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Abstract
Urartians ruled over the shores of Lake Urmia in Iran, Lake Van in Turkey and Sevan Lake in 
Armenia between 9th and 6th centuries B.C. and they had left a large number of metal artifacts. 
Urartians illustrated different human, animal, plant and mythical motifs on their metal ob-
jects. But lion was more common among those motifs. Urartian lion was depicted with open 
jaw, wrinkled face, small ears and short mane. The author suggests to study each figure sepa-
rately in comparison with other cultures therefore it seems that the Urartian lions are similar 
to Assyrian, Hittite, Achaemenid and Etruscan lions. This Urartian motif could have been af-
fected by the immigration, travel, savory or employing of the artists or workers from Assyrian 
or Hittite regions to Urartu. Urartian artists could have affected the other regions with the 
same reasons. A few scholars have been interested on this motif in comparison with pre and 
post Urartian culture. It is the aim of the author to field and library research the Urartian lion 
motif along with its comparison with Assyrian, Hittite, Achaemenid and Etruscan lions to 
trace the possible effects. 
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Introduction
Urartians had glorious achievements in 
metalworking from about 9th to 6th B.C. 
Their metal objects have been decorated 
by different figures and motifs including 
animals, plants and mythical creatures. 
They had pictured varied hunting, ban-
quet, symbolic, ritual and other scenes 
over their metal artifacts. Illustrating 
animal figures were more favorable and 
among them the lion was the most fa-
vorite one which could be comparable to 
other cultures lion figure. This compari-
son could be due to their position, mus-
cles, face and function of course.

Lion is interpreted as the king, king-
dom, power, rage, triumph and domi-
nance more or less everywhere in the 
ancient Near East (Amiet, 1966: 524-525; 
Collin, 2002: 198). It is also illustrated 
along with the War and Triumph Deities 
as Ninurta and Innana (Black and Green, 
1992: 118). Many figures of deities riding 
the lion have been already discovered in 
the ancient Near East. Additionally, Li-
ons have been pictured on Göbekli tepe, 
Çatalhöyük and Boğazköy. It was the 
symbol of Sekhmet- Power and the Pha-
raohs’s protector Godess (Krappe, 1945: 
150). The lion hunting scenes have been 
very commonly illustrated in Mesopota-
mia which could be the symbolic picture 
of the king’s great power (Fig 1). Narundi, 
Elamite Sun Deity, had also been illus-
trated along with the lion (Harper and 
Aruz and Tallon, 1993: 87). Lion figures 
from the first millennium have been dis-
covered in Luristan (Fig. 2) as Kelardasht 
(Fig. 3) as well. It was also the symbol 
of the highest rank in Mithraism in Iran 
(Vermaseren, 2008: 75).

Scholars as Piotrovskij (2004), 
Azarpay (1968), Merhav (1991a), Roaf 
(2010), Zimanski (2012), Batmaz (2012) 
and others have been studied the figure 
of lion in the Urartian art and sometimes 

have suggested similarities between the 
Urartian lion and the lion of other an-
cient cultures. But rare studies have been 
fulfilled on the possibilities of more an-
cient effects on the Urartian lion figure or 
this motif effects on the more recent cul-
tures. The question of all of these effects 
and being effected is not published in a 
paper but some points have been sug-
gested in separate contributions. There-
fore it is the aim of this author to study 
the Urartian lion specifications and com-
pare them with pre and post Urartian 
lion figures to find out whether there 
were effects or imitations to be traced 
in the ancient Near Eastern art. This re-
search has been taken place both by field 
and library study.

Urartian Lion Figure
As Urartians depicted lion more over 
their artifacts it has been studied more 
as well. Urartian lions have been discov-
ered as figurines (Fig. 4), wall paintings 
(Fig. 5) and engravings on metal (Fig 6), 
stone (Fig. 7) and seals (Fig 8). The metal 
–mostly bronze- artifacts including belts 
(Fig. 6), horse-harness, helmets (Fig. 9), 
shields (Fig. 10), discs, medallions, pec-
torals (Fig. 11), vessel handles (Fig. 12), 
bracelets (Fig. 13), furniture and candle-
stick legs with the figure of the Urartian 
lion were discovered. The embossed lion 
head on the center of the shields or on 
the helmets (Fig. 14) and rows of walk-
ing lions in the concentric circles on the 
shields (Fig. 10) were commonly pro-
duced. 

Urartian lions were illustrated with 
open and roaring jaws, deeply wrinkled 
snout, infuriate face, triangle eyes, button 
shaped ears, muscled and strong body 
and legs and graceful pose. Their tongues 
and teeth were observable and some-
times their fangs were shown longer. 
Urartian lion mane was illustrated short 

https://en.wikipedia.org/wiki/%C3%87atalh%C3%B6y%C3%BCk
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and sometimes as flames or zigzags. The 
tale is rather downwards or curled-up. 
Urartian lions are pictured standing in 
two or four feet, sitting, walking, running, 
jumping, fighting, tracing or hunting. The 
configuration of the Urartian lion figure 
had to induce the concurrent sense of 
horror and admiration.

Roaf (2010: 78, fig 7) has compered 
Urartian lion figures in different Urartian 
kings’ reign (Fig. 15). He suggested that 
lions were illustrated in different meth-
ods during Rusa II and Rusa III’s reign. 
Also the tails and muscled were different 
during Urartians’ reign.  Seidl (2004: 123; 
2007: 140, Abb. 2a-b) argues that lions’ 
mane were illustrated with wavy lines 
in Rusa II’s reign and with massive short 
lined during Rusa III’s reign (Fig 16). This 
scholar suggested this as the difference 
between Urartian art in eight and sev-
enth centuries. Salvini (2007: 154-155) 
thinks Seidl’s suggested lion from Rusa III 
is very much similar to the one from Rusa 
II in Ayanis. This could be interpreted as 
the lions’ mane in Rusa II’s reign was also 
pictured with massive short lines. It also 
means that according to Salvini both 
methods were used in Rusa II’s reign. He 
(Ibid: 156) also thinks that the lion on the 
seal impression from Ayanis is similar to 
the Rusa III’s reign (Fig. 17a-b). According 
to Foietta et al. (2016: 155-156) the lion 
on Rusa III’s shield from Toprak kale is 
similar to the previous ones as Ispuini’s 

and Sarduri II’s in Karmir-blur (Fig. 17c-
d). Although lions were illustrated with 
fewer details in the end of Urartian era. 
Azarpay (1968: 37) compered the heads 
of lions in different Urartian kings’ reign. 
According to this scholar the lions’ jaws 
in the reign of Sarduri (possibly Sarduri 
II) were similar to the previously illustrat-
ed ones. From this king onwards double 
lines were pictured on the shoulders of 
the lions which became more like curved 
lines at the end of Urartian era.

The author does not agree with com-
paring this motif in different kings’ reign 
as there are few illustrations discovered 
comparing to the massive production 
of lion illustration. Additionally, it was 
possible that contemporary artists and 
workers used different methods in differ-
ent regions under the control of Urartu. 
These could be the causes of different li-
ons’ illustration at the reign of the same 
king. There is the massive number of arti-
facts that we have not discovered or were 
destroyed and therefore our concep-
tion of the illustration process could be 
wrong and finally causes false interpre-
tations. Işikli (2016) also agrees to these 
comments. There is also the possibility of 
moving artifacts from different regions in 
control of Urartu to other places even af-
ter the reign of a king (Dara, 2015: 75) and 
the artifacts original production places 
and times are no longer clear. Therefore 
this comparison between the lions’ fig-

Fig. 1. (Frankfort, 1954: 52)     Fig. 2. No. 763 in Reza Abbasi Museum 
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ures in the Urartian kingdom according 
to the reign of the kings could cause the 
confusion.

Urartian Lion Iconography
It is very possible that the animal in the 
Urartian art were the symbol of deities. 
Therefore, it was essential that they were 
related to the deities’ function. In this 
case, lion could represent the power and 
triumph of the king and.

Ḫaldi, the supreme deity in the Urar-
tian pantheon, was War Deity. He was 
associated to the king and his power and 
triumph. He is believed to be pictured 
in front of deities’ garrison attacking As-
syrian soldiers in the shield from Upper 
Anzaf (Fig. 18). But some scholars men-
tioned Ḫaldi as the lion rider deity ac-
cording to a picture in Ḫaldi’s temple in 
Erebuni (Fig. 5). In deed the lion rider de-
ity is rarely pictured in the Urartian art. 
The deity- with or without the winged 
disc- riding on the bull is more illustrated 
in Urartian art (Fig. 19). It seems that the 
winged disc deity over the bull has been 
pictured from almost the beginning of 
the Urartian kingdom – as Upper Anzaf 
shield. According to Piotrovskij (2004: 
309, 312) it is possible that lion could be 
the symbol of offering to Ḫaldi. It seems 
that he has associated lion with Ḫaldi 
according to the Near Eastern model. 

He also mentioned bull as the symbol of 
Teišeba, Weather Deity, and the winged 
disc as the symbol of Šiwini, Sun Dei-
ty. Merhav (1991b: 137) guessed the lion 
and bull as representations of Ḫaldi 
and Teišeba as well. There are challeng-
es in recognizing Ḫaldi’s symbol. Barnet 
(1950) called Ḫaldi the sun deity and ac-
cording to Zimansky (2012: 72) the lion 
is the symbols of the king and not Ḫaldi 
and according to Calmeyer (1979) lion 
is not the symbol for Ḫaldi as there was 
no district model in the Urartian art for 
illustrating deities over specific animals. 
The author thinks the lion and Ḫaldi 
are both symbols of the Urartian eternal 
powerful and victorious king. Although, 
lions are sometimes illustrated in the 
hunting scenes chasing other animals 
and not pictured as the symbols (Dara, 
2020: 21) (Fig. 20). It seems that the lions 
on the shield of Upper Anzaf preceded 
Ḫaldi to show that the Urartian kingdom 
defeated Assyrians. Ḫaldi is not riding 
any animal on this shield but carries šuri, 
his weapon. The next deity holding thun-
der bolts is riding lion and the third de-
ity with the winged disc is riding a bull. 
The common Near Eastern model is not 
observed in this scene. There are still 
challenges in naming the deities on the 
shield of Upper Anzaf as some scholars 
as Batmaz (2012) name the winged disc 

               Fig. 3. (Biglari and Abdi, 2014: 91)                                           Fig. 4. (Seidl, 2004: TAFEL 3c) 
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deity over the bull as Šiwini. But the au-
thor suggests that Ḫaldi and the lions in 
front of him represented the power of 
Urartian king facing the Assyrian army. 
Therefore, the winged disc deity or any 
deity over the bull could be the symbol 
of power or the protective figure as it is 
illustrated on many objects mostly ar-
mors. Additionally, there is no discovered 
text or inscriptions introducing the lion 
as the symbol for Ḫaldi. Also, the winged 
disc has not always been the symbol of 
Sun Deity even in Mesopotamia and it 
seems that Egyptian Ra’ was the reason 
some scholars associated the winged disc 
with all the Sun deities. Šiwini’s function 
is more related to justice according to the 
Urartian inscriptions (Dara, 2018a: 226) 
therefore it is also possible that Šiwini as 
the winged disc deity riding the bull was 
protecting the objects form the harm of 
the enemies as it was mentioned in the 
Urartian inscriptions.

Another association of lion and Ḫal-
di has been fulfilled by the hieroglyphic 
sign of lion head as Ḫaldi (Diakonoff, 
1983: 193; Calmeyer, 1979). This sign has 
been discovered separately or along 
with a cuneiform inscription. The author 
called this sign as the king or his power 
or his command (Dara, 2018b: 44). Also, 
the lion body (not the head of course) 

was called as the hieroglyphic sign of the 
king in Mesopotamia (Finkel and Reade, 
1996: 249). The head of the animals are 
the hieroglyphic signs in the Urartian 
tradition but their meaning could resem-
ble Mesopotamian tradition. The author 
suggests that the lion head could be writ-
ten on the royal objects as the offerings 
or properties of the king.

Urartians sometimes illustrated the 
lion with the wings (Fig. 21) or lion head 
was pictured with another animal’s body. 
Also lion tail could be pictured as the fish 
tail (Tarontsi, 2017: 136). It is very difficult 
to interpret these mythical creatures but 
the wings could double the power of lion 
as the symbol of both the physical and 
spiritual powers.

Urartian Lion in Comparison with Li-
ons in Other Cultures
Lions were pictured both similar to (Fig. 
22a) and different from (Fig. 22b) the 
Urartian lions in Mesopotamia. The lion 
statues were protectors of the gates and 
temples in Mesopotamia (Majidzadeh, 
2009: 122). Most of the Assyrian lions are 
very much similar to the Urartian lions 
(Fig. 23) and a few are slightly different 
(Fig. 24). Most of the lions in both cultures 
resemble in the paws (Azarpay, 1968: 37), 
wrinkled snouts, curled-up tails, strung 

               Fig. 5. Erebuni Temple                                                Fig. 6. No. 132 in Reza Abbasi Museum
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bodies, movements and the configura-
tions. According to Azarpay (Ibid: 37, 39) 
the Urartian lion is very much affected 
by the Assyrian one but sometimes there 
are doubled lines on the Urartian lions’ 
neck which are different from Assyrian 
lions. Also the snouts in the Assyrian art 
are sometimes longer and less wrinkled. 
The recognition of Urartian and Assyrian 
lions are very difficult and sometimes im-
possible when the Assyrian lions are pic-
tured with wrinkled short snout, curled 
tails and muscled bodies. The Assyrian 
male lions are sometimes illustrated with 
the long mane but when they were pic-
tured as female or with short mane the 
recognition of the Assyrian and Urartian 
lions are very difficult. Their walking style 
was also very similarly depicted (Frank-
fort, 1954: 80). The Hittite lions were also 
mostly very much similar to the Urartian 
ones (Fig. 25) but sometimes slightly dif-
ferent (Fig. 26). 

Scythian lions are both similar in 
figure (Fig. 27) or configuration or very 
different (Fig. 28). Also, Elamite lions re-
sembled the Urartian lions in figure and 
configuration (Fig. 29) or slightly differ-
ent (Fig. 30).

Brown (1960: 14-21) commented that 
lions from Ziwiye (Fig. 31) have been 
affected by the art of Assyria, Syria and 
Anatolia and Azarpay (1968: 40, 119) com-
pared them with the Urartian lions. The 
author thinks these lions are very much 

like all Assyrian, Hittite, Scythian and 
Urartians. 

Urartian and Achaemenid lions (Fig. 
32) have both wrinkled snouts and very 
much similar to the extent that some-
times cannot be recognized. Their eyes, 
muscled, movement and configuration 
resemble as well. Although the Achae-
menid lions sometimes have different 
ears and the winged lions in Achaemenid 
art have longer and curled-up wings at 
the ending. According to Gökce (2017: 
3) the deities standing on an animal in 
the art of Urartians have been affected 
by late Hittite and new Assyrian art and 
Urartians were the one to affect this dei-
ties’’ figures in Achaemenid art.

The last lions to be compared with 
the Urartians are Etruscan lions. Accord-
ing to Azarpay (1968: 74) Urartian art af-
fected western Asia to Aegean Sea and 
Etruscan lands. Brown (1960: 14-21) sug-
gested that Etruscan lions are affected 
by the Assyrians and not the Urartian art 
but they look very much like the Urartian 
lions with wrinkled snouts and faces (Fig. 
33) and the author thinks that it is very 
possible that both  Assyrian and Urartian 
are affected by the lion figure in the re-
gion.

Analysis 
The specifications of Urartian art are not 
as strict as Egypt and Mesopotamia. It is 
rather difficult to study the art of Urartu 

                 Fig. 7. Ayanis Bas-relief                                    Fig. 8. Bastam Seal Impression (Seidl, 1988: 146, B 2) 



Dara, Maryam 43

and most of the studies have been ful-
filled with its comparison with Assyria. 
Some scholars believe the artifacts in 
Urartu were the imitation of the Assyri-
an art. Some suggested that Assyrian and 
Urartian art were affected by each other 
and others think that the Urartian art 
grew independently. Some of the most 
significant ideas are esented hereby. 

Frankfort (1954: 102-186) suggested 
Urartian art as a complete copy of the As-
syrian art with minimum innovation and 
creativity. . It seems that he was not very 
much familiar with the huge number of 
Urartian objects discovered.

According to Piotrovskij (2004: 256), 
the Urartian artifacts were presented as 
the Assyrians for years but the Urartian 
art did not entirely imitate Assyrians al-
though the Assyrian effect on the Urartian 
art is undeniable. According to Calmeyer 
(1991: 313) the first phase of the Urartian 
art was a copy of the Assyrian and became 
more creative in the later era.

According to Azarpay (1968: 18, 21) 
Urartian artists and workmen were af-
fected by the Assyrians and the Assyrian 
effect on Urartian artifacts took place 
even during the time of conflict. It is also 
possible that Assyrian workmen worked 
for Urartians or the Assyrian artifacts 

were transferred to Urartu. Azarpay com-
mented (Ibid: 74) that Urartian workmen 
preferred to create scenes inside the bor-
ders and to illustrate repetitive and rep-
licated figures in the eighth century B.C 
which was similar to Assyrian art.

According to Reade (2019: 443) the 
effects of Assyrian art on Urartians were 
very much observable in the metalwork-
ing. Winged discs, sacred trees, genies 
and other similar figures are good exam-
ples. 

According to Curtis (2007: 180) the 
metalworking in Urartu and Assyria did 
not imitate each other. He thinks that 
two artistic methods were independently 
grown and they were slightly affected by 
each other especially in the second half 
of the eight century B.C. 

Mallowan (1966: 428-431) suggested 
that Urartians affected Assyrian art. This 
could have taken place after the eight 
campaign of Sargon II. He commented 
that objects discovered in Assyria which 
were affected by the Urartian art. He sug-
gested that they were possibly booties or 
transferred to Assyria from Urartu.

Piotrovskij (2004: 235) compered 
Urartian metalworking with Hittite and 
Mitanni. According to Azarpay (1968: 18) 
late Hittite culture at the north of Syria 

Fig. 9. Armenian History Museum Exhibition in Iranian National Museum
Fig. 10. Armenian History Museum Exhibition in Iranian National Museum
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could have affected Urartian art. This 
scholar (Ibid: 18) suggested that Urar-
tians were also affected by Transcauca-
sian culture and Urartian art affected 
Scythians and north west of Iran and it 
is observable through objects of Ziwiye. 

The author (2019) suggests that Urar-
tians were affected by more ancient cul-
tures and affected the post-Urartian ones 
as Achaemenids which is also compered 
in the fields of architecture and written 
formulae. The basic development of Ach-
aemenid art and iconography took place 
in the reign of Darius which is compa-
rable to the era of Akkadian Sargon and 
Asurbanipal II (Garrison, 2013: 587- 590). 

Herzfeld (1941: 167, 198-200) com-
mented that Achaemenids were not af-
fected by the Assyrian art as they lived 
in different eras. He thinks that Urartians 
had great role in the formation of Ach-
aemenid art. He added that Urartians 
affected Achaemenids through Medians 
who were also affected by the Urartian 
art. Mousavi (2011: 88-90, 262) compered 
Achaemenid figurines and motifs with 
the Elamite objects and thinks that Ach-
aemenids were affected by the Urartians 
through Media and Manna. Azarpay 
(1968: 47) agrees with Urartian art effect 
on Achaemenids through Medians and 
Scythians. According to Zarei et al. (2013) 
it is possible that Achaemenids used 

Urartian art to develop their own.
According to Akurgal (1949: 66-69) 

and Maxwell-Hyslop (1956: 156-160) Urar-
tian bronze artifacts have been discov-
ered in Etruscan tombs. Akurgal (1949: 
66-69) suggested that Aramaic culture 
was affected by the Urartian art and this 
happened as these people lived as south-
ern neighbors of Urartu in north of Syria 
at the end of eight and first half of the 
seventh centuries B.C.

According to Reade (2019: 443) the 
technology in the ancient world could 
have traveled between the nations in 
a couple of methods: full or part-time 
training workmen and artists of other re-
gions, conflicts and triumphs of a nation 
over another, trading and transformation 
of objects between the regions, coloniza-
tion and immigration. This could explain 
the superficial similarities of iconogra-
phy (Ibid: 440). Therefore, it seems that 
the elements of training, conquering 
and travelling (or immigrating) were the 
main factors. Reade (Ibid: 452) also men-
tioned the role of Assyrian mercenaries 
in the ninth century B.C in transferring 
the cultural elements.  Additionally, 
there is evidence of Urartian mercenar-
ies employed from the reign of Sarduri 
I that sometimes were Assyrian former 
soldiers. According to Piotrovskij (2004: 
257) the constant relation between Urar-

Fig. 11. (Wartke, 1993), Fig. 12. Armenian History Museum Exhibition in Iranian National Museum
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tu and its neighbors created a new artis-
tic method in the Near East although all 
the regions added aspects to this method. 
Batmaz (2012: 243 and note 6) comment-
ed that it is possible that Urartian arti-
facts were brought to the west via north 
of Syria. The author suggests it is possible 
that metalworking workshops outside 
Urartian lands were imitation Urartian 
methods or were affected by them. It is 
also possible that Urartian artists trav-
elled or immigrated elsewhere. 

The author comments that it is con-
fusing to announce that the Urartian art 
is affected by or affected a culture. This 
study should be fulfilled on different 
figures or motifs separately. The details 
of each motif could be compared with 
different cultures. Urartian sacred tree 
and genies is a very much similar scene 
to Assyrian motif while lions are similar 
to Hittite, Assyria, Achaemenid, and etc. 

Urartian lion is similar to Uruk, 

Elamite, Babylonian, Assyrian and Scyth-
ian lions although sometimes different. It 
seems not very probable that all of them 
affected Urartian art. Uruk and Elamite 
lions seem impossible to affect Urartian 
art due to the time and distance. The Hit-
tite and Assyrian lions were mostly more 
similar to the Urartians in configura-
tion, face and muscles. Achaemenid and 
Etruscan lions as well look very much 
as Urartians. The similar lions have also 
been discovered in Ziwiye as well.

Akurgal (1949: 33-44) and Azarpay 
(1968: 39) also detected the similarity be-
tween Urartian lion with Hittite. Azarpay 
(Ibid: 73) explained it as the reason of the 
relationship between Urartu and north 
of Syria in all the times except for a short 
period when Assyrians conquered the re-
gion. Merhav (1991a: 276) suggested that 
the bodies of the Assyrian and Hittite li-
ons were more heavily illustrated. In all, 
the lion figure with wrinkled short snout, 

  Fig. 13,  Fig. 14. (Işikli, 2016, 436)

Fig. 15. (Roaf, 2010: 78,  Fig. 7)

Fig. 16. Right: Rusa II’s Shield from Ayanis Left: Rusa III’s Shield from Toprak Kale (Seidl, 2007: 140, Abb. 2a-b)
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triangle eyes, open jaw, aligned teeth and 
muscled body was very common in both 
Assyria and Hittite. It is very possible that 
workmen and artists played the main 
role in developing it to Urartian regions 
as their similarities are undeniable. Urar-
tian accepted this figure in a method that 
they did not use any other figure. This fig-
ure could have been used in Achaemenid 
illustrations as well even if it is adopted 
via Medians or other cultures. Etruscan 
lion as well look very much like Assyrian, 
Hittite and Urartian lions and could have 
been affected by any of the three. The 
author thinks the similarities of Urartian 
lion and others in the ancient Near East 
could have been taken place by many 
reasons as conflicts, immigration, travels, 
transportation, slavery, trade or marriag-
es of the neighboring nations.

Conclusion
There are some subjects studied in this 
paper and the results of the above-men-
tioned discussion could be summed up 

as following. 
The author does not agree with com-

paring lions’ motif in different Urartian 
kings’ reign as all the figures have not 
been discovered and it is also possible 
that contemporary artists and workers 
used different methods in different Urar-
tian regions. Additionally, it is possible 
that some artifacts were transported in 
to different Urartian regions even after a 
king’s reign.  Therefore the comparison 
between the lions’ figures in the Urartian 
kingdom according to the reign of the 
kings could be confusing.

The author thinks the lion and Ḫaldi 
are possibly both symbols of the Urartian 
eternal powerful and victorious king and 
not just the symbol of each other. It is 
possible that Ḫaldi and the lions in front 
of him on Upper Anzaf shield represent-
ed the power and victory of Urartian king 
over the Assyrian army. Also, the winged 
disc deity or the deity standing on the 
bull could be the symbol of power or 
the protective figure as it is illustrated 

Fig. 17c. From Rusa III’s Reign in Toprak Kale(Ibid: plate 58)
Fig. 17d. From Sarduri II’s Reign in Karmir-blur (Ibid: Fig. 8)

Fig. 17a. From Rusa II’s Reign in Ayanis (Salvini, 2007: Abb. 5a) 
Fig. 17b. From Rusa III’s Reign (Azarpay, 1968: plate 54) 
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on many objects mostly armors. It is also 
possible that Šiwini as the winged disc 
deity riding the bull was protecting the 
objects form the harm of the enemies as 
the main function of this Judge Deity to 
punish the enemies. 

Regarding the Urartian winged lion 
the author thinks that the wings added to 
the figure of Urartian lions could double 
the power of lion figure and this winged 
lion could represent both the physical 

and spiritual powers.
The author thinks that it is confus-

ing to announce that the Urartian art 
is affected by or affected a culture. This 
study should be fulfilled on different fig-
ures or motifs separately. Regarding the 
Urartian lion figure the author suggests 
that Urartian lions were affected by an-
cient cultures as Hittite and Assyrian and 
also affected the post-Urartian cultures 
as Achaemenid and Etruscan. The sim-

Fig. 18 (Belli 1999: Plate 40)

Fig. 19a. (Konyar et al., 2018: 195) Fig. 19b. (Tarontsi, 2017: Photo 4) Fig. 20. (No. 143 in Reza Abbasi Museum) 

Fig. 21. (Ayanis Bas-relief) Fig. 22a From Sippar (Işikly, 2016: 439, Fig. 10)
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ilarities include the configuration, face, 
triangle eyes, wrinkled short snout, open 
jaw, aligned teeth, angry face and strong 
and muscled bodies.

The author comments it is very possi-
ble that workmen and artists played the 
main role in developing a figure in differ-
ent eras. Artists and workmen could have 
traveled, married, immigrated or been 
slaved  and moved from Urartian lands 
to other regions of the ancient near east 
and brought their techniques and skill 
with them. This could happen even af-
ter the end of Urartian kingdom. It was 

also possible that the workmen from oth-
er regions move to Urartian lands with 
the above-mentioned reasons to affect 
the artists and culture of the Urartian 
lands. Merchants as well could trade the 
artifacts. Additionally, the royal objects 
could have been moved from one place 
to another at the time of a king or after 
his reign. 
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Fig. 22b. (Majidzadeh, 2009: 376), Fig. 23a Ninurta Temple in Nimrud from Ashur-Nasirpal (2009: 454)
Fig. 23b Ishtar Gate

Fig. 24. Khorsabad (Frankfort, 1954: 115)
Fig. 25a-b. Middle or Late Hittite from Kültepe (Yener, 2007: 227, Figs. 4-5)

Fig. 26a. Lion Protectors from Zincirli (Frankfort, 1954: Fig. 87)
Fig. 26b. Late Hittite from Tell Tainat (Winter, 2010: 278, Fig. 36)
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Fig. 27. (Kopovikova, 2006: Fig. 24), Fig. 28. (Kopovikova, 2006: Fig. 24)

Fig. 29. From Arjan  (Biglari and Abdi, 2014: 90) Fig. 30. From Susa (Azhand, 2011: 84)

  Fig. 32. (Akbarzadeh, 2012: 53) Fig.                                                                            33. Florence Museum

Fig. 31a. Plaque in Reza Abbasi Museum (By Parisa Kordbegli)                      Fig. 31b



PERSICA ANTIQUA50

Akbarzadeh, D., (2012). Iranian Golden and Silver 
Artifacts in National Museum of Iran (Asare 
zarrin va simin-e iran zamin be ravayate muz-
eye melliye iran), Tehran: Muzeye melli-Pazine 
(In persian).

Akurgal. E., (1949). Späthethitische Bidkunst, 
archaologiesche Institute der Universitat Anka-
ra, Ankara.

Amiet, P., (1966). Elam, Paris: Archeé, Auvers–sur–
Oise.

Azarpay, G., (1968). Urartian Art and Artifacts, 
Berkeley and Los Angeles: University of Cali-
fornia Press.

Azhand, Y., (2011). Ancien Art History (Tarikh-e 
honar-e bastan), Tehran: Iran. (In Persian)

Barnett, R. D., (1950). Excavations of the British 
Museum at Toprak kale near Van, Iraq 12/I: 
1-43.

Batmaz, A., (2012). ‘‘A lion-headed shield from 
Ayanis: An identifier of the Urartian Culture?’’ 
SOMA 2012, Identity and Connectivity, Proceed-
ings of the 16th Symposium on Mediterranean 
Archaeology Florence, Italy, 1-3 March 2012, 
Universita Degli Studi Firenze: 243-252.

Belli, O., (1999). The Anzaf Fortresses and the Gods 
of Urartu, Istanbul: Arkeolohi ve Sanat Yayin-
lari.

Biglari, F; Abdi, K., (2012). Signs of Two Hnndred 
Thousand Years of Human and Animal Simul-
taneity in Iran (Neshanehai az devist hezar 
sal hambudiye ensan va janevaran dar iran 
zamni), Tehran: National Museum of Iran. (In 
Persian)

Black, J.; Green, A., (1992). Gods, Demons and Sym-
bols of Ancient Mesopotamia, London: British 
Museum Press.

Brown, W. L., (1960). The Etruscan Lion, Oxford: 
Clarendon Press. 

Calmeyer, P., (1979). Zu den Eisen-Lanzanspitzen 
und der ‘Lanze des Haldi, Bstam I, W. Kleiss 
(ed.). Berlin: Dietrich Reimer: 183-193.

Calmeyer, P., (1991). ‘‘Some Remarks on Iconogra-
phy’’. Urartu, a Metalworking Center in the First 
Millennium B.C.E., (The Israel Museum, Jerusa-
lem), May 28 - October 1991, R. Merhav (ed.), 
Jerusalem: 312-319.

Collins, B. J., (ed). (2002). A History of the Animal 
World in the Ancient Near East, Leiden-Boston-
Kӧln: Brill.

Curtis, J., (2007). ‘‘Assyrian and Urartian Metal-
work: Independence or Interdependence?’’. 
Symposium, Biainili – Urartu’ Institut für 

Vorderasiatische Archäologie Ludwig-Maximil-
ians-Universität, München 12-14 Oktober 2007: 
180-220.

Çilingiroğlu, A., (2007). ‘‘Ayanis Tapinak alaninda 
bir ocak ve bereketlilik kültü ile ilişkisi’’ Refil 
Duru’ya armağăan (Studies in honor of Refik 
Duru). G. Umurtak and Ş. Dönmez and A. 
Yurtsever (eds.), Istanbul: Graphis Matbaa: 
265-269.

Dara, M., (2015). ‘‘An Urartian inscribed bronze 
horse blinder disc from Tabriz Museum’’ 
(Disk-e mefraghiye katibedar-e afsar-e 
asb-e urartuee dar museye bastanshenasiye 
azarbaijan-e sharghi), Zabanshenakht 6/1: 61-
78. (In Persian).

Dara, M., (2018a). ‘‘The diversity of the cursing 
formulae in the Urartian royal rock inscrip-
tions’’, (Tanavo-e negaresh-e nefrinhav dar 
tul-e zaman dar sangnebeshtehaye shahi-e 
urartuee, Biography and Academic Life of Dr. 
Mohammad Javad Mashkour (Zendeginame va 
khadamat-e elmi va farhangi-e marhum mo-
hammadjavad mashkour), Theran: Ankoman-e 
asar va mafakher-e farhangi: 209-233. (In Per-
sian).

Dara, M., (2018b). Urartian Hyeroglyph Inscriptions 
in Iran (Katibehate hiroglif-e urartuee az iran), 
Tehran: RICHT. (In Persian).

Dara, M., (2019). ‘‘The comparison between The 
subjects and written patterns of  Urartian and 
Old Persian royal inscriptions’’, Proceedings 
of the Eighth European Conference of Iranian 
Studies, vol. 1, St. Petersburg: State Hermitage 
Museum: : 133-142.

Dara, M., (2020). ‘‘Different motifs on the Urartian 
belts in Reza Abbasi Museum’’ (Noghush-e 
motenave’ bar kamarbandhaye urartuee mu-
seye reza abbasi)”, Iran-e Varjavand 3/5: 4-24. 
(In Persian).

Diakonoff, I. M., (1983). ‘‘On the problem of Haldi’s 
symbol’’, AE 4: 190-195.

 Finkel, I. L.; Reade, J. E., (1996). ‘‘Assyrian hiero-
glyph’’, www.ucl.ac.uk, British Museum: 244-
265.

Foietta, E.; Mortarini, M.; Quirico, E., (2016). ‘‘La 
brocca d’oro dalla Tomba Reale III di Nim-
rud’’, Un caso di studio (British Archaeological 
Reports International Series 2017), A. Cellerino 
(Ed.), Oxford: BAR Publishing: 95–183.

Frankfort, H., (1954). The Art and Architecture of 
the Ancient Near East, Penguin.

Garrison, M. B., (2013). ‘‘Royal Achaemenid ico-

Bibliography  

http://www.ucl.ac.uk


Dara, Maryam 51

nography’’, Ancient Iran, Potts D. T. (Ed.), Ox-
ford: 565-595.

Gökce, B., (2017). Urartu sanatinda hayvanlar 
hakimi betimi. Gümüşhane üniversitesi Sosyal 
Bilimler Enstitüsü: 1-13.

Harper, P. O.; Aruz, J.; Tallon, F., (1993). The Royal 
city of Susa (Ancient Near Eastern treasures in 
the Louvre), New York: The Metropolitan Mu-
seum of Art.

Herzfeld, E., (1941). Iran in Ancient East, Oxford.
Işikli, M., (2013-2014). ‘‘Reflections on twenty five 

years of excavations at Ayanis castle: Past, 
present and future’’, Aramazd VIII/1-2: 110-119.

Işikli, M., (2016). Ayanis aslani, Festschrift für Hav-
va Işkan.  E. Dundar and Ş. Aktaş and M. Koçak 
and S. Erkoç  (eds.), Istanbul: Yayinlar: 431-445.

Krappe, A. H., (1945). ‘‘The Anatolian lion god’’, 
Journal of the American Oriental Society 65.

Konyar, E.; Işik, K; Kuvanç. R.; Genç, B; Gökce, B., 
(2018). Zaiahina’nin bronzlari, Istanbul: Doğu-
bayazit Belediyesi Kültur Yayinlari.

Kopovikova, E. F., (2006). ΒΛΑCTᴎTEΛᴎ CTEΠEᴎ, 
St. Petersburg: Hermitage Museum.

Mallowan, M. E. L., (1966). Nimrud and its Re-
mains, London: Collins.

Maxwell-Hyslop, K. R., (1956). ‘‘Urartian bronzes in 
Etruscan tombs’’, Iraq XVIII/2: 156-160.

Merhav, R., (1991a). ‘‘Sculptures in the round’’, 
Urartu: a Metalworking Center in the First 
Millennium B.C.E, (The Israel Museum, Jerusa-
lem), May 28 – October 1991, R. Merhav (ed.), 
Jerusalem: 274-283.

Merhav, R., (1991b). ‘‘Schields’’, Urartu: a Metal-
working Center in the First Millennium B.C. 
(The Israel Museum, Jerusalem), May 28 – Oc-
tober 1991, R. Merhav (ed.), Jerusalem: 134-139.

Mousavi, M., (2011). A Research on the Art of the 
Achaemenids (Jostari dar honar-e hakhama-
neshi), Shiraz: Rokhshid. (In Persian)

Piotrovskij, B., (2004). Urartian Civilization 
(Tamaddon-e Urartu), Khatib Shahidi (trans.), 
Tehran: ICHTO-ICAR. (In Persian).

Reade, J. E., (2019). The Assyria-Urartu relationship 
and the political role of Mercenaries, Over the 
mountains and far away, P. S. Avetisyan and R. 
Dan and Y. J. Grekyan (eds.), Oxford: Arche-

opress: 440-455.
Roaf, M., (2010). ‘‘Rusa Sarduriḫ and Rusa Eri-

menḫi, Urartu and its neighbors’’, Aramazd 
5/1, Yerevan: 66-82.

Roaf, M., (2011). ‘‘Towers with spears or plants on 
alters: Some thoughts on an Urartian motif ’’, 
Biainili-Urartu, Acta Iranica 51, S. Kroll (ed.): 
351-372.

Salvini. M., (2007). Argišti, Rusa, Ermina, Rusa und 
die Löwenschwänze: eine urartäische palast-
geschichte des VII. JH. V. CHR., Aramazd  II: 
146-162.

Seidl, U., (1988). Die Siegelbilder, Bastam, Aus-
grabungen in den urartäischen Anlagen 1977-
1978, W. Kleiss  (ed.), vol. II, Berlin: Gebr. Mann 
Verlag: 145-154.

Seidl, U., (2004). Bronzekunst urartus, Mainz am 
Rhein: Philipp von Zabern.

Seidl, U., (2007). Wer Gründete Rusaḫinili/Toprak-
kale?, Aramazd II: 137-145.

Tarontsi, S., (2017). ‘‘Sacred animals and fantastic 
creatures of Urartian belts-Mythological re-
flections of Urartian civilization’’, The Journal 
of International Amisos 2/3: 127-145.

Vermaseren, M., (2008). Mithra ce dieu mystérieux 
(Ayeen-e mitra), Tehran: Cheshmeh. (In Per-
sian)

Wartke R., (1993). Das reich am Ararat (KAW 59), 
Mainz.

Winter, I. J., (2010). On Art in the Ancient Near East, 
vol. I, Leiden-Boston: Brill.

Yener, K. A., (2007). ‘A zoomorphic vessel from 
Alalakh: Diplomatic emblems in three dimen-
tional form’, Refi Duru’ya Armağan (Studies 
in honour of Refik Duru), G. Umurtak and Ş. 
Dönmez and A. Yurtsever (eds.), Istanbul: Ege 
Yayinlari: 217-228.

Zarei, H.; Shaghaghi, Sh.; Hamidzadeh, S., (2013). 
‘‘The effect of Ourartou art on Achaemenid 
art’’, Journal of Basic and Applied Scientific Re-
search 3/2: 706-711.

Zimansky, P., (2012). ‘‘Imagining Ḫaldi’’, Stories of 
Long Ago. Festschrift für Michael D. Roaf, H. 
D. Baker and K.  Kaniuth and A. O. Münster 
(eds.), Ugarit-Verlag: 713-723.

🔓 © 2021 The Author(s). Published by Tissaphernes Archaeological Research Group, Teharn, Iran. Open Access. This 
is an Open Access article distributed under the terms of the Creative Commons Attribution-NonCommercial-NoDeriv-
atives License (http://creativecommons.org/licenses/by-nc-nd/4.0/), which permits non-commercial re-use, distribution, 

and reproduction in any medium, provided the original work is properly cited, and is not altered, transformed, or built upon in any way.
The ethical policy of Persica Antiqua is based on the Committee on Publication Ethics (COPE) guidelines and complies with 
International Committee of Persica Antiqua Editorial Board codes of conduct. Readers, authors, reviewers and editors should 
follow these ethical policies once working with Persica Antiqua. The ethical policy of Persica Antiqua is liable to determine which 
of the typical research papers or articles submitted to the journal should be published in the concerned issue. For information on 
this matter in publishing and ethical guidelines please visit www.publicationethics.org.




