Fig. 1. Detail of the
Vatopedi choros
adorned with icons
and ostrich eggs
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The Athonite Chorography
of Fire

Descriptions contained in later pilgrimage books such as those writ-
ten by the Russian pilgrim Stefan of Novgorod, the Russian pilgrim
Vasily Barsky (1724 and 1744)," Athelstan Riley* (1887), and more
recently by Constantine Cavarnos’s description from Saint Anne’s Skete,
Mount Athos, captured very well the spirit of the Athonite mystical
space with its wealth of colour and brightness softened by the subdued
light so as to form a picture not easily to be for-
gotten.® The glitter of the metal work, the
icons, the lamps, the candelabra of brass and
silver gilt, and lastly the enormous corona of
open brass work, hanging under the central
dome stirred the eye of those who entered that
space just like ten centuries ago in Pharos
church of Photius. The great corona with its
innumerable candles, lamps and ostrich eggs
hanging under the central dome dominated
the entire space of the church (Fig. 1). But
what drew the eye to this corona was the
swinging vision, the overwhelming effect cre-
ated at great feasts and the service of agrypnia
which Riley describes:

[TThe monks fetched long poles ; these they
pushed out the candelabra to the full extent
that their suspending chains permitted and
then let them go, the result being that in a few moments the whole
church was filled with slowly swinging lights. The effect was indescrib-
ably weird. We remained standing in our stalls for two hours and a half,
watching the endless change of the mystic ceremonies.*

Vision of light in this description is, however, not a new vision. The par-
adigm behind this vision could be traced back to the Neo-Platonists and
Plato himself, whose ideas have been adjusted by the Christian theologians
(namely, Dionysus the Areopagite, Gregory of Nazianzes and Gregory of
Nyssa). The circular movement of light and the effect created in the space
of the church made Lethaby think that the Athonite yopdg is the
materialization of the xopdg of lights described by Paulus the Silentiary. In
Lethaby’s reconstruction,’ the lighting devices from Hagia Sophia might
have looked like the yopou still in use today in the Greek, Athonite and
Serbian churches, swinging about during the chant of the polyeleos, the
Cherubic, and the Trisagion, or on the great feasts of the year (Fig. 2). I
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Fig. 2. Interior church
with the lighting
choros at Vatopedi
Mount Athos

think that such affirmation must be taken with precaution; it is hard to
imagine a device of the same polygonal structure to fit the enormous
diameter of the dome (30m) of Hagia Sophia. Although the paradigm of
circling lights might have been at work continuously throughout time, it is
practically impossible to reconstitute exactly the liturgical setting of light-
ing circles in the imperial church. It is impossible to know whether the
Athonite yopot derived from the twelfth century Komnenian yopot, dis-
cussed in one of my previous research. There are too many missing links to
be able to assess the evolution in time of these lighting structures. The
questions regarding the illumination remain unanswered, as well as the
question regarding the possible contribution of the western corona
(Aachen). A systematic analysis of all these aspects remains to be done. It
remains to be demonstrated how these uncnit (including the Athonite
ones) are the outcome of a long process of liturgical elaborations, of theo-
logical thinking (the Palamite movement and Kavasilas’ ecclesiology), as
well as of iconographical schemes implemented throughout the thirteenth
and fifteenth centuries. One such important iconographical elaborations is
the choral procession of the Great Entrance that starts to dominate the
decoration of the dome around the twelfth century, as in the church of
Lagoudera (1192), Asinou or Themonianos (Cyprus), where the celestial
liturgy surrounds Christ in the dome. There is no doubt about the impact
of the iconography of the heavenly liturgy (@€io Astrtovpyra or Theia
Leitourgia) placed in the dome® on the structure and configuration of the
lighting unicer recorded around the end of the thirteenth century. The rep-
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Fig. 4. The dome with
the Heavenly Liturgy at
the Church of the
Dormition of the Holy
Virgin of Gracanica
(1321)
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resentation of the Heavenly Liturgy surrounding Christ Pantocrator in the

dome illustrates the last phase of development.” From the dome, Christ the

Pantokrator and the heavenly King leads the liturgy performed in the

heavens, as well as on the earth down below. The image represents the

Great Entrance, the liturgical moment during the chanting of the

Cheroubic hymn. The tradition of representation of the Great Liturgy
circularly unfolding as a ynicer on the liturgical vessels continues. An out-

standing example is the Pulcheria Paten from Xeropotamou Monastery on

Mount Athos, which dates from the fourteenth century (Fig. 4). The cen-

tral medallion of the paten, occupied by the Virgin Panagia in the type of
the Vlachernitissa flanked by archangels Michael and Gabriel as deacons, is

framed by a rime on which the text of the Hymn of the Cherub is inscribed.

Two rosette-shaped bands represent the Divine Liturgy with Christ offici-

ating assisted by angels (the inner row) and apostles (the outer row). The

specific stages of the ritual performed by angels could be identified follow-

ing the text of the Euchologion from the fifteenth century at the Great

Lavra of Mount Athos by Dmitrievski® The heavenly liturgy of the angelic

choros depicted on the tambour of the dome is a reflection of the liturgy
performed in heavens. The effect is enhanced by the icons inserted around
the yopdg, usually twelve icons of the apostles equal to the number of
heavenly powers in the dome, suggesting the earthly liturgy’ The monastic

tradition has until now this saying that when the corona is set in motion
the “icons’ dance.” It is why the yopdg is known as “the dance of the saints.”

In this process of liturgical elaborations it must be taken into considera-

tion the role played by Athos after 1204, when it takes over and performs

the leading role in the liturgical reform from Constantinople. The Palamite

reform and Kavasilas’ theological anthropology added the last mystical and
theological layers to this process. Kavasilas’ eschatological vision of “God
in the midst of gods” @eo¢ v uéow Oedv), or “the beautiful leader of
the beautiful choir” (Ocog év uéow Ocdv, dPoiog wPaiov KopLPAIog
xopod)" is in itself a faithful description of the vision of the Athonite

choros:
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Fig. 5. Panagiarion
known as the
Pulcheria Paten from
Xeropotamou
Monastery (Mount
Athos) 14th c.

For when the Master appears the chorus of the good servants will
surround Him (mepiomoeton yopdg), and when He shines brightly they
too will shine. What a sight — to see a countless multitude of luminar-
ies above the clouds, an incomparable company of men exalted as a
people of gods surrounding God! The fair ones surrounding the Fair
One, the servants surrounding the Master!

What is so full of delight that it could vie with that vision of a chorus
of blessed ones, a multitude of those who rejoice? Christ descends from
heaven like lightning to earth, while the earth hands back other suns to
the Sun of righteousness, and all s filled with light."

Consistent to my vision, I will further focus only on the paradigmatic
aspects of the yopdc. Specifically, I will look into the ceremonial of light-
ing choros performed during the Athonite service of the agrypnia (the
all-night vigil), the last chapter of the Byzantine Rite."* This service was,
according to Uspensky, “a synthesis that definitely took place around
the twelfth-thirteenth century,”” either as a new office or one rediscov-
ered at the time. Vigils have been, however, always kept by monks, and
there was a continuing tradition of vespers and matins that sanctified
the night with the prayers of the lights (evyai tod Avyvicod). This spirit
was entirely preserved until today by the monks from Athos, where the
monastic life was largely modelled after the Jerusalem #ypikon. In spite
of the establishment of cenobitic life by St. Athanasius in the tenth cen-
tury, the eremitical life, similar to that of the monks of Palestine, never
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Figs. 6. Interior church
with the lighting of the
choros by the monk at
Decani (Serbia)
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disappeared at Athos. It has been pointed out that even the cenobitic
monasteries, beginning with Chilandar in 1190, adopted the Typikon of
Jerusalem, no longer in its Palestinian form but rather in its
Constantinopolitan form. According to Uspensky, the renaissance of the
Jerusalem typikon in its new form was the result of the prestige of the
Holy Mountain in this most difficult period of the Byzantine East."* The
Athonite fypikon recommends the Palestinian-type of vigil for Sundays
and feasts, which is perfectly reflected in the Nocturnal Vigil. The
All-night Vigil is the expression of two crucial moments: the Crucifixion
and the Resurrection. In its form as performed on the eve of Sunday,
which is the day of Resurrection, the All-night Vigil takes the structure
from the services of Passion Week and the Paschal Week," and is cen-
tred on the Resurrection and the deification of man.

The All-night Vigil begins after sunset and finishes at sunrise the follow-
ing morning, lasting for twelve to fifteen hours." In the dxoiovdig of the
Athonite watchful All-Night Vigil, the light carried out by the spectacular
corona, placed under the dome, is the nexus of the mystical experience of
the monks. Darkness and light alternate in the drama of the agrypnia,
“showing how the mystery of light that transforms creation is fulfilled in
the dying and rising Christ.”" The liturgical service evolves from the total
extinction of light at the hexapsalmos, with its morning prayers secretly
read in total silence and total darkness by the priest, towards light reach-
ing its climax at the liturgical performance of the polyeleos, the celebra-
tion of the light of the Resurrected Christ. This is also the centre of the
Vigils around which everything revolves. The entire church is suddenly
flooded with light, as once the holy building described by Paulus the
Silentiary, it seems to appear “bathed all round” by a warm, shimmering
light. Unlike the lifeless electrical light, the candles around the brazen
choros are lit by fire, as well as those of the polyeleos, the polycandelon
placed in the middle of yopdc. The doors of the altar are open, and the
priest saturates the air with the fiery smoke of katzi.

But the most spectacular part of the performance is when one of the
monks, by pulling the corona with a pole, turns it into some sort of pro-
peller (X) to skim the ground and raise it up (Fig. 5). The lighting xopog
with its dancing icons is turned around once more during the chanting
of the psalmis lucernalis (140), and at the end the chanting of the Great
Doxology. But mind you, the choros moves back and forth, performing
alternating twists and turns around the polyeleos, placed in direct line
of vision with Christ Pantocrator in the dome, now manifested as All
Christ Polyeleos (Most-merciful). The liturgical rubric which possibly
instructs the monks in this liturgical action has been unearthed, and yet
no research has yet been conducted on this subject. I find myself here
on completely unsubstantiated ground; yet as often in the history of
Byzantium, the absence of sources does not exclude the existence of a
living tradition which might be carrying on an old custom. It is my con-
tention that this might be the case with the moving yopoc.

The yopdg with its twisting turns inscribes in the air a chiastic trace of
fire, marking the space of the church just as the cross of Christ’s sacri-
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Figs. 3. Lighting
choros in the church
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fice marked the whole world in all directions,'® (Fig. 6). This mystical
pattern, vision of God as Light, is the end of the journey for the Athonite
hesychasts. The fiery yopog is centrifugal and invasive; it spreads the
glow of the multitude of flames in the space. Everything vibrates, satu-
rating the air, inflating it, dissolving matter, ignifying sound. The monks
themselves are being moved by light, transported by the dwtoddavera,
the light emanated from their antiphonal chants. “God makes a person
dizzy,” says Gregory of Nyssa, alluding to the perichoresis movement of
the Godhead. This is a vision of visibility “in excess” (ka8 vmepoynv),
ascribed to the “aesthetics” of spiritual things (voepa aicbnotg). Vision
of the fiery choros is also an ascetic exercise of the soul spiralling
towards union with God. Therefore, vision of the shining xopdg is also
an image of the soul, the image of the visible grasped from inside out, as
thought by Maxim. It is my assumption that the Athonite imagery like
Paulus’ vision also points to the spiritual uplifting of those souls worthy
to become “temples of God” by the power of fire and spiritual worship.
Down below, the monks partake, too, in the circular unfolding of the
mystery since “the soul too has movement (kvkhwn).”” Christ in the
dome is not only the self with whom the soul is supposed to be united,”
but He appears to be the choir director presiding over the liturgy per-
formed at once in heaven as on earth. The ninth-century prayer from
the liturgy of Basil the Great (almost similar to that uttered before the
Little Entrance) stresses this function of Christ choregos:
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Lord and Master, our God, who hast appointed the orders and hosts
of angels and archangels, to minister to thy glory in heaven, grant that
the holy angels may go in with us to join in our service and glorifying of
thy goodness.”

The dancing yopdg with its fiery icons also bring to mind Kabasilas’
vision of the eschatological yopdg of luminaries around Christ, the image
of the church flooded by light with Christ choregos in the middle. The
saints are for Kavasilas “the choir of the blessed” (yopog poxoapiev),” the
cosmic body which will be constituted at the end of time. For Kavasilas,
“[t]he saints are the end of all.” Could the Athonite choros with their danc-
ing icons have been an integral part of his ecclesiastical project?

One thing is, however, sure: the Athonite choros is an enduring para-
digm, the image of the cosmos in permanent making, each time
restored at the Resurrection. It is the first theophany of creation, ful-
filled in the dying and resurrected Christ, structured around the centre
(Christ Polyeleos). The brazen yopog with dancing icons triggers the
imaginary vision of the shifting movement of the yopdg of saints from
the Last Judgment from Chora monastery. This is the cosmic moment
when God pulls time and bodies into a new alignment marking a new
era. It also recalls the cosmic revolutions (turns and counterturns) of
the ancient hymns circling the altar of god, and the ancient choros with
its dancers moving in alternating twists from right to left and from left
to right.”

The celebration of Easter Sunday, experienced at each All Night-Vigil,
is the culmination of the festival of light, a pre-taste of this moment. It
is the same familiar vision of New Jerusalem, a bright choral performa-
tive image:

Shine, Shine, O New Jerusalem, for the glory of the Lord hath arisen
upon thee; dance now and be glad, O Sion, and do thou exult, O pure
Theotokos, in the arising of Him Whom thou didst bear (®wrtiCov,
omtifov, N véa "Tepovsainp, 1 yap 66&a Kupiov Emicé dvételie,
Xopeve viv, Kol aydAlov Ziwv, o0 8¢ “Ayvi), T€pmov B0TOKE,
€Y£poel ToD TOKOL GOV).

Describing the visual, acoustic and olfactive intertextuality of sacred per-
formance in the Byzantine church, Robert Taft’s description could eloquent-
ly express the mystical atmosphere from the Athonite liturgical service:

“While clouds of incense once again fill the church, sign of our
prayers rising to the throne of God, as the psalm says, every candle in
the church is lit, and the choir chants the proper refrains with which
the psalmody is farced, refrains showing how the mystery of light that
transforms creation is fulfilled in the dying and rising Christ.”

But as Taft also said, “In the East liturgy is not just a service. It is also
the place of theophany. In the Sunday vigil, as in the Bible, the very first
theophany is creation.”

TaHLyOLWMIA CBET B CaKkpaslbHOM MPOCTPaHCTBE
BusaHTun. AdpoHckas xoporpadpus OrHs
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TaHuyoWKM CBET B CakpasibHOM
npocTpaHcTee BnsaHtun. ApoHckas
xoporpadpwusa Oruda

Onucanud, COfEPKAMUEC B NMO3AHUX MATOMHUUYECKUX TEKCTAX,
COCTABJIEHHBIX ~ PYCCKUMU  IyTEMIECTBEHHUKAMH  CrepaHoM
Hosropoauewm, Bacunuem bapckum (1724 u 1744), aHIIMYaHUHOM
drenbcranoM Paitnn (1887), u, yxe coBceM HeZjaBHO, KOHCTAHTHHOM
KaBapHOCOM NOJ BIEYATICHUEM O IOCEIEHUN CKUTA CBATON AHHBI HA
rope AQoH, IPEKPACHO NEPEAAIOT MUCTUUECKYIO aTMOC(hepy AoHa ¢
€ro OYCTBOM KPACOK U IPKOCTBIO CBETA, CMAMYEHHBIX TIPUTTYIIEHHBIM
NOJIYMPAKOM, M OCTABIAIOT B IIAMATU HCHSFJIE[III/IM])HX CJIIen,.
[TobeckrBaHue META/IIA, MEPIIAHUE UKOH, JIAMITAJL U 30I04EHBIX MEJI-
HbIX 1 CCp€6pHHbIX MNOACBCYHUKOB, PABHO KAK U OT'POMHBIC CBETHUJIb-
HUKU- XOPOCHI, UCKYCHO BBIKOBAHHBIE U3 OPOH3BI U OJBELIEHHBIE IO
LEHTPAIbHBIM KYIIOJIOM, BOJHYIOT B30PBI BXOJAIIMUX B TOYHOCTH TaK
e, KK 3TO IPOUCXOJUIO JAECATb BEKOB HA3aJ B DAPOCCKOI LIEPKBY,
onucanHoH B IX Beke maTpuapxom Gorrem. OrpoOMHOE IAHUKATUIO C
OECYNCIIEHHBIM MHOXECTBOM CBEYEH, TAMIIAJ U CTPAYCHHBIX SIUII, CBE-
IIMBAIOIINXCA CO CBOAOB, JOMUHHUPYET HaJl BCEM NIPOCTPAHCTBOM LIEPK-
BU. Ho npuuKHa, 1o KOTOPOU BCE 171432 YCTPEMIIAIOTCA HA OTPOMHBIN
CBETU/IBHUK — 3TO BEJIMYECTBEHHOE BUJICHUE, 0OPA3BL, CO3/1aBAEMBIE
OTCBETAMU KOJIEOJIEMBIX CBeueil. CBOE BIIEUATIIEHNE, OCTABIIEECS TIOCIE
TIOCEIEHUS BCEHOIHOM U CIIYKO, CBEPIIAIOMMXCA IO CIYYal0 BENTUKUX
[[EPKOBHBIX TPA3HUKOB, ONUCAN Pavinm:

«MoHaxu [IPUHECTN JJIMHHBIC MECTDI, 3aTEM OHU PACKAvYa/Id KaH/IC-
JAOPHI 10 IPeiend HACTO/BKO, HACKOIBKO MO3BOJIUIN O/ PKUBAIO-
1Y€ X LENY, U OCTABUIU CBETHIBHUKU B TAKOM COCTOAHUY. B pesyib-
TAaT€ YEPE3 HECKOJIBKO MI'HOBEHMII BCA LIEPKOBb ObUId HANIOJIHEHA
MEJIEHHO PACKAYMBAIOMVMUCA BCIIONOXAMU OTHEH. D(PQEKT OblI
CTPaHHBII 10 HEOOBIYAMHOCTU. Mbl OCTAIMCD CTOATH BO3/IE HAINX CT4-
CUJMH U B TEYEHUE JIBYX C TIONOBUHON YaCOB HAOMIOAAMN 32 HECKOHEY-
HO CMEHAIOIIMMHU JPYT' APYId MACTUYECKUMU LIEPEMOHUAMID.

CBeroBoe ABIEHNE, IPUBEIEHHOE B JAHHOM ONKCAHUH, OHAKO, HE
HOBO. [1apagurma, JexKamas B €ro OCHOBE, BOCXOUT K LIKOJIE HEOILIA-
TOHMKOB U K CAMOMY [1J1aTOHY, Ul KOTOPOTo OBLIN 4/JAITHPOBAHBL
XPUCTHAHCKUMU OOTrOCIOBAMH (B IEPBYID O4epesb, MOHUCHEM
Apeonarurom, I'puropuem Hasuansunom u 'puropueM Hucckum).
Kpyrosoe aBixeHue cBeTa ¥ 3PQPEKT, CO34aBAEMBII B IPOCTPAHCTBE
UEPKBY HaBes JIeTabu Ha MBIC/IB, YTO AQOHCKUH 0pdG €CTh HE YTO
UHOE, KAK MATEPUAIN3ALUA ¥opOdG'a U3 OIHEH, OIMHUCBIBAEMOIO Y
[Tasma Cunennuapusd. COIMIACHO PEKOHCTPYKIMH JleTabu, CBETUIIbHU-
ki B cobope Caaron Copuu BHIMIAAEIN MOJOOHO XOPOCaM, U TIOHBI-
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HE HAXOJAIMMCA B IPEYECKUX, APOHCKUX U CEPOCKUX LEPKBAX. DTU
CBETUIBHUKU TOPKECTBEHHO PACKAUUBAIOT BO BPEMA CBEPIIECHUA
nosuenes, neHus XepyBUMCKO U TpUCBATOrO, a TAKKE MO CIYYaI0
BEJIMKUX [IEPKOBHBIX MPA3/{HUKOB . K TOZOGHBIM YTBEPAICHUAM CIIE-
AYET BCE K€ OTHOCUTBCA C OCTOPOKHOCTBIO: COBCEM HEMPOCTO BOOO-
Pa3uTh ce6e MOFOOHOTO PO MOMUTOHANTBHOE COOPYKEHHUE, COOTBET-
CTBYIOLEE AUAMETPY OIPOMHOrO Kynoaa (30 M) B xpame CBATON
Cocpun. Jaxe ey apaiurMa KPyxaluxcst OTHEN U N0J1b30BaIACh
HEU3MEHHON MOMYJIPHOCTBIO Ha NIPOTSLKEHUU BEKOB, IPAKTHYECKU
HEBO3MOXXHO PEKOHCTPYHPOBATh, KAKMM MMEHHO 0OPA30M MOXHO
OBUIO  CO37aThb MOJOOHBIA 3(P(EKT B UMIEPCKOM LEPKBU.
HeBO3MOKHO U YCTAHOBUTD, ABJIAIOTCS JIX XOPOCH C AOHA IIPEEMHU-
KAMHU XOPOCOB /JBEHALATOIO BEKA, — BPEMEHHU IIPABJICHUA JUHACTUN
KOMHMHOB, — 0 ueM OBUIO HANUCAHO B OAHOM U3 MOMX IIPEJBbIAYIINX
UCCIeJOBAHUN. ¥ JaHHOT'O IPEAIIONOKEHUA CIMMKOM MHOTO HeJlo-
CTAIONIUX 3BEHBEB, YTOOB UMETh BO3MOXKHOCTD IIPOCIEAUTH 3BOJIO-
LU0 JAHHOTO ABJIEHUA BO BpEMEHU. BOIIPOCHI, KACAIOMKMECA XAPAKTe-
Pa OCBEIEHNSA, OCTAIOTCA O€3 OTBETA, TAK XK€, KAK U IPEATIONOKECHHE
0 BO3MOHOM BJIMSHUHU 3AT2JIHBIX CBETWILHUKOB (HAPUMED, 4aX€H-
CKOro). CHCTEMATUYECKUN AHAIN3 BCEX ITUX ACIEKTOB €IIIe NPea-
CTOUT NIPOJENATh UCCIEA0BATENIM. OJIHAKO OUYEHD BAXKHO [IOKA32Th,
KaK JJAHHBIE XOPOCHI (B TOM YUC/E U APOHCKUE) OTPAKAIOT JUTUTENb-
HBII IIPOLIECC CTAHOBIEHUS TUTYPIUUECKOTO U OOTOCIOBCKOTO MBIII-
JIEHUA (ABWKEHUE TTATAMUATOB U SKKJIE3UONOTHA KaBacuiel), 4 TAKKe
UKOHOI'PA(UUYECKUX TEM, UMEBIIUX XOKACHUE C TPUHAALATOIO IO
MATHAJUATHIN BEK.

BaXHBIM MKOHOI'PA(PUUECKUM HOBLIECTBOM ABJIAETCA N300PAKEHUE
IPOLECCUN BeIMKoro BX0za, KOTOpOe NOABIAETCA B AEKOPE LIEPKOB-
HBIX KYIIOJIOB OKOJIO IBEHA/LIATOIO BEKA, KAK BUJIHO HA IIPUMEPE LIEPK-
U B Jlarynepa (1192), 8 Acuny wim nepksu ¢s. Pemonuana Ha Kumpe,
I7Ie IMK XPUCTA, U300PAKEHHBIH B KYIIOJIE, OKPYKEH 00pa3aMu HebeC-
HOM JMTypruy. Her HUKAKMX COMHEHUH IO IOBOAY BIWAHUA
UKOHOIpauu HeGECHOM UTypruu (@sio Agrtovpyia), TOMEMEHHON
B KYIIOJIBHOM [IPOCTPAHCTBE, Hd KOHCTPYKLMIO XOPOCOB, YIIOMUHAHUSA
O KOTOPBIX OTHOCATCHA NPUMEPHO K KOHIy TPUHAJLIATOIO BEKA.
N306paxkenns HEOECHO TUTYPIUU, OTIOACBIBAIONINE KYIIOJ C 00PA30M
Xpucra [TaHTOKpATOpA B LEHTPE, OTHOCATCA YKE K 3ABEPIIAIOMIEN CTa-
JUU Pa3sBUTHA. 3ANIEUATIEHHBI B Kynone, Xpucroc [TaHTokparop ,
Hebecnbiit Llaps u Cyaus, CIyKUT HEGECHYIO JTUTYPIHIO, KOTOPAA HAXO-
JUT OTPAKEHUE B IMTYPruu 3¢MHON. COIIACHO MOHACTBIPCKOM MOr0-
BOPKE, KOI/IA CBETU/IbHUK IIPUXOAUT B ABUKEHUE, «<AKOHBI TAHLYIOT>.
VIMEHHO IO3TOMY Y0pdg €I1lE UIMEHYETCS «TAHLIEM CBATIX>.

B xone JUTYPrudeCcKUX WM3BICKAHUM CJIEAYET YYUTHIBATH POJIb,
BBINONHAEMYIO A(POHOM 110cI€ 1204 T, KOI/la OH NIEPEHNMAET UHUIUA-
TUBY ¥ CTAHOBUTCA JABIDKYIEH CUJION JINTYPIUYECKON PEPOPMBI, UCXO-
namert u3 Koncrantunonoss. Pedpopma [Tanambl 1 60rOCIOBCKasd aHT-
ponosorust Kasacmibl J00ABWIM 32BEPIIAIOMMIE MUCTUUECKUE U
6OrOCIOBCKHE ITPUXU K 3TOMY IIPOLIECCY.
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B JaHHOM CTaThe MBI PACCMATPUBAEM TOIBKO NAPAAUTMATHIECKUE
ACTIEKTBI OHATUA 0pd¢. B 4aCTHOCTH, HAC UHTEPECYET CBETOBAA Liepe-
MOHHA € Y44CTHEM XOPOCA BO BPeMs A(POHCKOM arPUITHUU (BCEHOLIHO-
ro 6aenns). CormacHo YCIEHCKOMY, JAHHAA CTyK0a IPECTABIANA
COOOM «CHUHTE3, KOTOPBIH, 6€3YCI0BHO, IPOUCXO/MI IPUOTU3UTENIBHO
B IBEHA/IIIATOM-TPHHA/IIATOM Beke». OHA MOIJIA BBICTYIIATD B KAYECTBE
HOBOT'O WJIM XK€ HEJABHO DPEKOHCTPYMPOBAHHOTO OOTOCTYKEHUS.
BripoueM, BCEHOIHBIE BCEIyia ObUIN OTIUYUTEIBHOM YEPTON MOHALIE-
CKOTO 60rOCIIYKEHUSA. B MOHAIIECTBE CYIECTBOBANIA LEIas HETIPEPHIB-
Hag Tpaguuud BCUCPHUX U YTPCHHUX CIIy)K6, OCBAILIABIINX HOYHOC
BPEMA MOJIMTBAMH O IAPOBAHUU CBETA (gVy0d TOD Avyvikod). DTa Tpa-
JUIAA TOTHOCTBIO COXPAHMIIACH BIVIOTDH 1O HAITUX [[HCﬁ B MOHACTBI-
pax AoHA, Ije MOHAIIECKAS KU3Hb IIPOTEKAIA COITIACHO YCTABY
Hepycamumckoro TunmkoHa. HecMOTps Ha BOSHUKHOBEHHE KUHOBUY,
BBEJICHHON CB. APaHACUEM B E€CATOM BEKE, OTIIEIbHUYECKAS KU3HD,
10J00HA4 TOH, KOTOPYIO BEJIU MAIECTUHCKAE MOHAXU, HUKOI/A OJI-
HOCTBIO He ncue3aa ¢ AoHa. [1o cnosaM YCIIEHCKOTO, BO3POKICHUE
HepycanuMckoro TUIMKOHA B €0 HOBOM U3BOJIE OBLIO JJOKA34TEb-
CTBOM IIPECTIDKHOTO CTaTyCa CBATON [OPBI B CAMBII TPYAHBIA IEPHOL,,
IEPEKUBACMBIN BusanTuiickum BoctokoM. AonCckuil TUITMKOH Ipea-
IHCBIBAET CJIYKUTb BCEHOIIHYIO NAJECTUHCKOTO THIIA IO BOCKPECEHD-
AM U TPA3JAHUKAM, YTO HAXOAUT OTPAKECHUE B CIYKOE BCEHOMHOIO
6eHus. BceHomHoe 6/IEHUE COAEPKUT B CEOE /1BA KIIOYEBBIX MOMEHTA:
ynoMuHanue o Pacraruu u Bockpecenuu. IIOCKOMBbKY BCEHOLIHAS
COBEPLIAETCA HAKAHYHE BOCKPECHOTO JIHA, TO €CTbh BOCKpeceHus, Bee-
HOIIHOE OJEHUE 3aUMCTBYET CTPYKTYPY, XAPAKTEPHYIO I CIyAD
CrpacTHON ceAMUIBL U [1aCXaNbHON HEAENH, 4 CBOMM CMBICJIOBBIM
LEHTPOM UMeeT Bockpecenue Xpucra u 060xeHue (IpeobpaKeHue)
YeJIOBEKA.

Xopog € €ro KPyroBbIMHU ABUKEHUAMH BBIIUCHIBAET B BO3/YXE XUa-
CTUYECKYIO OTHEHHYIO (DUTYDY, 3HAMEHYS IPOCTPAHCTBO XPaMa 06pa-
30M KPECTHOH KEPTBBI XPHUCTA, OOPAIMEHHON BO BCE KOHLIBI CBETA. DTA
MHUCTHYECKAS KAPTHHA, B KOTOPOH BOT IIPEACTAET B KAUECTBE HETBAP-
HOro CBeTa, ¥ €CTb LENb JYXOBHOIO NMYTH a(DOHCKUX HUCHUXACTOB.
OrHEHHBIN XOPOC MEPIIAET IUIAMEHEM MHOKECTBA CBeveh. Bee BuOpU-
pyeT B IPOCTPAHCTBE, HACHIASA BO3/YX, PACHIUDSAL €TI0, PACTBOPSA
MATEPUIO ¥ BOCIUIAMEHAA 3BYK. MOHAXY U CAMY JIBUKMMBIL CBETOM, BOC-
XUIIEHBI TOPE CBETO3APHOCTDIO, JIy4aIencs U3 aHTU(HOHHOIO [ECHO-
HEHNA. «BOr' BBI3BIBAET Y UYEIOBEKA T'ONOBOKPYKEHUE»-- TOBOPUT
I'puroput Hucckuit, TeM caMbIM YKa3ys Ha ABIDKEeHNE bora Kak nepu-
XOpE3UC. BujieHne OrHEHHBIX XOPOCOB — TAKOE e ACKETHYECKOE
VIPAKHEHUE 14 JyIIH, CTPEMALENHCA JOCTUYD €JMHEHUA ¢ Borom.
ORHOBPEMEHHO, 06PA3 MEPLIAIOMETO XOPOCA — 3TO U BUIUMAA AJUIETO-
pus Aymy; 06pa3 BUIUMOTO, KOTOPOE MOCTUTAETCS U3HYTPH, KAK I'OBO-
putca y Makcrma VcioBeHuKA.

MsI ipepnonaraem, 4To 06pasHast CUMBOIUKA [opel AQOH CITyXKuT
I IEPEAAYY UCH JyXOBHOIO BOCXOKCHUA I, JOCTOUHBIX CTATh
«XpaMOM BOXKbUM» € IOMOIIBIO OTHA U JYXOBHOW MOJUTBEL B Mupe

TaHUyOLWMIA CBET B CakpasibHOM NPOCTPAHCTBE
BusaHTun. ApoHckast xoporpadpus OrHs
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JOJIbHEM MOHAXY NPUHUMAIOT YYACTUE B IUKINYECKOM PACKPBITUH
TAVHBL, KO0 «yIlIa TOXKE UMEET JBIDKEHUA>. XPUCTOC, U300PKEHHDIN B
KyIosie co60pa, -- 3TO HE TOJIBKO HOKECTBEHHAA CYIHOCTD, C KOTOPOH
AyLIe CIEAYET JOCTUYb €AUHEHNA, HO ¥ PETEHT, BOAUTE/ILCTBYIOMUH
HEOECHON ¥ 3eMHO! JIUTYPruer. MOIMTBA AEBATOIO BEKA, IPOM3HOCH-
Mag Ha JATypruu Bacuwmmsa Bemukoro (M Cxoxas ¢ TOH, KOTOPYIO
quTAI0T Nepe MansiM BxogoM) 0603HAYAET JAHHYIO POJIb XPUCTA -
XOpera:

«Brappixo Tocniopy, boxe Ham, yeTOBUBBIN HA HEGECEX UMHBL M BOMH-
CTBA AHI'EJI U APXAHTEJl B CIy:KEHUU TBOES CIABBL, COTBOPHU CO BXOJIOM
HAIIUM BXOZY CBATBIX dHI'CJIOB 6bITI/I, COCJIY>K6H_U/IX HaM 1 COCTaBOCJIO-
BAIIUX TBOIO 6IATOCTD.

TaHLyromuit XOpocC ¢ OrHEBUHBIMU UKOHAMU HAIIOMUHAET 3CXATO-
Joruyeckoe sujieHne Hukonas KaBacuisl, B KOTOPOM yop6g (OH xe
XOp) CBETWI KPY:KUTCA BOKPYI' XPUCTA, ABNAA 00PA3 LEPKBH, 3AIUTON
CBETOM, CO XPHUCTOM-XOPEroM NocpeuHe. CBATHIE 171 KaBacuibl — 310
«XOp OIAKEHHBIX> (0pdg pakapimv), HEOECHOE TEI0, KOTOPOE BO3-
HUKHET B KOHIIE BpeMeH. [ KaBacwiibl « CBATBIE — NIPEJIEN BCETO.

[IpasaHoBaHuE BOCKpECHOM ITacxy, mepexxuBaeMoe Ha KaX/I0M BCe-
HOIHOM OJICHUH, SIBJETCA KyIbMUHALIAEN TOPKECTBA CBETA, IIPE/IBKY-
IIEHUE 3TOI0 MOMEHTA. DTO M €CThb TO CaMoe BujeHue Hosoro
Hepycaymma, IpKuii nepopMaTUBHBIA 06pa3 XOpOCa:

Ceerucs, cBeTucs, HoBbIM Mepycanume: ciasa 60 focniogns Ha Tebe
BO3CHs, TAaHIYH HbIHE U Becenucs, CuoHe. Thl ke, Yncras, Kpacyncs,
Boropoaute, 0 Boccranuu Poxzectsa TBoero.

(Dortilov, potifov, N véa Iepovoainp, 1 yap 36&a Kvpiov enicé
avétethe, Xopeve viv, kal aydiiov Xiov, cb 6& Ayvi, tépmov
®cotdKe, £YEPCEL TOD TOKOV GOV).
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