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(v, mpenMyIIeCTBEHHO B BU3AHTHICKO-IPEBHEPYCCKOM Tpa UL
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TPU MOHYMEHTAJIBHBIX COOpHHUKA cTaTelt: « epoTonus orHs U CBETa B
KyJbType BusaHtuiickoro mupa» (M., 2013), «Cssaras Bona B ueporo-
MU ¥ MKoHOrpaduu xpuctuanckoro mupay (M., 2017) u «eporomnus
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Hamm uccnenoBanust NOCIeHUX JIET TIOKA3aJH, YTO B BU3AHTHUII-
CKOM MCKYCCTBE CO3HATENIBHO CO3JABAINCH «IIPOCTPAHCTBEHHbIE
WKOHBI», BO3HUKaBIIME B Bo3ayxe kak Hekue oOpas3bl-BUICHUS,
CBOETO POZIA IIOCPETHUKH [IPH NIEPEXOJIE 3PUTENA-MOIISLIETOCS U3
3eMHOU peabHOCTH B HeOecHyo'. OHM UMenH 0c000€ 3HAUYCHHE
B IIPOCTPAHCTBE Xpama, IOHUMABILETOCS, 10 CJIOBAM BU3AHTHUII-
CKUX JIUTYPTUYECKHX TOJKOBAHMM, KaK 3puMbIii 00pa3 «I{apctpa
HebecHoro Ha 3emie».

Bo3znyx ctaHoBuIICS BaKHEHIIMM SIIEMEHTOM B (DOPMHUPOBAHUH
CAaKpaJIbHOM Cpellbl U BMECTE CO CIIOXKHOM JpaMaTryprueil ceera
00pa30BBIBAJl HECYIIYIO OCHOBY BH3aHTHHCKOM MPOCTPAHCTBEH-
HOIi MKoHBI. Kak Ob110 TI0Ka3aHO paHee, BaXKHBIM aCTIEKTOM 3TOM
BO3/IYIIHOM CBETO-TPOCTPAHCTBEHHOW KOMIIO3UIIUHU OblIa TeMa
BpAILCHHUS, CBSI3aHHAS, 110 HAIIIEH TUIOTE3€, C TEMOI CXOMKICHHUS
Hebecnoro Uepycannma B KOHIE BpeMeH’,

B Hacrosmeit pabore BHUMaHUE Oy/ieT COCPENOTOUEHO Ha 00-
pase Ceersimerocst oonaka — 3¢¢ekre, CO3HATETLHO CO3IaBaB-
memcs B Kynone «Bemukoit iepkin» Cohun KoncranTiHHOMONb-
ckoii (u1. 1), a Takke, Kak TIOKa3bIBAIOT MTOCIICAHNE UCCIICTOBAHNUS
HNaxoBa [Toramuanoca, B Kymonax MHOTUX IPYTUX BU3aHTUHCKUX
xpamoB*. BaxHo, 4T0 00J1aK0 HAXOUIOCH B HEMPEPHIBHOM JIBH-
KEHHH €XKECEKyHIHO MeHstonerocs ceeta (ui. 2). HeBeposTHo
CJIO)KHO OpTaHU30BaHHbII €CTECTBEHHBIN 1 HCKYCCTBEHHBIH CBET
Urpall ONPEIENIONIYI0 PONb B IIPOCTPAHCTBE 3TOTO OTPOMHOTO
xpama. He cryuaitHo ummneparop KOcTuHuaH mpuriacun ajis Bo-
IUTOIICHHUS CBOETO 3aMbICIa He TPO(EeCCHOHANBHBIX CTPOUTEIEH,
a IBYX BBIIAIOIINXCS MHKEHEPOB-OMTHKOB CBOCTO BPEMEHH: AH-

Kasoo — Jlokca — Cnasa Boowcus
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The performative architecture. St. Sophia in Constantinople.

6th century
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¢umus w3 Tpamnn u Ucunopa u3 Munera. CoBpeMEHHHUK CTpO-
urenbcTBa [Ipokonnii Kecapuiickuii crienuanbHO NOAYEPKUBAI
3Ty YHHKAJbHYIO CBETOBYIO MPHPOY: XpaM «HATOJTHEH CBETOM
¥ Jy4amu coiHLa. MoHO ObL10 Obl CKa3aTh, YTO MECTO 3TO HE
M3BHE OCBELIACTCS CONHIIEM, HO 4TO Oneck (cusHue. — A. JI.)
pOXZaeTcs B HEM CaMOM: TaKO€ KOJIMYECTBO CBETa PaclpocTpa-
Hsercs B 3ToM xpame» (O nocrpoiikax. I, 29-30).

OnyH 13 caMbIX 3aBOPAKUBAIOMINX YP(PEKTOB BOSHUKAI B 3TOM
Xpame Ho4bt0. OTKOCHI COPOKA OKOH LIEHTPAJIBHOTO KyIOa, Bbl-

Kasoo — JJokca — Cunasa Boocus
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JIO)KEHHBIE 30JI0TOM M CepeOpsTHOM MO3aMKOM, CIYXKUIIH CBOETO
pona pedekTopamu, OTpaXkKaBIIMMHU CBET JTyHBI M 3BE3]] M CO3/1a-
BaBIIMMHE 3P (HEKT CBETOBOTO 00J1aKa, OCBEIIABIIETO XpaM B HOUH
¥ 3pMMO BOTUIOIIABINIETO MICK CBETOBOTO 00NaKa ClaBbl, B 00-
pase KOTOPOH, COTTacCHO OMOIEHCKON TPaIUIiHy, B MUP SBJISETCS
HEBUJIMMBIN 1 BceMorymui bor.

Ha Hamm B3rsi, ”MEHHO 3Ty BOKHEHIITYIO U0 OTDKHO OBLIO
BOILIOTUTH CBETOBOE 00mako B xpame Cesartoit Coduu. Cynst mo
BCEMY, OHO BOCXOIOMT K JPEBHEHIIEMY HYyACO-XPHCTHAHCKOMY
MKOHHOMY TIepBO00pa3y CHSIOIIETO W OTHEHHOTO 00naka, B KO-
TopoM bor sBiseT celst MomsM 1 0 KOTOPOM CONIEPKATCS MHOTO-
YHCIICHHBIC CBUICTENHCTBA Kak B BeTxom, Tak u B HoBoMm 3aBere.
WNmenno B HeM bor sisercs Moucero Ha Cunaiickoit rope, a 1o-
TOM OHO BO3HHKAET B BUJIE CIIETISMIETO CUsIHISA B MOMEHT [Ipeod-
paxenns [ocrogns. 3HaMeHaTENbHO, YTO 3TOT 00pas3, Ha3bIBAB-
mmiics Ha apeBHeeBpeiickoMm KABO/I, mo-rpeuecku JJOKCA, Ha
nepkoBHo-ciaBsiHckoM CIIABA BOXH S, ne Hapyman Bropyro
3aroBe/ib, MPeCTaBIss 00pa3 boxuil BU3yaabHO, HO HE MaTepH-
aTbHO-(UTYPATHUBHO.

KaBon kak cusromiee 001ak0, KOTOPO€ KIMEHOBAJIOCH «CIIaBOM
locogueny, ynomuHaercs B [I9THKHMKUM MHOTOKpATHO, 4a-
CTO B CBA3M CO CKMHUEHW, KaK, Hanpumep, B kHure Mcxox: «A
TIOKPBLTO 00J1aK0 CKMHHIO cOOpaHus, U cnaBa ['ocromHs Hamon-
HWJIa CKHHHIO; U HE MOT Mowucell BOWTH B CKMHHIO COOpaHus,
MOTOMY 9TO OCEHsIO ee 00iako, u ciaBa [0CcHogHs HAMONHS-
na ckuHmio. Korma momHMManock 00Mako OT CKUHWH, TOTAA
OTIIPABJSUIUCH B MYTh CHIHBI M3pamiieBsl BO BCE MyTEIIECTBUE
CBOE; €CITH K€ HE TIOJHUMAIOCh 00JIaKo, TO M OHU HE OTIPAaB-
JIAUTACH B MyTh, JIOKOJIE OHO HE MOJHUMAIOCh, n00 obmako [o-
CTIO/THE CTOSIIO HAJl CKHHUEIO THEM, ¥ OTOHB OBLT HOYBIO B HEH
e I1a3aMu Beero jgoMa M3pawnieBa Bo BCE MyTEIIECTBUE UX»
(Mcx 40: 34-38). Customiee 001aKo C1aBBI SBISAETCS KaK HEKOE
BuaeHue: «M koraa roBopii AapoH Ko BceMy 00IIEeCTBY CHIHOB
W3panneBbix, T0O OHU OTISHYJUCH K MYCTHIHE, U BOT, c1asa 1 o-
cnoons asunacwy 6 oonaxe (Mcx 16: 10)... U comen 'ocmoxas B
obnaxe, 1 OCTAaHOBUIICS TaM OIIM3 HETO, U MPOBO3ITIACKI MMS
Herose» (Mcx 34: 5).

HecomHeHHO, caMoil BaxkHOM Teodanuen ObLT pacckas 0 BOC-
xoxieHnn Ha ropy CuHaii ¥ nomydeHnn Mowuceem ckprxanei
3aBera: «M ckazan ['ocnons Moucero: B30l k0o MHe Ha ropy u
Oyzb Tam; 1 1aM TeOe CKprKaii KaMEHHBIE, ¥ 3aKOH U 3aTI0BEIH,
KoTopble S Hammcan i HaydeHus ux... M B3omen Mowucei Ha

Kasoo — Jlokca — Cnasa Boowcus
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TOpY, ¥ TIOKPBLUIO 0051aKo Topy, 1 crnaBa [ocmomHs oceHuta ropy
CuHaii; 1 nokpwieano ee obnaxko MeCTh THEH, a B CEABMOMN JICHb
[Tocmozs | Bo33Bas kK Mowmcero u3 cpesibl obnaka. Buj ke ciaBbl
['ocnonHeld Ha BepIIMHE TOPHI OBUT MPE] TNIa3aMu CHIHOB M3pa-
WIEBBIX, KaK OTOHb NOsJaroIMil. Moucen BCTyNMI B CPEAUHY
o0maka ¥ B3omIeN Ha Topy; u ObLT Mowmcelt Ha rope COpoK JHEH U
copok Houei» (Mcx 24: 12-18).

Tomoc customero o6maka ciaBbl, B KOTOPOE MOKET BOMTH TIpa-
BE/IHHK, TIEPEXOTUT B XPUCTUAHCKYIO Tpaauimio (ui. 3). Pac-
cka3 o Teodanny Ha CHHAE HE3PUMO MPUCYTCTBYET B ONMCAHUH
BaXHEWIIEro eBaHrensckoro borosenenus — [Ipeodpaxenus
T'ocionust Ha rope ®asop: Xpucroc, «B3saB Ilerpa, MoanHa u
NakoBa, B3omen OH Ha ropy nomonuthes. M korma mMomuics,
By juia Ero w3menwmics, u oxexaa Ero caenamace 0enoro,
omacraromero. M Bot, 1Ba Myxa OecenoBanu ¢ Hum, koTopsie
Obutn Mowuceit 1 Vs, SBUBIIKCH BO CllaBe, OHM TOBOPHIIH 00
ucxozne Ero, xoropeii Emy Hamnexano cosepmmts B Hepyca-
mume... Korma e oH TOBOPHI 3TO, A6UL0Ch 001aKO U OCEHULO0
UX, U yCmpawunucs, koeoda eouiiu 8 oonako. M ovin uz obraka
anac, enazonowui: Cei ectb CoiH Mot Bosnmrobnennsiit, Ero
cinymraiite. Korma Obu1 mmac ce#, ocrancs Wucyc omua» (JIk
9:28-36) (kypcuB mMoit. — 4. JI.).

B HOBO3aBeTHOW Tpaaumuu 0ONAKO CJIaBbI, TOJYYUBIIECE B
XPUCTHAHCTBE UMEHOBaHMUE 0okca (Tped. 60&n), kak B Centya-
TUHTE TIEPEBENHN IPEBHEEBPEUCKOE KA800, TOTIOMHACTCS aHTPO-
nomopdueM 00pa3om CeiHa Yenmoseueckoro — Xpucra, Bro-
poro Jluna Ceatoil Tpowuiisl, BOMIOTUBILETOCS U MPOKUBIIETO
3eMHYIO XKU3Hb. SIpKOoe BUICHNE HAXOMUM B ATIOKAJIUTICHCE —
OrkpoBenun Moanna borocnosa: «W B3mIsHYN s, U BOT CBET-
noe 001ako, 1 Ha obnmake cuaut momo0HbIH CeiHy YenoBedecko-
My; Ha TOJIOBE €T0 30JI0TOM BEHEIl, M B PyKe €T0 OCTPHIN CEpI»
(Otxp 14:14).

B pannexpucTHaHCKOW WKOHOTpadWH MBI BHIAUM COBME-
IMEHNEe M300paKCHUS CHUSIOINX OTHEHHBIX 00JaKoB M 00pasa
Xpucra. SApkuit npumep parot mo3auku Canra Mapus Majxo-
pe B Pume Havanma V B. ¢ mogpoOHBIMU OMOICHCKUM IIUKIIOM,
PACIIONIOKEHHBIM BIIOJIb CTEH Oaswimuku, — Oonee yem B 20
CLICHAaX MPHUCYTCTBYET M300paxkeHNe OOKECTBEHHOTO 00NaKa’.
Mo3auku TO3BOJSIOT 3aMETUTH €IIe OMH TMPOIECC, YPE3BHI-
YaifHO BaXXHBIM JJISI XPUCTHAHCKOW MKOHOTpaduH: Kak o0pa3
CUSIOMUX 0071aK0B TpaHC(HOPMUPYETCS B CBETOBOM OpeoI, KO-
TOPHI Tarkke 0003HaUYaeT O0XKECTBEHHYIO Mpupoxy. B cuene

Kasoo — Jlokca — Cuaea Boocusn
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Tpu o6pasza boscecmeennnoeo ceema 6 cyene «locmenpuumcmeo Aspaamay
6 mosauxax Canma Mapust Madocope 6 Puwe,

V gex

Three images of the Divine light in the Hospitality of Abraham,
a mosaic of Santa Maria Maggiore in Rome.
Sth century
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Teopanus. Mozauxa armaphoi
ancuowl basunuxu

Cs6. Kozbmbl

u Jlamuana.Pum, VI 6.

The Theophanie. A mosaic
of altar apse of the Cosma
and Damian basilica
in Rome, 6th century
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«['ocrenpunmcTBO ABpaaMoOBO» B BEPXHEH YacTH CLEHBI, I7iE
M300paXKEHO SBICHHE TPEX AHTENO0B, CHMBOIMYECKHU MPE/ICTaB-
nstomux Ceatyto Tpouiry, ucronb3oBanbl 00a nkoHorpaduye-
CKMX MOTHBA: OTHEHHbIE 00Jlaka U «001aKo0Opa3HbIN» Opeo
CBETa BOKPYT LIEHTPAJIbHOrO aHrena (ui. 4). IarepecHo, 4to B
3Ty CHCTEMY CBETOBBIX CHMBOJIOB BKIIOUAETCS U 30J0TOH (OH,
KOTOPBIH MOSABISIETCSA TONBKO 32 (UIypaMu TPeX aHresloB, BOC-
CelAIoLINX Ha CTOJIOM, — HPSAMOE YKa3aHUE Ha UX 00KECTBEH-
HYIO IPUPOLY.

B panHux nporpammax V-VI BB. 4acTo HCHOIB3YHOTCS
BCE TPH «CBETOBBIE» HMKOHOrpaduuyeckue Tembl. OOpa3 ka-
800 | 0okca, oXanyi, Hanbonee BHIPa3UTENbHO MPEICTaBICH
B Mo3aukax ancuisl xpama Kospmel u Jlamuana B Pume (Ha-
vano VI B.). [loka3ana mociennss Teohpanuss — COMECTBHE C
HebOec B koH1e BpemeH Benukoro Cymun u Kocmoxpatopa. Ha
(one Xpucra B 30JI0ThIX OJICIHUAX CIaBbl H300PAKEHBI CUSIO-
e orueHHsie obnaka (ui. 5—7). KpacHslie rpo3oBbie 00aka
CO37a0T 00pa3 ropel, acconuupytomeiics kak ¢ F'opoit Cunaii
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Kak MectoM 3aBeta, Tak U ¢ ['opoit ®aBop kak mectom Ilpe-
oOpaxenus. B To ke Bpems obnaka pacmoioXeHbl Tak, 4TO
BO3HUKAET 00pa3 HEOECHOM NECTHUIIBI, TI0 KOTOPOH HUCXOAUT
Cnacutenb mupa.

OGnako cBeTa MPeBpalIaeTCs B KIACCUYECKYI0 MAaHAOPIY, YTO
ACHO mMOKa3biBaeT MkoHorpadus «lIpeoOpaxenus [ocnomns»,
JPEBHEHIINI COXPAHUBIUMICSA NPUMEP KOTOPOU MBI HAXOIUM B
MO3aHKe KOHXU aJTapHO ancubl cobopa MoHacThIps cB. Exare-
punsl Ha CuHae, 3akazanHOM umneparopoM KOcturnanom (ui. 8,
9). I'maBHOE B KOMMO3ULMU — 00pa3 OOKECTBEHHOTO CHSHUA,
MCXOIAIEro OT XpHCTa, B CTPOTOM COOTBETCTBHMH C €BAHIEIIb-
CKHM PAcCKa3oM: «d NpOocHsIo Jimue Ero kak comHue, oaexupl
xe Ero cnenanuch OensiMu kak cBet» (M 17:2)8. Cet uzobpa-
KEH B BUJIE CUHUX, TOTyOBIX U OENBIX KPYTOB, Pa3peKaronuxcs
OT LIEHTPa K KParo Opeoiia ¥ HCXOAAIIMX BOBHE PACIIMPSAIOLIUXCA
nydeit. Uctounnkom ceta siBsiercst Cam Xpuctoc, mpeodpasus-
mmiica 1 npeodpaxkaronuii mpoctpancto ropsl Gasop. B mxyxe
XPUCTHAHCKOW aHTPOIIOJIOTHH, NPUCYTCTBYIOIIME allOCTONBI HE
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TOJIBKO CO3EPIIAI0T, HO M YUAaCTBYIOT B «000KEHUI, OO «00IaKO0
CBETIIOE OCEHUIIO HX).

MHTEpecHO, YTO B MPOCTPAHCTBE CHHAWCKON OA3MIIMKH H30-
OpakKeHHBI CBET IIABHOTO MO3aMYHOTO 00pa3a COYETaeTCs C
TIOTOKOM COJTHEYHOTO CBETA, CTPYAIIETOCS U3 OKHA HAJ| allCHI0M
¥ OCEHSIONIET0, MOJ00HO aroCcToNaM, BEPYIONINX, COOPABIIHXCS
Ha yTpeHHo10 JuTypruro’ (ui. 10). CBeT n300pakeHHBIN U CBET
peanbHbIN CIMBAIOTCS B OJHO Hepasznenumoe menoe. «IIpeodpa-
KEHHE» MOKET OBITh OCMBICIEHO KaK TIPUMEP HICATbHON Hepo-
TOITMU — CO3MIAHUS CAKPAIBHOTO MPOCTPAHCTBA MOCPEACTBOM
OOXKECTBEHHOTO CBETA, KOTOPHI OT MKOHUYECKOTO 00pasa 4yzia
Ha rope DaBop eCTECTBEHHO MEPEXOAUT B KOHKPETHYIO XPaMo-
BYIO CpeJy, COTBOPEHHYIO JIFOABMHU JJIS TIPUOOIICHUS K O0xke-
CTBEHHOMY MHpY®.

7.
Obnako Crasgwl (Kabom — JJoxca). Mozauxa armapnoi ancudwt Bazunuxu Ces. Kozbmbl
u Hamuana. Pum, VI 6. @pacmenm

The Cloud of Glory (Kabot — Doxa). A mosaic of altar apse of the Cosma and Damian basilica
in Rome, 6th century. Fragment

¥ ¥ & J -
o - \ - : -,.-.-E-.“'-'""'
; v g . . gl T T
e - . -._...5 a4 . ‘éﬂ_f" s i
R - — . 't *ﬁ‘"- - B iy, gy e S
P ot & S OETEE @ g
e ; : _ e T e g E
o, M" T " ﬁ‘:’
= " - o
= e T — :
~ = e i Ww w’“ . .
" pramestig . 3 -
d L TN e Ly
s ™ =, AN
' o ‘h-‘.‘_ T e g - : o T e SR e
F " ; ~ ' :-'Ee"i'i e, - HN“"\ - ) -'WF-.—‘-F- r“.‘- t 5 i R i '
4 - ‘sl ® " & L.'ﬁ'ﬂr n.ﬂ"l.\m;, —— i e el
P v T e, Iis L 3%
6 - B |

Xpucmoc na ghone cusiowgeco obnaxa Cnagol.
Moszauxa anmapnoii ancuovl basunuxu Ces. Kosvmor u [lamuana. Pum, VI 6.

Christ and the luminous fiery cloud of the Divine Glory,
6th century
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8.

IIpeobpascenue Tocnoone.

Mosauxa anmapnou ancuovl basunuxu
Cunatickozo monacmuips. VI 6.

The Transfiguration. A mosaic of altar apse
of the Sinai basilica, 6th century

28 A. M. Jluoos
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O6pa3 uaymiero ot antaps o0naka cBeTa COXpaHseTcs B Tpa/Iu-
UM U 3HAKOM MHOTHM YYacTBOBABILKM B MIPABOCTABHBIX JIUTYP-
THUAX, KOT/Ia Yepe3 BOCTOYHOE aNTapHOE OKHO B XpaM IIPOHUKAET
YTPEHHHUH CBET, KOTOPBII yepe3 Kiyosmeecs 001aKo KaxaeHHH
BXO/IUT B MPOCTPAHCTBO Bepyromux. OIHAKO Malo KTO 3aiy-
MBIBaeTCs 00 MCTOKAX U UYACHCKOW CHMBOIMKE MPOHUCXOMIAIIe-
ro neiictea. s moHMMaHWS KOHTEKCTa IpEBHEHIIEro odpasa
«[IpeobpaskeHus» BaKHO IOMHUTH, YTO OH MOSIBHJICS y TIOHO-
xkus CHHAMCKOH TOpBI, TI€ MPOU30ILIa BaKHEWIas obiadHast
teodanus. CBeToBOE 00maKo Ha «rope boxwueir Xopus» 1 UKOHO-
rpadus MaHAOPIBI 0003HAYAIOT TPAHU OTHOTO SBJICHUS.

Baxneiimee cBHAETEILCTBO CHMBOJIMUYECKOM CBSI3M MOTHBA
MaHJIOPJIbI C OTHEHHBIM O0NaKoM — HYHEHCKHM 00pa3oM Ka-
bom | dokca, cusromiero odaaka ciabbl [0cmogHer, MbI HAXOIUM

A. M. Jluoos
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9.

Xpucmoc 6 cusiioujem opeone-marndopne. lpeobpadicenue
Tocnoone. Mosauxa armapoti ancudwl bazunuxu Cunatickozo
monacmuips. VI e.

Christ in the luminous aureole-mandorla.
The Transfiguration. A mosaic of altar apse
of the Sinai basilica, 6th century
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B paHHEH MKOHOTpaduu — B HAMOIBHOM Mo3anke V B. ¢ n3obpa-
KEHUEM aNTaps Xpama, HEaBHO MOSBUBLIEHCSA B HOBOM JKCIIO-
sunuu Jlyspa (wi. 11, 12). Ha antapHom mpectone u300paxeHo
OTHEHHOE 00J1aKo, B IIEHTPE KOTOPOIO MPEJICTABIECH CUSIOIIHI
JUCK C KpecToM. /IBa BaKHEHIIMX CHMBOJIA COEJUHEHBI B OJUH
o0pa3, mpexacranstomuid Xpucra kak Bropoe Jluno Casroii
Tpourpl, 4o SICHO MOATBEPAKIAIOT OYKBBI «adb(ay U «OMEra»
nox antapeM. HTepecHo, 4To Ha nyaelickue HCToku 00pasa yka-
3bIBAET U COBEPIIEHHO HEOOBIYHAS J€Tallb — CTBOPKU, (PIaHKH-
pyloIe KUBOPHiA, O BCeH BUIUMOCTH, BOCXOASIIME K 00pasy
Aapon-a-Kozema.

Haubonee opurunanbHblii 00pa3 obnaka cBeta, kagod / 0ok-
ca, Mbl HAXOIUM B BeJMYAiIIeM XpaMme XpUCTUAHCKOM Tpau-
uun — Cesaroit Copuu KoHcTaHTHHONONBCKOM, KOTOpast MpH-
oOpena cBOW COBPEMEHHBIN BUA B 310Xy ummneparopa HOcru-
Hua"a B 30-e . VI B. DTOT yIMBHUTENBHBI CUMBOJINYECKUN
00pa3, HaXOAUBLIMICSA B HOCTOSHHOM JIBHKEHUH, SBIISIICS Ya-
CTBIO TPAHANO3HOU «CBETONPOCTPAHCTBEHHON KOMITO3MLMN,
BKJIFOYABILEH CIOKHO OPraHU30BAHHYIO HEPAPXHIO CBETOBBIX
30H, TI0 OTHOLIEHUIO K KOTOPOH apXUTEKTYpHOE Telo Xpama
BOCIIPUHHUMAJIOCh KaK OTPOMHAas U JPAarolleHHO yKpalleHHas
obonouka. Ceituac craHoButcs AcHo, yro Cesatas Codus —
3TO HE MPOCTO BBIAAOMIECECS APXUTEKTYPHOE COOPYKEHHE, HO
BEJIMKHUI HEPOTONMYECKUM NPOEKT, TPAHANO3HAS HPOCTPAH-
CTBEHHAs MKOHA, CO3/aHHAs MOCPEICTBOM CIIOXKHEUIIEH Ipa-
MaTypruyu OTHs U cBeTa. BcmoMHMM, 4TO, HOMUMO COTHEYUHOTO
CBETA U OTHS CBETUJILHUKOB, B 3TOM JIEHCTBE Y4aCTBOBAJIU MEp-
LAKoIIee 30JI0TO MO3aUYHBIX CBOJIOB, MpaMOpHas HHKPYCTALlHA,
BBI3bIBAIOIIAs 00pa3 «CTEHbI U3 APArOLEHHbIX KaMHel» u3 OT-
kpoBenus Moanna borocnosa (Otkp 21:18-20), 6nucraromiee
30J0TO U cepedpo anrtaps, mperpasl, aMBOHa, a Takxke Oec-
YUCIIEHHBIX IUTYPTUUECKUX COCY0B. IMEHHO B 3TOM 3aMbIciie
IPOCTPAHCTBEHHON MKOHBI HEBUIUMOTO bora, co3nanHoil cBe-

Kasoo — Jlokca — Cnasa Boowcus



10.

Ceem, udywuti om anmapHoil ancuobi.

basunuxa Cunaiicko2o MOHACMbIPAL.

Cospemennoe gpomo

The light coming from the altar window at the morning liturgy
in the basilica of the Sinai monastery. Contemporary photo

TOM, HaJ0, Ha Hall B3MJIAJ, UCKaTh OOBSICHEHHE OCTaBaBIIEH-
Cs JIONr0o€ BpeMsl HEHMOHATHOW OCOOEHHOCTH — OTCYTCTBHIO
Ha cTeHax tocTuHUaHOBCKOM CBartoil Coduu (urypaTuBHbIX
IJIOCKUX M300pakeHHi, KOTOpbIE, OYEBUIHO, AUCCOHUPOBAIH
OBl C OJHOBPEMEHHO UKOHMYECKUM U MepPOpMaTHUBHBIM CBe-
TOBBIM 00pa3oM, MPOCTPaHCTBEHHOM nkoHoi Hebecnoro Ue-
pycanuma.

B 3T0M KOHTEKCTE 00paTM BHUMaHHUE Ha BaKHEHITYI0 0COOCH-
HocTh Couu KoHCTaHTHHONOBCKOM, KOTOpast OblIa BISBIEHA
¥ 0CO3HAHA JIUIIb B CAMOE TOCNe/IHEE BPeMs — KaK B HAIIUX pa-
00Tax, Tak U Tpylax HEKOTOPBIX 3apyOeKHBIX HCCIEe0BATENEH.
W3 BU3aHTHIICKHX 3K)PAcHCOB MBI y3HAaEM, UTO XpaMoOBasi cpefia
BOCIPHHUMAIIACh KK MPUHIUITHAIBHO MOBXKHAS, HAXOAIIIAst-
Cs B KPYTOBOM JIBIKEHHU U, O0Jiee TOro, Bpallaromasics.

O0pa3 «BpalaIerocs xpama» Kak HEKHil pepeH BO3HHU-
KaeT B mosTuyeckoM onucanuu CB. Copuu KoHcTaHTHHONONb-
ckoit [Tapna Cunenumapus, co3nasHoM B 563 T 110 Clly4aro BTO-
poro ocasimienust Benuxkoit Llepxen’. Tema BparneHus BO3HUKAET
B Pa3HbIX MECTax IOJHOTO SPKUX MOAPOOHOCTEN U «HAMUCaH-
HOTO C HaTyps» TekcTa. K mpumepy, npu omucaHuM anTapHOH
4acTH Xpama aBTop Bo3mamaer: «Takum oOpa3om mpocTepeB
B30p Ha BOCTOYHBIE MONYKPYXHUs, Tl YBHUAEN Obl BEYHO Kpy-
xKamreecss ayao»' (crpoda 398-399), — wunm, emie scHee, MpH
Xapaktepuctuke Kynodia: «Kymoun, Bo3qBUTHYTHIN cBEpXy B Oec-
KOHEYHBII BO3/lyX, OTOBCIOY BpaIlaeTcs Harnopooue Msya, Tak
4TO CBEpKaIoIee HeOO OKPYKAeT MOKPBITHS 31aHUsD» (CTPOdBI
489-491).

Jlonroe BpeMs uccienoBaTend OOBACHSIM 3T 00pa3bl BIie-
YaTJICHUEM OT apPXUTEKTYpPbl, B KOTOPOii, IEHCTBUTENLHO, MOTHB
TMEPETEKAIONINX, B HEKOTOPOM CMBICIIE «KPYKAIIUXCSA», JTHHUM
UIPaeT MPUHIMINAIBHO BAXKHYIO POJb, CIOCOOCTBYS 3pdexTy
JeMaTepuanu3aiui BUAUMoro oobema. OqHAKO ceifyac cTaHo-
BUTBCS ACHO, YTO MPHUYUHHO-CIIEICTBEHHAs CBA3b OblIa WHOM:

A. M. Jluoos
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11.
OeHennoe 061axo ¢ MaHOOPIOU 6HYMPU HA anmape.
Hanonvras mosauka V eexa (Oemanv). JIyep

The fiery cloud with mandorla on the altar.
The floor mosaic of the Sth century (fragment). The Louvre, Pariss
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12.
Ocnennoe 001aK0 ¢ MAHOOPION 6HYMPU HA ATMape.
Hanonvnas mozauxa V eexa. Jlyep

The fiery cloud with mandorla on the altar.
The floor mosaic of the 5th century. The Louvre, Paris

[TaBen CuneHuuapuil ONMCHIBAT «UEPOTONMYECKUH MPOEKT»
0c0o00r0 CaKkpaabHOTO MPOCTPAHCTBA, KOTOPOE CO3AABANOCh, B
TOM YHCJIE, U TCHUAIBHOM apXUTEKTYPOIL.

O mpoxyMaHHOCTH U Pa3pabOTaHHOCTU 3aMbICIA CBHACTENb-
CTBYET YCTPOMCTBO «XOPOCa» — OTPOMHOIO KPYIVIOTO CBETHJIb-
HMKa-TIaHUKAJMIA, BUCEBLIETO MOJ KYIOJIOM M CO3aBaBILETO
IpY IOMOILY TOPSIIIMX JIaMITa]] KpyT BPAaLIAOLIErocs CBETa, BTO-
PUBLIETO TaKke Bpararomemycst Kpyry u3 40 cBEeTOBBIX OKOH B
OCHOBaHHU Kymoia. Kpyr cBeTHIBHUKOB (JTaMma ) ObLT yCTaHOB-
JIEH ¥ 110 MPaMOPHOMY KapHH3Y, pa3AeNBLIEMY IPOCTPAHCTBO
Kynosia 1 Haoca. OH NO3TUYECKH CPABHUBAETCS C «OTHECBEPKa-
IOIMM» 0XKEPETBEM, KOTOPBIM «MOM CKUITPOAEPKEL NPHKpe-
MU KO BCEMY CBOAY MOMYYMBLIMH KpyrooOpazHoe IBIKCHHE
cBet» (ctpodst 867-870).
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13.
Bpawatowuecs ceemunvnuxu-nanuxaouna e npocmpancmse Cogpuu Koncmanmurononsckoi.
Pexoncmpyxyus M.-JI. @obennu

The whirling polykandelions in the inner space of Hagia Sophia.
Reconstruction by M.-L. Fobelli
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Kpowme Toro, 0T Kymnomna ciycKkaniuch MHOTOYUCIECHHbIE ME/THbIE
1enu (BCEero OKoo MoayTopa COTEH), K KOTOPBIM ObLITH HPUKpe-
TUICHBI cepeOpsIHbIC UCKH, BUCEBIINE HaJl TOJIOBAMU MOJISAIIHX-
ca (w1 13). Onu Hecnu mpope3aHHoe M300pakeHHe KpecTa, B
IIEHTPE KOTOPOT0, M0 BCeW BUANMOCTH, pacroaaranach 6ompiias
nammnana (ctpodsr 827-830).

[TonoOHBIE MaHMKAMIA C M3BICKAHHBIM Y30POM U HA/IIHCSIMH,
CICNaHHBIMU B TEXHHMKE YEPHEHMS MO cepedpy, JOLUIM 10 Hac
B COCTaBe KJIAJO0B ¢ JuTyprudeckuM cepedpom VI B. (w1 14).
[TIo cnoam Ilana CuneHimapus, AUCKU-CBETHIBHHKH 00pa-
3YIOT «KpYy)KalIUHCsS Xopoc U3 ApKHX cBeToB» (cTpoda §18), u
«/3 BecbMa CBETAIMXCS CBETOB KPYIWIBI XOp YCTAHOBIIEH...
HeGecnoro BeHka CBEepKalolue 3BE3/bl ThI BUIUIILY (CTPOQBI
830-833).
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14.
Cepebpsnoe nanuxaduno enuckona Eemuxuana uz coopanust [Jamoapmon Oaxc.
Koncmanmunonons, 550-565 zz.

Silver polykandelon of the Bishop Eutychianos. Constantinople, 550-5635.
Dumbarton Oaks Collection
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Yucno nuTar MOKeT OBbITh YBEMYEHO, HO M M3 CKa3aHHOTO T10-
HATHO, YTO «BEYHO Kpyxaueecs dyno» IlaBna CuneHuuapus —
3TO HE MPOCTO MOATHYECKHU 00pa3, HO OTPaXKEHUE III0OATBHOTO
3aMbicia, BoIUomeHHoro B npocrpanctBe Coduu KoHcrantu-
HOTOJILCKOM TIPU MOMOIIM 0COOBIX YCTPOMCTB, CBOETO POJa Bbl-
COKOM TexHoJoruu. Ha A3pIke COBpEMEHHOTO UCKYCCTBA MOKHO
OIMCATh SBJICHUE KaK MYJIbTUMEIUHHYI0 MHCTAJUISLUIO, CTaBS-
IIYIO0 3a[a4y co3/1aTh 00pa3 B MPOCTPAHCTBE, KOTOPHIA HE CBO-
JUTCSL HU K COBOKYITHOCTH NPEIMETOB, HU K JIOOBIM IJIOCKUM
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m300paxeHusM. W rmaBHBIM B 3TOM MHOTOCOCTaBHOM M H30III-
PEHHO HEOJHOPOTHOM IIPOCTPAHCTBEHHOM 00pase Oblia ujues
BpALIAIOLIEr0Cs CBETa Kak 3pMMOro borosiBieHust, HICTOKU KOTO-
pOii MOJKHO HAWTH B HEOTIATOHMYECKOH (humocoduu u 6orocio-
BuH [Iceno-/luonucus Apeonarura.

B koHTekcTe nepoTonuu peus UAET O KOHUENTYalIbHO MPOAY-
MaHHOH ¥ JICTaJbHO MPOpabOTaHHOH MPOCTPAHCTBECHHONW UKOHE
Codun KoHCTaHTHHOIIOIBCKON, B KOTOPOH (DM3HYECKAs peaib-
HOCTb COEMHSIACH B €IMHOE IIEJI0e C BOOOPaKaeMbIM MHPOM,
IPUCYTCTBOBABIIUM B CO3HAHUHM IOATOTOBJIEHHBIX 3pUTENEH.
BHe 3Toro emuHCTBa, HE MOMJIEKAIIETO JIEMEHTAPHOMY I03U-
TUBHCTCKOMY aHaJn3y, KaKk MKOHOTpauuecKoMy, TaK W CTHIIH-
CTUYECKOMY, IVIaBHAs MPOCTPAHCTBEHHAS MKOHA BU3aHTHICKOM
VMIIEPUH, 3 BMECTE C HEWl U MHOTHE XY[0KECTBEHHBIE SIBJICHUS,
HE MOTYT OBITh a/ICKBATHO OIMCAHBI M TIPOCTO OCMBICIICHBI.

Kak cTtaHoBHTCS SICHO U3 BBIILIECKA3aHHOTO, siBJIeHUE CBETAILIE-
rocst 00Jaka B XpaMOBBIX KYIOJIaX, anTapsx W MHBIX MPOCTPaH-
CTBaX OBLIO B BU3AHTUHCKOW TPAJWINK CaMOM BIEUATISIOIICH
«BO3TyIIHOW MKOHOM Hebecy, Tem nueanpapiM O6pa3oM boxb-
1M, KOTOPBII MOCTIEAYIOIas MPaKTUKa MepeBesia B MIIOCKHE Kap-
TUHKA. HO mamsTe 0 BEMMKOW «BO3AYIIHOM» HMEPOTONHYECKON
00pa3HOCTH COXPaHsIACh B HKOHOTpaduu, 00psIax, apXUTEKTY-
pe, XOTS O[4ac U COBEPILIEHHO HE OCO3HAHO.
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My recent research has demonstrated how ‘spatial icons’, which
rose in the Air like image-visions as a sort of intermediary trans-
porting the praying viewer from earthly to heavenly reality, were
deliberately created in Byzantine art'. These spatial icons had
special significance in the space of the church and were under-
stood — in the words of Byzantine liturgical commentaries — as
a visible image of ‘the Kingdom of Heaven on earth’.

Air became a vital element in shaping the sacred environment
and, together with a complex dramatic art of light, formed the
supporting framework of the Byzantine spatial icon. As has al-
ready been demonstrated, the motif of whirling? — which I have
argued relates to the end-days descent of the Heavenly Jerusa-
lem’ — is the most vital aspect of this spatial composition of light
and air.

This current article will focus on the Luminous cloud, an ef-
fect intentionally created in the cupola of the ‘Great Church’ of
Hagia Sophia in Constantinople and — according to recent work
by lakov Potamianos — in the domes of many other Byzantine
churches®. That this cloud was within constantly moving, ev-
er-changing light, is important. In the space of this enormous
church, an incredibly complex arrangement of natural and arti-
ficial light played a definitive role. Rather than inviting profes-
sional builders to implement his project, the Emperor Justinian
deliberately chose two leading optical engineers, Anthemios of
Tralles and Isidoros of Miletus. One contemporary of the build-
ing project, Procopius of Caesarea, endeavoured to stress this
unique environment of light: the church ‘is full of light and rays
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of sunshine. There is such a quantity of light permeating this
church that one might say the place is not sunlit from without,
but that the brilliance [radiance — 4. L.] comes from within’ (On
Buildings. 1,29-30).

One of the most enchanting effects in this church was gener-
ated at night. The angled recesses of the central cupola’s forty
windows were set with gold and silver mosaics and acted like
reflectors, casting moonbeams and starlight to create the effect of
a cloud of light. This illuminated the church at night and visibly
embodied the idea of the luminous cloud of glory, in the image
of which — according to biblical tradition — the invisible and
omnipotent God is manifest in the world.

I would argue that it was precisely this vitally important idea that
Hagia Sophia’s luminous cloud was supposed to embody. All indi-
cations suggest it harks back to the ancient Judaeo-Christian iconic
prototype of the shining and fiery cloud in which God appears to
people and for which there is extensive testimony in both the Old
Testament and the New. It was in such a cloud that God appeared to
Moses on Mount Sinai, and then it reappears in the form of blinding
radiance at the moment of the Transfiguration of the Lord. It is sig-
nificant that this image — KAVOD in ancient Hebrew, DOXA in
Greek, SLAVA BOZHIIA in Church Slavonic — did not break the
Second Commandment, as it represented the image of God visual-
ly rather than making a material, figurative image.

In the Pentateuch, Kavod — as a luminous cloud called ‘the
glory of the Lord” — is mentioned repeatedly, often in connec-
tion with the tabernacle, as for example in the Book of Exodus
(40:34-38):

Then the cloud covered the tabernacle of meeting, and the glory
of the Lord filled the tabernacle. And Moses was not able to enter
the tabernacle of meeting, because the cloud rested above it, and
the glory of the Lord filled the tabernacle. Whenever the cloud
was taken up from above the tabernacle, the children of Israel
would [a]go onward in all their journeys. But if the cloud was not
taken up, then they did not journey till the day that it was taken
up. For the cloud of the Lord was above the tabernacle by day,
and fire was over it by night, in the sight of all the house of Israel,
throughout all their journeys (New King James version).

The luminous cloud of glory appeared as a sort of vision: ‘Now
it came to pass, as Aaron spoke to the whole congregation of the
children of Israel, that they looked toward the wilderness, and be-
hold, the glory of the Lord appeared in the cloud’ (Exod. 16:10)

Alexei Lidov

Kavod — Doxa — Slava Bozhiia



42

and ‘Now the Lord descended in the cloud and stood with him
there, and proclaimed the name of the Lord’ (Exod. 34:5).

Undoubtedly, the most important theophany was the account of
Moses’ ascent of Mount Sinai and his receiving the tablets of the
covenant:

Then the Lord said to Moses, “Come up to Me on the mountain
and be there; and I will give you tablets of stone, and the law and
commandments which [ have written, that you may teach them”.
[...] Then Moses went up into the mountain, and a cloud covered
the mountain. Now the glory of the Lord rested on Mount Sinai,
and the cloud covered it six days. And on the seventh day He called
to Moses out of the midst of the cloud. The sight of the glory of
the Lord was like a consuming fire on the top of the mountain in
the eyes of the children of Israel. So Moses went into the midst of
the cloud and went up into the mountain. And Moses was on the
mountain forty days and forty nights (Exodus 24: 12-18).

This topos of the luminous cloud of glory, into which a righ-
teous person might enter, passes into Christian tradition (fig. 1).
The story of the theophany on Sinai is invisibly present in the
description of the most significant Epiphany of the Gospels —
the Transfiguration of the Lord on Mount Tabor: Christ, took Pe-
ter, John, and James and went up on the mountain to pray. As
He prayed, the appearance of His face was altered, and His robe
became white and glistening. And behold, two men talked with
Him, who were Moses and Elijah, who appeared in glory and
spoke of His decease which He was about to accomplish at Je-
rusalem. [...] While [Peter] was saying this, a cloud came and
overshadowed them; and they were fearful as they entered the
cloud. And a voice came out of the cloud, saying, “This is My
beloved Son. Hear Him!” When the voice had ceased, Jesus was
found alone (Luke 9: 28-36).

The cloud of glory, named doxa (60&a) in Christianity as per
the Septaguint’s translation of the ancient Hebrew kavod, 1s sup-
plemented by the anthropomorphic image of the Son of Man —
Christ, the Second Person of the Holy Trinity, incarnate and liv-
ing an earthly life — in the New Testament tradition. We find a
vivid vision in the Revelation of John the Theologian: ‘Then I
looked, and behold, a white cloud, and on the cloud sat One like
the Son of Man, having on His head a golden crown, and in His
hand a sharp sickle’ (Rev. 14:14).

In early Christian iconography we see the representation of ra-
diant, fiery clouds combined with the image of Christ. The early
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fifth-century mosaics of Santa Maria Maggiore in Rome, with
its detailed biblical cycle running along the basilica walls, are
a good example of this. The divine cloud features in more than
20 scenes’. The mosaics reveal yet a further process, and one in-
credibly important for Christian iconography — how the image
of the radiant clouds is transformed into a luminous aureole, also
signifying the divine nature. In upper section of the ‘Hospitality
of Abraham’ scene, which depicts the appearance of three angels
symbolically representing the Holy Trinity, both iconographic
motifs are used: the fiery clouds and a cloud-shaped aureole of
light around the central angel (fig. 4). It is interesting that the
golden background is also included in this system of luminous
symbols: it appears only behind the figures of the three angels
seated at the table, directly indicating their divine nature.

All three ‘luminous’ iconographic motifs are often used in early
projects of the fourth and fifth centuries. The image of Kavod/
Doxa finds perhaps its most expressive representation in the apse
mosaics of Rome’s Basilica of Cosmas and Damian (beginning
of the sixth century). This depicts the descent of the Great Judge
and Cosmocrator from heaven at the end of time, the final the-
ophany. Radiant fiery clouds are depicted against Christ in golden
clothes of glory. The threatening red clouds create an image of a
mountain, associated both with Mount Sinai as the place of the
Covenant, and with Mount Tabor as the place of the Transfigura-
tion. At the same time, the clouds are arranged so as to convey an
image of a heavenly staircase by which the Saviour of the world
descends.

The cloud of light turns into the classical mandorla, which is
clearly shown in the iconography of the Transfiguration of the
Lord, the oldest surviving example of which we find in the con-
cha mosaic of the altar apse in the main monastery church of St
Catherine on Sinai, ordered by Emperor Justinian (figs 8-9). The
image of divine radiance emanating from Christ is key to the com-
position, and strictly follows the Gospel story: ‘His face shone like
the sun, and His clothes became as white as the light’” (Matt. 17:2)°.
The light is depicted in the form of dark blue, light blue, and white
circles, getting thinner from the centre to the edge of the aureole,
and rays which emanate outwards and get wider. Christ Himself is
the source of the light, transfigured and transfiguring the space of
Mount Tabor. In the spirit of Christian anthropology, the apostles
present not only contemplate but also participate in the ‘deifica-
tion’, for ‘a bright cloud overshadowed them’ (Matt. 17:5).
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Interestingly, within the space of the Sinai basilica, the light
depicted in this main mosaic image harmonises with the flow of
sunlight that streams from the window above the apse and ‘over-
shadows’” — like the apostles — those worshippers gathered for
the morning liturgy’ (fig. 10). The depicted light, and the real
light, merge in one indivisible whole. The ‘Transfiguration’ may
be understood as an example of ideal hierotopy — the creation of
sacred space by means of divine light, which naturally transfers
from the iconic image of the miracle on Mount Tabor to the con-
crete environment of the church, created by people for commu-
nion with the divine world®.

The image of a cloud of light issuing from the altar is preserved
in tradition, and 1s familiar to many who have participated in Or-
thodox liturgies when the morning light penetrates a church’s east-
ern sanctuary window and enters the worshippers’ space through
a swirling cloud of incense. However, few will have pondered the
sources and Jewish symbolism of the action taking place. In order
to understand the context of the oldest image of the ‘Transfigura-
tion’ it is important to recall that it appears at the foot of Mount
Sinai, where the most important cloud theophany took place. The
luminous cloud on ‘God’s Mount Horeb’ and the iconography of
the mandorla reveal the boundaries of one manifestation.

We find the most original image of the cloud of light, ka-
vod / doxa, in Hagia Sophia of Constantinople, the most magnif-
icent temple of the Christian tradition, which acquired its con-
temporary appearance during the Emperor Justinian’s reign in
the 530s. This astonishing, constantly dynamic, symbolic image
was part of a grandiose ‘lightscape composition’, which includ-
ed a complex hierarchy of zones of light, in relation to which
the architectural body of the church was perceived as a huge and
preciously decorated shell. It is now clear that Hagia Sophia 1s
not simply an outstanding architectural structure but a great proj-
ect of hierotopy, a grandiose spatial icon created by means of
the most complex dramaturgy of fire and light. As well as the
sunlight and the flame of the lamps, we recall that the twinkling
gold of the mosaic arches, the inlaid marble evoking an image the
walls ‘of precious stones’ from the Revelation of St John (Rev
21: 18-20), the glittering gold and silver of the altar area, the
sanctuary screen, the ambo, and of innumerable liturgical vessels,
also participated in the hierotopical action. I would argue that an
explanation for the long unresolved question of why the walls of
Justinian’s Hagia Sophia lacked flat, figurative images may be
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found precisely in this project of a spatial icon, created by light,
of the mvisible God. Figurative art would obviously clash with
the simultaneously iconic and performative luminous image, the
spatial icon of the Heavenly Jerusalem.

In this context we turn our attention to a most important pe-
culiarity of Hagia Sophia, which was revealed and recognized
only very recently in my work and that of several scholars. Byz-
antine ekphrasis tells us that the ecclesiastical environment was
perceived as fundamentally mobile, moving in circular fashion
and, moreover, whirling.

The image of the ‘whirling church’ arises as a sort of refrain in
Paul the Silentiary’s poetic descriptions of Hagia Sophia, com-
posed in 563 on the occasion of the Great Church’s second con-
secration’. The theme of whirling comes up in various places in
a text full of vivid detail and ‘written from life’. For example, in
the description of the sanctuary the author declares: ‘Thus ex-
tending [your] gaze to the eastern semicircles, you would see an
eternally whirling wonder’'” (stanzas 398-399), or, even clearer,
describing the cupola: ‘The dome, rising above into the endless
air, rotates like a ball from all around, so a twinkling heaven en-
circles the coverings of the building’ (stanzas 489-491).

Researchers have long explained these images as impressions
of an effect created by the architecture, in which the motif of
overflowing, in some senses ‘circling’, lines plays a fundamental-
ly important role in rendering the visible bulk of the building im-
material. However it is now clear that there was a different cause:
Paul the Silentiary was describing a ‘hierotopical project’ of es-
pecially sacred space, which the brilliant architecture, amongst
other things, contributed to.

The device of the ‘choros’ — a huge, circular polycandelion
(chandelier) that hung beneath the dome and, with its burning
lamps, created a circle of whirling light which repeated the simi-
larly whirling circle from the 40 luminous windows in the base of
the cupola — testifies to the carefully thought out and elaborated
nature of the design. A circle of lamps was also set out along the
marble cornice separating the space of the cupola and the nave.
This 1s poetically compared to a necklace of ‘glittering fire’,
which ‘my sovereign fastened around the entire vault, achieving
a moving circle of light’ (stanza 867-870).

Dangling from the dome, moreover, above the heads of the wor-
shippers, was a multitude of copper chains (around 150 in total)
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to which silver discs were attached (fig. 13). These bore a cut-out
image of a cross, and all the evidence suggests that this cross-
shaped hole would have held a large lamp (stanzas 827-830).

Similar chandeliers, with refined design and inscriptions creat-
ed by oxidization on silver, have survived in hoards of liturgical
silver from the sixth century. According to Paul the Silentiary,
the circle-chandeliers represent ‘a circling choros of bright lights’
(stanza 818) and ‘a circular choir of highly shining lights is as-
sembled ... you see the sparkling stars of a heavenly garland’
(stanzas 830-833).

More citations might be given, but from the above it is clear
that Paul the Silentiary’s ‘eternally circling wonder’ is not simply
a poetic image, but a reflection of the global design embodied in
the space of Hagia Sophia with the help of special devices — a
cutting-edge technology of sorts. To use the terminology of con-
temporary art, we might describe this phenomenon as a multime-
dia installation aiming to create an image in space that cannot be
reduced to the sum of its parts, nor to any flat representations. And
key to this multicomponent, refined spatial image was the idea of
whirling light as a visible Theophany, the sources of which may be
found in Neoplatonist philosophy and the theology of Pseudo-Di-
onysius the Areopagite.

In the context of hierotopy, we are talking about the spatial
icon of Hagia Sophia, conceptually thought out and elaborated
in detail, in which physical reality was united in one whole with
the imaginary world present in the consciousness of the prepared
viewers. The main spatial icon of the Byzantine empire — and
together with it many other artistic phenomena — cannot be ad-
equately described and interpreted outside of this unity, which is
beyond basic positivist analysis, both iconographic and stylistic.

As is clear from the above, in Byzantine tradition the phenome-
non of the Luminous cloud in church domes, sanctuaries and oth-
er spaces was the most arresting ‘ariel icon of the Heavens’, that
ideal Image of God which subsequent practice translated into flat
pictures. Memory of the great ‘ariel’ hierotopical imagery was
preserved in iconography, rituals, architecture, however, albeit at
times completely unconsciously.

ABSTRACT. Our recent studies have shown that the phenome-
non of ‘spatial icons’ played a great role in the sacred space of the
Byzantine church and influenced several forms of artistic creativ-
ity. They appeared in the air like visions, mediating in the trans-
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forming of a beholder from the earthly to the heavenly realm.
These images had a special meaning in church space, which was
conceived, according to Byzantine liturgical commentaries, as
the ‘Heavenly Kingdom on Earth’. The Air with the dramaturgy
of Light was a leading means in the forming of this sacred envi-
ronment.

The paper deals with a new hypothesis concerning the phenom-
enon of luminous clouds in the domes of Byzantine churches.
The ‘Great Church’ of the Empire — the cathedral of Hagia So-
phia in Constantinople (dating back to 6™ century A.D) provides
the most striking example. Even in its current state of preserva-
tion, when we are able to see only the material shell of the build-
ing, it 1s clear that we are not only dealing with a masterpiece of
the world architecture or a mystical place of divine presence, but
with a particular project of spatial imagery, which was created by
concrete people in concrete historical circumstances. The proj-
ect included immovable architectural forms and sacred images,
as well as changing of liturgical vessels and ritual gestures, dra-
maturgy of lighting and olfactory effects (various incenses), re-
sounding words and recollections of miracle-stories — all woven
together into one single whole. This specific creativity consisting
in formation of spatial imagery has been called hierotopy.

Characteristically, whole aspects and types of creativity could
not be properly discussed outside a hierotopic framework, which
is not linked to positivist classifications of objects. For instance,
such considerable phenomenon as the dramaturgy of lighting oc-
curs beyond the boundaries of traditional disciplines. As recent
studies have convincingly demonstrated, within the space of Jus-
tinian’s Hagia Sophia, which originally did not have any figurative
images, the image of God was created by the most sophisticated
system of lighting, including the natural light of the sun, moon and
stars, reflected by the golden mosaics, marble decorations, silver
furnishings and vessels, as well as by the fire burning in innumera-
ble, sometimes moving, lamps and in thousands of candles visible
through the transparent smoke of incense.

There also existed a complicated system of artificial light, which
is now being reconstructed with the help of various archaeolog-
ical and written sources. If we summarise the results of the most
recent studies, we would see that the entire environment of Hagia
Sophia was conceived by Justinian and his genius master build-
ers as the most powerful spatial icon of the Lord made of light.
Moreover this was a fundamentally performative icon — that
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is, 1t existed in continuous fluidity and dynamics, its movement
never solidifying or arresting itself. In addition, this ideal iconic
image was not flat but fundamentally spatial.

Thus, the most complicated system of natural light was con-
ceived here: it woke the imaginations of present day architects
and conceptual artists. A living, changing and unbelievably rich
environment of light was created within the church through the
system of mirror reflections. Anthemios of Tralles and Isidoros
of Miletus (by the way, not professional master-builders but the
best optical engineers of that time) developed the system of re-
flections for the first cupola of Hagia Sophia, which was notably
flatter than the cupola we see today. They used the mosaic win-
dow sills in the drum as reflectors, which refracted the light into
the cupola and, more importantly, also lit up the cupola at night.
When there was no sunlight, they reflected the light of the stars
and moon, thus, creating the effect of a continuously illuminated
cupola of the nocturnal Hagia Sophia. In other words, a glittering
and blinking cloud of light hung over the cupola.

How can we understand the revealed phenomenon, what was the
meaning of this luminous cloud? I have argued elsewhere that it
was a visible embodiment of the famous biblical notion and sym-
bol, the so-called Kavod in Hebrew, or Doxa in Greek, or Slava
Bozhia in Church Slavonic (literally meaning “Glory”). Accord-
ing to the Bible, God reveals himself to the people in the form of
a luminous cloud which hovered over the Ark of the Tabernacle,
or led Jewish people through the Desert (Ex. 16,10; 24,12-18;
34,5; 40,34). To the best of my knowledge, nobody has suggested
before that it was an original Judeo-Christian proto-icon which
did not break the Second Commandment and, therefore, was the
ideal image of God. As it seems, it made a great impact upon
Christian visual culture. We all remember that this luminous
cloud appeared in the Gospels at the moment of Transfiguration,
descending upon the Apostles in attendance.

In the Early Christian imagery the luminous and fiery cloud was
combined with the anthropomorphic image of Christ. The charac-
teristic example is the six-century mosaic in the altar apse of Sts
Kosmas and Damian basilica in Rome, where we are able to see
not just a merely triumphant image of Christ clad in the golden
robe, but the luminous and fiery clouds resembling the Divine
Ladder and the Sacred Way appearing with Christ from Heaven,
as another image of God revealed in the Second Coming. So, the
idea of the luminous cloud was significant and quite alive in the
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minds of the sixth century people, when Hagia Sophia of Con-
stantinople was being created. It preserved its significance in later
phenomena of Byzantine hierotopy and iconography, including
contemporary Russian Orthodox church, sometimes without any
historical memory of the performative nature and the symbolical
concept of the luminous cloud as the Kavod — Doxa — Slava
Bozhia.
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BOMHBI BEJIU HA Ka3Hb IIOYTEHHOTO CTapLa. DT0 ObLIT 3HAMEHUTHIH
3aKOHOYuHTeN b pabu XaHuHa OeH-TeTpaguoH, KOTOPBI, HECMO-
TpsL Ha BCE 3ampeThl, cobupai Hapos 1 yuui ero Tope. Pacckasbl-
BAJIM, YTO KOIJIa PUMCKHME BOMHBI IPHIILIM 3a HAM, CTapell B35
cBoil cBuTOK Topbl U oTmpaBuiics Ha Ka3Hb. Ero cMeprth Oblia
yxacHa. Pabu XaHuHy 3aBepHYIH B €ro COOCTBEHHBI CBUTOK
Topsl 1 moCTaBUIM Ha KOCTEp; ChIpast IEPCTh ObLIa MOJOKEHA
eMy Ha Ipyab I MPOUIEHUS ero MyueHui. «S1 Obu1 OBl B OT-
YassHUH, — CKa3all OH, — €CJI1 OBl 51 ObLT COXCKEH OJIMH; HO TaK
KaK BMeCTe cO MHOKO cxuraercs Topa, To boxecTBeHHas cuia,
KOTOpast OTOMCTHT 32 IIOPYTaHHE CBATBIHU, OTOMCTHT U 32 MEHS».
Vipy4eHHbIE TOPEM YYEHHKHU CIIPOCUIIH €ro: «UTO Tl BUUIIB,
YUUTENb?» «S1 BUAKY, — OTBETUJI OH, — KaK TOPUT IIEPraMeHT U
oykewl Topwl noovimaromest k Heby»' (Abona 3apa, 170—18b:18).

Haxe pumisiee ko II Beky Xopomio 3HamM O TOM IOYTEHHH,
KOTOPOE OKpPYXKAeT CBATOH S3bIK — Jeuion xa-kooeut*. Tlpen-
CTaBJIEHHE O CBATOCTH sA3blka CaAweHHoro Ilncanus n Xpama,
OTVIMYAOIIETOCA OT apaMENCKOro pa3rOBOPHOIO, OKOHYATEIbHO
oopmmiocs B 310Xy Broporo Xpama. [Tocne paspymenus Xpa-
ma B 70-M rofy Waeu CBATOCTH S3bIKa U HAIMCAHHOTO HA HEM
JIETIM HA IIUTATENIbHYIO [IOYBY PEJUTUO3HBIX IOUCKOB, CTaB BAX-
HOW COCTABJISIOILEN HE TOJIBKO EBPENCKOM, HO U PAHHEXPHUCTUAH-
CKOM KyJBTYpbI’. XOTS IPEICTABICHHS O CBATOCTH HAIMCAHHOTO
TMPUCYIM MHOTUM JIPEBHUM KYIBTypam', OTHAKO UMEHHO B HY-
Jan3Me U XPUCTHAHCTBE 3HAYEHUE U CTATyC 3alMCAHHOIO CJIOBA
Casuennoro [lucanus ObUIO TaKUM BBICOKUM, YTO «CBSILICHHAS
IPaMOTHOCTB»® CTajla HEOThEMIIEMOH COCTABISIONICH KYJIBTYp-
HO#t uctopun’.

JI. C. Yakosckas
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