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One of the representative figures in the medieval Armenian art is Avag Catkot.
The artist was educated at the University of Glajor, where his teacher was Esayi
Ncec’i — head of the University of Glajor. Miniaturist Avag’s artistic heritage has
survived in ten manuscripts'. The greater part of them - six manuscripts, were
copied and illustrated in Tabriz and in Soltaniyeh (with its Ordubazar quarter).
Among them there are two Gospels from M 7650, A.D. 1329 and M 212, A.D.
1337-40, where the scene of the Last Judgement was depicted. The miniaturist
has portrayed an expanded iconography of the Last Judgement. It begins with the
scene of the Second Coming of Christ, the Resurrection of the Dead and ends
with the scene of Hell.

In literature, these miniatures are mentioned very briefly, without stating any
specific issues. This paper is the first attempt to study the iconographic system of
the miniatures, in order to understand: a) the formation of the Last Judgement
iconography in the art of miniaturist Avag and its parallels with Eastern and
Western Christian art, b) the textual sources that influenced the development of
iconography, including not only the biblical story, but also the apocrypha and
visions of saints, c) the meaning of some iconographic details in accordance with
the commentaries of medieval Armenian authors.

! On the life and work of miniaturist Avag see Sargsyan L., Miniaturist Avag (life and
manuscript heritage), BM, v. 22, Yerevan, 2015, pp. 73-88 (in Armenian).
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The Scene of Last Judgement in the Art of Armenian Miniaturist Avag...

In the Gospel A.D. 1329 a series of full-page miniatures of the life of Christ
are followed by miniatures of the Last Judgement (26v, ill. 1 and 27r, ill. 2), while
in the Gospel A.D. 1337-40 they are accompanied by the text in the Gospel of
Matthew 79v (ill. 3 and 80r, ill. 4).

The miniatures of the Last Judgement in the Gospel A.D. 1329, compared
with miniatures of the preceding period, are the closest parallels to the images of
the Last Judgement from the Gospel A.D. 1311 of T’oros the Deacon (ill. 5 and 6)?,
the parent manuscript of which is M 10859. At the same time, the miniatures of
Avag represent a more detailed and developed iconography.

The scene of the Second Coming of Christ (26v) is divided into three
horizontal rows. In the upper register, Christ sits on the tetramorphic throne, and
the Mother of God and John the Baptist are depicted on both sides of Christ. The
images are accompanied with inscriptions [S]E[] [R]PhUSI[U] (Lord Christ),
[UTINKUD]hL (Mother of God) and [3][4]<ULUEU (John). Christ in His
Majesty (Rev. 1:8) is portrayed without mandorla. He raises His right hand to the
Mother of God in a gesture of benediction and with the left hand holds the open
Gospel on His left knee. The clothing of Christ recalls the Rev. “
of man, dressed in a long robe tied at the waist with a belt of gold” (1:13). I. Rapti
explains this system of iconography by the example of the miniature from the
Gospel A.D. 1337-40, with the idea of Theophany of the Lord3. According to L.
Zakaryan, the painter tried to emphasize the image of Christ as Heavenly Judge*.

... one like a Son

2 Der Nersessian S., The Chester Beatty Library: A catalogue of the Armenian
Manuscripts with an Introduction on the History of Armenian Art, V. I, Dublin, 1958, p. XXXII.
S.D.N., documents no. 695, p. 1v, no. 368, p. 40r, 41r, 42r, 43r, 45r, 46r and 47r, no. 367,
p. 3r. The parallel between the system of illumination of the two Gospels is visible not only in
the scene of the Last Judgement but also in the preceding miniatures, see Zakaryan L., An
Episode from Armenian - Arabic Cultural Relations, “Etchmiadzin”, 2003, no. 8, p. 96-106
(in Armenian).

3 Rapti |, Le Jugement dernier arménien: réception et évolution d’une imagérie
eschatologique médiévale, “Cahiers archéologiques” n. 56, Paris, 2015, p. 104. The Gospel is
mistakenly dated back to A.D. 1336, see ibid., p. 102. The image of Jesus Christ on the throne
surrounded by tetramorph, is interpreted as Theophany by many authors, see e.g. Réau L.,
Iconographie de I’Art Chrétien, tome Second, iconographie de la Bible, I, Nouveau Testa-
ment, Presses, Universitaires de France, 1957, pp. 688-9.

4 Zakaryan L., Avag Catkot, “Etchmiadzin”, 1985, no. 8, p. 52 (in Armenian).
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The earliest depictions of Christ, surrounded by the tetramorph (Ezek. 1:4-
12, Rev. 4:6-7), are found in wall paintings® in the Armenian art of the early
Middle ages. S. Der Nersessian compares the miniature of Avag with the sculpture
of the Dome of Horomos monastery and the miniature from the Gospel copied in
the village of Berdak in 1306, and notes that such iconography has been known in
the Armenian miniature art since the 8" century®. It is interesting that in the
miniatures from Vaspurakan there are examples where the image of the
enthroned Christ, surrounded by tetramorph, is accompanied with the inscription
Unipp Gppnpnniphiatt b pwqubwy jwpennu snpbipypwbtwt (Holy Trinity is
seated on the tetramorphic throne)’. A. Leyloyan-Yekmalyan explains this unusual
depiction of the Holy Trinity with the reading of the Gospel of John
and only Son, who is God himself and is in closest relationship with the Father”
(1:18) and notes that it emphasizes the doctrine of the Armenian church®. E.

[

... the one

Vardanyan explains the mystery of the Holy Trinity on the example of the
sculptured Dome of Horomos monastery with the interpretations of medieval
Armenian authors - Vardan Anec’i and Hovhannes Kozern®. To the above -
mentioned explanations | will add a quotation from the Vision of the Armenian
writer Hovhanngs vardapet Garnec’i (13% c.). In this Vision one reads, “I saw
myself in the Holy city of Jerusalem ... and the Triune Godhead sits on His throne
of Glory, gives restitution to the righteous and to sinners, and all the saints gather
around Him ...”0. Each one of the four symbols of the tetramorph - man, lion, ox
and eagle, holds a Gospel.

5 E.g. the mural from the Church of Saint Stephen in Lmbat (7% c.), see Der-Nersessian S.,
L’Art Arménien, Orient-Occident, Paris, 1977, p. 71, fig. 46, HypHoBo Jl. Ouepku n306pa-
3UTENBHOrO UCKycCTBa cpefHeBekoBoii ApmeHun, M., 1979, c. 139-40, unn. 85, Vardanyan E.,
The Sculpted Dome of Hofomos Monastry, Zamatun: An Armenian Apocalypse in Hofomos mon-
astery: Art and history, Paris, 2015, edited by E. Vardanyan, Paris, 2015, p. 256.

6 S.D.N., document no. 368, pp. 39r, 40r.

7 Leyloyan-Yekmalyan A., L’art du livre au Vaspurakan XIVe-XVe siécles. Etude des
manuscripts de Yovannes Xizanc’i, Paris-Louvain, 2009, p. 151-2, fig. 138-9, 141-5.

8 Ibid., p. 151.

9 Yardanyan E., op. cit., p. 257-8.

10 Hereafter the annotated translation will be followed by the Armenian text - «Stkuwuth
ghu h unipp pwnwpt Gpnwwnbd ... U whw Gppnpnwlywtu wuwnnuwdnehut bunbw §
Jwenn thwnwg hipng, wnuk hwwnnignwdu wpnwpng W denwinpwg, W unippp wdbuwju wn
Uw dnnnyhu ...», see in the Book of Papers, V, Bibliography of the Fathers, “The Vision of
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The Scene of Last Judgement in the Art of Armenian Miniaturist Avag...

The depiction of the Mother of God and John the Baptist on both sides of
Christ represents an iconography of Deesis, which was previously known in the
Armenian Art"'. The depiction of Deesis as part of the Last Judgement is mostly
known to us since the 13" c. monuments, e.g. the wall paintings of the Church of
Saint Mother of God in Axt’ala (ill. 8), two miniatures by T’oros Roslin (M 10675,
85v, A. D. 1267-8 and BAL 539, 109v, A. D. 1262, ill. 7) and the above-
mentioned miniature from the Gospel of T’oros the Deacon (DU 559, 2r). S. Der
Nersessian and |. Rapti compare the miniatures of T’oros Roslin and Avag
Catkot™. With some similarities, the miniature of Avag corresponds more to the
miniature of T'oros the Deacon, where the tetramorphic throne of Christ is
depicted, and the main difference is that the wings of four symbols are absent in
the miniature of Avag.

According to Ch. Walter, the Christian tradition attributes a special tradition
to Mother of God and John the Baptist for two reasons, first due to their close
connection with Christ as His family members and second, due to their
acknowledgement of His divinity'3. Many scholars explain the gesture of the Virgin

1+
|

the man of God, the holy and ascetic clergyman Hovhannes Garnec
Library, Tbilisi, 1901, pp. 530-531.

" E.g. the wall paintings of the Holy Cross Church in Att’amar (A.D. 915-921) and the
St. Peter and St. Paul Monastery in Tat’ev (A.D. 930). Both in Att’amar and in Tat’ev, they
are depicted in the Eastern apse. According to N. Thierry, the example of Att'amar does not
correspond to the scene of the Last Judgement (further we will see that the Second Coming of
Christ is represented in the conch above the southern door), see Thierry N., Les peintures
de I'Eglise de la Sainte-Croix d’Aghtamar (915-921), The second international symposium on
Armenian Art, Collection of reports, v. lll, Yerevan, 1978, p. 182. In case of mural painting of
the monastery of Tat'ev there is no exact hypothesis that it refers to the scene of the Last
Judgement, as the scene of the Last Judgement is situated on the Western wall, see Kotanjyan
N., Drambyan I., The Wall Paintings of Tat’ev, “Etchmiadzin”, 2013, no. 8 (August), pp. 23-
4 (in Armenian). In the Armenian miniature art one of the earliest examples known to us is

, Sahak Mesropean

the 11* c. full-page miniature from the Gospel of V 1400, see Janashian M., Armenian Minia-
ture Paintings of the Monastic Library at San Lazzaro, v. |, Venice, 1966, p. 27, Plate XXII.

12 Der-Nersessian S., The Chester Beatty Library ..., v. |, p. 75, reference 2, Rapti I.,
op. cit., p. 103-104.

13 Walter Ch., Two Notes on the Deesis, REB, Tome XXVI, 1968, p. 327.
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and John the Baptist not only as intercession, but as adoration'. The meaning of
adoration is contained in Rev. 7:11-12 referring to the attitude of the tetramorph
and the angels surrounding Christ. However, according to I. Myslivets, the main
intention of depicting the Mother of God and John the Baptist next to Christ is
their intercession to the Son of God™. In the formation of the iconography of the
Last Judgement in Byzantine tradition, the Vision of Saint Gregory played an
important role which was described in “The Life of Saint Basil the Younger” (A.D.
944/952). The Second Coming of Christ in this Vision is described together with
the Mother of God and John the Baptist'®. There also exists an Armenian source
on this topic. In the paragraph from the Vision of Hovhanngs Garnec’i it is written,
“I was observing an astonishing hill and saw inside the veil the Mother of Lord
with opened arms in supplications before the Holy throne, and the twelve chairs
of the apostles were placed, and those who were glorified, were seated for
judging, and there | saw groups of shiny crowns in the ranks of saints — apostles

’

and prophets, patriarchs and martyrs, and they all glorified God”...”. Some
details from the above-mentioned description will be seen below.

The Second Coming of Christ is glorified by two archangels depicted on the
left and right sides of Deesis (Mat. 25:31, John 1:51, Rev. 7:11-12). They both wear
traditional loros. The sky is depicted in the form of a scroll which archangels

Gabriel and Michael roll: on it the inscription FULUMPL Gr4YhUL NPNMGU

4 E.g. Der Nersessian S., Miniature Painting in the Armenian Kingdom of Cilicia from
the Twelfth to the Fourteenth Century, V. I, Dumbarton Oaks research Library and Collec-
tion, Washington, D'._.C" p. 63, Walter Ch., op. cit, p. 325-327.

15 Mbicnusey, W. MNpoucxoxpaerne «[euncyca», Busantua, HOxHble cnaeaHe n [pesHan
Pycb. 3anapHaa Espona, M., 1973, c. 60-62.

16 Nepravesa WU. Tonocbl nHoro mupa B «Mutum Bacunua HoBoro» [IneKTpoHHbIii
pecypc] // A3bik u Tekct langpsy.ru. 2016, 1. 3. Ne4. URL: http://psyjournals.ru/langpsy/
2016/n4/Dergacheva.shtml (pata obpatuenua: 09.03.2018) doi: 10.17759/langt.2016030404,
c. 37-38. lypbsvHos H. CrpawHbiii Cyn Boxwii, Bugenne puropua, yyenuka catoro u
BoroHocHoro oTua Hawero Bacunua Hosoro Llaperpapckoro, M., 1984, c. 12. | am grateful to
the theologian Gevorg Kazaryan, for indicating this source.

7 «Llwwkh B h pinpt qupdwuwih b wnbuwukh ubppn) Jupwgniphu wnweh uppny
wpennnju qUuipu Skwnu Uuwnndn) junwswuu pwquunwpws, ti tnwu Gpynnwuwt
wpenn wnwpkingt, b bunwi h nwunwunwt hwnwqupnbiwp, b wun Ep nbuwub hn)p
wpbiqulwug pwqwgintfu uppngu wwnp' wnwpbingu b Jwpqupbhgu, hwjpwwbnwgu b
dwpunhpnuwgu, bi wdkubpbwu h dh pGpwtu hwnwinpbght qUuwnnuws ... », see Book of
Papers, V, Bibliography of ..., p. 531.
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The Scene of Last Judgement in the Art of Armenian Miniaturist Avag...

uugu ure (The Heavens Rolled Up Like A Scroll, Is. 34:4) is barely visible. The
same inscription is written in the miniature of T oros Roslin (BAL 539, 109v). Still,
the miniature of Avag Catkot is distinguished by the mentioning of the names -
[FHU[PP]PEL, [UPRUSJEL (Gabriel, Michael) over their heads. The depiction of
the heavenly hierarchy surrounding Christ or Deesis is canonical iconography, but
the inscriptions with their names cannot often be found. This may be because of
their absence in the canonical texts. The names of angels (usually the names of
Michael and Gabriel are mentioned) come from the apocryphal sources'®. One of
the earliest examples that mentions the names of the archangels is the wall
painting on the conch of the apse of Cappadocia Cross Church (Hacli Kilise) from
the 10™ century'. In the Armenian art of the preceding period, there is the family
mausoleum of Tigran Honenc’ in Ani, which was frescoed before 1212 with the
scene of Deesis, surrounded by the archangels Michael and Gabriel, where their
names are mentioned in Armenian. Most probably, there were other examples
too, since the number and condition of the surviving artworks is not sufficient for
the final conclusion. The lack of visual materials in the Armenian environment is
compensated by literary sources. In the Vision of St. Gregory the llluminator??, to
the question of the Angel, “Why don’t they adore the God than the Throne”, the
Saint answers, “Because He is frightful and astonishing, and the archangels Saint
Michael and Saint Gabriel are on the right and left of the Throne of Divinity, and
the long-haired seraph....”?. The image of the two seraphim with six wings that

18 Negrau E., The Double-sided Icon in Dintr-un Lemn Monastery, Etudes byzantines et
post-byzantines, v. VI, Bucharest, 2016, p. 101.

19 Thierry N., L’Apocalypse de Jean et I'iconographie byzantine. Traditions exégétiques
et iconographiques (llle-Xllle siécles), Actes du Colloque de la Fondation Hardt, 29 février-3
mars 1976 (Etudes et documents publiés par la Section d'histoire de la Faculté des Lettres de
I'Université de Genéve, n°® 11), Geneve, 1979, p. 321, fig. 3.

20 This example of apocryphal literature is known from a fragment written in 1208 (V
570, see Sargisean B., Sargsean Gr., General Catalogue of Armenian Manuscripts from the
Mekhitarists’ Library in Venice, v. Ill, Venice, 1966, pp. 67-68 (in Armenian), Sargisean B.,
Studies on the Apocryphal Literature of the Old Testament, Venice, 1898, p. 452 (in Armeni-
an). “The Vision of St. Gregory the Illuminator” was also preserved in Syriac and Arabic texts.
| refer to the paper presented by the arabist Ester Petrosyan (publication is in process), who
presented it during the International Armenological Conference dedicated to the 100t anni-
versary of the birth of academician Levon Khachikian in June 2018.

2 «Uuwnndny punk’p ny wwqwubl, pwu wennnju ... 2h whbn G qupdwuwp &, &
oning Ywu qupennny Uuwnnuwdnyebiwu, pun weodk b pun whbyk, Gu unipp hpbounwyw-
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cover their body, recalls the reading from Is. 6:1-3, in which their faces too are
covered. The wings of seraphim and archangels are outlined with the red color
that symbolizes the Divine fire?.

In the second row, there are twelve apostles, gazing at one another in a
dynamic movement. Above their figures one can find the inscription
UrULBULRLL dP. (the twelve apostles). According to Mat. 19:28, here the
apostles act as judges. They hold closed Gospels and only two of them are
portrayed holding scrolls. The depiction of the apostles in a lower row from
Deesis, according to T. Velmans, was canonical for Armenian, Georgian and
Cappadocian art in the 13™ century?, while S. Der Nersessian gives a hypothesis
that before Roslin’s miniature (BAL 539, 109v) such an iconography existed in
Armenian Art, e.g. the fresco of the conch of the southern door of the Holy Cross
Church of Att’amar?*. Miniaturist Avag continues the same iconography, depicting
the apostles seated in a semicircle. According to |. Rapti, miniaturist Avag was
perhaps influenced by the iconography of Pentecost®. Later, in the Gospel A.D.
1436 (M 5543), the tetramorphic throne of God is represented with the
Pentecost?®. It is known that in Pentecost the Christological disputes are resolved
before the Second Coming?. The first two apostles to the right and left are
probably St. Paul and St. Peter. In the scene of Pentecost from ] 1941 (8r), Avag
depicted St. Paul on the right side, and accordingly, St. Peter was portrayed on

wbwnu Uphpwjk Gt Swpppk) Gu Jwpuwinp ubpnypku ...», Sargisean B., Studies on the Apoc-
ryphal Literature ..., p. 468.

22 Xonn Jlx. CnoBapb CIOMETOB WU CUMBONIOB B MCKYCCTBE, MEPEBOS, C aHMUIACKOro U
BCTynuTenbHaA ctatba A. Mailikanap, M., 1996, c. 62.

23 | refer to Chookaszian L., On the Full Page lllustrations of the Last Judgment in the
Art of Armenian Miniaturist of the 13% century Toros Roslin, Logos im Dialogos: Auf der
Suche Nach der Orthodoxie, Gedenkschrift fur Hermann Goltz (1946-2010), Hrsg. von A.
Briskina — Muller, A. Drost — Abgarian, A. Meibner, LIT-Verlag, Berlin-Munster-Wien-Zurich-
London, 2011, p. 290.

24 Der-Nersessian S., Armenian Manuscripts in the Walters Art Gallery, Baltimore,
1973, p. 20.

% Rapti I., op. cit., p. 104.

%6 See the image on http://www.armenianart.org/nyuter/Engl.-Van-Xizan.pdf, p. 2.

¥ Thierry N., Le Jugement dernier de Axtala ..., p. 164, the same in JlugoB A. Pocnucu
MoHacTblpA AxTana: uctopus, ukoHorpadgus, mactepa, M., 2014, c. 132.
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The Scene of Last Judgement in the Art of Armenian Miniaturist Avag...

the left side. It is a well-known iconography for both Byzantine and Western
artworks?®.

In the third row, two angels meet each other, as if flying. The depiction of the
angels recalls the miniature of T’oros the Deacon (ill. 5), as well as the wall
painting of Axt’ala monastery (ill. 8). However, Avag Catkot’s miniature is
different from Armenian and even Byzantine prototypes?® with the expressive and
dynamic movement of the angels. The inscription 20 (1hfahhUL (the powers) is
written over their images. Medieval Armenian philosopher and theologian Grigor
Tat’evac’i in his study on the choir of angels writes about the powers as rulers
based “On the Celestial Hierarchy” of Dionysius the Areopagite3°.

The image of the Last Judgement continues on the next folio. It begins with
twelve portraits of high-ranking ecclesiastics, seven of which are depicted in the
first row, and five in the second one. All of them have nimbuses on their heads,
eight of them also tiaras decorated with crosses in the upper part. They wear
episcopal vestments: a long mantle and omophorion decorated with crosses. On
the nimbus of the first figure (on the left) the inscription UG1PGU (Setbes) is
written — so on the nimbus St. Sylvester is depicted. The “Hagiography” of Roman
Pope was translated from Greek into Armenian in 678 by Grigor jorop’orec’i®". In
the Armenian art, the portrait of St. Sylvester is known from the frescoes of the
monastery of Axt’ala and from the church of Tigran Honenc’ (13" c.). In miniature
art, the portrait of the Pope occurs more often, e.g. the miniature of the
Lectionary of king Hetum Il (A.D. 1286, M. 979, 8r). A. Lidov explains the
preference to depict the Latin saint in such an important place in the fresco of
Axt’ala, with the influence of the unitor movement, which started in Armenia in
12t ¢c. and continued during 13"-14% ¢32. According to |. Drampian, in the
Lectionary of King Hetum I, it is associated with the “Hagiography of St.

28 Kouymjian D., Identifying the Apostles in Armenian Narrative Miniatures, “From By-
zantium to Iran: In Honour of Nina Garsoian”, Atlanta, 1996, p. 457.

29 According to A. Lidov, the wall painting of the monastery of Axt’ala is influenced by
the mosaic of the Last Judgement scene in Santa Maria Assunta church in Torcello, see Jlupos
A., op. cit., p. 121.

30 See Tat’evac’i Gr., Book of Questions, reprinting of the publication of Constantinople
in 1729, Jerusalem, 1993, pp. 134-135.

31 Shirinian M.E., The “Hagiography of Sylvester” and the “Chapter of Concord”, BM,
no. 17, Yerevan, 2006, p. 54.

32 Jlugos. A., op. cit., p. 72, 82.
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Gregory”, when patriarch Sylvester met King Trdat and St. Gregory while visiting
Rome at the invitation of Emperor Constantine®. In the case of our miniature, |
will interpret it with the fact that Avag was an antiunitor artist, and it was under
the rule of St. Sylvester when the Christian Church anathematized the heresy of
Arius and his doctrine in 325 at the council of Nicea (though it is known that the
Pope could not attend the meeting). Later we will see the depiction of Arius in
Hell in the miniature of the Last Judgement. The Pope is portrayed with a scroll in
his right hand, while the other six hold the Gospel. The arms of some of them (the
third and fourth ecclesiastics in the first row from the left) are extended in a
gesture of blessing.

Who are the other eleven clergymen and why are they portrayed here?
Unfortunately, the poor preservation of the inscriptions on their nimbuses makes
it impossible to read their names. Perhaps these are the twelve universal fathers
of the Armenian Church3$, among whom was St. Sylvester. According to L.
Zakaryan, in the center of the first row the image of Esayi N¢ec’i® is portrayed.
The only difference in the image of this saint from others is his hood, which
resembles the portraits of St. Nerses Snorhali (M 591, 3v, BER 279, 2v), or Hakob
the Catholicos (M 2627, 422v) known to us from Armenian miniature art. We
cannot exclude that Esayi N¢ec’i is represented here, since in some of his portraits
he has the same hood on his head, though the garment is different*¢. Perhaps, St.
Gregory the llluminator is depicted, as we have such non canonic iconographic
examples in the scene of the Last Judgement in Armenian art. Such is the Gospel
copied in 1475 in Berkry (BOB 1327, 25v)¥, or another Gospel of the same year

33 Drampian I., The Lectionary of King Hetum I, Yerevan, 2004, p. 99.

34 See their names in Ghazaryan A., Church Fathers, Christian Armenia Encyclopedia,
ed. by H. Ayvazyan and others, Yerevan, 2002, pp. 305-306 (in Armenian).

35 Zakarian L., Un Artista Anti-Unitore del XIV secolo, “Roma-Armenia”, a cura di Cl.
Mutafian, Biblioteca Apostolica Vaticana, 1999, p. 178.

36 See the reproductions of the images in Der Nersessian S., Les portraits d’Esayi Ngec'i,
superieur de Glajor, Armenian Studies in Memoriam Haig Berberian, ed. D. Kouymijian, Lisbon,
Galouste Gulbenkian Foundation, 1986, p. 231-232, 237, 240, fig. 1, 2, 4, 6.

37 See the reproduction in Treasures in Heaven, Armenian llluminated Manuscripts,
Mathews T., Taylor A., Evans H., Merian S., edited by T. Mathews and R. Wieck, New-
York, 1994, cat. n. 16, fig. 103.
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copied by scribe Aristakes (BAL 540, 14v)®. A quotation from the Vision of St.
Hovhannes vardapet Garnec’i is noteworthy, “l saw our llluminator and the
mediator of life Gregory, walking with a delightful crown of light out of numerous
angels, and while he was entering the procession, the angels and the celestial
forces were beautifying Him, and other churches of firstborns were glorifying
Him”39.

The Biblical story mentions the twenty-four Elders who worship the Judge
(Rev. 4:4, 10, 5:8, 14, 11:16-17, 19:4). It seems that the depiction of the twelve
Holy Fathers, together with the twelve apostles, directly corresponds to these
readings. According to L. Reau, the twelve apostles symbolize the New Testament
and the Elders - the Old Testament, thus combining the Old and the New
Sacraments®®. In the commentaries of Rev. 4:4 one can read, “A priest
(multitude, like rainbow around the throne) here means superior ranks of
ecclesiastics of the church - catholicos, bishop, priest ... first, they are considered
to be the twenty and four prophets, but indeed, they are the superiors and chosen
from the patriarchs, prophets and apostles”®. In another miniature of the Last
Judgement, below the tetramorphic throne of Christ, the seven chosen are
portrayed and above them the inscription twhwuwbiynp (the patriarchs) is
written*. In the miniature of Avag, the seven chosen hold seven golden
lampstands, as written in Rev. 1:12-13, 20, 4:5. These readings are interpreted as
follows, “Symbolically, seven stars are seven angels, that is the bishops of the

38 See the reproduction of the image in Der Nersessian S., Armenian manuscripts in
the Walters ..., p. 46, 48, pl. 211.

39 «Sbuwuth gLnwwinphsu dbp G qyuwg wnhpu qUnipp Sphgnn, phtpwinpup
[nwbinhtwip hpwowqupdwu pwght tytw|, Gu dhus dinwubp h hwunkut, Gpwubhu quw
hpbounwlp G Gpyuwihtu quipp, wy) G GYtintighp wunpwuywg thwnwinpbht quw ... », see
Book of Papers, V, Bibliography ..., p. 531.

40 Réau L., Iconographie de I’Art Chrétien, t. I, lconographie de la Bible, Il, Nouveau
Testament, Presses, Universitaires de France, 1957, p. 690.

A «RPwhwuw) (pwgnuip, shwdwu oning quiennnyu udwt) wuwn tpwuwl £ qythwagniu
wuwnpbwuwinpu Gybntgin' pE Yweninhynu, pht Gwhuynwnu, L pwhwuwy ... Ujunphy
uwfu qunyhtu gn| puwt b snpp dwpgqunkpu, pwjg unnjqu &, qh unpw tu yhwgnjupt i
punpbugniup h uwhwwbwnwg, h dwpgupthg, W junwpbing ...», see Aghamalean
Bardumeants P., Commentary of the Book of Revelation of St. John, abbreviated from dif-
ferent interpreters, Calcutta, 1846, p. 76 (in Armenian).

2 S.D. N., CD Il, folder “Dublin”, Chester Beatty, Ms. 569.
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churches, and the seven lampstands are the seven churches”*3. The depiction of
the seven candlesticks appear in Armenian miniature art of the 17th century
under the influence of European engravings**. The miniature of Avag differs
from the above examples as the seven Elders hold the lampstands, and this
seems to be one of the earliest in Armenian Art, since | could not find another
parallel example.

In Armenian Art the scene of the Second Coming of Christ accompanied by
the Elders (or the righteous) is known from the frescoes of the Holy Cross church
of Att’amar*>, where according to S. Der Nersessian, two rows of nimbed figures
also represent the apostles*. The depiction of the Holy Fathers as Elders or the
righteous who have inherited the Kingdom of God is a traditional iconography of
the Last Judgement of Byzantine and Western artworks*’.

The next horizontal row represents the Resurrection of the Dead with two
trumpeting angels. The latter wear their traditional loros. Some of the dead, who
were resurrected, walk towards the angels, some rise from their graves (Ezek.
37:12-13), and the souls of others are still represented in wrappings. S. Der-
Nersessian interpreted the last detail on the example of the miniature of T’ oros
the Deacon (Rev. 6:9)*. In the Armenian miniature art, the figure of an angel (or
angels) is often accompanied with the inscriptions thnnpti quppplkiwtpt gnstt

4 «tunphpnwwtu' bopU wuwnbipu U bopu hpbionwlp, wjuhupt' Guhuynwnup tYb-
nbgnj, b bopu wownmwuwlpl' bYbntghpu», see Aghamalean Bardumeants P., Commen-
tary of the Book of Revelation ..., p. 27-8.

* Merian S., llluminating the Apocalypse in Seventeenth-century Armenian manu-
scripts: The Transition from printed book to manuscript, in “The Armenian Apocalyptic Tradi-
tion, A Comparative Perspectives”, Essays Presented in Honor of professor Robert W. Thom-
son on the Occasion of His Eightieth Birthday, ed. by K. Bardakjian ans S. La Porta, Brill,
2014, pp. 614-615, figs. 3-5.

45 Der-Nersessian S., Aght’amar Church of the Holy Cross, Harvard, 1965, p. 47-48,
Thierry N., Les peintures de 'eglise de la Saint Croix d’Aghtamar ..., p. 187.

4 Der-Nersessian S., Armenian Manuscripts in the Walters ..., p. 20.

4 Der-Nersessian S., Aght’amar Church ..., p. 47. Brenk B., Tradition und Neuerung
in der Christlichen Kunst des Ersten Jahrtausends, Wiener Byzantinistische Studienm, band
I, Wien, 1966, p. 87, Abb. 25, p. 131-133, Abb. 45-46, 48, Nicolaidés A., Le Jugement
Dernier dans I’église de la Panagia Moutoullas a Chypre. Une peinture inédite de la second
moitié du XIVe siécle, Bulletin of the Christian and Archeological Society (in Greek), no. 18,
Athens, 1995, p. 76.

8 Der Nersessian S., The Chester Beatty Library ..., v. I, p. XXXI.
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(the trumpets of Gabriel are blowing)*®, Qupplh thnnti gnst (the trumpet of
Gabriel is blowing)®® or qupppbiwt thnnt (Gabriel’s trumpet)s'. The four
resurrected dead have put their right hands to their lips, as if they are amazed or
afraid of their sins®2. They differ from others not only by their gestures and
movements, but also by their blue or red clothes that cover their waist. In this
way, the artist tried to show that their souls had already joined the resurrected
bodies, dressed according to Byzantine iconography®3. In the “Commentary of the
Holy Gospel of Matthew” by Hovahnnes Erznkac’i, the author interprets the
reading 24:31 as follows, “the winds blow everywhere, or to the four elements in
which the bodies of people are released, immediately return”>*. The iconography
of the resurrection of the chosen from their graves resembles the frescoes of the
monasteries of Tat’ev and Axt’ala. The recent ones, according to Thierry, are
more associated with Western iconography than the Greek one®. S. Der
Nersessian compares the iconography with the miniature of the Resurrection of
Lazarus from another Gospel, illuminated by Avag and Mxitar Anec’i (J 1941, 5r)°,
where together with Lazarus, five dead are depicted in their graves. The same
iconography is visible in two miniatures from the school of Arc’ax (13-14 cc.),
where the images of the dead are accompanied with inscriptions “lwqupnu
(Lazarus, M 6303, 4r), Unpw wy; "lwqun (Those are other Lazaruses, 4r, 4820,
3r), Mwqup Ghwg h gtptquwuktt (Lazarus came from the grave, 3r), wquph

49 DU 576, 16v, see the reproduction in Arakelyan M., Mesrop of Khizan: An Armenian
Master of the Seventeenth Century, London, 2013, p. 43, fig. 27.

50 BAL 543, 14r, see the reproduction in Der Nersessian S., Armenian Manuscripts in
the Walters ..., p. 32, pl. 158.

5'S. D. N., CD X, folder New York, Kévorkian 11, photographie 21.

52 Thus |. Rapti explains the gesture of the two dead by the example of the miniature of
the Gospel of M 212 (79v), see Rapti l., op. cit., p. 104.

53 Chookaszian L., op. cit., p. 296, reference 82.

5 «&nndntup huskU jwdbUwjuu, Ywd gsnpu wnwpbpu' jnpnud ndbiwg Bu dwpdhup
dwpnywu, huynju ybpwnwnuwux, see in Commentary of the Holy Gospel of Matthew, cre-
ated by St. Nerses Snorhali until no. 17 of the 5% chapter, and then finished by blessed
Hovhann@s Erznkac’i- Corcorec’i, Constantinople, 1825, p. 512.

5 Thierry N., Le Jugement Dernier d’Axtala ..., p. 157.

56 S. D. N., document no. 695, p. 24r.
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qlintquwup (The grave of Lazarus, 3r)*’. So, just as in the scene of the
Resurrection of Lazarus, the miracle of the resurrection of the dead is depicted
step by step, similarly, Avag has depicted the resurrection of the dead in the
scene of the Judgement.

In the third row, two angels (without trumpets) and a kneeling image of a
churchman in front of them are depicted. The analysis of this image in
comparison with other similar examples suggests that this is the self-portrait of the
artist, it has parallels with other self-portraits of Armenian miniaturists from the 1%t
half of the 14t c., such as the portrait of T’oros the Deacon (ill. 6)%8. The parallels
between miniatures of Avag and T’oros the Deacon are emphasized by the
absence of Paradise in contrast to the frescoes of Axt’ala or the miniature of
Roslin (BAL 539, 109v).

The depiction of Hell in the scene of the Last Judgement is interesting not
only in terms of its iconography, but also because it shows the theological doctrine
that the artist followed. The red background, symbolizing the fire of Hell, reminds
us not only of Mat. 5:22, 18:9, 25:41, Mark. 9:43, 47, but also of the Apocalypse
of Peter®. On the left side is the weighing of souls represented by two balance -
scales which symbolize justice (from left) and human sins (from right). The
contours of the four devils with long tails are visible below the right scale. Devils
torture the five sinners in Hell. The latter are dressed in clerical outfit, indicating
that they are clergymen. The punishment of ecclesiastics was not the artist's
innovation. It follows a traditional iconography, such as the mosaic of the Last
Judgement in the Church of St. Mary Assunta in Torcello or the fresco of the
Church of Panagia in Cyprus®. In the miniature of Avag C’atkot, one of the
sinners is depicted with a scroll®' in his hand and is descending to the dark gate of
Hell with hanging head. The torture of the sinners in this iconography resembles

57 See the reproduction in Hacopian H., The Art of Artsakh Miniatures, Yerevan, 2014,
pp. 110, 124.

%8 For more details on this subject see in Sargsyan L., Observations on the Self-portrait
of Miniaturist Avag (XIV c.), “Etchmiadzin”, 2018, no. B (February), 85-101.

59 Angheben M., Le Jugement derniers byzantins des Xle-Xlle siécles et Ilconographie
du Jugement Immédiat, “Cahiers archéologiques” n. 50, Paris, 2002, p. 123.

60 Nicolaidés A., op. cit., p. 74, fig. 2.

5" This detail can symbolize the false prophetic doctrine (Mat. 7:15), which | will discuss
in detail by the example of the Last Judgement miniature of the Gospel of M 212.
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the description of sinners in Hell from the apocryphal reading of the Vision of the
Holy Mother of God Mary, “And again the Holy Virgin saw (that) many stood with
hanging heads, and their tongues were tied with burning flame. And the Mother
of God said ... what are those? And the angel said: those are high priests that are
in front of the Lord’s table and break the incorruptible body, and throw into the
chalice, and are not careful that a drop from the cup and from the bread may fall
down, they suffer this way. And others from the priests who harbor spite and
serve the mass are tortured by the devil”%2.

Later, in the 17t c., the Gospel of Avag was copied by scribe and miniaturist
Nikotayos Catkarar in Kaffa (the Crimea)®3. The artist illustrated the scene of the
Last Judgement by maintaining the main iconography, sometimes making some
changes to it64. In the Gospel A.D. 1688 (M 312, 18r, ills. 9, 10) a kneeling figure
is illustrated as in the prototype. A question arises - is it just a copy or a self-
portrait of Nikotayos? The artistic heritage of Nikotayos has reached us in
manuscripts copied between 1647-93, we also know that the artist died in 1693¢°.
In 1688, the artist was supposed to be at an advanced age, while the image of the

62 «bL nwpdbw| Gwbu unpp Ynjuu (gh) pwgndp Ywubwip Ywihu qifupdwip, G
(Ggnip ungw Yuwbiwy h hpwyhqiwuk pngnju: Uuk Uunnuwdwsdhut ... 2h"us Bu unpw: Uuk
hpbounwy. Unpw pwhwuwjwwbinpt Gu, np fut wnweh unipp ubnwunju b quuwwwlwu
dwpdhut pblwubu, Ge wpywubu h uyphtu b ng ggnipwuwl, np ek Ywe dp h pwdwytu G
h hwgtu wuqwuh h uwjp, wjuwkbu swpswphtu: 6L wyp b pwhwuwihg, np nju wwhbu b
wwwnwpwdg dwnnigwbl, pun uwwnwuwih nmwughu», see in “The Vision of Holy Mother of
God - Mary, who saw the torture of sinners”, Museum of Armenian Old and New Literature,
v. I, Apocryphal Book of the New Testament, preface by F. Esayi Tayec’i, Venice, 1898, p.
443 (in Armenian), F. B. Sargisean, General catalogue of Armenian manuscripts from the
Mekhitarists’ Library in Venice, v. I, Venice, 1924, pp. 771-82 (in Armenian). The manuscript
contains the writings of the Armenian author Movses Erznkac’i (1250s-1323 A.D.). The exact
date of the manuscript is unknown, B. Sargisean dates it from XIV-XV cc., ibid., pp. X, XIII.

63 See detailed in Sargsyan L., Observations on the Self-portrait of Miniaturist Avag (XIV
c.), “Etchmiadzin”, 2018, no. B (February), pp. 99-100.

64 See in M 7680 (11v, 12r), 6673 (11v, 12r), 7618 (12r), 7665 (11v, 12r), 289 (15v, 16r),
8177 (11v, 12r), 312 (17v, 18r), 10584 (7v, 8r), 6992 (13v, 14r), 7623 (447v, 448r), 7618 (11v,
12r), 10420 (11v, 12r), 1353 (without page numbering), 7680 (11v, 12r), LOB 13895 (14v, 15r),
HT 4 (15v, 16r), BSB, Cod. Arm. 25 (11v, 12r). In the Gospels M 10420 there are no images of
sinners in Hell (12r), 8177 (11v), 7618 (11v), or the Bible M 7623 (447v) two powerful angels
are absent, in the Gospels of M 7680 (12r) and 7623 (448r) a dragon is depicted in Hell.

85 Guevorkian A., Bibliography of Armenian llluminators of IX-XIX cc., Cairo, 1998, p. 594.
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Illustration 1

The Second Coming of Christ, M 7650, 26v.
The illustration was provided by the doctor of
historical sciences Gevorg Ter-Vardanyan.

Illustration 2
Fathers, Resurrection of the Dead, Weighing of
the Souls and the Hell, M 7650, 27r. The
illustration was provided by the doctor of
historical sciences Gevorg Ter-Vardanyan.




Illustration 3
Resurrection of the Dead and the Hell, M 212,
79v. The illustration was provided by the
doctor of historical sciences Gevorg Ter-
Vardanyan.

Illustration 4
The Second Coming of Christ,
M 212, 80r. The illustration was
provided by the doctor of
historical sciences Gevorg
Ter-Vardanyan.



Illustration 5
Deesis, DU 559, 2r. Colored illustration was taken
from the following book - S. Der-Nersessian, The
Chester Beatty Library: A Catalogue of the Armenian
Manuscripts, V. ll, Dublin, 1958, frontispiece.

lllustration 6
Resurrection of the Dead, HY, Hazarian Collection, 142,
2r. Colored illustration was taken from the following book
- H. Evans, Treasures in Heaven, Armenian llluminated
Manuscripts, Edited by T. Mathews, R. Wieck, Pierpont
Morgan Library, New-York, 1994, pl. 22.

Illustration 7
The Last Judgement, BAL 539, 109v. Colored
lllustration was taken from the following book -
H. Evans, Treasures in Heaven, Armenian
Illuminated Manuscripts, Edited by T. Mathews,
R. Wieck, Pierpont Morgan Library, New-York,
1994, pl. 14.



lllustration 8
The Last Judgement, Holy Mother of God Church of
Axt’ala. The illustration was provided by photographer
Hrair Hawk Khatcherian.

Illustration 9 Illustration 10
The Second Coming of Christ, M 312, 17v. Holy Bishops, Resurrection of the Dead and
Colored illustration was provided by the direction of Hell, M 312, 18r. Colored Illustration was

Matenadaran. provided by the direction of Matenadaran
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kneeling figure seems quite young. So the first hypothesis, regarding the copying
from the original, seems more probable.

In the Gospel A.D. 1337-40 in the scene of the Last Judgement Avag kept the
main iconographic features with some alterations. In the scene of the Second
Coming, the two cherubim and the angels that are represented as powers, are not
depicted. There are no inscriptions next to the figures. The image of Christ sitting
on the tetramorphic throne has an interesting unusual detail for Armenian art: the
right side of His torso is open and blood flows from it. This detail, that symbolizes
the Incarnation and the Sacrifice of Christ at His Second Coming, according to .
Rapti, is a Western influence, which was imported in the Mediterranean art in
images of some posthumous apparitions of Christ but not in the images of Christ
Pantokrator®. The Western influence is also visible in some writings, e.g. on the
title page of the Gospel of Luke, instead of the letter “lwup (k) the letter Lynt (L)
was used, which corresponds to the Latin or Greek versions (M 7650, 181r, M
212, 153r). In the Gospel, which is depicted as an open book, the damaged
inscription 3[PUNKU] L[PhUSNU] S[E] (Lord Jesus Christ) is written. This page
ends with a semicircular arch that seems to remain unfinished.

On the second page, the Resurrection of the Dead and the Hell are
represented. The depiction of twelve Holy Fathers with the self-portrait of the
painter and two angels in front of him is absent. The images of the two sinners
are accompanied with the inscriptions LGUS[(1"] (Nestor) and Urh1U (Arius),
who descend to the Hell, where with the three arched niches the sufferings are
distinguished®’. Their names prove my opinion about the prophetic false doctrine.
The depiction of heresies in this scene was not an unusual iconography. In the
double-sided icon of Dintr-un Lemn Monastery in Valcea (in between the 14-15%
are represented with inscriptions “priests” and “Arius”¢8.

This iconographic detail once again emphasizes the relation with the Vision of
St. Gregory, where together with Deesis, the twelve apostles and the twelve Holy
Fathers and the names of Nestor and Arius are mentioned among other

66 Rapti I., op. cit., p. 104. For the combination of Passion of Christ with His Second
Coming in the scene of the Last Judgement see also Brenk B., op. cit., p. 235-237.
7 M. Angheben gives this interpretation by the example of Greek Gospel P 74, where
the Hell is represented by six arched niches, see Angheben M., op. cit., p. 123, fig. 15.
68 Negrau E., op. cit., pp. 102, 110-111, figs. 2, 4.
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heretics®®. We do not know whether the “Life of St. Basil the Younger” was
known among Armenians in Greek or in translation. Armenian masters could use
the Byzantine iconography based on this “Life” without acquaintance with its
written source. However in his commentaries of the Gospel of Mat, “He will
separate the people from one another as a shepherd ...” (25:32-3) Hovhanngs
Erznkac’i comments as follows, “To say “one” against Nestorians, who divided

”

into two sons ...” «Uh wubju bwfu punnkd uGunmnpwlwuwgu, npp jGpYnw
npnhu pwdwubight ...»"°.

In the Armenian art, | could not find a parallel example of mentioning the
names of heretics. According to L. Zakaryan, Avag has expressed his attitude to
the antiunitor movement, which the Armenian church led against the uniting of
churches headed by Catholic missionaries”. |. Rapti explains this by the fact that
the painter who was also a churchman, depicted the punishment of heretics, gave
them hope for forgiveness’2. The hypothesis of L. Zakaryan describes this motive
more clearly. The patron of this Gospel was PeSgen Orbelian, who was a true
follower of his father — prince Burt’el Orbelian, who in his turn was a strong
defender of the Armenian church’®. The atmosphere of church disputes was so
strong that later, in 1356-58, miniaturist Avag in his colophon would write: “the
Armenians and the Latins were opposed to each other” («Uqq hwyng U
(wnhtwginyti hwuwybw; dphdtwtg», M 6230, 505v). Arianism and Nestorianism
as heretical movements were always condemned by the Armenian Church and
there are many literary sources about it. | am considering the sources of the 14
c., which will help us understand to what extent the depiction of the 4" to 5™ cc.
heresies in this miniature was actual for that time. Metropolitan Step’anos
Orbelian of Syunik’, in his work related to Dyophysitism, almost in all twelve
chapters condemns the doctrine of Nestor and gives such descriptions as

5 T'ypbanos H., op. cit., p. 12-3, 27-8; [leprauesa W., op. cit., p. 38.

70 Commentary of the Holy Gospel of Matthew ..., p. 538-539.

/' Zakarian L., op. cit., pp. 176, 179, ill. VI. 79, the same in Mutafian Cl., L’Arménie
du Levant (Xle-XIVe siécles), Paris, 2012, t. I, p. 711, t. 11, ill. 148.

72 Rapti ., op. cit., p. 105.

73 Khachikyan L., The Burtelian Branch of the Family of Orbelians of Syunik’, Bulletin
of Matenadaran, no. 9, 1969, p. 176 (in Armenian), Zakarian L., op. cit., p. 179.
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“heretical” and “cursed’”*. The doctrines of Nestor and Arius were condemned in
the paper of Esayi N¢ec’i, which was addressed to pro-Latin vardapets (doctors in
theology) of Cilicia”. This paper illustrates the disagreements between the Cilician
patriarchate and the metropolitic seat of Syunik’. It is important to understand
whether the movement against the union of churches was in progress in Tabriz
and in Soltaniyeh, where Avag copied and illustrated his Gospel. Step’anos
Orbelian describes the unitor movement as a contagion, also mentioning T avriz’®.
Esayi Ncec'i in the epistle addressed to the leader of the Armenian Church in
Atrpatakan, ter Matt’gos, and the Armenian Christians, warned them to stay away
from the Latin unitors”’. Later, the Roman historian, Clement Galanos, mentioned
Soltaniyeh as the fourth important Catholic missionary center in the East after
Maragha, Tp'tis (Thilisi) and Caffa (Crimea)’®.

Summarizing the present study, it is important to note that together with the
miniatures of T’oros the Deacon, those of Avag are intermediate between the
miniatures (such as those by T’oros I'?oslin) which used to be depicted on a single
page, and, miniatures of the 15"-17" where on either one or two pages Christ is
usually depicted with four trumpeting angels on the Cross and the weighing of
souls or Hell represented below. In comparison with the above mentioned
examples, the miniatures of Avag represent a more developed iconography. The
biblical texts, apocrypha, and also the visions of saints, have had full or partial
influence on the formation of the iconography of the Last Judgement scene in the

74 Orbelean St., Refutation against to Dyophysites, Constantinople, 1756, pp. 57, 119 (in
Armenian).

75 According to G. Hovsepian, it was written in 1321, see Petrosyan S., The Papers of
Esayi Ncec’i, “Etchmiadzin”, 1985, XI-XII, p. 97 (in Armenain).

’6 Orbelean St., op. cit., p. 43.

77 Khachatryan P., Kyoseyan H., Selected Bibliography of the Armenian Church,
Etchmiadzin, 2003, p. 655 (in Armenian).

78 Galanos K., Conciliation of the Holy Armenian Church with the Great Roman Holy
Church. V. I, Rome, 1650, p. 527 (in Armenian). More detailed on this subject see Mocne
Mapko [Mono. [llytewecTBuAa 3anapHbIX YyKesemueB B cTpaHbl Tpex WHauii, nepesop ¢
NaTUHCKOTO U CTapouTaNbAHCKOrO A3bIKOB, BBeAeHUEe U npumedaHva fA.M. Cseta, M., 1968,
c. 58, Khachikyan L., The Armenian Principality of Artaz and the School of Corcor, BM,
Yerevan, 1973, pp. 125-210 (in Armenian), Richard J., La papauté et les missions d’Orient au
Moyen Age (Xllle-XVe siécles), Ecole Francaise de Rome; Palais Farnese, 1977, p. 180-181
and etc.
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art of Avag. The variety of textual sources, due to which this iconography was
formed becomes more interesting in the 14" century, and it is possible to
interpret certain iconographic details in accordance with the commentaries of
medieval Armenian authors.

Abbreviations
BM- Bulletin of Matenadaran
Etchmiadzin - Review of Religious Studies and Armenology, Etchmiadzin
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Rev. - Revelation of John
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Nn-R¥ 8g-Cc SH-Ff
Uu-Ss hi-Ww Nini-Uu
dyg-Vv Ph-Pp +U - ew
Sin-Tt Pp-KK

Pp-Rr Oo-0opo

U<EN MUSUUSULP REUUL UULPULYUNPR UdUSh
UPUBUSNRY (XIV HUN)

uursu3uu L.
Wdthnthnud

Uhouwnwpwu hwj wpybuwnh hupuwwnhw ubpyujwgnighsubiphg £ dwupwu-
Ywphs Udwap, ny Yppenipniu £ unwgb] Fquanph hwdwuwpwund' wowlybp-
wnbn Guwjph ULskgniu: Lpw dEnwgpwywu dwnwugnieintuhg dtiq £ hwub
nwu dbnwghp, npnug qquwih Jwup' ybgp, unbnddt) Gu Unypwupbnd W
([Fwyphgnud: Wn &bnwagpbiph dwupwuwpubph 2wppnid wnwuduwunw Gu
Uwownngyuu Uwwnbuwnwpwunwd wwhynn tGpynt UybGinwpwuutpph Uhbin nw-
nwunwup wwwnybipnn dwupwuywpubipp (<90 7650, 1329p., < 212, 1337-40
RR.)' fphuwninuh Bpypnpn quuwnjwu e denywiutph hwpnugjwu U ndnfuph wnb-
uwpwuubipny:

SGpwlwunipjwu b9 wju dwupwulwpubipp hhpwwwyyt) tu hwywughy,
wnwug Jwupwdwul puunyejwu: Unyu wofuwwnwupp dwupwuwpubiph wywwn-
YGpwapnigjwu Jbpindnigjwu wnwohtu thnpdu £, npuinbin wnwy tup pbipb
hGwunlyw| hwpgwnpnuutipp. w) Uhtin nwwnwunwuh wywwnybpwagpnieiniup hw
wpytunnud b uywphs Ujwgh dwupwulwpubiph nbpp npw qupgugdwu gnp-
onud, p) ywunybpwgpwywu npnp dwupwdwuubph Yuwp wplbwpphunnubw-
Ywu b wpldwnwpphunnubwlwu wpybuwnh unbndwanpéniyeniuttiph htin, q)
wju puwgpwiht wnpnipubiph pulnieiniup, npnup wgnbigniejniu GU niubigh
wwwnybpwgpnpjwu duwynpdwl Ypw' unippgpuiht puwgnbpp, ywpwwunu
gnywdpubipp L uppbiph wbuppubpp uGpwnwy, n) Wwwnybpugpwlywu wnwu-
&hu Jwupwdwuubph nwnwuwuhpnyeniut pun hwy dhouwnwnwu dayunnw-
Ywu gpwlwuniejwu:
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CLLEHA CTPALLHOIO CYJA B UCKYCCTBE APMAHCKOIO
MWUHUATHOPUCTA ABATA (XIV BEK)

CAPKUCAH 1.

Pesiome

OpHoii 13 3HaYMMBbIX Uryp CpefHEBEKOBOro apMAHCKOrO UCKYCCTBa ABMAETCA
MUHWaTIOpUCT ABar, nony4msLUMniA obpa3oBaHue B 3HaMeHWTOM [nag3opckom
yHUBEPCUTETE, e €ro yyuTenem u AyXoBHbIM OTLOM Obin apyroii Bblaro-
Wwmiica geatenb apMAHCKol KynbTypbl — Ecan (Mcaiia) Hueuw.

XypomecTBeHHoe Hacneave ABara W3BeCTHO MO LEecATU JOLUEALINM JO Hac
WNNIOCTPUPOBAHHBIM KOJEKCaM, M3 KOTOPbIX LUECTb PYKOMUCEW COo3paHbl B
TaBpuse n Cyntanun. Cpeay MUHMATIOp 3TUX pyKonwuceli BblAenAeTcA cLeHa
Crpawtoro Cypa, npepncraBneHHas B aByx EBaHrenuax us cobpaHua MateHa-
papaHa (pyk. Ne. 7650, 1329 r. n Ne. 212, 1337-1340 rr). B ykasaHHbIX MaHy-
CKpUNTax KOMMO3MLMA 3aHMMaeT cpasy fABa /uUcTa M NpeacTaBnseT pacluu-
peHHyto mkoHorpacputo CrpawHoro Cypa. CueHa HaumHaetca Bropbim [Mpu-
LecTemnem Xpucra, panee naeT BOCKPECEHUe MEPTBbIX U 3aBepLuaeTca nsobpa-
MeHnem apa.

B HayuHoii nutepatype mMuHuaTiopbl CtpawwHoro Cypa 6binv ynoMAHyTbl
BCKOMb3b, a Takie He Obin NMpoBefeH COOTBETCTBYHOLLMIA MKOHOTpadnyeckuit
aHanu3 nocnegHux. JlaHHoe vccnepoBaHue ABNAETCA NepBOli MOMbITKOW Bce-
CTOPOHHEro aHannsa MuHuatiop. B yacTHocTH, B cTaTbe 3aTparvBatoTca Takue
npobnembl kak: a) nkoHorpacpua CrpawHoro Cypa B cpefiHEBEKOBOM apMsAH-
CKOM WCKYCCTBE M 3HayeHue MuHuatiop ABara B ee pa3BuTuu; 6) onpepeneHve
CBA3M HEKOTOPbIX AeTanell CLieHbl C BOCTOYHBIMU W 3anafHbIMU UKOHOTpadu-
yeckMmmM obpasLiamu; B) BbIABNEHWE TEKCTOB, NMOBIMABLLUMX Ha hOpMMUpOBaHME
MKOHOrpadhuM yKasaHHbIX MUHUaTIOP, BKNtoYaa bubnuto, anokpudbl, BuaeHWA
CBATbIX; I) MHTepnpeTauua HEeKOTOPbIX WKOHOrpadMyeckux netaneil B KOH-
TEKCTE apPMAHCKUX CPEeHEBEKOBbLIX KOMMEHTapHEB.
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