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n medieval Islamic and Eastern Christian

I writings reference to the gaping maw of a

great monster frequently alludes metaphorically to impending calam-

ity and the passage to another world. At the same time it is a mythical

paradigm of the bivalence of a deep-seated historic force: the yawning

jaws of all-consuming death that is destructive power can as well sym-

bolise the power of life or generative power. This dual force is reflected

in the visual pairing of the monstrous heads. The bipartite or double-
headed motifs thus may imply a divine-demonic unity.

The primary iconographic representative for the zoomorphic jaws
of death/life is the serpent or dragon. Animated by the endless inter-
play of dichotomous forces, the dragon reveals itself as deliverer or
destroyer, regenerator or annihilator, protector or adversary. The pow-
erful creature thus serves to embody the eternal opposition of two dis-
tinct forces, one seeking to preserve life, the other to destroy it, a po-
larity also giving rise to an interval or intermediary junction between
two states or two modalities of existence.

The iconography of a dragon-like monster devouring or disgorging
a human being appears in the Christian iconography of the Caucasus.
A dragon with quadruped forelegs and a looped tail, portrayed in pro-
file and depicted in the process of swallowing a small human figure, is
shown above the southern entrance of the mid tenth-century Geor-
gian church of Beris Sakdari, near the village of Eredvi, in the Patara

133

04.09.2014 18:24:35



Sara Kuehn

A human figure in the
jaws of a large dragon.

Georgian church o
of Beris Sakdari, Q
southern entrance.
Near the village
of Eredvi,
Patara Liakhvi
Gorge, Georgia.
Mid-10th century.
After Baltrusaitis,
1929, pl. LXXI,

fig. 118 m

Liakhvi Gorge (fig. 1). An analogue sculptural relief with a human
torso in the maw of a comparable mythical creature also with quadru-
ped forelegs (only the protome is featured) is shown above the south-
ern door (east side) of the Georgian Tao-Klarjethi monastery church
of Haho (Georgian Khakhuli), modern Baglar Basi, in northeastern
Turkey (fig. 2), which dates between the tenth and eleventh centuries
[Winfield 1968: 62-63, fig. 6 and pl. 30b; cf. Mepisashvili 1972: 141-
161; Khundadze 2009: 154]. However, whereas on the relief of the
Georgian church of Beris Sakdari, the figure is depicted with its head
in the dragon’s maw (as if being swallowed), in the Haho relief the fig-
ure bursts head first out of the beast’s jaws, with the arms flung upward
as though lifted in prayer, topped by small fish (as if being cast forth
from it). The fact that both reliefs are depicted above the entrance to
a church also indicates that this iconography was associated with the
warding off of evil and the affording of protection, see [Kuehn 2011:
52, figs. 113-116).

These two depictions are probably related to the story in the Book
of Jonah in the Old Testament. The episode of the Jonah cycle that
concerns us here describes the prophet’s flight from the city of Nineveh
aboard a ship. When God caused a violent tempest at sea, the prophet
is cast, at his own motion and at his own behest into the stormy waves
to appease the divine wrath and save the lives of the sailors. The sea

Flg. 1. ’
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Fig. 2.
A human figure in the jaws of a large dragon.
Georgian Tao-Klarjeti monastery church of Haho (Georgian Khakhuli),
south porch, south door, east side. Modern Baglar Basi in northeastern
Turkey. 10 to 11" centuries. After [Winfield 1968: 63, fig. 6]

then ceased its raging and did no further hurt and damage. These
miracles induced the sailors to confess their belief in Jonah’s God. Jo-
nah does not drown, since God sends a large aquatic creature or fish,
sometimes described as a dragon-like sea-monster, to swallow him up,
but his suffering is such in the creature’s belly, representing the “maw
of death™, that he prays to God for deliverance. God intervenes and
saves the prophet from physical death by making the creature regurgi-
tate him out after three days and three nights. The iconographic con-
tent of the visual schemata thus revolves around the theme “de morte
transire ad vitam.”

Typologically, Jonah’s three days and nights sojourn in the mon-
ster’s belly and the physicality of his suffering were seen in early Chris-
tian tradition as prefiguring the time Christ spent in the “heart of the

' Hades (the Greek underworld) was personified as soul-devouring monster;

souls were in the “belly of the underworld (sheol/hades)” (Jonah 2:2). See
[Stommel 1954: 46].
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carth” after his crucifixion?. This gave the story of Jonah an impor-
tant place among Christian symbols, establishing it as a type of the
resurrection of the Christ, and through him, of all mankind. He was
ingested, experienced horror, physical pain, though was not digested,
emerging alive from the jaws of the great sea-monster following his mi-
raculous salvation, thereby prefiguring the victory of the Son of Man
over death. Jonah’s ordeal thus provided a particularly fitting meta-
phor for the Christians’ mimesis of Christ’s death and his period in
the tomb before the resurrection?.

The devouring and expectorating of Jonah by the creature is a
motif that, at another level, dramatises the inner transformation and
spiritual rebirth of the prophet. Vladimir Propp has pointed out the
archaism of the theme of the hero being consumed by a monster. He
mentions that the imitation of the ingestion and regurgitation of a
hero by an animal such as a dragon was sometimes part of an initiation
process, the successful completion of this ritual entitling the initiate
to start a new phase of life or existence [Propp 1946: 200-23]. It is of
note that in the Jonah cycle this transformation was not preceded by
a battle for deliverance inasmuch as the prophet does not fight or hurt
the aquatic monster for, as he acknowledges (Jonah 4:2), he knew in
advance that by God’s grace he would be forgiven. God would save
him from the affliction and extricate him from error since: “...[He is]
a gracious and merciful God, slow to anger and abundant in loving
kindness, One who relents from doing harm.”

Jonah’s association with dragons is also reflected in the Babylo-
nian Talmud, in the tractate Bava Batra 74a, since one of Jonah’s tasks
is to bind and bring Leviathan, one of the other great sea-monsters
referred to in the Bible, to be feasted upon by the “righteous in Para-

> “Even as Jonah was three days and three nights in the belly of the whale,

so shall the Son of Man be three days and three nights in the depths of the
earth” (Matthew 12:39-40).

The theme often recurs in Georgian ecclesiastical hymns and prayers, even
in respect to the salvation of a human soul, for instance, “save the prophet

from the dragon and save me from sins...” [Modrekili 1979: 5, cit. after
Khundadze 2009: 154].
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dise”, that is in the messianic world to come, and, according to the
tenth-century Midyash Jonah, it was his agreement to do so that saved
him from drowning at sea. Interestingly, the same midrash also in-
forms us on the gender of such fabulous beasts. It recounts that Jonah
is transferred underwater from a male to a female sea-creature; and
it is the latter, according to the midrash, which vomits Jonah up on
dry land (Midrash Jonah 2:11) [Bet ha-Midrasch, ed. Jellinek: 96-105;
Ginzberg 1909-1938 vol. 4: 249-50, vol. 6: 350].

Prototypes of the dragon-headed sea-monster depicted in the
two Georgian examples are usually identified as kezos, represented
with a bold lupine head, writhing and winged body and powerful,
leonine paws; the physiognomic characteristics derive from Hellen-
istic art and continue to be seen in Early Christian and Byzantine
reliefs up to the sixth century and later*. An example is featured on
a much earlier fourth- to fifth-century fragment of a Byzantine sar-
cophagus from Constantinople. The episode shows the casting over-
board scene of Jonah from a ship sailing to the right with a crew of
four naked men. They are letting Jonah down into the water, and he
is falling, head first, into the dragon’s open jaws that are marked by
rows of sharp teeth (fig. 3)°.

The story of Jonah also migrated eastward into India® appearing
in two versions of the Tibetan Lama Taranatha’s bKa-babs bdun-ldan,

For the ketos, translated vishap, which swallowed Jonas in later Christian
Armenian art, see [Russell 1990: 2681].

It is quite possible that the Canaanite chaos dragon lies behind the sea-crea-
ture that devoured Jonah and that his story may also be associated with the
story of Perseus’ deliverance of Andromeda from the mythical sea-monster
ketos, a tradition already attested by pseudo-Scylax in the fourth century BC,
the possible date of the book of Jonah. See [Day 2002: 104].

It is interesting to note that the motif of an aquatic dragon swallowing a hu-
man figure appears also in the Indian story of the six-day-old infant Kama
(incarnated as Pradyumna). The drought demon Sambara stole the child and
cast him into a sea of makaras where he was devoured by one of the great sea-
creatures. When the great fish monster was caught and brought to the palace
of Sambara, the demon’s wife discovered the child in the fish’s belly, rescued
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a History of Buddhism in
India from the eleventh
century to the reign of the
Mughal emperor  Akbar
(949/1542-1014/1605), thus
relating to a period when Is-
lam was established in India,
see [Laufer 1908: 576-578].
The ordeal of Jonah
(Yinus ibn Matta) being
devoured and disgorged by
a sea-monster under divine
command is mentioned
in Surat al-Saffac (Quran
37:139-144). In the Qur
an the prophet is mentioned
' with the epithet “Man of
Fig. 3. the Whale” (dhia al-nin;
“Jonah Devoured by the Sea Monster”. 2187) and “Companion

Fragment of a sarcophagus. .1 » _7. _
H. 90 cm, W. 71 cm. Discovered in Sarigiizel, of the Fish (:Wblb ﬂl’éﬂ’”;

near the Fenari Isa Mosque. 4™ to 5 century. 6848) The blg fish is said to

Istanbul Archaeological Museum, inv. no. have come from India on
4517 T. After [Kuban 2010: 211, fig. 137]

account of the prophet [al-

Kisai: 323-324]. God com-

manded the whale, saying, “Whale, O whale! We shall not make Jonah

into your sustenance! Rather We make you a retreat for him, a sanctu-

and adopted him. Vishnu Purana 5.26-27; Bhagavata Purana 10.55 (in this
myth it is a cook who finds the infant inside the 7akara’s body and brings
it up). Hence although the child was initially swallowed, it was protected
in the body of the makara. Significantly, Kama, the god of love, who is said
to be born from the waters (the “water-born”), is closely associated with the
makara, who is not only the emblem on his banner (his epithet is 7makara-
dhvaja, “makara-bannered”), but also serves as his vehicle. As well as com-
municating the god’s mastery over the makara, this legend shows that some
aspect of the sea-creature became fused with the figure of the god.
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ary” [al-Tabari1783: 160-166, esp. 166]. The length of the prophet’s en-
closure in the body of the whale is not mentioned in the Quran. Muslim
tradition proposed different figures ranging from three, seven, twenty to
forty days”. He was surrounded by the triple darkness of the great sea-
creature, the sea and the night. Al-Tabari recounts that God made the
fish transparent so that the prophet could see the wonders of the deep
regions of the sea. He could hear the songs of praise of the sea-monsters
just as the angels heard his prayers from the inside of the fish and inter-
ceded on his behalf with God?®. Salvation was thus once again dependent
on prayer, appeal for forgiveness and repentance, for “had it not been
that he glorified God, he would certainly have remained in the fish till
the day of resurrection” (Quran 37:143-4).

In Sarat al-Anbiya (Quran21:88) Jonah’s great prayer has a central
place. From within the layers of darkness he recognises his sin and calls
out in desperation: “There is no God but Thou; Glory to Thee. I was
indeed wrong.” Members of the Persian Nimat-Allahi Safi order refer
to this wird (a spiritually powerful personal prayer) as the Yinusiyya
(pertaining to Yunus) since its recitation is said to have enabled the
prophet’s restoration to life coinciding with his emergence from the
creature’s belly into the darkness of nature, thus of the passage of the
being to a new state; the initiatic cavern of whale’s body symbolising
corporeality, the material world, from whence he was freed and admit-
ted to the dwelling-place of the spirit [Nurbakhsh 1979: 110; cf. Netton
2000: 49]. The manner of expression is comparable to that in the texts
of the Ikhwan al-Safa’ (Brethren of Purity, established ¢. 373/983) who,
centuries earlier, described humanity as analogous to being “foreign
prisoners in the bondage of nature, drowned in the sea of matter...”.

7 B.Hellerand A. Rippin, “Yiinusb. Matta,” EI* X1, 347b. In his Kitib al-Athir
al-Bigiya or “Vestiges of the Past” al-Birani, for instance, calculates that Jonah
stayed in the belly of the fish for twenty-two days [al-Birini: 322].

al-Tabari, Tafsir, ad Quran XXI, p. 87, as a second opinion on the mean-
ing of the “darkness”, i.e. “obscuration”, cit. after B. Heller and A. Rippin,
“Yunus b. Matta,” EI* X1, 347b.

9 Ikhwan al-Safa, Rasail (Epistles), vol. 4, p. 116, see [Netton 2002: 16; cf.

Netton 2000: 49].
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The Jonah imagery was popular in the Islamic world and frequently il-
lustrated in manuscripts of world history. A large-scale single leaf painting,
which may have been used during oral recitation or storytelling, shows
Jonah after his release from the belly of the fish. Above him, a gourd plant
grows — sent by God to protect him from the elements (Quran 37:146) —
and, gliding across the top of the painting, an angel with colourful spread-
ing wings whose right outstretched leg touches the scene’s right margin
offers Jonah a garment to cover his nakedness (fig. 4).

While the messianic aspects of the story — developed in the New
Testament (Matthew 22:39, Luke 11:29) and in the Midrash [Ginz-
berg 1909-1938 vol. 4: 253, vol. 6: 351; Canaan 1938: 175, n. 249] —
are absent in Islamic tradition, it is interesting to note here that Jonah
was cast up from the creature’s maw “as if he were a new born child
fully preserved” [al-Tabaril 783: 160-166, esp. 166]. The prophet’s na-
kedness accords with Neoplatonic Jewish and Christian ideas of the
fate of the naked soul in the world, cf. [Stommel 1954: 45], see also
(Matthew 12:39-40)
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Fig. 4 and detail.
“Jonah and the Whale”.
Folio probably from a Jimi‘
al-tawarikh (“Compendium
of Chronicles”). Ink, opaque
watercolour, gold, and silver on
paper, H. 33.7 cm, W. 49.5 cm.
Iran, ca. 1400. New York,
Metropolitan Museum of Art,
inv. no. 33.113. Armenag
Bey Sakisian, Paris, until 1933;
Purchase, Joseph Pulitzer
Bequest, 1933

Another interesting aspect in this painting is the Persian inscrip-
tion, on the arms of Jonah, quoting a couplet from the Gulistan (the
“Rose-Garden”) of the celebrated thirteenth-century Persian poet

Sadi of Shiraz (d. 691/1292), which reads (on the right side of the

miniature, that is the left arm of the figure)

A Al 3 3y A g2 B

qors-¢ horsid dar siyahi $od

(and on the left side of the miniature, that is the right arm of the figure)
s (Al SR ) ] g

yunes andar dah6n-e mohi Sod

“The sun’s disk went into darkness, Jonah went into the mouth

of the fish.”1°

' A reference to the story of Jonah in Surat al-Saffat (Quran 37:142): “And
the fish swallowed him while he was blaming himself”
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The first part of the couplet contains a familiar pun for when the
sun’s disk goes into darkness, it is implicitly devoured by the astrologi-
cal dragon monster, the eclipse pseudo-planet al-Jawzahar — a meta-
phorical allusion to Jonah going into the mouth of the fish.

Individual depictions of al-jawzahar-Draco as eighth planet next to
the seven traditional planets, comprising the Sun, the Moon, Saturn, Ju-
piter, Mars, Venus and Mercury [Hartner 1938: 114-38]"!, often portray
a cross-legged figure holding a dragon in each hand. The figure is shown
to hold either a pair of upright dragons, their bodies usually forming a
loop, or vertical staffs (fig. 5); both the coiling bodies and the allegorical
staffs end in confronted dragon heads with gaping snouts framing the
central figure, see [Kuehn 2011: figs. 113-116).

It is significant that representations of the planet jawzahar thereby
make use of the emblematic portrayal of the cosmic ruler. This iconog-
raphy was ubiquitously used on visual art from the mid-eleventh to the
early thirteenth century and was associated with the ancient concept
of the “Master of the Beasts/the Master of the Dragons”. This concep-
tion of the central figure as dragon tamer thereby perhaps reflects the
apparent necessity to harness the forces of this planet.

The choice of this cosmic symbolism underlines the prominence
accorded to al-jawzahar which gives an indication of the magnitude
of the potential effects the planet could have on the course of human
events. This is especially important since the planet jawzahar was as-
sociated with solar and lunar eclipses. In medieval Islam especially,
the astrological influence of the eclipse of the Sun is considered one
of the foremost signs of the impending destruction of the world.

The prominent depiction of al-jawzahar on objects such as the
so-called Bobrinski bucket (inscribed with the date mubarram 559/
December 1163), probably from Herat, therefore evidently originates,
as Willy Hartner has underlined, “not in a doctrinal astrological con-

In later medieval Indian literature both nodes, Rihu (v4’s al-tinnin), and
Ketu (danab al-tinnin), were attributed the same importance as the other
seven planets, hence there were a total of nine planets [Hartner 1938: 133,
cf. also 151].
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Fig. 5.
The planet jawzahar.
Detail from the
Bobrinski bucket,
possibly Herat,
Afghanistan.
Muharram 559/
December 1163. By
Muhammad ibn‘Abd
al-Wahid and Masad
ibn Ahmad. Copper
alloy, inlay in silver,
copper and niello.
St. Petersburg, State
{ Hermitage Museum,
1§ inv. no. JR-2268 (detail).
_,?} Photograph by courtesy
’ of the State Hermitage
# Museum, St. Petersburg

ception, but in a purely metaphysical one, being associated with the
antagonism between the celestial luminaries and the terrestrial light-
devouring dragon” [Hartner 1938: 138]. While the dragon is mainly
associated with the eclipses and, hence, the “devouring of light,” it
also has a positive aspect namely as giver of light (when it releases the
light of the sun at dawn) and, consequently, as protector of light, cf.
[Daneshvari 1993: 20]. It is also interesting, for what follows, that in
Islamic astronomy the jawzahar was often represented as a bipartite or
double-headed dragon.

The iconography of a human figure, often reduced to the image of
a mask-like face, flanked on either side by dragons, was symbolically
very potent in the medieval Iranised world and, as we will see now,
existed in different manifestations. The monsters not only frame the
central motif but on account of their gaping jaws, at first sight, appear
to threaten or perhaps even attempt to consume what they flank. The
possibility of the latter interpretation will be discussed in the light of
surviving examples of this enigmatic imagery.

Significant relations between the Caucasus region and the Is-
lamic world were established in early Abbasid times. Later on, with
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the Saljuq conquests of the Eastern Anatolian region, the Armenian
iconographic repertoire served as a source of inspiration and recipro-
cal contacts between the Saljugs and the cultural sphere of the Cau-
casus were established. This may be due to the fact that even though
so-called image-worship was not without opponents (and there were
several iconoclast phases in Armenia), there was an on-going struggle
against iconoclasm. Sirarpie der Nersessian has conclusively shown
that, while the Armenian church did not favour excessive forms of
image-worship, it was never opposed to images, or to certain forms
of image-worship'?. Armenia, in particular, may thus be seen to act
as a sort of repository of a more or less uninterrupted transmission
of iconographies at a time when iconoclasm began in Byzantium in
around 720 and continued for nearly 120 years. This would suggest
that at least some vestiges of earlier pre-Christian visual substrates
survived in the overall repertoire of medieval Armenian visual reli-
gious art which, as a result, incorporated parts of its ancient icono-
graphical tradition.

The motif of two dragons symmetrically flanking a frontally ren-
dered human head is prominently recorded in the visual arts of the
Caucasus region, in particular in Armenia. It is found three times
on the fagade of the central monument of the fortified monastic
complex of Tat'ev, located in Siunik province in southeastern Arme-
nia (fig. 6). The late ninth-century church, dedicated to the Saints
Paul and Peter (Surb Poghos Petros), was constructed by the order
of prince Ashot of Siunik’ under the supervision of bishop Ter Ho-
hannes between 895 and 906.

On the eastern fagade two human heads are flanked by long pairs
of serpent-dragons, while on the northern fagade a moustachioed head

12 Cf. the arguments of opponents and defenders of images in Armenia set

forth in the late sixth- or early seventh-century treatise Yalags patkera-
martic’ (Against the Iconoclasts) ascribed to Vrtanes K'ert'ogh [Vrtanes
Klert'ogh 1927: 23-25, 61-63; Vrt'anes Kertogh 1935]. See [Der Nerses-
sian 1944/1945: 58—87; Der Nersessian 1946: 67-81; Nersessian 2001:
82-88, esp. 84-86].
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Fig. 6 a-c.
Dragons flanking
human heads.
Church of Saints
Paul and Peter (Surb
Poghos Petros).
Armenia, Siunik’
province, Tatev
monastic complex.
Constructed by the
order of prince Ashot’
of Siunik between 895
and 906. Photographs
Sara Kuehn

04.09.2014 18:25:02



Sara Kuehn Escaping the «Jaws of Death»
is framed by two shorter and slightly more voluminous dragons. All Fig.7.
of the creatures are portrayed with mouths ajar, revealing projecting Dragons flanking

a mask-like human head.
First page of the Gospel of Luke,
written and illustrated for Bishop
Ter Karapet. Cilician Armenia,
monastery of Paughoskan. 1193.
Baltimore, Walters Art Gallery,
MS 538, fol. 154 (detail)
[Der Nersessian,
Agemian 1993: fig. 8]

tongues, which appear to touch the ears of the heads. The Armenian
historian Stepanos Orbélian has interpreted the heads as belonging
to the donors of the church, Grigor Supan, the ruler of Geghark'unik
, as well as prince Ashot and his wife Shushan [Khalpakh'chian 1980:
164]. The head identified as that of princess Shushan is framed by
shoulder-length tresses. Her head is surmounted by a large composite
rosette, which may have conveyed a special significance'.

Khal'pakh'chian has suggested a protective function of the motif
of the human head between serpent-dragons, since serpents are regard-
ed by Armenians as protectors of homes or shahapets, serpent genii
of places®. The Armenian predilection for representing serpents or
dragons may perhaps be associated with the fact that in Armenia the
dragon or vishap belongs to the pre-Christian substrate and as a result
is part of the ancient iconographical tradition [Bet ha-Midrasch, ed.
Jellinek: 96-105; Ginzberg 1909-1938 vol. 4: 249-50, vol. 6: 350].

It should also be pointed out that the visual pairing of the dragon
heads is an example of the conceptual doubling aspect of representa-
tions which is so prominent throughout the medieval period. This
device is intended to reinforce and augment the visual impact and
potency of the symbol. The widespread use of the motif of two open-
mouthed dragons flanking a mask-like human head is also attested by
its use in twelfth-century Armenian manuscripts. It is shown as an
element attached to ornate initials, such as in the loop of the initial in
this late twelfth-century Cilician Gospel of Luke and Matthew (Balti-
more, Walters Art Gallery Ms. 538), written in 1193 for the bishop Ter
Karapet, at the monastery of Paughoskan near the fortress of Katen in
the region of Mlich (fig. 7).

This theme of symmetrically doubled dragons flanking a human

head appears on other three-dimensional constructions recorded in Fig. 8.

Dragons flanking a mask-like human head.
Caravanserai Susuz Han, composition surmounting the two niches
For a discussion of the significance of the rosette motifin the early Persian, that flank the main portal. Turkey, central Anatolia, south of Bucak.

Sasanian and Umayyad period, see [Ettinghausen 1972: 36-41]. Mid-13% century, c. 644/1246. Photograph Sara Kuehn
Y On the shabapets, see [Kuehn 2011: 56, n. 66]. _—
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Fig. 9 and detail.
Dragons flanking

a central medallion.

Wooden door
(central vertical
section replaced
in the style of the
original); detail.
First half of the
13® century.
Northern
Mesopotamia
(Jazira), Tigris
region. Berlin,
Museum fiir
Islamische Kunst,
inv. no. 1.1989.43.
Photograph
by courtesy
of Staatliche
Museen zu Berlin
Preuflischer
Kulturbesitz,
Museum fiir
Islamische Kunst,
Berlin
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Islamic architecture, such as at the thirteenth-century caravanserai
Susuz Han (dated ¢. 644/1246), situated near Bucak, in central Ana-
tolia. At the khin the symbolism is shown twice, mirrored above two
muqarnas niches flanking the main portal, hence effectively doubling
the visual impact of the potent motif (fig. 8). Just like the above-dis-
cussed Armenian dragonheads, the dragonheads at Susuz Han are
portrayed in the so-called “Saljuq™style®. Typically these are repre-
sented with an ophidian head, whose elongated lips are often curved
upwards and rolled outwards, often revealing a proportionately deep
cavity with large fangs or row of sharp teeth. This “Saljug-style” drag-
on was a motif in common currency from Central Asia to Anatolia
long before its place was taken by the so-called “Chinese-style” dragon,
introduced in the aftermath of the Mongol invasion.

In what follows, I will show that the motif appears in different
guises on other twelfth- or thirteenth-century Islamic works of art, yet
its meaning often remained enigmatic with the dragons being mainly
perceived as threatening forces. It will be shown that the depiction
of this iconography bears many similarities with examples from the
Transcaucasian world.

Paired dragons flanking a central motif are also featured on other
architectural elements such as a thirteenth-century carved wooden
door, probably from the Tigris region, now preserved in the Museum
fir Islamische Kunst in Berlin (fig. 9). The dragons frame a much
effaced motif, perhaps once representing a human bust. The dragon
heads are again shown with gaping snouts characteristic of the “Saljuq”
type (fig. 9, detail). Instead of a human head as central element held by
open-mouthed dragons, the mythical creatures similarly flank an in-
scription, a vegetal composition or an animal head, for instance that of
abull or a lion, as will be shown in the following.

The close link between the blessings expressed in an inscription
and images of fructifying vegetation is evidenced by the parallel de-

5 Throughout this paper the term “Saljuq” is used in an extended sense,

geographically and chronologically. For a discussion of the “Saljug-style”
dragon, see [Kuehn 2011: 4, 12, 29].
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Fig. 10.
Dragons issuing benedictory
inscriptions. Arched faceted handle

of the so-called Bobrinski bucket.

Possibly Herat, Afghanistan. Muharram 559/
December 1163. Made by Muhammad ibn ‘Abd al-
Wahid and Mastd ibn Ahmad. Copper alloy, inlay in
silver, copper and niello. St. Petersburg,

State Hermitage Museum, inv. no. JR-2268 (detail).
Photograph by courtesy of the State Hermitage

Museum, St. Petersburg

Fig. 11 and detail (above).
Dragons issuing vegetal scrolls.

(detail).

Possibly Anatolia. Late 12" or early 13 century.
Made by Muhammad ibn Nasir ibn Muhammad al-
Harawi. Copper alloy, gilding, inlay in silver, copper

and niello.
St. Petersburg, State Hermitage Museum,
inv. no. IR-1668 (detail). Photograph by courtesy
of the State Hermitage Museum, St. Petersburg
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pictions on the handles of the celebrated Bobrinski and Fould inlaid
bronze buckets. The handle loops of the Bobrinski bucket are made
in the form of dragon protomes from whose gaping mouths springs
the central four-sided arched section. On the outside these are flanked
by leaping lions (fig. 10). Issuing from the dragons mouths are ben-
edictory inscriptions in zaskhi on two sides and in Kufic on the top
band of the handle with the date mubarram 559/December 1163 [Et-
tinghausen 1943: 193-208]. Since the inlay has partly come off; the
inscriptions are only partly preserved, reading

9 [\] dt,l_)cﬂ'&? J‘d‘ﬂ-‘)\ﬁg j‘d— []-\
Wa [a]l-baraka? wa al-ka[ra]ma wa al-[...]a

Soadlas slda [
... wa as-salama wa al-baqa

The handle loops on the Fould bucket are similarly made of arched
dragons topped at the outside by projecting lion head knobs (fig. 11).
From the dragons’ open mouths emerg-
es the six-sided arched handle, deco-
rated on all facets with scrolling foliage
in place of the benedictory inscriptions
shown on the Bobrinsky handle.

In a similar manner an inverted
pendant palmette is flanked by open-
mouthed dragons inserted in the loop
of the initial letter on the first page of a

twelfth-century Armenian Gospel of
Matthew (fig. 12). The fact that the pal-

Fig. 12. mette is placed between the two dragons

_ Dragons flankinga palmetee. underlines their affinity with symbols
First page of the Gospel of Matthew. £ fertili d f ditv in th 1
12% century. Jerusalem, Library  ©f fertility and fecundity in the vegeta
of the Armenian Patriarchate world. These often spring from their

Ms. 1796, fol. 6 (detail)
[Der Nersessian,

Agemian 1993: fig. 56]

jaws — hence are not only associated with
the dragons’ mouths, but, by extension,
with their tongues, breath and saliva.
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Fig. 13.
Dragons flanking

avegetal composition topped by

a double-headed eagle.
Relief carving on the fagade
of the Cifte Minare madrasa, Erzurum.

Second half of the 13 century
(before 640/1242-43).
Photograph Sara Kuehn
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An analogue motif is repre-
sented by the relief sculptures on
the stone minaret buttresses of the
Cifte Minare madrasa at Erzu-
rum, probably built just before the
fall of Erzurum to the Mongols in
640/1242-3 (fig. 13). Here a pair
of dragon protomes issues from the
stem of a palm tree in such a way
that they come to flank the central
vegetation with its small birds, some
fruit, perhaps pomegranates, and
the double-headed eagle at its apex.
Given the close historical relations
of Armenians with the principal-
ity of Erzurum (Armenian Karin),
which at various times belonged to
Armenia and under Islamic ruler-
ship also had a Christian Armenian
population, the Cifte Minare 72a-
drasa motif may be related to earlier
as well as contemporary Armenian
references preserved in stone carv-
ing or manuscript illumination.

It is noteworthy, that in lieu
of vegetation, dragons flank, and
perhaps emit, Christian crosses on
vishap-type Armenian commemora-
tive cross-stones or khatchk ar, such
as a twelfth- or thirteenth-century
example from Makravank'in Ararat
province, on which a closely related
form of imagery can be deduced.
On this kbatchk ar a pair of stylised
dragons springs from the base of a
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cross. Their serpentine bodies bifur-
cate, form a loop and then curve up-
wards to terminate in stylised heads
with wide-open jaws. The bases of the
small crosses are shown to rest on the
tips of short tongues projecting from
the dragons’ mouths which are flanked
by gaping snouts with inward curled
tips (fig. 14).

At the same time, the multivalent as-
pect of the symbol of the cross, employed
as metaphor for both the crucifixion and
the resurrection of Christ!®, has to be
taken into account. In Armenian exeget-
ical works the kbatchkar is often elabo-
rated as “wood of life” (payr kenars)".
It is notable that £hatchk'ar decorated
with the cross, the “wood of life”, as
the main decorative motif, symbolise

16

Fig. 14.

Stylised dragons flanking a cross

and issuing small crosses.

Vishap-type khatchk ar, Makravank,
Ararat province. Probably 12
or 13t century. No. 12 kbatchk ar.

Photograph by courtesy
of Jean-Michel Thierry

With regard to the Christian Feast of the Apparition of the Flaming Cross
in Heaven, al-Birtini records that, according to Christian scholars, Con-
stantine’s mother, Helena, went to Jerusalem to find the cross of Christ
which when placed upon a dead body could resurrect the dead. He further
notes that the wood used for the cross is referred to as “the wood of Paeo-
nia,” which is frequently “attached to a man who suffers from epilepsy, be-
ing considered as a symbol of the resurrection of the dead” (Kitab al-Athar
al-Bagiya [al-Biriini: 293-294]). For related narratives on the association
of the Cross and the Tree of Life, see [Wiinsche 1905: 15-17]

See the Homily by David Anyaght, cited in [Russell 1994-1995: 630;
Russell 2004: 1194]. In Agathangelos’ fifth-century theological teachings,
The Teaching of St. Gregory, the cross is praised as a “Tree of Life rooted in
the earth” [Agathangelos 2001: 7-9, 21-23, chs. 577-586, 618-631]. On
the cult of the Tree of Life in Armenia, see [Russell 1987: 33]. The Tree of
Life as prefiguration of the Cross of Christ is mentioned in the Christian
Syriac Me'irath gazzé (Cave of Treasures, tr. and ed. [Budge 1927: 34]).
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Fig. 15 and detail.
Dragons flanking the
base of a cross.
Marginal ornament in
a copy of the Gospel
of Mark, Edessa.
1171. Transcribed and
illuminated by the
priest Hohannes, son
of the priest Manuk.
Yerevan, Matenadaran
Manuscript
Museum, Ms. 313,
fol. 81. Photograph
by courtesy of
the Matenadaran
Manuscript Museum,
Yerevan

Sara Kuehn

primarily the salvation of
the souls of the departed in
whose memory they were
erected. The equation of the
“living” cross with vegeta-
tion'® provides an analogy
to the dragon’s inherently
close relation with veg-
etation and the associated
beneficial qualities of fer-
tility and fecundity. This,
in addition to the shared
special apotropaic func-
tions, naturally accords
the dragon the preeminent
position of a vehicle that is-
sues, thus perhaps wittingly
emits or, by extension, one
may hypothesise, delivers,
and henceforth protects the
“living” cross.

In the case of vishap-
type khatchk'ar it appears
therefore less likely that the
dragons framing the Chris-

tian emblems are intended

to be read as threatening or even less as ingesting the crosses. It may
rather be presumed that, conversely, as in the case of vegetation or
benedictory inscriptions, the mythical creatures are depicted with
crosses issuing from their mouths, perhaps suggesting the active as-
sociation of the dragons with this symbol of spiritual deliverance.
This would suggest a role for them not only as guardians but one may
cautiously hypothesise perhaps even as rescuers or deliverers, draw-

8 Cf. The Teaching of St. Gregory [Agathangelos: 159-162, chs. 641-654].
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ing on associations with the
idea of Christ the Saviour and
Deliverer!®.

An important marginal
ornament features a cross rest-
ing on an inverted heart-shaped
interlace of split-palmettes end-
ing in two confronted “Saljug-
style” dragon heads, the necks
enclosed in narrow ornamental
collars. Just as on the above-dis-
cussed vishap-type khbatchkar,
the creatures are distinctly por-
trayed with their red tongues
darting from the wide open
mouths to touch the base of
the cross. The ophidian heads
are capped by pointed ears, the
most characteristic aspect being
however the wide open, curved
snouts, the upper lip endingin a

9 Cf. the bronze serpent created

by Moses in the wilderness
(Numbers 21:4-9) and the
cross upon which Jesus was
crucified (John 3:14): “And as
Moses lifted up the serpent in
the wilderness, even so must
the Son of Man be lifted up
so that everyone who believes
may have eternal life in him.”
For a further discussion of
the association of the serpent-
dragon with the Cross, sce
also [Kuehn 2011: 67-68].

Fig. 16 and detail.
Dragons flanking
avegetal composition
bearing the heads
of the four Evangelists
topped by a cross.
Marginal ornament
in a copy of the Gospel
of Luke, monastery
of Gladzor, Vayots
Dzor province. 1323.
Painting by T‘oros
Taronatsi. Yerevan,
Matenadaran
Manuscript Museum,
Ms. 6289, fol. 141r.
Photograph
by courtesy
of the Matenadaran
Manuscript Museum,
Yerevan
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rolled-up tip. The ornament is portrayed on Mark’s first page, copied by
the priest Hohannes, son of the priest Manuk, in 1171 in Edessa (now
known as Urfa) in southeast Anatolia (fig. 15).

Confronted dragons emitting vegetation topped by a cross are also
shown on ornaments in other Armenian miniatures, such as on a large
carly fourteenth-century marginal ornament from the Gospel of Luke.
It features open-mouthed dragons with projecting tongues that touch
the base of a stylised, tree-like vegetal motif (fig. 16). The latter contains
the symbols of the four Evangelists and is surmounted by an ornate cross
instead of the double-headed eagle that tops the palm tree on the mid-
thirteenth-century Cifte Minare madrasa. The ornament was illustrat-
ed by the miniaturist T oros Taronatsi in the important scriptorium of
the monastery of Gladzor in southern Armenia.

The same conceptualisation also appears above a door at the mon-
astery of Deir Mar Behnam in Mosul. On the lintel of the southern
outer door is a central Greek cross. From its base extends an arched

Fig. 17 and detail.

A pair of stylised regardant quadruped dragons
with crossed bodies at the base of a cross.
Relief carving above the southern outer door,
monastery of Mar Behnam/Deir al-Khidr,

3 : . . - m— o th
cartouche which encloses a pair of stylised quadruped dragons viewed southeast of Mosul. 13 century. Photograph by
courtesy of Yasser Tabbaa

from behind, whose arched bodies are crossing (fig. 17). The dragons’
gaping mouths are turned towards each other and their projecting
tongues touch the tip of the cusped lower end of the cross.

At least from the beginning of the fifth century, the cross was regard-
ed as a powerful amulet [Canaan 1938: 175, n. 249]; hence crosses placed
on or near entrances served primarily protective and apotropaic functions
[Kitzinger 1970: 640]. The Christian cross together with the dragons thus
undeniably has a special function as an apotropaion guarding a threshold.

By analogy, should the imagery of dragons flanking and appar-
ently emitting crosses carry a positive symbolism, then this would
have implications for other motifs in the same position. The closely
related theme of symmetrically doubled dragons flanking a central
animal head survives on architectural compositions. It appears on two
of the round towers of the northern city wall of the medieval Arme- ik A S e e
nian city of Ani, probably added under Shaddadid rule in the early Fig. 18.

e

twelfth century. Here the creatures’ heads with gaping jaws, revealing ) _Dragons flankingabovinc head.
£ hand ith bifid ti f bovine head. I Relief carving on a round tower of the northern city wall,
rows of teeth and tongues with bifid tips, frame a bovine head. In one Ani. 10% to 12* century. Photograph Sara Kuchn

case the bull holds a ring in its mouth (fig. 18). The prominent depic-
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tion of the motif on the towers of the
city walls certainly underlines its apo-
tropaic intent.

The same symbolism can be ob-
served in an Armenian marginal orna-
ment in which a lion’s mask is featured
as the centre with two open-mouthed
dragon heads situated just below and
connected with the mask by means of a
knotted vegetal interlace (fig. 19). This
illumination is included in the cel-
ebrated Mush Homiliary, transcribed
G and illuminated at the monastery of

Fig. 19. Avagvank' near Erznga(n) (present-day
Dragons flanking alion head. Erzincan) in northeastern Anatolia in

Margmal.o.rnament in the 1200 to 1202.

Mush Homiliary, monastery of
Avagvank, Erznga(n). 1200-1202. The theme reappears in the same
Yerevan, Matenadaran Manuscript manuscript featuring two open-

Museum, Ms. 7729, fol. 492. . -
Photograph by courtesy of the ~ mouthed dragon heads flanking a lion’s

Matenadaran Manuscript Museum, mask (ﬁg 20) Signiﬁcantly, the im-

Yerevan agery takes the characteristic form of

the pomegranate, a fruit which for

its abundant seeds symbolises immortality both in Armenia and

throughout the Iranian world, thus underlining, once again, the aus-
picious character of the motif*’.

Yet another closely comparable conceptualisation is found in the
drawing of the brass door handles of the court engineer, al-Jazari
(fl. second half of sixth/twelfth century), intended for the palace door
at Diyarbakr in southern Anatolia, which survives only in a copy of
the original illustration of al-JazarT’s Kizab fi marifat al-hiyal al-handasi-
yya of 602/1206 and a description in the treatise on automata writ-
ten by the master craftsman (fig. 21). The knockers are shown in the

20 On the pomegranate motif form in Greek mythology, see [Elderkin 1924:

1-3, 18, 25-27, 44-45, 118].
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Fig. 20.
Dragons flanking a lion head
in the form of a pomegranate.
Marginal ornament in the
Mush Homiliary, monastery of
Avagvank, Erznga(n). 1200-1202.

VN

Yerevan, Matenadaran Manuscript i ' (
Museum, Ms. 7729, fol. 98. ]
Photograph by courtesy of the ol
Matenadaran Manuscript Museum, o
Y -~

erevan ¢
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Salle] Fig. 21.
LT A knocker in the form of a pair of dragons
framinga lion-headed knob.
Drawing of the doors of the Diyarbakr palace,
i1 the model for the doors of the Ulu Cami at Cizre.
Illustration in a copy of Ismail ibn al-Razzaz al-
Jazari, Kizib fi marifar al-hiyil al-handasiyya.
Early 13* century. Istanbul, Topkap1 Saray1
Miizesi, Ms. Ahmet I1I, A.3472, fol. 165b.
Photograph by courtesy of the Topkapi Saray1
Miizesi, Istanbul

S

form of two affronted dragons with gaping mouths and outstretched
tongues that frame the lion-headed knob.

With regard to the iconography at Susuz Han, examined above,
Goniil Oney has identified the human heads as sun rosettes threatened
by the “underground forces and the dark moon symbol” of the dragon
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Fig. 22.

Dragons flanking a human head topped by winged figures, probably angels.
Caravanserai Susuz Han, composition surmounting the two niches that flank
the main portal. Turkey, central Anatolia, south of Bucak.

Mid-13* century, c. 644/1246. Photograph Sara Kuehn

[Oney 1969-70: 200; cf. Otto-Dorn 1978-79: 131], hence associating
it with astrological functions, according to which, as mentioned be-
fore, the dragon is the cause for solar and lunar eclipses. It is important
to note however, that the concept of the jawzahar dragon solely in its
role as eclipse monster threatening the light of the luminaries presents
but one aspect of the multivalent symbolism of the dragon. There ex-
ists at the same time another possibility: that of perceiving the symbol-
ism of the gaping dragons’ jaws flanking a central motif as beneficial
and apotropaic. At Susuz Han this reading is moreover supported by
the two confronted winged figures whose presence seems to bestow a
honorific dimension upon the iconography of the gaping dragons’ jaws
facing the mask-like human faces (fig. 22).
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It should be reiterated that the symbolism of the draconite monster
possesses both a generative and a destructive aspect that is demonstrat-
ed in particular by its connection with the two forms of “death” and
“resurrection” under which every change of state appears, according
to whether it is regarded in relation to the earlier and the subsequent
state. Just as Jonah’s sojourn in the monster’s belly is a place of burial,
it is at the same time a place of “rebirth”. His restoration to life — co-
inciding with his emergence from the initiatic cavern — necessarily
implies a “death” in relation to a former state; death and birth (regen-
eration or resurrection of the being) are inseparable from one another,
representing two opposite faces of the same state. This junction draws
two juxtaposed principles together into a unified being, thereby creat-
ing a duality which simultaneously contrasts and fuses two opposites.
These composites reflect an iconological amalgamation not only of ex-
ternal, that is physical, but also of internal, that is innate, characteris-
tics. The iconography of gaping dragons’ jaws flanking a central motif,
which also entails an astrological aspect, thereby affords a glimpse into
the intermediary process of conflating two principles.

This arresting visual trope serves as a shorthand or mnemonic sig-
nificatio, alluding to the act whereby the dragons have issued or will
devour the central element. The syntax of this visual utterance thus
presumes cycles of emission and ingestion, creation and dissolution, in
summary form, for an audience that already recognises the reference.
Generative and destructive processes are thereby intrinsically linked.
The outcome of the symbolic synthesis which unifies irresistible po-
tent forces is probably to be seen as empowering. The imagery of the
dragons flanking a central motif thus may be presumed to represent
a beneficial iconography, serving as powerful apotropaic device. The
iconography itself is imbued with talismanic potency. The polysemic
character of this imagery thereby also acts prophylactically revealing
aesthetic as well as wondrous qualities.

A shorter version of this paper was read on 22 Jan. 2013 at a public seminar
at the Orient Institut der Deutschen Morgenlindischen Gesellschaft (OIB),
Beirut, Lebanon.
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AEMOHOAOI'UA
KaK CEMHUOTHYECKAaA
cucrema

peTuii Bimyck aabmanaxa «In Umbra:

T AeMOHOAOTHSA KaK CEMUOTHYECKAS

CHCTEMa» BKAIOYAET CTATbU POCCUHICKUX U 3apyOEKHBIX aBTOPOB,

M3yYaIOUIUX Pas3Hble ACIEKTHl A€EMOHHYECKOTO B 3aMapHO-

€BPONENCKON, CAABAHCKOM, MCAAMCKOM, EBPEUCKOM KYABTypax, B

KHIDKHOCTH, UKOHOrpaduu u poabkaope oT CpesHEBEKOBBS AO
HalIUX AHEH.

Ilepssiit pasaes, «BeabMbI, AeMOHBI, HHKBHU3UTOPBI», MOCBS-
IEH BEAOBCKUM mporieccaM B EBpone pannero Hosoro Bpemenn
U pa3dAMYHBIM TEKCTaM, CBsi3aHHBIM ¢ 3TuM siBacHueM. O.}. Toro-
€Ba B CTaTbe «Y3HaTh Bpara B AUL0. Flepapxus BeAbM U KOAAYHOB
B ‘Aemonomanun” JKana boaeHa» paccyxpaer o AoeMOHOAOTHYE-
ckoM TpakTare ¢ppanuysckoro Mpicauteast X VI B. B konrekcre 60-
A€e PAaHHHUX €ro COYMHEHUH U IPUXOAHUT K BBIBOAY, UTO IOIBITKA
BBICTPOHUTD YETKYI0 HEPAPXMIO, HAYYHYIO KAACCUPHKALUIO BEABM
U KOAAYHOB (o HNpPHU3HAKAM ITOAOBOM IIPUHAAACKHOCTH, COLIHAAD-
HOTO IIPOUCXOXACHH S, 00pa3oBaHusl, Cpepbl HHTEPECOB, IOAATAIO-
LIMXCs UM HAaKasaHUil) OblAa IPU3BaHA BOCCTAHOBUTH COLIUAABHYIO
rapmonuio. CaepoBaTeabHO, Bce Tpu TpakTaTa JKana bopena moryT
OBITH OHSTHI KAK COCTABHBIE YACTH CAUHOTO YYCHHS O IPUHI[UIIAX
YTBEPKACHUS U HOAAEpXKaHUs o0wmecTBeHHOro nopsiaka. I.B. ba-
KyC B CTaTbe «3a TPU AHS AO CMEPTH U MHOTO ACT TOMY Ha3aA:
Hcropust Arneccst u AHHBL, BeabM u3 PaBencOypra, B experientia
I'enpuxa MHcTuTOpHCca» paccMaTpuBaeT UCTOPHIO ABYX JKEHIIHH,
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00BHHECHHBIX B 1484 I. 1 Ka3HCHHBIX 32 MHOTOACTHEE COXKUTEABCTBO
¢ MHKY0aMH U NPeAHAMEPEHHOE KOAAOBCTBO. Pacckas o GaHuiu-
ne Arnecce 1 AHHe u3 MuHaeAbxaiiMa pasHeceH $pparMeHTapHO
no pasHeIM raaBaM «Moaora Beapm»: I.B. bakyc pexoncrpyu-
PYET UCTOPHIO B €€ IIEAOCTHOCTU M AHAAMBHPYET €€ CEMAHTHUKY H
CTPYKTYPY B KOHTEKCTE €BPOINEHCKOrO «BEAOBCKOTO CTEPEOTHIIA»
XV-XVII 8B. I.C. 3eacuuna B crarbe « Best EBpona apoxur npu
YIIOMHHAHUHY €I0 UMEHH : ATIOKAAUIITHYECKUI MOHCTP, IOXKHPAIO-
mUH caM ceds> paccyxaaer o Tom, Kak B X VI-XVII BB. BoOctpus-
THE UHKBUSHIIMH aBTOPAMH U3 YHCAA KPEILICHBIX EBPECB MEpeceKa-
AOCh C IIPEACTABACHHEM 00 <HYACHCKOMN epech» Y XPUCTHAHCKUX
aBTOpoB. Te 1 Apyrue cospaBaAM Ha CTPAHMIIAX CBOMX COYMHEHUI
06pa3 Bpara Kak ypoOOpPOTHYECKOrO MOHCTPA M CPABHHBAAU €TO
co 3BepeM Amokaauncuca. Tak, mo muenuwoo I.C. 3eaenunoi, pa-
60TaeT TPAAMLIMOHHBI MEXaHU3M <«3E€PKAaABHOIO» IPUMECHECHUS
KOHIIENITOB — C COXPAHEHUEM NAPAAUTMBI, HO IIEPEHOCOM POACH U
3HAKOB, YTO XapaKTEPHO AASI KYABTYPHOU MOAEAH <CBOU—TYXKOH >,
Kpowme Toro, ncnoab3oBanue cXoxux ob6pasoB roBOPUT O THOPUA-
HOM XapaKTepe MapaHU3Ma, UCIIBITABIIEIO BAMSHUE HE TOABKO HY-
Aan3Ma, HO U XpPUCTHAHCTBA.

Caeayromuii 6A0K CTaTell MOCBAIICH U3YYCHUIO ACMOHHYECKO-
ro B ukonorpa¢uu. A.E. Maxos B crarbe «CpesHEBEKOBBII ABSIBOA
post mortem: TpaHCPOPMALIMS BU3YaABHBIX MapKEPOB ACMOHHYE-
ckoro B “Vxonosornn” Yesape Punsi» aeMoHCTpupyerT, Kak pas-
pywaercst B HoBoe Bpemst cpeAHEeBEKOBBIN BU3yaAbHBII 00pas Absi-
BOAQ: U3 BCETO PasdHOOOpas3us MapKepOB, ONPEACASBIIUX MPEKAC
ero 00AUK, OCTAIOTCS AUIIb CAMBIC TPHBHAABHBIE, A0 Xe $urypa
AEMOHA CTAHOBHUTCS IOAHOCTBIO aHTporioMopdHoit. OpHAKO caMu
MapKephl HE HCYE3al0T 0ECCACAHO, HO OCYILIECTBASIOT CBOeOOpas-
HBIH «Apei(» — yX0As U3 00AACTH BU3YAABHOI ACMOHOAOTHH, B
uckyccrse HoBoro BpeMeHH OHM HAYMHAIOT IPUMEHATHCS K APY-
TUM [EPCOHAXKAM.

B crarse Capnr Kion «Cracenne or “gearocreit cmepru’: Bu-
3yaAbHBIC KOHLIENTH B MCAAMCKOM U BOCTOYHOXPHCTHAHCKOM HC-
KyccTBe nospHero CpepHeBeKOBbs» (MyOANKYETCS 10-aHTAMHCKH)
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PAcCMOTPEHBl MOTHBBI HCAAMCKOTO M BOCTOYHOXPUCTHAHCKOTO
uckyccTa no3aHero CpeAHEBEKOBbsI, B KOTOPBIX GUIYPUPYET pac-
KpbITas IacTh ‘{yAOBI/II.Lla/,A,paKOHa — ABOHCTBEHHBIH CUMBOA, 00b-
CAMHSIONIMI HACH CMEPTH M BO3POXKACHHA. AHAAUBUPYS PasAUd-
Hble H300paXKEHUSI APAaKOHA B MUHHUATIOpe U apxuTekType, C. Kion
npuBACKaeT OMOACHCKHI M KOPAaHUYECKUH CIOXKeT 0 Ipopoke Fone
(FOmyce), KOTOPOro Bo BpeMsi WITOPMA IOTAOTHA M 9€Pe3 TPU AHS
U3BePr KUT. B xpucTHaHCcTBE 3TOT CrokeT MeTapOPUIECKH COOTHO-
CHUTCs C coulecTBHEM XPHUCTa B IIPEUCIIOAHIO M BOCKPEIICHHEM,
CUMBOAHM3HPYs 10beAy Hap cMepTbio. [To MHeHMIO aBTOpa, HMEHHO
coxeT 06 MoHe AeXXHT B OCHOBE ABYX H300paskeHUIl B IPY3UHCKUX
LIEPKBSX: Ha OAHOM M3 HHX APaKOH 3arAaThIBA€T YEAOBEYECKYIO
urypy, Ha APyTOM, CKyABIITYpHOM, u3Bepraet. O6 anorponeiHoi
$yHKI MM 3THX 00Pa30B FOBOPHT TO, YTO 062 OHH PACIIOAOXKEHBI HAA
BXOAAMU B IIepkBHU. B rcaame uctopus npopoka IOnyca ne cBssw-
BAETCs C MECCUAHCTBOM MU CITACEHHEM YEAOBEYECTBA, HO B HEM TakK-
Xe TPUCYTCTBYET MOTUB HOBOTO POXAEHHS (ABTOp CCblAAETCs Ha
«Hcropuro» aT—Ta6apI/1 Havasa X B.). Ha opHOIt 13 MHUHHATIOP KOH-
na XIII B., mocBamennsix cioxery o IOnyce, npuBeacHa 1jurara us
«I'yancrana» Caaam, rae noraomenue fOnyca xutom cpaBHuBaeT-
CsI C TIOTAOIIEHUEM APAKOHOM aAb-AKaB3aXpOM COAHIIA, CKPBIBAIO-
erocst BO ThMe. ABOMCTBEHHOCTh «IIOTAOIIECHHS/BO3BPAIICHHS»
BBIPA)XKAETCS U B TOM, YTO APaKoHa AkaB3axpa 4acTo H300paskaAn
ABYTAQBBIM.

Cpean paccmarpusaembix C. KioH nsoOpakeHuil 3Ha4MTEAB-
HYIO 4aCTh COCTaBASET KOMIIO3UIIUS <«IEHTPaAbHas Qurypa, mo
0OKaM OT KOTOPOH HaXOASTCS ABa OOpAIICHHBIX K HEH APAKOHaA C
PACKPHITBIMH HacTsIMU>». L]eHTpaabHOM Gurypoit MoxeT ObITb 4eAO-
BEK, YEAOBEYECKAS FOAOBA HAHM MAaCKa, TOAOBA XMBOTHOTO, ACPEBO,
PACTUTEABHBIN JAEMEHT HAHU KPeCT. DTOT MOTUB BCTpedaeTcsi B Ma-
Aoit Asuu 1 ApMEHHH, B MICAAMCKUX M XPUCTHAHCKUX MAaHYCKPHII-
TaxX, apXUTEKType U CKYABIType. B Hmcaamckux nsobpaxeHHsx
MEXAY ABYMsI APAKOHAMH IIOMEIAIOTCS, CPEAU IIPOYETO, PACTCHUS
C mAOAAMHU AMOO TEKCTHI OAATONOXEAAHUI, 2 B XPUCTHAHCKHX —
KPECT, CHMBOAUSHPYIOLIMI CACAYIOLIEE 32 CMEPTHIO BO3POXKACHHE.
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PaccmarpuBast BU3yaAbHBIN KOHTEKCT TAKUX H300pPaXKCHUII, a TaK-
K€ UX NParMaTHYeCKUi acleKT (OXpaHHTEABHAS! CHAA KPECTa, 3a-
wuTHasE QYHKIUsI KPEIIOCTHBIX CTEH, 0CO00E 3HAYCHUE APMSHCKHX
Xa4KapoB AAS criaceHust Ay ymepiux), Capa Kion noauepxusa-
€T, YTO BO BCEX CAYYASX APAKOHBI MAM 3MEU HECYT IIOAOKHUTEABHOE
sHaueHue. COOTBETCTBEHHO, YTBEPKACHH S, YTO 3TH HU300paXKCHUS
CHMBOAMSHPYIOT PaspyIIeHUE U YTPO3Y, HCXOASIIYIO OT APAKOHOB-
3MEEB, ABTOP CYUTAET HEBEPHBIMH.

M.P. Maiisyasc B pabore «Koca, Kpbiabst 1 HUMO: Kak 1300pasuthb
CMepTh?>» ONUCHIBACT PasHbIE CIIOCOObI KOHCTPYUPOBAHU S BU3YaAb-
Horo obauka CMepTH — IIOIYASIPHOrO B €BPOIECHCKON TPAAULMU
HEPCOHAXKA-NIEPCOHUPUKAIIMH, KOTOPBIH IPEACTABAA BO MHOXECTBE
AMYHH, 4aCTO IPUHUMASI 00Pa3 TPyIa MAH CKEACTA, H300PaXKaACs Tie-
IIUM HAHM KOHHBIM, BOOPY)KEHHBIM Pa3AMYHBIMH OPYAUSMH U aTpPH-
OyTaMu, a B PEAKHX CAYYasiX HAACASIACS HUMOOM — 3HAKOM, TPAAULIU-
OHHO (XOTb 1 He BCerAa) 0603HAYABIIHM CBSITOCTD.

B pasaeae «Mcropust — KHMXKHOCTD — QOABKAOP» IYOAUKY-
orcsi tpu paboter. O.b. Xpucrodpoposa B crarse «“CaoBo 0 siaeHun”
npen. Huponra B uxoHorpadpuu u ycTHOM TpapHIIHH: TpaHCPOpMa-
1151 00pa30B BUACHHSI M BUSHOHEPA>» Ha IPUMEPE KHUXKHOTO TEKCTA
arnorpadpuuecKoro MpOUCXOKACHHU L, OMABIIETO B AyDOYHYIO U yCT-
HYIO TPAAHMLIUIO, H3y4aCT TPAHCPOPMALIMH CIOKETA M 00YCAOBUBIIHE
ux mexanuamel. C.JO. HekawopoB B cratbe «@Poapkaopusrit Pasun:
ACIIEKT ACMOHOAOTHYECKU» aHAAUBHPYET HAPOAHBIC IIPEAAHUS O
3HAMCHUTOM pa30OMHHKe, PACCMATPUBASI KPYT XaPAKTCPHBIX AAS
HUX MOTHBOB, UX (OABKAOPHO-MHUPOAOTHYECKUI KOHTEKCT U TH-
IIOAOTHYECKHUE TAPAAACAH, A TAK)KE BBIABASET «<ITYCKOBBIE MEXaHH3-
MBI>», Hd OCHOBE KOTOPBIX ACMOHOAOTH3HPOBAACS 00pa3 ucropuye-
ckoro nepconaxa. Pabora A.B. TToronckoit «AeMonudeckuit zopey
B AMTCPaType Ha HAMILIEC» NOCBsLeHa durype nopeya (6apun / Bol-
COKOMEPHBIN YEAOBEK) KaK IICPCOHAXKA CBPEHCKOro PpOABKAOpA H
BO3HUKILICH HA €0 OCHOBE AMTEPATyphl. AHAAM3 Pa3HOOOPA3HBIX
KOHTEKCTOB YIOTPEOACHU I 3TOrO CAOBA U €rO MPOU3BOAHBIX [I03BO-
ASIET TAyOXKe MOHSTh CEMAHTUKY (OABKAOPHOIO U AUTEPATypPHOTO
00pa3a, a TAK)KE UACOAOTHIO HAHIICKHUX THCATEACH.
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Caeayomuil 6AOK IOCBSLIEH CAABSIHCKOH ACMOHOAOTHH.
A.H. Bunorpasosa B crarbe «Onmosuuus “eAMHUYHbIHA / MHOXe-
CTBECHHBIH KAaK OAMH U3 HACHTHPHLIHPYIOMINX IIPU3HAKOB MUPOAO-
THYECKHX IIEPCOHAXKEI>» MOKA3BIBAET, YTO B CAABSIHCKOH MHUPOAOTHH
NpPU3HAK MHO)XECTBEHHOCTH XapaKTEPEH, B IEPBYIO OYEPEAD, AAS
AyXOB OOAC3HEH M KAACHAAPHBIX ACMOHHMYECKUX CYILIECTB, ICHE3UC
KOTOPBIX CBSA3aH C AyIIaMH YMEPLINX AKACH (XOTS OH XapaKTepH3y-
€T TaKoKe 6ECOB MAM «TalHBIX>», «CKPHITBIX>» AloAcH). Haandne nan
OTCYTCTBHE ITOTO NMPHU3HAKA OTAMYAET, B YACTHOCTH, I€HETHYCCKH
Pa3HBIX IIEPCOHAXKEH, HA3BIBACMbIX B IOACCCKON TPAAULIMH PYCaiKa.
B.A. Yepsanésa B crarbe «Kak nokoitHux “xoaut’ ? M3 HabaropcHu#
HaA ACKCHKOH (U3HYECKOrO BOCIPUATHSA B MHPOAOTHYECKOM TEK-
CTe» PacCMaTPUBACT OBIAHYKHU O «XOASYMX MOKOHHHUKAX>» C TOYKU
3peHUs yIOTPeOACHH S B HUX NEPLEITUBHON ACKCUKH (BepOaAbHBIX
CAMHHUL] C CCMAHTHUKOMN 3PUTEABHOTO U PUSHYCCKOTO BOCIPHATHSA) U
OOHapyXuBacT B MUPOAOTHYECKUX HAPPATUBAX ACHCTBHE COOCTBEH-
HO SI3BIKOBBIX 3AKOHOMEPHOCTEH U BAUSTHUE CEMUOTHYECKON CUCTEMBI
texcra. E.E. AeBkuenckas B pabore «ro obuiero y pycckoro Bops-
HOTO U OAbCKOTO topielnika? (IToabckas n pycckast MUGOAOTHH B UX
B32HMOACHCTBUM € XPUCTHAHCTBOM)>» OOpAIaeTCsl K ACMOHOAOTHH
U KaA€HAAPHOU O6PH,A,HOCTI/I B PYCCKOM M IMOABCKOH HapOAHOH Tpa-
AULIHH, IPOCAC)KUBASI, HACKOABKO TAYOOKO AHOO, HAIPOTUB, IIOBEPX-
HOCTHO OBIAO AAANITHPOBAHO UMM XPHCTHAHCKOE MUPOBO33PCHHE U
HACKOABKO CHABHO IIPABOCAABHON M KATOAMYECKOH LIEPKBSIM YAAAOCH
TpaHCPOPMHUPOBATh apXaUYeCcKHe OOPSIAOBbIC MOACAU M BEPOBAHMUSI B
Pa3HBIX PErMOHAX CAABSHCKOTO MHUpA.

3aKAIOYUTEABHBII PA3ACA CTPOUTCS BOKPYT IybauKanuu Mudo-
AOTMYECKHX PaccKasos, 3anmucanHbix B.B. 3anopoxen or M.K. Taii-
AYK, )KCHBI CBSILICHHUKA C. 3aAeAbCKOE ABBOBCKOM 00A. DTH TEKCTHI
AEMOHCTPHUPYIOT LIEABIH KOMITAEKC OBEPUI O PABAHYHBIX AEMOHH-
9ECKUX IMEPCOHAXKAX — OT XOASTUYCH IIOKOMHHUIIBI AO «KAACCHIECKO-
ro>» XPUCTHAHCKOTO 6eca. Hy6AI/IKaHI/Iﬂ B.B. 3amoposxery conposo-
XKAACTCSI AByMsI HccaepoBaTeabckuMHu paboramu. E.E. AeBkuesckas
cocraBuaa kommenTapuii k rekcram M.K. Taitayx («O HexoTopbIx
MOTHBaX KapIaTcKoil MUQOAOTHH>), IOKA3aB, KaK MEPEIACTAIOTCS
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B €¢ MCTOPHSX ACMECHTBI TPAAHLIMOHHOM KyabTypsl Kapmarckoro
peruona u «npuxpamosoro poaskasopa». A.M. AaTonos B cTaTbe
«“CBHAETEAb BHYTPEHHUH M CBHACTEADb BHCUIHHI : AllCAASITHB-
Hasl CTpaTerusi B OBIAMYKE» IPOAHAAUBHPOBAA PYHKIMH M pas-
AMYHBIE BapHAIMH ANCAASTHBHOIO IIpHeMa B MH(OAOTHYECKOM
pacckase. DTOT KOMMYHHKATUBHBIH XOA IPUMEHIETCSI HHPOPMaH-
TOM B OOICHUH C COOMPATEAEM, KOTOPOTO PaCCKa3YHK, [0 PA3HBIM
IPUYHUHAM, CIUTACT COMHEBAIOIUMCS AHOO ITAOXO BKAIOYCHHBIM
B KOHTEKCT, © CTPEMUTCSI BOBACYD B 0ECEAY, CACAAB «COABTOPOM>»
MHPOAOTHIECKOTO TEKCTA, BBIHYXKAASL IIOATBEPAUTD M TEM CaMbIM
CaHKIIMOHHPOBATh AOCTOBEPHOCTb KAKYEBBIX MOMEHTOB COOCTBEH-
HOI ucTopuH. B cTaThe MmokasaHo, Kak MOBECTBOBATEAb MOXKET «Ha-
CTPAnMBaThCs» Ha CAYLIATEAS IO XOAY OeCeAbl, MCHsis PasAMYHbIC
cTpareruu yOex ACHHUSL.

B saxaloueHue nosposuM cebe Heboabylo pemapky. Hexotopsie
U3 PCLUCH3CHTOB aAbMaHaXa OTMCTUAHM, YTO B IICPBBIX €O BBIITY-
CKaX OTCYTCTBYET €AMHAs KOHIENLM I, MaTEPUAA HE TOMOTEHHBIH,
a HCCACAOBATEABCKHE TOAXOABI 3a4acTyo pasusaTcs'. [Topdepkuem,
OAHAKO, YTO Hallla KOHIENIIUA U 3aKAI0YaAACh B TAKOM TeMaTHYe-
CKOM U MCTOAOAOTHYCCKOM p33H006Pa3I/II/I; OHO OBIAO 3aABAEHO
Kak popmoobpasymouiee Ha4aA0 aAbMaHaxa (4TO B ONPEACACHHOM
CMBICAE COOTBETCTBYET IEPEMEHIUBOMY OOAMKY U MHOXXECTBEHHO-
cTH QYHKLMH CAMUX H3Y4acMbIX IIEPCOHAXKEH, a TAK)KE MHOT000-
Pa3HUI0 KYABTYPHbIX TEKCTOB, B KOTOPbIX OHU GUTYPUPYIOT). MBI He
IpeAAATAAH, U He OYAEM IIPEAAAraTh aBTOPAM CAUHON METOAOAO-
IUYECKOM U TeM 00oAee MHPOBO33PEHYECKOM mapaAurmMbl. AobaBum
' Adowvesa C. B renu. Penensus va uspanue «In Umbra: AemoHoAOTHS Kak
cemMuoTHyeckas cucreMa: AabMaHax. Boim. 1» / O1B. pea. u coct. AV, An-
tonos, O.b. Xpucropoposa. M.: PITY, 2012. 545 c. // Autpomnoasorude-
ckuit popym. 2014. Ne 20. C. 403-410; [lemposa H.C. CucremaTusupys
Aemonos (In Umbra 2) // J)Kusas crapuna. 2014. Ne 2. C. 60-62. Cm. noa-
pobubie perjensuu Ha aabManax M.A. Mopososa (sbim. 1, 2; ony6a. B: AH-
Tponosorudeckuii popym. 2014. N° 20. C. 410-418) u H.B. ITetposa (Bb1m.
1; ory6a. B: J)Kusas crapuna. 2014. Ne 2. C. 59-60).
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K 9TOMY, YTO AEMOHOAOTHH «BOOOIIE>» HE CYL[ECTBYET: BCAKHUI pas
MBI HMEEM ACAO CO MHOXECTBOM <«S3BIKOB>» H «AHAAEKTOB>, Ha
KOTOPBIX TOBOPUAU U TOBOPSAT AIOAM PAa3HBIX TPAAULUH B Pa3HbBIE
2MOXH, NpeCcAeAys pasandHble neau. Kaxaas cTaThs uMeer oco-
OBl HCCACAOBATEABCKUI GOKYC M OMHCHIBACT CBOI PParMeHT TOM
CAOXKHOM MO3aHMKH, KOTOPasi OPMHUPYET B KYABTYPE MPEACTABAC-
HHSL O HUSLIMX AyXaX U — LIHPE — MHOTOAUKHUI «00pas Bpara.

Haaeemcs, 4TO HOBBIN BBINYCK aAbMaHAXa MOKAXXETCSA YMTATE-
ASIM He MCHEE HHTCPECHDIM, 9€M IIPEABIAYIHE .

Cocmasumern

Mmbr NPUHOCHM 6AaFOAaPHOCTb 3a MOMOIIDb IPpH pa60Te HaA aAbMaHaxXoOM

Muxanay Fapaepy (UTC® PITY).
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