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HApamatyprusa OrHa n CeeTta
KakK BUO MePOTONNYECKOro
TBOpYecTBa

COOpHUK CTaTEl, BIIEPBBIE B MUPOBOIT HAYKE, OCBANIEH IIPOGIeMa-
THKE OTHS U CBETA KAK BAKHENIINX CPEACTB B CO3/JAHUU CAKPAIBHBIX
IPOCTPAHCTB. B LleHTpe BHUMAHNA — BU3AHTUICKAA U JPEBHEPYCCKASL
TPAAULIMSA, PACCMOTPEHHAS HA IMUPOKOM UCTOPUYECKOM U reorpadu-
4ECKOM (pOHE, KOTOPBII TOJIBKO U IO3BOJLAET OLIEHUTL CBOECOOPA3UE
BOCTOYHOXPUCTUAHCKON KYJIBTYPhI OTHA ¥ CBETA. KaK bl U3 HAC 1IO-
MHUT BIIEYATIIEHUA OT IIPABOCIABHOIO XPAMA, B KOTOPOM IIPOH3UTEND-
HBII COJTHEYHBIN CBET, KNYOAMMUICA B IBIMAX KAKICHU, COUETAETCS
C MHCTHUYECKOM OTHEHHO! JpaMaTyprueil GECYUCIEHHbIX CBEYen
U JIaMIIaJl, BMECTE CO3aa0mux 06pas llapcrsa HebecHoro Ha 3emie.
[Tono6HOE ABIEHUE HE MOKET OBITH ONMCAHO B PAMKAX OffHOU TPajiH-
LJMOHHON HAYKH, II03TOMY K €0 PACCMOTPEHHUIO IPHB/IEYEHB! UCTOPU-
KH, UCKYCCTBOBE/bL, (PUIIONIOTH, (PUIOCO]BL, TUTYPIUCTDI, TUHIBUACTHL.
[Tpu 3TOM peds uaeT 06 0COO0M BUAE XYAOKECTBEHHOIO TBOPYECTBY,
KOTOPOE, HA HAII B3IVIAJ, MOXET OBbITh 4ZICKBATHO IIOHATO TOJIBKO
B KOHTEKCTE NEPOTOIUU — HOBOT'O PA3/E/IA NCTOPUH KY/IBTYPbI, U3y4a-
IOIEr'0 MUPOBYIO IIPAKTUKY CO3AHUA CAKPAIBHBIX IPOCTPAHCTB. Hc-
CIEOBAHUIO UEPOTOIHH ITOCBAIEHA MHOTOJIETHAA HAYYHAA IPOrPAM-
M4, HAmEmasd BOIUIOWIEHUE B LEJIOM DALE MEKAYHAPOAHBIX
CHUMITO3UyMOB, OITyOJIMKOBAHHBIX KHUT'AX ¥ MHOXCECTBE CTATEN aBTOPOB
U3 Pa3HBIX CTPaH’.

TpyaHO IpEACTaBUTD YTO-TO OOJIEE BAKHOE U CUMBOJINYECKU 3HAYU-
MOE, YEM OT'OHb U CBET, KOTOPBIE VKE B APEBHENIINX A3bIKAX OTOXKIE-
CTBJIAUINCH C IIPEACTABIECHAEM O G0KECTBEHHOM. KaK M3BECTHO, OIHON
u3 MeTaop onucanus Sxse — bora uyfees, XpUCTUAH U MyCYJIbMaH —
OBLIO CJIOBOCOYETAHUE «POKAAIOMIMI OTOHb>. B IIOABUBIIEHCA B TY K€
JAPEBHENIIYIO 3IIOXY, HA PyOexe EPBOrO ¥ BTOPOT'O THICAYENETHIL 1O
HAIIEN 3Pbl, PEJUTUU 30POACTPUNLIEB-«OTHETIOKIOHHUKOB» 60T IOUH-
TAJICA B BUJIE COJIHEYHOT'O CBETA, HA KOTOPBII MOJIUIUC, U BOILIOMAIO-
IIETO 3TOT CBET CBALIEHHOT'O OI'HA, KOTOPBIN NOAEPKUBANICA HEYTACU-
MBIM B IIEHTPE XPAMOB, HOCUBIIMX KPACHOPEUMBOE HA3BAHUE IOMA
Orus» (aramkazy). B EBanrennn Xpucroc npoposramaer cedd CBEToM,
4 ocHOBOMOMaraomuil CuMBOJ BEphl UMeHYET Ero «Cser o1 CBeTay.

3opoacTtpuickunii
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CospemeriHoe OoTO  pee Mbl TIOMHIM €IIIE IETCKUE OIIYIIEHHS OT 3aBOPAKUBAIONICH MATHI

’KMBOTO OTHA U PAZI0CTD OT IPEOOPAKAIONETO MUP COTHEYHOTO CBETA.
OJIHAKO C TOYKY 3PEHUS HCTOPHH KYJBTYPBI OTOHb U CBET OCTAIOTCS
MaPAJIOKCATBHO MATTOU3Y4eHHBIM. Ellie MeHee TO3HAHHOU MPE/CTaBs-
€TCA IPAKTHKA CBETOBBIX AP(PEKTOB U OTHEHHOM IPAMATYPIUH B CO-
3/JaHUN CAKPATIBHBIX NPOCTPAHCTB. B 3HAUNTENIBHOMN CTENEHU ITO CBA-
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32HO C 3()EMEPHOCTBIO MPEAMETA, KOTOPBIH C TPYAOM TIOJIAETCS TPa-
JQUIAOHHOMY HO3UTUBUCTCKOMY OITMCAHUIO U KIacCU(pUKAIUK. B no-
CJIeIHEE BpeMs UCCIIE0BATENH, B TOM YUCIIE U BUSAHTUICKON TPA/IU-
IWU{, HACTOMYMBO MIIYT 4J€KBATHBIE A3BIK U METOLOJOTHIO JUIA
KOHKDPETHO-UCTOPUYECKOTIO U3YYEHUA UCIIONb30BAHNA OTHA U CBETA.
CTaHOBUTCA BCE SICHEE, YTO BO MHOTHUX C/TY4aX PEYb UJET HE O BCIIO-
MOTATEJIBHBIX CPE/ICTBAX, HO O KOHCTUTYUPYIOMIEN OCHOBE, 110 OTHO-
IIEHUIO K KOTOPOH APXUTEKTYPA, U300PAKEHUSA, OOPSIbI U IAKE 3BY4a-
1€ CJIOBO OTCTYIAIOT HA BTOPOU IIAH. fIBICHUE OCMBICTIANOCH U Ha
YPOBHE (PUIOCO(CKUX NOHATUIL. TaK, B HEOIUIATOHU3ME, JIETIIEM B OC-
HOBY XPUCTUAHCKOTI'O 60IOCIOBHUS, UMEHHO KOHIIEMIUA CBETA U €T0
SMAHAINY ABIAETCA KIIOYEBOH /Ul IIOHUMAHNA OOKECTBEHHOM [IPU-
POABI MUPA. BCIIOMHUM, KAK 3TO ONUCHIBAET [IOTHH B «DHHEA/AX>:

«MBbI MOKEM CKA34Tb, YTO CYIECTBYET 1 HEYTO, AB/AIOMIEEC LIEHTPOM,;
€r0 OKPYXA€eT OPEOI U3NMUBAIOIETOCA U3 HETO CBETA; BOKPYT LIEHTPA
U €70 OPEOIIA CYIECTBYET JIPYTOit OPEOT — CBET, HOPOK/IEHHBIN CBETOM;
32 HUM CJIEIYET €IIE OJIMH OPEOJI, HO VXK€ TAKOMH, Y KOTOPOI'O HET CBOETO
COOCTBEHHOI'O CBETA, U OH BBHIHYXK/IEH 3TOT CBET 3aMMCTBOBATD.

[TocneHuit Opeost Mbl JOIDKHBL BOCIIPUHUMATD KK BPAIAIOIUNCH
KDYT, WK, CKOpeEE, CHEpPY, B IPUPOJIE KOTOPOH 3AIOKEHO MONYIATh CBET
TOT'O TPETBET'O LAPCTBA, KOTOPOE HAXOAUTCA CPA3Y HaJl HEY, IPUUEM
B TOM € 00beME, B KOTOPOM OHO CAMO €ro momyyaer. TakuM 06pa3oM,
BCE HAUMHAETCA C APKOTO CBETA, CTPYAMIETOCHA U3 CBEPKAIOMIETO LIEHT-
P4; B COOTBETCTBUHU C BBICIIAM IUIAHOM CBET IIPOCTUPAET CBOE CUAHKE
BCe Aasbiie U fganpies ([notun, DHEEans], [V.3.17).

HacKombKO 3HAYMMA U BAMATE/IbHA ObIIA 3TA HEOIUTATOHIMYECKAS KOH-
HEMIYA, 0T MOHATD HE TOJBKO XPUCTHAHCKUE OOTOCIOBCKUE TPAKTA-
Th, HO U JIOUIE/IIKE /IO HAC BU3AHTHUICKKE IK(PACUCHI, OTIUCHIBAOIIIE
BU3AHTUICKAE XPAMBI KAK CPELY BPAL[AIOMETOCA CBETA”. TAKOM TIpEACTa-
er Caaras Coua KOHCTAaHTMHONONBCKAA B onucanuy [1asna CrieHnm-
apus (563 T.), 4TO HAXOAUT SPKOE MOATBEPACHNE B APXUTEKTYPE U Ap-
XEOJIOTHX 3TOI'O BENMKOrO XpaMma. COMHEYHOMY KOJIbLY U3 COPOKA
TIOAKYIIOJIbHBIX OKOH BTOPHJI OTPOMHBIN XOPOC-TTAHUKA/IAIO CO CBEP-
KAIOIMMY OTHEHHBIMU JIAMIIAAMU. EIE Of{H TUTAHTCKUI KPYT JTIAMIIA]
PA3MEIAICA 110 KAPHU3Y, PA3JEIABIIEMY KYIIOJI M HA0C Xpama. Kpome
TOT'0, Ha KOHI[AX CBUCAIOIMX C KYIIO/IA TIOYTOPa COTEH LIETEN PacIio-
JIATAIUCh CEPEOPAHBIE JUCKU, HECYIINE U300PAKEHUA KPECTA, B LIEHTP
KOTOPOTO IIOMEMAIACH OO/BIIAA CBETAMAACA IamMaaa’, OTKOCHI HOJKY-
TIOJIBHBIX OKOH, BBIIOKEHHBIE 30I0TON MO3AUKOH, CITYKWIU CBOETO PO-
12 peQIEKTOPAMY, OTPAKABIIMMU CBET JIYHBI U 3BE3/] ¥ CO3ABABIINMU
3(pheKT CBETOBOTO 061aKA, OCBENIABLIETO XPaM B HOUH U 3pUMO BOILIO-
masIero uaeto «O0aKa C1aBbl», TAK Ha3bIBaeMOi «<DOXA», B 00pase Ko-
TOPOM, COIIACHO OUOMEHCKON TPAULIUY, B MUP SIBJIAETCS HEBU/IMIMBIH
U BCeMorymui bor. Bee 310 IPEACTaBIEHO KAK 4aCTb [PAHAMO3HON
«CBETONPOCTPAHCTBEHHON KOMIO3UIINM», BKIIOYABIIEH CJI0KHO Opra-
HHU30BAHHYIO UEPAPXUIO CBETOBBIX 30H, 10 OTHOMIEHHIO K KOTOPOH ap-
XUTEKTYPHOE TEJIO XPaMa BOCIIPUHUMAIOCH KAK OTPOMHAA U IPArOLeH-
HO YKPAIIEHHAs 060I0UKa',
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Ceituac CTaHOBUTCA ACHO, 4TO CBATad Copust — ITO HE IIPOCTO BbI-
JAI0IeeCd APXUTEKTYPHOE COOPYKEHUE, HO BEMUKUY NEPOTOIINYECKII
IPOEKT, I'PAHAMO3HAS IPOCTPAHCTBEHHAA UKOHA, CO3AAHHAA CJIOKHEN-
LIEN IPAMATYPIyeil OTHA U CBETA’. BCIOMHIM, YTO, IOMUMO COJIHEYHO-
I'O CBETA U OTHA CBETUILHUKOB, B 9TOM JEHCTBE YYaCTBOBAIN MEPLIAIO-
mee 30J0TO MO3AWYHBIX CBOJOB, MPAMOPHAA HHKPYCTALWA,
BBI3BIBAIONAA 00PA3 «CTEHBI U3 JAPArOlEHHBIX KaMmHel» (OTKp. 21,
18-20), 6aucraromee 301010 U cepedpo anTaps, MPErpajpl, AMBOHA,
a4 TaKoKe OECYUCIIEHHBIX TUTYPIUYECKUX COCYA0B. IMEHHO B 3TOM 34-
MBICJIE IIPOCTPAHCTBEHHON UKOHBI HEBUAMMOIO bora, co3naHHoM CBe-
TOM, Ha/10, Ha HAII B3I/, UCKATb OOBACHEHUE OCTABABLIENC JOJITOE
BpeMA HEMIOHATHON OCOOEHHOCTU — OTCYTCTBHIO HA CTEHAX IOCTUHUA-
HOBCKOM CaTon Co(pun (PUIypaTUBHBIX INIOCKUX U300PAKEHUI, KO-
TOPBIE OUEBUIHO AUCCOHUPOBAH OBl C OHOBPEMEHHO NKOHUIECKUM
U 1Iep(POPMATHBHBIM CBETOBBIM OOPA30M.

SHAMEHATENBHO, YTO OJHOBPEMEHHO C NOSBJIEHUEM UKOHBI CBETA
B Coprrt KOHCTAaHTUHONOBCKOM BO3HUKAET U UKOHOTpadus [1peod-
paxenus [ocnogHsy, ApeBHENINNI COXPAHUBIIMIACA IPUMEP KOTOPOI
HAXOMM B MO3AUKE KOHXU AITAPHOH amCHUAbl CO60pPA MOHACTBIPA
Cs. Exarepunnt Ha CuHae, 31Ka3aHHON UMIIepaTopoM IOctuHranom —
CO3/IaTeNeEM KOHCTAHTUHOINONBCKOM «Bemkon Lepksy». [NIaBHOE B KOM-
NO3UIIUN — 00pa3 OOKECTBEHHOTO CHUAHMA, HCXOAAMETO OT XPHUCTA,
B CTPOTOM COOTBETCTBHY C EBAHIE/ILCKUM PACCKA30M: «d IIPOCHUATIO JIULIE
€T'0 KK COJHIIE, OJIEX/BI KE €T0 C/IEMATUCh OEMBIMU KaK cBeT> (M. 17,
2)°. CBeT M306paKEH, COTNACHO HEOTUTATOHIYECKON KOHIICTIIINY, B BHJIC
CHHUX, TONYOBIX U OE/IBIX KOHLIEHTPUYECKUX KPYTOB, Pa3PEKAIOIMUXCA
OT LICHTPA K KPaI0 OPEONA U UCXOAAIIMX BOBHE PACIIMPAIOMAXCA JTydeH.
OJH4KO, B OTIMYHUE OT a6CTPAKTHOI'O HEOIUIATOHUYECKOTO «EUHOIO»,
MCTOYHHUKOM CBETA ABJETC CaM XPUCTOC, TPEOOPA3UBIIUICA U IIPEOD-
paxaromuit 1pocTpaHcTso Iopsl PaBop. B fyxe XPUCTUAHCKOH AHTPO-
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TOJIOTMY IIPUCYTCTBYIOMIKUE ATIOCTOBI HE TOMb-
KO CO3€EPLIAIOT, HO U YYACTBYIOT B «O00KECHUI,
U060 «0OMAKO CBETIIOE OCEHMIIO HX>.

MuTepecHo, uTo B NpOCTpaHcTse CrHAM-
CKO1 6A3UIMKU U300PAKEHHBIN CBET [MIABHO-
O MO3dM9HOTO 06PA34 COYETAETCA C HOTOKOM
COJIHEYHOT'O CBETA, CTPYAIIETOC U3 OKHA HAJl
ATICUJION U OCEHAIOIIETO, HOJOOHO ATIOCTONAM,
BEPYIOLIUX, COOPABIINXCA HA YTPEHHIOIN JIU-
Typruto’. CBeT U300PAKEHHBI U PEAIbHBII
CJIMBAIOTCA B OFHO HEPA3JENUMOE LEJIOE.
JIpeobpaxeHue» MOXET ObITb OCMBICIEHO
KaK [IPUMEP UIEANbHOI UEPOTOINU — CO3U-
JAHUA CAKPAIBHOTO IIPOCTPAHCTBA ITIOCPEACT-
BOM OOKECTBEHHOTO CBETA, KOTOPBII OT UKO-
HHMYECKOTO 00paza uysa Ha rope Pasop
€CTECTBEHHO MEPEXOJUT B KOHKPETHYIO XPa-
MOBYIO CPEJY, COTBOPEHHYIO JIIOABMU L IIPU-
0011EeHNs K OOKECTBEHHOMY MUDY.

Yuci10 npuMepPOB BU3AHTUIICKON NEPOTOIIMH OTHA U CBETA MOXHO
YMHOKATD JI0 6ECKOHEYHOCTH. [IPAKTHYECKN OHA IPUCYTCTBYET B KAK-
JI0M IIPaBOC/IABHOM XpaMe. JIpyroit BOIPOC, YTO Y HAC HE TaK MHOTO CO-
XPAHUBIIUXCA UCTOYHUKOB JIJI1 PCKOHCTPYKIUU CPETHEBCKOBBIX ITPO-
eKTOB. TPyAHOCTb COCTOUT €IIE€ U B TOM, YTO IPH PA3PYMIEHUAX
U NEPEAEIKAX 3(PEMEPHBIE CBETOBLIE 3(P(EKTHL UCUE3AIN B NIEPBYIO
ouepezib. OTHAKO PEKOHCTPYKLIUU HE TOIBKO BO3MOKHEL, HO ¥ YPE3BbI-
YAIAHO IJIOAOTBOPHBL B HEKOTOPOM CMBIC/IE OUCK MCTOYHHUKOB TOJIb-
KO HAYaJICH, ¥ OffHA U3 IVIABHBIX 3a/1a4 HACTOALIETO CUMIIO3UYyMd —
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B OOBEAUHEHUN YCUIUH U PA3PA60TKE METOLONOTMYECKHX NIOAXO/I0B,
KOTOPBIE MOTYT OBITb UCIIO/Ib30BAHEI B JAbHENEM. B paMKax uepo-
TOIIMHY UCCIEAOBAHUE (PUIOCOPCKO-O0TOCIOBCKUX NIPEACTABNEHHI 00
OTHE U CBETE MOXKET OPTAHUYHO JJOTOJHATLCS aHAIU30M 00PALOBOK
U JIATYPrUYECKON IIPAKTUKH, KOTOPAs, B CBOIO OUEPE/ib, CBA3aHA C AP-
XUTEKTYPHBIMY [IPOEKTAMU 1 NPEAMETHBIM MUPOM CBETOBO3KUTAHHA.
OrpoMHas chepa — UCCIENOBAHUE UKOHOTPA(UN U CUMBOJIUKH, KOTO-

IOpamatyprusa OrHs n CeeTta kak BUa nepotonu-
4ecKkoro TBoOpyecTBa




AnrapHas arncvaa
Xpama-occyapusi B
Baukoso, bonrapus.
Xl B.

13

pBle HE TONBKO COXPAHAIOT BAKHBIC M300PA3UTEIBHBIC MOTHBBI,
HO B Psyi€ CTy9aeB TIO3BOMIOT PEKOHCTPYHUPOBATH CBETOBYIO CPEMY, KAK
BOOOPAKAEMYIO, TAK U CYIIIECTBOBABINYIO B PEATHHOCTH.
[IpUHIMIHMATBHO BAKHO OCO3HATD, YTO IPAMATYDPIHS OTHS M CBETA MO-
JKET U JI0JDKHA ObITh PACCMOTPEHA KaK OT/IC/IHBII BUJ] XY/I0KECTBECHHO-
I'O TBOPYECTBA, 3HAHKE O KOTOPOM B 3HAUUTEIIBHOM CTETIEHH OKa3210Ch
YTPAYEHHbIM, B OTPE/IETICHHOM CMBIC/IE BBIBEICHHBIM U3 IO3UTHUBUCT-
CKO¥ KAPTHHBI MUPA, CHOKYCHPOBAHHOH HA ONICAHNN MATEPUATBHBIX
npemMeToB. OHAKO CEMYAC CTAHOBUTCS ACHBIM, YTO BHE TOTO BHJIA
TBOPYECTBA MHOTUE GOTOCTIOBCKUE WJICH, TUTYPIUYECKUE /ICHCTBA, APXH-
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TEKTYPHBIE KOHLIEIITHI U Xy0KECTBEHHbIE 06-
Pa3bl OCTAHYTCA HE BIOJIHE IOHATHIMU. Mepo-
TOIINSA, PEKOHCTPYUPYIOIAS ¥ HHTEPIIPETUPY-
IOIAsg TPOCKTHI KOHKPETHBIX CAKPAIbHBIX
IPOCTPAHCTB, HE TOIBKO CO3AAET VI IpaMa-
TYPIUM OTHA U CBETA ECTECTBEHHDBIN HAYYHBIN
KOHTEKCT, HO ¥ TIO3BOJIAET B IIOJHOM MEpe OLie-
HUTb 3TO KPYIHENIIEE ABIECHUE MUPOBOU Ky/Ib-

TYPBL

Alexei LIDOV

(Moscow State University,
Research Centre for Eastern
Christian Culture)

The dramaturgy of light
and fire as a form of
hierotopical creativity

This collection of articles — the first in
international academia — is dedicated to the
study of fire and light as means of paramount
importance for the creation of sacred space.
The central focus is on Byzantine and medieval Russian tradition,
examined in broad historical and geographical scope, which allows
the distinctive nature of the Eastern Christian culture of fire and light
to be properly evaluated. Each of us may call to mind the impressions
created by an Orthodox church, in which the penetrating sunlight,
wreathed in incense smoke, combines with the mystical fiery drama-
turgy of numerous candles and lamps to create an image of the
Heavenly Kingdom on earth. Such a phenomenon cannot be
described within the traditional framework of a single academic dis-
cipline, which is why historians, art historians, philologists, philoso-
phers, linguists and scholars of liturgy have all been drawn to study
it. Furthermore, here we are discussing a special form of artistic cre-
ation, which — in our view — may only be adequately understood in
the context of hierotopy, a new research field within the history of
culture, which explores the worldwide practice of creating sacred
spaces. A multi-year programme of academic research has been
devoted to the study of hierotopy, generating a whole series of inter-
national symposia, book publications and a multitude of academic
articles by authors from various countries.*

It is difficult to imagine something more important and symboli-
cally significant than fire and light, which was already identified with
the notion of divinity in the most ancient languages. It is well known
that one of the metaphors which described Yahweh, God of Jews,
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Christians and Muslims, was ‘life-giving fire’. In the religion of
Zoroastrian ‘fire-worshippers’, which appeared around the threshold
of first and second millennia BCE, god was venerated in the form of
sunlight, which is prayed to and embodied as an inextinguishable
holy fire maintained at the centre of temples eloquently called ‘fire
houses’ (atashkadeh). In the Gospels Christ declares himself Light,
and the foundational Creed calls him ‘Light from Light’. High theol-
ogy has grown from deep personal experience: we may all still recall
childhood impressions of the bewitching magic of real fire, and the
joy of a world transfigured by sunlight.

Paradoxically, however, from the point of view of cultural history
fire and light remain little studied. The practice of using light effects
and the dramatic art of fire to create sacred space is even less well
known. To a great extent this is connected with the ephemeral nature
of the subject, which yields to traditional positivist description and
classification with difficulty. Recently researchers, including those of
Byzantine tradition, have persistently sought a language and method-
ology adequate to the task of concrete, historical study of the use of
fire and light. It is becoming clear that in many instances the issue is
not about supplementary resources, but about establishing founda-
tions on which architecture, imagery, ritual and even the spoken word
take second place.

The phenomenon has also been interpreted on the level of philoso-
phy. Thus, in the Neoplatonism which underlies Christian theology,
it is precisely a conception of light and its emanation which proves
key to understanding the divine nature of the world. Let us recall how
Plotinus describes it in the Enneads:

There is, we may put it, something that is centre; about it, a circle
of light shed from it; round centre and first circle alike, another cir-
cle, light from light; outside that again, not another circle of light but
one which, lacking light of its own, must borrow. The last we may
figure to ourselves as a revolving circle, or rather a sphere, of a
nature to receive light from that third realm, its next higher, in pro-
portion to the light which that itself receives. Thus all begins with
the great light, shining self-centred; in accordance with the reigning
plan [that of emanation] this gives forth its brilliance’® (Plotinus,
Enneads 1V.3.17).

This Neoplatonic concept was so significant and influential that it
allows us to understand not only Christian theological tracts but also
those extant Byzantine ekphraseis which describe Byzantine church-
es as environments of revolving light.*® The description of Hagia
Sophia in Constantinople by Paul the Silentiary (Paulus Silentiarius,
563 ad) presents it thus, and the architecture and archaeology of this
great church clearly supports such a vision. A huge choros-panikadi-
lo [circular chandelier] with shining lamps of fire echoed the ring of
sunbeams from forty windows under the cupola. Yet another gigantic
ring of lamps was placed around the cornice which divides the cupo-
la from the naos of the church. Besides this, silver discs bearing the

The dramaturgy of light and fire as a form of
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image of the cross were positioned on the ends of a hundred and fifty
chains hanging from the cupola, at the centre of which was a huge
shining lamp." The slopes of the windows under the cupola, inlaid
with golden mosaics, served as reflectors of sorts, mirroring the light
of the moon and stars and creating the effect of a luminous cloud
which illuminated the church at night and visibly embodied the idea
of the ‘Cloud of glory’, the so-called DOXA, in the image of which,
according to Biblical tradition, the invisible and omnipotent God
appears in the world. All this was conceived as part of a grandiose
spatial icon of light, which included a complex hierarchy of zones of
light, in relation to which the architectural body of the church was
understood as a huge and richly decorated shell.*

It is now clear that Hagia Sophia is not simply an outstanding
architectural structure, but a great hierotopical project, a grandiose
spatial icon created by the most complex dramaturgy of fire and
light.” Let us recall that besides the sunbeams and lamp flames, the
twinkling gold of the mosaic vaults, the marble inlay which created
an image of ‘walls of precious stones’ (Rev. 21: 18-20), the sparkling
gold and silver of the altar, screen, ambo, and also innumerable litur-
gical vessels all participated in this mystical dramaturgy. In this
author’s opinion it is precisely in this idea of a spatial icon of the
invisible God, created by light, that one must seek an explanation for
one aspect which has remained puzzling for many years — the
absence of two dimensional figurative images on the walls of the
Justinian era Hagia Sophia, which would have been clearly discor-
dant with the simultaneously iconic and performative image of light.

It is notable that the iconography of the ‘Transfiguration of the
Lord’ emerged together with the appearance of the icon of light in
Constantinople’s St Sophia. The most ancient surviving example of
this icon is in a mosaic on the concha of the altar apse in the
Monastery of St Catherine in Sinai’s catholicon, commissioned by
the Emperor Justinian, the creator of Constantinople’s ‘Great
Church’. The composition’s most important feature is the image of
divine radiance emanating from Christ, in strict accordance with the
Gospel tale: ‘and his face shone like the sun, his clothes became
white as light’ (Matt. 17:2)." Following the Neoplatonic conception,
the light is depicted as dark blue, pale blue and white concentric cir-
cles, halos thinning out from centre to edge and as emergent rays
which emanate beyond them. However, in contrast to the abstract
Neoplatonic ‘One’, the source of light is Christ Himself, transfigured
and transfiguring the space of Mount Tabor. In the spirit of Christian
anthropology the apostles present not only contemplate but also par-
ticipate in the ‘deification’, since ‘a bright cloud overshadowed
them’.

Interestingly, in the space of the Sinai basilica the light depicted in
the main mosaic harmonises with a stream of sunlight which flows
from the window under the apse and overshadows, like the apostles,
those believers who have gathered for the morning liturgy."” The real
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and depicted light both unite in one indivisible whole. ‘The
Transfiguration’ can be understood as an example of ideal hiero-
topy — the creation of sacred space by means of divine light which
naturally moves from the iconic image of the miracle on Mount
Tabor into the concrete environment of the church, created by people
for communication with the world of the divine.

The number of examples of Byzantine hierotopy of fire and light
may be multiplied ad infinitum. Such hierotopy is present in practi-
cally every Orthodox church. The fact that we do not have many
extant sources with which to reconstruct medieval projects is another
matter. A further difficultly is that, first and foremost, ephemeral light
effects disappeared with destruction and alterations. However, recon-
structions are not only possible, they are also incredibly fruitful. In
various senses the search for sources has only just begun, and one of
the most important tasks of our current symposium is to unite forces
and work out methodological approaches which may be used in the
future. Within the framework of hierotopy, research on philosophi-
cal-theological conceptions of fire and light may organically supple-
ment the analysis of ritual and liturgical practice which, in turn, is
connected with the architectural projects and the material culture of
flame kindling. Another huge sphere is research on iconography and
symbolism, which together preserve not only important motifs but
also a range of examples which permit us to reconstruct both imagi-
nary and real environments of light.

It is of vital importance to acknowledge that the dramatic art of fire
and light may, and should, be examined as a separate form of artistic
creativity. Our knowledge of this art form has, to a significant degree,
been lost, in some sense as a result of a positivist picture of the world
which focuses on the description of material objects. However it is
now becoming clear that many theological ideas, liturgical actions,
architectural conceptions and artistic images will remain insufficient-
ly understood if scrutinised outside of this type of creativity.
Hierotopy, in reconstructing and interpreting specific projects of
sacred space, not only creates a natural academic context for the
dramaturgy of fire and light, but also permits a full and appropriate
evaluation of this major phenomenon of world culture.

The dramaturgy of light and fire as a form of
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