Nicoletta Isar

IMPERIAL XOPOX:
A SPATIAL ICON OF TIME AS ETERNITY

It was under imperial auspices that light was once in the attention of
the Byzantine beholder, when a “circling chorus of bright light” literally
“filled the eye (of men) with wonder”' in Hagia Sophia. Revolving round
the temple, the evening light sailed through the “bright air” creating a true
sacred choreography (fig. 1). In my article “Xopdc of Light” devoted to the
one hundred and fourteen stanzas from Paulus’ poem describing the illu-
mination of the church, I assigned the yopd¢ as a constitutive concept of
the aesthetics of light in the sacred space of Hagia Sophia. Xopdg, the sa-
cred circular movement was the source of light and radiance, and of light
as radiance, which informed the whole space of the imperial church, as
well as the vision of the Constantinopolitan beholder. But I must stress
again that the celebration of light in Hagia Sophia was liturgically unspe-
cific, for as I have proposed Paulus’ quality of “timelessness” is related to
the paradigm of contemporary sixth-century Byzantine vision. The abun-
dant light in the church was related to the tradition concerned with spiritual
worship, advocated by, among others, Hypathius for whom light was an
important channel of communication with the Divine Light. Therefore, the
sophianic yopdg of Paulus was not objectively detailed, yet it was liturgi-
cally implicated, its “timeless” dimension being shared with Pseudo-
Dionysius’ text who relates liturgical actions to timeless and intelligible
realities specific to the Neoplatonists®.

' Mango C., trans. Paulus the Silentiary, Descr. S. Sophiae // The Art of the Byzantine Em-
pire 312—1453: Sources and Documents. University of Toronto Press, 1986, p. 89-91;
Marie-Christine Fayant and Pierre Chuvin, trans. Paul le Silentiaire. Description de Sainte-
Sophie Constantinople. Paris: Editions A Die, 1997, p. 113-121.

2 Shaw G. Neoplatonic Theurgy and Dionysius the Areopagite // Journal of Early Christian
Studies 7.4 (1999), p. 582.
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Where has the yopd¢ gone — one might rhetorically ask oneself?
What happened to the dance of light and its radiance? This paper at-
tempts to assess the sacrosanct momentum in which yopo6¢ resurfaces
again in Byzantine discourse, after more than half a millennium. Like the
first time, yopdcg emerges in the imperial context, in the fypika of the
Komnenian foundations (fig. 2), which prescribe in detail a magnificent
celebration of light. But unlike the time of Justinian, when a more ab-
stract philosophical and poetical aura surrounded yopdc, the Komnenian
¥opo¢ made its entrance into the monastic liturgical vocabulary of the
imperial ecclesia as a specific lighting device. This is by all means an
important shift in the history of the term with consequences yet unex-
plored. However, we are confronted again with a similar problem: there
is no trace of the physical object, the medium in which yopd¢ has been
embodied. Its description in the #ypika is laconic, as if a tradition was still
going on’. All we can retrieve from that time is the white space of the
dome of the imperial church Pantokrator of John II Komnenos, robed by
its original image, perhaps a golden mosaic of Pantokrator around which
the yop6g once hung down. But if none of the lavish mosaic decoration
exists anymore, the floor above which the yopo¢ was once suspended is
still well-preserved and newly restored, disclosing (though not yet for the
public), a spectacular cosmatesque mosaic in the technique opus sectile
(fig. 3). The space under the yopog is occupied by the central disc of a
quincunctial composition displayed on the floor. The composition is di-
vided into nine other squares, with lateral panels covered by discs of por-
phyry and verde antique framed by a triple band of coloured marbles. The
disks are arranged in a quincunx pattern (fig. 4). In the spandrels around
each disk, there are rinceaux, filled with birds, animals and mythological
beasts. To the west at the entrance, a large disk is surrounded by the zo-
diac cycle with the symbols and personifications of the four seasons
(fig. 5). To the east at the entrance to the bema, there is another large disk
framed by a scene from the life of Samson (fig. 6). Scenes of hunting and
farming fill up the panels and the bands with land and sea creatures. The
centre of the quincunx underneath the yop6g has certainly been a signifi-
cant mark on the floor of the hierotopic space of Pantokrator, a sacro-
sanct point of choreography. In the absence of the yopdg, the quincunx
might be for us an important mirror to reflect to us something of the
original yopog. It must be stressed that the decoration of the floor of the
southern church (the Pantokrator church) belongs to the first phase of

3 It is possible that yopdg existed as well in the Philantropos church, the joint foundation of
Irene Doukina, now lost.
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construction during John II Komnenos, beginning in 1118, which is more
or less contemporary with Irene’s typikon (1116). This temporal relation-
ship should grant me permission to refer to this text in my further inter-
pretation.

STAGING LIGHT: XOPOX

Xopdg is first mentioned in the #ypikon (written in 1110-1116) of the
church Kecharitomené (Full of Grace)”, the foundation of the Empress Irene
Doukina, the wife of emperor Alexios I Komnenos. It reappears in Pantokra-
tor typikon’ of John II Komnenos, written in 1136, on the occasion of the
consecration of the monastery. Both #ypika make extensive references
concerning the illumination of the churches. In the Kecharitomené #ypikon
we read in chapter 67 “Concerning the crater lamps that hang around the
dome and the rest of them:

Every second one of the crater lamps that hang in the mid-
dle of the yop6g must be lit at the beginning of the services that
are usually celebrated in the church, at matins, vespers, and the
liturgy; and they must be extinguished again at the end of these.
The same thing should be done concerning all the lamps of the
templon®.

In comparison, chapter 6 of the Pantokrator #ypikon, concerning the il-
lumination (@potaywyio) of the main church on ordinary days, reads:

The following lamps also should burn continuously at night—
one in the narthex, another in the exonarthex, and another before
the [representation] of the ecumenical councils. But during the ser-
vices of matins, the liturgy, and vespers all the crater lamps of the
¥0pag, sixteen in number, should be lit all around as well as lamps
of the templon, four of the triple lamps, four lamps in the four
vaults, three in the narthex in addition to the night-lamp, and two
in the exonarthex in addition to the night-lamp there too’.

Kecharitomene: Typikon of Empress Irene Doukina Komnene for the Convent of the
Mother of God Kecharitomene in Constantinople / Eds. John Thomas and Angela Constan-
tinides Hero, trans. Robert Jordan // Byzantine Monastic Foundation Documents, vol. 2,
Dumbarton Oaks Studies 35 (Washington, D.C.: Dumbarton Oaks, 2000), p. 649-724;
Gautier P.. Le typikon de la Théotokos Kécharitdméne // REB 43 (1985), p. 1-155.
Pantokrator: Typikon of Emperor John II Komnenos for the Monastery of Christ Pantokrator
in Constantinople / Eds. Thomas and Hero, trans. Robert Jordan // Byzantine Monastic
Foundation Documents, vol 2, Dumbarton Oaks Studies 35 (Washington, D.C.: Dumbarton
Oaks, 2000) , p. 735-781; Gautier P. Le typikon du Christ Sauveur Pantocrator / REB 32
(1974), p. 1-131.

Kecharitomene: Typikon 698.

Pantokrator: Typikon 740.

- o
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Although the instructions are laconic, they indicate a formalized litur-
gical apparatus. The typikon prescribes that “during the services of matins,
the liturgy, and vespers all the crater lamps of the yopdg, sixteen in num-
ber, should be lit all around” (k0kAw TO XOPOL OL KPATNPEG ATAVTES) as
well as other lamps of the templon etc.® As I will show further, the contri-
bution of the Komnenian #ypika to the monastic reform of the twelfth cen-
tury was significant; it reflected such an emulation of light that could ex-
plain the origins of the Komnenian yop6g. The #ypikon also shows how
time was liturgically set up in the Komnenian churches, and how the light-
ing (yopdc) was specifically connected to the liturgical hours (matins, lit-
urgy, and vespers). But could one learn more about these matters? Some
valuable information could be retrieved from the #ypikon of Kecharito-
mene, already available in 1116 at the time of the foundation floor of Pan-
tokrator (1118). The prologue of the typikon of Kecharitdmen¢ is a state-
ment addressed by the Empress to the Mother of God. From this we learn
that, animated by the desire to imitate the holy model, she constructed this
monastery, just as the Mother of God made herself a temple to contain the
holy child’. The idea of imitation is re-iterated further in connection with
the liturgical instruction (paragraph 32), where she points out again that the
liturgical services should imitate God and should start with the first hour,
just as God himself has started the creation with the apparition of light

(potog apEmpeda):
[PlJour commencer avec I’apparition de la lumiére (pwtog

ap&oueda), nous débuterons par la premiére heure du jour,
imitant en cela Dieu qui a commencé la création du monde par la
création de la lumiére. Donc, aprés avoir achevé la doxologie de
I’aurore, nous devons lui rejoindre aussitdt prime comme a
I’accoutumée, et a la fin de cette heure dire cette priére: “Celui
qui a tout moment et a toute heure”'’.

[[n order to begin with the light, let us begin with the first
hour of the day imitating God in this, who began his formation
of the world with the creation of light. So then after the comple-
tion of the worship of matins, we must continue with the first
hour in the customary way and at the end of this the following
prayer should be said, “Thou who at all times and all hours™"
[my italics].

8 Pantokrator: Typikon 741.

° Gautier. Le typikon de la Théotokos Kécharitéméne, p. 22-23.
1% Ibidem, p. 78-79.

" Kecharitomene: Typikon 686.
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This means that the liturgical hours and the monastic time should re-
flect and follow God’s movement, imitating the creation of the “Eternal
God, the Maker of all creation”, and the Creator “[Who] set the heavens
in a circle, divided up time, poured out the air and spread the earth un-
derneath, and appointed man as overseer divide of the visible world [my
emphasis]”'2. Thus, the typikon" divides the time of the sacramental life
of the monastery, structuring it in like manner of the divine creator, who
makes light the first instant of creation'!, which becomes the Christian
hours. The prologue makes consistent the idea that the monastic settle-
ment is an imitation of the divine creation; it is an image of the universe.
According to the principle of imitation, the liturgical services should be-
gin with light, that is, with the prime (wpa). It is remarkable that the
Byzantine liturgical hours (the prime, terce, sext and none) have pre-
served the old name of ancient resonance, the opat (sing. Qpa). The pro-
logue of the Empress’ #ypikon reflects a fine theological argumentation
concerning the central role of light and its cosmological implication,
where light is a function of time. Never after Hagia Sophia was this con-
nection among light, cosmology, and yop6g made so poignant. And this
might perhaps answer, at least, partially why yopdg resurfaced the twelfth
century and how it was liturgically framed. It resurfaced in completely
different circumstances in which a more formalized liturgical frame was
at stake although, as I will show in a moment, the Classical tradition
seems to have been still alive. I think the mindset described in the #ypikon
of the Empress should be applied to Pantokrator church as well, with the
view to assess the Komnenian Hierotopy. But before broaching the topic
of hierotopy, I want to introduce another iconographical detail which
survives from that period and which might have been an interesting vis-
ual compound in the space of Pantokrator to be read in conjunction with
the liturgical hours'. This concerns the representation of the seasons and
the zodiac cycle in the iconographic program of the floor. In a study on
architecture, art and Komnenian ideology at the Pantokrator monastery,
Robert Ousterhout takes up the wheel of the zodiac and notes its nou-

12 Kecharitomene: Typikon 664.

13 Chapter 32: “Concerning the office of the first, third, and sixth hour” (cf. (22) Evergetis [4],
ed. lines 75-117) discusses the ecclesiastical office and, the liturgical order of the services
in the convent. Like the Evergetis typikon, but unlike the Studite rule, Irene’s typikon spe-
cifically associates the matins with the first hour.

' This evokes the cosmologic model of the world Plotinus mentioned before: “Thus all be-
gins with the great light, shining self-centred; in accordance with the reigning plan (that
of emanation) this gives forth its brilliance” (The Enneads 4.3.17, trans. MacKenna).

15 Unfortunately, we are unable to assess the true nature of this cosmatesque dance of the
Qpaot in Pantokrator, particularly important since we know that the Qpat and the zodiac
surrounded a disc of porphyry.
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veauté in the context of church decoration. Although he understands the
need to view the zodiac as part of a larger theme of the iconography of
the floor representing order in the Christian cosmos, Ousterhout thinks
that the appearance of the zodiac at Pantokrator must be associated with a
twelfth-century fascination with the astrology'®. He develops his analysis
exclusively in this direction.

STAGING TIME: THE DANCE OF QPAI

To the western part of the naos, at the entrance, a large porphyry disc
(fig. 5) is surrounded by the zodiac cycle divided in sixteen segments con-
taining the personifications of the four seasons placed at cardinal points and
in between them the twelve zodiacal signs set against black marble and sepa-
rated by columns. In ancient Greek culture, the course of the seasons (or
hours) was symbolically described by the dance of the Qpai; in conjunction
with the Charites, Hebe, Harmonia, and Aphrodite, they accompany the
songs of the Muses and the playing of the lyre by Apollo with their dancing
(Hymn to Apollo 3. 194-203). The presence of such pagan iconography in
the ecclesiastical context might be, at first sight, intriguing. Ousterhout as-
cribes it to the imperial interest for astrology, more exactly, of Manuel I,
who endorsed astrological pursuits and whose court poets wrote treatises on
astrological subjects'’. Although I think it is an interesting point of view, I
would like to propose a different approach to the image using a different
tool, namely, typology. I regard the presence of Qpot and the zodiac at Pan-
tokrator as a synthesis of ancient thinking on time rather than perceiving it as
a mere zodiac cycle. The iconography from Pantokrator is, however, not
original. Similar visual patterns could be found in Hellenistic floors and Jew-
ish synagogues (fig. 7, 8). The sixth century representations of the months on
the floor mosaic from Jerash and Scythopolis show how this imagery entered
the ecclesiastic context. Other examples show that the depiction of the
months had come back in fashion in, the twelfth century associated with the
literary circles of poets, like Theodore Prodromos and Makrembolites. Like
the contemporary poetry, the Qpat-zodiac seems to pick up on a fashionable
motif which the Byzantine literati brought to attention. However, as Elisa-
beth Jeffreys notes, at the time of the Komnenians the reappearance of the
months in Canon Tables was “not a meaningless piece of Byzantine anti-
quarianism but rather the redevelopment of a theme consistent with their ear-
lier function, though the mechanism by which it reappeared remains ob-

'8 Qusterhout R. Architecture, Art and Komneian Ideology at the Pantokrator Monastery //
Byzantine Constantinople. Monuments, Topography and Everyday Life / Ed. Nevra
Necipoglu. Leiden: Brill, 2001, p. 144-145.

'7 Ousterhout, p. 145.
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scure”'®. As Jeffreys argues, when the personification of the months ap-
peared again it was in an ecclesiastical context, as a decoration of the liturgi-
cal books. In the canon tables of the Melbourne Gospels and the Venice
Gospel, the arches of the architectural frame are supported by little figures
identified as personifications of the months, like in the floor mosaic of Pan-
tokrator. The justification for the presence of these figures in a liturgical con-
text was meant perhaps to demonstrate that time is subject to a higher order.
Likewise, in my view, the placement of the pagan Qpat-zodiac at the thresh-
old of the entrance in the naos of Pantokrator might have pointed to a similar
idea, giving a clue to what has appeared, at first sight, to be in contradiction
to the liturgical hours. Therefore, with these considerations in mind, I re-
strain myself from interpreting this iconographical detail exclusively from
the perspective of astrology and, instead, look for typological connections.

The idea of concordance between the liturgical feasts and the months as
ideal form is present for example in the twelfth-century diptych (fig. 9), de-
scribed in the inventory of the monastery of Xylourgos of 1143 as “the
twelve feasts with the twelve months” (calendar icons)'’, illustrated as a cho-
ral disposition of the row of saints around the Virgin and the Pantokrator.
According to Hans Belting, the association of the circular images with the
motion of the planets is a poetic idea with some literary equivalent in a dedi-
catory poem of the Georgian calendar book of 1030 from Constantinople,
which says that the book is a cosmos in which Christ is the sun, Mary is the
moon and the “choirs of all the just who have truly pleased the Lord are the
shining stars™*’. This example of typological view on images might not have
been singular at the time. In fact, it reflected a mode of thinking that could
be traced back to as far as the Christian Fathers. One of the most fascinating
texts of Christian cosmology that specifically likens God to the sun is the
Oration 28.30 of Gregory Nazianzes, which might be helpful in the interpre-
tation of this complex of images in the Pantokrator church:

I wonder if you have noticed the important truth that, as a
non-Christian writer (i.e. Plato, Rep. VI) puts it, “the Sun has
the same place in things of sense as God has in things ideal.” It
gives light to the eyes, just as he does to the mind. The Sun is

18 Jeffieys E. The Labours of the Twelve Months in twelfth-century Byzantium // Personification
in the Greek World: From Antiquity to Byzantium / Eds. Emma Stafford, Judith Herrin.
Hampshire: Ashgate Publishing, 2005, p. 321.

' Belting H. Likeness and Presence: A History of the Image before the Era of Art / Trans.
Edmund Jephcott. Chicago: U of Chicago P, 1994, p. 252-253; and Appendix 24D.

2 Sevcenko I. // DOP, 1962, 273 n. 97; Mijovic P. Gruzinkie menologii XI po XIV vek //
Zograph 8 (1977): 171f. The poem is a manuscript (Sion) A 648 in the National Library in
Tiflis. Apud. Belting, Likeness and Presence 581, note 96.
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the noblest thing we can see, God the noblest we can know by
thought. (Oration 28.30)*'

Yet Gregory’s comparison between the Sun and God is not made for the
sake of comparison, but for a deeper purpose. Gregory’s final concern is to
identify the cause that made the sun to be “the maker and the divider of the
season:”

How does he create the orderly arrival, and assign the dis-
ciplined departure of the seasons? Love rules that they embrace,
seemly discipline that they part, like dancers they gradually
mingle (©omep €v yopw cvumiekopévov aAAaig), stealthily
closing in exactly as do days and nights, to avoid giving pain by
their novelty. (Oration 28.30)*

Who made heaven rotate and set the stars in order? Can
you tell me what heaven and the stars are?.. Granted you have a
grasp of revolutions and orbits, conjunctions and separations,
settings and risings, the finer points of degrees (as they are
called) and all the other subjects you take such inordinate pride
in knowing, ...explain the cause of the order and movement.
What makes the Sun a beacon for the whole world to look at, a
chorus-leader (cOomep yOpoL TVOG YOPLYPALOG), as it were, who
puts the other stars in the shade by his superior brilliance, out-
going them more than any of them can outdo the others? (Ora-
tion 28.29)%

Similar questions might also have been the concern of the faithful,
the monks and the Empress herself, who attentively stressed in her
typikon the role of God who is “the Maker of all creation”, the Creator
“[Who] set the heavens in a circle, divided up time”. Placed at the
threshold of the naos, where the zodiac lies and where the seasons make
their choral circuit, such questions might have been inevitable. But for
the faithful and especially for the members of the monastic yopéia, that
is, the choir of monks of Pantokrator, the answer was to be found at the
very centre of the naos, under the yopdg where, according to the typikon,

*! Faith Gives Fullness to Reasoning The Five Theological Orations of Gregory Nazianzen /
Trans. Lionel Wickham, Frederick Williams. E. J. Brill: Leiden, New York, Kebenhavn,
Koln, 1991, p. 243.

2 Faith Gives Fullness to Reasoning The Five Theological Orations of Gregory Nazianzen
243. (PG 36, 69).

3 Faith Gives Fullness to Reasoning The Five Theological Orations of Gregory Nazianzen
242. (PG 36, 68).
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the ecclesiarch stood in direct line to the heavenly choregos in the dome
to proclaim the Word. Yet in order to achieve that vision, an initiation
was required for the monks. As mentioned already, the liturgical services
of the monastery have been under the strict rules of the #ypika governed
by the principle divine imitation of the divine Creator. The liturgical ser-
vices should imitate God and should start with the first hour, as God him-
self has started the first instant of the creation with the apparition of light
(potog ap&opba). In fact, the same principle of imitation of the divine
order by the monastic life is at work throughout the entire typikon. This
was true for the sisters®, as well as for the Empress.

Looking through the instructions, one is surprised to see how specifi-
cally topological are the ones concerning the monks’ disposition in the
space, and how their gestures were ritualized and supposed to be per-
formed in absolute order:

The position of the monks will be as follows: the priests
will stand in front of the deacons and the deacons behind them
and the rest like this in order, in whatever position the ecclesi-
arch assigns to each one on the instruction of the superior.

Whenever the monks are gathering in the church no one is
allowed to pray in front of the sanctuary screen or in any other
place, but when each one is about to enter the church he will
bow in front of the royal doors and then he will enter reverently
and stand in his own place not bowing to the monks.

The monks having said “Amen” will immediately begin the
six psalms not chanting them raucously but quietly to them-
selves, taking care to harmonize with the ecclesiarch who is
standing in the middle of the church and reciting clearly enough
to be heard.

When the hypakoe or another chant of this kind is being
sung, the specialist chanters should stand in front of the sanctu-
ary and sing this in a fitting and orderly way*.

With these typikonal instructions, one could almost draw a chart of the
position on the ground for each member of the yopéia, the priest, the
monks, the chanter and the ecclesiarch, and of their choreographic sche-
mata according to their active role in the liturgical performance. The place
near the iconostasis which may be on a spot at the threshold to the altar,

24«1 bid them... to serve their own sisters in imitation of him, who says ‘I came not to be
served but to serve and give my life...” You see, sisters, what work you perform, you see
whom you imitate” (Kecharitomene: Typikon 683).

3 Pantokrator: Typikon 740.
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the priest and, on some occasions, the chanter should stand; the middle cir-
cle is for the priest but also for the ecclesiarch when reciting®. Therefore, I
believe that the presence of the ancient Qpat at Pantokrator should be read
typologically. Placed at the threshold of the entrance into the sacred space
of the naos, the Qpat-zodiac cycle challenged, perhaps, both the faithful, as
well as the monks. Perhaps the idea of the designer of the sacred chart on
the floor was that by entering the church, one was expected to cross the
threshold and perform a rite of initiation and, eventually, of transformation.
The movement was performed from the west to the east, which symboli-
cally was the movement from the ancient earthly pagan vision of the cos-
mos, a mere dance of the Qpai, towards the ecclesiastical performance. In
mythological tradition, the Qpau reflected the circuit and the course of the
seasons (hours) symbolically described by the dance of the Qpat, an idea
consistent with the circular disposition of the visual pattern from the floor.
Qpatr were embodiments of the right moment, the rightness of Order un-
folding in time; hence, their names, Good Order, Right and Peace (Euno-
mia, Dike, Eirene). But the Byzantine faithful, without denying the crea-
tion of God, was supposed to move forward, leaving behind the pagan
vision of the ancient personified seasons and, by approaching the centre, to
reach the true vision on high, the cause of Good Order?’.

It cannot be mere coincidence, but deep iconographical thinking, that
the disposition of the lost yopdg appears to have been a polygonal struc-
ture, perhaps a hexadecagon or an octagon, given the fact that the typikon
prescribes that sixteen candles should be lit on the feasts. Note that the
circuit of the Qpat-zodiac is also a hexadecagon. Could one read the
xop6g as an image of the cosmos, of which the sixteen-sided zodiac
would have been a mere anti-image? Be it as it may be, the zodiac is to
be found in a later period of Byzantine culture in the dome, surrounding
the Pantokrator, the ruler of the universe; or rolled as a scroll (a circular
book mentioned in the Georgian poem) like in the Last Judgment from
Chora. But as mentioned before, to achieve the vision of Christian Order,
an initiation was required. The liturgical services of the monastery have
been designed as rites of initiation with strict rules governed by the prin-

%8 For that reason, we have already similar charts, and one from Athos could help us draw one
similar for Pantokrator.

*"In his Homily IX to the Antiochians on the Making of the World (PG 49, 103—110), John
Chrysostomos, praised the “good order of seasons”, which “like the virgins dancing in a
xopdc, they move in perfect order, one after the other one, almost imperceptibly, so that
those who are in the middle take us ceaselessly towards those who are in front of them.
Therefore, after the winter does not come the summer immediately but between them
comes the spring, so that peacefully, little by little, we reach the summer without our bodies
being damaged”.
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ciple of divine imitation of the divine Creator, so to reflect the divine or-
der which was contained in the first instant of creation, and that first in-
stant was light. And thus, light, Qpa, and yopdg are brought together
again to complete an image of the Christian Eunomia: the rightness of
Order unfolding in Time.

On this ground we may read the Komnenian Hierotopy as a complex
spatial image. Midway between the dome and the ground, between heaven
and earth, one should imagine, as an intimate part of this setting, the yopoc
lighting device as a grand corona, itself a projection, as well as an epiph-
any of the dome, the heavenly sphere described by the Russian pilgrim
Stephen of Novgorod as “glowing like sun”**. The ground quincunx would
have been just a shadow, an anti-image of the yopdc, similar to how the
Qpat-zodiac is an anti-image of the yop6g. Under the dome, the quincunx
was the projection on the ground of a crystallised luminous vision in the
shape of the cosmatesque image of poikilia captured in stone. It was an im-
age of the universe, the Christian cosmos on earth, where the choir of the
monks gathered every day at precise hours in order to constantly re-enact
the yopa space by imitating the primordial divine act (fig. 10). It is re-
markable that both #ypika use the word yopo¢ not only to define the light-
ing device, but also to designate the whole monastic community, the choir
of the monks (yopov daokntikdv)®, as well as the angelic choir (yopoi
ayyérov)™. In my view, this linguistic detail reflects a consistent theologi-
cal thinking as regards heavenly and earthly bodies, as well as light in the
Komnenian Hierotopy.

Thus, we may conclude, a complex and dynamic Byzantine liturgy
was staged in Pantokrator church. It was emphatically centred on a spatial
vertical “wheel of light” — to use Mathews fortunate term, which binds
visible and invisible, image and anti-image in a fine invisible network of
“living” geometry. The imperial idea seems to have been exalted in the li-
turgical discourse, as well as in the visual setting of the huge spatial quin-

8 According to Majeska, it is most likely that the dome of the church was covered in gold, pos-
sibly mosaic, which would make the sanctuary shine “like the sun” (Majeska G. Russian
Travellers to Constantinople in the Fourteenth and Fifteenth Centuries / Dumbarton Oaks
Studies, XIX. Dumbarton Oaks Library and Collection, Washington, D. C.: 1984, p. 291.

% John II Komnenos dedicates his monastery to God, and together with it, he brings the choir
of the monks (yopOv ackntikov), a precious gathering of monks to praise God (Gautier, Le
typkon du Christ Sauveur Pantocrator, p. 28-29). See also: The Alexiad of Anna Comnena
/ Trans. E. R. A. Sewter. Harmondsworth: Penguin, 1969. Book XV ix, 500.

3% In her prooimion at the beginning of the fypikon, the Empress invokes the choirs of angels
in hope that they will present the Virgin her gratitude as well as the nones of the monastery
who devoted their life to the ascetic life (Gautier, Le typikon de la Théotokos Kécharito-
méne, p. 24-25).
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cunx’'. But in order to grasp the full complexity of this image, one more
thing about the principle of divine imitation which governed that space
needs to be noted.

XOPOZ, QUINCUNX, AND THE IMPERIAL CROWN

The aspiration to imitate the divine order and to relate to the universal
Ruler should be applied to the emperor himself, and this idea is made clear
throughout both imperial #ypika. As Doukina herself states in her #ypikon,
the Kecharitomene foundation is a gift in exchange to the merciful and
plentiful gifts offered to her by God. The church is the likeness of the di-
vine creation, offered as an imitative gesture of the divine gift: “imitating
and copying the condescension and humility of the Word, I myself have
built for you, the mother of Word, a holy temple from those who are
around us and are of our kind for you™* This idea presented by the Em-
press is, in fact, the principle that governs the Komnenian sacred space,
where the emperor and the Empress call themselves basileus and basi-
lissa®, in the likeness of the heavenly rulers. Pantokrator means All
Ruler*. Its embodiment in the imperial foundation could be interpreted as
an imitative gesture to reflect the divine rulership on earth. As a reflection
of divine likeness, power is once again bound to the yop6¢ and its quincunx
projection on the floor of Pantokrator. The centre of the quincunx, origi-
nally an immense Egyptian onyx, red porphyry in the Byzantine tradition,
marked the position on which the sovereign was crowned (fig. 11). Al-
though perhaps the coronation of John II took place at the reserved place
for such celebrations at Hagia Sophia on the omphalos of the quincunx, the
same idea seems, however, to be emulated in the imperial church of Pan-
tokrator, yet rephrased hierotopically. One must consider the insistence
with which the #ypikon instructs the specific celebration of the emperor at
the pannychis with the exclusive chanting of the psalm 20 (21), reserved
for the emperor John II while he was alive®. Psalm 20 (21) is the trium-

31 n architecture, a quincuncial plan is defined as a “cross-in-square”, cross-inscribed, croix in-
scrite; a structure divided into nine bays, the centre bay a large square, the corner bays small
squares, the remaining four bays rectangular; the centre bay, resting on four columns, is domed,
the corner bays are either domed or groin-vaulted, the rectangular bays are barrel-vaulted (Krau-
theimer R. Early Christian and Byzantine Architecture. Baltimore: Penguin, 1965, p. 536.

32 Gautier P. Le typikon de la Théotokos Kécharitdméné, 22.

33 In the typikon of the Kecharitomene monastery, this parallel between the Virgin (dmévtmv
BaciMoca) (Gautier 27) and the Empress Irene (g faciieiog pov) (Gautier 33) is drawn.

3* Matthews J. T. The Byzantine Use of the Title Pantocrator // OCP 44 (1978) , p. 444.

33 Unlike the Kecharitomene fypikon, the Pantokrator fypikon prescribes the singing of the
Psalm 20 exclusively for John II Komnenos, but it allows for the emperors who are alive at
the time to be celebrated with Psalm 19.
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phant royal psalm of David, which celebrates the power of the emperor and
his courageous deeds in the battles. Therefore, this is a psalm of thanks-
giving for his many victories upon enemies. John Il was a campaigning
emperor, and this is suggested in the imperial mythological iconography on
the floor of Pantokrator (Samson cycle, the mythological beasts, birds,
etc.); and such iconography might have decorated the imperial costume as
well, like in the choral patterns of the costume of Alexios Dukas V
(fig. 12). Paramount for this research is the third verse of the Psalm 20:
“Thou settest a crown of pure gold on his head”, which suggests a divine
reward and is perhaps visualized in the space of Pantokrator by the huge
corona or crown-like yopdc. There is no archaeological evidence to support
this supposition, except the striking similarity between the royal crown and
the appearance of the only available yopot we have as early as the four-
teenth century from Serbia and Athos, dominating the space with their
wide corona. This supposition is based also on the particular interest the
Emperor Alexios I took in the shape of the imperial crown, which he fi-
nally changed, so that the new stone-encrusted diadem was shaped like a
half-sphere (episphairématos)’®. In literal translation, this means “that
which was contiguous (epi) to the sphere (sphairoma)”, which makes it
strikingly similar to the vault of heaven and the dome. Clusters of pearls
and precious stones hung down. But while all this might be mere supposi-
tion, the fact that the same psalm was sung during the ceremony of the
raising of the emperor on the shield on the imperial coronation, could have
been, no doubt, documented®’. Its representation exists in a series of manu-
scripts and, even if the ceremony has fallen out of use, it no doubt re-
mained in the Byzantine imaginary. The Chludov Psalter from the ninth
century illustrates Psalm 20 (21) with the ceremony of the raising on the
shield (see the tondo of John II) of Hezekiah king of Juda (fig. 13).

In this complex liturgical and visual discourse of the Komnenian
Hierotopy, yopd¢g might have been no doubt a powerful element. It might
have been perhaps a figure of the imperial crown, a sign of reward in bat-
tles, as well as an aspiration for the heavenly reward yet to come. As sug-
gested by the typika, the divine imitation was an ongoing process, con-
stantly to be undertaken in the liturgy, as well as in the charitable or
philanthropic acts of the emperor. Indeed, the whole Pantokrator project
should be connected to the philanthropic idea, Pantokrator and Philanthro-
pos being interchangeable concepts. Since late antiquity, philanthropos

36 The Alexiad of Anna Comnena / Trans. E. R. A. Sewter. Harmondsworth: Penguin, 1969.
Book III, p. 111.

37 The fact that the same line is engraved on a set of crowns from the tenth century makes one
speculate that the psalm might have been used for coronation.



156 Nicoletta Isar

was a chief quality that could make man truly godlike (6poioig tOv 0g6v)*®.
As we have seen, the aspiration to imitate the divine ruler was for the
Komnenian family a liturgical precept and a principle®. The principle was
the prime instant (Qpa) of creation that was light (pwtog dp&dpda). The
Komnenian Hierotopy was the place of this theophany, the spatial icon of
Time. Xopo6g was the means by which this cosmological moment was cap-
tured in light; it was a performative image of the Christian Eunomia. Sus-
pended midway between the dome and the ground, it marked the centre of
the quincunctial earthly cosmos ruled by its philanthropic emperor, imagin-
ing himself on direct line with the image of the heavenly ruler. The impe-
rial numismatics also shows the labarum quincunx as a projection of the
ideal cosmos, an imperial aspiration to the divine likeness™.

Huxonerra HUcap
University of Copenhagen

VMIIEPATOPCKUI XOPOC:
[TPOCTPAHCTBEHHAS UKOHA KAK OTPAJKEHUE BEUHOCTU

B cBoeil cratbe «Xopoc cBeTa», mocBsiieHHON 114 craHiam mosMbl
[TaBma CuyieHnmapusi 0 IEPKOBHOM OCBEIEHHUH, S OMpPEIeNniIa «XOpoc»
(xopdc) kak 0a30BOE MOHATHE ICTSTUKH CBeTa B mpoctpancTBe CBsaroit Co-
¢un KoHCTaHTHHOTOMLCKOH. XO0pOC, CBAMICHHOE KPYTOBOE NBIKEHUE, OBI-
JIO HICTOYHHKOM CB€TAa U CHUAHMA, a TAKKEC CBCTA KaK CHAHUS, 3alIOJTHABIICTO
BCE MPOCTPAHCTBO HMMIIEPATOPCKON LEPKBU U OMPEICNISBIICTO BU3yalbHOE
BOCTIPUSITHE KOHCTAHTUHOIIOIBCKOTO 3PUTETIS.

38 The aspiration to imitate the divine ruler is implicit in the name of the joint foundation of the
Empress: Philanthropos. It evokes the old theme of the imperial philanthropia, where the at-
tribute philanthropos has been perceived, since late antiquity, as the only ground quality
which could make man truly godlike. For the idea of the emperor akin to God (Opoicig TOvV
0ebv) as a justification of his reign in the fourth century see MacCormack S. G. Art and Cere-
mony in Late Antiquity. University of California Press: 1981. 206ff; and Downey G. Philan-
thropia in Religion and Statecraft in the 4" ¢. // Historia 4, 1955, p. 199-208.

39 Philanthropos is also the name of the joint foundation of the Empress, now lost, which
shows a consistent concern of the Komnenian emperors.

42 Moreover, the quincunx and the imperial power are associated in numismatic iconography,
which relates the divine power and the earthly imperial power. Thus, on an imperial hista-
menon (fig. 14) from the time of the Komnenos, one could see the image of Christ with a
cruciger humn (Latin globus cruciger, “cross-bearing orb”) perused trice by the quincunx,
on one side; and the image of the Byzantine emperor, on the reverse, holding the labarum
decorated by the same pattern of quincunx. The quincunctial labarum carried by the em-
peror is a projection of the ideal cosmos, an imperial aspiration to the divine likeness, ex-
pressed in the ray of light.
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Kyna >xe mencst 1ot xopoc? UTo ciayduinock ¢ TaHIIEM CBETa U €T0 CHsI-
Huem? [lanHas paboTa mpeacTaBiseT cOOOH MOMBITKY OTBETUTH Ha BOIPOC,
KOTJIa ¥ TI0OYeMy XOpOC BHOBb BO3HWK B BH3aHTHHCKOH MPaKTHKE rmociie 0o-
Jiee 4eM IISITH BeKOB 3a0BeHus. Kak U B paHHEBU3aHTHIICKON TpajWLIuH, XO-
poc MosIBIIAETCS B UMIIEPCKOM KoHTekcTe. B Monameckom Tunukone Kowm-
HUHOBCKOH 3moxu (YcraB moHacTeipst [laHTOKpaTOpa) ommchIBaeTcs, Kak
MIPOBOJUTH BEIMUYECTBEHHYIO LIEPEMOHHIO CBETOBO3XKHUraHus. Ho, B oTnuune
ot BpeMeH FOcTuHMaHa, Kora MOHATHE «XOPOC) CYLIECTBOBAIO B Oolee ab-
CTPaKTHOM (PHIOCO(CKOM M MIOATHYECKOM KOHTEKCTE, KOMHUHOBCKHI XOPOC
OBLT BBEJICH B JINTYPTHUECKYIO MPAKTUKy MOHACTHIPEH Kak crierupuaecKuit
OCBETHUTENbHBII MpHuOop. ITO, HECOMHEHHO, CTaJI0 BaKHBIM M3MEHEHHEM B
HCTOPUU SIBICHHUS, U MOCIEACTBUS 3TOO U3MEHEHUS BCE €ILE OCTAIOTCS HE
uccienoBaHHbMA. OHAKO MBI BHOBb CTaJIKMBA€MCS CO 3HAKOMOM Mpobie-
MOIf: HE COXPaHMJIOCh HHKAKUX CJIEJOB MaTepUaNbHOTO NpeaMeTa, BOILIO-
IIABILIET0 MOHATHE XOPOC.

Ero onucanue B Tunukone moHacteipsa Ilantokparopa 1136 r. Becbma
JTAKOHWYHO, MOKHO TI0JIaraTh, 9YTO Ha TOT MOMEHT TpaaWIus ObLIa KUBa U
He HY’)KJaJlach B pa3bsCHEHUAX. Bce, 4YTO MOXKHO MOHSTH U3 ATOI0 UCTOYHH-
Ka: NPOCTPAaHCTBO KyIloJia uMmrepaTopckoi uepksu Ilantokparopa npu Ho-
anHe 11 KomamHe ObUT0 yKpalIeHo 3010Toi Mo3aukoi ¢ oopasom IlanTokpa-
TOpa, a IO HUM BHUCEN KpyTield xopoc. Ho ecian pockomHas Mo3aMka He
JIOLIUIa IO HAIIUX JIHEH, TO MOoJ MOoJ HEeKOTJa BUCEBIIMM TaM XOPOCOM CO-
XpaHWICA W HEeIaBHO ObUT OTPECTaBPHPOBAH — PACKPHITA BIIEYATIISIOIAS
MO3aHKa, BBIMIOJHEHHAs B TEXHUKE opus sectile (MHKpycTanus U3 pasHO-
LBETHOrO KaMmHsd). [IpocTpaHCTBO MOJ XOpPOCOM 3aHHUMAET IIEHTPaJIbHBIN
JIUCK C MATUJIONACTHOM KOMIIO3ULMEH, BBUIOKEHHOHM Ha moiy. DTa KOMIIO-
3L IENATCS Ha 9 KBaIpaToB; OOKOBBIE MAaHENH BKIIOYAIOT KPYTH U3 TIOP-
¢dupa 1 3eNCHOBATOTO CEPIICHTHHA, OOpaMJICHHBIE TPOIHO JICHTOH U3 LBET-
HOTO Mpamopa. OTH KpPyrH BXOIST B ISTWIONACTHYIO CTPYKTYpY
KOMITO3ULIMK. B mepeMpIukax BOKPYT KaKJIOro Kpyra IPHCYTCTBYET BUTOMH
OpHAMEHT, 3aIOJIHCHHBIH NTUIAMH, KUBOTHBIMH ¥ MH(OJIOTUIECKUMH CY-
mecTBaMy. BonbInoil Auck OKpyXeH H300pakeHHsIMHA 3HAKOB 301MaKa M
nepcoHu(UKaAMsIMH BpeMeH Toaa. K BOCTOKY y BXOAa B BUMY BBUIOXKEH
ere OMuH OOJNBINONW TUCK, OOpaMJICHHBIA clieHaMu w3 ku3Hu CamcoHa.
CLeHBbI 0XOTHI U CENbCKUX paboT 3aloHSAIOT MaHeNH, a Ha JICHTaX U300pa-
JKEHBI 3eMHBIE 1 MOPCKHE OOUTATEIH.

LenTp msaTHIOMACTHOW KOMITO3WITMH IO XOPOCOM HECOMHEHHO OBLIT
3HAYUTEIHHBIM 10 CMBICIIY B HEPOTOMHMYECKOM 3aMbICII€ OPTaHU3aLUHU TIPO-
cTpaHcTBa Xpama IlaHTOKpaTopa M Hambollee CBAIIEHHON YacThIO XOpEeo-
rpadgun. B cmoXKHOM JTUTYPrUYecKOM W BH3YaJIbHOM IHCcKypce KoMHHMHOB-
CKOIl MEpOTONMHUHU XOpoc, 0e3 COMHEHHS, SABJSICA MOUIHBIM CTPYKTYpPHBIM
3JIeMEeHTOM. BeposTHO, OH 0003HaYal HMIIEPATOPCKYIO KOPOHY, ObLI 3HAKOM
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BOCHHBIX M00ex u oOellanueM rpsayiiedi Harpaipl Ha HeOecax. CoryiacHO
TunukoHy, nogpaxanue bory OBIJIO MOCTOSHHBIM IEHCTBOM, COBEpILAIO-
IIMMCSI BO BpeMs KaKJOU JINTYPruy, a TAKKE B aKTax OJarOTBOPUTEIILHOCTH
1 GUITaHTPOIHNH CO CTOPOHBI uMMepaTopa. COOCTBEHHO TOBOpSI, BECh IIPOEKT
MO CO37aHuI0 MOHAcThIps [laHnTOoKpaTopa OBLT CBS3aH ¢ PUIAHTPONMUIECKOM
uneeil: [lantokpaTop u OunaHTpon — MOHATUS B3auMocBsi3aHHbIe. Co Bpe-
MEH TO3/IHEH aHTUYHOCTH TaKOe KaueCTBO KaK «(PHIaHTPONHS» CUMTAIOCH
OJTHOM W3 TJIABHBIX OOTOMOMOOHBIX uepT (Opoicilg tOv OBgdv). Crpemienue
NoJpakaTb OOYKECTBEHHOMY NpaBUTENIO ObUIO Ui AvHAcTUM KoMHHHOB
JUTYPrU4eCKUM IPAaBUIOM M NPUHLUIOM. DTOT NPUHLUI ObUI IEPBOIPU-
quHOU (2pa) coTBOpeHUs cBeTa (PMTOg ApE®UOa). KoMHMHOBCKas Hepo-
Tomusl OblIa TMOJYMHEHA Hee TeopaHWW U CO3JAHUIO0 MPOCTPAHCTBEHHON
uKOoHbI Bpemenu. Xopoc ciyXun CpeacTBOM MPEeBpaIleHHs] KOCMOJIOTHYe-
CKOT'O MOMEHTA B CBET; OH OBLI IepGOpMaTUBHEIM 00pa3oM XPHUCTHAHCKOMH
EBnomun (bnaroro 3akonomnopsnka). IloaBerienHslii Ha cepenrnHe BBICOTHI
MEXAY KYIMOJIOM U MOJIOM, XOPOC MapKHPOBAN IIEHTP MATUYACTHOTO 3€MHO-
ro KOCMOcCa, YIPaBIsIeMOro HMIEpaTopoM-(HIAHTPOIIOM, KOTOPBIA BHIAEN
ceOs Ha OJNHOW JIMHUM TO BEPTHUKAIM ¢ 00pa3oM HEOECHOrO NpaBUTENS B
cBofe. JlaHHBIE HYMHM3MAaTHKH TarKXe IIO3BOJIIIOT TPaKToOBaTh labarum
quincunx (ISATWIACTHUK) KaK MPOEKLHUIO HICaIbHOTO KOCMOCA, CTPEMIICHHUE
uMITepaTopa K 00romnooouro.

OnHako Bce, YTO MBI MOYKEM BOCCTAHOBHTH U3 OBUIOTO BEIMYECTBEHHO-
o IefiCTBa B UMIIEPATOPCKOMN LIEPKBH, 3TO JIMIIb CiIeAbl Ha nony. [lsTunomna-
CTHas KOMIIO3MIIUS IOl KyIlojioM nepkBu IlaHTokpaTopa — TeHb (KOHTp-
00pa3) Toro, 4To OBUIO HEKOTa )KUBOW CXEMOW, XopeorpaduuecKon 3aru-
ChIO TaHIIa KOMHHHOBCKOH KOW®Via. DT0 ObLT YOPOV AGKNTIKOV (acKeTHYe-
CKHUI1 XOpOC) MOHACTHIPS, a TAK)KE UMIIEPATOPCKHH XOPOC B T€ BpeMeHa, KO-
r7ia IPeANPUHUMAIINCH MONBITKH BO3POAUTH KJIacCHYEcKoe o0pa3oBaHME, a
KJIACCUKOB aHTHYHOCTH €II¢ YHTAIU, KOMMEHTHPOBAJH, AAXKE IOJPaXKalu
uM. [Ipumep Tomy — mponor THNHKOHA, U300MIYIOMMHA IaTOHUYECKUMH
TEPMUHAMH; CUMTACTCS, YTO OH ObUI cocTaBiieH nmneparpuueil WpuHoi.
Moro M CIy4uThCS, YTO HUMIEPCKOE MBIIUICHHE HMIIEPATPUIBI U €CTh
TJIaBHass TPUYMHA BO30OHOBIICHHMS 3TOTO CBETOBOTO MNpa3HECTBA M 4TO
MMEHHO OHa CTajla HCTOYHMKOM BIOXHOBEHHS ChIHA-UMIIEPATOpa, KOTOPBIH
IPUHSUL pelieHHe O BO3BpauleHun xopoca? KoHEYHO, 3TO pUTOPHYECKUI
BOIMPOC, HO OH MpPEJIoJiaraeT MOUCKU OTBETa. A TaKUM OTBETOM MOJXKET
CTaTh NPUBEICHHOE 3[IE€Ch PACCYKICHHE.
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2. The monastery of Pantocrator (Zeyrek Kilise Camii),
eastern exterior, ¢. 11201136, Istanbul.
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3. Istanbul, Pantocrator, Zeyrek Camii, plan of the south and central churches,
showing the disposition of the opus sectile floor. R. Ousterhout, based on Megaw
(N. Necipoglu ed., Byzantine Constantinople: Monuments, Topography and
Everyday Life)

4. Floor of the south church with quincunx, before restoration, looking east
(R. Ousterhout, in Necipoglu ed., Byzantine Constantinople)
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5. The disk with the zodiac at the west
(R. Ousterhout, in Necipoglu ed., Byzantine Constantinople)

6. The disk with the life of Samson at the east
(R. Ousterhout, in Necipoglu ed., Byzantine Constantinople)
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7. Helios mosaic, synagogue Hamath Tiberias, c. 4™ cent.
CE, Israel. Sol Invictus-Christus

: T e s : :
8. Roman Mosaic of the Four Seasons taken from Villa Zliten at Leptis Magna,
and now displayed in the Jamahiriya Museum, Tripoli.
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9. Dypthic calendar with the twelve feasts of the year —
the monastery of Xylourgos 1143

. e
-

10. Hypothetical reconstruction of the choros from Pantocrator.
Hexadecagon — the reconstruction of the configuration
of the choros from Pantocrator (similar to the horai-zodiac)
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11. The omphalion of red porphyry which marks the place
where the emperor was crowned. Hagia Sophia in Constantinople
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12. Emperor Alexios V Dukas Murtzuphlos with costumes with circular patters.
Hist. gr. 53, folio 291v.
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: : b 2
13. Imperial coronation — the raising on the shield (Chludov Psalter 9th c.)

14. Imperial histamena with quincunx
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