII centuries, 
it is concluded that the khachkar belongs to the Artsakh school of khachkar cul-
ture and belongs to the end of the XIII – beginning of the XIV centuries.

Key words: khachkar, Sergiev Posad, cross composition, figure reliefs, Artsakh.

Армянский Крест-хачкар, был найден в августе 2021 г. в г. Сергиевом Посаде 
Московской области в Скобяном поселке, в садовом товариществе “Дружба 3», 
локализованном на левом коренном берегу Вифанского пруда. 

 Найденный хачкар, представляет собой прямоугольную стелу (размеры: 
55×48×13 см), изготовленную из плотного известняка с рельефными изображе-
ниями процветшего креста на западной грани и изображением людей и сцены 
охоты на восточной и человеческой фигуры с крестом на его северной грани.

 Хачкар – характерная только для армянской культуры стела – результат и 
показатель самобытного развития этой культуры, один из символов армянской 
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идентичности. Своей причудливой резной композицией, спасительной символи-
кой креста, иллюзией вечностью навеянной прочностью камня и открытым рас-
положением, он был одним из наипочитаемых святых (святынь) верующего 
армянина.  

Хачкар как правило, вертикальная каменная плита, устанавливаемая на 
открытом пространстве и имеющая четкую ориентацию относительно четырех 
сторон света, плоская западная сторона которого покрыта резной композицией 
состоящей из центрального креста в окружении растительного и геометриче-
ского орнамента, иногда изображений птиц, зверей и людей.

Первые хачкары появились в IX в. как результат сформировавшейся в ран-
нем средневековье символики и иконографии креста и своеобразное отражение 
и указание на политическую и религиозную независимость страны, достигнутую 
в результате освобождения от арабского ига. Процесс их формирования начина-
ется «имитацией» раннесредневековых стел и крестных композиций на плоской 
поверхности и заканчивается композиций, помещенной в аркообразные или пря-
моугольные «хораны» – ниши, и состоящей из креста, упирающегося на розетку и 
пальметку, гроздей винограда или пальметок, спускающихся с верхних крыльев 
креста или верхних углов хорана к междукрестью, изображений птиц в разных 
частях композиции. 

XI век – окончательная фаза формирования композиции хачкара, когда раз-
рабатывалась его основная структура (обособление хорана узорчатой каймой, 
выделение карниза посредством объёма и резьбы, формирование орнаменталь-
ной розетки под крестом), криля креста заканчиваются почками или листиками 
придавая кресту цветущий вид.

XII–XIII вв. – эпоха наивысшего расцвета культуры хачкара. В композиции 
хачкара получили распространение скульптурные изображения святых и смерт-
ных, параллельно с гроздями винограда – плодов граната и цветов лилий, кайма 
хоранов покрываются звездным орнаментом, широко используется красная кра-
ска. Типовым становится двух и трехслойная резьба. Создаются настоящие 
шедевры искусства, обще армянскую известность приобретают отдельные хач-
кары и их мастера. 

Начиная с XIV века, в условиях политического и экономического упадка, 
хачкарное искусство также переживает спад. Хачкары теряют многофункцио-
нальность и композиционное разнообразие и превращаются в чисто надгробные 
памятники. К началу XVIII-го века хачкар становится редким явлением в армян-
ской культуре. И новый подъем начинается почти спустя 250 лет, с 60-ых годов 
XX-го века1. 

Хачкары устанавливались в древних поселениях и на кладбищах, на пере-
крестках дорог и холмах, у родников и мостов, вокруг церквей, монастырей и 

1	 Подробнее см. Петросян 2008, 90–233.
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часовен. Волею судьбы скитальцы-армяне 
«рассеяли» хачкары по всему пройденному 
ими пути: в Грузии и Алуанке, на Северном 
Кавказе и Средней Волге, в Крыму и Молда-
вии, в Карпатах, Сирии, Персии и Пале-
стине, и других местах. 

Как правило, для хачкаров выбирали 
более яркие камни, но в отдельных регио-
нах всегда использовались местные мате-
риалы: если в центральной Армении это 
был туф, то в Лори и Гехаркунике это был 
базальт, а в Арцахе или Карабахе это был 
известняк, то есть хачкары были белые, 
черные, серые, красные, иногда они краси-
лись в красный цвет. 

Возвращаясь к хачкару из Сергиево 
Посада, отметим, что по технике исполне-
ния (неглубокая и немного небрежная резьба, несложные плетения) – это рядо-
вой хачкар. 

 Композиция хачкара на широкой западной грани представляет крест в 
обрамлении, с кистями винограда и побегов (рис. 1). Крылья креста расширяются 

Рис. 1. Хачкар из Сергиев Посада, западная грань, 
 фото С. Давидова.

Рис. 2. Хачкар из Сергиев Посада,  
восточная грань, фото С. Давидова.

Рис. 3. Хачкар из Сергиево Посада, северная 
грань, фото С. Давидова.
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и удваиваются к концу трехлепестковыми побегами. То есть, перед нами процве-
тающий или цветущий крест, наиболее распространённая форма подобного кре-
ста на хачкарах прослеживается с XI в. Крест помещен в специальную нишу-
обрамление из нехитрого плетеного орнамента из трех жгутиков, также обыч-
ный орнамент для рядовых хачкаров. С верхних углов ниши к межкрестью спуска-
ются по одной грозди винограда – почти обязательный мотив в композиции 
хачкаров, символизирующее спасительное Распятие2. С нижних же углов ниши 
поднимаются стебельки, характерный и обязательный мотив, указывающий на 
расцветший крест. То есть по композиции на западной грани Сергиево-Посадский 
хачкар ничем не отличается от тысячи хачкаров. Но наиболее близкие параллели 
с Сергиево-Посадским хачкаром находим в рядовых хачкарах Арцаха. 

 Приведем лишь несколько примеров: это хачкары XII–XIII вв. из долины 
Хаченагет (Арачадзор, Вачар, пустыня Кошик, (рис. 4), Тертер (Аргомер, рис. 5), 
Каркар (Шуши, рис. 6), монастырь Бриехци (рис. 7), где и кресты, и виноградные 
кисти и трехжгутовые несложные плетения составляют основные элементы ком-
позиции.

Относительно сюжетных рельефов на хачкаре в первую очередь можно ссы-
латься на хачкары Арцаха XII–XIII вв, где фигуративный рельеф – довольно рас-
пространённое явление. На данный момент известно около двухсот таких хачка-
ров с подобными рельефами (рис. 8, 9, 10). Рельефы, как правило, располагаются 

2	 Как виноград в давильне давится и превращается в божественный сок, так и Христос спустил 
свою кровь во спасение человеческого рода, см. Петросян 2015, 11.

Рис. 4. Хачкары, 12-13-ые века, Вачар, фото Г. Петросяна.
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за пределами крестной композиции и ниже нее. Они 
изображают образы, сюжеты или сцены, обычно не 
имеющие ничего общего с официальным христиан-
ством, хотя и помещены рядом с крестом и сопрово-
ждаются каноническими надписями, посвященными 
Концу Времен3. Это всадники и пешие воины, князья, 
женщины, дети, ремесленники и т. п. Можно выде-
лить темы борьбы, охоты, пира, безутешного траура, 
«семейного портрета», «ожидание креста» – второе 
пришествие Христа вместе с исконным Крестом и т. 
п4. 

Но если во всех известных хачкарах фигуратив-
ный рельеф помещен на западный стороне стелы и 
ниже креста, то Сергиево-Посадский хачкар уникален 
тем, что рельефные композиции расположены на вос-
точной (т. е. обратной стороне) и северной гранях хач-
кара. 

Что касается сцен Сергиево-Посадского хачкара, то сцена на обратной  
стороне, представляет, по всей вероятности, семейную пару, где мужчина с луком 
охотится на дикого козла, а женщина представлена в народном кафтане с широ-

3	 Петросян 1997, 164–171.
4	 Петросян,  Еранян 2022, 120–126.

Рис. 5. Хачкар, 1196 г.,  
Аргомер,  

фото Г. Петросяна.

Рис. 6. Хачкар,  
12-13-ые века, Шуши,  

фото Г. Саркисяна.

Рис. 7. Хачкар, 12-13-ые века, 
монастырь Бриехци,  
фото Г. Петросяна.

Рис. 8. Семья, скульптурное 
изображение на хачкаре, 

12-13-е века, Аргомер,  
фото Г. Петросяна.
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кими рукавами и в праздничном головном уборе и ожерельями. Как правило в 
таких композициях главного героя (в данном случае охотника) сопровождает 
жена, мать и/или слуга-виночерпий. 

В качестве наиболее близкой параллели следует указать на хачкар конца XII 
– начала XIII вв. из Шуши, где на охоте «присутствуют» жена, слуга или сын, (рис. 
11). Что же касается сцены на северной грани, где мужчина держит крест, вне 
сомнения, что здесь представлена сцена «ожидание креста», тоже известная по 
многим сценам хачкаров Арцаха. Приведем лишь один пример опять из Шуши, где 
мужчина и женщина держат по одному кресту (рис. 12). Также на хачкарах Арцаха 
боковые стороны иногда носят надписи, и лишь на одном экземпляре из долины 

Рис. 9. Воин-всадник и виночерпий, скульптур-
ное изображение на хачкаре, 12-13-е века, 

Паравадзор, фото Г. Петросяна.

Рис. 10. Семья, скульптурное изображение  
на хачкаре, 12-13-е века, Арачадзор,  

фото Г. Петросяна. 

Рис. 11. Сцена охоты, хачкар, 
12-13-е века, окрестности 

Шуши (историко-краеведче-
ский музей Арцаха),  
фото Г. Петросяна.

Рис. 12. В ожидании креста, 
хачкар, 12-13-е века, окрестно-

сти Шуши (историко-краеведче-
ский музей Арцаха),  
фото Г. Петросяна.

Рис. 13. Южная грань 
хачкара, 1289 г., Чапни, 

фото Г. Петросяна.
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Тертер надпись на грани сопровождается изображением креста (рис. 13).
Суммируя вышеуказанный материал и предварительный анализ, можно 

чётко указать, что Сергиево-Посадский хачкар, возможно принадлежит школе 
Арцаха. Настораживает лишь то, что как уже констатировали, на хачкарах Арцаха, 
все рельефные сцены представлены в нижней части композиции на западной 
(лицевой) стороне. 

На данный момент нет ни одного экземпляра, где фигуративный рельеф 
был на обратной стороне. Только в XV в. появляются надгробные плиты в виде 
параллелепипеда, крестная композиция последних изображается на одной 
(обычно северной) грани, а фигуративный рельеф – на южной (рис. 14, 15). Веро-
ятнее всего, предположить, что хачкар из Сергиев Посада относится к концу XIII 
или XIV векам, когда осуществлялся этот переход, тогда вертикальный хачкар и 
горизонтальные надгробные плиты объединяются в одну параллепипедную кон-
струкцию, где узкие стороны были ориентированы на запад-восток, а большие 
грани – на север-юг, на северной стороне помещалась уже крестная композиция, а 
на южные художественные рельефы. Узкие грани также иногда украшались орна-
ментами. 

Основываясь на вышестоящих примерах, можно сделать некоторые выводы 
и дать предварительное заключение: Сергиево-Посадский хачкар можно отнести 
к концу XIII-начало XIV вв. на основании поразительного сходства с хачкарами 
Арцаха XII–XIII вв. Не исключен и следующий фактор как функционирования 
армянской колонии недалеко от Москвы, именно после Монгольского нашествия. 
Нам известно достаточно фактов о переселении армянских общин в Монголию, в 
Поволжье, может быть, в нашем случае это тоже было связано с такими переселе-
ниями. 

Рис. 14. Надгробие, северная грань, 16-17-ые 
века, Бердашен, фото Г. Петросяна.

Рис. 15. Надгробие, южная грань, 16-17-ые века, 
Бердашен, фото Г. Петросяна.
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