ABSTRACT
AN INTERPRETATION OF TEXTILE WEALTH IN THE
ELEVENTH-CENTURY ARMENIAN MINIATURE

FAMILY PORTRAIT OF KING GAGIK-ABAS
OF KARS

The eleventh-centumniniature family portraibf Christian King Gagik-
Abas is the only known Armenian paimgi of a Bagratuni dynastic family.
Established interpretation tife image suggests that indtors of rank and status
are displayed within the iconography andnnerisms of the figures. My analysis
focuses on the profusion siimptuous textiles anddlfntriguing compositional
placement of the female figures in the pietut interpret these pictorial elements
as allusions to dowry wealth and matrilingdieritance. My thesis suggests that
the composition of the image and the opuakenof the represented textiles convey
dynastic affluence in an effort to suppthe central figure, the young daughter,
within the socio-political comixt of medieval life in theegion. As the only heir
of the last Bagratuni king in Greatermenia, Princess Marem was to inherit the
dynastic lineage from her father. Thkingdom was threatened by Seljuk
invasions and Byzantine land annexatiornige$. The image was created during
this tumultuous period in the history oktBagratunis. In such a situation, |
suggest that the miniature painting regdéke family’s respase to the hostile
situation of regional politics for Armeniarobles in their homeland. Within the
historical context of the image, matitdliances between Armenian nobles were
not uncommon and intermarriages exdsbetween Armenian and non-Armenian
dynastic families. Showing dynastic lineage and textdalth in the image was a

plausible way to secure a future fdarem through marital arrangements.
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CHAPTER 1: INTRODUCTION

The eleventh-cenry family portrait miniaturé(Figure 1) of King Gagik-
Abas of Kars is the only knowpainting of Armenian Bagratuhioyalty. Itis a
pictorial document of the king, the queamd their young daughter. Without the
benefit of historical information regard) the commission dhe portrait, this
thesis attempts to intergnés iconography and endeasgdo gain an understanding
of the intent behind the portrayal thie individuals within their social and
historical milieu. The main ggs&gon motivating my study iswhy was the
portrait of the family repesented the way that it was?

It is recognized that symbolic sldties embedded within portraiture are
purposeful. As a cultural construct, parture presents a “response to the natural
human tendency to think about oneselfppéself in relation to others and of
others in apparent relation to themselves and to otfevgithin the context of

medieval portraiture, the intentionality thle agent may vary, but in general it was

1 bickran Kouymjian,The Arts of ArmeniéLisbon: Calouste Gulbenkian Foundation, 1992).
Photograph Ara Giiler, Image No. 69. Accompanied by a Collection of 300 Slides in Color

2 Stephen H. Rapp, e-mail message to author, October 4, 2008. Rapp explained tbal histori
differentiation of the “Bagratuni” name of the mediemakarar tun the Armenian branch and the
K'art'li/Georgia branch, whose familgrigins are Irano-Armenian. Rapp indicates that once a permanent
Georgian branch was established, and in pagicuthen the splintered family became a power in
K'art'li/Georgia lands in the early eighth century, the name Bagratuni could no longer apply to them.
During the Georgian Bagratid “Golden Age,” the name became Bagrationi, perhaps dejilseradel
distance themselves from the ArmenBagratunis. Nevertheless, over time the Bagratids (a more neutral
form of the pan-Caucasian “Bagratunis”) living in Armenia and those who were living in Georgiagbecom
religiously, politically, and linguistically different from one another. Furthermore, pre-modern “@eorgi
history is referred to as Georgian because of the patchwork of other culturally-related eégibith it
was comprised. Sd€art’lis c’xovreba, The Georgian Royal Annals and Their Medieval Armenian
Adaptation Volume I, ed. Stephen H. Rapp, Jr. (New York: Caravan Books, 1998), 13. én exiadil
message to author, September 5, 2011, Rapp stated that in the eleventh and twelfth cenperesd(tfe
my thesis), the name “Georgia” reasibly applies to the geographic area after the Georgian Bagratids first
achieved a permanent political unification of lamh either side of the Surami Mountains.

3 Richard Brilliant,Portraiture (Cambridge: Harvard University Press, 1991), 14.



to document a religious qolitical event, to inspé religious devotion, to
memorialize and extend power and piety tlgio visual perpetuity, or to offer the
object of portraiture to God for divine protection. Not unlike Byzantine medieval
portraiture? Armenian medieval portraits agenerally found within a Christian
spiritual and/or ceremonial therheln this respect, the deliberate composition of
the historical family portrait is not simpby collection of related persons; rather, it
is a reflection of a significant set @flationships within a particular settifig.

Royal portraits exhibit how the ruler antembers of the family wanted to be
perceived by others and to posterifijhe royal portrait format, including
composition, mannerisms, and dress, usg®rtant signs tictorially validate

the power of the figures in the imafidn turn, the scio-political markers
assigned to represent the subject figurgesa function in preserving his or her

desire to be recognized by the vieWer.

4 See lohannis Spatharakit)e Portrait in Byzantine llluminated Manuscrigteiden: E.J. Brill,
1976).

S Dickran Kouymijian, “The Classical Tradition in Armenian ARREArmVol XV (1981): 264-
266. According to Kouymjian, much of the figueat from the time of Armenia’s conversion to
Christianity in the early fourth century is Christiancontent. He indicates that the two major exceptions
(while still within a religious contex are the secular elements afi@mar and genre scenes scattered
around the arcades of canon tables in illuminated manuscripts. Among the many sources for ancient and
medieval Armenian art and its philosophical and political connotations, see LynnBetwesen Islam and
Byzantium, Aght'amar and the Visual Construction of Medieval Armenian RuléBhiphgton, Vermont:
Ashgate, 2007); Sirarpie Der Nersessiamenian Art(London: Thames and Hudson, 1978); Kouymijian,
The Arts of Armenisand Helen Evans, “Kings and Power BasesFPriom Byzantium to Iran: In Honour
of Nina Garsoianeds. J-P. Mahé and Robert W. Thomson (Atlanta: Scholars Press, 1996).

6 Brilliant, Portraiture, 92. Medieval portraiture did not strive for likeness as in modern
portraiture, but its purpose was to express satadlis, religious convictions, or political power.
Individuality of the figure in a medieval portrait was primarily rendered through the individual’s clothing,
heraldry, or other objects related to them. The gosiliofi images was to present the person or persons in
the portrait as how they wanted to be rememberedtowerand not at a particular moment in time. See
Faces of Power and Piety: Medieval Portraiturg Erik Inglis, 2008, J. P. Getty Museum, or
<<http://www.getty.edu/art/exhibitiofgower_piety/index.html>>accessky author on September 9,

2011.

7 Evans, “Kings and Power Bases,” 485.
8 Brilliant, Portraiture, 14.



Figure 1: Portrait of Kig Gagik-Abas, Queen Goranduand Princess Marem.

This image comes from a high resolution photograph of the slide taken by Ara Giler. Courtesy
of Dickran Kouymijian,The Arts of ArmenigAccompanied by a Collection of 300 Slides in

Color), Lisbon: Calouste Gulbenkian Foundation, 1992. Photograph Ara Guler, Image No. 69.

Background
The family portrait of King Gagik-Abasf Kars visually differs from the

more prevalent imagery of medieval Armenragal art. Much of extant medieval
Armenian portraiture in the context patronage of sacred architecture and
manuscript reflects donorgiy demonstrated by figures in prayer, holding
symbolic elements denoting religious dawn, or portrayed in association with
Christ or the Virgin Mary. From what cdxe discerned in its present state, it does
not display the characteristic religiog®nography found in other surviving

Armenian donor miniature podits or sculptural reliefs.
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The current understanding of the paigtsuggests that indicators of rank
and status displayed in the compositialong with the gesture between the king
and princess, reveals an oahing visual intent to Widate the succession of the
Bagratuni dynastic line. However, | belesthat the interpretation of dynastic
succession is only a partial analysis @& gainting. This approach does not
account for the equally proment presence of the queand her visual connection
to sumptuous textile wéth so elaborately exhited in the image.

My thesis examines the wealtha@bth in the image and the symbolic
motifs on the costumes and interiobi&s, which include Sasanian royal
iconography and Sasanian-dedvislamic textile motifsl also reveal previously
unidentified compositional devices usedgsociate the two female figures in the
portrait with the painting’s opulent display textiles. | propose that there is a
relationship between the representediliesxand the compositional placement of
the queen and her daughter. Establishiegpibtorial elements of the portrait in
relation to the importance of textilesdacloth within the social context of
medieval Armenia, particularly for therfmle members of noble society, provides
an opportunity to review contemporary aomics and the use of textiles as valued
goods in political marital allieces and dowries. Thesual evidence embedded in
the painting may suggest an array o$gible scenarios with which to better
understand the family and k®ntemporary situation. In the early eleventh
century, a period whemajor religious and socio-politd pressures confronted the
Armenian nobility from the imperialistiambitions of the Byzantine Empirand
the Islamic caliphate, its ems reasonable to assume that King Gagik-Abas and

his family asserted their dynastic viability in response éoctimnging societal

9 with respect to Armenia, Byzantium is refertedas the “West” and the Islamic caliphate is
referenced as the “East.”
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landscape in efforts to endure in their ancestral land. In this context, | believe that
the elaborate display of textiles in thneniature painting is significant as an

indicator of dynastic affluence and mhtreal wealth. Given that textiles were

both economically and socially importantrimedieval society, | suggest that its
opulence in the royal portrait communicatestatement on behalf of the princess

in the realm of maritahlliance and her dowry.

Manuscripts, Portrait Miniatures and
Colophons

In medieval Armenia, monasteriasdascriptoria flouished, producing

sumptuous illuminated Biblical manuscrigsonsored by merebs of royalty, the
nobility or princely families and high-ramig clergy, who coul afford the high
production expenséS. As shown by records of dations made by princes during
the ninth and tenth centuries, Armenrannasteries had acquired great wealth,
and within the medieval monastery compkexearticularly those associated with
royal centers, the art of illumination flourish&d.

The tradition of medieval Armenianipéing is most eient in extant
manuscript miniatures, which comprise tlargest corpus of Armenian art from
the Middle Ages? The subject matter in paintings was essentially Christian, and

orthodox tradition dictated the standaeti iconography for presentation of the

10Joseph M. Alexanian, “The Armenian Gospel Text from the Fifth through the Fourteenth
Centuries,” inlMedieval Armenian Cultureeds. Thomas J. Samuelian and Michael E. Stone (Chico,
California: Scholars Press, 1984), 386.

11 Der Nersessiafyrmenian Art 305. Armenian monastic complexes were also known for their
large libraries of manuscripts. feeences to illuminations include atgative design work, architectonic
illustrations, casual drawings, marginalia, full-paand half-page paintings as well as portraiture.

12 Thomas F. Mathews and Avedis K. Sanjiamenian Gospel Iconography, The Tradition of
the Glajor Gospe(Washington, D.C.: Dumbarton Oaks Reseaibinary and Collection, 1991), 2. The
Armenian New Testament was translated first f@yriac in the early fifttcentury and was revised
following the Council of Ephesus in 431 A.D. from Greek manuscripts. Also see Alexanian, “The
Armenian Gospel Text from the Fifth through the Fourteenth Centuries,” 381.
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life of Jesus. With the advent of themenian alphabet in the early fifth century,
biblical texts® were translated into Armén from Greek and Syridé. The
primary book of early and medieval Aenian manuscripts was the Gospals.
llluminated manuscripts of the Gospels transcended the functionality of a
religious text. These codices were venerated and miraculous powers were
ascribed to them. In particular, manusts with illuminationswere regarded as
sacred objects not unlike icons in Bgzantine tradition.These manuscripts
served patrons and scribes/painters dedfpes for the salvation of the donors, as
imperishable treasures set in heavEnArmenian Gospels manuscripts of the
eleventh century followed a general mothelt consisted of a set of full-page
scenes following canon tables that weekowed by portraitof the evangelist¥,
and the illuminations were determinedpast of the manuscript production by

agreement between the sponsor and the scribe/pHinter.

13 The four gospels (John, Matthew, Mark, and Luke) would comprise the set of a complete
Armenian Gospels manuscript. Translation of the Bible was probably of the old Syriac \etesioa-|
drafted from the Greek Septuagint version. Earljnémian literature was mainly the translation of Greek
and Syriac commentaries, homilies, hagiographicdings, patristic writings, and other liturgical books.
Fr. Krikor H. Maksoudian, “The Religion of Armenia,” fireasures in Heaven, Armenian llluminated
Manuscripts eds. Thomas F. Mathews and Roger S. W{dew York: The Pigvont Morgan Library,
1994), 27.

14 The translation process mostdli took place when Armeniatsarned the codicology of the
manuscript. Sylvie L. Merian et al., “The Making of An Armenian ManuscriptTreasures in Heaven,
Armenian llluminated Manuscripteds. Thomas F. Mathews and Roger S. Wieck (New York: The
Pierpont Morgan Library, 1994), 124.

15 Complete bibles are rare in the collection of Armenian manuscripts, followed by lectionaries,
hymnals, and collections of homilies. The majodfyextant Armenian manuscripts are Gospel books.
Gospels were the most frequently illustrated text because they were the most widely used. Lydia A.
Dournovo,Armenian MiniaturegNew York: Abrams, 1961), 12.

16 Vrej NersessiarArmenian Illuminated Gospel-Booksondon: British Library, 1987), 11.
17 Nersessiamrmenian llluminated Gospel-Bogl&

18 Avedis K. Sanjian, edColophons of Armenian Manuscripts 1301-148&ource for Middle
Eastern History(Cambridge: Harvard University Press, 1969) Adso see translated colophons in Sirarpie
Der NersessiartArmenian Manuscripts in the Walters Art Gall¢Baltimore: Trustees, 1973).
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For medieval Armenians, to commi®s an illuminated manuscript was to
perpetuate the memory of all those invaalvin its production, especially if the
manuscript was of religious matt€r.In turn, the act of commissioning
iluminated manuscripts was a pious act firaflove for God, or it was dedicated
as a consolation for the paitr's soul and his family dhat of the scribe and his
family. As a memorial téhe soul, the production of the sacred manuscript was
viewed as the most effecéwvay to attain salvatiofl. If the illuminated
manuscript was regarded as a sacrgdabjthen perhaps the actual process
involved in its creatioserved a votive function.

Other motivations for the productia illuminated manuscripts were for
the edification and enlightenment of ttlergy, and as donations to monasteries
and churches to demonstrate the piacisof giving. When the codex was
produced as a part of a memorial bypansor who had no direct heirs, the

manuscript remained in thenfély as an adopted chilor as a family heirloorfit

Byzantine and Armeniaportrait illuminations The composition of a

portrait miniature may be dictated by tiype of manuscript in which it is found,
whether it is biblical, theologitascientific, or historicab2 When comparing
contemporary manuscript illuminations, see that portraits of noble laity in
Byzantine illuminated manuscrigiare contained in such books as the Old

Testament, the New Testament, theologmaks, scientific and historical texts,

19 Sanjian Colophons of Armenian Manuscripts 1301-148D.
20 SanjianColophons of Armenian Manuscripts 1301-1488.
21 SanjianColophons of Armenian Manuscripts 1301-1484.
22 SpatharakisThe Portrait in Byzantine llluminated Manuscripts

23 |n The Portrait in Byzantine llluminated Manuscrip&patharakis excludes a study of the
portraits of Christ, the Virgin, figures from the Old and New Testaments, and saints.
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Chrysobulls?4 Typica2® and various other types of medieval writiZ§sPortraits
in Armenian texts are predominantly found in the Gospels. However, there are a
number of other religious dmon-religious texts thamclude portraits. In
Miniature Arménienne Portraithe texts where Armenian portraits from the
eleventh to the eighteen centuriegeveelentified include the following:
Lectionnaire(Lectionary),Recueil Passages du Nouveau Testan{®atssages of
the New Testament), Bibl€&ommentairCommentary)Assises d’Antioche
(Assizes of Antioch)Hymnaire(Hymnal),Historie d’Arménig(History of
Armenia),Missel(Praybook) Livre de Sermon@Book of Sermons)Chansonnier
(Book of Songs)synaxairg(Collection of the Lives of Saintd)jvre d’heures
(Book of Hours), andlivre des Cantiques douloureé@k Type of manuscript,
inscriptions and colophons all provitextual information regarding the
commission of the codex and, in mostegsa better understanding of the portrait
miniatures included in the bo@k.

In Armenian manuscripts, colophons pided the textual space for scribes,
painters, and patrons to document and@ealize the manuscript as well as to
note personal testimonies regardingithmotivation for creating the codéX.On

many occasions pious actionere mentioned in coloims by scribes, who gave

24 The Chrysobull is a generic name for a type of document that contains the Byzantine emperor’s
gold bulla (seal), later it was ustareference a solemn document regardless if it had a bulla. See
Alexander Kazhdan, edThe Oxford Dictionary of Byzantiughlew York: Oxford University Press, 1991),

451.

25The Typikon liturgical is the book with ridehat govern the celebration of services. See
Kazhdan,The Oxford Dictionary of Byzantiyra131-2132.

26 SpatharakisThe Portrait in Byzantine llluminated Manuscripfd 31-2132.

27 Astghik GuevorkianMiniature Arménienne PortraiiErevan, Armenia: Sovetakan Grogh,
1982).

28 SpatharakisThe Portrait in Byzantine llluminated Manuscripgi1.
29 SanjianColophons of Armenian Manuscripts 1301-1480
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high praise to the donor and his or hemilg. The colophon was used to dedicate
prayers, words of praise, or blessings as in a mem9ritom inscriptions and
colophons we gain an darstanding of the occasidor which an illuminated
manuscript was commissionethformation in colophons from Armenian
manuscripts may indicate whether the sponsor, upon commissioning the codex,
received the manuscript for his or her owge, or donated it to a monastery or
church as part of the family’s pious gast or as a family or personal memofial.
Furthermore, colophons in Armenian macnysts add to the historical testimony

of the times where scribes would mentamtemporary political and social issues
within the bodyof the colophorf> Sometimes we learn more about the scribe and
illustrator from informationncluded in the colophon than from other documentary
sources. For example, the Armenianiseand painter, T'oros Roslin, who had
the sponsorship of the royal family ane tthurch in the thirteenth century often
signed his work and wrote the year ie tolophons of the manuscripts that he
illustrated. Interestinghthis renowned medieval paer is not mentioned by his

contemporaries nor his pupils or assisgarOnly centuries later do we find his

30 SanjianColophons of Armenian Manuscripts 1301-1480

31 Dedicatory information may have also been agreed upon by commissioner and scribe, where
the patron along with family members and close or distant relatives were commemorated seeking the
“mercy of the Lord for their soslin the life hereafter.” Sanjia@olophons of Armenian Manuscripts
1301-148012.

32The following example comes fromfourteenth-centurfl 375) Ritual Book where the scribes
writes, “Yas$x T‘amur [ASig Temir al-Mrid -] captured the royal city of Sis, and there was great
mourning. In this year there occurred a severe famitige entire country, andelprice of one measure of
wheat was 10@ahiri dram.” Sanjian,Colophons of Armenian Manuscripts 1301-1489. Both
dedicatory and historical information could also be found in a colophon, as follows: a@Sthredipient of
this holy Gospel, I, Fimi, wife of Vahram. In bittémes the castle of Lambron was plundered, and this
holy Gospel was brought to the city of Ayas as captive, and I, Fimi, bought this holy Gospel in memory of
my soul and the souls of my parents.” Sanj@olpophons of Armenian Manuscripts 1301-14800.
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name mentioned by a seventeenthtegnArmenian skgbe working in
Sebasteid3

Occurrence of portrait miniaturestivaccompanying inscriptions and
colophons is the ideal sdtion when attempting to determine the occasion for
commissioned miniatures within a codeégometimes the iconography does not
readily allude to the purpose of the corasmon, and it is only from the colophon
that intention is revealed. As arample, the Byzantine manuscixires 100
was commissioned as a gift to the albitfobt. Denis, with whom the emperor
Manuel Il visited, but it is only from the mphon that such an assessment could
have been madé(Figure 2). At times, the amography in the miniature is
enough to suggest the ocaasbf the commission of a manuscript. For example,
in Barberini Psalter gr. 372the small son of the Byzané imperial family in the
center of the image holds a representatibtihe psalter in which the miniature
appears. All three figures in the miniature are crowned by angels and Christ. The
manuscript was executed on the occasiamefchild’s coronation as co-emperor.
Attention is drawn to the co-emperor Bpresenting him with the psalter, which
Spatharakis says is visual evidence thattext was offered for this occasion
(Figure 3)3°

In cases where inscriptions and g@ions provide limited information,
multiple portraits of the sae person over a period the allow the study of the

person’s royal status and life events. lis tigpe of situation, we can discover

33 Sirarpie Der NersessiaNliniature Painting in the Armenian Kingdom of Cilicia from the
Twelfth to the Fourteenth Centuyol. 1 (Washington D.C.: Dumbarton Oaks Research, 1993), 51.
Sebasteia is now called Sivas and it is located in east-central Turkey.

34 SpatharakisThe Portrait in Byzantine llluminated Manuscripgi1.

35 SpatharakisThe Portrait in Byzantine llluminated Manuscrip®l1; also see figure Barb.
Gr. 372 f. 5r, in Spatharakis.



Figure 2: Manuel Il and his family.
MS Ivoires 100, f. 2r., Musée du Louvre. Source: SpatharakisPortrait in Byzantine
llluminated Manuscriptsfig. 93.

Figure 3: Barbarini Psalter, gr. 372f. 5r.
Source: Spatharaki$he Portrait in Byzantine llluminated Manuscriptig. 7.

11
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changes in ceremonial costume. Intthieeeenth and fourteenth centuries of
Armenian portraiture, Lewon Il provides suah example. There are at least four
different portraits painted at various tirperiods. One is the portrait of Lewon as
a young boy. He standscfag front protected by twangels, and along his sides

IS an inscription with I§ name (Figure 4). Another is the portrait of Lewon
holding the Gospels book posing withrda on the occasion of their marital
ceremony. The portrait is a symbolipresentation of their wedding ceremony
(Figure 5)36

Figure 4: Portrait of Prince Lewon as a young boy.
Erevan Mat. 8321, fol. 25. Source: Der Nersesd¥niature Painting fig. 639.

36 Der NersessiaMiniature Painting 154.
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Figure 5: Prince Lewon and his wife Keran.
Jerusalem ms 2660, fol. 228. Source: Der Nerseddiamature Painting fig. 640.

More importantly, the portrait miniature served as imagery to express
power and convey symbolic informatioklsing studies of portrait paintings in the
Byzantine corpus of illuminated manuscriptdat is revealed is that the figure
most portrayed was of the emperor.rtRots of the Byzantine sovereign for
public use were commissioned for varimegasions: to include official court
ceremony or with the imperial family, in litary campaigns or in triumphs over
enemies, being crowned by Christ oaying as a suppliant, and receiving or
giving a donatior$/ Miniatures that showed tlemperor being crowned by Christ
were for manuscripts commissioned on theaston of a coronation. What can be
stated about an image where Christegyp with a Byzantineuler is that the
illustration is a symbolic conation of the emperor. this case, the emperor is

receiving his authority from God whose povie represents on earth. Itis

37 SpatharakisThe Portrait in Byzantine llluminated Manuscripss5.
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through the protection of Christ thae emperor, chosdsy God, becomes the
successor to ruler of a Christian EmpifeAlong with the Byzantine imperial
portraits, there were other illustrationsnranuscripts that could be categorized as
the author portrait, the historical portrdfte portrait of the dead, and the family
portrait, each having its own respective iconograj$h¥or private use, a portrait
may have been commissioned for seculappses. In such situations, an image
could have been useditotiate marital engagements. Examples of where a
portrait was used for sueéhpurpose include the case of the eunuch Eutropius who
persuaded Arcadius to marry Aelia Eudda@sed on her picture, and of Heraclius,
who showed a picture of his daughter to a Turkish le&der.

Against this general backgroundAfmenian and Byzantine manuscripts,
colophons, and miniature portraitsntroduce the only known surviving
manuscript of King Gagik-Abas of Kanshere the partial royal miniature portrait

has been inserted.

The Gospels of King Gagik-Abas of
Karstl

The Gospels of King Gagik-Abas of Kaase regarded as the “most

accomplished and the most ambitiousn&nian manuscript of the eleventh

38 SpatharakisThe Portrait in Byzantine llluminated Manuscrip#l2-243.

39 SpatharakisThe Portrait in Byzantine llluminated Manuscrip#l6-250. The image of the
family portrait in Byzantine societygached its most advanced statéhe Palaiologa era (1261-1453).

40 SpatharakisThe Portrait in Byzantine llluminated Manuscrip84.

41 pickran Kouymiian, “Index of Armenian Art.”Armenian Studies Program, California State
University, Fresno. <http://armeniastudies.csufremthwiaa_miniatures/manuscript.aspx?ms=J2556G>
accessed by author, 8 May 2008. The database fa25%65 provides information on the structure and
form of the manuscript along with other details. The Gospel text is made of parchment, with paper
replacements, and its script is laggkat’agir in black ink. The database site also provides thumbnail
images of the existing illuminations to include the decorative canon tables, Letter of Eusebian to Carpianus,
and several of the extant miniatures in the manuscript.
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century.®® The full extent of the illuminations in ti@ospels of King Gagik-Abas
of Karsis not known since over 90 percenttloé miniatures were removed by an
unidentified collectof? but the extant miniatures have been described by scholars
as lavish and sumptuous in their ornatagion. Of the surviving illuminatioris,
“The Sermon on the Mount” (fol. 21¥lrigure 6) is an illumination that
exemplifies the adoption of Byzantisgyles by Armenian artists. Other
illuminations in theGospels of King Gagik-Abas of Kakow the incorporation
of classical modeling in the treatntaxi cloth with Armenian artistic
interpretation of narrative elementshiblical scenes. These include the
“Temptation of Christ” (fol. 244) (Figuré), where the depiction of a throne is
used to indicate the Kingdoof the World, which Jesurefused to accept from
Satan; the appearance of four womenaathan two at thtEmpty Tomb” (fol.
132v); “Christ Appearing before the Agtes (fol. 134v) (Figure 8); and “Christ
with the Rich Young Ruler?® (fol. 330) (Figure 9).

42 Thomas F. Mathews, “The Classic Phase of Bagratid and Artsruni lllumination, The Tenth and
Eleventh Centuries,” ifreasures in Heaven, Armenian llluminated Manuscyigts. Thomas F. Mathews
and Roger S. Wieck (New York: TheeRdont Morgan Library, 1994), 60.

43 Mathews, “The Classic Phase of Bagratid Andruni lllumination, The Tenth and Eleventh
Centuries,” 60.

44 Bezalel Narkiss, edArmenian Art Treasures of JerusaléNew York: Caratzas Brothers
Publishing, 1979), 147The manuscript is missing many of its original miniatures and some text. The
opening section is fragmentary and the following tkustrations are listed by Narkiss as those in ms
J2556: fol. 18, first Temptation of Christ; fol. 1&egcond Temptation (partly excised); fol. 19, third
Temptation; fol. 21v, Christ choosing the Apostles, or the Sermon on the Mount; fol. 118, Christ in
Gethsemane; fol. 125, Christ before Pilate; fol. Rdiman soldiers mocking Christ (partly excised); fol.
132v, the Women at the Tomb; fol. 134v, Christ apipgaio the Apostles; fol. 135v, King Gagik and his
family; fol. 143v, the healing of the paralytic; f@06v, the Last Supper; fol. 214v, Peter in the High
Priest’s courtyard; fol. 222v, picture of the royal fan{ityost of it excised) [I do not understand this entry
made by Bezalel since the royal portrait is fob,3and | know of no other image of the family.
Unfortunately, | am not in any position to examine this issue more closely]; fol. 244, first Temptation of
Christ; fol. 244v, second and third Temptations of Ghfiid. 330, Christ with the rich young ruler; fols.
332, 338, 340, drawing in the margins, questionable copies of missing panels3¥pICBEst and the
Pharisees (partly excised); fdll9, the Pharisees talking to thlend youth who has been healed.

45 Narkiss, ed.Armenian Art Treasures of Jerusaletd7.
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Figure 6: “The Sermon on tiMount” (fol. 21v) ms J2556.
Source: Narkiss, edArmenian Art Treasures of Jerusale®4.

i M. P PSR | £t i AN e e o

Figure 7: Temptation of Christ, f@44, from eleventh century ms J2556.
Source: Der Nersessialwymenian Arf plate 76, p. 104.
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Figure 8: “Christ Appearing tthe Apostles,” (134v), ms J2556.
Source: Narkiss, edArmenian Art Treasures of Jerusaled4.

Figure 9: “Christ with the RicNoung Ruler,” (fol. 330), ms J2556.
Source: Der Nersessiaitmenian Arf plate 77, p. 105
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The Discovery and Background of the
Royal Portrait Miniature

The partial folio of the Armenian miature portrait of King Gagik-Abas of
Kars, Queen Goranduxt, and Princkksem was found in 1911 by Bishop
NSanean in a chest usedpreserve manuscript fimnents for book bindings
located in the print shop d¢ifie Armenian Patriarchat€. Over many years of
neglect, the miniature endured sevengironmental damage and physical
defacement’/ Existing as the lower half offalio, there is a cut along the upper
portion of the miniaturé8 that excises portions of the faces of the figures. While
only the lower half of the queen’s facadentifiable, the physiognomy of the king
Is unrecognizable. However, most oé ttacial features of the princess are
preserved?® NSanean made the initial supposi&iéthat the miniature folio was
part of theGospels of Gagik-Abas of Kamalso known as desalem manuscript

no. 2556 (henceforth ms J2558) He came to this conclusion based on a royal

46 pickran Kouymijian, “An Interpretation of Bagratid and Artsruni Art and Ceremaloytnal
of the Society of Armenian Studi&8:2 (December 2009):117, footnote 11. Also see Thomas F. Mathews
and Annie-Christine Daskalakis, “The Portrait oineess Marem of Kars, Jerusalem 2556, fol. 135b,” in
From Byzantium to Iran: In Honour of Nina Garsojas., J-P. Mahé and Robert W. Thomson (Atlanta
Scholars Press, 1996), 475; and M. NSanean, “The Portrait of King Gagik of Kiangt, August 1911:
683-687 [in Armenian].

47 Some time during its history, prior to 1703, the pages and parts of pages of the manuscript were
cut out. This may or may not explain the reason thieyminiature family portrait was cut across at the top
of the subject’s faces. Narkiss, efitmenian Art Treasures of Jerusaleid7.

48 Kouymijian indicates that the portrait was most likely located on the verso side of the leaf from
pricking evidence. From his brief viewing of thagment in July 2009, Kouymijian writes that the
surviving fragment was the lower part of a folio written in two columns most likely cut in half and folded
down the middle to be used for another manuscript as a guard leaf. Kouymjian, “An Intenpetati
Bagratid and Artsruni Art and Ceremony,” 117.

49 Kouymijian,The Arts of Armenidmage No. 69, photograph by Ara Giiler. Also see Narkiss,
ed.,Armenian Art Treasures of Jerusales3.

50 NsaneanArarat, 683-687. The royal names were confirmed by other scholars who studied the
painting at the time, namely Garegin Hgvgan. See Kouymijian, “An Interpretation of Bagratid and
Artsruni Art and Ceremony,” 117, footnote 11.

S1The King Gagik Gospel is located in the Btmes Treasury in Jerusalem. The codex of the
four Gospels is dated ca. 1050 CE. Itis made of thick parchment and contains 481 foliogedtaved
in 1703 at the request of the Patriarch of Jerusaleyat parchment text was replaced by paper. Narkiss,
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name that he identified in the fragmentaofophon located on the reverse of the
portrait folio 135v, referencing Gag#ahansal¥2 This name cwesponded to the
king among a list of other royal namesdted in another fragmentary colophon
(folio 317v) found at the enaf the Gospel of St. Luke in ms J2556. Other names
found on the folio in thenanuscript mention Goranduxt, the holy queen and their
offspring Marem. Based on this inforn@ti the miniature portrait was thought to
be a donor portrait from ms J25%8.

The image was later inserted at #nd of the Gospel of St. Matthew
under the assumption that there were at one time portraits of the royal family at the
bottom of each of the foliosith dedicatoy colophon$® The four fragmentary
colophons in ms J2556 are found on tpeer-third to the upper-half of folios:

5v, 135v (the miniaturportrait), 222v, and 317388 The miniature family portrait

ed.,Armenian Art Treasures of Jerusaletd7. Mathews indicates that the book is about 52 x 40
centimeters before modern rebinding. Mathews, “The Classic Phase of Bagratid and Artsruni ilaminat
The Tenth and Eleventh Centuries,” 60.

527his refers to the title “king of kings” in the translation of the partial colophon of folio 5v. See
footnote 56 below for Tim Greenwood'’s translation of the colophon as provided to autleouserof the
Persian title oBahansalbegan during the Achaemenid Empire and was bestowed upon a king who ruled
over other minor kings with “vassals.”

53According to Kouymijian “An Interpretation of Bagid and Artsruni Art and Ceremony,” 118.
Der Nersessian believed the fragment portrait to be one of four donor portraits to be plasethatath
each of the Gospels. She believesl sirviving royal portrait of King Gak Abas of Kars was originally
at the end of St. John. In corresdence to the author, Kouymjian assdrthat the colophon on the recto
of the fragment folio is the main cqlbon of the scribe. As is usuallyethase, the main colophon is placed
at the end of the Gospels, thus it wbbk at the end of St. John (as suggested by Der Nersessian). At this
time, however, the miniature is “hinged onto the verso folio facing the first page of the GloSpel
Matthew,” where it has been sm 1911 (Kouymjian, e-mail message to author April 4, 2010).

54 The miniature painting is attached to the ms J2556 with a paper hinge between the end of
Mathew’s Gospel and the beginning of Mark’s Gospiéie portrait has a fold down the middle and a pair
of diamond-shaped stitching holes that are indications of its previous use as a flyleaf for a smaller
manuscript as suggested by Kouymjian. See Kouymjian, “An Interpretation of Bagratid simohiAhirt
and Ceremony,” 99; Mathews and Daskalakis, “The Portrait of Princess Marem of Kars, Jerusalem 2556,
fol. 135b,” 475.

35 Narkiss, ed.Armenian Art Treasures of Jerusaleid7.

56 Timothy Greenwood, e-mail message to author, May 31, 2007. Greenwood provided me with
his translation of the colophon from Hovsep’yan’s collection of colophons (pp. 241-244), and from Der
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has been inserted on the verso foliorigdhe first page of the Gospel of St.
Matthew in theGospels of King Gagik-Ab&g Armenian art historian Sirarpie
Der Nersessian suggested in 1¥5Bat the miniature portrait leaf may originally
have been located at the esfdhe Gospel of St. JoH. Figure 10 provides a
view of the physical layout dhe miniature within the manuscri@ftand Figure
11 provides an image of the parttalophon on the reverse side of the
miniature6l

In 1996, art historians Thomas F. tdaws and Annie-Christine Daskalakis

compared the dophons in th&sospels of King Gagik-Abagith that of the

Nersessian’s 1984 article, RE ArmVol. 18. The translation cited by Mathews and Daskalakis in “The
Portrait of Princess Marem of Kars, Jerusalem 2556, fol. 135b,” is included within the bodypegar.
Greenwood’s translation is as follow#ol. 5v at the end of the Letter of Eusebius<<Holy Trinity, have
pity/mercy on Gagik SahanSah/King of Kings>>; fol. 135v at the end of the Gospel of St.
Matthew<<Remember to the Lord Jesus Christ the sponsor/patron of this Holy Gospel, Gagik SahanSah, the
son of Abas>>; fol. 222v at the enfithe Gospel of St. Mark<<Remenlie the Lord the sponsor/patron

of this Holy Gospel, Gagik Sahan3ah, son of Abadol. 317v at the ethof the Gospel of St.
Luke<<Remember [to the Holy] Trinity the sponsor of this Holy Gospel, Gagik SahanSah, son of Abas,
gueen Goranduxt and Marem, in whom the Holy Sgisi¢lls, whose conduct is excellent and who is filled
with proper fear of the Lord and perfect behavioingénstructed, he examined all the spiritually-adorned
characters...[for the sake of] Goranduxt, the holy queehtheir offspring, Marem, so that God will bless
them through the long days of his church with yearsesice...[incomplete]”. Alseee Figure 11 in this
chapter for the image of the partial colophon on the recto of the portrait taken by Kouymijian in July 2009.

57 Kouymiian, e-mail message to author, September 3, 2009. Kouymjian had an oppartunity t
briefly look at ms J2556 during a conferencgitin 2009 at the Patriarchate in Jerusalem.

58 Kouymijian, “An Interpretation of Bagratid and Artsruni Art and Ceremony,” 99 afd Il
his review article, Kouymijian indicates that Der Nersessian spent six months in 1952 studying the
manuscript while her sister took pictures of the imagor a summary on thegtific academic life of Der
Nersessian see Chapter 3irarpie Der Nersessigii896-1989) Pioneer of Armenian Art History,” by
Dickran Kouymjian inWomen Medievalists and the Acadestdited by Jane Chance.

59 Der Nersessian, “L’Evangile du Roi Gagik De Kars: Jerusalem, No. 2556,” 86. Kouymijian
indicates that the portrait was inserted in the manuscript after the sections of St. Matthew. Kouymijian, e-
mail message to author, November 6, 2009.

60 Narkiss, ed.Armenian Art Treasures of Jerusaled3, fig. 48.

61 Image provided by Kouymijian in an e-mail message attachment to author, 3 September 2009.
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Figure 10: Physical layout of theyal portrait miniature within ms J2556.
Source: NarkissArmenian Art Treasures of Jerusaled3.

Figure 11: Partial colophoon the reverse of the King Gagik-Abas royal portrait.
Source: Electronic mail correspondence to author by Dickran Kouymjian on November 6, 2009.
Also see Kouymijian, “An Interpretation of Bagratid and Artsruni Art and Ceremony,” 100.
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miniature painting. They found that bdsen the codicology and paleography of
the colophons in ms J2556 and thathef portrait miniature, the two were
irreconcilable82 By comparing the language, script, and format of the colophon
on the reverse side of the portrait fragmenthe three surviag colophons of the
Gospels of King Gagik-Abathey found major discrepancies that led the scholars
to assume that the paatt came from another manuscript commissioned by the
king. The Mathews and Daskalakis evélaestablished the following: (1) all
colophons are ruled for twanlumns; (2) the partial éaphon of folio 135v is
written in a slanting hand with close lettey, the columns are slightly narrower,
and its rulings are equally spaced; angdt@ colophons of s 5v, 222v, 317v
are ruled in pairs of lines, and the writiisgn large upright letters “matching the
first lines of text of each Gospel?’ Translation of the colophon of the portrait
fragment (135v) reads: “(First columnih‘whom dwells the Holy Spirit of the
Trinity in his graceful life, filled withthe spirit of the feaof the Lord, with
iImmaculate reputation, erudite, he sadlall the holy scriptures...” (Second
column) ‘for the holygueen Goranduxt, and for Maneheir offspring, that God
may grant them to his church fomig days, peaceful years, before. 84"Based

on the disparity between the two setsurviving colophons, Mathews and
Daskalakis suggest that the portraihmature leaf and ms J2556 came from two
different manuscript production workshapshe Bagratuni Kingdom of Kars.

They also suggest that bdsen the devotional reading of the colophon associated

62 Mathews and Daskalakis, “The Rait of Princess Marem of Kars” 476.
63 Mathews and Daskalakis, “The Poitiaf Princess Marem of Kars,” 476.
64 Mathews and Daskalakis, “The Poitiaf Princess Marem of Kars,” 476.
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with the portrait miniature, the unknown maescript may have been either a sacred
text, or part of some other volume of scripture or a servicétext.

In a 2009 review essay in tleurnal of the Societyf Armenian Studies
Dickran Kouymijian provided hiassessment of the cologn and its paleography.
While not discounting the interpretative work of Mathews and Daskalakis, he
offers his explanation for the possibleaiepancy between the colophon ruling of
the portrait fragment and that found in ms J2556. Kouymjian believes that the
Lazarine Gospels of 88fe a good example to explahe existence of multiple
rulings in a single code®€ Nevertheless, whether or not the leaf of the family
portrait belonged to the nd2556 or to a second mantpt it does not affect the
importance of the miniaturetomposition and iconography.

Interpretation of the Royal Family
Portrait

The interpretation of the portraitipéing by Mathews and Daskalakis as
one signaling dynastic successiwas the first contextual alysis of the imagery.
In support of their theoryhe scholars offered thellowing ideas regarding the
image: (1) there was a distinct secutaode in the composition and iconography
of the image, (2) the princess was placethe center between the king and the
gueen, (3) the king displayed a gesturdefierence to the princess, and (4) the
king and princess sharéidaz bands, regalia of Muslim nobility that had political
inference$ along with other notable Islamiconographic elements. Mathews

and Daskalakis considerecetie notions in tandem to sugg that the image of the

65 Mathews and Daskalakis, “The PortmiitPrincess Marem of Kars,” 477.
66 Kouymijian, “An Interpretation of Bagratid and Artsruni Art and Ceremony,” 118.

67 Mathews and Daskalakis, “The Poitiaf Princess Marem of Kars,” 480.
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royal portrait conveyed a political s®age, suggesting Princess Marerthas
successor to the throf@.

Several years after the Mathews andkadakis contextual study of the
miniature portrait, medieval Armeniant &istorian Lynn Joreconducted her own
contextual research of the image bypdasizing the iconographic prominence of
the queen and pictorial symbols to segigher royal role in commissioning the
work. However, | challenged this natiased on my comparative formal and
iconographic analysi& Other studies of the royal portrait were confined to
specific research areas, swashits provenance withgpeect to ms J2556, possible
date of the image, identification tife figural subjects along with a formal
analysis of the costumes and interior settifigind the contribution of the

represented textiles in the miniaguo the study of Armenian textilés.

Thesis Research and Methodology

The purpose of my thesis to evaluate the miniate portrait as a pictorial
document of the family during the periodvimich King Gagik-Abas of Kars ruled
in his homeland to its takeover by theZBptines. Using the suggestions made by
Mathews and Daskalakis in their papehé&lPortrait of Princess Marem of Kars,

Jerusalem 2556, fol.35b,” | expand upon the notion dynastic references in the

68 Mathews and Daskalakis, “The PortmfitPrincess Marem of Kars,” 477.

69 Hazel Antaramian-Hofman, ‘“AArt History Commentary on @en Gorandukht in the Royal
Family Portrait Miniature Painting of King Gagik-Abas and His Family Jaarnal of the Society for
Armenian Studiesl8:2 (2009): 71-81.

70 These studies include thatBishop NSanean (1911), Sirarpie Der Nersessian (1984), and
Garegin Hovap'ian as referenced by Dickran Kouymjian in “An Interpretation of Bagratid and Artsruni
Art and Ceremony,” 117, footnote 11.

71 Marielle Martiniani-Reber, “Les tissus mésaux arméniens: essai d'identification,” in
Between Paris and Fresno, Armenian Studies in Honor of Dickran KouyragiarBarlow Der
Mugrdechian (Costa Mesa: Mazda Publishers, 2008), 141-154.
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Imagery by analyzing other symbolic elertefound in the painting. Specifically,

| analyze the role of the female figuieshe composition with respect to their
iconographic connection to the sumptuowsplily of elaborately decorated textiles
represented in the miniature. This analysisontextualized iterms of the social
history of medieval Armenia and the cemtporary political situation of the royal
family.

In chapter 2, | discuss the overalbmography, composition, and style of
the royal miniature portrait. In thchapter, | identify the iconographic and
stylistic differences between the miniayortrait and extant illuminations in the
ms J2556 and other Armenian donor portraltbe chapter discusses gestures and
the placement of the figures in the compositialong with the object held by the
gueen. With the use of Armenian, Byzantine, and Georgian medieval royal
portrait paintings, frescos, and sculpturdiefs, | establish an artistic framework
upon which to evaluate thminiature portrait. | also review contemporary Islamic
portraiture to comparatively note Easteourtly mannerisms. In the last section
of chapter 2, | describe the intersetting of the portrait as well as other
iconographic elements asittem the textile décor.

Textiles, both of costumes and of the decorative interior setting, are
discussed in chapter 3. In this cteapl provide an overview of medieval
Armenian textiles and a review of historical commentaries made by non-Armenian
sources regarding the value of Armeniartile goods. The vast number of
textiles represented in the miniature pattr@s compared tother contemporary
Armenian and non-Armenian non-rebgis figural miniatures, speaks to the
importance of this symbolic element irettmage. | examinthe fabrics in the
miniature portrait for their design maifind for any recognizable cultural

derivation.
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Chapter 4 provides the social and histakbackground of the royal family.
The chapter summarizes the social, hisady and economic context under which
the family operated, as well the politicahte of the time. | expand upon textiles
with respect to marital consideratiossd its economic significance in the
medieval Near East. Geopolitical anatisbrealities such as political marital
alliances and dowries are alsonsidered in this chapter.

| conclude in chapter 5 with my thoughts as to why the family portrayed
itself in the manner that it did. Based@nsting historical evidence and the art
historical observations made in the preMahapters, the speculations that | put
forth attempt to give one interpretatiohthe miniature family portrait of King
Gagik-Abas of Kars. | believe thiéte miniature painting is unusual among
medieval group portrait paintings tinat its composition and iconography
communicates a message nairfd in other extant Armenian royal portraits. The
emphasis of females and the display of tettiles in a secularized interior setting

assign a socio-political context to the painting.



CHAPTER 2: VISUAL ANALYSIS OF THE ROYAL FAMILY
PORTRAIT MINIATURE OF KING GAGIK-ABAS OF KARS
AND COMPARATIVE PORTRAITURE

Iconographic decisions pertaining torfpaiture painting are determined by
cultural values of importance in the contekthe times. Thesén turn, shape the
social preferences and demandishe patron and the artisttyle employed. Itis
my premise that the royal family portraitidted in this thesis characterized by a
composition, iconography, and an artigtgproach that is unique and distinctive
to this miniature. There are several asp®f this painting that differentiate it
from the traditional tendenayf incorporating religious subject matter or
iconographic elements into the medievah®@nian portrait. These unique features
include the absence of traditional religiaosnography, the presence of Eastern
secular courtly elementsithin a sumptuous textile tarior setting adorned with
sumptuous textilesand the unparalleled comitiznal placement and hand
gesture display of family membersextant Armenian portraiture. The
combination of these elemisrdistinguishes the roypbrtrait of King Gagik-Abas

as one that alludes to a proclamatirevolving around the central figute.

Iconography, Stylistic Character and Composition

A comparative analysis of the cpwsition and iconogmhy between the

miniature family portrait of King Gagik-Ads and other extant Armenian and non-

1 Chapter 3 provides an in-depth analysis of the textile decoration and motif presented in the
miniature.

2 Thomas F. Mathews and Annie-Christine Daakisi, “The Portrait of Princess Marem of Kars,
Jerusalem 2556, fol. 135b,” From Byzantium to Iran: In Honour of Nina Garsojaus., J-P. Mahé and
Robert W. Thomson (Atlanta: Scholars Press, 1996), 48; and Lynn Betwsgen Islam and Byzantium,
Aght'amar and the Visual Construction of Medieval Armenian Rulefghigington, Vermont: Ashgate,
2007).
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Armeniar® portraiture paintings and sculptumalages shows that the depiction of
King Gagik and his family may be an Unazacteristic presentation in the oeuvre
of extant Armenian medieval portraitipaing. Unfortunately, the small number
of existing portrait miniatures fromaund the eleventh camry limits my
comparative analysis. Hower, from what is available of medieval Armenian
portraiture, it can be noted that the existing royal miniature portrait differs in
composition from most Armenian imagesdoinors that are set within a Christian
textual context.

For the comparative review, | carnied several publications that
catalogued Armenian illuminated manuscrijoisnd in various public depositories
and collections. An important source for the study of medieval Armenian portraits
was compiled by art historian Astghik Guaekian in her catalogue of miniatures
of laity and non-biblical figure$. The miniatures in Gwerkian’s book that are
relevant to this study include portraits of Armenian receivéeptionnire}
royals and their family, married donoéppux commanditairgscatholicate,
priors rieurs), nobles, and other historic Armian figures. | used these
miniatures, along with those found irhet sources including notable catalogues

of miniature painting8,to compare the composition of the figures and settings in

3 Non-Armenian here implies extant Byzantine and Islamic royal portraits available to me for this
study.

4 See Astghik GuevorkiaMiniature Arménienne PortraitErevan, Armenia: Sovetakan Grogh,
1982). Guevorkian did not include Armenian miarass of figures illustrating New Testament scenes or
those of the Evangelists.

S Some other references for miniatures inclad@enian Gospel Iconography, The Tradition of
the Glajor Gospeby Thomas F. Mathews and Avedis K. Sanjiarmenian Artby Sirarpie Der
Nersessianyliniature Painting in the Armenian Kingdom of Cilicia from the Twelfth to the Fourteenth
Centuryby Sirarpie Der Nersessiahreasures in Heavelny Thomas F. Mathews and Roger S. Wieck,
eds.,Armenian Art Treasures of Jerusaléay Bezalel Narkiss, edArmenian Miniature Paintindpy Father
Janashian, antihe Arts of ArmenigAccompanied by a Collection of 300 Slides in Cployr Dickran
Kouymjian.
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the portraits illustrated to the compositionkaohg Gagik’s family portrait. Of the
125 miniature&catalogued in Guevorkian’'s book medieval Armenian portraits,
five paintings are from the eleventh aany, which includeghe King Gagik

family portrait, and one is from the twelfth centdrnf he remaining portion of the
portraits compiled by Guevorkian is from ttigrteenth century oiater. Of these
thirteenth-century illustrationshe majority of the royal family portraits are those

commissioned by Armeniamobility in Cilicia8

Religious Content

Armenian portraits of noble laity atraditionally imbued with religious
iconography and Biblical narrative There are several examples of this type of
portrait painting. An eleveh-century portrait examplacludes the representation
of the Armenian receivé? Simeon and his three brothers in the presence of the

Archangel Raphael (1033, Erevan ms 283, fol.13athers include the

6 There are less than 125 differentiatures catalogued Guevorkian’sMiniature Arménienne
Portrait since a few of the miniatures are details ofshme image yet are given separate plate numbers.
Nevertheless, the number of different miniatures remains above 100.

7 In GuevorkianMiniature Arménienne Portraifigures 1 through 5 are from the eleventh
century, figure 6 is from the twelfth century; figurészhe family portrait of King Gagik-Abas of Kars.

8 Eleventh-century politics compelled the immigration of Armenians from Greater Armenia to the
interior lands of Byzantium, including the area of @dim southwestern Anatolia. Greater Armenia or
proper Armenia, as defined by Sirarpie Der Nersessiannrenia and the Byzantine Empire, A Brief Study
of Armenian Art and Civilizatio(Cambridge, Massachusetts: Harvdmversity Press, 1945), 3, is the
area east of the Euphrates River, northwest of the river Tchorokh, “on the north by the river Kura...on the
east and southeast by the river Araxes, the Lak#rofa, and the valley of the Great Zab; and on the
south, by the valley of the Tigris, and the mountainiKurdistan.” Cilicia isa region in the Byzantine
Empire that borders the northeastern part of the Meditean Sea. Chapter 4 pides in greater detail the
historical and geographical context of King Gagik-Abas and his family during this time period.

9 This includes any reference to Biblical figur€$yrist, the Virgin Mary, or representation of the
Gospels, New Testament picture-cycle, and other religious symbols. The family portrait of King Gagik-
Abas, as this study will show, does not include anthe$e religious elements within its composition, and
the body posture most commonly associatéd donors placed below religious image.

10|n Miniature Arménienne Portraizuevorkian writes that Siméon is “le réceptionnaire” in the
image.

11 GuevorkianMiniature Arménienne Portraifig. 4.
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thirteenth-centurfQueen Mariun Gospgeims 1973 where there are three
miniatures (Figures 12-14f the queen in full-page panel paintings depicting her
within such biblicakcenes as the “Nativityf Christ” (fol. 8v)12 “Entry of Christ
into Jerusalem” (fol. 11433 and “Deposition of Christ from the Cross” (fol.
258v)14

Figure 12. “Nativity of Chst” in thirteenth-centurfQueen Mariun Gospel
Manuscript 1973, fol. 8v. Source: Bezalel Narkiss, A&dnenian Art Treasures of Jerusalem
(New York: Caratzas Brothers Publishing), 85, fig. 108.

12 Bezalel Narkiss, edArmenian Art Treasures of Jerusal¢New York: Caratzas Brothers
Publishing, 1979), 85, fig. 108.

13 Narkiss,Armenian Art Treasures of Jerusaleds, fig. 109.

14 Narkiss,Armenian Art Treasures of Jerusales®, fig. 110. Note that Guevorkian also cites
the image, but indicates that it is folio 208b.
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k'L 4
Figure 13: “Entry of Chst into Jerusalem” iQueen Mariun Gospel

Jerusalem, Armenian Patriarchate, Manuscript 1973, fol. 114. Source: Bezalel Narkiss, ed.,
Armenian Art Treasures of Jerusalem 86, fig. 109.

-
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Figure 14: “Deposition of Christ from the Cros@ueen Mariun Gospel.
Jerusalem, Armenian Patriarchate, Manuscript 181.3258v. Source: Bezalel Narkiss, ed.,
Armenian Art Treasures of Jerusalegm 88, fig. 110.

Another example includes the dedication page from the late thirteenth-
centuryQueen Keran Gospéms J2563, fol. 380)yhere King Lewon Il, Queen
Keran, and their three sons and two daeghére depicted kneeling in front of a
Deésis Christ enthroned and flanked by the Virgin and John the Baptist as
mediator$® (Figure 15). In thérince Vasak Gospg{ms J2568, fol. 320), ca.
1270, the dedication page illustrates thegi Mary presenting Prince Vasak and
his two sons to the enthroned Christ (Figurel£6).

15 Narkiss,Armenian Art Treasures of Jerusale®d.

16 Narkiss,Armenian Art Treasures of Jerusalet®.
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Figure 15: Portrait of King Lewohl and Queen Keran ith family, 1272.
Queen Keran Gospel, Jerusalem 2563, f. 380r. Source: Bezalel Narkidsireshian Art
Treasures of Jerusalers.

ry

Figure 16: Virgin Mary Prince Vasak and his basons before Christ.
Source: Bezalel Narkiss, edirmenian Art Treasures of Jerusale®®.
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Armenian medieval miniature portrasssembled in Guevorkian’s text
seem to follow a consistent pattern whee portrait of the figure is placed in the
lower half of the miniature and set offttee side. In this type of composition, the
figure is shown in three-quarter profileitivhands gestured to Christ, or a New
Testament scene, such as tlast Judgment or the Pentecost, which is illustrated
at a higher level in the image, above domors. The earliest example (Figure 17)
of this type of kneeling figure with gested hands to an enthroned Christ is the
twelfth-century image of Aakel, a receiver, in therevan Gospeins 7347, fol.
11b, from Hromklal’ A fourteenth-centty example of a similar posture is found
in theQueen Mariun Gospelsf Sis, where the queenpsrtrayed in three-quarter
profile and placed to the lower right-hand side of CHtist the Deposition scene,
with gestured hands extending in fronthefr torso (Figure 14). This body posture
Is found in later illustrations as welA fifteenth-century example includes the
Gospel ms 132{fol. 26), a collaborative text from 1475. It was created by the
two sponsors, Grigor Berkrts'i, thergme and the illuminator, and his brother
Mkrtich’, who commissioned the work and svihe abbot of the monastery of Ter
Yuskan-Ordi, located on the ¢as shore of Lake Van. Set below a scene of the
Last Judgment, the two figures are showneking to the lower left and right, each
facing the center in a three-quarter vieady posture and displaying the hand
gesture of offering or prayer (Figure 28).A second fifteentitentury example is

a Gospel from Khizan, follOv, where the sponsor ah$ two sons are illustrated

17 GuevorkianMiniature Arménienne Portraifig. 6.

18 GuevorkianMiniature Arménienne Portraifig. 36, in color. Also see Narkisdrmenian Art
Treasures of Jerusaleri8, fig. 110, black and white photograph.

19 Thomas F. Mathews et al., “Catalogue of ManuscriptsTr@asures in Heaven, Armenian
llluminated Manuscriptseds., Thomas F. Mathews and Rogan&ck (New York: The Pierpont Morgan
Library, 1994), 157, fig. 104.
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below the Pentecost (Figure 29) A fifteenth-century dedication page miniature,
folio 15v fromGarrett ms 18shows the sponsor and Fasnily before the Mother
of God. The sponsor and his family ataced to the upper and lower left-hand
registers of a full miniature page and@n a three-quarter body stance with their
hands held in an offering @rayer gesture (Figure 28).In Guevorkian's
compilation of Armenian miniatures, theaee at least 38 images out of the 125
illustrations documented in the text whehis type of fyural position and hand
posture is used; the earli@stage is from the twelfth cemty and the latest is from

the eighteenth century.

Figure 17: Twelfth-century image dfe receiver, Arakel, before Christ.
Source: Astghik GuevorkiaMiniature Arménienne Portrai{Erevan, Sovetakan Grogh, 1982),
fig. 6.

20 A second fifteenth-century example is a Gosmmeh Khizan, fol. 10v, loated in the Alex and
Marie Manoogian Museum, St. John’s Armenian Chwf Greater Detroifacc. No. 1988.237, see
Mathews and Wieck, 207, fig. 158.

21 Mathews et al., “Cataloguef Manuscripts,” plate 28.



36

o B

Figure 18: Fifteenth-centu@ospel ms 1327ol. 26.
Source: Thomas F. Mathews et al., “Catalogue of Manuscrifpisgsures in Heaved57, fig.
104.

Figure 19: Pentacost ambnor with his sons, 1457.
Source: Thomas F. Mathews et al., “Catalogue of Manuscrifrtsgsures in Heaver207, fig.
158.



37

Figure 20: Donor and family be®the Mother of God, 1449.
Garrett ms 1&olio 15v. Source: Thomas F. Mathews et al., “Catalogue of Manuscripts,”
Treasures in Heaverplate 28.

Non-miniature portraits of Armeniamobility include sculptural reliefs
from as early as the fiftbentury. The fifth-century Church of Tekor shows two
portraits of the founders on both sidesha cruciform opening on the upper part
of the west facade. At Mn, there is an eighth-century relief of two princes of the
Kamsaraka#? noble family standing uprigipraying before Christ who is
accompanied by the apostles Peter and &ad Saint Gregory the llluminaté?.
Along with portraying the donor inraligious setting and in the three-

guarter body pose with the extendeddhgesture, as mentioned above, extant

22 Kamsarakan was the name of an Armenian nfaiokely with claims of direct Iranian descent
or origin. See Nina Garsoian, “The ArSakuni Dynasty (A.D. 12-[1807]-428\trirenian People from
Ancient to Modern Times, Vol 1, The Dynastic Periods: From Antiquity to the Fourteenth Cedtury
Richard G. Havannisian (New York: St. Martin’s Press, 2004), 80.

23 gt, Gregory the Illluminator is traditionallyettited with converting the pagan Armenian King
Trdat (Tiridates) to Christianity. Subsequently, with King’s support, Armenia adopted Christianity as its
official religion at the turn of the fourth century. See Agat'aagdlistory of the Armeniandrans. Robert
W. Thomson (Albany, New York: State University of New York Press), 1976.
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Armenian donor portraitunecludes within the illustradin devotional objects such
as a religious codex or a model ofrauch. This means of showing piety,
ownership, or sponsorship of the objectraditionally achieved by depicting the
devotional item as being offered by the don®he representation of the Gospels,
as the dedicated codex in the miniatus one of several such religious
iconographic features of donor portraigs.good example of this is the portrait of
donors Brnavor and atikin, who are kneeling in pray before a depiction of the
Gospels (Figure 21). lime thirteeth-centuryGospel no. 36 of Nobow a, a gift
to the Monastery of Xclakh24 Brnavor and Tatikin are depicted on the lower
half of the folio below the portrait of St. Ma?k. An image more contemporary
with the King Gagik royal family portrais the dedication page of Hovhasn
protospathario®f the 1007Adrianopole GospeJsvho stands in a three-quarter
offering pose with a hand-hetubpy of his codex to the k§in Mary and the Infant
Christ (fol.7v-8r), (Figure 2236

Sculptural reliefs also shv donor portraits with an offering of the church

model27 The tenth-century Church of thioly Savior at Sanahin shows the

24 Eather Mesrop Janashigdxrmenian Miniature Paintingé/enice: San Lazzaro, 1970), 166.
The Monastery of Xclakh is located near Tekor in the province of Sirak.

25 GuevorkianMiniature Arménienne Portrai224, commentary Nd.O indicates that the
portrait is below St. Matthew.

26 GuevorkianMiniature Arménienne Portraiplate 1. Also see Spatharakifie Portrait in
Byzantine llluminated Manuscriptglates 24-25. Spatharakis notes on page 57 that the copyist of the
manuscript did not “harmonize the miniature of the Virgin and Child with that of the donor,” in that the
Infant Christ on the lap of the Virgin Mother turns to thieédad not toward the don who is placed on the
opposing page to the right. Also see Thomas F. Mathews, “The Classic Phase of Bagratid and Artsruni
lllumination, The Tenth and Eleventh Centuries, Tireasures in Heaven, Armenian llluminated
Manuscripts eds. Thomas F. Mathews and Roger S. W{dew York: The Pigvont Morgan Library,

1994), 60, and Spatharaki#e Portrait in Byzantine llluminated Manuscrigteiden: E.J. Brill, 1976),
56.

27 Step’an Mnats’akaniamyghtamar(Erebouni Editions, AGBU Alex Manoogian Cultural Fund,
1986), 17.



39

Figure 21: Brnavor and a"tlkln and the portrait of SMark, thirteenth century.
Gospel no. 36 of Nobow & Source: Father Mesrop Janashfamenian Miniature Paintings
fig. 51.
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Figure 22: Enthroned Virg and Christ, and Hovhans (John)rotospatharios
Source: lohannis SpatharaKi$e Portrait in Byzantine llluminated Manuscripligures 24-25.
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crown princes, Gurgh and Smbat, holding a church model. Até#a, the same
brothers as King Smbaf Armenia and King Guren of Tasir are shown holding a
model of the church built by their mothiartheir honor (Figures 23 and 22).An
exemplary donor portrait in sculptural relief is the tenth-century full figure relief
of King Gagik of Arcruni, leated on the west fagcadetb& Church of the Holy
Cross, Alamar. The portrait (Figure 25) shewhe king offering a model of the
church to the figure of Christ, whichliscated to the right of a church por#al.

Figure 23: Relief Sculpture of [Byen and Smbat Bagrati, tenth century.
Church of the Holy Savior. Source: Jorgstween Islam and ByzantiuB6, fig. 3.1.

28 Mnats'akanianAghtamar 16-17.

29 Kouymiian, The Arts of ArmenjaAccompanied by a Collection of 300 Slides in Cottide
no. 139, relief carving.
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Figure 24: King Smbat of Armenia and King Gungpf Tasir at Hdat.
Source: Step’an Mnats’akaniahghtamar 16-17.

Source: Dickran Kouymijiarf,he Arts of ArmenijgAccompanied by a Collection of 300 Slides
in Colon California State University, Fresno, Arnian Studies Program, (Lisbon: Calouste

Gulbenkian Foundation, 1992), Image No. 130. Photograph by Dickran Kouymjian
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An interesting variation of the imagf an Armenian donor within a
religious setting along with a symbail an offering is found in thela Bat Gospel
of 1211(ms 6288), where the artist Markadepicts the narrative scene from the
life of Christ, Jesus entering Jerusalevithin the landscapef the church at
HaBat (Figure 26). On the left, locatedneath the bell tower of the church, there
Is a female noble figure extending hentldoward Jesus. In addition, other
figures of Armenian nobility and/or laigan be found withithe image. While
not much is written about the female noble figure, we can assume her to be a

donor or closely associatedtivthe donor of the Gospeis.

Figure 26: “Jesus entering Jerusalertd’at Gospel of 121{ms 6288).

Source: Dickran KouymijiarThe Arts of Armenig/Accompanied by a Collection of 300 Slides
in Colon California State University, Fresno, Arman Studies Program, (Lisbon: Calouste
Gulbenkian Foundation, 1992), Image No. 80.

30 Dickran Kouymijian,The Arts of ArmenjaAccompanied by a Collection of 300 Slides in
Color, slide no. 80, ms 6288, Erevan, Matenadarkrat GospelMonastery of Horomos, 1211, artist
Markaré, “Entry into Jerusalem,” photograph by Ara Giiler.
<<http://armenianstudies.csufresno &aku_architecture/index.htm>> |astcessed by author, January 28,
2011. | suggest that the figure below the bell towehefchurch is a female based on the style of the
figure’s hair and the figure’s physiognomy. Also see O. Kh. Khalpakhchrahijtectural ensembles of
Armenia, 8 c. B.C. — 19 A..Moscow: Iskusstvo Publishers, 1980), 188-189, fig. 21.
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What do these images say with resjoto being a donor portrait versus
being a portrait with another intentior®part from rare exgations within the
Byzantine corpus of portrait illuminationhe specific iconography associated
with donor portraits depicts the presené¢he manuscript with the image. The
individual is portrayed in #hact of presenting his gift. Donations were seen as
part of a gift exchange, the manuscriptburch in return foprayer and a greater
hope of eternal lif82 In portrait paintings where é¢hpresentation of the book is
not represented, it is more likely thaétpainting is not a donor portrait and the
manuscript was commissioned for private usecording to Sptharakis, in the
majority of manuscripts that were executedprivate use, the act of receiving the
codex is not represented and theniegraphy of the possessor vadéswhat did
this mean when making disctions between donors @épatrons and the imagery
created®

Der Nersessian explains that Armengantraits of nobles in the thirteenth
and fourteenth centuries from Cibkcdiffered from other owner portraits. Later
portraits did not show sponsors pressntheir commissioned manuscript to

Christ or the Virgin. Accaling to Der Nersessian, these types of portraits were

31 SpatharakisThe Portrait in Byzantine llluminated Manuscripl3-245.

32 Anthony EastmondRoyal Imagery in Medieval Georg{@niversity Park: The Pennsylvania
State University Press, 1998), 209.

33 SpatharakisThe Portrait in Byzantine llluminated Manuscripgl3-245.

34 Eastmond defines the donor as the person who paid for the manuscript or church donation and
the patron as the one who devised and controlled thgerg that went into the visual object. Based on
these definitions, what is the likelihood that King Gagik may have commissioned the manuscript and the
illuminations, but the queen was the actual patron of the portrait miniature? This assumption goes along
with what Jones claims in her bodetween Islam and Byzantiuin that the queen may have been the
patron of the portrait. However, Jones posits tlitestent via another avenue of thought with which | do
not necessarily agree.

35 with rare exception, the portraits were painted at the end of the manuscript, close to the
colophon, rather thaat the beginning.
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not necessarily “donor” portraits in theuas sense, where figures sought divine
protection in recalling thespecific codex donatio#. Instead, within the

presence of Christ and theryin Mary, there is a religus tone in the portrait

where the figure(s) are at the service of God “for their whole life and that of their
offspring” to grant them his special pection through Christ and the Virgin,” and

it is in this visually soughprotection that the image @epicted, “whether or not

the sponsor kneels in adoratioi.”

Is it possible to have secular or quascular imagery within a religious
context? The sampling of representatiprsvided here show the traditional way
Armenian “donor” portraits were chatadzed with respect to reflecting the
strong Christian belief system of meds¥rmenian nobles. By contrast,
Christian religious elements and postute denote the miniature as a donor
portrait are not found withithe extant portion of the family portrait of King
Gagik-Abas. Interestingly, when Easind studied royal imagery in medieval
Georgian churches during the reign ofe@ao T'amar, he founskecular purpose to
the schema of the frescos. The depiéigures, especially those in a religious
setting, were created to make thestnof their social and court rank®.So it
seems that secular imagery abbk integrated into a religious context, a church or
sacred manuscript, to support and promote personal p8wHEre existing portion
of the royal miniature seems to lacgmsificant traditional religious symbolism
and composition noticeably prominentather Armenian miniatures and

sculptural reliefs.

36 Sirarpie Der NersessiaNliniature Painting in the Armenian Kingdom of Cilicia from the
Twelfth to the Fourteenth Centyiyol. 1 (Washington D.C.: Dumbarton Oaks Research, 1993), 154.

37 Der NersessiaMiniature Painting in the Armenian Kingdom of Cilicibb4.
38 EastmondRoyal Imagery in Medieval Georgia93.
39 EastmondRoyal Imagery in Medieval Georgia96.
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Cultural Content

In comparison to the extant miniadsrin ms J2556, the royal portrait
miniature is similar in itSumptuous presentation,thiiffers in its cultural
symbolism. The artistic approaohthe illuminations resembles Greek
illuminations of the eleventh camy, namely, those found in tiigyzantine frieze
Gospelan Paris at the Bibliothequeationale (cod. Gr. 74), and thaperial
Lectionaryin the Monastery of @inysiou on Mount Atho&’ This similarity may
derive from an early common sourgkartistic style found in the
Constantinopolitan Meologium of Basil Il c. 1000** A western classicizing
style is used to illustrate the intratextual narrative mimest in ms J255& The
modeling of the subjects and the classioain of garment dapery found in the
Imperial Lectionaryat Atho$3 share a similar topos to tles ms J2556. This is
evident when comparing “Saon on the Mount” (fol. 22), and “Christ with the
rich young ruler” (fol. 330% to ms J2556 t®ionysiou Code%87 (fol. 44v),
“The Raising of Lazarus” (Figure 27).

40 see Der Nersessiairmenian Arf p. 110; NarkissArmenian Art Treasures of JerusaleB?2;
and Mathews, “The Classic PhasfeBagratid and Artsruni lllumination, The Tenth and Eleventh
Centuries,” 60-62; and Kathleen Maxwell, “Armenian Additions to a Greek Gospelbook: Brescia Civi
Biblioteca, Fondo QuerinCod. A.,” VI. 26 inREArm25 (1994-1995):337.

41 Narkiss Armenian Art Treasures of Jerusaless3.

42 Mathews, “The Classic Phase of Bagratid Andruni lllumination, The Tenth and Eleventh
Centuries,” 60. As noted by Kouymijian in his e-mail message to author on 24 MalfchiOéxtant
Eusebian apparatus, a concomrato the four Gospels, in ti@spels of King GagikEusebian Letter and
two canon table decorations, and four arcadelg)teeclosely to the decorative scheme offiebizond
Gospelsand the dense vegetal decoration of canon tables found in some Byzantine manuscripts. See
Dickran Kouymjian, “Armenian Manuscript lllumination in the Formative Period: Text Groups, Buasebi
Apparatus, Evangelists’ PortraitSettimnane di studio del Centro italiano di studi sull’atiedioevo
(Spoleto, Italy: 1996).

43 Maxwell, “Armenian Additiondo a Greek Gospelbook: &scia Civica Biblioteca, Fondo
Querini, Cod. A.,” 337.

44 Mathews suggests that the use of the biblicattize (fol. 330) includd in the Gospels may
be an allusion to the king himself. Mathews, “The Classic Phase of Bagratid and Artsruni liminat
The Tenth and Eleventh Centuries,” 61.



Figure 27: “The Raising of Lazarudjionysiou CodexMount Athos.
Source: S. M. Pelekanidis et alhe Treasures of Mount Athdgol. 1, p. 180, fig. 221.

In contrast, the seated, cross-leggedition of King Gagik-Abas in the
royal portrait reflects an eastern topogohcely enthronement as found in the
tenth-century Armenian sculptural relgdrtrait of a seated King Gagik Arcruni
(Figure 28) on the east facade of the Church of the Holy Croéamar, as well
as in Sasanian portraits on metal-ware (Figuré>28)d Islamic miniatures of

courtly art (Figure 3036

45 Eva BaerThe Human Figure in Islamic Art, Inheritances and Islamic Transformati®osta
Mesa: Mazda Publishers, Inc., 2004), fig. 31.

46 Baer, The Human Figure in Islamic Arfig. 24.
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Figure 28: Vine scroll, partial feast ifing Gagik, Church of the Holy Cross.

Source: Henry Maguire, edByzantine Court Culture from 829 to 120i4. 11.

Figure 29: Prince and attendant. Blacas Ewer.
London, British Museum. Source: Eva Baenge Human Figurén Islamic Art fig. 31.
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Figure 30: Enthroned princ&chefer Hariri, ms. arabe 5847.
Paris, Bibliothéque Nationale. Source: Eva Babe Human Figure in Islamic Arlig. 24.

The image of the seated noble, origing from Sasanian art then integrated
into Islamic art, was a relatively caast model in the artistic expressions
developed in Greater Armenia. With oslght variants tahe sponsor’s dress,
the Persian costume model used bynAnian nobles remasad comparatively
consistent as attire worn in the sphefé¢he eastern courts. According to art
historian Helen Evans, the eastern matifs well integrated with the introduction
of early royal portrait types from westeByzantine religious architecture, and
eventually penetrated the artistic domaf Greater Armenia by the seventh
century.

The seated, cross-leggedapor model that appears in Armenian portraits
from as early as the tenth century refideihe impact of the “eastern cultural

mores™’ on the Armenian royal portrait traditioWhat is unclear is if this model

47 Helen Evans, “Kings and Power Bases,Fism Byzantium to Iran: In Honour of Nina
Garsoian eds. J-P. Mahé and Robert W. Thomson (Atlanta: Scholars Press, 1996), 488. In her article,
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from Greater Armenia was simply a styilisreflection of incorporating eastern
cultural traditions in the Armean royal portrait. If sathis is a departure from the
earlier standing sponsor pose in what Bvsalys is a Byzantine model. If not, the
seated, cross-legged sponsor model wadilzetiate attempt to advance Armenian
royal authority within the dminating Islamic suzerainti#

The sculptural relief of King GalgiArcruni on the eastern facade of
A 8amar is an early example of the Armaniruler depicted in the eastern manner
(Figure 28). Here, the king seated on a cushion,ltdimg a goblet in his right
hand and a cluster of grapes in his #€ftByzantine art historian Lynn Jones
compares the sculptural relief of teeated King Gagik Arcruni to a silver
medallion of the ‘Abbasid calip¥f al-Moqtadir, where the caliph shares a similar
pose and gestuRd. In combination with the other exterior sculptural
representations of King @& Arcruni on the Churcbf the Holy Cross at
A @amar, Islamic court iconogphy here is used to politically align the Armenian
king to his source of regal authority, the caliptfételones believes that Gagik
Arcruni appropriated visual elememttarchitecture and iconography from the
prevailing Islamic power, the ‘Abbasid couto symbolically express his royal

authority and legitimacy in the area. eéStlaims that his visual expression of

Evans cites the thirteenth-century sculptural portrait Prince HasarDawla located on the drum of his
church in Ganjasar in Greater Armenia as a later example of the seated cross-legged donor portrait.

48 Evans, “Kings and Power Bases,” 488.

49 jonesBetween Islam and Byzantiubv, Figure 4.5; Armenag Sakisian, “Notes on the
Sculpture of the Church of Aamar,” The Art Bulletin25:4 (Dec., 1943):353.

50 The ‘Abbasids were the successtarshe Umayyads, who were the first of the Arab conquerors
of the region in the seventh century and who were the first of the two great dynasties oflihveHBrupire
of the Caliphate. The ‘Abbasids were the seconthsijc Muslim power. The ‘Abbasids overthrew the
Umayyad caliphate in 750.

51 jonesBetween Islam and Byzantiy68-59.

52 jonesBetween Islam and Byzantiy6t.
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authority was purposefully strategizednbaintain his temporal power in the
region. Since the Arcruni royal familydinot have the prestige associated with a
line of pious leaders like the Bagratwlyinastic family, shetates that Gagik
Arcruni shaped a new visual expressiomwérship for himself, which was based
on Islamic visual expressions of power.

Non-textile elements in the interiora® of the royal miniature portrait that
associate the representation of the famiith the iconography of pre-Islamic
Middle Eastern monarchy and its histali use by Armenian royalty include the
use of two lions to each side of theah along with two stemmed bowls with fruit
that flank the seated family. Theseotelements have secular significance in
medieval art and further define the dywohc nature of the miniature painting.

The symbolism associatedth the display of fruit, fruit bowls, or fruit
baskets in family portraitauggests abundance and fertifif/.As a pictorial motif,
it may also be an indication of the ritaassociated with Eastern Mediterranean-
styled hospitality as in a guest-host pgocal relationship similar to the Greek
concept of 0 (xenig,>* or perhaps multiple meamgs are represented within
the image’s entire iconographic presentatiddany times the specific type or
variety of fruit depicted corresponds teyambolic attribute that is contextually
associated with the imagén the miniature family portrait, the type of fruit
represented is not discernible. At anrmum, two different pigment colors are

used to distinguish types of fruit frora@h other. While the pigments have faded

53 Jack Tresidder, edThe Complete Dictionary of Symb@&an Francisco: Chronicle Books,
2005), 394.

54 prudence Oliver HarpeFhe Royal Hunter, Art of the Sasanian Emygidew York: Asia
House Gallery, 1978), 107. The traditional interpretatioxeofais as a form of hospitality or guest-
friendship. It is a type of social bond that extendesblizh social matters as marriage, which led in the next
generations to consanguinity. See Gabriel Hermaattéfhs of Name Diffusion within the Greek World
and Beyond, The Classical Quarterly, New Serié8:2 (1990):351.
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over time; the deep red-colored fruit may denote pomegranates. It cannot be
certain that pomegranates are preseéfawever, based on the traditional fruits
that would be found in a medieval Armanicontext, it is plausible that this
particular fruit is represented in the imadeculptured reliefs of pomegranates and
grape clusters are found as part of thegbnth-century decation of the portal
tympanum of the main churckatoghike(built in 1215), of the Gard monastic
complex®> Similar imagery of grape cltess and pomegrates is among the
highly decorative sculptural reliefs éme church of théloly Cross at Adamar.

The sculptural images of these two frute incorporated with the relief band,
which includes an image of the seateddGagik, patron of the church (Figure
28)56 Symbolically, it is thenulti-cellular nature of theomegranate with its vast
guantity of embeddediquid-filled seeds that allud® fecundity,abundance, and
affluence®’ The pomegranate is predomately a fertility symbol in
Mediterranean cultures where it ifnked with love, marriage and many
children.’>8 With its botanical origins easf Mesopotamia, its iconography
relating to aspects of life and degthecame well established in the eastern

Mediterranean by the early Iron Age eetually becoming imagery incorporated

55 0. Kh. KhalpakhchianArchitectural ensembles of Armenia, 8 c. B.C. — 19.A(NDoscow:
Iskusstvo Publishers, 1980), 322. Also see Dickran Kouymjian, “Index of Armenian Art: Armenian
Architecture,” and KouymijiarThe Arts of ArmenigAccompanied by a Collection of 300 Slides in Cplor
<<http://armenianstudies.csufresno &aku_architecture/index.htm>> |amtcessed by author, January 26,
2011.

56 Mnats’akanianAghtamay plate 31.

57 Abolala SoudavaiThe Aura of Kings, Legitimacy and Divine Sanction in Iranian Kingship
(Costa Mesa: Mazda Publishers, Inc., 2003), 58.

58 TresidderThe Complete Dictionary of Symhab94.

59 Cheryl Ward, “Pomegranates in Eastern Meditexean Contexts during the Late Bronze Age,”
World Archaeology4:3 (Feb., 2003):538. References to death as suggested by Ward are based on the
frequent presence of pomegranates in tombs, eittetaal remains of the fruit or its representation in
glass, ivory or bronze artifacts (Wa&88). | suggest that perhaps #ssociation to “death” projects the
idea of renewal or rebirth, hence coinciding with the “life/fertilidgpects of the fruit.
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in texts and visual culturdating to Classical time¥. In Buddhism, it was one of
the Three Blessed Fruits, and ie tislamic faith, itvas maintained by
Muhammad that eating the fruit purgénd system of envy and hatréd If the
pomegranate is present in the royal figmpprtrait within the representation of
fruit in the stemmed bowl, &m an interesting additional dimension of meaning
can be discerned in the overall iconography of the image.

What may be interpreted as the hei@lobn in the portrait, a symbolic
power animal, is found in pre-Islamic Persexts as well as in the arts of their
predecessors in aient Mesopotami&2 The lion motif may have changed little
from its symbolic representation in thecant Near East as a conquering b&ast
and to its Far East representatioraagiardian of the imperial co. In the pre-
Islamic Middle East, the representational #im the architecture sculptural relief
of Persepolis, the Achaemenid Pergiapital of the sixth century BCE, was
considered an emblem of royal powaigdified symbolically from its earlier
astronomical significanc& Located within the context of a palace, it is
reasonable that the lion became a synobdthe power of kngship. Within a

Christian context, the winged lion is usasithe symbol of the Evangelist Mdrk;

60 Cheryl Ward, “Pomegranates in Eastern Meditexean Contexts during the Late Bronze Age,”
World Archaeology538.

61 TresidderThe Complete Dictionary of Symhob94.

62 Willy Hartner and Richard Ettinghausen, “TBenquering Lion, The Life Cycle of a Symbol,”
Oriens17 (Dec. 31, 1964):164.

63 Hartner and Ettinghausen, “The Conquering Lion, The Life Cycle of a Syni&8,”

64 Osvald Sirén, “A Chinese Stone Liohe Burlington Magazine for Connoissedi&273
(Dec., 1925):276 and 280-281.

65 The relief of lion and bull can be found in theodetion of the stairway of the palace of Darius
at Persepolis (see p. 32, fig. 15Tine Art and Architecture of Persiy G. Curatola an. Scarcia, 2007).

66 Hartner and Ettinghausen, “The Conquering Lion, The Life Cycle of a Symbol,” 169.
67 TresidderThe Complete Dictionary of Symbha?91.
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however, this is not the case in the miaratfamily portrait. Rather, considering
the royal context of the image, the usdhd lion as part of the divan is more
likely a demonstration of kingship in whegems to be a presentation of the family
upon a “throne’t8

It is possible that within the contest the portrait the representation of the
lion has dual symbolism. Along with tietion of kingshipthe lion throne upon
which the entire family sits suggest® apotropaic character of the lighas a
guard against malevolence. Apotropaismturning away evilis found in the
Mediterranean and Near East in thenfmf talismans, amulets, and potent
symbols. Archaeological finds at the Armenian medieval palace of Avan, which
flanks a basilica dating to the sixthseventh century, includes an animal
sculpture identified as a “prinaal animal (perhaps a lion?}?'lt is suggested that
its presence is apotropaic. The sculptsiructurally adjois a chimney located

inside the central chamber of the paléte.

68 Mathews and Daskalakis indicabet the “association of lionsith rulers, and particularly
with their thrones” is a long-standing tradition in tear East. This association was later assimilated and
transformed in the Islamic world, and entered tiepértoire of Spanish caliphal ivories” in the tenth
century, see “The Portrait of Princess Marem of Kars,” 478.

69 This is an interesting fusion of the functionakbityd apotropaic nature of the represented lion.
Another example of this is provided by Richard H. Wilkinson when he describes tatsidrainage
system of ancient Egyptian temple roofs. Here the outpour spouts were decorated with lidaheade
rilievo, in The Complete Temples of Ancient E¢{j#w York: Thames and Hudson, 2000), 69.

70 Mario D’'Onofrio, “A Medieval Palace in Avan,” iMedieval Armenian Cultureeds. Thomas
J. Samuelian and Michael E. Stone (Chico: Scholars Press, 1984), 121.

71 Mario D'Onofrio, 121. D'Onofrio suggests that the lion-sculpture that adjoins the chimney
may be a possible reference to Mithra, who is @ased with fire, and to the Armenian symbolic
association of the great Lion-Mhertbe medieval Armenian folk epic, Bidof Sasun. Scholars place the
epic as taking place around the mid-niogmtury. See Agop J. Hacikyan etBhe Heritage of Armenian
Literature, Vol. ll(Detroit: Wayne State University, 2002), 967.



54
Composition
Compositional elements and artistic dms used to depict figures in an

Image are critical to undersiding visual intentionality Collectively, the striking
compositional placement of the king, queang princess in the royal portrait of
King Gagik-Abas, along with their geses and direct gaze upon the viewér,
visually signal a statement and/or deeakion. Without text to support the
communicative aspect of tifi@mily portrait, the significance of the image requires
inferences based on its compositional edata and the probabpeirpose of creating
such a portrait. As one loslupon the image (Figure 1), Gagik of Kars sits to
the left of the center and Que&oranduxt is to the riglaf the center. The central
position is reserved for Princess Marehg focal point of the composition.

In Byzantine group portraits ofriee, the central position of the
composition is reserved for the mospiontant figure being commemorated by the
painting. Examples of this artistic degiinclude the early sixth-century donor
portrait of Patricia Anicia Julian@ (Figure 31) and the elemth-century imperial
family portrait (Figure 3) in th8arberini Psalter which | introduced earlier. The
iImage is where one of the sons of Conste X Doukas and his wife Eudokia is
placed in the center identifying him asemperor in the year of his coronatiéh.
Mathews and Daskalakis have interpdetiee center placement of Princess Marem
in the royal family portrait as one criticalpest of four iconognahic elements that

politically signal Marem as thsuccessor to the throrfe.

72 Although the portrait is severed midway aldhg faces of the king and queen, based on their
body posture in the image it is likely that they, alerith the princess, face the viewer directly. By gazing
directly at the viewer, the figuia the portrait gives emphasis tshdr her presence within the image.

73 SpatharakisThe Portrait in Byzantine llluminated Manuscripigl5, fig. 95.
74 spatharakisThe Portrait in Byzantine llluminated Manuscrip®8, fig. 7.

75 Mathews and Daskalakis, “The Portrait of Princess Marem of Kars,” 479. Along with central
placement, the scholars identify folowing as important iconographgontributors regarding the princess
and the image: secular mode of the painting, hand gestures by the king to his daughteratie king
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Figure 31: Miniature of Anicia Juliana, Vind. Med. gr. |, f. 6v.
Source: Spatharaki$he Portrait in Byzantine llluminated Manuscriptig. 95.

The miniatures images of twelfth-deny Queen Melisende, of the Latin
Kingdom of Jerusalem, in Old French thirteenth-cgntmanuscripts of William
Tyre's History of Outremer® provide good examples of how compositions reflect
desired artistic emphasis of figurebyre’s written accounts give Melisende
prominence as an effectual queen regmyther political affairs in the Latin

Kingdom. Later, artistic representations of Melisende render their own

princess’s sharetitaz embroidered bands. Mathews and Daskalakis suggest that the king’s tunic includes
atiraz along his upper arms and that Marem has a short blue scarf or shawl that is embellistied.with

These Islamic bands of cloth, calléz, are typically used on garmerasd furnishings, and they are
decorated and inscribed with titles, place-names and dfateters, or blessings, ioyal workshops. The
termtiraz is used for textiles manufactured in royal courts and is also applied to the workshops themselves.

76 william of Tyre chronicled the queen in Lafifteen years before his death, c. 1185. The
work was later translated in Old French and “given various Old French continuations Harihgteenth
century.” Queen Melisende (1118-1131), is the daughter of Baldwin 1l, king clalem, wife of King
Fulk and mother of Kings Baldwin Ill and Amaury $ee Jaroslav Folda, “Images of Queen Melisende in
Manuscripts of William of Tyre’s History of Outremer: 1250-1308¢sta32:2 (1993):97. Folda also
mentions that in Tyre’s text Melisende is remarkably given prominent status. His narrative reveals th
significant role she played in the politics of the tinkéer historical credits, in some cases, are only known
from Tyre’s accounts.
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iconographic interpretations of events written in the téxgome of the
representations vary in their iconograptieatment of the queen, which illustrate
intent of artist and/or patron. For exale, manuscript illuminations depicting the
same event, the coronation of Baldwlin Melisende’s son, portray the queen
markedly different. In the Bern caxdéms 163), she is shown as crowned,
relatively centered, and enthroned, unlike Brussels ms 9293 and the Paris fr.
2754, where she is placedtiwn a group of onlookers tihe side of the image and
dressed in ordinary non-royal clothing. yiet another image, ¢hParis ms fr. 2824
codex illustrates the queen as crownedy compositional placement conveying a
strong mother and son relationship thaias captured by the other miniaturés.
The compositional analysis of Ma&tlvs and Daskalakis of Marem’s
importance as the central figure in the royal portrait does not account for her
centrality as one not equally distributedveeen her father and mother. Spatially,
she sits closer to her mother. The &didevice of compatonal “closeness” is
observed in the placement of the queeproximity to her daughter, clearly the
focal figure in the painting. Upon furthexamination, it can be seen that the
protrusion of the queen’s folded right legerlaps her daughter’s folded left leg,
noticeably more so than with the king's left leg. The artist could have easily
shifted the daughter’s physical positionaio equidistant point between the king
and the queen or have degid the king’s leg to ovexp his daughter’'s more so
than the queen’s; however,moof these compositiondévices were applied to

the image. This artistic device ofrapositional proximity is more noticeable

77 Folda, “Images of Queen Melisende in Manystsrof William of Tyre’s History of Outremer:
1250-1300," 99.

78 Folda, “Images of Queen Melisende in Manyssrof William of Tyre’s History of Outremer:
1250-1300,"” 101-102.
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when viewing the negative space betw#ensubjects (Figure 1). The space to
the left of the central vertical axis thrduthe figure of the princess is greater than
the negative space to the right of the cdiina. The overlapping effect of the
royal couple in front of their young dghter may be a device to economize on
space and to suggest depihiather than to minimize éhprincess’s importance; or
it may convey their continued guardiareras parents to their only daughter.

Based on the highly symbolic naturetbé medieval royal miniature, the
analysis of hand gestures adds todherall meaning of the painting. Hand
gestures, a phenomenon of setigs rather than symbolisBi,are quite significant
in medieval portraiture, in most casegher substituting foor complementing the
spoken language. Actions and erans in medieval portraiture were
communicated visually by gestures andg®m Medieval viewers must have
understood these visual expseons and required limited cues to make sense of an
image. Examples include condemnatsmmetimes shown by a single accusatory
finger, an argument by a raised arm apén palm with fingers and thumbs
straight, or wonder and listening by hands and arms held gbwn.

While hand gestures are culturally \aiie, there needs to be a fair amount
of shared meaning and conWen within a given culturéo understand gestures in
portraiture. Without the gestural vocadyl for a specific time and place and its
associated social @dlogy, the task to decodestineaning of a surrogate method
of speaking in portraiture is a dauntingeorBased on certain agreed-upon choices

that an artist and the patron can maketierselection of hand gestures in the

79 Meyer SchapiroWords, Script, and Pictures: Semiotics of Visual Langifiigsv York:
George Braziller), 141.

80 TresidderThe Complete Dictionary of Symba?222.
81 Roger RosewelMedieval Wall PaintinggWoodbridge, UK: The Boydell Press, 2008), 124.
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portrait, it can be argued that the figalection is based either on aesthetics or
context, or a combination.

In this situation, the hand gesturekohg Gagik-Abas seems to signal the
princess for a specified purpose. Matkeamd Daskalakis ggest that this
gesture, along with other symbolic cheteristics associaty the king to the
princess, alludes to successive “kinigs or the presentation of a royal
appointmenB2 The position of the king’s Imas is comparabl® Byzantine
manuscript portraits, such as the hanstges of George Pachymeres in his
portrait of the earlyourteenth-centurCodex gr. 442 This codex predominately
covers the history of Pachymeres, frima years 1255 to 1308, in a total of
thirteen books. In the portrait, Faeneres looks forward and gesturesl@ésis
posture (Figure 333 In Codex Hist. gr. 53which contains the shorter version of
the chronicle of Byzantine imperial setary Nicetas Choniates, from the death of
Alexius | Comnenus to the year 1206ths portrait of Alexius V (fol.291v), son-
in-law of Alexius Il Angelus.Alexius V is portrayed in thdeésisgesturé4
(Figure 33). IrSinait. gr. 2123the portrait of thirteenaentury Byzantine emperor
Michael VIl is painted irdeésigyesture. Spatharakis uses the tda@sigo
describe the “position of the han@sin the context of patrons offering their

work 86 thus expressing a votive character to the poffait.

82 Mathews and Daskalakis, “The PortmaiitPrincess Marem of Kars,” 479.
83 SpatharakisThe Portrait in Byzantine llluminated Manuscrip1$6, fig. 106.
84 SpatharakisThe Portrait in Byzantine llluminated Manuscrip1$6.

85 SpatharakisThe Portrait in Byzantine llluminated Manuscripf2, n.161.
86 SpatharakisThe Portrait in Byzantine llluminated Manuscrip18.

87 SpatharakisThe Portrait in Byzantine llluminated Manuscrip18.



Figure 32: George Pachymeres, Monac. gr. 442, f. 6v.
Source: Spatharaki$he Portrait in Byzantine llluminated Manuscripfig. 106.

Figure 33: Alexius Wurtzuphlos (?), Vind. Hist. gr. 53, f. 291v.
Source: Spatharaki$he Portrait in Byzantine llluminated Manuscriptig. 99.
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Despite the similarity of gesticulan between the miniature and these
manuscript portraits, it is unclear how thype of hand gesture functions within
the miniature family portrait and the relevanceleésign this visual connection
The worddeésis / 1 it Greek, meaning entreaiy God or to man, has been
used since the nineteenth century to fdgthe gesture of the Virgin Mary and
John the Baptist, with thelrands extended while standing on either side of Christ,
in Byzantine icon composition. These haestures by the Virgin and St. John
toward Christ and their interssion between the patron and G8ds known as
the Great Deés®’ Expanding upon the notion déésisas the associated verbal
expression of entreaty, was this particgastural imagery as depicted in the
portraits of Pachymeres, Alexius V, Ml VIII, and King Gagik-Abas of Kars
used to convey a plea, earnest requestjqe or adjuration in the context of the
portrait?

Other Armenian royal portits may display modifiedeésishand gestures
in a display of the Great Deésis iconograpfiyis is seen in the collective portrait
of King Lewon Il and QuaeKeran and their five children (ms J2563). In the
miniature, the royal family members, dhessed in ceremonial robes, are kneeling
with hands raised in pray toward the heanly vision of Christ, who blesses

them?®0 The hand gestures of the royal cleugre slightly different compared to

88 Alexander Kazhdan, edThe Oxford Dictionary of Byzantiywol. 1 (New York: Oxford
University Press, 1991), 599-60Deésisas a compositional descriptive term, was not used originally for
the iconic presentation of the Virgin, St. John, @mdist. The Byzantines used it for the Virgin Mary
praying, or the Virgin oa donor presenting a petition, not necabsty signify intercession. It was
intended to “express the privileged role of the Virgin &oldn as the first witnesses to Christ’s divinity.” It
was not until the ninth century that the compositiameasingly appeared in contexts that suggested
intercession.

89 Thomas F. Mathew®&yzantium, From Antiquity to the Renaissa(idew York: Harry N.
Abrams, Inc., 1998), 62.

90 Der NersessiaMiniature Painting in the Armenian Kingdom of Cilicia from the Twelfth to the
Fourteenth Centuryl56.
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their childrenWith one hand, both the king atite queen support the forearm of
the child nearest to them and with their other hand they gesturedeébis
position while looking up to the two intercessdor the family, the Virgin and St.
John the Baptist, who are located on either side of an enthroned Christ.
Furthermore, the children exhibit the two-handeésigyesturé! (Figure 15).
Medieval Georgian royal donanages in church frescesow hands in gestures
of supplication quite similato those defined as tlieésigyesture, Figure 34. The
gesture is shown in a drawing fromdfaond’s text illustrating the faded fresco

where to the far right is the enthroned Christ.

Figure 34: Lower register, painting in teehema of north transept at Q’inc’visi.
Source: EastmondRoyal Imagery in Medieval Georgip.144, fig. 69.

In the King Gagik-Abas royal poritathe queen also gestures to her
daughter, but with only her left han@he queen holds what appears to be a
kerchief in her right handThe piece of cloth is simitan the patterned design of

the queen’s veil, which drapes over her shoulders. The pictorial ambivalence of

91 Narkiss, Armenian Art Treasures of Jerusale8, fig. 77.
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the queen’s hand-held object prompted ormm®ksr to suggest that it was a scroll.

| challenged the idea of a representedlscrdhe hand of the queen by presenting
experimental graphics and tally surv@fsontemporary Armenian and Byzantine
portrait miniatures with hand-held objed¢b show that such a hand-held item by
Queen Goranduxt was highly improbapte.

While the textile décor and the costesrepresented in the miniature are
discussed in greater detail in the following chapter, the siiongpect of the
kerchief is significant as part of the oviéfeonography present ithe painting. In
Byzantine portrait paintings, objects hélgroyal male and feale figures carry
symbolic relevance in the compositioAn example includes the representations
of objects held by Constantine IX andeZio the Hagia Sophimosaic, where Zoe
holds a scroll inscribed with a list of héonations to the church and Constantine
offers anapokombiona purse of gold coins, to the chuféhAs stated earlier, in
Armenian donor portraits, objects ofnslyolic importance denoting patronage or
piety may include a model of the commassisuch as a church, as depicted in
medieval Armenian sculptural reliefs, @donation of the Gospels as symbolized
by a pictorial repreentation of a code The object held bQueen Goranduxt is
a piece of cloth, more specifically, a tdéx fragment that matches her veil. The
symbolism of the explicitly patterned doin the queen’s hand brings textiles to

the forefront of interpreting this miniature.

92 Hazel Antaramian-Hofman, ‘“AArt History Commentary on @en Gorandukht in the Royal
Family Portrait Miniature Painting of King Gagik-Abas and His Family Jaarnal of the Society for
Armenian Studiesl8:2 (2009). My article also supports Der Nersessian’s original assessment that the
object in the queen’s hand is a piefeloth or kerchief. See Sirarpi#er Nersessian, “L’Evangile Du Roi
Gagik De Kars: Jerusalem, No. 255BFArm18 (1984): 90.

93 SpatharakisThe Portrait in Byzantine llluminated Manuscriplig). 67.

94 Medieval Armenian queens are known to have donated religious manuscripts to monasteries
and churches, and commisséahthe construction of churches that included dedicatory sculptural reliefs of
their offspring.
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The princess in the royfmily portrait of King Gagik-Abas positions her
hands palms open facing the viewer and leédde to her chest, though not above
her shoulders. Her gestuseems to evoke surpri¥erejoicing, or speech
perhaps in response to the gestures made by the king and queen, as in the
acceptance of a statement or declarafiroclaimed upon her. These are all
possible secular interpretations of this form of hand gesture.

There are some physical parallelghe princess’s hand gestures, though in
explicitly religious settings. There issamilar gesture when showing surprise by
the Virgin Mary in Annunciation iconogphy, when the Ving hears the news
delivered by the archang¥. The positioning of the hands found in many of the
Virgin Orans (praying) iconography isgfitly different (Figure 35). Here the
arms are held further apart from each otelows close to the sides of the body,
so that the palms of the hands are ndtont of the bodybut are extended out
and held at the sides of the figure.eT@rans is an outward sign of supplicating
God¥#7

The extended prayer hand posturphgsically distinct from the hand
gesture that is not extendedt held closer to thedoly. Figure 36 illustrates
another example of the Orans, the Icothv8aint Demetriousn early eleventh-

century gold and clsbnné enamel. Here the figure is shown frontally, standing

95 Linette Martin,Sacred Doorways, Beginners Guide to IcfBsewster, Mass.: Paraclete Press,
2002), 118. Martin writes that the universal gesture of surprise is a hand or hands brought sharply upwards
where the palms are open to the front and the pertted slightly backward from the waist.

96 Martin, Sacred Doorwaysl19.

97 william D. Wixom, “Byzantine Art and the Latin West,” ithe Glory of Byzantium, Art and
Culture of the Middle Byzantine Era, A.D. 843-126éds. Helen C. Evans and William D. Wixom (New
York: The Metropolitan Museum of Art, 1997), 450-451.
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Figure 35: Marble Plagueda with the Virgin Orans.
Middle to late twelfth century Byzantine relief. Source: Wixdine Glory of Byzantium, Art
and Culture of the Middle Byzantine Era, A.D. 843-12631, fig. 291.

on a decorated dais, with bdiands raised in pray&?. The iconography of an
early eleventh-century lovelief serpentine disk of éhbust of the Virgin Mary
shows her arms raised up frontally extthan the more common position of
Virgin Orans (Figure 37)This type of iconographig not completely unknown
for the Virgin. Lead sealsom the eleventh century e her in such a similar
pose. Contextually, the roundel is asated with the eeror Nikephoros Il
Botaneiates, who reigned from 1078 t@10 The inscription, surrounding the

figure of the Virgin, invokes thaid of the emperor Nikephor@8.

98 Annemarie Weyl Carr, “Popular Imagery,”Tie Glory of Byzantium, Art and Culture of the
Middle Byzantine Era, A.D. 843-126dds. Helen C. Evans and William D. Wixom (New York: The
Metropolitan Museum of Art, 1997), 160-161, fig. 107.

99 Annemarie Weyl Carr, “Popular Imagerny,77, fig. 130.
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Figure 36: Icon with Saint Demetrios.
Source: Early eleventh-century Byntine enamel. Source: Carhe Glory of Byzantium, Art
and Culture of the Middle Byzantine Era, A.D. 843-1281, fig. 107.

Figure 37: Roundel witthe Virgin Orans.
Source: CarfThe Glory of Byzantium, Art and Culture of the Middle Byzantine Era, A.D. 843-
1261, 177, fig. 130.
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There is also some similarity mand gestures found in the Coptic
Monastery at Quabbat al-Hawa, whererti@nastic saints with square halos hold
their hands forward, with palms faciogtward and below the shoulders (Figure
38, and detail in Figure 3889 The hand gesture in the image of Saint Katherine
has the same frontal hand gesture ascBss Marem. The fresco painting of Saint
Katherine is along the north pilaster irt@eorgian church of Vardzia, founded
by Queen T'amar in 1185. Along with §e&os of the queen, as co-ruler, and her
father, King Giorgi lll, and donor imag, female saintsssume prominent
positions in the naos of VardZ&it The frontal, standing figure of Saint Katherine
maintains similar hand gestures as Marertine royal miniature (Figure 39). As
with other female saints, Saint Katimer embodies piety and purity. Itis
suggested that the inclusion of hertpat in the churcHounded by Queen
T’amar, along with frescos of other femalaints, are easily related to conveying

the virtues of an unmarried queka.

Figure 38: Monastic saints at tMonastery at Qubbat al-Hawa, Egypt.
Source: Gabra&optic Monasteriesfig. 10.5.

100 Gawdat GabraCoptic Monasteries, Egypt’'s Monastic Art and Architecii@airo: The
American University in Cairo, 2002), figures 10.5 and 10.6.

101 EastmondRoyal Imagery in Medieval Georgial4.
102 EastmondRoyal Imagery in Medieval Georgial18.



Figure 38a: Detail of Figure 38.
Source: GabraZoptic Monasteriesfig. 10.6.

Figure 39: Saint Kathera North Pilaster of Chah at Vardzia, Georgia.
Source: EastmondRoyal Imagery in Medieval Georgifig. 59.
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Were there two iconographic hand/agestures signifying prayer in the
medieval period? Does the one exhithiby Princess Marem, similar to Figures
37 through 39, represent another symbgésture of invocation? How likely was
it that there were different types of hagektures to connate the same information?

There is an obvious disadvantage ialsming the lower portion of a partial
miniature as crucial information may altée results of the study. We do not
know what existed in the upper register of the partial folio of the royal miniature
painting. Did it consist of either secularreligious imagery, or a combination?
An example of secular imagery is theetith-century Byzantine marital ceremony
miniature that depicts non-religious sceneboth registers. It is the arrival of
Agnes, the daughter of Louis VII of France, in Constantinople in 1179 to marry
Alexios I, the heir of Manel | Komnenos (Figure 40). The upper register shows
the arrival, and the lower section stwthie princess in resplendent imperial
costume sitting on a central throne rigce) the homage of the women in the
palacel03 Another possibility may be the preserof religious imagery, such as
the Hand of God, juxtaposed to secular-themed representation of a scene. An
example where suchcombination exists is tleurteenth-century Armenian
miniature of King Lewon IV who is reering justice to the figures bel&¥t
(Figure 41). The painting shows Lewompresented as a judge, seated cross-
legged on a low throne with his right haragsed in a gesture of speech. He lays
his left hand on the head of a youth vikmzels before him. The young man raises

his hand toward the king in an act of glewy and with his left hand he points to

10?’Henry Maguire, “Images of the Court,” The Glory of Byzantiupeds. Helen C. Evans and
William D. Wixom (New York: The Metropdan Museum of Art, 1997), 191.

104 pjickran Kouymjian brought this image to migemtion in reference to the uncertainty of the
upper portion of the miniature folio.
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the bearded men. Thascription statesiewon, King Just JudgmentThese
words along with the blessing Hand®bd support statements in tAssized05
Here the Cilician royal court presided owsrthe king, judgedhe criminal affairs
and the contestations among resbielating to feudal right§5 At times,
Byzantine family portraitencorporated the Hand of @dovering centrally above
the individuals symbolizing a blessing. i3 seen in théurteenth-century
Slavonic Tetraevangelion’s full page nature of lvan Alexander, his two sons,
and his second wife, the tsarina Theoddrathis image théand of God appears
twice to bless the family (Figure 427 Christ crowning or blessing is also found
in the thirteentheentury Armenian miniature é¢frince Lewon Il and Keran
(Figure 5), which is based on Byzantinedats. In both the Armenian examples,
the Hand of God is found in post-eleMecentury examples and may be attributed
to a Byzantine pattern. Inihrespect, it is also poss#ithat at one time an image
of the figure of Christ or the Virgin Mary may have been present above the three
seated figures in the royal portrait of King Gagik-ABgss.

Some studies have mentioned that ezfdhe figures in the royal portrait of
King Gagik-Abas has a nimbus. The umibn of halos as radiating light around
the head of the figure is a traditional stitt device used in portraits to denote
sacred individuals. Its use in Christiah & varying geometric and artistic forms,
served to designate Christ, the Virgin Masgints, the four evangelists as well as
Byzantine emperors and religious figurézerhaps the illustrain of halos in the

royal portrait served to demonstrate pigamily members aspiritually devoted

105 This refers to the collection of medieval letraatises containing the law of the Crusaders.
106 per NersessiaMiniature Painting in the Armenian Kingdom of Cilicibs9.

107 spatharakisThe Portrait in Byzantine llluminated Manuscrip&s.

108 mathews and Daskalakis, “TiR®rtrait of Princess Marem,” 478.
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or dedicated individuals. Eastmond attrémithe use of haloes of Georgia royal
figures in church settings as “playing a dé# role in the hierarchical structuring
of society through artl?® He says that the haloesmaised to make a distinction
between the royal family and the rest of stgi In this context, haloes were used
to symbolically denote gal superiority and sanctifyt0 The haloes in the royal
miniature portrait are difficult to determinésually and not alécholars who have
studied the image mention iThere seem to be traces of nimbi around the heads
of the figures. Jones mentions the tease of halos as ey within the gold
backgroundll As far as | can determine, théseno mention of nimbed figures in

other major written accounts of the royal portta#.

Figure 40: A foreign princess arrives at Constantinople for her wedding.
Twelfth-century Byzantine miniature painting. Source: MagUihe Glory of Byzantiumi9l.

109 EastmondRoyal Imagery in Medieval Georgia62.
110 EastmondRoyal Imagery in Medieval Georgia62.
111 jonesBetween Islam and Byzantiy#®.

112 This assessment is based only on the work of Mathews and Daskalakis in “The Portrait of
Princess Marem,” and that of Der Nersessian ikVhngile Du Roi Gagik De Kars: Jerusalem, No.
2556,”"REArm18 (1984).



Figure 41: King Levon IMendering justice, 1331.
Source: Der Nersessiavjniature Painting in the Armenian Kingdom of Cilicia from the
Twelfth to the Fourteenth Centuyrfyg. 648.

Figure 42: Theodora, lvan Sidmawan Alexander, and Ivan Asen.
Source: Spatharaki$he Portrait in Byzantine llluminated Manuscripfig). 39.
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The brief survey of medieval Armem royal portraits in this chapter
suggests that the incorptiom of religious iconographwithin the context of the
patron is an essential elent in the composition of éhpainting or sculpture.
Furthermore, the examples presenteaalssthat compositional devices of the
portraiture are significant with respectit® semiotics. The composition of the
royal painting of King Gag+Abas and his family maintains a secular setting
within an eastern manner, confirming suggestions made by Mathews and
Daskalakis. Other key compositional etts found in the image include the
centralized position of the princessy helative proximity to each respective
parent, specific hand gestures for eawmber of the family, the piece of
designed cloth held by the queen, and tleusion of such imagery as lions and
bowls of fruit. Even if tle partial folio had at one time included imagery of God’s
blessing above the seated figures, such an illustration within a portrait painting,
where the gazes of the figures are towhelviewer and not to the heavens, would
only suggest a desire for a divine blegsivithin the context of the commissioned

manuscript.



CHAPTER 3: TEXTILE DECORATION AND MOTIF IN THE
ROYAL FAMILY MINIATURE

Along with descriptions of textiles iiterary sources and those preserved as
part of the archaeological record, the stoflpictorial representations of costumes
and decorative fabrics in paatture is an important meangresearch to learn more
about medieval cloth. When given a paigtwith an elaborate display of garments
and textile furnishings, not only is theaa occasion to investigate the design mptifs
but there is also an opporitinto consider the contextualgnificance of the textiles
represented in the artwork.

In the Mediterranean East during antiquity and the medieval period, textile
furnishings were used by tmebility and royal courts tonpress foreign visitors and
demonstrate their wealth and power. Intigatar, pictorial textiles were used as wall
coverings and doorwahangings with intended messag# political posturing and
propaganda. Garments, while having an obvious functional value, were also the
means by which “an individuaentified his changing status.’lt is not an
overstatement to say that clothing constdutdat historian, Yedida Kalfon Stillman,
called a “cultural statement.” Stillmancapes to this cultural phenomenon the
ability of clothes to operate as an etfee tool of communication both on the
“physical and symbolic level abotite society in which it is founc®”

Symbolically, clothing is a reflean of “religious and political normgt”

Given the importance of textiles duringetiedieval period, it is reasonable to

1 Lisa Golombek, “The Drapedniverse of Islam,” irLate Antique and Medieval Art of the
Mediterranean Worlded. Eva Rose F. Hoffman (Oxford: Blackwell Publishing, 2007), 105.

2 Golombek, “The Draped Universe of Islam,” 103.

3 Yedida Kalfon StillmanArab Dress from the Dawn of Islam to Modern Tinfesiden: Brill,
2003), 1.

4 stillman,Arab Dress1.
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assume that sumptustabrics were used to meeetbocio-political desires of the
nobility. The royal desires of the Armeniaability were no excegn to this social
phenomenon. Under the suzerainty & dast, west, or divided between the dtioe
precarious geography of Armenia inevitabsured a degree of cultural integration
of the prevailing socio-political system. i$hype of culturablending or borrowing
could also be applied to the insignia fdun the textiles and costumes of nobles.
The miniature family portrait of Kingagik-Abas, Queen Goranduxt, and
Princess Marem preserves for scholars godpnity to analyze medieval Armenian
courtly opulence in a noteworthy presentatdnextiles. This rare painting of a
Bagratuni family features both costume artéiiior fabrics in an elaborate array of
detailed design work. Even in its currentetmrated state, the significance of the
displayed cloth in the image is cleafhere are at least seven discernible
representations of cloth and costuméhia royal portrait (see Figure 43). This
assessment is based on treble differences of color @motif in the textiles.
Where visually evident, there are at le@s different design patterns on the textfles.
Figure 44 provides an illustration toasi the patternsin addition to the
identification of design patterns, thisagiter reviews the physical description and
symbolic nature of the various designsl anotifs of the textiles represented in the
painting. My examination isased on a high resolution photograph of the miniature
portrait. More specific descriptive infoation of the textile decorations from the

various scholars who have studied ithhage can be found in Appendix A.

S Nina G. Garsoian, “The History of Armenia,” Tmeasures in Heaven, Armenian llluminated
Manuscripts eds. Thomas F. Mathews and Roger S. W{dew York: The Pigvont Morgan Library,
1994), 3.

6 Figure 43 has eleven textile types labeled; however, numbers ten and eleven presumably
represent the same band that appears in two pl&wgk.are marked, one as T10 and the other as T11.
Finally, this estimate does not include the embroidérad band identified by those scholars who have
studied the painting in-depth.
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Figure 43. Portrait with alphanumericadtations to designate varying textiles.
Image is based on a high-quality photographic grorh the slide taken by Ara Giler. Slide and
image courtesy of Dickran Kouymjiaihe Arts of Armenia (Accompanied by a Collection of 300
Slides in ColoKLisbon: Calouste Gulbenkian Foundation, 1992).
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Figure 44. Author’s illustration of miature to accomparphotographic image.

Interior Textiles

The textile furnishings encompass coxgs of a cloth-covered divan (dais)
and cushions, and a tapestry-like “throw” displayed in the foreground. The divan
is likely covered in a woven silk, red{ooed textile that is decorated with
geometric pattern work incorporating minukectloral-like designs at each corner
of the small squares in the pattern. TH®w is designed with four large pearl-
bordered medallions encircling elephantghia upper and lower registers of the
linear design, and four large pearled roundels encircling flowers in the middle
registers of the linear designs. Thegkx roundels (both those encircling
elephants and flowers) alternate with the smaller pearled medallions.
Symbolically, the elephant embodies wais characteristics depending upon the

cultural reference point. However, its importance as a signifier of political power
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in Eastern cultures seems universallathews and Daskalakis indicate that it is a
royal animal of ancient Persian monarciiyhey suggest that the design of the
encircled elephants in the royal portraitesiniscent of the tenth-century silk
fragment Khorasan “elephant silk."The Khorasan fragméis an example of
surviving silk textiles prodced in the royal workshgpof the Samanid dynasty
(819-1005 CE) of the ‘Abbassid perifat the general and emir Bukhtak The

silk fragment includes two rows of @leants facing each other separated by a strip
of heart-shaped motifs.The elephants decorating the Bukhtesilk textile are
considered an example of the firstlhgeveloped Islamic style of the tenth
centuryl® Another example of the elephant tihon textiles inclides the eleventh-
century silk twill of “fantastic animalsih pearl-bordered roundels encircling
elephants, simurghs, and wimljeorses. The textile is &yzantine origin, but its
design is derived from a Sasanian mddeByzantine contact with Persia in war
or trade led to exchanges of motifs adlae the movement of artisans. This
cultural transfer providethe Byzantine iconographiepertoire with popular
Sasanian textile bestiary, suchliass, elephants, and griffids. The use of

Sasanian iconography expied geographically durinipe early periods of

7 Jack Tresidder, edThe Complete Dictionary of SymholSan Francisco: Chronicle Books,
2005), 166.

8 Thomas F. Mathews and Annie-Christine Daskis, “The Portrait of Princess Marem of Kars,
Jerusalem 2556, fol. 135b,” From Byzantium to Iran: In Honour of Nina Garsojaus. J-P. Mahé and
Robert W. Thomson (Atlanta: Scholars Press, 1388),

9 Sophie Makarioulslamic Art: The Caliphate Period, The Saint-Josse Shrbadvre Museum
website, image and text assessed by authdlomember 8, 2010, http://www.louvre.fr/llv/oeuvres
/detail_notice.jsp.

10 Mehmet Aga-Oglu, “Remarks on the Character of Islamic Aittg Art Bulletin 36:3 (Sep.,
1954):193.

11 adeéle Coulin WeibelTwo Thousand Years of Textiles, The Figured Textiles of Europe and the
Near EastNew York: Hacker Art Books, 1972), 96.

12 Michel Thomas et alTextile Art(New York: Rizzoli, 1985), 37.
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medieval Islam and the Christian wéstDer Nersessian indicates that silk cloths
with animals in medallions were a Saie tradition later used by the Muslifs.
However, many of the Persian culturaltifoused in Sasanian textiles were
inherited from their predecessors, the Parthlamgho in turn borrowed Persian
themes of hunting, war and banquetiagd other associated imagery from the
earlier Achaemenid cultuéé.

The small medallion pattern found tive throw in the miniature portrait
includes a winged creature. Sirarpier Diersessian identifies the creatures as
birds17 while Marielle Martiniani-Reber suggts that they are similar to the
Sasanian simurgh a winged creature found in the Persian Pahlavi texts. The
simurgh was associated with begefit attributes such as protectith.While it
may be difficult to discern whether thengied creature ithe decorative motif
divan throw is a bird or a simurgh, thee of encircled creatures as a decorative
motif in textiles can be found in other medieval Armenian representations of royal
garments. An interesting comparison bamade between what scholars describe

as a winged creature found in King Gdgifamily portrait and the Sasanian

13R. W. Ferrier, edThe Arts of PersigdNew Haven: Yale University Press, 1989), 151.
14 sirarpie Der NersessiaArmenian Art{London: Thames and Hudson, 1978), 109.

15 Armenia was ruled by a branch of the Parthian dynasty, the ArSakunis, from the first it the fi
centuries.

16 Ferrier, The Arts of Persial52.

17 sirarpie Der Nersessian, “L’Evangile DuiR@agik De Kars: Jerusalem, No. 255BEArm
18 (1984), 90.

18 Marielle Martiniani-Reber, “Les tissues medaux armeniens: essai d’identification,”in
Between Paris and Fresno, Armenian Studies in Honor of Dickran KouyrefaBarlow Der
Mugrdechian (Costa Mesa: Mazda Publishers, 2008), 149. A simurgh is also referred to as senmurv.

19 prudence Oliver Harpefhe Royal Hunter, Art of the Sasanian Emgiew York: Asia
House Gallery, 1978),18.
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textile of the encircled Biurgh shown in Figure 4%. This type of design pattern
Is similar to the pearled medallionsasfimals, including birds, found on the

costume of King Gagik Arcruni’s sculptural relief on the church &amar?1

Figure 45: Seventh tomth century textile fragmeritom Iran or Transoxiana.
Source: HarpefThe Royal Hunterl36, fig. 60.

Costume Motif and Design

Armenian sculptural portraits ofefthree surviving Bagratuni kings from
the second half of the tenth century are believed by schétarsepresent typical
Armenian ceremonial regalia used in rieésnvestiture. It is suggested by art
historians Antony Eastmorahd Lynn Jones that representations of costume that
include tunics with pendant sleewessd turbans show a representation of

Bagratuni royal status and are not aflign origin (see Figures 24 and 48).

20 Harper,The Royal Hunterl36. Also see Weibelwo Thousand Years of Textiles, The
Figured Textiles of Europe and the Near E&8&-39.

21 Martiniani-Reber, “Les tissues medievamneniens: essai d'identification,” Between Paris
and Fresnol149.

22 Antony Eastmond and Lynn Jones, “Robing, Power, and LegitimacRdlres and Honor,
The Medieval World of Investitured. Stewart Gordan (New York: Palgrave, 2001), 155.

23 Eastmond and Jones, “Robing, Power, and Legitimacy,” 159. Kouymijian indicates in his
review essay, “An Interpretation Blagratid and Artsruni Art and Ceremony,” (p. 98) that the turbans worn
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Portraits or sculptures of Armeniamgs in traditional Armenian investiture
costumes with a model of their foundaturch are ideological expressions of
kingship in an effd to display piety4 in distinct Armenian character. The
scholars suggest that the standardizatiath@fresentation of the church in the
arms of the king, who wears undecorataaics under robes with pendant sleeves,
and head turbans, is a “continuation ofeanlier establishetladition of Bagratid
royal imagery.25 This costume display is in coast to the ceremonial regalia of
King Gagik Arcruni, whose “visual expressi of kingship” reflets derivations of
Sasanian motifs. According to Eastnadl and Jones, this purposeful political
connection with eastern design aligns #irmenian king, Gagik Arcruni, with the

temporal regal authority afforded ihim by contemporary Islamic powets.

Regalia of King Gagik-Abas

The costume of King Gagik-Abas is aibland purple silk (?) robe. It has
broad sleeves and it is tapered at theswal his garment is similar to the
sculptural representation of the one wbyrthe late tenth-century Bagratuni king
Gagik | of Ani, located east of Ka?é There are distinct blue cuff-like broad

bands around the opening of the trousersappear only at the lower part of the

by Smbat and Gagik Bagratuni served to show kingships are part of Arab regalia. He also states that the
sculpture in the round of Gagik Bagratuni (see Figure 46) was believed to have been attaehellicth

he built. Others have suggested that during tlad Averiod Gagik was concerned in reviving Armenian
national authority harking back to pre-Arab period.

24 Eastmond and Jones, “Robing, Power, and Legitimacy,” 159. Eastmond and Jones indicate
that Christian piety is demonstrated by the Armenian kings with the representation of the church in their
outstretched hands.

25 Eastmond and Jones, “Robing, Power, and Legitimacy,” 159.
26 Eastmond and Jones, “Robing, Power, and Legitimacy,” 159.

27 The geographical and historical relationship between Ani and Kars is discussed in Chapter 4.
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Figure 46: Late tenth or early elevertmtury sculpture of Gagik | Bagratuni.
Source: Jone&etween Islam and Byzantiuad, fig 3.4.

king’'s overall garment. The king’s tung decorated with the motif of what has
been identified as a stag, unicorn, or anedribex, which stands in profile inside a
double-pearled medalliot®. Der Nersessian refets this animal as bouquetii®

in profile, and Jones writes that the cugatis a horned ibex grasping a three-

lobed leaf in its moutB? The notion that the ungulate is a motif of an ibex

28 Lynn Jones, “The Visual Expression of Bagratuni Rulership: Ceremonial and Portraiture,” in
REArm28 (2001-2002):387.

29 Der Nersessian, “L’Evangile Du Roi Gagik De Kars: Jerusalem, No. 2556,” 90.

30 Jones, “The Visual Expression of Bagratuni Rulership,” 387.
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counters Mathews and Daskalakentification of it as a stag or unicorn
design3l Based on the morphology of the agtanimal, it is most likely a
representation of an ibex, which is not an uncommon motif in Persian fabrics and
metallic work. A wool tapestry fragmefiom the sixth centurwith an ibex is
identified as Sasanian (Figure 4¢) Earlier sources of the ibex image can be
found in artifacts as early as 600 BCE;lsas the Achaemengtyle bronze Ibex
head, Figure 48, as well as an earktiscentury BCE bronze incense burner from
southwestern Arabia. Emblematically, the ibex is reg@uas a “powerful
apotropaic symbol represting virility and fertility.”33

A band of scroll work resembling tendra$ vines is enclosed between the
double roundels. Lozenges alternatevaen the roundels. The lozenges are
composed of small circles intersperssenly at 90 degreasith four-lobed
segmented leaf blades. The margin of daahterminates in an acute apex that
forms the overall lozenge shap¥®/ithin the small circlas a dicot flower with
four parts. A similar motifs found in a patterned textile of a royal garment on the

rock reliefs of Tag-i Bustan in Sasanian Pé&fs{&igure 49).

31 Mathews and Daskalakis, “The Portrait of Reas Marem of Kars,” 479. Even though the
exact identification of the motif is disputadhong scholars, the symbolic nature of the motif is maintained
to be one of virility.

32 Weibel, Two Thousand Years of Textil6s.

33 Kim Benzel et al.Art of the Ancient Near East, A Resource for Educatdiew York: The
Metropolitan Museum of Art, 2010), 98.

34 Harper,The Royal Hunter]23.



Figure 47: Sixth century wool tapestry fragment.
Source: WeibelTwo Thousand Years of Textil&§€.

Figure 48: Achaemenid-styleonze ibex head, 600 BCE.
Source: MunroThe Golden Encyclopedia of Ay, 34.
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Figure 49: Tag-i Bustan, Sasaniaxk relief of Khosrow Il (590-628).
Source: R. Ettinghauséfmfom Byzantium to Sasanian Iran and the Islamic Waldte XXII,
fig. 76.

Regalia of Queen Goranduxt and
Princess Marem

The queen’s costume includes at ldagt different types of garments. The
gueen'’s red silk dress is patterned witbagr designs of encircled birds that are in
turn enclosed bgeometric shape®. The motif of birds within roundels is found
in Sasanian metal work, where birds $gotized benevolence in the Zoroastrian
religion36 Queen Goranduxt’s shoulder-cascading3veésl adorned with cordate

leaves or hearts, a popular motif ins8aian arts and lavishly present as a

35 Der Nersessian, “L’Evangile Du Roi Gagik De Kars: Jerusalem, No. 2556,” 90.
36 Harper,The Royal Hunte63.

37n Eastmond’'®RRoyal Imagery in Medieval Georgia03, footnote 35, he indicates that
T'amar's unmarried state is inferred from the alesenf a veil, the traditional symbol of marriage. The
veil is seen on T'amar in later imeg of the queen when she is married.
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decorative element in¢rock reliefs at Tag-i Bustan, (see Figure 30Der
Nersessian indicates that the queen’gewell is patterned with an array of
golden designs in the shape of he@?tI.he reference to “golden designs”
suggests the use of woven gold thraagart of an embroidered work.
Contemporary Armenian historian Step’anos BAsgives reference to similar
“golden” textiles used as a decoratsaheme by Bagratuni Queen Katramide of
Siwunik (wife of Gagik 1), akr the cathedral of Ani véacompleted in the early
eleventh century. Shessid to have decorated tbathedral with “tapestries
embroidered with purple flowers wavevith gold and painted in various
colors.™0 The edging of Queen Goranduxsisawl includes several bands, two of

which include the colors of red and bltie.

Figure 50: Mosaic in the Dome of the Rock, Jerusalem, 691.
Source: R. Ettinghauséfrom Byzantium to Sasanian Iran and the Islamic Waldte XXII,
fig. 74.

38 Harper,The Royal Hunter119. Note that enclosed irethontours of the cordate shape is
imagery of varied fruits. One of these depicted fruits is the pomegranate, thus emphasizing its symbolic
presence in Persian arts.

39 Der Nersessian, “L’Evangile Du Roi Gagik De Kars: Jerusalem, No. 2556,” 90.
40 Garsoan, “The Independent Kingdoms of Medieval Armenia,” 180.

41 per Nersessian’s analysis states that it has “deux bandes rouges et une bande mauve,” in
“L’Evangile Du Roi Gagik De Kars: Jerusalem, No. 2556,” 90.
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Princess Marem wears a short blue shaith embroidered bands, and a
red tunic with a design of botanicahtiils and dark green palmettes traced by
light-colored borders. The palmette-tahdrotif is found on Sasanian metalware
(see Figure 5192 She, like her mothég wears three strands of pearls at neckline
length. Pearls, in the Persian tradition, are the regalia of refaBymbolically,
they are associated with fertility because of their watery orfgindathews and
Daskalakis emphasize that pearls waghly regarded byuslim rulers as
symbols denoting purit§® These precious material@re first used for jewelry
by the ancient Egyptians, aarly as the middle of theecond millennium BCE.
However, it was not until the country washgoiered by the Paasis and direct
trade links were established with the ésles of the Persia@ulf during the fifth
century BCE when its use gmwelry reached its prom@mce in Egyptian cultur®.
The appeal of pearls was a widespread phenonmfnémSasanian culture, part of
the royal dress included a pearl necklaaarings with large pearls, and bands of
pearls and other jewels. A stucco busadfersian king found at Kish, Palace Il
(fifth century CE), showthat such dress embodied sacred king&hifn

Christian iconography, the pearldsnsidered a symbol of regeneration.

42 Harper The Royal Hunter62.

43 The gueen also wears a bracelet made of utifiddarte jewels. The colors of the jewels are
similar to the colors used for the fruit in the bowls as well as the multi-band edges of her shawl.

44 Harper,The Royal Hunterl24; and WeibelTwo Thousand Years of Text||@s.

45 TresidderThe Complete Dictionary of Symhal$6.

46 Mathews and Daskalakis, “The Poitiaf Princess Marem of Kars,” 479.

47 Grahame Clarksymbols of Excellen¢€ambridge: Cambridge University Press, 1986), 78.
48 Clark, Symbols of Excellenc8.

49 Harper, The RoyaHunter, 108, plate 41.

50 Clark, Symbols of Excelleng81.
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Figure 51: Sixth or seventh dery Iran (?) silver-gilt roundel.
Source: Prudence Oliver Harp&he Royal Hunter62.

Finally, Marem’s hair is braided kkher mother’s; however, it may be
arranged in multiple braids on each sidéef head, whereas her mother seems to
have only two braids on eih side of her head. Perhaps the significance of the
number of braids may be related to mastatus, hence the difference of the hair
styles between them. This suggestimrks well with the representation of
Marem in the royal portrait as a young giithin the marrying age consistent with

medieval Armenian social life.

Tiraz Bands

There are several rectangular areas with no distintket@attern work
located on the king’s garment, the backtd divan, the sides of the throw, and
across the shawl woltry the princess. Der Nerseamsis work on the painting as

well as the research camtted by Mathews and Daskéls suggest that these
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rectangular areas resembilaz bands?! Tiraz bands are embroidered insignia
cloth used in the Islamic tradition. @$e bands of cloth, typically used on
garments and furnishingseadecorated and inscribedthvtitles, place-names and
dates of rulers, or blessings, in royal worksh@b$4uslim aristocracy, both men
and women, have used inscridedz to denote political standing. Thieaz

textiles were also presentedgifts to foreign dignitarie83 Der Nersessian states
that while the color of thewo vertical bands that brieéhe design of the divan
textile has faded there may have beendunfscriptions on isimilar to the ones
woven into thdiraz of the sleeves of the king’s royal robfe As with the
inscriptions suggested on theaz bands, other inscriptions the image, if they

did exist, are not detectalile.

51 Mathews and Daskalakis, “The Poitiaf Princess Marem of Kars,” 479
52 Mathews and Daskalakis, “The Poitiaf Princess Marem of Kars,” 479.

53 Mathews and Daskalakis, “The Portrait of leaas Marem of Kars,” 480. More information
ontiraz is provided in my discussion of textiles in Chapter 4 of this thesis.

54 Der Nersessian, “L’Evangile Du Roi Gagik De Kars: Jerusalem, No. 2556,” 90, and Der
NersessianArmenian Art 109.

S5 This leads me to several concerns related to the sugdieatsid the painting. My illustration
of the portrait, as provided in Figure 44, was rend&vegarify certain elements of the painting. It also
provided me with an opportunity to closely scrutirtize photograph of the image. From this exercise |
began to question several areas of the painting and wondered if there had been any attesrpdstiat
restoration or general manipulation of the image orsprthe image for whateveeason. First, the area
of cloth directly below the queen’s face, flanked by her shawl, shows a similar design patterdrasse
however, the coloring is different, which initially led me to assume that it was another textile. Second,
there are several sections of the divan’s upright portion (to the king’s left side) wheradha design
pattern seems to be missing, but based upon the pattern work of the divan as found to theghteen
side, it is inferred that this decorative pattern is the same throughout the upright portion of the divan.
Furthermore, the paint of the garment on the left portion of the king’s folded leg is missing, while an
indication of the curvature of the leg remains. Tiissing area on the divan near the king, along the side
of the divan cushions, is similar in its light coloring and “ghosting” of pattern wotkeofuggestetiraz
band areas. Third, the suggesteddsaalong the princess’s shawl seampect. The band widths do not
match in orientation and size. Also, if examined carefully, the band to the left shows patchyrgltsalo
inner vertical edge, clearly the same blue color as her shawl. This leads me to believe that at one time, the
entire area may have been blue. Was there any physécapulation of the original paint, and if so, why
was it made to resemble rectangular shapes? Befpifaidiner speculation can be made, this is an area of
investigation that requires more syyareferably with the use of highly sophisticated imaging of the actual
miniature painting.
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My attempt to decipheéhe symbolic nature of éhdecorative designs of the
textiles in the miniature painting is basen the traditional meanings given to the
motifs in the Near Eastern and Mediteean medieval cultures. In the case of
costumes and textiles in the royal miniatportrait, the symbolic associations of
such a varied array of motifs may be redate their social use rather than mere
aesthetics. While speculativcontextualizing the podit’s textile iconography
and richness in display may suggestghlyi sophisticated visual message being

communicated by the king and his figno the intended viewer(s).



CHAPTER 4: THE MINIATURE PORTRAIT IN HISTORICAL
AND SOCIAL CONTEXT

Sirarpie Der Nersessian said it besten she recognized within the royal
family portrait the “influencef the social environmenit’of the Muslim world
both upon princely dress anthnners. Since portraits are cultural constructs, it
serves an art historian well to study thstorical, political, sociological, religious,
and economic milieu of thedlividuals portrayed in aimage from the medieval
period. While this chapter does not pwshe full extent of such a complicated
undertaking, it is my hope to synthesedant historical and socio-economic
information to create aoniceptual framework for atyzing the royal family
portrait.

This chapter is divided into two majsections. The first section highlights
key historical events that indelibly affedtthe politics of Armenia from the fourth
century up to themergence of the Bagratuni dynastid o do this effectively and
economically, | begin with a brief chromgly of medieval Armenia. This is
followed by a cursory review of the Bagunis in Armenia and their historical
interaction with the ‘Abbasids, Byzantines and Seljuks. However, | devote a
disproportionate amount of time to discuss the Seljuks and thedsasiih the
tenth and early eleventh centuries. Tikipurposeful since their presence on the
Armenia plateau created the dynamics thetisformed the political landscape of
Greater Armenia and the future of the Begni dynasties. The entire narrative is
developed to set the stage foe historical state of affairs of King Gagik-Abas and
his family. To provide a general claaterization of King Gagik-Abas, | have

gathered together scattered informatwailable to mel attempt a similar

1 Sirarpie Der NersessiaArmenian Art(London: Thames and Hudson, 1978), 110.
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treatment of Princess Marem. To conteize this family vithin their social
structure, | outline in the send section of this chapter the status and political
roles of royal women in Armenia, fetearoyal patronage, dowries and marital
political alliances, female inheritancendathe importance and use of textiles. |
base much of this chapter on secondamyrces while consulting the few primary
sources of translated historical sourceslalike to me. Againthe purpose of this
chapter is to lend support to my thedisis not meant to be an exhaustive

treatment of the history and social politics of medieval Armenia.

Brief Geographical and Historical Background

The Armenian plate@for many centuries was a land buffer and
battleground between two major powdhge Western classical empires (Graeco-
East Roman, Byzantine) versus the Near Eastern enipeesan, Arabic
Muslim) worlds3 Its principalities were subject to invasions and control by the
established superpowers. Many of th@amal military intrusions resulted in
political partitions of Greater Armeniahich meant the shifting of land and
populace under the social and emmic policies of its suzerath.In turn,

Armenian loyalties were not always corterg to support a cohesive defense and

2 Robert Hewsen, “The Geography of Armenia,Airmenian People from Ancient to Modern
Times, Vol. 1 The Dynastic Periods: ofm Antiquity to the Fourteenth Centugd. Richard G.
Hovannisian (New York: St. Martin’s Press, 2004), 1. Located in northern séther Middle East, the
plateau is the central-most and highest of three landlocked highland areas. To itsheeshatdlian
plateau.

3 Nina G. Garsoian, “The History of Armenia,” Tmeasures in Heaven, Armenian llluminated
Manuscripts eds. Thomas F. Mathews and Roger S. W{dew York: The Pigvont Morgan Library,
1994), 3.

4 Hewsen, “The Geograplof Armenia,” 15-16. Periodic peace settlements resulted in the land
partitions of Armenia, where its main centers fell urttierjurisdiction of the major political powers in the
region.
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diplomatic assurances i geographic interests After the Arab invasions of the
mid-seventh century, Muslim principalitiggere slowly established in historic
Armenia and its immediate vicinity. The three major periods of foreign
settlements in medieval Armenia include the Arab emirates of the ninth and first
half of the tenth centuries; the brief Iranian “interlfdef invaders and settlers,
namely the Kurds and the Daylamites, frima south of Caspian, both infiltrating
into Armenia as mercenaries from Azaja during the tenth and early eleventh
centuries; and the gradual Turkization of fflateau and other parts of Asia Minor
beginning in the mid-eleventh century.

Among those non-Armenian dynastieattfigured significant during the
Bagratuni period of the late tenth agatly eleventh century were the Sagids8
Their presence in Armenia over an aes#éending between the Kur and Araxes
rivers has been overlookedhen considering the politicdlynamics of the region.
Of note are their residences in Gagad the ancient Armeam capital, Dvin. A
branch of the Saddids later ruled in Ant0 the medieval capital of the Bagratuni

kingdom from the ninth to the early elewlertenturies, bringig them in close

S This is particularly true in the Bagratuni period of the eleventh century. Robert W. Thomson
“Eastern Neighbours: Armenia (400-600), Tihe Cambridge History of the Byzantine Empire500-
1492, ed. Jonathan Shepard (Cambridge University Press, 2008), 156-157.

6 Vladimir F. Minorsky,Studies in Caucasian Histofizondon: Taylor’s Foreign Press, 1953), 2.

7 Nina Garosian, “Armenian Muslim Emirates,” in etionary of the Middle Age®d. Joseph
R. Strayer (New York: Charles Scribner’s Sons, 1978), 512-513.

8 The Sadddids were prominent Kurdish Muslim dynastic families who ruled in eastern
Transcaucasia. Minorsky writesattin Caucasian history, the Sadtls “were the missing link without
which one could see only one side of the events.” See Mind@skglies in Caucasian Histo(izondon:
Taylor’s Foreign Press, 1953), 1-2.

9 Ganja is in present day Azerbaijan.

10The archaeological site of Ani is now locategresent day Turkey. The medieval kingdom
of Ani was a fortress wedged between two major rivers on two of its three sides and had aymassivel
fortified wall on its third side. It was at the crasass of the internationally-known trade route commonly
referred to a¥he Silk Road Also see footnote 25 in this chapter.
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contact with the Armenians and the GeorgiEng.he course of their socio-
political activities in the region took plae¢ a time when the Byzantines were
concerned with securing a military stighold along their estern borders and
during the increasing Turkic excursions from the East.

In Table 1, | provide a chronology séveral major eventhat shaped the
general socio-political landscape of Amig from the fourth century up to the
time of the Bagratunis. Medieval Armia constituted a set of small kingdoms,
not a single state, among a number of mili@b emirates. The small Armenian
kingdoms were in conflict among themssdy and their loyalties were not always
aligned with their kinsmen. Figure ¥2a map of Armenian during the sixth
century under Jaimian. Figure 53 is a map afedieval Armenia, c. 1000 CE,

showing the Armenian principalities ding the Bagratuni dynastic period.

Bagratuni Armenia and their
Suzerains

The rise of the Bagratuni house inmgnia to dynastic status took place
during the ‘Abbasid Arabic regime, whesaliphs ruled effectively from 750 to
945. The ‘Abbasid caliphat&was an Irano-Islamic empire, and its political
structure was based on the legacy of th&aB@an imperial rule and its institutional
practices, which governed both Iraq anel bltanian plateau for more than four

centuries before the seventh century Arab conddekikewise, the ‘Abbasid

11 Minorsky, Studies in Caucasian Histqrg.

12 Minorsky notes that the numerous references to the Sai$d‘are scattered throughout
Armenian, Georgian, Arabic and Piars sources, but they are like dead leaves which are no substitute for
the original tree to which they belong.” Minorsi8tudies in Caucasian Histqrg.

13 This was a system of government used by the various bureaucratic empires that ruled the
Islamic Middle East.

14 Douglas E. Streusanidlamic Gunpowder Empires, Ottomans, Safavids, and Mughals
(Westview Press: Boulder, Colorado, 2011), 12.
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Table 1. Chronology of historical evisn the Armenian political landscape from
the fourth century up to the ninth century.

Time Setting/Eventdd

54 to 428 ArSakuni dynasty ruled the kingdom of Armenia. In the mid-third century, the
Sasanids came to power in Persia, endirigkuni rule in Armenia for a period of
time, until the dynasty wa®-established under King Trdat Il with support from
Rome. Armenia was converted to Christianity under King Trdat Il in the eérly 4

century.
late 4" Power struggles between the RomansR@igians brought about the partition of
century Armenia around 387 CE, where nearly four-fifths of Armenian territories went to

the Persians as Persarmenia, and most of the remaining lands were absorbed as
Roman territory. Essentially, Armenia became divided between two spheres of
influence: a large Iranian sector eastdine running from Sper to Martyropolis,

and a much smaller Roman sector west of that line up to the Euphrates.

mid-5" The division of Armenia between the superpowers and the disintegration of its

century kingship system under the ArSakuni dynasty in the mid-fifth century left the
country politically and culturally fragméed under the suzerainty of the Roman
and Sasanian empires.

late-6" In the sixth century, military campaigns by Byzantine emperors greatly impacted
century Armenian territories along Byzantium's eastbiorders, eventually resulting in the
Armenian Partition of 591.

early-7" Separation of Georgian Church from the Armenian Church. GHwegian Church
century adopted the Chalcedonian orthodoxy of the Greek Church.

mid-7" The first Arab invasion of Armenia occurred in 640. To prevent continued
century devastation and assaults, in 652, an egent was settled between the Arabs and
the Armenians to conditionally accept Arab suzerainty in Armenia.

late &" Between 785 and 809, Haroun al-Rashid, #mbasid caliph of the Arab Empire,
century and encouraged the settlement of temigs under his control, among which was
early 9th Armenia.

13- See Robert W. Thomson, “Eastern Neighbours: Armenia (400-600),” and Tim W. Greenwood,
“Armenian Neighbours,” (600-1045) ithe Cambridge History of tH&yzantine Empire, c. 500-1492d.
Jonathan Shepard (Cambridge: Cambridgaersity Press, 2008). Also sAemenian People from
Ancient to Modern Times, Vol.dd. Richard G. Hovannisian (New Mo St. Martin’s Press, 2004), in
particular, see selected chapters by Nina Garp$#agakuni Dynasty” and “The Marzpanate,” Jones,
Between Islam and Byzantiufram Ter-Ghewondyar,he Arab Emirates in Bagratid Armentaans.
Nina Garosian (Lisbon: Calouste Gulbenkian Foundation, 1976); and Robert W. ThGogvs,
Christianorvm, A Bibliography of Clagsil Armenian Literature to 1500 A@@repols-Turnhout, 1995).
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Table 1. (cont.)

end of 8th  From 774 to 775, Armenia revolted against the Arabs (first the Umayyads and then
century the ‘Abbasid Caliphates) in responseet@essive tax burdens and repressive
policies. TheArmenians lost the revolt.

from 428 From the end of ArSakuni rule to the beginning of the Bagratuni period, Armenia

until late 9" had no kingship but operated as a group of principalities each governed by

century naxararswith a head princa$xan The presiding prince oversaw all the other
princes. As a vassal state of the ‘Abbasid caliphate, the country was ruled by a
resident governogstikan Theostikanwas appointed by the caliphate. While
Byzantium did not have a similar corresponding political position represented in
Armenia, it was also recognized as @aesain. Having both Byzantine and Islamic
recognition of Armenian princes was desirable.

mid-9th In 850, the Arab caliph appointed ASot Bagratuni as the governor of Armenia.
century

mid-9th In 884, ASot Bagratuni was crowned by tArab caliphate and Byzantine emperor,
century both recognizing his rule of Armenia. King ASot | began the Armenian Bagratuni

royal dynasty.

military and financial structure of grempire came from the Sasanidh<One
might conclude that the socio-politiadalings of the Bagratuni nobles in
Armenian society under the ‘Abbasid Emgpmay have been relatively similar to
Armenian existence under centuries of Sasaniantfule.

The late ninth century was a time @vhArmenia was not directly involved
in political turmoil at théhands of the Arabs or thgyzantines.The eventual
decline of the ‘Abbasid Caliphate agolitical power and the reemergence of

Byzantine military potecy in the middle ninth centungrovided Armenia with an

16 streusandslamic Gunpowder Empired45.

17 Nina Garosian, “The Independent Kingdoms of Medieval Armenidtimenian People from
Ancient to Modern Times, Vol. 1 The Dynastic Periods: From Antiquity to the Fourteenth Cedtury,
Richard G. Hovannisian (New York: St. Martin’s Press, 2004), 163.
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Figure 52: Territorial boundaries siikth-century Armenia, Justinian period.
Source of Map: Nina Garosian, “A History of Armeni@réasures in HeaveR, Map by Robert
H. Hewsen.

Figure 53: Map of Armenia in the Beatuni Period, c. 885-1064 CE.
Source: Nina Garosian, “The Indepent Kingdoms of Medieval Armenia&rmenian People
from Ancient to Modern Timeg$45. Map by Robert H. Hewsen.
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opportunity to prosper and advance the Bagratunis, the leadiagar8
(princely) family, to royal status. Thshift in the balance of power between the
two major political empires was what Armameeded to on@gain rematerialize
as an independent political ent#y.The disregard of Armenian affairs by the
superpowers stimulated an internal depenent of local dynastic families, who
reoccupied former Armeniaerritory and instituted pibical and marital alliances
to strengthen territorial claims.

Under ASot |, the Bagratunis emerged as the dommeatarar family and
eventually as the first Arnmgan princely family to beaae an imperial family at
the end of the ninth centu?y. With the martyrdom of Smbat,the political
prestige of the Bagratunis was augmeinitg@ spiritual prestige sanctioned within
the Armenian Christian faith. It wahe faith-based recognition that the
Bagratunis had coveted for many yeamnparable to thaxperienced by the
once powerful fifth-centurpaxararfamily, the Mamikonean32 ASot |
transitioned from aaxarar status to the king of Armenia, recognized by both the

Caliphate and the Byzantine empe#drUnder the reign of ASot |, a new

18 A naxararis defined as a landed noble, roughly equivalent to a baron or prince in western
feudal society.

19 Nina Garsoian, “The Arab Invasions and the Rise of the Bagratuiirimienian People from
Ancient to Modern Times, Vol. 1 The Dynastic Periods: From Antiquity to the Fourteenth Cedtury
Richard G. Hovannisian (New York: St. Martin’s Press, 2004), 141.

20 Garsoian, “The Arab Invasions and the Rise of the Bagratuni,” 146.

21|n 861, Smbat Bagratuni,sparapet (a hereditary military rank of supreme commander of the
armed forces) was imprisoned by general Bugha (Turkic military officer under the ‘Abbasids)vilong
othernaxarars While the others chose apostasy in exchange for their freedom, Smbat refused to renounce
his Christian faith and died in captivity. His martyrdom in 862 in Samarra (now impiaese Iraq)
elevated the status of iisn to include spiritual piety and sainthood. See JdBetyeen Islam and
Byzantium 17; and Dickran Kouymijian's “Review Essay,” of Jond&fween Islam and Byzantiu8b.

22 The martyrdom of the patriarch, Vartan Mamikonean, in 451 CE, over the issue of religious
freedom, gave this majoiaxararfamily high political standing in Greater Armenia for many centuries.

23 Garosian, “The Independent Kingdoms of Medieval Armenia,” 148
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autonomous state in the northwesterrtipa of the Armenian plateau was
redefined under the leadership of Begratunis. Despite occasional hostilities
from neighboring Kurdish and Arab emifspm 929 to 1020the apex of the
Bagratuni Dynasty, there was relaigeace and prosperity in Armeafa.

In the tenth century, ASot Ill ruled at A#fi,the new capital of the
Bagratuni Dynasty. As King Asot Ill, he maintained a godati@nship with the
more powerful Byzantine Empiend its emperor John Tzimiskés . However, he
faced dynastic challenges. To quell mid political strife among the princes in
the Bagratuni dynastic house, King ASot Il creapdnagegland grants) for his
kinsmen and thus unforeseeably weakened the kingddre moved the
Bagratuni capital from Kars tAni in 961, and granted Ks, with its district of
Vanand, to his brother, Muggrandfather of King Gagik-Abas. The granting of
other districts fragmented the Bagrataphere, rendering subordinate kingdoms
to the main kingdom of Ansoon thereafter emerged tBagratids of Georgia, the
Bagratids of Taron, and the Bagratids of K&$hese small kingdoms formed
autonomous units within the largerrAenian Bagratuni-dominated area.

Nevertheless, the restlessness behindngpmower and land vgaconstant, with

24 Garosian, “The Independent Kingdoms of Medieval Armenia,” 162-163.

25The archaeological site of Ani is now locategresent day Turkey. The kingdom of Ani was
an important urban and religious center, and itation on the major trade route made it a vital trade
center. Its growth was attributed to the moveneémrafts and goods between the Arab east and the
Byzantine west. This economic development was only matched by Ani’s flourishing culture. Significant
developments in the sciences, literature, and thepanticularly architecturegainting (miniatures), and
the applied artsarose in the late tenth to early eleventhtgges. The city was described by twelfth-
century Armenian chronicler, Matthesf Edessa, as the city of “oneotisand and one Churches,” and with
a population of over 100,000 people. See Matthew of EdEssaChronicle of Matthew of Edessa
Armenia and the Crusades, Tenth to Twelfth Centutiass. Ara Edmond Bxourian (New York:
University Press of America, 1993), 102, section 22.

26 Garosian, “The Independent Kingdoms of Medieval Armenia,” 165.
27 Garosian, “The Independent Kingdoms of Medieval Armenia,” 166.

28 Garsoian, “The Arab Invasions and the Rise of the Bagratuni,” 150.
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some family members comfortable wittreir subordinate position to the king of
Ani and others not. For example, during tieign of Gagik | at Ani, c. 989 to
1017, his cousin Abas of Kars (984-1024&ther of Gagik-Abas of Kars, accepted

his position as a minor king without posing any challenges to Gagik |.

The ‘Abbasids, Seljuks and Sagktls
Under the weakened ‘Abbid Caliphate of the eleventh centupylitical

and religious spheres were rife with cagtipg factions aiming to strengthen their
position by recognizing the caliphate. néas Middle East dynasties arose under
the religious umbrellas of Sh and Sunrs30 Adding to this was the rise of
military aristocracies of foreign extractioft is within thispolitical climate that

the Seljuks Turks found their place and rose in péWer.

Dramatic changes in ‘Abbasid powgave rise to a growing “nomad
dominance” that altered the fundamemalitical governance provinces. Under
the collapse of direct ‘Abbasid authorityegional rulers sougt to maintain the
pretext that they acted as ‘Abbasid govwors,” and “sought to justify their
positions with the ‘Abbasid system” lmptaining recognition from the caliph
“while simultaneously attentimg to justify their rule.32 This is where the
concept of sultanart@emerged, and its title heldritestricted sovereignty with

caliphal certification...the Saljugs [SeljJksere the first dynasty of sultand?”

29 Garosian, “The Independent Kingdoms of Medieval Armenia,” 170.

30 Claude CaherPre-Ottoman TurkeyTaplinger Publishing Company: New York, 1968), 13.
31 cahenPre-Ottoman Turkey? and 15.

32 streusandslamic Gunpowder Empired8.

33 sultanante is a dynastic position within the giadite whereby the title of Sultan is bestowed on
a leader who has sovereignty of rudach as a governor of a province.

34 streusandslamic Gunpowder Empire4B8-19. Streusand states 20) that “Saljuq concept of
kingship, fiscal decentralization, and nomad power made the ‘Abbasid and Sasanian models impossible to
emulate.” Under the “Saljugs” there was the use of warfare to settle distributipparfageand “tribal
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Major changes occurred indlpolitical structural landscape under the ‘Abbasids
resulting in a series of “decentralized politRsdnd “confederate tribes?® To
counter the power of the confederatedspwar bands were created by rulers as
their personal military retinues. Theeusf war bands strengthened the position of
the ruler, but problems still remained. In these sibuati rulers of the leading
dynasties sought to lessen the impadhefnomadic tribes by “pushing them to
the frontier, where they could continteeexpand the empire without interfering
with the central governmen3?” It is the Seljuks’ use dhis policy that resulted in
the Turkic invasion of Armenialands and the Byzantine fronti,

Upon the death of their eponymous leader, Seljuk, his heirs Chaghri-Beg
and Tudl-Beg became the new Seljuk Turcomaaders. More notably, their
conversion to Islam and entry into Blum territory from Central Asia as
herdsman-raiders and warriorsficenaries historically led Tél-Beg and
Turcomans under his command to positions of power within the court of the
‘Abb -sid Caliphate and ultimately asvaders of the Armenian-Byzantine
frontiers of the Anatolia platea@d. Tu &l-Beg expanded his areas of Turcoman
conquests south-west and further westjevhis brother, Chaghri-Beg, maintained

a base at Khorasan and its surroundingthen Chaghri-Beg died around 1058,

chieftains used princes as figureheads in their efforts to expand tribal and personal power.” Thus the
collective sovereignty resulted in a seriesiefentralized polities anidbal confederations.

35 streusandslamic Gunpowder Empire&0.
36 streusandslamic Gunpowder Empire21.
37 streusandslamic Gunpowder Empire&1.

38 streusandslamic Gunpowder Empire22. Streusand does not mention Armenia, but uses the
geographical term Anatolia. In effect, this areaéiés Anatolia included Armenian kingdoms, including
the land ruled by the Bagratunis.

39 cahenPre-Ottoman Turkey21-22. Under Ttil-Beg, the Turcoman entered and occupied the
routes across Iranian plateau that led to Baghdad from one direction and to Azerbaijan, Armenia, and
Byzantine Asian Minor from aecondary direction.
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his son Alp Arslan replaced him as leadf the geographical areas under his
command. Aiding Tuil-Beg on the Iranian plateauas his half-brother, Ibhm
Inal, who carried outarly attacks across the platemd its routes leading them
further west. The final “annexatiowf these areas was handled byéltBeg,

who between 1040 and 1044 gained contnadr several areas near the Caspian
and on the Iranian plateau. In turn, 8luBeg had to contend withis share of
waves of marauding Turcoman who failedécognize his leadership. To handle
the problem, he attemptéal divert the pillaging aspations of uncontainable
Turcoman bands, coming intbe area from the eastyay from the Muslims and
toward non-Muslim areaslThus he encouraged them to conduct their pillaging
ventures via a traditional route from ttwern Iran to “Armenia and Asian Minor,
which belonged to the Byzane Empire, that is, to Christians, against whom...a
holy war could be waged, following thetlition that the Turks had learned from
the ghazis of Central Asid@® While this type of behavior did not interest &l
Beg himself, he sought its benefits.

The political turmoil at the beginmg of the eleventh century alswolved
increasing pressures from tBgzantines, as explained gneater detail later in this
section, and the infiltration of Turcoméands into Azerbaijan and Armenia.
These outside threats were unsettlingtfmse Muslims and Christians living
between the Araxes and the Kur, whaesponse attempted to strengthen their
positions in the ared

The first Turcoman threat to Arme occurred in 1043 from renegades

from the south who were flegg the advancing Seljuks. 1948, a larger force of

40 cahenpre-Ottoman Turkey23.
41 Minorsky, Studies in Caucasian Histqr2.
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Turcomans, led by Tél-Beg's stepbrother Ibra-m Inal, headed west toward the
direction of Armenia along the Araxesdithe upper northefBuphrates toward
Trebizond, creating catastrophic conditionsngl the way and back. Later in
1054, a disastrous attaokon Armenia was led by Tail-Beg42 The purpose of
his attack was to “bring petty princesradrth-western Iran under his effective
suzerainty” along with “maintaining $ihold over the Turcomans who had
remained on the Armeno-Georgian bordergh renegade Turcoman chiefs, one
of whom was his cousin, Kutlumugh.

The plundering of areas devastabgtthe attack of 1048 led by Id+m
Inal was further aggravatdxy continuous military conflicts along the borderlands,
including areas on Georgian territoriesddhe “lure of plunder” that brought
more marauders from the east to the aifda& contemporaneous revolt of emperor
Isaac Komnenus reduced Byzantine deferleag the Armenian frontier, with no
chance of sending reinforcementsifrthe empire to its borderlanés.The result
was continuous pillaging &rmenia during the late 1050s. The major Armenian
chronicler of the time, Aristakes of Las#xtc’i, profoundly lamented the tragedies

that occurred ding these raid$® The result of the attacks led by the Seljuk

42 cahenpre-Ottoman Turkeys9.

43 cahenpre-Ottoman Turkey69. During the attack led by Hi-Beg, Cahen states that his
goals were different from the other Turcoman. While he captured notable areas along Lake Van and laid
siege on Manzikert in an effort to recapture areas for Islam, his light troops wenplifider the same
regions that were attacked by #sm Inal, which included Armenia.

44 cahenPre-Ottoman Turkey69.

45 cahenPre-Ottoman Turkey68. Cahen adds (68-69) that some Byzantine troops were called
to the area to “check a revolt” and the governoiG@drgia, Vaspurakan, and the “areas between Murad Su
and the Kara Su” attempted to stop the Turcomati®ut much success. The principal problem that
resulted in the decimation of Armenian lands was not addressed by the Byzantines in their mild response to
the military situation, since they were attemptingegotiate with the Sultan regarding military policies
along the borderlands. Note that the details regardstathentations of Lastiveit@are discussed later in
this chapter.
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brothers helped solidify their suzergiramong the Kurdish princes of north-
western Iran and compelled the Georgiangtmgnize them aspolitical threat to
the area. By diverting the pillaginggharsh methods of occupation away from
Iraq, the Seljuks gained support of the Caliphate who sougét-Beg’s military
leadership and protectiorde was given the title “Kig of the East and West¥’
affording him the right to aouer all Muslim territorigsparticularly those areas
not recognizing the authority of the ‘Aldad Caliphate. It is within this capacity
that the title of Sultawas bestowed upon Tél-Beg by the Caliph. It was an
official signal that granted Tél-Beg complete power “with the guarantee of the
Caliph’s sanction#’ The final political seal to th arrangement was the marital
union of the Caliph withhe niece of Sultan Tél-Beg48

Within a few years of the newly recognized status o&TFBeg, Turcoman
revolts led by Ibra-m Inal and other distant family members in Upper
Mesopotamia and Iran were stopped by ultan with the assistance of his
nephew, Alp Arslan, thus securing a wict for the Sultan in the eyes of the
Caliph. Nevertheless, the Turcoman attaekpanded their areaf assault further
west and into Armenia and “plundered the entire region of the Araxes and the two
upper branches of the Euphrasesfar as their confluence and
Malatya/Melitene.#9

Upon the death of Tél-Beg in 1063, Alp Arslarbecame his successor.
Arslan carried forth his uncle’s politicahd military vision of leadership while

uniting his father’s Xorasanian inheritan Militarily, he confronted marauding

46 Cahenpre-Ottoman Turkey24.
47 cahenPre-Ottoman Turkey24.
48 Cahenpre-Ottoman Turkey24.
49 cahenpre-Ottoman Turkey27.
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Turcomanl® on the frontiers of Central Asia viéa expanding his territorial gains
in the Wese!l He “either voluntarily or becau$e was occupied elsewhere, never
set foot in Iraq, and, interfering less in the Caliph’s affanaintained wholly

correct relations with the ‘Abisid government32

The Byzantines, Saddids, and
Seljuks

At the north-east borderlands of tBmpire, the Byzantines had a strong

foothold in Armenia, with Armenianswolved in Byzantie affairs. This
association was not without conflict. &Btrains between the two became more
prominent at the end of the tenth cewtand the beginning of the eleventh
century, when Byzaine annexation of Armean principalities progressed
aggressively with the relocation of displaced noble and elite Armenian families
and their dependents to interior Byzantareas as Cappadocia and Cilicia. The
years 1045 through 1065 arensidered the annexation period of the Bagratuni
kingdoms by the Byzantines. As partaomilitary policy toabsorb the Armenian
dynasties along its borderlands, the erap8asil Il obtained the surrender of
royalty from the Arcruni dynasty of thengdom of Vaspurakan, centered around
Lake Van?3 The Byzantine annexation tactic sMater followed by a campaign to

take over the senior kingdom of Ani. i$tstrategy was ushered in by the bequest

50 cahenPre-Ottoman Turkeyg7, distinguishes between the two groups of Turcomans during
the time of Alp Arslan, which he further notes are not all that clear. He says, “there were some, particularly
among those taking the south-easterly route, who were probably sent by Alp Arslan for the express purpose
of opening up the way for his later ventures. But there were others who were actimpdedely of any
orders or authorization, or who were in fact rebels searching for refuge—even if temportaige-the
Muslim territory that was dependent upon him.”

51 cahenpPre-Ottoman Turke)26.
52 cahenPre-Ottoman Turkey26.
53 Minorsky, Studies in Caucasian Histqrg2-53.
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of the Ani kingdom to ta Byzantine emperor Basil Il by the Armenian king
Yovhanns-Smbat. To be enacted after the king’s death, the transaction was later
not honored when the king changed his mind prior to his death. Colophon
information indicated that the kingdom would be handed to his nephew &agik.
Political distractions in Constantiniepallowed the accession of Gagik Il

Bagratuni for a two-year period befd8asil II's successor, Constantine IX
Monomachos, resumed plans to annex the kingdom.

In a communication with the Kurdish Sadé prince of Ganja and Dwin,
Abu’l-Asv +-the Byzantine emperor, after havitogmake certain guarantees and
promises under the golden bellinvited him to attack th&erritory of Ani. Abu’l-
Asv +invaded Shirak, the province of Amifter which time some of the courtiers
of Gagik Il induced the Armenian kirtg visit Constantiople. While in
Constantinople, the Byzantines, determiteedliminate the rulership of Gagik Il,
offered the Armenian king Miéene in return for Ani.The king refused. While
away, he was later forced to face athesrous political situi#aon in Ani. The
kingdom had been handed over to the Byinas while he was in Constantinople.
Proof of this disloyalty compelled therg to abdicate i1045, whereupon he

received lands in Cappadoéfa.Struggles between family members and church

54 Tim W. Greenwood, “Armenian Neighbours,” (600-1045Yfre Cambridge History of the
Byzantine Empire, c. 500-1492d. Jonathan Shepard (Cambridge University Press, 2008), 362.

55 This is achrysobullos logasan official Byzantine deee with a golden seal.

56 After the death of king Gagik I, his two sons, YovhssaBmbat and ASot IV argued over the
succession of Ani. Eventually YovhamaSmbat assumed control of Ani, while his younger brother
controlled other parts of the Bagratuni kingdom. The heirless YoweBmbat, fearing attacks, made the
emperor Basil Il his heir in the event of his death. In 1041, after the death of Yost&mbat, who had
since changed his mind regarding his heir to the throne wishing instead to pass the kingd oeptiochis
Gagik. Many opposed the Byzantine takeover, and Gagik 1l was put on the throne. Byaanies were
sent to capture Ani with no success. In 1045, while King Gagik Il was detained in Constantinople against
his will and the younger brother of YovhasrSmbat was captured, and a thsistence of pro-Byzantines
within the population of Ani, the city was surrendkend a Greek governor was installed in lieu of an
Armenian king.
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officials along with other internal conflictl played toward the loss of Ani to its
last king®’

In attempts to find a replacement foeir king, nobles at Ani suggested
that they entrust the kingdoto a relation of Gagik Il, or to Bagrat IV, king of
Georgia®8 There were those who even sagigd the Kurdish emir, Abu’l-Asw-
of the Sadddid dynasty, who was marri¢d an Armenian prince$9. In the end,
the patriarch surrendered o the Byzantine emperoMVhen the Byzantines
took possession of Ani, its gi@r promises to Abu’l-Aswwere disregarded. The
Kurdish prince refused teave Ani, which instiga&td a Byzantine expedition
again Dvin and further retaliatoryilitary campaign®etween Abu’l-Aswand
the emperof9

This was not the only tim&hen the emir Abu’l-Asw-was mentioned in
sources with respect to the territorialipes of Armenia. What is known about
Abu’l-Asv +is limited in Armenian sources. it unclear as to the extent of his

relationship with his neighboring Armeniaoyals in Ani and Kars. More certain

57 Minorsky, Studies in Caucasian Histqrg2-53. Also see Nina Garsoian, “The Byzantine
Annexation of the Armenian Kingdoms,” Armenian People from Ancient to Modern Times, Vol. 1 The
Dynastic Periods: From Antiquity to the Fourteenth Cented; Richard G. Hovannisian, (New York: St.
Martin’s Press, 2004), 192.

58 There is some confusion upon my part as to who this person is. Greenwood mentions a
brother-in-law of Gagik Il by the name of David Dunats'’i (“Armenian Neighbo@arhbridge History
362), while Minorsky writes that it was David Anholin (p. 53). With this | amrediain of the identity of
the Armenian princess whs married to Abu’l-Asw While it is evident from the sources that she is an
Armenian noblewoman of Tashir, iti®t clear whose sister she is. Mirgrsays that she is the sister of
David Anholin (p. 53; also see Minorsky, footnote 1 on page 58; footnote 1 on paget&yrbsian
states that she may be Gagik II's sister, see Nina Garsoian, “The Byzantine Annexation of the Armenian
Kingdoms,” inArmenian People from Ancient to Moderm&s, Vol. 1 The Dynastic Periods: From
Antiquity to the Fourteenth Centurgd. Richard G. Hovannisian (New York: St. Martin’s Press, 2004),
192. Minorsky also indicates that the Armenian historian Aristake contemporary source of the attack
on Ani, makes confusing statements regarding the parentage of Abu#fsA8vmenian wife. Aristals
does acknowledge that he has left out important details in his writings (pp. 59-60).

59 Minorsky, Studies in Caucasian Histqry3.
60 Minorsky, Studies in Caucasian Histqry3.
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Is that of his relationship to the Armaniking of Tashir, David Anholin, whose
sister may have been married to Abu’l-As%1 However this marital relationship
did not deter Abu’l-Asw-away from his political ambitions toward David
Anholin, where loyalties were questionabte.

After 1045, Greek governors ruledAmi up to the territorial conquests by
Alp Arslan. When Alp Arslan resumedshiincle’s military campaign in Armenia,
he entered the Araxes valley, laying €ie¢g various fortresses in the regions
between Armenia and Georgia. This uded the capture of the former Armenian
capital of Ani from the Byzatines on 16 August 1064. In 1065, Abu’l-Asv-+
took possession of territories grantedhibim by Alp Arslan. After his death in
1067, the dynastic fortunes for the Sagdids eventually changed from
independent kingship to vassal&gelt was Minichihr (Manuche$? one of
Abu’l-Asv s four sons who received Afias emir of his fief, vassal of the
Seljuk Empire, sometime in 1082. Min Ichihr was the founder of a new branch

of the Sadddid dynasty at Ani until c. 1118 As the son of an Armenian

61 Minorsky, Studies in Caucasian Histqrgl. Minorsky mentions the close links between the
Sadddids and the Armenians aside from marital alliances. Abu’l-Asgon Fadl Il was referred to as
“the lamp of the Bagratid house” by poet Qatrand Abu’l-Asv+s second son had the Armenian name of
ASot. Also see footnote 58.

62 Minorsky, Studies in Caucasian Histqryl.

63 Minorsky, Studies in Caucasian Histqry8.

64 Minorsky, Studies in Caucasian Histqrg4-65.

65 Minorsky, Studies in Caucasian Histqrg9, footnote 1.

66 Garosian, “The Byzantine Annexation of the Armenian Kingdoms,” 194. Garosian writes that
Ani was sold to the Saddids by the Seljuks in 1072, which was a disputed political transaction between
the Muslims and the Iberian bi@nof the Bagratunis to the end of the twelfth century.

67 Minorsky, Studies in Caucasian Histqrg0-81. Minorsky states that the year 1072 may have
been his coming of age when he began to rule independently. It is reported theitiMinepaired and
enlarged the walls of Ani and admitted into the town Grigor, the son of Vasak, along with 500 Armenian
noblemen. Grigor was a Pahlavid/Pahlavuni, through his mother’s side, who was therdaiu@higor
Magistros. Grigor Magistros (as stated latethim chapter) had close ties to Gagik-Abas of Kars.

68 Minorsky, Studies in Caucasian Histqry9.
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princess, Mirichihr married a Bagratid (nankata) when he ruled over the
Christian subjects at Ani. Milchihr's son, Abul-AswS-wr |1, returned to the
aggressive policies of his grandfather.10vV4, Georgian Bagratid king Giorgi Il
(1072-89) received Kars from one of hissals. He was later attacked sometime
around 1080 by the Turksddy the emir Ahmad, wheoaptured Kars. During the
rulership of Abul-AswS-r 1l at Ani (c. 1118-11247), we learn of his readiness
to cede Ani to a Turkish emat Kars for 60,000 dinafs.

To complicate matters mone the region, on the northern front, there was
the increasing strgygth of the Ahas in the tenth and eleventh centuries, with their
strong family ties to the Byzantines and tBeorgian Bagratids. Georgian king
Giorgi's son Bagrat IV (1027-72) was miad to the sister of the king of the
Al 11s. In 1062, and latén 1065, with his Akr-allies, he reduced the military
invasions of Abu’l-Asw-an ally of Alp Arslan. Tis prompted Alp Arslan to
turn his attentiono the Georgian'§ around the time of his military campaign
against minor princes of north-westermlran attempts to halt Alp Arslan’s
military assault, some ruigin the area made vaus concessions, including
marital alliances. For exanglthe king of Georgia “g&one of his daughters to
the Sultan,” and other lords made their submissto him. As a result, Arslan’s
campaigns brought him into claiscontact with the Byzantines.

Under the command of the Byzantiemmperor, General Romanus
Diogenes, a military campaign was laurgtine reaction to Alp Arslan’s armed

maneuvers. It was at this time that Apslan became aware that the “Byzantine

69 Minorsky, Studies in Caucasian Histqr§3-84. From this information we are aware of a
Turkish emir at Kars by the early twelfth century.

70 Minorsky, Studies in Caucasian Histqry4-75.
71 cahenpPre-Ottoman Turkey70.
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army was attacking the frontiersuit own states, by way of Armeni&” In

1068, Diogenes began an offensive in Alepand the following year he turned
towards Armenia. However, he failedgoevent Turkish forces from “carrying

out operations in the unguarded rear areas, under cover of the concentration of
armies on the frontier’® The Battle at Manzikert in August 1071, where there
was a direct confrontation between the teaders, resulted in the beginning of

the downfall of one empire artde slow emergence of anothér.

Kingdom of Kars and King Gaqik-
Abas

The Kars Kingdon?p located in the area of Vanafiwas a vassal state to
the Kingdom of Ani, which was therigest and most influential among the
splintered medieval Bagratuni states. B@gig as a fortress at the start of the
tenth century, the Kars kingdom roseptominence toward the end of the
century/’ By the mid-eleventh century,\itas a prosperous city. During the
medieval period in Armenia, the intetimal trade along routes through Armenia
from the Caliphate to Byzantium and ti@rn Russian lands stimulated urban

development and cities, such as Anildars, as well as local industries

72 CahenPre-Ottoman Turkey28. Cahen indicates that tBgzantine army was unwieldy and
demoralized by the physical devastation of the regimreaigh which it travelled. Furthermore, the army
was composed of mercenaries who had no allegiance to the emperor or to each other.

73 CahenPre-Ottoman Turkey28.
74 CahenpPre-Ottoman Turke)29.

75 Kars was the capital of the Bagratuni kingsilukgot 11l was crowned king at Ani in 961.
ASot Il then appointed his brother Mudes governor of Kars, who later proclaimed himself king of Kars.

76 As a result of the Byzantine-Persian partition of Armenia in 591, Vanand, a district in Armenia,
became part of the new Byzantin@yince of Lower Armenia/Armenia terior. The center of Vanand
was the town and fortress of Kars. See Robert H. Hewsen, “Vanand, Dicti@nary of the Middle Ages
ed. Joseph R. Strayer (New York: Charles Scribner’s Sons, 1978), 353.

77 Tim W. Greenwood, “Emergence thfe Bagratuni Kingdoms,” iArmenian Kars and Aned.
Richard G. Hovannisian (Costa Mesa, Mazda Publishers, 2011), 62-63.
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flourished along the routes leading tebizond on the Black Sea. Secondary
routes at Kars also linkgghssages north of the aresetstern Black Sea ports and
further to Abkhazia and Eastern GeorfflaEarly eleventh-century Armenian
chronicler and historian, Arista& Lastivertic’i, wrote that Kars was enriched by
trade goods brought in by sea and I&hd.

Much of the prosperity documentedkars occurred during the time when
Abas 180 and his son Gagik-Abas ruled tiegdom. The tenth-century Kars
cathedral built by Abas I, along withglextant manuscript commissioned by
Gagik-Abas, testify to the higiuality of art attained at Kak3. During the course
of the ninth and tenth centuries, momai&s acquired great wealth, as shown by
records of donations made by the princBsme crafts were only practiced in
these centers, chief among them beingatbek of the illuminators. Manuscripts
were typically commissioned by noblasd clergy. They were considered a
luxury item; hence, the qliy of work involved and igreases in their production
coincided with relative icreases in prosperi8f. The quality of the illuminations
in ms J2556, as well as the miniatureiiy portrait created sometime during the
precarious political settingf King Gagik-Abas spda to the extraordinary

cultural circumstances at Ka#s.As an important center of learning, extant

78 Garosian, “The Independent Kingdoms of Medieval Armenia,” 178.
79 Garosian, “The Independent Kingdoms of Medieval Armenia,” 180.

80 Der Nersessiayrmenian Art 107. Abas | built the Church of the Holy Apostles between 930
and 937 when Kars was the capital of the Bagratunis.

81Thomas F. Matthews, “Classic Phase ofyjéid and Artsruni lllumination,” ifreasures in
Heaven, Armenian llluminated Manuscripgsls. Thomas F. Matthews and Roger S. Wieck (New York:
The Pierpont Morgan Library, 1994), 60-62.

82 Dickran Kouymijian, “Dated Armenian Manugats as a Statistical Tool for Armenian
History,” in Medieval Armenian Cultureeds. Thomas J. Samuelian and Michael E. Stone (Chico: Scholars
Press, 1984), 428.

83 Mathews, “Classic Phase of Bagratid and Artsruni lllumination,” 61.
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historical accounts note that in Kaksng Gagik-Abas pursued academic learning
of classical culture and philosopPf4.

The time period of the commission of ms J2556 is placed sometime during
the king’s reign between 1029 (tizear that he began his rileand 10646
Many scholars have tried to narrow thencnission date range based on historical
events that can be supported visuallytlig royal portrait painting. Dating of the
royal portrait is based on the likelihotwhat it was commissioned around the same
time as ms J25567 It is generally assumed that ms J2556 was created sometime
after 104588 Colophons in ms J2556 ref® the king with the titl§ahansah
which was an honorific conferreghan him in the year 1045. Therminus ante
guemsuggested by Diane E. gali and Thomas F. Mathews is the year of the
king's abdication in 10689 Jones supports tlierminus ante quemsuggested by
Bagelli and Mathews by poimigy out that the royal robes Gagik is wearing in the
family portrait may be those given him by Alp Arslan sometime in 1063.

84 Mathews, “Classic Phase of Bagratid and Artsruni lllumination,” 62.

85 patrick Donabedian and Jean-Michel ThieAgmenian Arttrans. Célestine Dars (New York:
Abrams, 1989), 169.

86 Sirarpie Der NersessiaArmenia and the Byzantine Empire, A Brief Study of Armenian Art
and Civilization(Cambridge, Massachusetts: Harvard University Press, 104%)

87 Der Nersessiairmenia and the Byzantine Empife,8.
88 Gagik-Abas was given the titimhansatin 1045 after the fall of Ani to the Byzantines.

89 Diane E. Bagelli and Thomas F. Mathews, “Pigments in Armenian Manuscripts of the Tenth
and Eleventh CenturiesREArm18 (1984):37.

90 Lynn JonesBetween Islam and Byzantium, Aght'amar and the Visual Construction of
Medieval Armenian RulershifBurlington, Vermont: Ashgate, 2007), 51, points out that in a chronicle
entry by Mathew of Edessa (Ma#t's Edesiats’i), King Gagik-Abas received royal robes from Alp Arslan
sometime after the death of sultanéltBeg and the relinquishing of Kars to the Byzantines. Der
Nersessian, in “L’Evangile du Roi Gagik De Kars: Jerusalem, No. 2556,” 86, sugtmsténais post
guemof 1045 anderminus ante quemf 1054, when on the day of the Epiphany of 1054, the Seljuks
brutally attacked Kars and massacred many of its inhabitants.
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In The Chronicle of Mathew of Edegdaatt’ ©©0s Edesiats’i], there is a
reported incident where, “an envoy was sent to him [King Gagik-Abas] by the
sultan [Alp Arslan], requestinigim to come and do obeisanég."Matt’ «0s states

that:

Gagik was an intelligent and sagaciouswrand so he thought of a way to
quietly rid himself of the sultanHe dressed up in a black garment of
mourning and sat on a cushion of #ane color. When the sultan’s envoy
saw him, questioning hinnd desiring to know the reason [for the behavior],
he said: ‘why are you dressed in iafor after all you are a king?’ Gagik
answered: ‘Since the dayatmy friend the sultan Tughrul, the brother of
Alp Arslan, died, | have been wemgi this black garment.” Amazed, the
envoy went and related it to the sultand the sultan, enthralled by this,
went forth with his whole army and came to Gagik in Kars; there he offered
Gagik his friendship and showed tlna&t was pleased [to see him]; moreover,
he had the Armenian king dressed igaioclothes. Gagik, in turn, gave a
banquet for the sultan. We have haagaid that the Anenian king spent
one thousandahekan® on one roasted lamb andalthat he gave a table
worth one hundred thousaddhekango the sultan, besides placing all his
troops at the disposal of that ruléFhus in this manner Gagik quietly rid
himself of Alp Arslan. Sometime aftéris Gagik abandomeKars and went
over to the Romar®

This is quite an interesting passage and speaks to several issues. Despite
Matt’ «©0s’s inaccuracy with regd to the stated family relationship betweenélu
and Alp Arslan, the information suggesite following things: (1) there existed

concerted cultural and political underitags by King GagikAbas within the

91 Matthew of Edessahe Chronicle of Matthew of Edes#amenia and the Crusades, Tenth to
Twelfth Centuriestrans. Ara Edmond Dostourian (New York: University Press of America, 1993), 104,
section 23.

92 Thedahekaror nomismawas a unit of mass used in Armenia at the time of Ananias of Sirak
(610 — 685), an Armenian mathematician and geographer. As a uwnigitbkarns expressed as being
equivalent to 24 carats about 4.53 grams. See H. A. Manahgafnrade and Cities of Armenia in
Relation to Ancient World Trad&ans. Nina G. Garsoian (Lisbon: Livraria Bertrand, Armenian Library of
the Calouste Gulbenkian Foundation, 1965), 117.

93 Matthew of Edessahe Chronicle of Matthew of Edesd®4, section 23. The year of dilis
death is 1063. T4l is the uncle of Alp Arslan, not his brother.
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kingdom up to 1063/64, aftevhich “Gagik abandoned Ks.and went over to the
Romans”; (2) there was the use of eyw as political conduits to deliver
diplomatic messages and papls news on geo-politicabuflicts and situations in
the region; and (3) there was contact leswKing Gagik-Abas and Alp Arslan on
a few occasions where gift-exchange aadiawere practiced. Some questions
come to mind based on this passage: Wi of situatiorwould have prompted
the need for the sultan to request obeisance from tharkthg first place? Is the
king's political maneuvering in responseth@ Sultan on this particular occasion a
reflection of his politicabavoir-faire?

Sometime in 1064, before the Seljudeptured Kars from the Byzantines,
Gagik-Abas relinquished his kingdomttee Byzantines i possible negotiated
transfer of land84 He migrated with his family and entourage to the region of
Tzmanados in Cappadoda.King Gagik-Abas continukhis social pursuits in
the new imperial domains at Tzmanad®sntil his death in 1069/

Eleventh-centurByzantine policy toward thArmenians as untrustworthy

subjects and heretical Christians affedteel Armenian Church with attempts by

94 Nina Garosian, “The Problem of Armenian Integration into the Byzantine Empii®itidiies
on the Internal Diaspora of the Byzantine Empeds. Hélene Ahrweiler and Angeliki E. Laiou
(Washington D.C.: Dumbarton Oaks, 1998), 116, footnote 233.

95 Der Nersessiamirmenian Art 109.

96 Matthew of Edessahe Chronicle of Matthew of Edesd®4, section 23. Dostourian
translates that emperor Ducas gave Tzamandos (Dzamtw&@apik. Dostourian indicates in his footnote
that Vardan Vardapet mentions three other towns given to Gagik-Abas by the Byzantines, to include
Larissa, Amasia and Comana. Alse Robert Thomson, trans., THistorical Compilationof Vardan
Arewelc’i, offprint from Dumbarton Oaks Papers, No. 43, (Washington D.C.: Dumbarton Oaks Research
Library and Collection, 1989), 195, no. 58, footnote 98. Thomson translates Vardan who writes “Now the
king of Kars, Gagik son of Abas, distraught by fear of the Turks, gave his patrimony to the Greeks...h
received Camadav, Laria, Amasya@mana, and a hundred suburpgaétin), which are villages.”

97 Garsoian, “The Byzantine Annexation of the Armenian Kingdoms,” 192. Garosian discusses
the discrepancy of the year of King Gagik’s degdhe maintains that the yeaas 1069, as indicated by
Armenian historical sources, and not the year 1080. See Garosian, “The Problem of Amtegiatidn
into the Byzantine Empire,” 120, footnote 243.
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the Greeks to persecute or convert iBj@antine orthodoxy. Such persecution
extended to heavily taxingghArmenian Church, depriving it of its wealth, and
keeping positions of church leadershgrant or closely supervised. After the
kat'o &os Khachik of Ani, then of Cilici8 (1054-1060), was transported to a
monastery in the mountains of Thavplourere he stayed until his death, the
office of thekat'o &kate remained vacant for five yesar At the urging of several
influential Armenians close to Bymane court authorities, the Emperor
Constantine X Ducas allowédmenian Church leaders to conduct a new election.
A synod met in 1065 at Tzamandosidg the time of King Gagik-Aba® It is at
this time when King Gagik-Abas, obtained #a'o &katefor the son of the
Armenian intellectual, Grigor Magistroaho was elected in Cappadocia under the
king’s protection100

It has been suggested that tireumstances of obtaining tkat'o &ate for
Grigor Il was negotiated when the king surrendered Kars to the eHfipisbich
works within the tinetable of relinquishing Karsnd the election of thHaat'o &os.
It is also important to note that Gregdfrigor) Magistros served in the imperial
administration. Gregory Pahlavuni, prince of Bdjni, more commonly known by

his Byzantine title as GregoMagistros was a man who was held in high regard

98 Charles A. Frazee, “The Christian ChurcICitician Armenia: Its Relations with Rome and
Constantinople to 1198Church History 45:2 (Jun., 1976):168. The province of Cilicia was a small
settlement since the tenth century. When aré&ziloia was regained in 964 by the Byzantines, the
province had large unpopulated areas. This is thgrgphic location where th&yzantines assigned lands
to the Armenians and appointed Armenian nobility to govern the area.

99 Frazee, “The Christian Churah Cilician Armenia,” 167.
100 Garosian, “The Byzantine Annexation of the Armenian Kingdoms,” 197.

101 Garosian, “The Problem of Armenian Integration into the Byzantine Empire,” 114, footnote
226.
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concerning matters of scholarsii2. Historical documents indicate that he
praised Gagik-Abas for his intellectyalrsuits and he counseled the king to
sponsor academic activities at his cd@#.Gregory’s son, the nel{at’'o &os
Grigor Vkayasr (1065-1105), held the patriarchihtone as Grigor Il for nearly
40 years after his appointméft Thekat'o &koswas expected to follow the will
of Constantinople and to bring themenians within théold of Byzantine
political sovereignty. Unfortunatelyhe Greek patriarcBohn VIII and other
church officials in Constantinoglcontinually beleaguered the nkat’o &os 105
Unable to handle the situation, Grigbresigned and retired to a monastery in
1071, appointing his chief confidiatine Bishop George of Lori &at'o &os
When the news of the Battle of Makert reached him, he assumed kia¢'o &kate
again and actively initiated a policy torflest Christian leaders throughout the

Mediterranean world to form a commonritagainst the inads of the Turks06

Queen Goranduxt

Apart from the partial cojgzhon on the reverse ofdlportrait painting, there
IS no mention of queen Goranduxt in histatisources. The deth of historical
information available to uegarding the queen does not negate her relevance in

the affairs of her kingdom. If she isrtsidered within the context of other

102 Robert Thomson, “Armenian Literary Culture,”Anmenian People from Ancient to Modern
Times, Vol. 1 The Dynastic Periods: ofm Antiquity to the Fourteenth Centugd. Richard G.
Hovannisian (New York: St. Martin’s Press, 2004), 234. Nina Garosian, “The irobkrmenian
Integration into the Byzantine Empire,” 114. Krikor H. Maksoudian, “Gagik of KarBidtionary of the
Middle Agesged. Joseph R. Strayer (New York: Charles Scribner’s Sons, 1978), 340. Maksoudian also
states that the king had medical tex#sislated from Arabic into Armenian.

103 per Nersessiamyrmenian Art 109.

104 Thomson, “Armenian Literary Culture,” 234.
105Frazee, “The Christian Churan Cilician Armenia,” 167.
106 Frazee, “The Christian Churan Cilician Armenia,” 168.
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contemporary Armenian noble females, r@de in court affairs, the church, and
the upbringing and education of lrughter may have been notable.

There are several historical exampbégarly Armenian medieval noble
women’s involvement in affairs of churchdastate. These include the daughter of
Asot |, princess Mariam, who commissiorted construction of several churches,
assigned priests to the one she had buthioghavank’, and direstl the translation
of a commentary written by the Syriaeaton Nana on the Gospel according to
St. Johnt07 In the tenth century, there is Ri@ss Sophia, wife of Smbat, Prince
of Siunik, who was patron dhe church at Gndevank®® At Ani in 1001, Queen
Katramide, wife of Gagik, completed the constructiar the cathedral upon the
death of the king%9 It is historically noted thaQueen Khosrovanus, wife of King
Asot Ill, was an exceptional patron of masteries. She was responsible for the
Church of the Redeemer at Sanahin in,26&l the Church of the Holy Sign at
HabBat in 976-991, which was builtiféhe salvation of her sons, Guwgand
Smbat, whose portraits are carved in high relief on the cidfcBased on these
contemporary sources of Armenian nofriethers who dedicated sculptures and
paintings to their offspring, can it beasonably assumed that queen Goranduxt
may have been somewhat equivalent inthagnanimity to her daughter in other
ways? To date, there are no surviving hisedrdocuments that attest to her socio-

political accomplishments.

107 per Nersessiamyrmenian Art 81.
108 per Nersessiamyrmenian Ar 98.
109 per Nersessiamyrmenian Arf 99.

110 per Nersessiamirmenian Arf 100.
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Princess Marem

The documentation of the life of PrirrseMarem, daughter of King Gagik-
Abas, is limited to a painting and very litile historical sources. There is no
information in the partiatolophon indicating her age the time the portrait was
painted However, from her appearance witlire context of the composition, she
may have been between twelve and teem years of age, presumably the
marrying age of women in medieval sociéty. Her physical appearance and the
compositional relationship toer parents is all that govided bythe painting.

She resurfaces in historical documenteen there is mention of her in
sources describing a “Greek woman whoame was Maryam (i.e., Gagik-Abas’
daughter Marem/Maria}12who was the “mistress of the citadel of Tzamandos
before Romanos IV set out for Mantzikéd3 (which would be prior to 1071).
Later, there is mention of her name on a partly legiblelééhkaring the title of

kouropalatissa1> While the year of her death is not known, it is apparent from

111Fr. Krikor H. Maksoudian, “The Religion of Armenia,” Tireasures in Heaven, Armenian
llluminated Manuscriptseds. Thomas F. Mathews and RogeW&ck (New York: The Pierpont Morgan
Library, 1994), 35, mentions that the marrying agmédieval Armenia was anad fourteen to fifteen
years old. He does not indicate whether these agegisplly refer to the males or females in Armenian
medieval society.

112 Garosian, “The Problem of Armenian Integration into the Byzantine Empire,” 120, footnote
243. ltis interesting to note the word “mistress” and curious to note whether thalorigid used by Bar
Hebraeus irfChronographyhad any social significance regardimgy status in the medieval world.

113 Garosian, “The Problem of Armenian Integration into the Byzantine Empire,” 120, footnote
243.

114 Garosian, “The Problem of Armenian Integration into the Byzantine Empire,” 120, footnote
243. Generally, seals were used throughout the empib®th a lock to the document, letter, or package
upon which it closed and as the sigmataf the sender. Seals were usedfficial capacity to convey legal
authority or as an element of a personal signatmnehich case, any iconographic design would be
individually unique. For lead seals see loli Kalavrezou eBgzantine Women and Their War{tllew
Haven: Yale University Press, 2003), 64.

115Garosian, “The Problem of Armenian Igtation into the Byzantine Empire,” 112.
Kouropalatess a title bestowed upon members of the imperial family and important generals. The title
Kouropalatissas defined as the wife ofl@uropalates The title from the Latin means “in charge of the
palace” and it was a title of dignity awarded during theetohJustinian. After #neleventh century, the
title of Kouropalateswvas frequently awarded to vassal rulgfré\srmenia and Caucasian Georgia. See



118

this bit of information thashe ruled at Tzamandodefher father’'s death in
1069116 |t is unclear as to how slobtained the Byzantine honorific of
kouropalatissal’ The title was conferred primarily on members of the imperial
family and later on foreign princes (Arman, Georgian, etc.). The significance
of the title slowly declined in the eleventh cegfluand it lost its value
considerably by the twelfth cemy when thalignity of theprotokouropalatesvas
introduced!18 It is also not clear from the lit@ure how or when an Armenian
royal woman would obtain sh a title and what it implgby its definition, as the
wife of akouropalates 19

Table 2 summarizes known events during the last twenty years of the king’s
reign at Kars. As more $torical information is uncovered, perhaps we can have a
better understanding between the kingd ars relationship with other political
figures. This may shed more light ors Imnotivations and intentions during the

years after 1045.

Socio-Political and Economic Setting

The last section of this chapter hlights the socio-political and economic
setting of the period. It was mentionedlieaithat the sixth-century geographical
partitions divided traditional Armenian lands between the Byzantines and

Persians, thus extending western powedssatial edicts further east into lands

Alexander Kazhdan, edThe Oxford Dictionary of Byzantiynvol. 2, (Washington D.C.: Dumbarton
Oaks, 1991), 1157.

116 Garosian, “The Problem of Armeniartdgration into the Byzantine Empire,” 112.

117 note here a comment made by Garosian who indicates ghasties Cyril Toumanoff
does not assign a Byzantine title to Marem, see “Thbl&m of Armenian Integration into the Byzantine
Empire,” 112, footnote no. 217.

118Kazhdan, eqd The Oxford Dictionary of Byzantiyr157.

119There is no mention ihistorical sources of a marriage fdarem. This does not necessarily
mean that one could not have talptaice between her and a petty nobleman.



Table 2. Major historical informatioon King Gagik-Abas and his family.

The chart also provides @ specific events paihing to Kars and Ani.

Year Event

1029 Gagik-Abas begins his reign at Kars

1045 Gagik-Abas was given the tilahansahFall of Ani

1048 Attack on Kars by Ibh-m Inal

1054 Devastating attack of Kars by @liBeg

1056 Tuél-Beg appointed sultan

1063 Deatlof Tu &l-Beg and accession of Alp Arslan

1063/64 Chronicleévert by Matthew of Edessa of the exchange
between King Gagik-Abaand Alp Arslan

1064 Annexation of Ani to Byzdines; Fall of Ani to Seljuks

1064 Annexatiorof Kars by Byzantines

1065 Fall of Kars to Seljuks

1065 Gagik-Abas obtained the ka#i@mte for Grigor Vkayas
(1065-1105)

1069 Gagik-Abas dies in Tzamandos

c.1071 Mention of Marem (dghiter of Gagik-Abas) in an
historical source and on a partial Byzantine seal

1071 Capture of Byzantine emrpe Romanus Diogenes by Alp
Arslan at Manzikert

1080 Scholars indicate thaktte was no further mention in

historical sources of argynasts who migrated from
Greater Armenia

119
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that had previously beamder Persian influend@9 These geographical changes
resulted in legislation that dramaticadlitered the “fundamental Armenian social
and ecclesiastical institutior€1 in those areas of Armenia under Byzantine
suzerainty. Civilian reforms were imposed in the imperial Armenian territories
where new provinces were createddplace administrative districtd2 The
administrative reorganization under Jusstinis sixth-century reforms, along with
changes to laws of succession and marriage, sought to erode the traditional rights
of the Armenian princes. The institutions that were under attack by the Byzantines
were, for the most part, sustaingdll and strengthened as a “national
consciousness” in Persarmenia duringfiftle to the mid-seventh centuries.
Despite revolts in response to Sasamiamination and religious persecution, the
social structure of theaxararsremained relatively intach Persarmenia. This
sense of national consciousness became quiteal for the swival of Armenia
during the Arab invasions begimgj in the mid-seventh centu¥y3

Under traditional medieval Armenian lathe legal status of a person and
possessions and its transmission wasdasdhe patriarchal family and the
system of classes. The patriarchalaiure as an institution was appliecatb
Armenian social strata. Male descendafithe same ancestor lived in the same
house with their spouse, children, and any unmarried sisters or daughters. The

head of the family was typically the eklenale member. H&as responsible for

120Robert W. Thomson, “Eastern Neighbours: Armenia (400-600);hexCambridge History
of the Byzantine Empire, c. 500-14@#2. Jonathan Shepard (Cambridge University Press, 2008), 159.

121 Nina Garosian, “The Marzpanate,”Ammenian People from Ancieto Modern Times, Vol. 1
The Dynastic Periods: From Antiquity to the Fourteenth CentdyRichard G. Hovannisian (New York:
St. Martin’s Press, 2004), 115.

122 Garosian, “The Marzpanate,” 105.
123 Garosian, “The Marzpanate,” 115.
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the family possessions and earnings, wisimltectively belonged to the patriarchal
family tun (noble house). The upper sociadsd of dynastic princes and nobles,
operating under the hierarchical tidéadministering the collectiviein, defended
collective goals by exercising on theintts the prerogatives of the family,

including the participation in anyilitary effort required in defens&4 The

patriarch was not the owner but thepensible guardian, who would divide
responsibilities among the other men @ tamily. His wife had a parallel
hierarchical role in headyithe female members in the household. The wife of the
oldest brother had the most contoekr household responsibilities. Duties
concerning the dispensing of food regdi an agreement with the matriatéh.

An interior and exterior Armeniantaly social structure was defined so
that the interior family consisted ofgtiather, mother, sons, and close family
members who were destined to stay at hé#ieDuring the medieval period, the
future prospects of a daughteradblescenti&?” were limited. Although
remaining unmarried was ag®bility for her, it was not the desired option. The

main life options limited to daughtersot just in Armenia but in the early

124 jean-Pierre Mahé, “Norme écritededit coutoumier en Arménie du™4u XI11° siécle,”
Travaux et memoire¥/ol. 13 (Paris: Centre de recherche stbire et civilizatiorde Byzance, 2000), 691-
693.

125Mahé, “Norme écrite et droiutoumier en Arménie du®au XIII® siécle,” 689-690.
Specifically Mahé writes, “Le droit arménien triéahnel repose sur deux principes qui conditionnent
étroitement le statut des personnes, la possession et la transmissions biens: la grandgefdasitan
partriarcale et le systeme des classes.”

126 pang, “Norme écrite et draiioutoumier en Arménie du®au XII© sigcle,” 690.

127 pdolescentiavas the life phase during which courtship and marriage took place. In general,
the ages for medieval courtship and marriage wenenar 12 for girls and 14 for boys. See Margaret
Schaus, edWomen and Gender in Medieval Europe, An Encyclop@téav York: Routledge, 2006),

327.
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medieval world in general, werearriage and a religious vocati&#® where the
social ideal was marriage withildren. Medieval femaldestiny was inextricably
bound to marriage and childbearing, so tbgbn a marital union, a girl directly
moved from her father’'s house to her husband’s héifse.

In the Armenian medieval traditiodaughters were not intended to stay
with the nuclear family Rather, they were supposedenter intcanother family
through marriagé3® For a married woman who wéiving with her husband’s
family, the terms of the relationship iretimarital alliance were complex and more
structured than for the husband’s relatlapswith her family. To the female who
entered the family by marriage, the extefamily structure consisted of members
of her husband’s family as well as thesband’s siblings and their respective
spouses. Children born frothe union belonged to then of the husband
However, the brothers of the mother (magdruncles) had specific obligations of
affection, protection and edaiton toward their nephews!

The upper social class of dynagtitnces and nobles operated under the
hierarchical title of administering the collectiuen, and defending collective goals
by exercising on their lands the prertigas of the fanly, including the

participation in any militangeffort required in defense2 In princely families

128 Margaret Schaus, edomen and Gender in Medieval Europe, An Encyclop@téav York:
Routledge, 2006), 327. Schaus also includes domestic and household management to the list of main
options.

129 schausyvomen and Gender in Medieval Europe, An Encyclop8@a Also see Susie
Hoogasian Villa and Mariilbourne MatossianArmenian Village Life Before 19 Detroit: Wayne State
University Press, 1982), 96.

130 Marilyn Yalom’sA History of the Wif¢New York: HarperCollins 2001), 43, she indicates
that in the ancient Greco-Romsaaocial system “a marriageable wamaas a human commodity, to be
transferred from her father’'s home to her husband’s, where she assumed the latter's name and was subject
to his control. Over time the Roman notion of a bride’s consent gained legal and social' weight

131 pmahg, “Norme écrite et draiioutoumier en Arménie du®au XII© siécle,” 690.

132 pang, “Norme écrite et draiioutoumier en Arménie du®au XII° siécle,” 691-693.
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where power struggles abounded, theaostructure did not allow for the
confiscation of the inalienable rights okthollective without the death of all those
family members entitled to thesights, including entitled childreid3

Social structure during the apogedlod Bagratuni period reinstituted the
relationship pattern between the king &mlvassals once practiced in Armenia
prior to the mid-fifth century. Asilfrom the breakdowaf the collectivedun as a
result of the system @panagedo junior members of thiamily, social strata of
the noble classes, lower nobles, clergg athers stayed consistent during the
Armenian Bagratuni royal yeat34 However, the influx of Muslim settlements
resulting from the creation of emiratesie ninth and tenth centuries changed the
demography of the area. While Armans were in the majority until the mid-
eleventh century, there were severaks that had Muslim overlordship despite
the overwhelmingly Armenian populatioi€ities in traditional Armenian areas
became heavily concentrated with a Muslim population. Arab Muslims were the
settlers in the early periods; later Kutdigluslims replaced Aab emirates. The
powerful Kurdish Saddhdidstkr gained political advantagn the area, bringing

to it an Iranian ethnic element in the late tenth ceritéfry.

Females Heirs and the Politics of
Marital Alliances

Marriage alliances among Armeniarling families helped propel and

sustain the dominant status of the noble howsel36 and at times account for

133 Mahé, “Norme écrite et droiutoumier en Arménie du®\au XIII® siécle,” 690.
134 Garsoian, “The Independent Kingdoms of Medieval Armenia,” 176.
135Garsoian, “The Independent Kingdoms of Medieval Armenia,” 177.

136 Garosian, “The Independent Kingdoms of Medieval Armenia,” 146.
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their survival during turbulent periodd/ This was the case of ASot Bagratuni
“the Great” (ASot I). The rise of ASot the ninth century tassume his father’s
title and leadership role was supportedalseries of marital alliances. The
alliances that linked him to other rugdiamilies in Armenia strengthened his
dominant position with theun. His daughters, Mariam and Sop’i, married Vasak
Gabu, prince of Géarkunik’, and Grigor-Derenik Aruni of Vaspurakan; ASot’s
sister was the wife of Bagarat | Bagnak, prince of Iberia. Later, one of his
granddaughters would wed the powerfutAmi prince, Gagik Apumruan, regent
of Vaspurakan for Grigor-Derenik’s minor sb# These marital alliances gave
him power within the branches of the Bagratium as well as dominant status to
intervene in the affairs of other principaliti€.

Historically, the Bagratunis’ genédnaolitics embraced those of their
eastern suzerains, first the Sasaniares) thllowing the Arabnvasions in the
mid-seventh century, the Arab caliphate. Therefore it is not surprising to find that
not all medieval Muslim-Armenian intesgons were hostile. Intermarriages
created political alliances between enaingl Armenian royalty. These include
marital alliances between the Zuraeichirate within both the Bagratuni and
Arcruni families prior to the B2 insurrection against the Arab®. Among other
examples, historian Vladimir Minorsky mims the marriage of the emir of Dvin

in 813, Jahkal-Sulami, to an Armenian proess, and also the marriage of his

137 jonesBetween Islam and Byzantiyfand 17.
138 Garosian, “The Independent Kingdoms of Medieval Armenia,” 146.
139Garosian, “The Independent Kingdoms of Medieval Armenia,” 146.

140 yonesBetween Islam and Byzantiui for a summary indicating the extent of Arab-
Armenian interactions and intermarriages.
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nephew Sawda to an Armeniai?l Later we see intermaages between Kurdish
emirs and Armenian royal women.

There are passages in Armenian hisarwritings that show the use of
daughters as political dynastic assurand&hen the last Mihranid presiding
prince of Albanid42was murdered in 822he prince’s widowook her surviving
daughter, Spram, to the castle of [X& for safety. Not longfter their flight she
married her daughter to Atrnerseh, a Skyprince. Atrnerseh took the title Prince
of Gardman and Albaniafter marrying the daughter of the last ruler of Albania,
who was also the heiress of the last prince of Gardifaithen there is the
example of King Sennacherib of Dizak, of the House of AranSahik, who survived
the eleventh-centy annexations and Tudh conquests. Living in Arc’ax, at the
time of the Seljuk invasn, the king sawkhis principality in Dizak-Bd&' by
“accepting the overlaiship of Alp Arslan’sson, Sultan Malik Shaht#4 Sultan
Malik Shah had adopted a policy of maintag local Christian rules in Caucasia
in return for submission and paymentakes. When King Sennacherib made
obeisance to the Sultan, he promisedhidued of his daughter to the Sultan’s
favorite slave,yort'man. The King’'s daughter was expected toybat'man’s
bride, once he was freed and raised ghltank. When thking returned to

Dizak-Ba#’, he refused to give awaysdaughter, whereupon in 1108prt'man

141 Minorsky, Studies in Caucausian History17.

142 plbania (A dank/ Awank)) refers to the Caucasian Albaniasfshe historical region of the
eastern Caucasus, north of the Kur River, which is where modern Azerbaijan lies. In the early sixth
century, the Persians put an end to the Albanian monarchy. The country was later ruledfrintesalas
an oligarchy of these princbégaded by the Mihranid prince of Gardman. After the Arab invasions, the last
prince of the presiding family was assassinateg8P?2, and the Albanian polity disintegrated.

143 Robert H. Hewsen, “The Kingdom of Arc’ax,”Medieval Armenian Cultureds., Thomas J.
Samuelian and Michael E. Stone (Chi€alifornia: Scholars Press, 1984), 48.

144 Hewsen, “The Kingdom of Arc’ax,” 46.
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attacked his territoryvith Kurdish infantry, takingver the citadel and massacring
the population including the king> Another example includes the merger of
Armenian principalities, Dizak and Xan.146 King Gregory IV of Dizak married
his daughter Kata to Hasan the Great, Prince db Xa Later in the early
thirteenth century, wén Hasan'’s grandson, Hasan II, married the daughter of the
last king of Dizak-Bd¥', the two states were bod by the marital alliance and
Hasan Il took the title King of Arc’ax and of Ha 147

With the slow erosion of Armeniamble families and their domination of
lands in Greater Armenia, it is importaotnote that by # eleventh century,
within the milieu of the miti-cultural area of Greater Armenia and its environs,
there were Armenians from artisangnditary men converting voluntarily to
Islam for survival and economic reasomistermarriage between the Turkish and
Armenian upper classes alsontributed to such conversiot®® An increasing
intermingling of cultures and institutiongcluding intermarriags, occurred in the
late eleventh century and early twklftenturies between the Armenians and
Muslim lords149 As Minorsky indicates, meelval Muslim-Christian marriages
were quite frequent in Transcaucasia.efEhare many historic examples of marital
unions between Georgian and Amian princesses to Seljuks, Sans-hs,

Sadddids, etc. There is also historical documentation that indicates the readiness

145Hewsen, “The Kingdom of Arc’ax,” 46.

148 These two medieval Armenian principalities wereated in the territory of historical Artsakh,
which is present-day Nagorno-Karabakh.

147 Hewsen, “The Kingdom of Arc’ax,” 47.

148 George A. Bournoutia Concise History of the Armenian Peof@osta Mesa: Mazda
Publishers, 2002), 107-108.

149 Robert Bedrosian, “Armenia During the Seljuk and Mongol Periodgtrimenian People
from Ancient to Modern Times, Vol. 1 The DynaBgciods: From Antiquity to the Fourteenth Century
ed. Richard G. Hovannisian (New YorlSt. Martin’s Press, 2004), 249.
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of Muslim male suitors tabandon their father’s faith in order to marry Christian
royal womentS0

Later in the thirteenth century, it waot unusual to find a number of
independent emi#81 and Turkish sultans in Analta of Armenian desceib?
One can see the intermingling of cuéta when reviewing the lives of the
Zakariari®3 brothers, who according to Vardamisstorical Compilation were
Armenian princes Zak’arand Ivan of Mesopotamiaturdish origin in
command of the Georgian military under Queen T'atrérThe family came to
join the Armenian kings of ashir, where they wernverted to the Armenian
creed. Ivancalled himself a Bagratid, suggesting that his mother was an
Armenian princes$%® There is also historical mention of political marital
alliances of the sisters of Zak'eand Ivareinto new and olehaxararfamilies,
where one of these marriagesulted in a major land dow#y$

While examples of female rulershipAamenia are limited, in the absence
of a male heir we find some eviderafethe female heir as the progeny who

continued the royal line. However, theaexples outside of Byzantium are rare.

150 Minorsky, Studies in Caucasian Histqrg34-135. Interests of medieval Muslims and
Christians were quite intertwined. In Ani and Dwin, churches and mosques stood together in the same
cities without experiencing much repassion to their integrity. Theveere also cases of apostasy among
Christian nobility as well as Muslim sons of emirs becoming Christian monks.

151 BournoutianA Concise History of the Armenian Peql67-108.
152 Bedrosian, “Armenia During the Seljuk and Mongol Periods,” 252.
153 The Zzakarian brothers were referred to Mkhargrdzeli in Georgian.

154vardan Arewelc’i, TheHistorical Compilationof Vardan Arewelc]l Robert W. Thomson'’s
translation states the following, “In the daysludse times lived the glorious princes Zal€and Ivan,
sons of Sargis, son of Varham, son of Zak’aon of Sargis, of Kurdish origin.”

155 Minorsky, Studies in Caucasian Histqrg02.

156 Bedrosian, “Armenia During the Seljuk and Mongol Periods,” 254. One of the sisters, Dopi,
was “married to Hasan, prince of the old nakharardbAytsakh in eastern Armenia, receiving as dowry a
large area on the southern shore of Lake Sevan and the Sotk district in Siunik. Her descendants are known
as the Dopiank.”
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In thirteenth-centurilician Armenia, at his dgh, King Levon | of Cilicia

named his only child Zab&l’ as his heir. Her marriage to a Hetumid noble
eventually led to Hetmid rule in Cilicial>8 In the late eleventh to twelfth
centuries, Georgian Bagratids emerged dgnastic power. Under the reign of
Queen T'amar, 1184-121@e only heir of King Ge@e lll, she led the way as an
exemplary female leader who made gteatitorial gaindrom the Turks of

Greater Armenia by employing the generals Zakaard Ivare Zakarian/
Mkhargrdzeli159 Despite problems early in hegign, it is only in the case of
Queen T'amar where a country flourished enigmale rulership in the Christian
East outside of Byzantium. Nevertheless, gender of a leader was still an issue.
Eastmond’s treatment on Queen T'amar dbss the attitudes of the time, which
Imposed expectations and limitationstbe actions and behavior of women
throughout the area. He indicates tpa¢ens held an exceptional position within
society; however, there were limits to thale in state affag. Many used their
unique position in diplomatiways to deliver gifts to other leaders or to negotiate

on behalf of their husbands or sdf9.

157 Robert Thomson, trans., Thistorical Compilationof Vardan Arewelc:ioffprint from
Dumbarton Oaks Papers, No. 43, (Washington DOimbarton Oaks Researttbrary and Collection,
1989), 213, no. 84, Vardan writes, “His only daughtefsdbet’ by name, who was called Zabel in the
French tongue, took the crown.”

158 Anj Atamian Bournoutian, “Cilician Armenia,” iArmenian People from Ancient to Modern
Times, Vol. 1 The Dynastic Periods: ofm Antiquity to the Fourteenth Centugd. Richard G.
Hovannisian (New York: St. Martin’s Press, 2004), 285.

159Bedrosian, “Armenia During the Seljuk and Mongol Periods,” 253. The Zakarian brothers
served the Georgian court in a military capacity Andenian lands recaptured from the Turks paid taxes
to the Zakardis, who in turn paid taxes to the Georgian Bagratid dynasty.

160 EastmondRoyal Imagery in Medieval Georgi@5. George Bournoutian wrote about how
the caliph was befriended by the Arors of Vaspurakan, who sent gifts delivered by their noble mother,
Hrip’sime, who apparently succeedadhalting the Arab invasion dfer domains. Also see Greenwood,
“A Corpus of Early Medieval Armenian Inscriptions,” 69-71.
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Dowries and Female Inheritance

One of the most important forms wiledieval family succession to social
position and propertwas inheritancéél The Epic Historieprovides information
on rules of inheritancEom the time of the ArSakumiynastic family in the fifth
century. Here early examples of tinderitance of land possessions were in
descending order from the eldest maleth#f eldest male forfeited his rights, then
the possessions returned to theto be passed down the next oldest single
male heir within the extended noble f&miHowever, in the absence of a male,
the nearest married female heir woaldjuire the possessions long enough to
transmit them to her husbandis.162 As medieval examplett is noted that in
1019, the death of King Vasak VI mediné demise of the senior male line of
western Siwnik63 The king’s only heir daugat Kotramide, who had been
married to King Gagik | of Ani at the timanherited the bulk of her father’s
domains. Under Armenian tradition, thmheritance was transferred to her
husband.64

Thecollective political changes of tHéth century, which eradicated
“native autonomyand privileges 65 made changes to the marriage and
succession practices under the Armenian sy$8€nConflicting with the

fundamental social traditions under the Armemawararsystem, over time the

161 schausyvomen and Gender in Medieval Europe, An Encyclopddi4
162 Garsoian, “The Arakuni Dynasty,” 78.

163 Garsoian, “The Arab Invasions and the RisthefBagratuni,” 137. Shstates that while the
history of Siwnik’ is difficult to trace prior to themth century, the lands of Vasak prince of Siwnik’ after
his death in 821, were divided between his two sons, Sahak, Prince of western Siwnik’ and P’ilippos,
Prince of eastern Siwnik.

164 Hewsen, “The Kingdom of Arc’ax,” 45.
165 Garosian, “The Marzpanate,” 106.

166 pang, “Norme écrite et draiioutoumier en Arménie du®au XII© sigcle,” 694.
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Roman laws of inheritance led to thestematic fragmentation of the great
territorial units that had been the economic basewérarpower. Also under the
Roman system, daughters were allowenhkerit as well as sons, and they were
allowed to receive dowries at marriatfe.

In time, customary laws such asheritance and other areas of communal
life168that had been defined by oral traslitiwere compiled biyixit'ar Gos in the
late twelfth century8® While the Armenian Churcadministered ecclesiastical
affairs without interruption under fagn domination, Armenian communities,
particularly those under Muslim contrébund serious drawbacks in sorting out
disputes without local lords to leslate along traditional Armenian liné% This
problem intensified in the eleventh centuapd by the second half of the century
after many Armenian lords had lost thieereditary lands, control of central
northern Armenia was in the hands of thefg@éans, and further east the emirs of
Ganjak ruled over a significant Armenipaopulation. In the absence of a legal
code, disputes had to be adjudicateMuslim courts. To prevent the
continuation of this practice, Mxit'ar GoS compiled ttevcodebased on
Armenian practicé’® It is from this code of lawthat we learn a little more about
the inheritance rules for daughters. Tleeyld inherit in the absence of sons, even

if the parents’ inheritance passed to aeofamily, and when sons and daughters

167 Garosian, “The Marzpanate,” 107.

168 Mxitar Gos, The Lawcode [Datastanagirk] of Mxit'ar Gp&ans. Robert Thomson
(Amsterdam: Rodopi, 2000), 15.

169Go3 began his work in 1184. Thomson says that Mxit'ar GoS wanted to create a written legal
code not as much for Greek or Georgian Christian courts, which were not accessible for a majority of
Armenians, but for the Muslim courts. SHee Lawcode [Datastanagirk] of Mxit'ar Gp&0.

170Go3,The Lawcode [Datastanagirk] of Mxitar Gp&4.
171 Gog The Lawcode [Datastanagirk] of Mxit'ar Gp&4.
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were both present, the infitance was equally divided2 We know little of the
specifics concerning the dowries of bridesnedieval Armenia, except that they
were a matter of official considerati@rhen dividing patrimonypetween brothers.
Mxit'ar GoS states the flowing: “when brothers make a distribution among
themselves and divide the patrimony,tfieg them identifythe dowries of the
brides and give them to each, and tfainide] for themselves the patrimony/3
Based on théawcodewe see the importance of the dowry.

Women in medieval Armenia lived ind®tal society as did other women in
Central and Southwest Asian socistidn medieval times, the dowi# was a tool
with which to transfer wealtfrom the family of the brid to the groom. It was an
economic system relied upon to distrie family wealth to the younger
generatiort.’”> The dowry consisted of goods (buas textiles), money, or estates
that the woman would bring to her husbamadnarriage. This differed from the
troussead;6 which consisted of the bride’s piable or displayable belongings!
Traditionally, the dowry was provided by thade’s family to the groom as a fund

to support the new household. Durm@rriage, ownership and control of the

172 Gog,The Lawcode [Datastanagirk] of Mxitar Gp§3; also see page 184 for chapters 102,
103, 104, and 180.

173 Go3,The Lawcode [Datastanagirk] of Mxit'ar Gp&4, 264 (Chapter 218).

174 Forhes Hamish, e-mail message to author May 18, 2007, regarding dowries and inheritance in
traditional systems in rural Greecdamish clarifies that the terms “@amheritance” or “dowry” defined
similar practicalities socially. He indicates that if féenehildren were stipulated to have an equal share in
patrimony, then much of what they would get would come to them upon marriage. The dgfestigns
for traditional systems are: who owns the dowry (propafter marriage? Does the woman retain legal
ownership of the dowry that she brings to the marriage, or does this transfer to the husband?

175 schauswomen and Gender in Medieval Europe, An Encyclop@d@.

176 Gillian Vogelsang-Eastwood, “The ddition of the Bridal TrousseauEncyclopedia of
World Dress and Fashigred. Gillian Vogelsang-Eastwood (Oxfddahiversity Press, 2010), 430.

177 schausywomen and Gender in Medieval Europe, An Encyclop&0ia
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dowry were in the hands of the husban®.Marital arrangements the regions of
Central and West Asia followed similimes of traditionacustoms despite the
religious and ethnic background of theopke involved. Exaat in relation to
ecclesiastical and religious ceremoniesusar preparation of the marital union
was similar whether the family w&hristian, Jewish, or Muslim.

In the middle Byzantine period, like other medieval women, marriage was
the institution for which young girls were groomed. Marital arrangements were
made at a young age. Betrothals wergsfimle at the age of seven, and marriages
were arranged after the age of 13, whamteial ceremonies could take place when
a young girl was of the age of 14 or ¥8Bithout much choice in selecting their
future husband, marital matters werenatter of family strategy within the
restrictions of civil and ecclesiastical laWS. From the eleventh century onward,
one way that the aristocracy in Byziam would secure their political position
was through marriage alliances. A gaé@mple of successful and successive
marital arrangements among family mensbeas the alliance of the Komnenoi
and Doukai familied80

What is noteworthy in middle Byz&ine noble society is that “power,
property and prestigé8l were carried dowthrough the female line. As part of a
dotal society, where the female broughtperty into the household, the noble
Byzantine woman would receive her shar¢hef family propertyat the time of her

marriage in the form of a dowry. &dowry would belog to her in full

178 schausyVomen and Gender in Medieval Europe, An Encyclop&02

179 Angeliki E. Laiou, “Women in the History of Byzantium,” Byzantine Women and Their
World, ed. loli Kalavrezou (New Haven: Yale University Press, 2003), 27-28.

180 ajou, “Women in the History of Byzantium,” 29.
181 ajou, “Women in the History of Byzantium,” 27-28.
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ownership even though her husband haditite to administer it and it could not
be sold except under the mostee of economic circumstancEs. Textiles also
played a major role in a Bgntine woman’s dowry. Not only for the wealth that it
had, but to also demonstrate the bisdskill as an expert weaver, a highly
regarded attribute for medieval wom#&s.

We also find that in medieval Central and West Asian society, the marriage
and the wedding ceremony was a major eveltite life of the woman. Here
textiles played an important part in the area of marriage negotiations and wedding
festivities. Textiles were investments, icakiors of wealth and skill, valued gifts,
functional objects, and, in certain cases, talism&hg\fter the initial marriage
agreement, the family afie groom and the family of the bride would acquaint
themselves with an ekange of gifts that includeddes. Both bride and groom
received their respective garments, notaily fabrics and clothing embellished
with metallic threads. Imarital assigns, textiles wenet only considered part of
the dowry and as gifts between the famillast were a major part of the bride’s
trousseau. Preparation for marriage loegarly, when elder women worked on
the young girl's wedding trousseau. Alowgh the bride’s personal possessions,
her trousseau also included textile gofmishe home in théorm of carpets,
covers, and hangings. As part of tharital process, the bride’s skills in
embroidering, sewing, and ae&ng were judged by failg members of the groom

who were allowed to view her troussé&h. This was important in a time where

182 aiou, “Women in the History of Byzantium,” 27-28.

183 ajou, “Women in the History of Byzantium,” 26-27. Also see Molly Fulghum Heintz “The
Art and Craft of Earning a Living,” iByzantine Women and Their Waqrétl. loli Kalavrezou (New
Haven: Yale University Press, 2003), 139-143.

184\/0gelsang-Eastwood, “The Traditiof the Bridal Trousseau,” 430.
185y/0gelsang-Eastwood, “The Traditiof the Bridal Trousseau,” 430.
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the production of cloth was highly regaciand where textiles held an important
role in the economics arsicial life of a family186

Under the medieval Armenian marreagystem, once a marital alliance was
agreed upon, delegates of the familiemuid initiate converdan about the giving
of gifts. However, the gifts did not cditate purchasing the bride but were more
like the penal compensationtine Caucasian context afoiding blood vengeance
in the taking of the bride without a plamharrangement or agreement to its effect.
The bride possessed a dowry consistingwelry and furniture, and eventually
the revenue from houses or land propestythe condition that it would remain

with her without going to thaun of her husbané#g”

Textiles as Social Wealth

Throughout history prior tondustrialized fabrication and
commercialization of textiles, cloth iddeen imbued with a vital command upon
economics, societal organizatiomdgpolitics. The decorative range and
versatility achieved in patterned weagj embroidery, staing, dyeing, or
painting cloth provided it with dimitless potential for communicatioA88
between and among social groups. Itlbarsafely said that cloth communicated
ideological values and claims, wher@fgplex moral and ethical issues of
dominance and autonomy, [and] opulence” emsressed through fabric type and

designl89 Gifts of clothing and cloth werteaditional means of transferring

186 Hamish, e-mail message to author May 18, 2007. Textiles were exceptionally valuable in pre-
Industrial Revolution times, when it was highly likely that a young noble woman came to her marriage with
extraordinary wealth in textiles.

187 Mané, “Norme écrite et draiioutoumier en Arménie du®au XII° sigcle,” 694.

188 Annette B. Weiner and Jane Schnei@oth and Human Experieng¢®@ashington and
London, Smithsonian Institution Press, 1989), 1.

189 weiner and SchneideEloth and Human Experiencé.
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wealth and embodying family identity aadcestral authority. When cloth was
worn or displayed in an emblematic wa#yjenoted “variations in age, sex, rank,
status, and group affiliatior#.20

A wealth of documentary information regarding the value of textiles in
medieval Mediterranean is found in aths referred to as the Cairo Genl2a.
Here fine clothing was a considerable mdra family’s investment that would be
transmitted from parents to children ahdas readily liquid at a moment’s
noticel92far easier than real estaf8. Information found in the Geniza indicates
that much of the fuiture in a household consistedtektile furnishings, such as
carpets, couches, cushions, canopies and drap&idhe Geniza records
document the use of gdRb for decorating fabrics both for clothing and for
furnishing. This was particularlyopular in the medieval Muslim worfé$

Despite early Islam’s aversion samptuous garments, the Muslim

aristocracy indulged itselfith garments made from luxurious fabrics, such as

190weiner and Schneidegloth and Human Experiencé.

191 The Cairo Geniza is a collection of over adar of million Jewish manuscript fragments
found in the Geniza of the Ben Ezra Synagogue in Old Cairo, Egypt. The work of sdtedan& Dov
Goitein provides a composite portrait of individuals and the medieval Mediterranean Jewish community in
Cairo from their letters, contracts, and other doenits regarding economic, institutional, and social
affairs.

1925 p, Goitein, “The Main Industries of the M&rranean Area as Reflected in the Records of
the Cairo Geniza,Journal of the Economics and Social History of the Oriért (Aug., 1961):172.

193 vedida Kalfon StillmanArab Dress from the Dawn of Islam to Modern Tirflesiden: Brill,
2003) 50.

194 Goitein, “The Main Industries of the Meditenean Area as Reflected in the Records of the
Cairo Geniza,” 172.

195 Two techniques were employed for thiseetf Fabric gilded on the surface and fabric
embroidered with gold thread. R.B. Serjedsigmic Textiles, Material for a History up to the Mongol
Conques(Beirut: Librairie Du Liban, 1972), 3#dicates that “neither Armenian nor Maisfabrics were
ever interwoven with gold.”

196 stjliman, Arab Dress61.
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silk, brocade, and sath¥/ The Umayyad caliphs and their courtiers typically
wore clothing made of luxurious fabri€®® The ‘Abbasid dynasty ushered in
conditions favorable to a new fashion incorporating three vestimentary systems,
the Arab, the Irano-Turkic, and the Hellstic Mediterranean. These changes
were brought about by several factoes) increasing population of non-Arab
Muslims; the decline of Aab social superiority; the founding of a new capital at
Baghdad (located near the old Sasacmntal of Ctesiphon); and the emergence
of the Persian secretariabsk and growth of Arab amdaw-+and non-Muslim
aristocrats as cultural trend sett&%.Persian cultural influences were more
pronounced under the ‘AbbasidsdaPersian clothing, such as #feaft-r; were
introduced in the early ninth centud§? The fusion of vestientary systems, that
Is Arabian styles fused with westdashions from Hellenistic Mediterranean
prototypes and eastern styles basettaman, Turkish, anthner Asian styles,
began as early as the Umayyad pertbdn gained momentum under the
‘Abbasids. Later, these styles fuseith Central Asian fashions with the
oncoming of the Turkts military dynastieg01

Fine clothing was an integral andservable component of medieval
vestimentary system in traditional eeronies among the Byzantine, Armenian,

and Arabic-speaking societié® Titles and honors arglfts were periodically

197 stillman,Arab Dress31.
198 stillman, Arab Dress33.
199 stillman, Arab Dress41.
200 stiliman, Arab Dress47.
201 stillman,Arab Dress52-63.

202 stjllman,Arab Dress50. See JoneBetween Islam and Byzantiufor an extensive
treatment on the subject of Armenian vestimentary ceremonies during the Arcruni and ArmeniamBagrat
period.
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bestowed on Armenian ruleby the ‘Abbasid court as Wes the Byzantine court,
all encompassing sumptuous goods, inclgdobes fashionedith gold. Gold-
embroidered robes, alomgth other opulent itemsvere part of formal political
gifts exchanged between the Armenian kings and the cali@fate.

Under the ‘Abbasids, court dress wmsed on Persian models, where dress
protocol was emphasized through color and costume dress. Adding to the
traditional official black robe and black tub, the caliphs at court wore red boots,
which was the symbol of royalty duringetisasanian period. Special court dress
was required by those whodto appear before thelgd, who himself would be
seated on a raised throne on a daisipletely covered with eitharman, which
was fine Armenian red wool, &hazzsilk.204 The custom of bestowing robes of
honor khil'a) under the ‘Abbasids was nearly a daily occurrence. Anyone the
government desired to favor, sucheagizier or provincial governor, was
presented with thkhil'a as part of the investiture practi€®.

Fabrics known asr zranged from embroidered bands with wrigifgto
elaborately embroidered robesir -zdesigns were either woven into the textile

directly or applied later as endidery, appliqués, paint or prid’ Tir -z

203 5ee JoneBetween Islam and Byzantiug0, for exchange between (residential Muslim
governor) Yusuf and Smbat I. As a side, Smbat | was known as Smbat the Martyr of the Bagratuni
dynasty. He reigned from 890-912. It was from his martyrdom at the hands of Yusuf that thenBagratu
raised the secular authority of theinto a spiritual level. See Jon&gtween Islam and ByzantiuB0.

204 stillman,Arab Dress48. In R.B. Serjeantslamic Textiles, Material for a History up to the
Mongol Conquest(Beirut: Librairie Du Liban, 1972), 14hazz-ramis said to be one of the products of
Armenia.

205 stillman, Arab Dress42-43.

206Tir zis mentioned in Chapter 3 as an identified design of the royal robes and furnishings in
the royal family portrait. The three classic forms of Arabic calligraphy commiin-=embellishments
includekufic, naskh andthuluth

207 Margaret Anne Deppe, “Tiraz: Textiles and &yavith Inscriptions in Central and Southwest
Asia,” in Encyclopedia of World Dress and Fashied. Gillian Vogelsang-Eastwood (Oxford University
Press, 2010), 104.
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garments were presented as gesturesyal patronage, and aart of diplomatic
gifts. The derivation of ther zsystem was likely a fusion of the Persian
application of royal insignia on garmerasd the Byzantine state factory, which
were taken over by the Umayato meet their need8® Specially designed
name or signatory inscription®l -\ -t would be inscribed in the borders of
garments designed for the appropriate veeal would be made of silk, brocade or
ibr smsilk (long-fibered silkg% The thriving internatioridrade in the Black Sea
during the late tenth century estabisl Kars as a major commercial ce?itér
known for itsibr smsilk.211

It is well documented that theveas a great demand for Armenian-made
textile goods in the Islamic worRt2 Aside from their political and ceremonial
function, textiles and clothing had asonomic importance in medieval
commerce. Historian S. [oitein points out that ‘@mparable to the place of
steel and other metals in modern econotaxtiles represented the major industry
of mediaeval times in the Mediterranean ai®&&Where high prices were paid for

single selected piece®4 Textiles were comparable toedieval currency, so that

208 stjllman,Arab Dress40-41. In Serjeantslamic Textilegpp. 8-9), he indicates that there are
claims that their -zcame from the Persians, while others believe the origin came from the Copic-
Byzantine factories in Egypt before the Muslim conquest, which is supported by the archaeological
discovery of cloth fragments withscribed place-names. However,ihdicates that the Persian state
factory system calletir zunder the Sasanians spread its netwowds the middle and eastern parts of the
Islamic world.

209 Serjeant]slamic Textiles7.

210 ManandianThe Trade and Cities of Armenia in Relation to Ancient World Trit
211 serjeant|slamic Textiles73.

212 5ee Chapter VI in Serjeantslamic Textiles

21?’Goitein, “The Main Industries of the Meditenean Area as Reflected in the Records of the
Cairo Geniza,” 172.

214 Goitein, “The Main Industries of the Meditenean Area as Reflected in the Records of the
Cairo Geniza,” 172. IArab Dress48, Stillman describes the high prices paid for fine garments for men in
ninth century Iraqg, and its increaseciwst from two centuries earlier. As example, the average cost of a
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they were accepted as taypwents to Arab overlordsArabic scholar R. B.
Serjeant notes that Transoxania paidlaute to the Arabs that included silks and
garment21> Material goods weaved in Armenias found listed in historical
transactions, were used as a form difute to be paid to the caliph. Taxes and
goods to be taken to Baghdad in the reign of Mim## listed in a work entitled
the Djir b-al-Dawlaincluded twenty larg carpets in reliefousu mahfira) to be
sent by Armenid@l’ Documents show that the Caliph Anhad Armenian
cushionsfirfa -a). Cushions made of Armenian materials were found in the
court of al-Rashid (786-809), where accaualso state that the best and most
expensive drapery was the one matlerimson Armenian goat hat8 Armenian
goods were also desired by athen the Islamic court. Kdisur-+; the wife of the
late eighth-century ‘Abbasid ruler al-Mahdwned large Armenian carpetsq—-
and cushionsnumru+).219 Within the wardrobe afedieval Islamic legist, Ab
Y Isuf, it was found after his death that he had left two hundred paitazdsilk
pantaloons, each with its ewArmenian trouserbandkka).220

R.B. Serjeant notes that Armeniasaamong a group of provinces where
fabrics, along with weavers, dyers, ardbroiderers, were exported to Islamic

countries??21 The most valued of textilgoods were flowered silks, gold-

gams cost about two dinars. For purposes of compariadaborer at the time earned between a2 to 1 %2
dinars per month.

215 serjeant|slamic Textiles10.

216 Early ninth-century caliph.

217 serjeant|slamic Textiles10.

218 serjeant|slamic Textiles60.

219 serjeant|slamic Textiles61.

220 serjeant|slamic Textiles35-36; 61-62.
221 serjeant|slamic Textiles60.
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embroidered garments, an@$e woolen and silk textiles dyed crimson with the
Armenian cochinealjortan222 calledkirmiz by Arab source323 Kirmiz was

used to dye cloth a rich red-violet hiliat was particularly desired by the
Christian and non-Christiarffeuent. The city of Artashat was home to this dye,
so much so that the city was referredntd\rab sources as Karya-al-Kirmiz, the
village of the Kirmiz224 Armenian curtains wellested by one Arab author who
documented the kindd textiles (and their place ofigin) used to lavishly
decorate the palace of al-Madir when he receiveddiByzantine ambassador in
917225 Thecontemporary Arab geographernlblawkal, detailed the superiority

of Armenian textile goods. He said:

From Dabil are exported goat-haiaBhmere] textiles and [ordinary]
woolens such as, for example, rugpws, cushions, saddle blankets, laces
for trousers and other textiles of th@me type which are of Armenian
manufacture and dyed wiktirmiz. This is a red dye for goat-hair textiles
and for wool. It is obtained from a wo which weaves around itself as the
silkworm encloses himself in a cocoon of raw silk. They also produce there
patterned silks of which many similar are found in the Byzantine empire,
although they are imported from Arma. And among the goods called
Armenian are found women'’s cloakssbions, rugs, tapestries, narrow rugs,
round cushions, sofa pillows and saddlenkets. These tapestries are not
equaled in any part of the univeiiseany fashion or in any technigéet

High quality textile goods were readily accessible to Armenian nobility and
clergy. Luxurious garments and tapest were used by Armenians in the

decoration of the cathedrals at Argina andmit the garmentghat were given as

2224 Kurdian, “Kirmiz”, Journal of the American Oriental Socidy:2 (Jun., 1941):106.
223 Garsoian, “The Independent Kingdoms of Medieval Armenia,” 184.

224 Der Nersessiayrmenian Art 109.

225 serjeant|slamic Textiles22.

226 Garosian, “The Independent Kingdoms of Medieval Armenia,” 183-184. Dabil refers to
Dwin.
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royal gifts, and perhaps the royakgents seen iportrait painting$27

Fragments of preserved silk cloth as thndings of manuscripts speak to the
richly designed silk that Armenian n@islimported. The designs of preserved
silks demonstrate the medieval use of aliand bird motifs along with palmettes,
heart-shaped floral, and rosetiaterspersed with medallioA88 These are all
common motifs in Eastern princely coureds. Der Nersessian suggests that
Armenian weavers copied hi&@n Muslim models to gply designwork for the
highly developed weaving industry in ArmeRira.

Diplomatic gift-giving of clothing wa a method to secure one’s position
with another political power. When Snibdthe Martyr” presented gifts to
establish friendly ties witthe Byzantine emperor Leo VI, he was rewarded in
return with weapons, ornaments, bej@gecups, goblets, and robes with g&id.
Later these gifts would be provided to placatedstgkanAfshin when he
advanced into Armenia with his ard$2 Earlier we saw that the clothing worn by
King Gagik-Abas of Kars may have beawift from the caliph or one of his
emirs, or those he received from sultan Alp Argidh.

Given the extent of textiles and detailed patterns represented in the royal
family portrait painting, there is sigigance to the representation of the

magnificent array of cloth in the imageom the diverse interior fabrics to the

227 Garosian, “The Independent Kingdoms,” 184.

228 Der Nersessiayrmenian Art 109.

229 Der Nersessiayrmenian Art 109.

230 Garosian, “The Independent Kingdoms of Medieval Armenia,” 151.
231 Garosian, “The Independent Kingdoms of Medieval Armenia,” 152.

232 per NersessiarArmenian Art 109. Also see JoneBetween Islam and Byzantiusg.
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highly decorative silk cth with gold thread333 Most notable is the use of gold
or golden designs and silk Pueen Goranduxt’s veil and drés4 the
predominance of red, presumaklymiz red, and the elephant motif carpet draped
over the dais-throne of the royal family.

This chapter allowed me to demtnase the grave military and political
situation under which the Bagjuni dynasties existed heir survival in Greater
Armenia was threatened by invadenslaisurpers as well as by major military
campaigns by the superpowers of their delgre | provide the major historical
changes to social conditions that alteaedient Armenian traditions and ways of
life, which were later institutionalized the medieval period. To better support
my iconographic assumptions regarding thyal portrait, | consider extant
historical information regarding the kiragnd members of his family, the social
state of medieval Armenian noble womand the role of textiles in medieval
economic society. From this informati, | try to show the overall political
climate to which King Gagik-Abas ngdnave been responding when he
commissioned the family portrait. Was a time when he would have been
concerned with succession and highly likely\have made a determined effort to
continue the existence of the family iy of his daughter, his only heir.
Equally, we know that textiles had a sigrant economic role within medieval
society and the security of wealth. Finalipble children in medieval times were

conduits of family wealtland prestige, for daughtethjs meant bringing to a

233 Sirarpie Der Nersessian, “L’Evangile DuiR&agik De Kars: Jerusalem, No. 255BEArm
18 (1984): 90. This information is interesting sigegjeant states that Armenian fabrics did not have
interwoven gold. Is the indication that gold was usetthe description of the garments in the painting in
error, or are the fabrics that are defined by Der Nersessian as having gold or golden designs either gilded or
not Armenian-made?

234 per Nersessian, L’Evangile Du Roi Gagik De Kars: Jerusalem, No. 2556,” 90; and Garsoian,
“The Independent Kingdoms of Medieval Armenia,” 184.
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marriage, one of her few social optioagjowry and the fluid wealth contained

within the dowry.



CHAPTER 5: CONCLUSION

Modern scholars can study medievah?mia through contemporary texts,
monumental inscriptions, and colophongauices. Another opportunity to learn
more about the past is through paintinguilptures, and liefs. Given that
medieval art is intrinsicallyinked to cultural eventseligious philosophies, and
social issues, miniature portrait paintingsobles need to be studied within their
historical context. The difficulty in thitype of endeavor is that there is oftam
absence of textual information to explaie furpose of the art. This is the case
with the royal family portrait of Kingsagik-Abas. While the miniature portrait
remarkably has survivedehtumultuous history of Armenia up to modern times,
the number of unknowns has added more arydb the painting: the artist of the
royal miniature portrait is unidentified; the type of manuscript that once housed
the miniature leaf is in question; the idignof portrait’s patron is not known; and
there is no substantial textual inforneetticontained in the fragmentary colophon
on the reverse of the portrait. Whgeoviding royal names of the figures
depicted, the Christian dedicatory magsaf the colophon provides little to
elucidate the intentions behind the pattrdnlike other Byzantine and Armenian
portrait miniatures, there is no overt Chiaa iconography in the family portrait of
King Gagik to coincide withhe colophon or legible ins@tions within the image.
There is no visual representation or cowapiction of prayemeligious codex, or
devotional physical postures tradititigaassociated with donor portraits.

To interpret the image, | had to matertain reasonable leaps between the
iconography of the portrait and the sobigtorical milieu of the family. The
gueries regarding the portrait with whichavigated my analytical roadmap were

as follows: How did centuries of power play thfe empires in the area eventually
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modify and shape the dynamics of pladitical, cultural, and religious milieu
inherited by the eleventh-century Bagnaitfamily? Did tle fall of the great
medieval city of Ani, the capital of tBagratuni dynasts in the early eleventh
century, affect the socio-political decision-makingtwy royal family in the
smaller kingdom of Kars? How did centporary events and trends occurring
during the king'’s reign of Kars influencesetldecisions made by the royal family?
Was the miniature a part of a manuscrgeimmissioned for private or public use?
Who was the intended viewer of thanuscript and the miniature portrait?/hy
was the portrait of the family peesented the way that it wasMhfortunately,
many of the questions thigid my investigation remaimnanswered. Given the
visual evidence and histoal information before me, including contemporary
comparative cultural imagery, in this final chapter of my thesis | conclude with
what | can plausibly interpt@bout the family portrait.

The medieval royal miniature portrait of King Gagik-Abas, Queen
Goranduxt, and Princess Marem offers sclsodar intriguing painting to analyze.
It proffers rich pictorial edlence as to how this familyanted itself perceived for
an intended purpose. | attemptedlémnonstrate stylistic and iconographic
differences between the imagery oé ttoyal miniature and other medieval
Armenian and Byzantine poait paintings. The family portrait has iconographic
parallels to an Eastern topof princely enthronemeand textile décor, where the
opulent textiles represented in the paigtare predominately patterned after Near
Eastern designs. Ancient Persian texd#signs were culturally adapted by
Byzantine and Armenian royals, as well@ggrated into Islamic courtly regalia.
The composition and iconograpbf the family portrait ecentuates the following:
(a) arich display of sumptuous textil€s) Princess Marem as the central figure,

(c) a connection between the princess,rhether, and wealth of textiles, (d) a



146

connection between the princess, herdgtand dynastic lineage, and (e) an
interior setting that seems courtly “dortiesrather than religious or ceremonial.
While | am compelled by the argument that indicatonsaok and status in
the composition between the king and prinagesgal an overarching visual intent
to validate the succession of the Bagratiymastic line, | do nabelieve that the
sole purpose of the image was to atbeaMarem as successor. Given the
historical milieu, the probality of such an eent coming to pass seems low. My
reasoning is based on comments madEdmstmond in his study of royal imagery
in medieval Georgia and the gender-badifficulties that the Queen T’amar had
to confront during her early years, ewghen Georgia had a strong foothold in
contemporary regional geo-politics. | hae&en into consideration the historic
backdrop and the gradual loss of kingdam&reater Armenia. When reviewing
the circumstances of T'amar and Marahere are several facts to consider:
T’amar was a twelfth-centungrincess, the daughterchonly heir of King Giorgi
Il of the Georgian Bagrationis; Marem was an eleventhucgmprincess, the
daughter and only heir of King Gagik-Abakthe Armenian Bagratunis. We see
that Queen T'amar was co-ruler prior to her father’'s death. There is no indication
that Marem was co-ruler during the reigfher father, unless the royal portrait
implies such a position. Historicakcumstances durinQueen T'amar’s time
were not comparable to the time of aess Marem. Georgia had advanced its
military society by the twelfth century. Buo the strength of the Georgian army,
Queen T'amar was able to make majoriterial gains and rule as a successful
suzerain over large areas of Armearad Azerbaijan,r@d Arab and Seljuk
territories. However, her claito rule was not without tarnal protest. Eastmond
makes an important point when he sthat the attitudes to “gender difference

iImposed expectations and limitationstbe actions and behavior of women



147

throughout the Christian East.’"While queens held a citl role within medieval
Near Eastern society, there remained certain boundaries with respect to their
actions. In this respect, the suggestiodyfastic successian the royal portrait
may only be symbolic, perhaps lending te ttiea of merging the Bagratuni royal
lineage to another noble family.

The Armenian kingdoms of the late ter@ind early eleventh centuries were
under threat from marauding factionstio¢ Seljuk Turks, who were emerging as
the new power base in the region. Tmwajor attacks of the Kars kingdom have
been historically documented. From 10641064, ten years passed from the last
attack to the king's decision to leave K&wghe ByzantinesWithin these ten
years, is it not conceivable that tkegdom could have economically recovered
from the devastation they experienced duthmglast historicallyecorded raid in
1054? The Byzantines to@klvantage of the Turkic situation along its
borderlands and persistgnattempted to annetkese eastern lands from
Armenian nobles in exchange for theilo@tion into central Byzantium. King
Gagik-Abas of Kars was the last of tAemenian Bagratuni nades to succumb to
the annexation process. He relinquishedkingdom to the Byzantine emperor in
1064, nearly twentyears after the fall of Ani, thmain Bagratuni kingdom, and
he migrated with his family and followers to lands that may have been negotiated
in exchange for attaining dam religious-political inflence within the Byzantine
court. We are aware that after thadgkiand his family settled in Tzamandos he
retained his political authority ithe area with the election of a n&at’o &os

What we know of the king historically is that he was in contact with Sultan

Alp Arslan, perhaps on more than oneasion; he was cultured and educated in

1 EastmondRoyal Imagery in Medieval Georgi85.
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Western matters; and he was a ruler oadfflment kingdom. Envoys and couriers
existed; communication could not have b&eking. The king must have been
aware of the unstable political conditionslajuestionable loyalties that led to the
downfall of the main kingdom of Ani. Kurdish emirs were gaining power in the
area of former Bagratuni lands, and the Seljuk military forces were successfully
advancing. Surely the king was awafghe contemporary political situation in
the region, contemplating his alternativéSiven the politicalincertainty of the
region, is it not plausible that the kimgs engaged in sonsecial and political
maneuvering to ensure the perpetuatiothefBagratuni family and its survival?

There is no information regarding the king’s years at Tzamandos or his
death other than a date. There i®rsting documentain about the queen.
There is little informatiombout the princess. Maresmame survives in scant
historical records in Byzaium as being the mistres$ the land given to her
father, with no indicatiof her rank or status leér than a Greek title of
kouropalatissa It is purported that her name appears on a partial seal, which may
indicate her activity in noble circles thie citadel at Tzamandos. There is no
historical indication that she married vivay her lineage continue in the noble
Armenian families that rose frominence in Cilicia. The titlkouropalatissa
may provide answers in this respect, thare is no corroboration as to what
having this title meant atéttime. Then again, urde a marriage concerned royal
ascension to a major prince, how important were these types of events to
contemporary historians to document?

Hand gestures play an interesting part in the paintisépowed how there
may be various gestures of prayer.alime and place where prayer was an all-
encompassing aspect of medieval lifesaems reasonable to assume that there

were variants on the standard iconographgntreaties to God. Hence, the hand
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positions of King Gagiland Queen Goranduxt, vidacomparable to thdeésis
gesture, may not necessatg similar in traditional maning since their hands are
not directed toward an emtimed Christ. All three §ures in the royal family
painting are frontal and their respective hgedtures seem to serve as some form
of supplication that we as modern vieware unaware, perhaps piety, similar to
what Eastmond notes for tpertrait of Saint Katherina Vardzia (Figure 39).

| also showed that secular mediewvaagery existed to project power and
rule in royal paintings, eveihwithin religious sethgs. Studies by Jones and
Eastmond supported the concept that imade®mbles operated as symbols and
ideals for a calculated conteglypurpose on the part tfe rulers. Pertaining to
the royal miniature, there is the reasomdtielihood that thenissing portion of
the miniature folio includes religious imaxy. However, the possible existence of
an upper register in the painting witretHland of God blessing the seated family
(located in the lower register) and the o$éaloes around the heads of the figures
would not negate the overall secularizedssage. Is it not possible that religious
allusions among predominately seculamography simply alluded to divine
protection and blessings to support a makenessage of the endeavor at hand?

From the evidence | amassed in thégper, my interpretation of the image
focuses on the role of the queen in relatio the princess and their connection to
textile wealth. Based on the compositiodlalseness or proximity of the queen to
her daughter, the identical deabon of the kerchief (piece of cloth) in the queen’s
hand comparable to her veil, and the stuops textile décor, the image is one that
indicates dynastic wealth. In turn, tineagery nicely dovetails with the social
implications of a young noble female hiing in a Near Eastern medieval dotal
society. In a time period when sociolipoal tensions existed between Armenian

nobility and the imperialism of the Bgntine Empire and the Islamic ‘Abbasid
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Caliphate, as well as military strugglegh the Seljuk sultanate and Kurdish
emirs, King Gagik-Abas was left in a salsituation where he needed to validate
the family dynasty to others and secitisduture existence in the region. His
daughter had a limited array of life choigesnedieval society. A plausible
scenario that harmonizes well with thettis in the image is one of marital union
and the demonstratn of dowry wealth.

Making any further assumptions woudd futile at this point since not
enough historical documentation is aviié@afor me to continue my line of
argument. However, it is my hope that mierpretation of the painting opens up
further inquiry and renewed search feew archaeological and historical
documentation. The royal miniature famgrtrait of King Gagik-Abas of Kars
Is a fascinating painting that | believdudes to an area of social history not

preserved in extant medieval Armenian pictorial sources.
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Figure Al: Image and chart of interpretations

The alphanumerical notions on miniaturéngiag are in reference to the textile
and non-textile detailsxplained below.

The interpretative informain provided below is limitetb the writings of five
scholars who conducted an iconograticdy of the miniature portrait and to
whose articles | had access. While theme= other scholars who have studied the
miniature portrait, with the assistancetiainslators, | have limited the information
that follows to the follaving researchers: Bishop NSanean (translated from
Armenian), Sirarpie Der Nersessiara(tslated from French), Thomas Mathews
and Annie-Christine Daskalakis, Lynnn#&s, and Marielle Martiniani-Reber
(translated from French).
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Fruit Bowl and Lion to the left of king (F, L)

NSanean

States that there are two bowls of fruit equal size and varying c«
fruit painted similar to apples and pears and that the fruit basket
the king’s side is larger than the one on the queen’s side.

plor
DN

Der Nersessian

Not Discussed

Mathews and Daskalaki

S

Indicates that bowlfwf are part of luxurious environments in
Islamic painting. Remarks that the lion throne is the “rampant lio
facing outwards” and they may be “imaged to guard the divan.” §

that there is an association of lions with rulers and particularly thei

use with thrones is a tradition of long-standing in the Near East.
Writes that the Islamic world assimilated the lion imagery and
transformed it. Uses examples sachthe eighth-century villa of
Khirbat al-Mafjar where there is a statue of a prince who is place
a pedestal on the back of a pair of lions. Relative to Gagik’s port
the representation of lions chained to the throne of a ruler can be
found on a silver plate in the Hermitage Museum. The ruler, wha

thought to be an early Ghaznavid king of around 1000, sits crosst

legged on a divan and the lions appear below at either side facin
outwards.

NS
Says
r

nY

0 on
rait,

S

Jones

Indicates that the royal famsyseated on a cushioned platform
throne supported by the figures of lions similar to those found in
contemporary representations of Arab rulers, and bowls of fruit a
placed to either side of the throne.

[e

Martiniani-Reber

Notliscussed.
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Divan (T1)
Shown behind king and under throw Shown Wiitaz (T10)
NSanean Mentions the cylinder-like pillows the divan to either side of the
royal coup.
Der Nersessian Makes remark that it is a red cloth with a geometric design.

Mathews and Daskalakis Not discussed.

Jones Indicates that the cushions bdlihe three figures are covered with
brilliant red textile whit is embellished wittiraz, bands of cloth
inscribed with honorifics and distributed by Islamic courts in
acknowledgement of rank and status.

Martiniani-Reber Notliscussed.
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T3 T4

NSanean

blue, purple colors. On each oglshoulders, from his shoulder to
chest, two long square white deative [bands with gold thread
design?]. Inside the square there are gold plated decorations. Q
front of the robe, on the chest and stomach area, there are two

the other circle, the front legs look like lion’s paws.

Der Nersessian

States that the coat has broad sleeves and is tight at the waist;

carpet. There are ibex (?) standing up in profile inside the medal
with double pearled circles, also there are smaller circles which g
cutpar des feuillesn the shape of a cross, garnished with lozenge
are put in between the medallion. The bottom of the cloth is ope
the pleats expose the king’s leg.

Mathews and Daskalaki

5 Says that the creatutd im@ stag or unicorn in pearled roundels
and that it is a common symbol of virility.

Jones

Indicates that the king is dressea purple and blue tunic decorate
with pearls arranged in medallions, each of which contains at its
centre the image of a horned ibex carrying a three-lobed leaf in it
mouth. The tunic’s upper arms are further embellished with gold
lower edge of the king’s trousers and one brown-shod foot.

Points out that the king isaking a royal robe, decorated with red,}L
is

n the

decorative animals in roundels that look like baby sheep although in

it is cut

in imperial purple silk with design which is richer than the one in the

lion
re

S

N and

the

Martiniani-Reber

States that the king is wegra coat with knotted medallion, pearle
medallion in which you find inscribed ibeRdququetin. Says that the
motif lozenge okcoinconsand the center is composed of rosette.
The coat has bands tifaz with kufic.

o
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Princess shawl and dress (T5 and T6)

NSanean

Indicates that the princess hasroms of thin pearls. Her hands 3
open, with her palms facing out and close to her chest. She is

re

wearing red, blue, black “baree-kod” coat. The shawl! “bad ou jadz”

goes from her head covering her sldgus up to her elbows. On hg
shoulders include square dedora elements like the king's.

er

Der Nersessian

Not discussed.

Mathews and Daskalakis|

States that thegass wears a palmette-patterned garment and
wearstiraz bands on her upper arméngiar to the ones shown on
the king’'s garment.

Jones

Remarks made about the red tunic include that it is adorned wi
blue-grey palmettes, and her shoutdare draped with a short blue
scarf decorated wittiraz.

th

Martiniani-Reber

Says that tleune fillealso wears a coat with puffy sleeves with
bands otiraz. The ornament is made of large palmettes in the s
[de piqué and are blue with red background.

hape
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Queen’s Veil (T7)

NSanean

Mentions that from her head down up to the top of the sofd
white shawl. On it is eithdreart-shapes or almond-shapes w
red and gold-plated decoration. The bottom edges of the sh
are decorated with red, blue, and gold-plated colors.

isa
th
awl

Der Nersessian

Says that the white wdilch covers the queen’s shoulders is
scattered with golden designs in the shape of a heart, and
bordered by two red bandsd by one “mauve” band.

Mathews and Daskalakis

Indicates that the queen’s garments also include a veil with

golden hearts that cascades from her shoulders. Discusses
image of hearts as another popular motif in early Islamic arts
Nishapur and Samarra.

the
5 Of

Jones

Notiscussed.

Martiniani-Reber

States that the quées a white veil decorated with golden
heart-shaped leaves draped dver shoulders, and white cuffs
embroidered with gold emerge from her tunic.
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Queen Goranduxt Dress (T8)

NSanean

Notes that the queen hharee-kodwith red and green
decoration (with gold thread design).

Der Nersessian

Says that the queeans a dress of red silk, decorated with
birds which are encircled and those circles of birds are
surrounded with four geometric designs, each of them is for
by two octagons overlappeddove a polygonal motif with 16
sides.

med

Mathews and Daskalakis

Indicates the dessgyf birds in eight-pointed stars.

Jones

Mentions that the queen vgeaicrimson tunic patterned with
greenish-gold alternating motifs of birds inside eight-pointed
stars and floral polygons.

Martiniani-Reber

States that the ¢liotg of the queen shows medallions and
inside these medallions is fl@r+shaped or most probably
[simurghs] that is green with red background color.
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Throw (T9)

NSanean

Mentions the round circles a@nawings of elephants, leaves and

other designs on the throw that hangs from the cushion.

Der Nersessian

Says thatiapis pourpreof rich design on sofa has a principle
design in four big pearled medallions encircling a central
medallion in which there are elephants (vertically) and flowe
(horizontally). The small medallion, which has birds inside,
alternates with the larger medali. The color has faded of the
two vertical bands which interrugite ornament of the rug and
maybe there were some inscriptions like the ones in kufic
characters that one hardly distinguishes ortithe of the
sleeves of the royal coat.

Mathews and Daskalakis

Mentions treagded roundels encircling elephants and
compares it to famous Louvre elephant silk that was produce
Khorasan around 950. Says it is the royal animal of the anc
Persian monarchy.

2d in
ent

Jones

States that the throne, which is covered with a textile richly
decorated with pearl-edged medallions, contains the figures
elephants.

Martiniani-Reber

Makes note that the cdrfie reference to T9) has a resembla
of its decorum and color with an actual silk fabric of which
several fragments have been dispersed in various collection
The large piece belongs to the Cooper Hewitt National Desig
New York. The cloth has been well studied in the catalogue
The Glory of ByzantiurtNew York 1997) pp. 414-416, and tha
the rapprochement with the miniature of @espel of Gagik of
Kars has been established. The winged horses of simurghs
the elephants are inside the medallion with pearl roundels: 2
pearls for each pearled roundeisdth of medallions 2 cm) and
the total height of the pearled medallion is 17 cm.

nce

|22}

n of
in
1

and
’8
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Detail of pearl necklace strands and hair styles; close-up of faces

Detail of hand kerchief and bracelet (?)

NSanean

Says that the princess’s ne@nw@rcled with two rows of thin
pearls, and in her right hand, she holds something which he
not decipher. Her left hand is open and on her chest.

can

Der Nersessian

Says that the princess svadriple collar of pearls and has a
handkerchief in her right hand.

Mathews and Daskalakis

Indicates that both women wear string of pearls and that
which are harvested in the Persian Gulf and Indian Ocean, 8
prized among Muslim rulers. The pearl motif indicates a syn
of purity as well as medicinal antidotes to palpitations of the
heart and melancholy.

earls,
\re
nbol

Jones

States that the princess andrieher share the same hairstyl¢
of long braids. Makes note of the traces of a gold backgrour

halo surrounding each of the headshe three family members.

Indicates that the queen wears a blue and red bracelet on hg
wrist and three strands of pearls encircle her neck. Comme
that the princess also has three strands of pearls encircling
neck.

1%

nd

or |eft
nts
ner

Martiniani-Reber

Notiscussed.
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