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Introduction

The present aricle aims to bring together a variety of considerations that
inform Armenian Old Testament illumination during the 14" century. As a case
study it introduces the example of a Bible (Matenadaran No. 4429) created in
Sultanieh (Northern Iran)? in 1338, copied by the scribe Mxitar of Ani {fols. 55v,
148v, 149r, 184v) and illustrated by the deacon Avag (fols. 148v, 149r)°.

* <nnywidn bbplugwgdly F09.06.20, gnwfunaly £ 10.06.20, ptinmbify F ipwguigpniga-
Juli 14.08.20:

! A version of this paper was published in Armenian, see Umpqubwii L. 2019 (U), 48-57.
The current English translation represents a broader study of the subject. | am grateful to Dr.
Vazken Khatchig Davidian for his suggestions for the English edition of the text.

? For a brief description of the manuscript see Sniguly dbnwapwg Uwownngh wuduwu
Uwinbuwnwnwuh 1965, 1212: Uakdkw 1992, 129-131. For published literature discussing
the principal and several later colophons of the Bible see 3nJubthkwh 1948, 207: howshl-
Juin 1950, 307-312: Gknpgbwh 1928, 74: Uwpqubkwh 2019 (U), 48-49.

3 On the life and creative heritage of Avag see Uwipquub 2015 (R), 73-88. Eleven
manuscripts are currently attributed to Avag. A further manuscript should be added to this
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lllustrating a Fourteenth Century Armenian Old Testament...

Through a close and comparative reading of the Old Testament illuminations,
and with a particular focus on the Vision of Isaiah, the study aims to raise the
following questions: a) to consider the relationship between the appearance of the
new and its incorporation into established traditions of representation as they exist
in systems of illumination of the Bible; b) to understand the formation of the
iconography of the Vision of Isaiah in the art of Avag and alongside considerations
of contemporary parallels both within the Armenian and Christian art; c) to
elaborate on the question of prototypes used by Avag; d) to introduce the textual
sources that would have influenced the development of Avag’s iconography; and,
e) to consider the issue of the theological interpretation of the image in
accordance with the commentaries of the medieval authors.

The System of Illumination and Iconography

The Sultanieh Bible is not complete and appears partially unfinished. Some
pages at the beginning, in the middle and at the end of the manuscript are
currently missing, presumeably lost*. Furthermore, whilst many pages are empty®,
the Bible also contains several pages that are unfinished®, suggesting that the
miniaturist had been unable to apply color to the miniatures. These miniatures

list. It is a Miscellany of Philosophical Texts (IOM RAS, VB B-116) copied in 1337 at University
of Glajor by scribe Ep’rem, and later, in 1356, completed by Avag in Tp’tis (modern Thilisi).
For a brief description and colophon readings of the manuscript see FO36awsan 2005, 170-
171, 240-242. A paleographic study of the manuscript allows me to state that Avag vardapet
mentioned in the colophon is none other than Avag, the known illuminator of the eleven other
attributed manuscripts. | am grateful to the art historian Inesa Danielyan, who kindly drew my
attention to this manuscript and also to the director of IOM RAS - Prof. Dr. Irina F. Popova,
for her kind contribution to my research.

4 E.g. there are missing pages between folios 161 and 162, because after the preface of
the Gospel of Matthew the following passage “/// call His name Jesus” (f. 162r) from his Gos-
pel appears. It is thus clear that the portrait of the Evangelist Matthew, along with the title
page of his Gospel, are missing. Furthermore, the Gospel of Mark ends with the passage
XVI:3 on folio 200v, and is followed by the title page of the Gospel of Luke which is located in
folio 201r. This shows that there are several missing pages between folios 200 and 201, which
would include a portrait of the Evangelist Luke.

5 E.g. in the Letter of Eusebius to Carpianus (folios 150v-151r), ten canons of concord-
ances in eight tables (folios 152v, 153r, 154v, 155r, 156v, 157r, 158v, 159r), and on folios
249r and 320r, only red frames of the chapter headpieces are visible.

6 According to G. Hovsepian, the artist had been working on other commissions by the
Orbelians, see in 3nyukthtwu 1948, 207.
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represent drawings (22v, 23r, 93v, 94r, 124r, 186v, 187r, 201r, 228v, 229r,
248v) outlined with red or light brown ink and, it seems, made using a lead-pencil
(according to Garegin Hovsepian’).

In the abovementioned images Avag continues the already established
tradition of illustration, such as the illumination of the Old Testament books and
chapters with semi-khorans, chapter headpieces and portraits of the authors.
Among the full-page miniatures of the Old Testament two prophetic visions, those
of Isaiah (fol. 22b, ill. 1) and Ezekiel (fol. 93b?), are depicted. Both are followed by
illustrated title pages (fol. 23r% 94r). The title page that comes after the
illumination of the prophecy of Isaiah is decorated with the portrait of the prophet
situated within the initial letter “L”. Isaiah is depicted standing, with a halo around
his head, with his right hand raised in a blessing pose, and holding an open
parchment sheet in his left hand. The initial letter ends with the head of a dragon.
Meanwhile, the title page immediately following the miniature of the Vision of
Ezekiel is decorated with a headpiece which has a multi lunette arch at the center
with pointed edges. The initial letter «&» is made up of a representation of the
prophet, holding a parchment roll, and a halo around his head, and an animal
which appears to be a lion (one of the four animals of his Vision). At the center of
the headpiece of the title page of the Prophecy of Jeremiah (fol. 124r), the prophet
is portrayed with a halo around his head, holding a parchment roll in his left hand
and raising the right hand to the Hand of the God who emerges from heaven.

llluminated Armenian Bibles are known to us from the 13" century'’. In the
14 century, the artistic decoration of the Armenian Bible continued the tradition
of the previous century, whilst also enriching these illustrations with new details.
The Bibles illustrated by Avag played a special role in this chain of development.
Continuing the already established tradition of illustration, new details appear
that become characteristic of the 14" century illustrated Armenian Bibles, which
include scenes from the Creation and of the Fall of Adam and Eve into sin in the

7 3ndukthtwu 1948, 206:

8 About this scene see Vardanyan 2014, 585-587, fig. 6.

9 For the reproduction see Uwpqubwt 2019 (U), 57, ill. 2.

10 Skp-Lbipubuyw 1966, 28.

" An exception is the Bible of Erznka which has numerous miniatures and specific struc-
ture of illumination; for details see Skp-LEpubujw 1966, 28-39.
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lllustrating a Fourteenth Century Armenian Old Testament...

Book of Genesis'?. Along with many similarities in the structure of illumination, the
Bible of Sultanieh contains some innovations that have not yet been found in other
Armenian Bibles, whether illustrated previously or by the contemporaries. One
such innovation is the depiction of Isaiah’s Vision'.

The Vision of Isaiah follows the preface to the prophecy of Isaiah which
precedes the prophecy: “Hear, O heavens, and give ear, O earth: for the Lord
hath spoken ...”. In the upper part of the miniature the Holy Trinity is depicted on
a tetramorphic throne. God the Father, the Holy Spirit, and Christ are depicted
with halos around their heads. A cross is represented within each halo. The figure
of the Father is presented blessing with an incomparably large right hand, while
his left hand touches Christ’s shoulder. Between Father and Son, the Holy Spirit
appears with his wings wide open, flying upwards rather than descending. The
Holy Trinity is surrounded by a four-part circle from which rays of light are
emitted (Is. IV:2, 5). It is important to note that the miniaturist did not depict four
tetramorphic symbols in a circle, which emphasizes the separateness of the visual
interpretation of the Vision of Isaiah from the vision of Ezekiel (1:4-12) and the
Revelation of John (IV:6-7). Two six-winged seraphim, each holding a ringing-
instrument, surround the Holy Trinity. On the right ringing-instrument there is an
inscription: “Holy, Holy, Holy, is the Lord of hosts” («U[nip]p, ufnip]p, u[nip]p’
Stn 2o///[nnyptiwtig]», Is. V1:3). The four creatures of the tetramorph have wings,
each of which holds a Gospel. On the right side of the Holy Trinity appear a
human face and a lion, whilst on the left an eagle and an ox, symbolizing the
Evangelists (Ezek. 1:10)™.

12 The miniaturist Avag depicted these scenes in the Bible of Venice no. 935. For more
details on the system of illustrations of the 14" c. Armenian Bibles see Uwpquywt 2019 (R),
296-311.

13| cannot exclude the possible existence of this scene in Armenian Bibles of the 13-14t
centuries. As in literature, there appears to be some confusion between the scene of the
Vision of Isaiah with other scenes (in particular with the Vision of Ezekiel). E.g., in the mono-
graph of A. Gevorgian the depiction of Isaiah’s Vision is entitled “Tetramorphic throne”; see
Qtnpgbw 1998, 73.

4 The artist used such iconography on his depiction of the tetramorphic throne in the
scene of the Last Judgement (Matenadaran, Ms. no. 7650, f. 26v, Ms. no. 212, f. 80r) with the
minor difference of the four characters, having no wings. For more detail see Sargsyan 2018
(B), 139-158.
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The depiction of the image of the Holy Trinity in the Vision of the Prophet
Isaiah can be considered as one of the most innovative features of the art of Avag,
as such iconography has as yet not been encountered in the Armenian art of
either the previous or the 14" centuries’™. However, it does appear in the
Christian art of the same period, e.g. in the Bulgarian Psalter, illustrated in 1360,
in which the Visions of the prophets Isaiah and Ezekiel are depicted together. At
the center of the latter composition is the Holy Trinity, surrounded by a
tetramorphic throne. The difference between this image and that of Avag is the
absence of the Holy Spirit'®. It is usual for God the Father, Christ, and, then the
Holy Spirit to be depicted in images of the Holy Trinity'”. Meanwhile, Avag’s
depiction of the Holy Trinity is closer to that in the image at the beginning of the
Genesis in the Bible illustrated by Sargis Picak in the same year (Matenadaran,
Ms. 2627, f. 2v, ill. 2). There are however some iconographic differences between
the two images; e.g. Sargis portrayed God the Father with Jesus Christ, and then
the Holy Spirit.

The image of the Holy Trinity in the art of Avag seems to be a visual
interpretation of the Gospel of John, which reads “The Spirit of truth who goes out
from the Father” (XV:26). It can be assumed that this iconographic deviation was
made in order to emphasize the idea of Theophany, the visualization of which
occurs in the scene of Baptism, with images of the right hand of God, descending
from heaven, the dove of the Holy Spirit, and then Christ in the Jordan River. An
interesting ideological relationship can be observed between Avag’s interpretation
and two sculptural compositions from the Vayoc’ jor region (the 14% century).

15 Such iconography has not yet been found in later Armenian miniature art (e.g. a min-
iature from a Bible illustrated by Matak’ia Polsec’i and Markos Patkerahan in 1686,
Matenadaran, Ms. 349, f. 357v); neither does it appear on known old prints and silver covers.
See e.g. “The Vision of Isaiah” of the Oskanian Bible published in 1666 in Amsterdam, or the
silver cover of 1691 (Venice, No. 198) and another cover (Venice, Ms. 2061). According to S.
Merian, the latter have been influenced by Dutch engravings, see Merian 2013, 135, 154,
158-159, fig. 5, 10, 11. According to N. Garibyan and A. Sahakyan, an engraving from the
Frankfurt Bible (A.D. 1564) could have been used as a prototype for the engraving of Isaiah’s
Vision in the Oskanian Bible, see Garibyan, Sahakyan 2018, 137.

16 See the reproduction of the miniature in Bucur 2019, 242, fig. 8.9.

17 E.g. the images of the Holy Trinity in the 13-14" centuries Cilician marginal miniatures
(Matenadaran, Ms. 9422, f. 21r, 249r, Ms. 7651, f. 10r, Vienna, Ms. 278, f. 14r, Jerusalem,
Ms. 2568, f. 250r); for reproductions of the miniatures see Der-Nersessian 1993, figs. 430-
432, 435-436.
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These are to be found in the upper relief of the window arch of the narthex (gavit)
of St. Stephanos Church in Noravank’ and the relief inside the dome of
Spitakavor Church of the Holy Mother of God. At the center of both sculptural
compositions are the images of God the Father, the Holy Spirit and Adam.
Moreover, if the relief at Noravank’ contains a richer and more comprehensive
iconography (Crucifixion of Christ on the left side, etc.), then the relief at
Spitakavor is closer to Avag’s miniature, as the composition is surrounded by a
tetramorph. Both sculptures depict three personifications of the Holy Trinity'® with
Christ, acting as the New Adam as discussed by Karen Matevosyan'®.

In the next row the Prophet Isaiah is depicted standing, and not on his knees
as traditionally depicted, holding an open sheet of parchment in his left hand. He
raised his right hand to the six-winged seraph flying towards him with the mission
of purifying his sins: “Then one of the seraphims flew to me, having in his hand a
live coal which he had taken with the tongs from the altar. And he touched my
mouth with it, and said:

Behold, this has touched your lips;

Your iniquity is taken away,

And your sin purged” (Is. VI: 6-7).

In this image the artist reproduced the image of Isaiah that appeared within
the Initial letter of the title page of the Prophet’s prophecy. The similarity of facial
features, hair and clothing allows one to observe and admire Avag's skill as a por-
trait painter. Isaiah is depicted looking at the seraph flying towards him, who
touches his lips with hot coal with the help of a pair of tongs.

As seen from the above discussion, the Sultanieh Bible is important as it re-
veals the miniaturist Avag as an interpreter of the biblical text; it is equally im-
portant for the study of his technique. As noted by Hovsepian, “We have a lot to
learn from the point of view of technique”?°. Through the image we can observe
the sequence of steps taken during manuscript illumination: firstly, drawing with
pencil or ink, and secondly, coloring. At the same time, these images provide an
opportunity to identify miniaturist Avag as a skilled master of drawing. The line in
his art is so smooth and clear that in their charm these outlined miniatures are
not inferior to ones that have been colored. The wings of the seraphim, their fac-

18 Thierry 1987, 204, fig. 101.
19 Uwpunujwu 2017, 54, 61, ills. 19, 24.
20 3nyukthbw 1948, 207.
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es, even individual hair, are all drawn in minute detail. Due to their linear rhythm
these images are dynamic, such dynamism being a characteristic feature of Avag’s
style unsurpassed by any other medieval Armenian artist.

Other Comparable Contemporary Representations in Armenian Art

A further comparison with Avag’s depiction in the Sultanieh Bible, with a con-
temporary mural and a relief found respectively in the churches of Kiranc’ (the
13 century, nowadays in the region of Tavush) and St. Stephanos of Noravank’
(the 14t century, nowadays in the region of Vayoc’ jor), would also be instructive.
The first of these involving a detail from Isaiah's Vision is depicted on a mural
located at the southwestern part of the drum of the Church of Kiranc’?'. The sce-
ne represents the Prophet Isaiah on his knees, with the seraphim flying toward
him. The second, another interesting detail, is depicted in the relief of the Mother
of God and the Christ on the facade of the narthex (gavit) of St. Stephanos
Church in Noravank’ (ill. 3). There are various hypotheses about the exact dating
of this relief, but it is certain that it belongs to the first half of the 14" century®.
The relief represents John the Baptist on his knees with a halo around his head.
On the other side of relief is the Prophet Isaiah, who is shown, raising his right
hand to the Mother of God and Christ holding an open scroll.

Let us consider an interesting detail in the image of Isaiah in the relief, which
has hitherto been overlooked by researchers: this is the depiction of a sharp in-
strument with a double-sided end depicted touching the lips of the prophet. The
implement can hardly be considered an ornament or a letter (such as e.g. the
letter «&» of the word «QU3U» (“The voice”) next to the image of John the Bap-
tist, or the letter «U» next to the Mother of God). It is possible that this instrument
is the symbolic or stylized depiction of the abovementioned pair of tongs?3, with

2 These wall paintings were studied by N. Thierry and L. Durnovo; see Thierry 1983,
208, sch. 6, fig. 10, AypHoBo 1990, 9. Due to the Georgian inscriptions on the wall paintings
of this church and some iconographic elements with Georgian art, N. Thierry considers them
in parallel with Georgian art, while L. Durnova studies them as a reflection of Armenian-
Chalcedonian art.

22 The literature on this sculptural composition is quite extensive, so it will suffice to re-
fer to a recently published study, see Uwpunuywu 2017, 57-61.

2 The pair of tongs are depicted in art in various forms; they appear as a sharp instru-
ment with a double-sided end in the example discussed, as well as in the Three Crosses
Church of Cappadocia; for the drawing see Caposckaa 2000, 323.
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which the hot coal touches the lips of Isaiah and purifies his words, and after
which Isaiah pronounced his prophecy. A quote from the prophecy is engraved on
a scroll: «<U3 Yl13U. 6GUU3b» that is «Uhwy Ynjuli jnuugh ti sugh npnp ...»
(Behold a Virgin shall conceive, and bear a son ..., Is. VII:14)?*. Between the im-
ages of Isaiah and Christ there is a decorative zone and a curved ornament, the
function of which appears to be the separation of the two images in order to em-
phasize the action that occurs with Isaiah.

The argument regarding, the abovementioned detail from the Vision of Isaiah
as depicted in the famous relief of Noravank’ becomes more convincing when it is
compared to a fragment, depicting the Vision of Isaiah from a Gospel illuminated
by T’oros Sarkawag (ill. 4) and dated 1311 (the mother manuscript (Ms. 10859) is
stored at the Matenadaran)?. The miniature represents the purification of Isaiah’s
lips by the angel flying from the sky. The prophet is depicted, standing while hold-
ing a scroll, upon which the following quote from the Gospel of Mathew (1:23) is
written: «Uhwy Ynju jnuugh Gi Stgh npnh i YnsGugbti quitini tnpw Edwtiniky,
np pwpqdwup' ptin Jbq Uuypnuwd» (“Behold a Virgin shall be with Child, and
bring forth a Son, and they shall call His name Emmanuel, which being interpret-
ed is, God with us”; the text is identical to that in Is. VII:142¢). It must be noted
that the same iconographic detail was repeated in the abovementioned relief of
Noravank’ (with the absence of the angel or seraph). Sylvie Merian associates the
above miniature of Isaiah’s Vision with the Annunciation, which is the next minia-
ture of the Gospel®. | see the same association in the relief of Noravank’ where
the depiction of the Vision of Isaiah is situated next to the image of the Mother of
God and Christ. Since the purpose of this paper is not the actual study of the

24 The reading of the inscription is taken from Uwplunujwu 2017, 56, 110-112.

% This fragment sheet from the Gospel of Toros the Deacon is kept at The Bernard and
Mary Berenson Collection of European Painting at | Tatti (no. 100b). It was studied and pub-
lished for the first time by S. Merian; see Merian 2015, 595-596, plate 100b. Later, my
colleague from Matenadaran, the art historian Lusine Barseghyan discussed this illumination
of “The Vision of Isaiah” in her paper-presentation on the Gospel of Toros the Deacon (“The
Miniaturist T'oros Sarkawag”, Youth 5" Conference, “Matenadaran”, Mesrop Mashtots Insti-
tute of Ancient Manuscripts, Yerevan, 29 November, 2019). | am grateful to Ms. L.
Barseghyan, who drew my attention to this miniature.

26 For the full reading see Merian 2015, 595-596.

27 Merian 2015, 596.
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relief itself, | am inclined to hope that my suggestion will be considered by others
in future.

A Question of Prototype

It is hard to say what kind of prototype would have been available to the
miniaturist Avag. The dearth of visual material does not allow the art historian to
provide a definitive answer. One should not suppose with certainty that the
abovementioned examples would have had a direct influence. It is likely that other
prototypes that have either not reached us or are yet unknown may have existed.
The miniatures such as that of T’oros Sarkawag, created several years before the
Bible of Avag, seem to be prototypes. The parallels between the art of the two
painters as appearing in the Gospel of Avag, illustrated in 1329 (Matenadaran, Ms.
7650), and the only known Gospel of T’oros Sarkawag, illustrated in 131128,
underline an artistic relationship between the two. However, one should not forget
that Avag’s depiction of the prophetic Vision of Isaiah utilizes a broader
iconography.

Furthermore, the interaction with Eastern Christian art, where the scene can
often be found both in miniatures and in frescoes?®, should not be excluded. One
of its earliest depictions in miniature art is the well-known 9" - century Greek
manuscript of the “Christian Topography of Cosmas Indicopleustes” (Vat. Greek
Ms. no. 699, f. 72v)3°. The earliest examples of wall paintings are known in the
Churches of Cappadocia, and according to Catherine Jolivet-Lévi, there are eight
of them, with the more interesting example represented in the conch of the arch
of Holy Three Crosses Church®. There are general iconographic approaches

28 Der-Nersessian 1958, XXXII; Archives of S. Der-Nersessian, Matenadaran, document
No. 695, 1v, No. 368, 40r, 41r, 42r, 43r, 45r, 46r and 47r, No. 367, 3r; Zakaryan 2003,
96-106; Uwpquywt 2018, 85-101.

29 E.g. for miniatures such as the Greek Psalter in Athens National Library (Ms. no. 7),
the Greek Homiliary in the National Library of Paris (Ms. no. 1208), or the Psalter of the
Vatopedi Monastery (Ms. no. 760, f. 280v, 11 c.) on Mount Athos, another Greek Homiliary
(Vat. Greek Ms. 1162, f. 119v, 1250 A.D., Constantinople), see Caposckaa 2000, 322; Bucur
2019, 176, 178, 181, figs. 6.1, 6.3, 6.5.

30 The digital copy of the manuscript is available via https://digi.vatlib.it/view/MSS
_Vat.gr.699.

31 Caposckaa 2000, 323, see the drawing in Capgosckaa 2000, 326. Besides the
Cappadocian images, this scene appears in Coptic churches in Egypt a little later, e.g. in the
Monastery of Saint Anthony the Great, Caposckaa 2000, 327-329.
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between the abovementioned examples and the miniature of Avag, as the quote of
Is. VI:1 “Isaw the Lord sitting upon a throne” in comparable examples is
represented only by the image of Christ or God sitting on the throne.

Theological Considerations

Beyond the question of the iconographic prototypes, the illustrator’s theolog-
ical considerations must also be noted. Avag depicted the quote from Isaiah's
Vision “| saw the Lord” with the image of the Trinity: God the Father, the Holy
Spirit, and Jesus Christ the Son. The concept of the Holy Trinity in this depiction is
not in doubt. It is enough to recall the image of Christ on the tetramorphic
throne, accompanied by inscriptions on the Holy Trinity in the scenes of the Last
Judgment32. The quote from the Gospel of John “No one has ever seen God” (I:
18), which contradicts the reading “I saw the Lord” of the Vision of Isaiah (VI: 1),
is interpreted by St. Gregory of Tat’ev as follows: “They do not contradict each
other in saying that no one has seen God - that is, the essence of the nature of
God. For, no one amongst the created is able to see, for the vision of prophets
may be encompassed, whereas God is infinite in nature. Yet the prophet saw as
far as man is able - albeit in mere semblance and similitude. Hence, his sense is
manifested in saying “| saw the Lord seated” — for God is not of a place, as he is
infinite and is not said to be sitting”33.

Bogdan Bucur explains the idea of the Holy Trinity in the vision of Isaiah
according to Genesis XVIII:2 “Three men stood above him ...”, and refers to the
commentary of Philo of Alexandria (preserved only in Armenian): “The One in
their midst is called Being; this name, “Being,” is not his own and proper name,
for he himself is unnamable and beyond expression, as being incomprehensible ...

32 Sargsyan 2018 (B), 141.

33| thank Dr. Haig Utidjian for his translation into English from the Armenian «2&t hw-
qunwly dpdbwlg, gh wubit qUuippnuwé ns np Gupbu, wyuptipt' qbnyaput ptinypbwbt Uu-
tppnidny: 2h ns np h jbnwlwbwgu pbuwbby Ywpnn £, gh pbunyppill dwpguwpkhgt pndwi-
nuwlbih £ buly Uupnuwé wipndwinwlybh £ punipbwdp: Puyg dupguptu Gipbu, nppwt
ywp £ dwpnny, wy Yepwywpwbwe i Gdwanyatwdp: Muph qupp £, gh wuk. ppbup qSEp
buippbwy, qh Uuippnidng ns £ iplinh, qgh whpnwinwlbh £ Ge ns wup Guiply tdw», see U.
Qphgnp SwRrlwgh (1346-1409) 2008, 25. Although the activity of St. Gregory of Tat’ev is a
bit later than the period that interests us, | refer to his interpretations since the author relied
on the commentaries of the authors of the past, in particular on Hovhann Vorotnec’i’'s com-
mentaries on the Vision of Isaiah; see U. @phgqnp Swplwgh (1346-1409) 2008, 8, 17.
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Of his two body-guards on either side, one is God, the other Lord, the former
being the symbol of the creative, the latter of the royal virtue. The idea
concerning the three men ... in the midst of whom he is found shows clearly by
calling them “cherubim”. One of these is ascribed to the creative power and is
rightly called God; the other to the sovereign and royal virtue and is called Lord**
...to see the lordly and holy divine vision — whereby a single apparition appears to
him as a trinity, and the trinity as a single union ”®. The Eastern Christian father
Gregory of Nazianzus interprets the idea of the Holy Trinity with the threefold
“Holy, Holy, Holy”, which is glorified by the seraphim, attributing each separately
to the persons of the Holy Trinity3¢. In the Vision of the prophet Isaiah, the
symbolic depiction of the Holy Trinity in the image of God the Father is
complemented by the presence of two seraphim, explained as angelic images of
the Son and the Holy Spirit¥”. Meanwhile, in the miniature by Avag one can see
the image of the Holy Trinity without the usage of allegories in the depiction of
God the Father, the Holy Spirit and Christ.

The scene of the Vision of lIsaiah is complemented by an image of the
purification of the prophet. Based upon readings of holy scriptural commentaries,
sermons, and prayers, theorists consider this episode from the Old Testament as
being a precursor to the New Testament. They identify the meaning of the pair of
tongs with the communion spoon based on the fact that the latter was called by
the same word as the tongs, Aafic®, and building on the exegetical assumption
that the designation of Aafig was given to communion spoons (from the 7t
century Palestine onwards)®°. As we know, there is no use for a spoon during the
Eucharistic liturgy in the tradition of the Armenian Church, unlike its Byzantine
equivalent®®. How is this tradition reflected in Avag’s iconography of the
miniatures of the Eucharist? The painter depicted Christ, holding a chalice of wine
in one hand, and communion bread in the other. Any depiction of a spoon is

34 As reproduced in Bucur 2019, 165-166 (his translation).

351 thank Dr. Haig Utidjian for his translation into English from the Armenian «...
pbuwitily quokpnwah G qunipp quiugpnudwhti pnbupit pug wytd' np Jp Gplunget Gpbith
udw hpp Gppnpnnyspit, G lppnpnnyspil hpn dhniphiir see in Skptwi 2018, 20-21.

36 Bucur 2019, 171.

37 Bucur 2019, 169.

38 Bucur 2019, 185-186, Cagosckasa 2000, 321-322.

39 Bucur 2019, 186.

40 Mwpnuywt 1976, 27.
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missing from the image (e.g. Matenadaran, Ms. 7650, f. 21v, Ms. 6230, f. 442r,
Jerusalem, Ms. 1941, f. 6r, Brit. Lib. Or. Ms. 5304). This would suggest that in
this case the episode of the purification of Isaiah may be associated with the
Eucharistic meaning, i.e. purification from sins, and not in parallel with the
instruments (pair of tongs or spoon) used in it. The identical significance of both
episodes allows one to conclude that Avag has represented the connection
between the Old and New Testaments, which, according to Lilit Zakaryan, is one
of the characteristic features of this painter’s art*.

Considering the current state of preservation of the Sultanieh Bible and with
the full-page miniatures of the Visions of Isaiah and Ezekiel available to scrutiny
(yet without excluding the possible existence of other unknown or missing images)
is allowed one to conclude that in his Old Testament illuminations, Avag the artist
appears to have preferred those that reflect the idea of Theophany. It is enough to
consider the artist’s images of the Holy Trinity or of Christ surrounded by the
tetramorph on the throne in the scene of the Last Judgement. The depiction of the
idea of Theophany in accordance with the Vision of Isaiah, Ezekiel and Daniel, and
then in accordance with the Revelation of John, has, according to theorists, an
early Christian origin®2. The idea that apocalyptic literature derives to some extent
from the interpretation and reception of the books of the Latter Prophets (among
them Isaiah’s) has a distinguished lineage*.

Conclusion

With its many lost pages and incomplete images, the Sultanieh Bible cannot
be considered as a complete sample of 14" century Armenian manuscript
illumination. However, what has been preserved from the Old Testament
illustrations of this Bible, shows that its illuminator, the painter Avag had used a

4 Quipwpywi 1985, 51. The author expresses this opinion by examining the miniatures
of the Genealogy of Christ, followed by the image of the Virgin and Jesus Christ in the Gospel
of Matenadaran, Ms. 212 (fols. 16v-18r). The union of the Old and New Testaments is also
reflected in the miniatures of the Gospel of Luke; see for details Uwpquywu 2015(R), 94:
Sargsyan 2018 (A), 50-55.

“2 Caposckan 2000, 327, Vardanyan 2014, 574-575, refs. 5-7. It is depicted with both
Visions of Ezekiel and Isaiah on the conch of the apse of the Holy Three Crosses Church in
Cappadocia, it also appears in Romanesque art, e. g. 11" century wall painting at the St. Mary
Esther Church in Catalonia (currently at the Museum of Barcelona), see in Caposckas 2000,
326, 328.

3 Hendel 2008, 277.
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new system of illustration. This can be seen, in particular, in the full-page
depiction of the Vision of Isaiah. A comparison with surviving parallels shows
Avag’s introduction of novel ideas not encountered in the known Armenian
illuminated Bibles of previous or even contemporary periods. Whilst the art of
Avag has used the conventions of traditional art prototypes, it is also dynamic with
artistic innovations. Furhtermore, the study has argued that interconnections
between the holy scriptures have found their clear reflection in Avag’s miniatures
of the prophetic vision of Isaiah. No matter which prototype or prototypes Avag
might have used, it is obvious that as an innovative artist who possessed deep
theological knowledge he left his individual stamp on the Bible he illustrated.
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Table of Transliterations from Armenian

Uw-Aa by-Kk Uu-Ss

Pp-Bb <h-Hh dy-Vyv

dq-Gg 9s6-Jj Sin-Tt

Tn-Dd An-tt Mp-Rr

tt-Ee 656-C¢ 8g-C¢
2q-Zz Ud-Mm Ri-Ww

EL-Ee 31-Yy b h-Pp
Lp-8s Lu-Nn Lp-KK
Fp-Tt Gp-83% Oo-00o

dd-7% Nn-0o0 SP-Ff

bh-1i 2,-Ce¢ Nini-Uu
Li-LI Mw-Pp +h-e

fu fu - Xx R9-Jj

0§-Cc Nn-RFf

Ill. 1. Avag, “The Vision of Prophet
Isaiah”, red ink and lead-pencil on
paper, 165x115 mm (painted image),
1338.

Matenadaran, Ms. 4429, fol. 22v.
Reproduced by the kind permission of
the Matenadaran.
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lll. 2. Sargis Picak, “The Holy
Trinity”, tempera and gold on
parchment, 234x160 mm (sheet),
1338.
Matenadaran, Ms. 2627, fol. 2v.
Reproduced by the kind
permission of the Matenadaran.

lll. 3. A Relief depicting God the Mother and Jesus with John the Baptist and Prophet
Isaiah, St. Stephanos Church in Noravank’ (the 14th century, Region Vayoc’ jor). The

photo was provided by Dr. Karen Matevosyan.
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lll. 4. Toros Sarkawag, Isaiah, pigment,
ink, and gold on paper, 377x364 mm
(sheet), 256x195 mm (painted image),

1311,

Florence, | Tatti, Berenson Collection,
reproduced by the President’s permission
and the Fellows’ of Harvard College.
Photo Paolo De Rocco, Centrica srl,
Firenze.

5UUSNK SEUPLLL UULLULLYUCLHR ULUSGh UPYGUSNRY
(XIV 1)

UUNPQU3UL L.
Udthnthnud

Pwtnuih puwnbip' Guwnt wbuhpp, <pt Yunwlwpwl, dwupwulwpsnientu,
Udwg, Unypwuht, Uunjwdwonius, wwwnybpwgpniegniu:

XIV nwph hwy dwupwulwpps Ujwgh hhuyunwlwpwuwhu ebdwutpny
uywpwqupnnwutpphg dayp Guwjh dwpgqunbh wbuhpp ywnytpnn dwupwu-
Ywpu £ UU 4429 Uundwdwousnid (punophuwynn’ Utuppwp Uubgh): Ujwg
uwplywywaqt wju uyupwqupnt k1338 e. Unypwupbn (wwwndwlwu Wwnp-
wwwwywuntd, ubipywihu hpwup hyntupund): Udpnne kony géwuywnpywsd wju
dwupwulwpp Guwjnt wnbuphpp ywwnybpnn wnwjdd dbgq hwjnuph wdbuwywn
ophuwyu k£ hwjtiptu Uunqwdwoniuy dwunjwuntd:
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Lbipyw wotuwwnwupp dwupwulywph ywunybpwgpnigjwu b hdwunwpw-
unipjwu nunwiuwuhpnigjwu wnweoht thnpdu £, npinbin Yuwplnp Gu hGunlyw
hwpgwnpnuubipp. w) Uunjwdwpush uywpwqupniwu hwdwlwnpgh unpw-
pwp dninbgnwdubipp b npwug hwpwpbpwygnieniup duwynpgwsd wjwunnyeh
htGw, p) ptdwh wwwnlybpwapniegjwu dLwynpndp hwy W pppunnujw wy) wp-
YGuwnubiph htwn' qnignpnnuiutipny, q) Uwfuwwhwh fuunhpp, n) puwgpwht
wnpyntpubipp, npnup wgnb) Bu wwwnybpwgpnygjwu duwynpdwu Ypw, b) pE-
dwjh wunywdwpwuwywu dalunye)niun:

Guwjnt wnbuhpp wwwybpnn Jwupwulwpp hwjtipbut Uunydwdwntus
dwunjwup uywpwqupndwu dh wnwudht hwdwlwpg k, wmwppbp® bwfunpn W
dwdwuwywyhg hwjtiptu dh owpp Uunywdwustiphg:

BULLEHWUE UCAIIN B UCKYCCTBE MUHUATIOPUCTA ABATA
(XIV B.)

CAPI'CAH 1.

Pesiome

Knroyesbie cnosa: supenve Wcaiin, Betxnin 3aBet, munHuatiopa, Asar, Cynta-
Hue, bubnua, nkoHorpadus.

B tpapmumn mnntoctpupoBaHua apmsaHckoli bubnum ocoboe mecto 3aHu-
matoT MmuHuaTropbl Mactepa XIV Bexka Asara. OgHOI 13 Takux MUHMaTIOp ABNA-
eTca BuaeHue npopoka Wcaiin us bubnun 4429 n3 cobpanua MateHapapaHa.
Pykonucb 6bbina nepenucata Mxvutapom AHeum (AHWIICKUM) M uANOCTpPUMpOBaHa
abakoHom Aearom B 1338 r. B CyntaHue (uctopuyeckaa ATponarteHa, HblHe —
ceBepHblii MpaH). 3aHuMaroLlas NonHbI UCT MUHMaTIOpa ABNAETCA CaMbiM
paHHUM M3BECTHbIM Ham 0b6pa3Lom cueHbl Buaenna npopoka B apMAHCKUX Un-
NOCTPUPOBaHHbIX bnubnusax.

B paHHOI1 cTaTbe BrepBble fenaeTcsa MonbiTKa UCCNefoBaHUA CUMBONVKM
1 MKoHorpadum cueHbl BupeHua Wcaiin, B cBA3M C Yem BO3HUKAET pPAL Ba-
HbIX BOMPOCOB, @ VMEHHO: a) UCCNefoBaHNE HOBbIX MOAXOMOB B CUCTEME W-
ntocTpupoBaHna bubann n ux cpaBHeHve c yxe yctosaBLUelicA Tpaguumeii; 6)
3apoMjeHne MKoHorpaum B KOHTEKCTE apMAHCKOrO W, B LLENOM, XPUCTUaH-
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CKOTrO WCKYCCTBa; B) BblABNEHME WCMONb30BaHHOrO ABarom npoToTMNa; T)
BblABNIEHME TEKCTOB, MOBAUABLUMX Ha cpopmupoBaHue nkoHorpaduu; a) 6oro-
CNOBCKaA MHTepnpeTaLnsa CornacHo CpejHEBEKOBLIM KOMMEHTapPUAM.

B pykonucu ectb HepocTatoLme nucTbl. Tem He MeHee, Ha OCHOBE COXpa-
HUBLLMXCA WUANKOCTPaLMid, B TOM YMCNE MUHMATIOPbI C n30bpaMeHnemM npopoka
Wcaiin, MOXHO C yBEPEHHOCTbIO KOHCTaTUPOBaTb HaM4MeE WHOI CUCTEMbI Ui-
nocTpaummn B LlaHHOM BapuaHTe apMAHCKoil bubnuu, 3ameTHo oTnuvatoLeiica
OT ApYrux UNNCTpMpoBaHHbIX bnubawnii Toro e nepropa.
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