3opoacTtpurickunii
Antapb OrHsi B 5134€.
CoBpemeHHoe ¢poTo

A.M. JlnpoB

Apamatyprusa OrHa n CeeTta
KakK BUO MeEPOTONNYECKOro
TBOpYecTBa

COOpHUK CTaTeM, BIEPBBIE B MUPOBOIT HAYKE, OCBANIEH IIPOGIEMa-
THKE OTHS U CBETA KAK BAKHENIINX CPEACTB B CO3/JAHUU CAKPAIBHBIX
IPOCTPAHCTB. B LleHTpE BHUMAHNA — BU3AHTUICKAA U JPEBHEPYCCKASL
TPAAULIUSA, PACCMOTPEHHAS HA IMUPOKOM UCTOPUYECKOM U Teorpadu-
4ECKOM (POHE, KOTOPBII TOJIBKO U MO3BOJLAET OLIEHUTL CBOECOOPA3UE
BOCTOYHOXPUCTUAHCKOM KyJIBTYPLI OT'HA U CBETA. Kaxablil U3 HaC 1mo-
MHUT BIIEYATIIEHUA OT IPABOCIABHOIO XPAMA, B KOTOPOM IIPOH3UTENDb-
HBII COMHEYHBIN CBET, KIYOAMMUICA B IBIMAX KUKICHUIM, COUETAETCA
C MHCTHUYECKON OTHEHHOMN JpAMaTyprueil GECUUCIEHHBIX CBEYen
U JIaMIIaJl, BMECTe cospaomux 06pas Lapcrsa HebecHoro Ha semite.
[TopobHOE ABNEHUE HE MOXKET OBITH ONUCAHO B PAMKAX OJJHOH TPaJu-
LIMOHHOM HAYKH, TI0ITOMY K €10 PACCMOTPEHHUIO PHB/IECYEHBI UCTOPU-
KH, HCKYCCTBOBE/BL, (PHIIONOTH, (PHIOCO(MBL, IATYPIUCTBL, TNHIBUCTBL
[Tpu 3TOM peds UAeT 06 0COOOM BUAE XYAOKECTBEHHOIO TBOPYECTBY,
KOTOPOE, HA HAII B3I/, MOXKET OBITh 4/ICKBATHO IIOHATO TOJBKO
B KOHTEKCTE MEPOTOIUU — HOBOT'O PA3/IE/IA NCTOPUH KYJIBTYPbI, U3y4a-
IOIETO MUPOBYIO IIPAKTUKY CO3/JAHUA CAKPAIBHBIX IPOCTPAHCTB. Hc-
CEAOBAHUIO HEPOTOIHH ITOCBAIEHA MHOTOJIETHASA HAYYHAS IPOrPAM-
M2, HAEAmAsd BOIUIOWIEHHE B LEJIOM DALE MEKIYHAPOLHBIX
CHUMIIO3UYMOB, OIYOIMMKOBAHHBIX KHUI'AX U MHOKECTBE CTATEN aBTOPOB
U3 Pa3HBIX CTPaH’.

TpyAHO IIPEACTABUTD YTO-TO OOJIEE BAKHOE U CUMBOJINYECKU 3HAYU-
MOE€, 4YEM OTOHb U CBET, KOTOPBIE VKE B APEBHENIINX A3bIKAX OTOXKIE-
CTBJIUINCH C IIPEACTABICHUEM O G0KECTBEHHOM. KaK H3BECTHO, O/HON
u3 MeTadop onucanus Jxse — bora uyees, XpUCTHAH 1 MCY/IbMaH —
OBLIO CIOBOCOYETAHUE «POKAAIOMIMI OTOHb>. B IIOABUBIIEHCA B TY K€
JAPEBHENIIYIO 3IIOXY, HA Py6exe EPBOrO ¥ BTOPOT'O THICSYENETHI 1O
HAIIEH 3Pbl, PEJIUTUN 30POaCTPUIIIEB-«OTHEIIOKIOHHUKOB» 60T TOYH-
TAJICS B BUJIE COJIHEUHOT'O CBETA, HA KOTOPBII MOJIUIUCH, U BOILIOMAIO-
IIETO 3TOT CBET CBALIEHHOTO OI'HS, KOTOPBIN NOAJEPKUBANICA HEYTACU-
MBIM B IIEHTPE XPAMOB, HOCUBIIMX KPACHOPEUMBOE HA3BAHUE IOMA
Oras» (aramkazy). B EBanrenvn Xpucroc npososriamaer cedsd CBEToM,
a oCHOBoOMoaraomuil CuMBOJ Bepbl UMEHYET Ero «CeeT oT CBeTay.
BrbICOKOE 60rOCIOBUE BBIPACTAIO HA OCHOBE IIIYOOKO JTMYHOTO OIBITA:
BCE MBI [IOMHHUM €IL[€ AETCKHE OLIYIEHNUA OT 3aBOPAKUBAIOIEN Marun
’KBOTO OTHA U PAJI0CTD OT IPEOOPAKAIONETO MUP COMHEYHOTO CBETA.

OJIHAKO € TOYKH 3PEHUS UCTOPUU KYJIBTYPhl OTOHb U CBET OCTAIOTCA
NAPAJIOKCAIBHO MAIOM3Y4EHHBIM. Elie MeHee O3HAHHON NPE/ICTABIA-
€TCs PAKTHKA CBETOBBIX 3(P(PEKTOB ¥ OTHEHHOI APAMATYPIUU B CO-
3[AHNAU CAKPAIBHBIX IPOCTPAHCTB. B 3HAUNTENBHON CTETIEHN 3TO CBA-
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34HO € 3(PEMEPHOCTBIO MPEAMETA, KOTOPBIH € TPYAOM MOAJAETCA TPA-
JAULIUOHHOMY IIO3UTUBUCTCKOMY OITMCAHUIO U KIACCU(UKALuy. B mo-
ciIefHee BpeMs UCCIeL0BATENH, B TOM YUC/IE U BU3AHTHICKON Tpajy-
MY, HACTOMYMBO HIIYT 47IEKBATHBIE A3BIK U METOAOJNOTHIO JIIA
KOHKPETHO-UCTOPUYECKOTO U3YYECHUS UCIIOIb30BAHUA OTHA U CBETA.
CTaHOBUTCS BCE SICHEE, YTO BO MHOTUX C/TY4asIX pEYb UIET HE O BCIO-
MOTATEJIBHBIX CPE/ICTBAX, HO O KOHCTUTYUPYIOMIEN OCHOBE, II0 OTHO-
IIEHUIO K KOTOPOI aPXUTEKTYPA, U300PAKEHNA, OOPSAbL U JAKE 3BYdd-
1€ CJI0BO OTCTYIAIOT HA BTOPOH ILIaH. SBNIEHNUE OCMBICJANOCH U HA
YPOBHE (PUIOCO(CKUX NOHATUHL. TaK, B HEOIUIATOHU3ME, JIETIIEM B OC-
HOBY XPUCTUAHCKOT'O 6OI‘OCJIOBI/IH, NMEHHO KOHLENIIUA CBETA U €TO
SMAHAIUU ABIAETCA KII0YEBOH /I IOHUMAHUA OOKECTBEHHOM [IPU-
POAB! MUPA. BCIOMHMM, KaK 3TO ONUCHIBAET [UIOTHH B «DHHEAAX>:

«Mbl MOKEM CKA34Th, YTO CYLIECTBYET U HEYTO, AB/AIOMECECA LIEHTPOM;
€r0 OKPYKA€eT OPEOI U3IUBAIOLIETOCA U3 HETO CBETA; BOKPYI LIEHTPA
U €10 OPEOIIA CYIIECTBYET PYTOi OPEON — CBET, OPOXK/IEHHBIN CBETOM;
34 HUM CJIEyeT €l OAUH OPEOJI, HO YKE TAKOH, Y KOTOPOI'O HET CBOETO
COOCTBEHHOTO CBET4, 1 OH BHIHYK/IEH 3TOT CBET 3aMCTBOBATD.

[TocnegHUI OPEOI MBI JOJDKHBI BOCIIPUHUMATD KAK BPAIAIOIINNCA
KDY, WIH, CKOpee, CPepy, B IPUPOJE KOTOPOU 3aN0KEHO IOTY4aTh CBET
TOI'O TPETBETO LAPCTBA, KOTOPOE HAXOAUTCS CPA3y HAJl HEM, IpUIeM
B TOM € 00bEME, B KOTOPOM OHO CAMO €r'0 Nosydyaer. TakuM 06pazoM,
BCE HAYMHAETCA C APKOTO CBETA, CTPYALIEIOCA U3 CBEPKAIOLIETO LIEHT-
Pa; B COOTBETCTBHH C BBICIIUM ITAHOM CBET IIPOCTUPAET CBOE CUAHUE
BCE jasblue U fanbie» ([hiotus, DHEeansr, 1V.3.17).

Hacko/bKO 3HAYMMA 1 BIUATENBHA ObLUIA 3Td HEOIUIATOHUYECKAA KOH-
LEMINA, JAIOT HOHATD HE TONBKO XPUCTUAHCKUE OOIOCTIOBCKHUE TPAKTA-
Tbl, HO Y JIOMIE/NINE /IO HAC BU3AHTUICKUE 3K(PPACUCHI, ONMUCHIBAIOLINE
BU32HTUIICKHE XPaMbl KAK CPE/y BPAIIAIOMETOcs CBETA”. TAKOY PECTa-
er Caarasa Coua KOHCTaHTMHONONBCKAA B onucanuy [1asna CrieHnm-
apus (563 T.), 4TO HAXOAUT SIPKOE MOATBEPACHNE B APXUTEKTYPE U Ap-
XEOJIOTHUX 3TOT'O BENMKOrO Xpama. COMHEYHOMY KOJbLY U3 COPOKA
TIOAKYIOJIbHBIX OKOH BTOPHJI OTPOMHBIH XOPOC-TTAHUKA/IAIIO CO CBEP-
KAIOWIMMY OTHEHHBIMY JTAMITaAaMu. EIe OUH r'UraHTCKUIL KPyT JIaMIaj
Pa3MEmANICA [0 KAPHU3Y, Pa3AE/ABIIEMY KYIIOJI U HA0C Xpama. Kpome
TOI'0, HA KOHLAX CBUCAIOIUX C KYIIO/IA NOJMYTOPa COTEH LeNeH pacio-
JIArJIACh CepeOPAHBIE JUCKH, HECYIIUE U300PAKEHNA KPECTA, B LIEHTD
KOTOPOT'O IIOMEMANACh OOJIbIIAA CBETAAACA TaMIIaa’. OTKOCHI OJIKY-
TIOJIBHBIX OKOH, BBUIOKEHHBIE 30I0TON MO3AUKOH, CTYKWIU CBOETO PO-
A4 peIeEKTOPAMH, OTPAKABIIMMU CBET JIYHBI U 3BE3] U CO3/IaBABIINMHU
3(pheKT CBETOBOTO 061aKA, OCBENIABLIETO XPaM B HOUH U 3pUMO BOILIO-
I2BIIEro ueto «O6IaKa CIaBbly, TaK Ha3biBaeMOU «DOXA», B 06pa3ze Ko-
TOPOM, COINIACHO OUOEHCKON TPAUIIIY, B MUP SIBJACTCS HEBU/IMIMBIN
1 BceMorymui bor. Bce 3T0 NPEACTABIEHO KK Y4aCTh IPAHAMO3HOM
«CBETOIPOCTPAHCTBEHHON KOMIIO3ULIMK», BKIIIOYABIIEH CJIOKHO Opra-
HU30BAHHYIO HEPAPXUIO CBETOBBIX 30H, II0 OTHOWEHUIO K KOTOPOI ap-
XUTEKTYPHOE TEJIO XPAMA BOCIPUHUMAIOCh KAK OTPOMHASA U IPArOLIeH-
HO YKPAIIEHHA 060I0UKa',
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Ceituac CTaHOBUTCA ACHO, 4TO CBATad Copust — ITO HE IIPOCTO BbI-
JAIoIeecd ApXUTEKTYPHOE COOPYKEHUE, HO BETUKUYM NEPOTOIINYECKHI
IPOEKT, I'PAH/MO3HAA IPOCTPAHCTBEHHAA UKOHA, CO3AAHHAA CJIOKHEN-
LIEN IPAMATYPIUeil OTHA U CBETA’. BCIOMHIM, YTO, IOMUMO COJIHEYHO-
I'O CBETA U OTHA CBETUILHUKOB, B 9TOM JEHCTBE Y4aCTBOBAIN MEPLIAIO-
mee 30J0TO  MO3AWYHBIX CBOJOB, MPAMOPHAA HHKPYCTALMA,
BBI3BIBAIONIAA 00PA3 «CTEHBI U3 JAPArOIEHHBIX KaMmHel» (OTKp. 21,
18-20), 6aucraromee 301010 U cepedpo anTaps, IPErpajpl, AMBOHA,
a4 TaKoKe OECYUCIIEHHBIX JTUTYPIUYECKUX COCY/0B. UMEHHO B 3TOM 3a-
MBICJIE IPOCTPAHCTBEHHON MKOHBI HEBUUMOTO bora, Co3/1aHHO CBe-
TOM, HaJI0, Ha HaIll B3IJIS/], UCKATh OOBSICHEHUE OCTABABIIEHCS JONTOE
BpEMS HETIOHATHOIN OCOOEHHOCTU — OTCYTCTBHIO HA CTEHAX IOCTUHUA-
HOBCKOM CBaTon Co(hun (PUIypaTUBHBIX INIOCKUX U300PAKEHUI, KO-
TOPBIE OYEBUIHO JUCCOHUPOBAIX OBl C OJHOBPEMEHHO UKOHMYECKUM
1 Iep(POPMATHBHBIM CBETOBBIM OOPA30M.

SHAMEHATENBHO, YTO OJJHOBPEMEHHO C INOSBJIEHUEM UKOHBI CBETA
B Co(prnt KOHCTAaHTMHONOIBCKOI BO3HUKAET U UKOHOTpadus [1peod-
paxenus [ocnoaHsay, ApeBHENINNI COXPAHUBIIMIACA IPUMEP KOTOPOI
HAXOM B MO3AUKE KOHXU AITAPHOH AlCHUAbl COO0PA MOHACTBIPA
Cs. Exarepunnr Ha CuHae, 32K43aHHON UMIIEpaTopoM KOCTMHMaHOM —
€o3areseM KOHCTAHTHHONONbCKOM «Bemkoi Lepksu». IlaBHOE B KOM-
NO3UIUN — 00pa3 OOKECTBEHHOTO CHUAHMA, UCXOAAMETO OT XPHUCTA,
B CTPOTOM COOTBETCTBHY C EBAHIE/ILCKIM PACCKA3OM: «U IIPOCUANIO JIULIE
€r0 KaK COMHIIE, OCHK/BI e €I0 CAENATICD OEIBIMU KaK cBeT> (MT. 17,
2)°. CBeT M300pAKEH, COTMACHO HEOTUTATOHMYECKO KOHIICTIITNY, B BHJIC
CHHUX, TONYOBIX U OE/IBIX KOHLIEHTPUYECKUX KPYTOB, Pa3PEKAIOIMUXCA
OT LICHTPA K KPaI0 OPEONIA U UCXOJAIIUX BOBHE PACIIMPSIOAXCA JTyder.
OJHAKO, B OTIMYHUE OT aOCTPAKTHOI'O HEOIUIATOHUYECKOTO «EMHOrO»,
WCTOYHHUKOM CBETA ABJETC CaM XPHUCTOC, TPEOOPA3UBIIUIACA 1 IIPEOD-
paxarowuy mpocTpancTso Ioper PaBop. B ayxe XpuCTUAaHCKON aHTPO-
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TIOJIOTUH TIPUCYTCTBYIONIUE AIOCTOJIBI HE TOMb-
KO CO3EPLIAIOT, HO U YY4CTBYIOT B «O00KEHUI,
U060 «0OMAKO CBETIOE OCEHIUIO UX>.

HMurepecHo, 4to B mpoCTpaHCcTBe CHUHAT-
CKOY Ga3WINKN H300PAKECHHBII CBET INIABHO-
IO MO3dM9HOTO 06Pa3a COYETAETCA C HOTOKOM
COJIHEYHOTO CBETA, CTPYAIIETOCA U3 OKHA HAJl
aTICUJION U OCEHSAIOMIETO, TOJOOHO ATIOCTONAM,
BEPYIOIUX, COOPABIINXCA Ha YTPEHHIO JIU-
Typruto’. CBeT U300PAKEHHBIN U PEATBHEIN
CJIMBAIOTCA B OFHO HEPA3JENUMOE LEJIOE.
JIpeobpaxeHue» MOXET OBITb OCMBICIEHO
KaK IIpUMEp UACAILHON HEPOTONIUN — CO3U-
JAHYA CAKPAIBHOTO IIPOCTPAHCTBA IIOCPEACT-
BOM OOKECTBEHHOI'O CBETA, KOTOPHII OT UKO-
HHUYECKOTO 00pasa dysa Ha rope Pasop
€CTECTBEHHO MEPEXOJUT B KOHKPETHYIO Xpa-
MOBYIO CPEJlY, COTBOPEHHYIO JIIOJIbMH JII IPU-
0011EeHA K OOKECTBEHHOMY MUDY.

YHCI0 TPUMEPOB BU3AHTHIICKOK HEPOTOIHIH OTHA U CBETA MOXKHO
YMHOKATb /10 6ECKOHEYHOCTH. [IPAKTHYECKH OHA IPUCYTCTBYET B KAK-
JIOM IIPABOCTABHOM Xpame. JIpyro BOIPOC, YTO Y HAC HE TAK MHOTO CO-
XPAHUBIIMXCS HCTOYHHKOB /171 PEKOHCTPYKIIMU CPEIHEBEKOBBIX TIPO-
eKTOB. TPYHOCTb COCTOUT €NEe W B TOM, YTO MPH Pa3PyIMEHUAX
¥ [EPEJIeNKAX I(eMepHbIE CBETOBBIE AP(EKTHI UCUE3ATU B TIEPBYIO
ouepe/tb. OTHAKO PEKOHCTPYKIIMH He TOJIBKO BO3MOKHBI, HO U UPE3BBI-
Yai{HO TUIOZOTBOPHBL B HEKOTOPOM CMBIC/IE TIOMCK HCTOYHUKOB TOMIb-
KO HA94JICSL, ¥ O/IHA M3 [MABHBIX 347144 HACTOSIIETO CUMIIO3UyMa —
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B OOBEAUHEHUN YCUIUH U PA3PA60TKE METOAONOTMYECKHX NIOAXO/I0B,
KOTOPBIE MOTYT OBITb UCIIOIb30BAHEI B JAbHENEM. B paMKax uepo-
TOIIMHU UCCIEA0BAHUE (PUIOCOPCKO-O0TOCIOBCKUX NIPEACTABNEHHI 00
OTHE U CBETE MOXKET OPTAHUYHO JIOTOHATLCS aHAIU30M 00PAOBOK
U JIATYPrUYECKON IIPAKTUKH, KOTOPAs, B CBOIO OUEPE/b, CBA3AHA C AP-
XUTEKTYPHBIMU IPOEKTAMU U IPEAMETHBIM MUPOM CBETOBOZKUTAHHU.
OrpomHas chepa — UCCNEAOBAHAE NKOHOTPAPUH U CUMBOIHKH, KOTO-
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pBle HE TONBKO COXPAHAIOT BAKHBIC H300PA3UTEIBHBIC MOTHBBI,
HO B Psi€ CTy9aEB TIO3BOJIOT PEKOHCTPYHPOBATH CBETOBYIO CPELLY, KAK
BOOOPAKAEMYIO, TAK U CYIIIECTBOBABINYIO B PEATHHOCTH.
[IpUHIMIHATBHO BAKHO OCO3HATD, YTO IPAMATYPIHS OTHS M CBETA MO-
JKET U JIOJKHA ObITh PACCMOTPEHA KaK OT/IE/BHBII BUJT XY/I0KECTBECHHO-
I'O TBOPYECTBA, 3HAHKE O KOTOPOM B 3HAUUTEIIBHOM CTETIEHH OKa3aI0Ch
YTPAYEHHbIM, B OTIPE/IETICHHOM CMBIC/IE BBIBEICHHBIM U3 IO3UTUBUCT-
CKO¥ KAPTHHBI MUPA, CHOKYCHPOBAHHOH HA ONICAHUN MATEPUATIBHBIX
npeamMeToB. OHAKO CEMYaC CTAHOBUTCS SCHBIM, YTO BHE TOTO BHJIA
TBOPYECTBA MHOTHE GOTOCIOBCKHIE H/IEH, JIUTYPIHYECKUE ACHCTBA, APXH-
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TEKTYPHBIE KOHLEIITHI U XY/JOKECTBEHHBIE 00-
Pa3bl OCTAHYTCA HE BIIOJIHE IOHATBIMU. Hepo-
TOINA, PEKOHCTPYUPYIOIAA ¥ UHTEPIIPETUPY-
I0IAd TIPOEKTHl KOHKPETHBIX CAKPAIbHBIX
IPOCTPAHCTB, HE TOJIBKO CO3AAET A JpaMa-
TYPI'UU OTHA U CBETA €CTECTBEHHBIN HAYYHBII
KOHTEKCT, HO ¥ IIO3BOJLAET B IIOMHON MEPE OlLle-
HUTB 3TO KPYIHEIIee ABICHAE MUPOBOH KyJb-

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
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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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