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Zvartnotsu yev Nouynadib Houshartsanneru (Zvartnots and
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Badgerakantagu (Armenian Secular Sculpture), 1976; Kunat
des Mittelalter in Armenia, 1981; Aghtamar, 1983.

Original English publication: Stepan Mnatsakanian,
Aghtamar, Finland: Editions Erebuni, 1986, published with
the support of the AGBU Alex Manoogian Cultural Fund, K. H.
Maksoudian (transl.), Lori A. Boardman (ed.), Thomas Mathews
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Introduction

Sunus

Ara Sarafian - Osman Koker

This publication introduces Armenian scholarship on the tenth
century church of the Holy Cross (Surp Khach) on the island

of Aghtamar in lake Van, Turkey. This church, which occupies a
special place in medieval Armenian art and architecture,

was recently salvaged from the ravages of time and man to
claim its rightful place in Turkey's rich and varied cultural
heritage. The core of our discussion is provided by Stepan
Mnatsakanian, whose work presents the church within a
broader discussion of medieval Armenian architecture.

His work draws on a variety of sources, most notably
Tovma Ardzruni (cir. 1000) and Tovma Continuatus
(fourteenth century), I. A. Orbeli (cir. 1912) and E. Lalayan
(cir. 1910-16), as well as H. F. B. Lynch, W. Bachman,

I. Strzygowski, Sirarpie Der Nersessian, Lydia Durnovo,
and M. S. Ipsiroglu. Mnatsakanian originally published his
discussion in Armenian (1983) and his work was later

Bu yayinda, Van Goélii'nde bulunan Aghtamar adasindaki
onuncu yizyildan kalma Kutsal Hag¢ (Surp Hag) kilisesi tizerine
yapilmis bilimsel bir ¢calisma sunulmaktadir. Ortacag Ermeni
sanat ve mimarisinde 6zel bir yer tutan bu kilise, zamanin

ve insan elinin actig1 tahribatlardan yakin zamanlarda
kurtarilmis ve Tiirkiye'nin zengin ve cesitli kiiltiirel mirasinda
hak ettigi yeri almistir. Buradaki tartismamizin éziinii, Stepan
Mnatsakanian'in, kiliseyi, daha genis bir ortacag Ermeni
mimarisi tartismast icinde sundugu calismasi olusturmaktadir.

Mnatsakanian'in ¢alismasi, basta Tovma Ardzruni (y. 1000),
Tovma Continuatus (on dordiincii ytizyil), I. A. Orbeli (y. 1912),
E. Lalayan (y. 1910-16), H. F. B. Lynch, W. Bachman,

I. Strzygowski, Sirarpi Der Nersesyan, Lydia Durnovo ve
Mazhar Sevket Ipsiroglu olmak tizere bir dizi farkli kaynaga
dayanmaktadir. Mnatsakanian'in aslen Ermenice olarak
yayinladig1 (1983) calisma, daha sonra Ingilizceye terciime



translated, edited and published in English (1986). It is now
translated from English into Turkish.

Alongside Mnatsakanian, we have included a set of
architectural drawings from Documents on Armenian
Architecture - Aght’amar (Milano: Edizioni Ares, 1974)
which provide an invaluable guide to the complex of reliefs
that depict biblical and secular themes carved onto the
facades of the church of the Holy Cross. These architectural
drawings allow us to readily see the sculptural narrative that
is the unique feature of the church.

Since the preparation of Mnatsakanian's work, some of
the reliefs on the church have been damaged, such as the
cross held by the two angels on the west facade, and many
khachkars have been moved, damaged or lost.

The photographs at the end of this book were taken in the
summer of 2010 and reflect the current state of the church.

edilip 1986'da basilmistir. Simdi ise Ingilizceden Tiirkgeye
kazandirilmis bulunmaktadir.

Biz kitaba, Mnatsakanian'in yanisira, Kutsal Hag kilisesinin
dis cephelerine oyulmus, Kutsal Kitap'tan alinma ve dindisi
temalar1 resmeden karmasik rolyefler icin paha bicilmez

bir rehber niteligindeki, Documents on Armenian
Architecture - Aght’amar'dan (Milano: Edizioni Ares, 1974)
alinmis bir dizi mimari ¢izim de koyduk. Bu cizimler,
kilisenin sahip oldugu benzersiz heykeller anlatisini kolayca

gorebilmemizi sagliyor.

Mnatsakanian'in ¢alismasini hazirlamasindan bu yana,

soz gelimi bat1 cephesindeki iki melegin tuttugu hag gibi kimi
rolyefler hasar gdrmiis ve bircok hackar da yerlerinden
sokiilmiis, tahrip edilmis ya da kaybolmus bulunuyor.

Kitabin sonundaki fotograflar 2010 yazinda ¢ekilmistir ve
kilisenin halihazirdaki durumunu yansitmaktadir.
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Preface

Onsoz

Stepan Mnatsakanian

The Armenian people during the course of their long history
created many magnificent monuments that occupy an
important place in the records of human civilization.
Unfortunately few of these monuments have survived, and
fewer still have reached the present intact, without major
changes and restorations. The extant monuments are
therefore all the more valuable, serving as they do as
benchmarks for the scholar in reconstructing the history of
Armenian architecture. Among the most famous of these
monuments is the church of Aghtamar, a building important
both for its structure and for its decoration in relief sculpture.

Although Aghtamar is generally known for the extant church,
the site, which was the citadel of the metropolis of the
Ardzruni kingdom of Vasburagan, also included several other
structures which have not survived. The descriptions of
contemporary historians permit scholars to form some idea

Ermeni halki, uzun tarihi boyunca insanligin uygarlik sicilinde
onemli bir yer tutan pek ¢cok muhtesem eser yaratmis, ama ne
yazik ki bunlardan pek azi ayakta kalabilmistir. Bu kalanlardan
ise biiyiik tamiratlar veya degisiklikler gecirmeden giintimiize
gelebilmis olanlari iyice azdir. Bu nedenle, gliniimiize
gelebilmis olanlar daha da degerlidir, ¢iink{i onlar Ermeni
mimarlik tarihinin yeniden insasinda, arastirmacilar igin birer
seviye gostergesi yerine gecerler. Bu eserlerin en tinliilerinden
biri de, gerek yapisi, gerekse rolyef siislemeleriyle 6nem
tastyan Ahtamar kilisesidir.

Ahtamar, genel olarak hala mevcut kilisesiyle bilinir.

Oysa, ayni zamanda Vasburagan kralliginin bassehri de olan
Ardzruni sehri kalesinin bulundugu alanda, bugiine kalamamis
baska bircok yapi daha vardi. Bilimciler, donem tarihgilerin
betimlemeleri sayesinde, Ardzruni krali Gagik'in sarayla
kilisenin birbirine uymasini saglamak icin insa ettirdigi bir siir{i



of the original appearance of the complex, with a variety of
structures built by King Gagik Ardzruni to harmonize with the
palace and church. The entire complex, palace, citadel, harbor
and church, was built with such skill and originality that it
continues to challenge the ingenuity of scholars to interpret it.
Especially problematical is the iconography of the sculptural

reliefs that cover the exterior facades of the church.

Aghtamar represents the epitome of Armenian architecture
and remains one of only a few extant Armenian monuments in
which architectural creativity and artistic talent are expertly
interwoven. On a par with Aghtamar, one would have to count
the cathedrals of Zvartnots from the early Middle Ages and
Ani from the early eleventh century. With these cathedrals the
traditions and experiments of earlier ages in architecture and
sculpture reach their consummation. These buildings outshine
other monuments within their vicinities and stand inimitable

in the artistic heritage of the Armenian people.

During the seventh century the onslaught of the Arab
invasions checked the development of early medieval art and
architecture in Armenia. Although the Armenians overthrew the
Arab rulers in the ninth century, their struggle for

liberation lasted until the first quarter of the tenth century.
When freedom reached the provinces, the creative talents of
the people were immediately manifested in the realm of
monumental art and architecture. Feudal fragmentation of
the country resulted in the emergence of distinct schools of
art, namely in the kingdoms and principalities of Vasburagan,
Ani-Shirag, and Siunik. In the course of their evolution, such
schools brought together renowned artists from all branches
of monumental art and frequently predetermined the stylistic

characteristics of architecture, sculpture and miniature painting.

yapisi olan kompleksin tamaminin 6zgiin goriindisiine dair bir
fikir edinebilmislerdir. Kompleksin tamami, saray, hisar, liman
ve kilise, 0ylesine bir marifet ve orijinallik eseriydi ki, bu
konuda yorum getiren bilimcilerin dehasina parmak isirtmay1
stirdiirmektedir. Bu konuda basi da, kilisenin dis cephesini
kaplayan rolyeflerin ikonografisi cekmektedir.

Mimari yaraticilikla sanatsal yetenegin ustaca i¢ ice gectigi bir
avu¢ yasayan Ermeni anitindan yalnizca biri olan Ahtamar,
Ermeni mimarisinin bir 6zetini temsil eder. Onunla esdeger
olarak ancak erken ortacagdan kalma Zvartnots ve on birinci
yiizyildan kalma Ani katedralleri sayilabilir. Onceki donemlerin
mimari ve heykel sanatindaki gelenek ve tecriibelerini doruga
cikaran bu katedraller, Ermeni halkinin sanatsal mirasinin
erisilemez birer numunesi olarak yakinlarindaki diger anitlari
gOlgede birakirlar.

Yedinci ylizyildaki acimasiz Arap istilalar1, Ermenistan’da erken
ortacag mimari ve sanatindaki gelisimi frenledi. Ermeniler
dokuzuncu yiizyilda yabanci tiranlari devirmeyi basardilarsa
da, verdikleri kurtulus miicadelesi onuncu ytizyilin ilk
ceyregine kadar siirdii. Tagra da 6zgiirliigiine kavusunca,
halkin yaratici yetenegi anit sanati ve mimari alaninda derhal
kendini géstermeye basladi. Ulkenin feodal parcalanmishgi,
ozellikle Vasburagan, Ani-Sirag ve Siinig krallik ve
prensliklerinde bir dizi farkli sanat okulunun dogmasina yol
actt. Evrimlesme siireci boyunca anit sanatinin her dalindan
inlii sanatciyi catisi altinda toplayan bu okullar, cogu kez
mimari, heykel sanati ve minyatiir resminin bicemsel
karakterlerini de 6nceden belirlediler.

Vasburagan siilalesinin ytizyillardir hiikiim stirdiigli, genis ve
mireffeh Vasburagan ilinde de bir okul dogdu. Vasburagan
tarihinin bas kaynagi Tovma Ardzruni idi; onun Ardzrunileri

AGHTAMAR
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One school arose in Vasburagan, an extensive and prosperous
province where the Ardzruni family had ruled for centuries.
The major source for the history of Vasburagan was Tovma
Ardzruni, whose History of the Ardzruni House was continued
by an anonymous historian, Tovma Continuatus, perhaps also a
representative of the Ardzruni family. Tovma traces the

history of his family from the most ancient times to the date

of his writing, 905. At the end of the work of the anonymous
Tovma Continuatus are supplementary sections written in

the fourteenth century. In the entire corpus of Armenian
literature and historiography, such detailed descriptions of
architectural monuments as those in this history cannot be
found. The Ardzruni historians carefully report the building
activities of the Ardzruni princes and present the histories of
the founding of the cities of Vosdan and Aghtamar, discussing
the general characteristics of these cities and describing the
fortresses and huts that King Gagik built for his hunting trips.
Finally, they portray the city of Aghtamar, the harbor, palace
and cathedral adorned with high reliefs as well as wall paintings.

The Vasburagan school derived its inspiration from a growing
awareness of national identity, the result of the liberation

of Armenia and the restoration of the Armenian kingdom.
Armenia’s national epic, David of Sasun, received its

final form in Vasburagan. This wonderful piece of folklore
expresses the struggle of a people whose aspirations for and
dreams of a free life are condensed within it. Vasburagan was
also the site of great advances in Armenian miniature art, one
of the best examples of which is the Gospel of Queen Mlke.
Later, Krikor Naregatsi, the renowned medieval

Armenian mystic, wrote his poetry in this province. In this
milieu architects, sculptors and painters created works of
unprecedented richness.

anlatan Badmutyun [Tarih] adli yapiti, muhtemelen yine
Ardzruni ailesini temsilen mechul bir tarih¢i, Tovma
Continuatus tarafindan tamamlandi. Tovma, antik donemden
aldig1 aile tarihini, kendi yazdigi zamana, 905 yilina kadar
getirir. Mechul Tovma Continuatus'un yapitinin sonunda,

on dordiincii yiizyilda yazilmis bir ek vardir. Tiim Ermeni
edebiyat ve tarih yaziciligi kiilliyatinda, tarihe gecmis mimari
anitlarin boylesine ayrintili tasvirlerine rastlanmaz.

Ardzruni prenslerinin insa faaliyetlerini biiyiik bir titizlikle
kaydeden Ardzruni tarihgileri, Vosdan (Gevas) ve Ahtamar
sehirlerinin kurulus tarihini sunduktan ve bu sehirlerin
genel karakteristiklerini anlatip Kral Gagik'in av seferleri
icin yaptirdig1 kale ve kuliibeleri de tasvir ettikten sonra,
sira Ahtamar sehrinin kendisine, limana, saraya ve duvar
resimleri yaninda yiiksek rolyeflerle de bezeli katedrale

gelir.

Vasburagan okulunun esin kaynagi, Ermenistan’in
kurtulmasinin ve Ermeni kralliginin eski haline gelmesinin
sonunda artan ulusal kimlik farkindaligidir. Ermeni ulusal
destant Sasunlu Tavit, son halini Vasbhuragan'da aldi.

Bu giizel folklorik parca, tiim 6zgiir yasam ozlemlerini ve
hayallerini onda yogunlastirmis bir halkin miicadelesini
anlatir. Vasburagan, ayni zamanda, en iyi 6rneklerinden
birinin Kralige Mike Incili oldugu Ermeni minyatiir sanatindaki
biiytik ilerlemelerin de mekaniydi. Daha sonra, iinlii ortacag
Ermeni mistigi Krikor Naregatsi de siir kiilliyatini bu
topraklarda yazdi. Mimarlar, heykeltiraslar ve ressamlar,

bu ortamda daha 6nce misli gdriilmemis zenginlikte eserler

yarattilar.

Ahtamar sehrinin, Ardzruni hanedani tarihgilerinin anlattig

saray ve limanindan geriye hichir sey kalmamistir.
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Of the city of Aghtamar, nothing remains of the palace and
harbor described by the historians of the Ardzruni family.
According to I. A. Orbeli, the harbor was destroyed because
of the rise of the water level of Lake Van. Only the cathedral,
built by the architect and sculptor Manuel has survived.
Centuries later new structures, chapels, bell tower and porch,
were attached to the church, although the artistic and
architectural quality of the additions is far inferior to that of
the cathedral. Moreover, the new buildings hamper study of
the original monument, as they cover parts of the exterior
facades so that some of the reliefs are no longer visible.

In the eighteenth century further losses occurred with the
construction of a bell tower on the south side of the church.
The addition necessitated removal of the staircase leading to
the chamber of King Gagik. This staircase was unparalleled

in medieval Armenian architecture.

Since the middle of the nineteenth century the church of
Aghtamar, especially its iconographical program, has been the
source of numerous studies. As a result of a visit to the island
in 1850, A. H. Layard became the first to acquaint the world of
scholarship with the reliefs of Aghtamar and in doing so made
note of a remote resemblance between the latter and Assyrian
sculpture.! In his two volume topographical work of 1901,

H. F. B. Lynch revived Layard's views which were repeated in
subsequent studies.? The most important such study is that of
W. Bachmann, who included the measurements of the church
and photographs of the facades.3 In Armenian topographical
literature Aghtamar is first mentioned in the middle of the
nineteenth century. Although early discussions of the complex
are superficial # E. Lalayan's studies incorporated the history

and a detailed description of the sculpture of the monument.>

I. A. Orbeli'ye gore, liman Van goélii sularinin yiikselmesi
sonucu yok olmus, sadece mimar ve heykeltiras Manuel'in
yaptigi katedral kalmistir. Yiizyillar sonra, kiliseye yeni yapilar,
sapeller, can kulesi ve revak eklenmis, ancak eklentilerin
mimari ve sanatsal kalitesi, katedralin ¢ok altinda kalmistir.
Ustelik yeni yapilar dis cephenin kimi kisimlarini bazi
rolyefleri gériinmez hale getirecek sekilde orttiiklerinden,
orijinal anitin incelenmesine de engel olmuslardir.

On sekizinci yiizyilda kilisenin giiney tarafina bir ¢an kulesinin
insasiyla daha ileri kayiplar meydana gelmistir. Ekleme,

Kral Gagik'in locasina ¢ikan merdivenin kaldirilmasini
gerektirmistir. Bu merdivenin, ortacag Ermeni mimarisinde

bir benzeri daha yoktu.

Ahtamar kilisesi ve 6zellikle onun ikonografik programi,

on dokuzuncu ytizyilin ortalarindan itibaren pek ¢ok
arastirmaya konu olmustur. 1850'de adaya yaptigi bir
ziyaretin sonucu olarak bilim diinyasinin Ahtamar rolyefleriyle
ilk kez tanismasini saglayan A. H. Layard, boylelikle Ahtamar
rolyefleriyle Asuri mimarisi arasindaki uzaktan benzerlige de
kayit diismiis oldu.! Layard'in, H. F. B. Lynch tarafindan,

1901 tarihli, iki ciltlik topografya eserinde diriltilen goriisleri,
sonraki calismalarda tekrarlanip durdu.2 Bu tiir ¢alismalarin
en {inltisi, kilisenin 6lgiilerini ¢ikaran ve cephe fotograflarina
yer veren W. Bachmann'inkiydi.? Ermeni topografya
literatiirtine Ahtamar ilk, on dokuzuncu yiizyil ortalarinda
girdi. Kompleksin ilk tartismalari ytizeysel idiyse de,*

E. Lalayan'in arastirmalart anittaki heykel sanatinin hem

tarihgesini, hem de ayrintili bir betimlemesini icerir.>

1. Strzygowski, Ermeni mimari tarihine adadigi iki ciltlik
eserinde biitiin bu ¢alismalarin bir sentezini verir.® Anitin tam
bir analizini yapan ve rélyeflerin ikonografisini aciklamaya



The results of all these studies were synthesized by

I. Strzygowski in his two volume set dedicated to the history
of Armenian architecture.® Strzygowski made a complete
analysis of the monument and attempted to explain the
iconography of the reliefs. The decorative program,

according to the author, represents a return to early Christian
iconography and portrays a basic theme, the prayer of King
Gagik Ardzruni to Christ: "Save me as you saved the first man,
Jonah, Isaac, Daniel, the three young men.” On the other hand,
Strzygowski connects the sources of the iconographic themes
with Hellenistic Mesopotamia and points to the early Christian
Rabbula Gospel.

In 1963 Sirarpie Der Nersessian, a specialist in Byzantine and
medieval Armenian art, wrote a monograph on Aghtamar.”

In this invaluable study, she published the photographs not
only of the reliefs, but also of the hitherto unknown wall
paintings of the church. Furthermore, she thoroughly
examined the style and iconography of the reliefs and
indicated sources as well as artistic characteristics. Like
Strzygowski, Der Nersessian believed that stylistically the
sculpture of Aghtamar echoed that of early Christian art and,
she asserted, was likewise influenced by Iranian and
especially Sasanian sculpture. The decorative program of

the reliefs was based upon biblical themes with local saints
and laymen present only in particular situations. For example,
the program of the east facade revolved around the legend of
the spread of Christianity in Armenia. Der Nersessian thought
that the local themes in that program had a secondary
meaning and as such did not represent a change from

the tendency to repeat apocryphal stories about the spread

of Christianity in Armenia.

girisen yazara gore, stisleme programi erken Hiristiyanlk
ikonografisine bir doniisii temsil etmekte ve Kral Gagik
Ardzruni'nin Isa'ya duasindaki ana temay1 resmetmektedir:
"Beni de ilk insani kurtardigin gibi, Yunus'u, Ishak'i, Daniel'i,
tic delikanlyr kurtardigin gibi kurtar.” Strzygowski, bir
yandan da ikonografik temalarin kaynaklarini Helenistik
Mezopotamya'ya baglamaya calisir ve erken Hiristiyanliktaki

Rabbula Incili'ni isaret eder.

Bizans ve ortacag Ermeni sanati uzmani Sirarpi Der Nersessian,
1963'te Ahtamar iizerine bir monografi yazdi” ve bu degerli
calismada, sirf rolyeflerin degil, kilisenin o zamana kadar
bilinmeyen duvar resimlerinin de fotograflarini yayinlad.
Ayrica rolyefleri tislup ve ikonografi acisindan adamakailli
inceledigi gibi, bunlarin kaynaklarina ve sanatsal
karakteristiklerine de degindi. Strzygowski gibi o da Ahtamar
heykelciliginin Gislup bakimindan erken Hiristiyan sanatini
yansittigina inaniyor ve ayni sekilde Iran ve ézellikle Sasani
heykel sanatindan etkilendigini 6ne stiriiyordu. Rolyeflerin
dekoratif programi kutsal kitaptan alinma temalara dayanur,
yerel azizler ve siradan insanlar ancak belli durumlarda
mevcuttur. S0z gelimi, dogu cephesindeki program
Hiristiyanhigin Ermenistan’daki yayilis efsanesi ¢cevresinde
doner. Der Nersessian, bu programdaki yerel temalarin ikinci
dereceden bir anlami oldugunu ve bu halleriyle Hiristiyanligin
Ermenistan’daki yayilisina iliskin, dogrulugu siipheli hikayeleri
tekrarlamanin 6tesine gegen bir egilimi yansitmadigini

distindir.

Arastirmacilar, Ahtamar’a hasrettikleri bu ilk eserlerinde
oncelikle kilisenin dis cephelerini siisleyen ana rélyef kusagi
tizerinde durarak bunlarin tematik anlamini agiklamaya
ugrastilar. I. A. Orbeli, kilise monografisinde, daha 6nce hi¢
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In the earlier works dedicated to Aghtamar scholars focused
primarily on the major band of reliefs on the exterior facades
of the church and attempted to explicate their thematic
significance. Many questions which had not previously been
considered were raised by 1. A. Orbeli in his monograph on
the church. Orbeli visited the site in 1912 and prepared
minute descriptions of every relief and decorative band.

The study, however, remained incomplete, and Orbeli
returned to the topic only on certain occasions. Even though
his monograph, posthumously published, lacks the concluding
chapter, Orbeli's study can still be seen to differ
fundamentally from the others.® The influence of Nikolai
Marr's methodology, developed during the archaeological
expedition of Ani, is evident. The basic thesis that Orbeli
presents is that construction of the church of Aghtamar

was possible because of the close connection between

the iconography of the sculpture and the political situation

in Armenia. He examined each decorative band in the context
of the political climate and historical events, without
overlooking the artistic value of the forms created by the
architect Manuel. Orbeli emphasized the unusually frequent
presence of secular themes in the bands on the upper parts of
the exterior facades and noted a similar occurrence of such
themes in palatial decoration.

In her book on Armenian architecture, Lydia Dournovo
devoted a chapter to Aghtamar.9 She likewise shares the
opinion of most scholars that the iconography of Aghtamar
mirrors early Christian themes and that the local themes

are of secondary significance. While she correctly observes
the predominance of secular themes in the vine scroll, she
mistakenly assumes that the subject of the row of reliefs
above the main decorative band does not work in the context

dile getirilmemis sorular yoneltti. Mahalli 1912'de ziyaret
eden Orbeli, her rolyefin ve siisleme kusaginin en ince
ayrintisina kadar inen tasvirler yapti. Ne var ki ¢alisma

yarim kaldi ve Orbeli, konuya ancak belli durumlarda déndji.
Oliimiinden sonra yayinlanan monografinin sonug kisminin
eksik olmasina ragmen, Orbeli'nin ¢alismasi hala digerlerinden
temelde ayri tutulur.® Nikolai Marr'in, Ani harabelerine
yapilan arkeolojik kesifte gelistirdigi yontemin, tizerindeki
etkileri barizdir. Orbeli'nin temel tezi, Ahtamar kilisesinin
insasinin, heykel ikonografisiyle Ermenistan'daki siyasi durum
arasindaki yakin iliski sayesinde miimkiin oldugudur.

Her siisleme kusagini, mimar Manuel'in yarattigi formlarin
sanatsal degerini de ihmal etmeden tarihi olaylar ve siyasi
iklim baglaminda inceleyen Orbeli, dis cephelerin st
kisimlarindaki kusaklarda dindisi temalarin alisiimadik
siklikta yer almasi tizerinde durmus ve boyle temalarin,

saray siislemelerinde de sik¢ca goriildiigii notunu diismaistiir.

Lydia Dournovo, Ermeni sanati iizerine yazdigi kitabin bir
boliimiinii Ahtamar’a ayirir.? O da, ¢ogu bilimci gibi Ahtamar
ikonografisinin erken Hiristiyanlik temalarini yansittigi ve
yerel temalarin ikincil 6nemde oldugu diistincesini paylasir.
Dournovo'nun, dindisi temalarin asma dallari kusagindaki
agirligina dikkat cekmesi gayet yerindeyken, onun ana
siisleme kusaginin tistiindeki rolyef sirasinin konusunun
genel ikonografik programla uyusmadigi ve bu siranin,
Gagik Ardzruni'nin taslarinin kilisenin yapiminda
kullanilmasini emrettigi bir pagan kalesine ait oldugu

varsayimi yanlistir.

Ermeni anit sanatina adanmis her yapit, mutlaka bir Ahtamar
tartismasi icerir. Kaynaklar konusundaki arastirmalar bilim
insanlarini Asur iilkesine, Misir'a, Orta Asya'ya, Iran'a, Islam



of the overall iconographical program and that this row
belonged to a pagan fortress whose stones Gagik Ardzruni

ordered to be reused in the construction of the church.

Every work dedicated to Armenian monumental art
incorporates a discussion of Aghtamar. The search for sources
has led scholars to Assyria, Egypt, Central Asia and Iran and
into the realm of Islamic and Turkish art. Not uncommonly
Aghtamar has even been considered an expression of the
oriental branch of Byzantine art.!0 In a manner different
from that encountered in works published in the West,

M. S. Ipsiroglu sought to explain the distribution of the reliefs
on the exterior facades according to the interplay of light and
shadow and thus to the position of the sun.!! However, save
for the work of Sirarpie Der Nersessian, it is difficult to find
one study in which this monument has been properly
considered and presented as an integral part of Armenian
culture. The purpose of this article is in part to show the
relationship between the iconographical program of the
reliefs and the political atmosphere of Armenia and notably
Vasburagan at the beginning of the tenth century.!2

In the cathedral of Aghtamar the architect Manuel and his
associates displayed a superb knowledge of the stylized forms
found in earlier Armenian and Sasanian art. Built at the turn
of the tenth century, Aghtamar represents a new direction in
Armenian art, a direction which would be fully realized five
decades later in the magnificent structures of Ani.

The decorative bands surrounding the church at Aghtamar
were each curved in a different manner. The principal band,
two meters in height, consists of a series of low reliefs
beginning on the west facade and continuing around the

entire structure. Above this is another band comprised of

ve Tiirk sanati topraklarina gotiirmiistiir. Hatta Ahtamar'in sik
sik Bizans sanatinin dogu subesinin bir ifadesi sayildigi bile
olmustur.!0 M. S. Ipsiroglu, Batida basilan eserlerde karsimiza
cikandan farkl bir tarzda, rolyeflerin dis cephelerdeki
dagilimini, 151k ve gblge oyunlarina ve dolayisiyla glinesin
durumuna goére agiklama yoluna gitmistir.!! Ancak,

Sirarpi Der Nersessian'in eseri bir yana konuldugunda,

bu yapitt Ermeni kiiltéiriintin ayrilmaz bir parcasi olarak
hakkiyla ele alan ve sunan baska bir eser bulmak zordur.

Bu makalenin amaci, biraz da rolyeflerin ikonografik
programiyla Ermenistan’daki, 6zellikle de onuncu ytizyil
baslarinda Vasburagan'daki siyasi atmosfer arasindaki iliskiyi
gostermektir. 12

Mimar Manuel ve mesai arkadaslari, Ahtamar katedralinde
erken Ermeni ve Sasani sanatinda rastlanan stilize formlarin
muhtesem bir bilgisini ortaya koymuslardir. Onuncu yiizyilin
tam doniimiinde insa edilen Ahtamar, Ermeni sanatinda yeni
bir yonii, tam anlamiyla ancak elli yil sonra, muhtesem Ani
yapilarinda idrak edilecek olan yonii temsil eder.

Ahtamar kilisesini cevreleyen siisleme kusaklarinin her biri,
farkli bir tarzda kavislidir. [ki metre yiiksekligindeki ana
kusak, bati cephesinden baslayip biitiin binanin ¢evresini
dolasan bir alcak roélyefler dizisinden meydana gelir.

Bunun iizerinde, antik sembollerden olusan bir baska

kusak daha vardir. Alttakilerin tersine daha derine oyulmus
bu rolyefler, zeminden hayli disari ¢ikar.

Antik semboller kusaginin tizerinde asma dallar1 yer alir.
Birbirine dolanmis tiziimlii asma dallar1 arasindan halkin
yasamindan sahneler secilir. Hep birlikte bakildiginda,

bu sahnelerde meyve yetistiriciliginin ve hirsizlardan
korunmasinin tasvir edildigi goriilir. Kilisenin alinligr ve
yanal kollarin pervazlari boyunca uzanan kusakta masklar,
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ancient symbols. These reliefs, unlike those below, are carved
more deeply and project considerably from the background.
Surmounting the band of ancient symbols is the vine scroll.
Among the intertwining vines are various scenes from

the life of the people. Taken together these scenes depict

the cultivation and protection of fruits from thieves. Arranged
along the cornices of the lateral arms and pediments of the
church is a band of masks, coats of arms and symbols.

An animal frieze with various beasts in pursuit of one another
adorns the cornice of the drum of the dome and represents
the synthesis of the entire decorative scheme.

The fundamental purpose of the sculpture of Aghtamar was to
extol the Ardzruni house, its ancestors and the royal court for
their piety and success in the proselytization of Armenia as
well as their role in the growing prosperity of the country.

As a result, the program for the church dictated the use of
both historical and biblical characters, arranged in such a way
that the accomplishments of the Ardzrunis could be compared
to those of the biblical figures. In this way the principal band
of reliefs glorified the Ardzruni family and King Gagik;

the vine scroll symbolized the prosperity of the province

of Vashuragan, and the band of coats of arms stood for the
harmony and unity among the princely houses. The sculptural
program of Aghtamar therefore relies heavily upon the history
of the feudal families of Armenia and on Armenian folklore.

The entire church complex embodies the progressive concept
of strong centralized government. The sculpture reflects the
ability of the Ardzruni house to achieve centralization which
in turn resulted in a peaceful and prosperous life for the
populace. In addition to such historical figures are those that
echo the pagan traditions preserved among the people. The
latter convey a special spirit and lend a vivacious quality to

armalar ve semboller dizilidir. Birbirini kovalayan

cesitli vahsi hayvanlarin yer aldigi bir hayvan frizi, kubbe
bileziginin pervazini siisler ve tiim dekoratif planin sentezini
temsil eder.

Ahtamar heykel sanatinin temel amaci, Ardzruni hanedanini,
atalarini ve kraliyet sarayini, Ermenistan’t Hiristiyanliga
dondiirmekteki basarilari ve dindarliklart nedeniyle oldugu
kadar, tilkedeki refahin artmasindaki rolleri nedeniyle de
yliceltmekti. Bunun sonucu olarak, kilisenin programi,

hem tarihi, hem de Kutsal Kitap'tan alinma karakterlerin
kullanimint emrediyordu, ama bu kullanim éyle bir sekilde
diizenlenmeliydi ki Ardzrunilerin yaptiklari Kutsal Kitap
karakterlerininkilerle karsilastirilabilmeliydi. Boylece,

ana rolyef kusagi Ardzruni ailesini ve kral Gagik'i ulular;
asma dallari, Vasburagan topraklarinin refahini simgeler;
armalar kusagi da soylu siilaleler arasindaki birlik ve
beraberlik demek olur. Dolayisiyla Ahtamar'in yontu programi,
biiytik 6l¢iide Ermenistan'daki feodal stilaleler tarihine ve
Ermeni folkloruna dayanmaktadir.

Kilise kompleksinin biitiiniinde, kademe kademe artan bhir
gliclii merkezi hiikiimet kavrami viicut bulur. Heykeller,
Ardzruni stilalesinin, karsiliginda niifusun geneline baris ve
refah icinde bir yasam getiren bir merkezilesmeyi saglama
yetenegini yansitir. Boyle tarihi figiirlere ilaveten, halk
arasinda siiregiden pagan gelenekleri aksettirenler de vardir
ve ozel bir ruh yayan bu tiir figiirler, sislemeye biiytik bir
hayatiyet vasfi katar. ikonografik programdaki baskaliga
ragmen, altta yatan ve tekrarlayan tema, Ermeni halkinin
deneyimlerine ve felsefesine dayanir.

ikonografik kaynaklarin izinin yiizyillar 6ncesinde aranabilir
olmasi gibi, rolyeflerin de antik donem dogu ve erken ortacag



