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JEBPVKAH LLOrAKAT BAPOAHOBHA
O6pa3 Ceartoro MNpuropusa MNpocBeTntens B apMAHCKOM M €BPOMEriCKOM UCKYCCTBE
(B KOHTEKCTe 1X-XX BeKOB)

[unccepTtauma nocesileHa uUCCNefo0BaHUIO  UKOHOTrpatUUeckoro passutns U
Xy[OXeCTBEHHbIX WHTepnpeTauuii ob6pasa cBaToro [puropusa [pocBeTntens — nNepBoro
KaTtonukoca ApMeHUn 1 eAVHCTBEHHOTO 06 EeXPUCTUAHCKOro CBATOro ApMmsHCcKol Liepkeun —
B apMSHCKOM, BM3aHTUIACKOM U eBponeiickom uckycctBe 1X-XX BB. OCHOBHOI Lefbio
AnccepTauumn ABnseTCa paccMoTpeHne obpasa ceAToro Mpuropusa lMpocseTnTena He B pamkax
OTAENbHOW Xy[OXEeCTBEHHON cpedbl WM BuAa MUCKyccTBa, a kak o6pasa, obnagatoliero
ONUTEeNbHOW MKOHOorpadMyecko 3Bo/oLMeNR, pasnNnyHble 3Tanbl W NPOSBAEHUA KOTOPOL
06yCNoBNEHbI UCTOPUYECKMMU, KOHPECCMOHANbHLIMU, NOMANTUYECKUMU U XYy[0XECTBEHHbIMU
chakTopamu. B cooTBETCTBMM C NOCTaBMEHHOW Lenbio 6biv onpeAeneHbl cneaywwme 3agaqn:

BbIABNTb, C€O6paTb M BBECTM B Hay4Hbli 060pPOT MaKCMManibHO BO3MOXHOE
KONMYecTBO NPOM3BEAEHUI UCKycCTBa, M3obpaxalowmx ceaToro puropus lMpocsBetuTens, u3
pasInyHbIX reorpauyecknx, KynbTYPHbIX U KOH(ECCUOHaNbHbIX Cpef;

- M3y4uTb coOpaHHbIi MaTepuas, MO BO3MOXHOCTW YTOYHWUTb  [JAaTUPOBKY
NamsATHUMKOB, WX aBTOPCTBO, MECTO CO3[4aHUS W UCTOPUKO-KYNbTYPHbIA KOHTEKCT, MOCKOMbKY
3HauuTeNbHas YacTb NPOM3BeLEeHUl coxpaHunacb 6e3 aaT v aBTOPCKUX yKasaHuii;

- cuctematusmMposaTb W COMNOCTaBUTb APMSHCKYH0 W, OCO6EHHO, WHOCTPaHHYI
Hay4Hyl nuTepaTtypy no Teme uccrefosaHus, paccMmaTpueas e€ B paMkax eMHOro Hay4Horo
aHasnm3a;

BbIABUTb ~ MHOFOC/OWHBIA  XxapakTep  uKoHorpadum  cBAToro  [puropusa
MpocBeTuTens, uUCTOpUYECcKne, KOHMeccuoHasbHble U XY[OXEeCTBEHHble OCHOBbl eé
opMunpoBaHns, a Takke W3MEHEHUs U pasBUTUEe WKOHOrpapuyeckux TUMNOB B pas/inyHble
UcTopuyeckne nepuopbl;

onpefenuTb NlOKanbHble W CTUIUCTUMYECKME OCOOEHHOCTU  U306paKeHuid,
cthopmupoBaBLIMXCA B pasfINYHbIX permoHax, paccmarpmsasi UX CBA3b C  06WMUMYU
MKOHOrpanMyeckumm nNpoToTMNamMy 1 o6LEeXPUCTUAHCKOW XyA0XeCTBEHHON Tpaguume;

packpbiTb B3auMoOfeicTBME apMSAHCKOTO W eBPOMeiCcKOro WCKycCTBa B pamkax
nKkoHorpadun cseatoro Mpuropus pocBeTUTENss U Noka3aTb 0COBEHHOCTU pacnpocTpaHeHus
1 BOCMPUATUA ero obpasa B pasiMyHbIX Ky/IbTYPHbIX cpefax.

[ucceptaumss cocTouT U3  BBefAeHMA, TPEX rNas, 3ak/loyYeHus, cnucka
MCNoMb30BaHHON NUTepaTtypbl, CAMCKa WANOCTpauuMii U NPUIOXEHUS C M306pasuTesnbHbIM
mMarepuasiom.

B pesynbTaTte nccnefosaHusa 6bi1n caenaHsl crefyowme BblBOAbI:

- WkoHorpaduyeckasa Tpaguuma ceatoro Fpuropus MNpocseTutens copmmuposanach
B pesynbTate A/IATENIbHOTO W  MHOIOYpOBHEBOro nmpouecca, Bob6bpaBswero B cebs
BM3aHTUICKNe, apMsHCKMe, a no3gHee U eBponeiickMe XyAoXecTBeHHble TeHaeHuuun. Ha
paHHem 3Tane o6pa3 CBATOro yTBepaunca Kak o6pa3 o6 expucTuaHckoro CBATOrO,
BKMOYEHHOro B psAg  OTuoB [MpaBocnaBHoi  Llepkeu. CdhopmupoBasicsi  yCTONUMBbIiA
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KaHOHMYEeCKU UKOHOorpadMyecknini Tun: poHTanbHO cToAwas durypa ¢ 61arocnoBASIOWUM
Xectom n EBaHrenuem B pykax. BO3HWKHYB B BW3aHTMIICKOM WCKyCCTBe, Npexge BCero B
MO03anyHoli nporpamme cobopa CssAToil Coduun, 3TOT TUM BNOCAEACTBUM pacnpocTpaHuics
no BCeMy MpaBOCNaBHOMY MUPY.

- B pasnnuHbiX KynbTypHbIX cpefax WkoHorpadusa [puropusa [lMpocsetutens
nogsepranacb JflokasbHbIM UHTepnpeTauuaMm. B BM3aHTUICKOM U MNOCTBU3AHTMIACKOM
nckycctse ero o6pa3 CcoxpaHs/s KaHOHUYeckWii xapakTep M NoAYEpKMBan [AOCTOMHCTBO
LLepKOBHOIO mepapxa, Torga kak B pyccKoli MKOHOMWUCKU OTAEe/bHble CHOXeTbl COOTHOCW/IUCH C
6ubnelickumy npoobpaszamu, a B apMSAHCKOW MUHMaTIOpe MKoHorpadusi nosny4ymsia oCobeHHO
MHOroobpasHoe 1 AUHaMU4HOE pas3BuUTHe.

- MoHacTbeipckuin  komnnekc CaH-Fperopuo ApmeHo B Heanone sBnsietcs
UCK/TIOYNTESNIbHBIM  SIB/IEHUEM apPMSAHCKOrO U UTa/IbAHCKOrO WCKyccTBa MO  macwitaby,
XY[0XEeCTBEHHOMY YPOBHIO W WAEWHON HaCbIWEHHOCTN LMKNa, MNOCBAWEHHOro [puroputo
MpoceeTutento. ®peckn Jlykn LxXopAaHo u ApYrnx mMactepos, 06befuHAa arnorpadumyeckyto
TpaauLmnIio 1 XyLOXECTBEHHbI A3blk 6apokko, (DOPMMPYIOT LENOCTHOe NOBEeCTBOBAHME O
XW3HW W 4y[OTBOPHOW AeATesIbHOCTU CBATOrO.

- MouuTaHune ceatoro puropusa lpocBeTUTENss He orpaHuymMsBasocb Heanonem, Ho
6bII0 WWMPOKO pacnpocTpaHeHo B pa3nyHbix pernoHax HOxHoli Wtanun. Hapsgy ¢ Heanonem
BaXHbIMW LEeHTpaMu ero KysbTa fBAsAuCL ropoga Hapao u bapu, rge [o HacTosiwero
BPEMEHN COXPaHWUIUCL MOCBAWEHHbIE eMy CpefHEeBeKOBble Xpambl W NPOU3BELEHMUA
ncKyccTBa.

- OCHOBHOW WKOHOrpadMyecknini Tun OAHOMMNCTOBLIX T[paBlop, MW306paxarLLmnx
MyyeHus cBsiToro [puropus, cdopmupoBanca Ha OCHOBe npousBefdeHuii  Jlykaca
YambepnaHyca. Komnosumuwmu, 6nu3kme K aradaHrenoBckoli Tpaguuum u oTanyarolmecs
JeTanbHoli pa3paboTkoli, 6bICTPO NPUOGPEenn KaHOHWYECKUA XapakTep W Ha NPOTAXEHUM
CTONeTUiA BOCMPOM3BOAUINCE B PA3/INUYHbIX apMAHCKMX LieHTpax Mupa.

- OpHoNucToBble rpasBlopbl, B 3aBUCMMOCTM OT Kpyra 3akKasuyukos, UMenn
pasnnyHylo uAaerHyl HanpasBieHHOCTb. B kaTonuMyeckoil cpefe OHWM  Hepeako CAYXWau
nponaraHge apMsiHO-PMMCKOIM YHWW, TOrga Kak B apMSHCKOW anocTONbCKOW Tpaguuum ux
OCHOBHbIM HasHayeHumem 6bIf10 npocnaeneHve csBAToro [puropusa, obpalieHune K ero
3aCTynHUYeCTBY W nonynspusauma ero xutua. bnarogaps MOOGWNLHOCTU, [OCTYNHOCTU W
LUNPOKOMY pacrnpocTpaHeHuto 3TU rpaBlopbl MOAYYNIN MexAyHapofHoe pacnpocTpaHeHue,
X0TA N0 TeM >e nNpuyMHam [0 HaliuMx [fHel 4Yaulie BCero AOWAn B eAWHUYHbIX Wn
NoBpexXAEHHbIX 3K3eMnnsApax.

- WkoHorpachus [puropua [lpoceetuTtens 3aHumana ocoboe MecTo B apMSAHCKOM
KHUXHOM MCKycCcTBe. 3HauuMOoCTb ero obpasa B cTaponeyaTHbIX KHUrax 6bina cToflb Besnka,
4yTo B psfle cry4yaeB [N ero uU3obpaxeHus aganTuposBanuCb rpaslopbl, NepBoHavabHO
co3faHHble ANa ApYrnx eBponeickMx CBATbIX, @ B UHbIX C/y4yasx crneuuasbHO 3akasbiBanvchb
1 BbIMOJTHA/INCb HOBblE KOMMO3ULMK.
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- ApMmsaHCKMe WKOHblI Mongasunm un TpaHcunbBaHun XYWU-X1X BB., coxpaHas
coflepkartesibHble  NNacTbl, CBA3aHHble C APMSAHCKAMW  CBATbHIMW,  HaLWOHAsIbHbIMU
LepKOBHbIMU TPaguMLMAMU W apMSHCKOW AYXOBHOW WAEHTUYHOCTbIO, MNpPefcTaBnalT coboi
cBoeobpasHoe M camMobbITHOE Harnpas/ieHne apMAHCKOro MKOHOMUCHOro UCKycCTBa.

- JestenbHoCTb nepBoi Tunorpadgumn CeaToro dummagsvHa B XVIII Beke He TOJIbKO
NnosioXKuna Havyasio KHUroneyaTtaHuilo Ha Tepputopunm ApMeHuW, HO u cnocobcTBoBasia
(hOpPMMPOBAHNIO CAMOCTOATENIbHOTO MKOHOTpPaUyecKoro s3blka apMSHCKOro neyaTtHoro
uckycctsa. B eé rpaBlopax coeguHUAWCL Tpaguuuu  CpefHEBEKOBOW  MUHMATHOPBI,
HauvoHanbHasa LUepKoBHass CUMBOJIMKA U XY[0XeCTBEeHHble TeHAeHuuu anoxu. Tunorpadus
Ceatoro dumuafsvHa ctana TeM Ky/NbTypHbIM MNPOCTPAHCTBOM, rAe PpyKonucHas Tpaauuums
nosyynna npofos/mkeHne yxe B Qopmax MevyaTHOro WCKycCTBa, 3a/10KWB  OCHOBbI
JanbHeiwero pasBUTUA apMAHCKON MKOHOTpaun U KHMXXHOTO 0hopMAEHUS.

B cpefHeBeKOBOM XPUCTMAHCKOM WCKYCCTBE [NlaBHbIMW  3acTynHUKamu B
Komnosunumsax «boromaTtepb € MnageHuem» 06bI4HO BbiCTynann WoaHH Kpectutenb u
nepsomyyeHuk CredhaH, Torga kak B apMsIHCKOM WCKyCCTBe 3TOT psf, AONONHSAETCA o6pa3om
lpuropus TpoceeTutens, npeAcTaBNeHHbIM KaK MOCTOAHHbIA He6GecHbIi NOKPOoBUTENb U
3aCTYyMHUK apMSIHCKOTO Hapoga. BO3HUKHYB B cpeAHeBEKOBOW MUHMaTIOpe, [AaHHblli
NKOHOrpaduyecknii TunN nony4ns OCOBEHHO LWMPOKOe pacnpocTpaHeHne B apMSHCKOWA
nKoHonucu u rpasope XYM-XYL BB.

MpepaHne o «lMpamoTe N6GBM K cornacus» B CPeAHEBEKOBOW apMAHCKOW W
€BPOMNenckoil KynbType NPeBpaTu/ioCb B BaXKHYI0 MAEO0/0TMYECKY0 OCHOBY /11 OCMbICNEHUS
apMAHO-PUMCKUX LLePKOBHO-MOIUTUYECKNX OTHOLEHUA. B eBponeiickoM MCKycCTBe akueHT
fenancs Ha uee nepseHcTBa Puma, Torga kak B apMSAHCKUX M306paeHUsx nogyépkusanunch
[yXOBHOE paBeHCTBO W 6paTckoe eAMHCTBO ABYX LlepkBeil u vx npepcrtosTenei, 6narogaps
yemMy [aHHbIi  ClOXEeT Ha NPOTAXEHWW BEKOB  COXpaHa/s  CBOK  NOSIUTUYECKYIO,
KOH(peCCUOHANbHYIO U XY[0XECTBEHHYIO aKTyaslbHOCTb.

- WkoHorpadua ceatoro [puropuss [pocBeTUTeNs B pas/fnyHble UCTOpUYEecKue
3MOXM WM B pasHbIX Ky/nbTypHbIX Cpedax pasBuBanacb Kak AMHAMUYHAS W MHOrocnorHas
cMcTeMa, COXpaHsBLIAasi CBOKW OCHOBHYID 6GOroc/floBCKYWd W WAelHYl OCHOBY, HO
OflHOBPEMEHHO MOCTOSAHHO MEePEeOCMbIC/ABLIAACA B HOBbIX XY[OXECTBEHHbIX, MOJUTUYECKUX U
LLepPKOBHbIX KOHTEKCTax.
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SHOGHAKAT DEVRIKYAN
The Image of Saint Gregory the Illuminator in Armenian and European Art (in the
Context of the 9th-20th Centuries)

The dissertation is dedicated to the study of the iconographic development and
artistic interpretations of the image of Saint Gregory the Illuminator—the first Catholicos of
Armenia and the only Pan-Christian saint of the Armenian Church—in Armenian, Byzantine,
and European art from the ninth to the twentieth centuries. The principal aim of the
dissertation is to examine the image of Saint Gregory the Illuminator not within the confines
of a single artistic milieu or artistic medium, but as a figure characterized by a long and
continuous iconographic evolution, whose various stages and manifestations were shaped by
historical, confessional, political, and artistic realities. To achieve this aim, the following
objectives were established:

to identify, collect, and introduce into scholarly circulation the largest possible
number of artistic representations of Saint Gregory the Illuminator from diverse
geographical, cultural, and confessional contexts;

- to study the collected material and, whenever possible, clarify the dating,
authorship, place of production, and historical-cultural environment of the artworks, since a
considerable number of these monuments have survived without dates or authorial
attributions;

to systematically examine and compare Armenian and especially foreign-language
scholarly literature related to the subject, integrating it into a unified academic framework;

- to reveal the multilayered nature of the iconography of Saint Gregory the
llluminator, its historical, confessional, and artistic foundations, as well as the iconographic
transformations and developments that emerged in different periods;

to identify the regional and stylistic characteristics of images created in various
areas while considering their relationship to common iconographic prototypes and the
broader Christian artistic tradition;

- to investigate the interactions between Armenian and European art within the
framework of the iconography of Saint Gregory the Illuminator and to demonstrate the
distinctive features of the dissemination and reception of his image in different cultural
environments.

The dissertation consists of an introduction, three chapters, conclusions, a
bibliography, a list of illustrations, and an appendix containing visual material.

The research has led to the following conclusions:

- The iconographic tradition of Saint Gregory the Illuminator was formed and
developed through a long and multifaceted process that incorporated Byzantine, Armenian,
and later European artistic tendencies. In its earliest phase, Gregory emerged as a universal
Christian saint included among the Fathers of the Orthodox Church and acquired a stable
canonical iconographic type characterized by a frontal standing figure, a gesture of blessing,
and the Gospel in his hands. Originating in Byzantine art, particularly within the mosaic
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programme of Hagia Sophia, this type subsequently spread throughout the Orthodox world
and became the principal form of his representation.

- In different cultural settings, the iconography of Saint Gregory underwent local
reinterpretations. In Byzantine and post-Byzantine art, his image retained its canonical
character and emphasized his status as a Church Father, whereas in Russian icon painting it
was occasionally associated with biblical prototypes. In Armenian manuscript illumination,
however, it experienced a particularly diverse and dynamic development.

The monastic complex of San Gregorio Armeno in Naples constitutes an
exceptional phenomenon in both Armenian and Italian art owing to the scale, artistic quality,
and ideological richness of its cycle dedicated to Saint Gregory the Illuminator. The frescoes
executed by Luca Giordano and other masters, combining hagiographical tradition with the
artistic language of the Baroque, present a comprehensive visual narrative of the saint’s life
and miraculous deeds.

The cult of Saint Gregory the llluminator was not confined to Naples but was
widely disseminated throughout Southern Italy. Alongside Naples, important centres of his
veneration included Nardo and Bari, where medieval churches and artworks dedicated to the
saint have survived to the present day.

The principal iconographic type of single-sheet engravings depicting the torments
of Saint Gregory was established on the basis of the compositions of Lucas Chambellanus.
Closely following the Agathangelos tradition and distinguished by their detailed narrative
structure, these engravings rapidly acquired a canonical status and were reproduced for
centuries in Armenian communities across the world.

In Catholic contexts they frequently promoted the idea of Armenian-Roman
ecclesiastical union, whereas within the Armenian Apostolic tradition they primarily
functioned to glorify Saint Gregory, invoke his intercession, and present his life and sanctity
in an accessible visual form. Owing to their portability, affordability, and wide circulation,
these engravings spread extensively, although for the same reasons they have often survived
only in isolated or damaged examples.

The iconography of Saint Gregory occupied a particularly significant place in
Armenian book art. His image was considered so important in early printed books that
engravings originally created for other European saints were sometimes adapted for his
representation, while in other instances entirely new compositions were specifically
commissioned and engraved for him.

- The Armenian icons of Moldavia and Transylvania from the seventeenth to the
nineteenth centuries, while preserving themes connected with Armenian saints, national
ecclesiastical traditions, and Armenian spiritual identity, constitute a distinctive manifestation
of Armenian icon painting.

- The activity of the first printing house of Holy Etchmiadzin in the eighteenth
century not only marked the beginning of printing in Armenia but also contributed to the
formation of an independent iconographic language in Armenian printed art. Its engravings
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combined the traditions of medieval manuscript illumination, national ecclesiastical
symbolism, and contemporary artistic tendencies. The Etchmiadzin printing house became
the cultural environment in which the manuscript tradition continued in the new medium of
print, laying the foundations for the subsequent development of Armenian iconography and
book art.

In medieval Christian art, the principal intercessors in representations of the
Virgin and Child were usually John the Baptist and Saint Stephen the Protomartyr. In
Armenian art, however, this group was expanded to include Saint Gregory the llluminator,
who was portrayed as the perpetual heavenly protector and intercessor of the Armenian
people. Originating in medieval manuscript illumination, this iconographic type became
especially widespread in Armenian icon painting and engraving during the seventeenth and
eighteenth centuries.

The legend of the “Letter of Love and Concord” became an important ideological
foundation in medieval Armenian and European culture through which Armenian-Roman
ecclesiastical and political relations were interpreted in different ways. European art tended
to emphasize the primacy of Rome, whereas Armenian representations highlighted the
spiritual equality and fraternal unity of the two Churches and their leaders. Consequently,
this theme retained its political, confessional, and artistic relevance for centuries.

- The iconography of Saint Gregory the llluminator developed across different
historical periods and cultural environments as a dynamic and multilayered system that
preserved its fundamental theological and ideological core while continuously adapting to
new artistic, political, and ecclesiastical contexts.
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