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Abstract

In this thesis church space is examined as a product of the material and conceptual
interactions between architecture, painting, symbolism and the faithful. In order to study
the conditions and factors that shape church space, I undertake a case study that examines
the space of the Chora, a Byzantine monastery situated in Istanbul, Turkey, as a product
of the intersection between art, symbolism, and the faithful. The parekklesion of the
Chora (1316-1321) is explored within the context of its architectural and iconographic
design, its symbolic function, and in relation to the way that the faithful experienced their
presence within it. In addressing issues related to the experience of church space by the
faithful, I problematise a reading of space as y(yvecOai — a realm of becoming — and
engage with questions that address the involvement of the body — material and conceptual
— in the process of producing space and meaning. The concept of church space as an
interactional realm of becoming is understood as closely linked to a perception of church
as a space in between that unites the human and the divine in a ‘heaven on earth’ and
facilitates communication between them. In addressing the complexity of experiencing
church space, this study challenges views of space as an empty medium and attempts to
establish links between church space as an intermediate domain of becoming and the

philosophical concept of chora.
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Introduction

In this thesis church space is examined as a product of the material and conceptual
interactions between architecture, painting, symbolism and the faithful. In addressing
issues related to the experience of church space by the faithful, I problematise a reading of
space as yiyveoOau — a realm of becoming — and engage with questions that address the
involvement of the body — material and conceptual — in the process of producing space
and meaning. The concept of church space as an interactional realm of becoming is
understood as closely linked to a perception of the church as a space in between that
unites the human and the divine in a ‘heaven on earth’ and facilitates communication
between them. In addressing the complexity of experiencing church space, this study
challenges views of space as an empty medium and attempts to establish links between
church space as an intermediate domain of becoming and the philosophical concept of
chora. In order to study the conditions and factors that shape church space into a chora
space of becoming, I undertake a case study that examines the space of the Chora, a
Byzantine monastery situated in Istanbul, Turkey, as a product of the intersection between
art, symbolism, and the faithful. The parekklesion of the Chora (1316-1321) is explored
within the context of its architectural and iconographic design, its symbolic function, and
in relation to the way that the faithful experienced their presence within it. The space of

the parekklesion is regarded as a microcosm and point of departure for the exploration of



material and conceptual traces of the chora as a tool for interpreting church space. The
choice of the parekklesion as the focus of this case study is based on practical as well as
theoretical reasons. Tracing the concept of chora within the context of church space, led
to the quest for a space that not only evokes that concept but embodies it as well. The
Chora monastery, sharing the same name with the philosophical chora, was regarded as a
suitable point of departure for the exploration of the implications of the concept in the
production and experience of church space. Apart from the name of the monastery, the
term chora is also used in inscriptions inside the church and its relation to the
philosophical chora has fascinated art historical research for decades.' The history of the
monastery has been another factor for its selection, as the present form of the church is a
result of a fourteenth-century restoration that was funded by Theodore Metochites, an
intellectual who had extensively studied ancient Greek philosophy.” The space of the
Chora can be regarded as a highly intellectual space for two reasons. Its ktetor
(xtnTwolktetor is the Greek word for founder) was a highly educated individual with an
interest in ancient Greek philosophy, and its frequent visitors included members of the
imperial court of the nearby palace of Blachernae. In this way, the links established
between architecture, painting and symbolism in the space of the Chora, as a result of
Metochites’ involvement in the restoration of the monastery, were an important part of the

way the space and its images were perceived.

' See for example Paul Underwood, The Kariye Djami (New York: Pantheon Books, 1966), vol. 1,
p- 269 The Kariye Djami: Studies in the Art of the Kariye Djami and Its Intellectual Background,
ed. by Paul Underwood (London: Routledge & Kegan Paul, 1975) Robert Ousterhout, 'The Virgin
of the Chora', in The Sacred Image East and West, ed. by Leslie Brubaker and Robert Ousterhout
(Urbana, IL: University of Illinois Press, 1995).

2 Thor §evéenko, 'Theodore Metochites, the Chora and the Intellectual Trends of His Time', in
Kariye Djami, ed. by Paul Underwood (London: Routledge & Kegan Paul, 1975), 1V, pp. 19-91.



The space of the parekklesion in particular was chosen for several reasons. As a
funerary chapel, it was created to contain the tombs of Metochites — the ktetor — and his
associates. The arcosolia of the deceased were placed inside the main space of the
parekklesion and were directly attached to the south and north walls, forming in this way
parts of the architectural body of the church. The parekklesion can thus be perceived as a
space of interaction between the living and the dead, where the living mourn for the
passing of the deceased while still being able to interact with their bodies, placed inside
the arcosolia. In this way, the chapel can be regarded as an especially powerful chora
space of becoming that bridges the gap between the living and the dead and facilitates
interaction between the two groups.’ Another reason for the selection of the parekklesion
is that its interior decoration has been well preserved, which makes examination of the
paintings possible. Moreover, the small scale of the building in combination with the
design of the iconographic programme contribute to the formation of a highly accessible
architectural and pictorial space that offers a strong sense of immediacy and inclusion to
the beholder. The space of the parekklesion emerges as a space that is rich in conceptual
terms and was designed around the concept of the body and its active participation in the
production of meaning and space. In addition to the architectural and pictorial elements of

space being highly accessible to the body of the faithful, the parekklesion is deeply

*The parekklesion of the Pammakaristos church is a parallel to the Chora parekklesion. The
Pammakaristos was probably founded in the twelfth century by a John Komnenos and after 1261
it came into the possession of the protostrator Michael Tarchaneiotes Glabas. Glabas was buried
in a funerary chapel attached to the south side of the church that his wife built in his memory (ca.
1305). Even though there are similarities between the two chapels, the study of the Pammakaristos
chapel will remain outside the scope of this study. The Pammakaristos chapel is so close a parallel
to the Chora parekklesion that not much is to be gained from including it. Moreover, the patronage
of Glabas’ wife, Maria Doukaina Komnene, would raise questions of gender that I have no scope
to discuss here, but I wish to take up in the future.



marked by other bodies as well. The Incarnate body, the Resurrected body, the collective
body of the Church and the body of the deceased are only a few examples of bodies that
shape the space of the chapel with their presence and contribute to the transformation of
the parekklesion into an intermediate locus of interaction between bodies across space and
time.

The space of the parekklesion is analysed according to the methodology outlined
below, using specific examples that highlight the intersection of the material and the
conceptual within the space of the chapel. In identifying the links between architecture,
painting, symbolism and the use of space by the faithful in the fourteenth century, it is
possible to suggest an interpretation of space that focuses on the role of the body —
material, formal and conceptual — in the formation of a chora space of becoming. In the
first chapter I define certain concepts that will serve as focal points in my analysis of the
space of the chapel and I provide an overview of the space of the monastery and a
description of the iconographic programme of the parekklesion. In chapter two, I focus on
the icon as a nucleus of the concept of chora inside the church. I look at the way that the
space of the icon can be interpreted as a chora space, where the Imaged manifest
themselves into the visible through a peculiar kind of presence perceived corporeally by
the beholder. In the third chapter I focus on the way that the space of the icon within the
parekklesion expands to include the beholder in a chora space of bodily interaction
between human and divine. In the fourth chapter I explore the way that architecture
relates to painting, symbolism and the beholder in the parekklesion in order to form
bodies — artistic and ecclesial — that are marked by, and project the concept of the chora as

a space of becoming. In the fifth chapter I analyse the conditions of the transformation of



the space of the chapel as a whole into an interactional chora where meaning is produced
through corporeal inclusion and participation. In these chapters, I problematise a reading
of the parekklesion, and of the micro spaces created by its elements, as sites of interaction
between bodies, and engage with the material and conceptual factors that came to shape
these spaces into chora spaces of becoming. The objective of this thesis is to ask a number
of questions about the way that the concept of chora as a space of becoming appears in the
parekklesion in and through the body, and how experiencing the parekklesion as chora

space through the body affects the act of inscribing meaning on space.

Theodore Metochites and the Chora

Theodore Metochites was born in Constantinople in 1270 to wealthy and educated
parents. His father, George Metochites, was an ambassador for emperor Michael VIII to
the Papal curia, and a pro-unionist. Metochites’ education started during his early years
and was supervised by his parents. In 1283, Michael VIII’s death was followed by a
violent anti-unionist reaction and Metochites’ parents were banished to Asia Minor,
taking young Theodore with them. Metochites resumed his education while his family
was in exile and when he finished school he continued studying on his own. He read

ancient philosophers and studied theology, making it his goal to become a scholar.*

4 §evéenk0, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', p. 25.



In 1290, when Metochites was slightly over twenty years old, an important event
would change the course of his life. The emperor Andronicus II visited Nicaea during a
tour of inspection in Asia Minor. Metochites had composed a eulogy of the city of Nicaea
and recited it in the presence of the emperor.” Even though Metochites’ father was still a
state prisoner, Andronicus, impressed by Metochites, took the young man into his service.

After joining Andronicus’ court, Metochites’ progression was rapid. Initially,
Metochites was travelling with the emperor through Asia Minor and after only a year he
was granted the title of Logothete of the Herds and became a member of the senatorial
class. After having been sent out on minor embassies in the early nineties, in 1295 he was
sent to Cyprus and Cilician Armenia in order to bring back a wife for the emperor’s son
and co-ruler Michael IX.® After successfully arranging the marriage between Michael IX
and the Armenian king’s elder sister, Rita, Metochites was awarded the title of Logothete
of the Emperor’s Private Estates.’

In 1305, and after having served as Prime Minister in Salonica under Andronicus’
wife for two years, Metochites was called back to the capital. He was awarded the title of
Prime Minister of the whole empire, pushing his predecessor — Nikephoros Choumnos —

into the background.® He also received the tile of Logothete of the Treasury.’ Being the

SThor Sevéenko, Etudes Sur La Polémique Entre Théodore Métochite Et Nicéphore Choumnos
(Bruxelles: Byzanthion, 1962), p. 137.

¢ Seveenko, Etudes Sur La Polémique Entre Théodore Métochite Et Nicéphore Choumnos, pp.
129-34.

7 §evéenko, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', p. 26.

¥ Choumnos’ replacement by Metochites arguably gave rise to a long enmity that lasted
throughout their lives. About 1325, the enmity between the two men took the form of a literary
attack, started by Choumnos. The enmity between the two men and the different forms through
which it was expressed has been studied extensively by Sev&enko. See Sev&enko, Etudes Sur La
Polémique Entre Théodore Métochite Et Nicéphore Choumnos, pp. 275-79.



mediator between the emperor and his subjects, Metochites had to perform the most
important function in the empire. As a ‘grand vizier’, Metochites sold land grants and
dignities, granted or refused the right of audience before the emperor and dealt with
foreign governments.'’

Metochites continued to study and compose literary works and he also took up
astronomy, encouraged by the emperor.'' In 1316 he turned to the restoration of the Chora
assisted by a young man called Nikephoros Gregoras.'> The Chora was an imperial
monastery that was under the protection and administration of the imperial court. The
emperor himself suggested that Metochites should focus on the restoration of the
monastery as it was in a bad state, although still habitable and in use."” The restoration
work progressed rapidly and by early Lent of 1321 Metochites was able to attend services
in the newly restored monastery."

Around Easter 1321, Metochites was awarded the highest title of his political career,
that of Grand Logothete."”” However, a civil war between Andronicus II and his grandson,

Andronicus III, had just broken out. After years of political turmoil, Andronicus III took

* Seveenko, Etudes Sur La Polémique Entre Théodore Métochite Et Nicéphore Choumnos, pp.
272-73.

10 §evéenk0, '"Theodore Metochites, the Chora and the Intellectual Trends of His Time', pp. 27-28.
1 §evéenk0, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', p. 28.

12 §evéenk0, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', pp. 90-91.
SevCenko estimates the date that restoration work in the Chora began based on Gregoras’
accounts. He suggests that Gregoras came to Constantinople from Heracleia of Pontus around
1314-1315 and was introduced to Metochites about 1315 through Patriarch John Glykys (Patriarch
from April 1315), an associate of Gregoras’ uncle, John, Bishop of Herakleia, and an old friend of
Metochites. See Nikephoros Gregoras, Nicephori Gregorae Byzantina Historia (Cambridge:
Cambridge University Press, 2012), vol. I, pp. 270-71, 328.

13 §evéenk0, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', p. 29.

'* Nikephoros  Gregoras, Nicephori Gregorae Byzantina Historia (Cambridge: Cambridge
University Press, 2012), vol. I, p. 303.

15 Seveenko, Etudes Sur La Polémique Entre Théodore Métochite Et Nicéphore Choumnos, p. 19.



the capital by force in May 1328, terminating Metochites’ political career. Metochites was
exiled to Didymoteichon in Thrace, where he lived for two years.'® His palace was
destroyed and his possessions were confiscated, he was in disgrace and suffering from
illness.

After two years in Thrace, Metochites was permitted to return to Constantinople and
to settle in the Chora, which had remained untouched by the mob that destroyed his
palace.'” He remained in the monastery for two bleak years, imprisoned by the
government and suffering from illness. He died as the monk Theoleptos on the thirteenth
of March 1332 and he was buried in the Chora."®

The arrival of the Palaeologi in Constantinople in 1261, after sixty years of Latin
rule, coincided with an ‘intensification of the elite’s contacts with antiquity’,"” a tendency
that acquired momentum especially under the reign of Andronicus II Komnenos, who
became emperor in December 1282. As Thor Sevéenko points out, ‘the period of feverish
antiquarianism’ was in full swing in the last two decades of the thirteenth century,
coinciding with the teenage and young adult years of Metochites.”

Metochites’ writings amount to 1881 folios.*' Apart from his letters, which were

lost in a fire at the Escorial library in 1671,% all known works by Metochites have been

'® Nikephoros  Gregoras, Nicephori Gregorae Byzantina Historia (Cambridge: Cambridge
University Press, 2012), vol. I, p. 428. On the date of 1330 see §evéenko, Etudes Sur La
Polémique Entre Théodore Métochite Et Nicéphore Choumnos, p. 39 and 43.

" Nikephoros  Gregoras, Nicephori Gregorae Byzantina Historia (Cambridge: Cambridge
University Press, 2012), vol. I, pp. 458-59. Also see §evéenko, '"Theodore Metochites, the Chora
and the Intellectual Trends of His Time', p. 36.

8 Seveenko, Etudes Sur La Polémique Entre Théodore Métochite Et Nicéphore Choumnos, p. 8.

19 §evéenk0, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', p. 19.

20 §evéenk0, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', p. 24.

21 §evéenk0, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', p. 37.



preserved. He composed twenty Poems in dactylic hexameter, eighteen Orations (Logoi),
and three works on philosophy: the Stoicheiosis Astrononike (1316/1317), the
Paraphraseis of Aristotle’s Writings on Natural Philosophy (c. 1320), and a collection of
philosophical and historical essays, the Seimeioseis Gnomikai (c. 1326). In the
Seimeioseis Gnomikai, Metochites discusses classical authors, such as Plato and Aristotle,
on political, ethical and epistemological questions, and meditates on different aspects of
Greek and Roman history. As Borje Bydén suggests, these themes were common among
late antique Platonists, such as Philo of Alexandria, Plutarch, Maximos of Tyre, and
Synesios, from whom Metochites seems to be drawing inspiration in his attempt to
combine a philosophical context with natural eloquence in the Seimeioseis.”

Metochites’ devotion to scholarly activity is expressed in the generous contributions
of books he made to the library of the Chora, which was in a deteriorating state before he
began the restoration of the monastery. His own scholarly library, which was preserved at
the monastery, was the largest monastic library in Constantinople,” and included almost
complete collections of secular and sacred works, including works of Greek
philosophers.”” Metochites himself, in a lengthy letter addressed to the monks of the
Chora written while he was in exile, stresses the importance of the library not only for the
monks but mostly for the visitors to the monastery, and he urges the monastic community

to take good care of it, admitting that the library was his most important contribution to

22 Christian Forstel, 'Theodore Metochites and His Books between the Chora and the Renaissance',
in The Kariye Camii Reconsidered, ed. by Holger Klein, Robert Ousterhout, and Brigitte Pitarakis
(Istanbul: Arastirmalari Enstitusu, 2011), pp. 257-84, 257.

> Borje Bydén, 'Theodore Metochites', in Encyclopedia of Medieval Philosophy: Philosophy
between 500 and 1500, ed. by Henrik Lagerlund (Dordrecht: Springer, 2011), pp. 1266-69, 1267.
** Edmund Fryde, The Early Palaeologan Renaissance 1261 - 1360 (Leiden: Brill, 2011), p. 323.
2 §evéenk0, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', p. 36.
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the monastery.”® The importance of the preservation of the library to Metochites is also
obvious in the fourth Poem of his collection of poetry, addressed to Nikephoros
Gregoras.”” There he asks Nikephoros to become the guardian of the library, which he
calls the ‘dearly beloved offspring of my soul’. His relation to Greek antiquity and his
extensive knowledge of the works of the Church Fathers is reflected throughout his
work.”® Metochites cites about eighty ancient writers in his works. He was particularly
proud of Byzantine civilization because he regarded it as an embodiment of ancient Greek
culture and occasionally he would call the Byzantines ‘Hellenes’ rather than ‘Romans’.”
Establishing links and promoting continuity between ancient Greece and his own time
seems to have been a major aim for Metochites.” The legacy of Greek antiquity was for

Metochites a living source of inspiration for his work, as the thoughts of the ancient

*6 This letter is Logos 15, and it is entitled To the monks of the Chora, on the occasion of the death
of their first abbot Lucas; lament over him and exhortation to them to pursue the god with
diligence. For the original text in Greek of this letter see Sev&enko, 'Theodore Metochites, the
Chora and the Intellectual Trends of His Time', pp. 58-84, and especially pp. 80-83.

7 Poem 4, verse 285. For the original text in Greek see: Ihor SevEenko and Jeffrey Featherstone,
Michael, 'Two Poems by Theodore Metochites', The Greek Orthodox Theological Review, 26
(1981), 1-46 Translation of this extract comes from J. M. Featherstone, 'Metochites's Poems and
the Chora', in The Kariye Camii Reconsidered, ed. by Holger Klein, Robert Ousterhout, and
Brigitte Pitarakis (Istanbul: Arastirmalari Enstitusu, 2011), pp. 215-56, 237.

2 Sev&enko, 'Theodore Metochites, the Chora and the Intellectual Trends of His Time' pp. 37-40.
*In his first Poem, Metochites calls the Byzantines Hellenes: ‘tdd &9’ ijuéac £5paov
ovuopvlovs ‘EAAnvag’. For the original text in Greek see Theodore Metochites, Dichtungen
Des Gross-Logotheten Theodoros Metochites, ed. by Maximilian Treu (Potsdam: Krémersche
Buchdruckerei, 1895), p. 26 For the significance of the use of the term Hellenes by Metochites see
Edmund Fryde, The Early Palaeologan Renaissance 1261 - 1360 (Leiden: Brill, 2011), p. 328;
§evéenko, '"Theodore Metochites, the Chora and the Intellectual Trends of His Time', p. 46; For
the use of the term Hellenes in the Palacologan era see Ihor Sev&enko, 'The Palaeologan
Renaissance', in Renaissaces before the Renaissance: Cultural Revivals of Late Antiquity and the
Middle Ages, ed. by Warren Treadgold (Stanford, CA: Stanford University Press, 1984), pp. 144-
72,163.

* Edmund Fryde, The Early Palaeologan Renaissance 1261 - 1360, p. 328.
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Greek philosophers helped him express his own reflections on life.”! Metochites was also
an enthusiastic student of ancient history. As he mentions in his Seimeioseis, ‘no
achievement is possible in the field of learning without acquaintance with ancient
historians and ancient history’.*”” This historical approach extended from the ancient Greek
writers to the Church Fathers of late antiquity. Metochites was very well read but
particularly admired St Basil and Gregory of Nazianzos and recognised their role in
shaping the Orthodox faith. Indeed, in one of his early Logoi, he asserts that ‘the works of
St Basil and Gregory of Nazianzos were sufficient as a defence against those who
attacked one’s faith’. And he adds that ‘everyone should say about the two fathers... this
is my defence to those who would examine me’.”> Metochites had studied Gregory
extensively, as Sevéenko shows that ‘he knew all of Gregory’, especially his poetry.** He
had also dedicated some of his works to the Nazianzene. His sixth Logos is entitled

Eulogy of Gregory, and his sixth Poem is dedicated to the Three Hierarchs. *> Metochites’

3" Edmund Fryde, The Early Palaeologan Renaissance 1261 - 1360, p. 331; Sev&enko, 'Theodore
Metochites, the Chora and the Intellectual Trends of His Time', p. 45.

2 This extract is from Essay number 111 of the Seimeioseis Gnomikai. For the original text in
Greek and English translation see §evéenko, 'Theodore Metochites, the Chora and the Intellectual
Trends of His Time', p. 40.

B tic ydo olix dv e ¢poovav oluar ueta tovtwv [ie. Basil and Gregory] &loito
ovvtdrreoleoal... kol oV motevoal T)f ueydin Tdv dvoedv copiq, moos Ta.oTav udyny Tav
Evavtiov xal TOAEUOVVTWV xai xaxovQyouvtwv EEwlev xai xaTEMYEWQOVVTIWYV THG
ExxAnoiag avtovs doxelv uovovs aliv, xai td xat avtovg eic dmoloyiav avtipéoew
vt OVove xal xaxonbet... xai T00T v eix0TwG TAOV ATOOTOMMDV Onudtwv $dvol
TAVTQ TWVd... 1] Eurj dmoloyia Tois Eué dvaxpivovow avty éotiv’. Logos 6, original text and
translation in §evéenko, 'Theodore Metochites, the Chora and the Intellectual Trends of His Time'
p. 53 Logos 6 was written according to Sev&enko before 1294/1295. For the date of the Logos see
Sevéenko, Etudes Sur La Polémique Entre Théodore Métochite Et Nicéphore Choumnos, p. 139.
34 §evéenk0, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', p. 38.

* The poem dedicated to the Three Hierarchs is the longest of the poems written by Metochites. It
remains unpublished.
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sixth Logos is the first scholarly appreciation of Gregory,’® and it is superior to earlier and

37

contemporary panegyrics on Gregory. Sevenko suggests that Gregory’s

autobiographical poems, which were written in hexameters, must have had great infuence
on Metochites’ own autobiographical writings, where he uses hexameters as well.”
Sevienko also observed several textual coincidences between the writings of the
Nazianzene and those of Metochites.”

In an era characterised by a skillful and passionate utilisation of antique sources,
where male antiquarians expressed their admiration of antiquity by searching for ancient
texts, borrowing them from each other and diligently collecting them, Metochites was ‘the
most prominent representative of the early Palaeologan revival’, possessing broad
knowledge and deep understanding of ancient and late antique sources, secular and
sacred, philosophical and theological .*’

The name of the monastery that Metochites restored has been discussed by scholars

in a topographical as well as in a ‘mystical’ context.’ The discussion of the mystical

dimension of the name focuses mostly on the inscriptions of Christ and the Virgin that

3 Thor Sevéenko, 'The Palacologan Renaissance', in Renaissaces before the Renaissance: Cultural
Revivals of Late Antiquity and the Middle Ages, ed. by Warren Treadgold (Stanford, CA: Stanford
University Press, 1984), pp. 144-72, 149.

7 Edmund Fryde, The Early Palaeologan Renaissance 1261 - 1360, pp. 327-8.

3 Thor Sevéenko, 'The Palacologan Renaissance', in Renaissaces before the Renaissance: Cultural
Revivals of Late Antiquity and the Middle Ages, ed. by Warren Treadgold (Stanford, CA: Stanford
University Press, 1984), pp. 144-72, 164; J. M. Featherstone, Theodore Metochites's Poems 'to
Himself' (Vienna: Verlag, 2000), p. 16.

% For an overview of the way that the writings of Gregory of Nazianzos influenced the poetry of
Metochites and for a comprehensive analysis of the textual coincidences between the two, see
§evéenko, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', p. 38.

4 Sev&enko, 'The Palacologan Renaissance', p. 147.

# Underwood, The Kariye Djami, pp. 4-5, 27-28, 39, 41 Also see Ousterhout, 'The Virgin of the
Chora' pp. 96-97.
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contain the epithet Chora. In particular, there are four inscriptions in the Chora monastery
where Christ is called Chora (i.e., land, dwelling-place) of the Living (Xwoa tav
Zovtwv) and another two where the Virgin is called Chora (i.e., dwelling-place) of the
Uncontainable (Xaoa 100 Aywertov). Images of Christ that bear the inscription Chora
of the Living can be found in four places inside the church: above the entrance to the inner
narthex (bust of Christ Pantokrator) (fig.1), above the main door leading into the naos (the
Enthroned Christ and the Donor) (fig.2), at the northeastern corner pier of the naos as a
templon image (full-figure image of Christ) (fig.4), and at the medallion of tomb H (tomb
of a man named Demetrius), which is attached to the northern wall of the inner narthex
(bust of Christ). Images of the Virgin that bear the inscription Chora of the Uncontainable
can be found in two places: in the lunette above the entrance of the exonarthex (half-
figure image of Virgin Blachernitissa), directly facing the image of Christ above the main
entrance to the inner narthex (fig.3), and at the southeastern corner pier of the naos as a
templon image corresponding to that of Christ at the northeastern pier (full-figure image

of the Virgin Hodegetria) (fig.5).



Fig. 1: Christ Pantokrator. Lunette above the entrance to the esonarthex. Mosaic.

Fig. 2: Christ enthroned and the donor. Lunette above the entrance to the naos. Mosaic.
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Fig. 3: The Virgin Blachernitissa and Angels. Lunette above the entrance door. Mosaic.
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Fig. 4: Christ. Templon image in the naos. Northeastern pier. Mosaic.



Fig. 5: The Virgin Hodegetria. Templon image in the naos. Southeaster pier. Mosaic.

However, the so-called ‘mystical’ dimension of the term chora, as used in the
inscriptions that accompany images of Christ and the Virgin, has not been fully explored.
Underwood cites examples of earlier uses of the term without however focusing on

explaining in what sense the term chora came to have mystical connotations in the
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fourteenth century.”” He suggests that the epithet Chora of the Living is a phrase taken
from the Psalms.” Indeed, in Psalm 116:9 one reads: ‘I will walk before the Lord in the
land of the living’. Concerning the epithet of the Virgin as Chora of the Uncontainable,
Underwood maintains that the epithet was used from as early as the fifth century by Cyril
of Alexandria in his eleventh Homily.** Cyril, depicted in the conch of the apse of the
parekklesion among the Hierarchs, in his homily hails the Virgin as ‘to ywoiov tod
dywe1tov’ (chora of the uncontainable),” with the term ywo(ov here used as a cognate
of the term ymEa. Moreover, as Underwood points out, the epithet is also found in the
Akathistos Hymn, where the Virgin is hailed as ‘@eo?v aywontov ywoa’ (chora of the
uncontainable God).*®

Ousterhout focuses on examining the notion of Chora by relating it to the Virgin
and proposes a view of the term that engages with the different connotations that Chora
might have had within the context of the monastery. Following Underwood, he maintains
that the phrase Chora of the Uncontainable as an epithet of the Virgin is taken from the
Akathistos Hymn, even though he acknowledges that the origin of the phrase is certainly
older, mentioning the use of the term by Cyril of Alexandria in the fifth century.”’
Ousterhout focuses his analysis on the image of the Virgin that is positioned in the lunette

above the western entrance to the church, in the central bay of the exonarthex (fig. 3). The

2 “The term Chora... was employed from the beginning not in a topographical but in a mystical
sense, as it assuredly was in the fourteenth century’. Underwood, The Kariye Djami, p. 4.

# Underwood, The Kariye Djami, p. 39.

* Cyril, Patriarch of Alexandria, theologian and saint (378-444). The Oxford Dictionary of
Byzantium, vol.1, p. 572.

# Cyril of Alexandria, 'Homily XI,' in Patrologia Graeca, ed. by J. - P. Migne, 162 vols (Paris:
Centre for Patristic Studies, 1857-1886), vol. 77, 1032D.

4 Akathistos Hymn 15:6. For the full text in Greek and English translation see Leena Peltomaa,
Mari, The Image of the Virgin Mary in the Akathistos Hymn (Leiden: Brill, 2001).

7 Ousterhout, 'The Virgin of the Chora', p. 93.
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Virgin is depicted frontally in bust form, while her hands are raised in the orans position.
Before her breast there is a bust of Christ Emmanuel enclosed in an egg-shaped mandorla.
The Virgin is surrounded by angels to the right and left. This type of image is called the
Blachernitissa, named after an image that was located in the nearby monastery of
Blachernae. With Christ placed directly before the Virgin, the image functions as a visual
allusion to the miracle of the Incarnation, as Christ can be seen as contained within the
womb of the Virgin. As the Chora of the Uncontainable, the image of the Virgin is
associated here with the notion of containment and the role of the Virgin in Salvation. The
Virgin Blachernitissa stands to the west of the domical vault of the exonarthex, where the
Miracle at Cana and the Multiplication of the Loaves appear. These two scenes were not
often placed together in Byzantine iconography, and in the case of the Chora they have
also been taken out of their proper chronological sequence specifically in order to appear
on the main axis of the church, directly above the images of Christ as the Chora of the
Living and the Virgin as Chora of the Uncontainable *® In the two scenes, visual emphasis
is given on the containers, as large baskets of bread and pithoi of wine fill the pendentives
of the domical vault; as the Virgin contains the Uncontainable God, the baskets and the
pithoi contain the symbols of Christ’s sacrifice. The notion of containment that underlines
the role of the Virgin as an extraordinary container that contained God is visually
projected elsewhere in the church, too. In the parekklesion, which ultimately is a
projection of the exonarthex to the south enveloping and containing the naos,* the

symbolism of containment is expressed through the Old Testament prefigurations of the

“* Ousterhout, 'The Virgin of the Chora', pp. 98-99.
* Engin Akyiirek, 'Funeral Ritual in the Parekklesion of the Chora Church', in Byzantine

Constantinople: Monuments, Topography and Everyday Life, ed. by Nevra Necipoglu (Leiden:
Brill, 2001), pp. 89-104, 103.
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Virgin depicted in the western bay. The Tabernacle, the Ark of the Covenant, the wall of
Jerusalem, the sacred vessels of the Temple as well as the Temple itself, all highlight the
role of the Virgin as an extraordinary container acting as an intermediary between God
and humankind.

Ousterhout underlines that the symbolism of containment is also expressed in
Byzantine hymnography. Romanos the Melode, in his kontakion On the Nativity of the
Virgin Mary writes that the Virgin ‘became the temple and the tabernacle of the Lord’ >
Elsewhere, the Virgin is also hailed as ‘the pot that has contained (yworoaoa — the one
who has contained) the giver of the manna, which symbolises the Eucharist.’' The pot of
manna symbolising the Virgin as a container of God is found in the images of the
monastery as well. In the lower zone of the northern dome of the inner narthex, Moses is
portrayed holding the pot of manna, on which one can see an image of the Virgin. The
four hymnographers depicted in the pendentives of the dome of the western bay of the
parekklesion, John of Damascus, Cosmas of Jerusalem, Joseph the Hymnographer and
Theophanes Graptos, have all used the therm chora, or a variation of it, in their hymns
addressed to the Virgin.”> John of Damascus in his Homily on the Annunciation hails the
Virgin as ‘the one who contained (ywonoaoa,)... Him who cannot be contained by the

universe’”> Cosmas of Jerusalem calls the Virgin ‘container of the infinite Creator’*

* Marjorie Carpenter, Kontakia of Romanos, Byzantine Melodist (Columbia, MO: University of
Missouri Press, 1973), vol. 2 no. 35, strophe 5.

S orduvog ywenoaca tév Tov udvva dotijoa’: Ignatios, Canon of the Fourteen Thousand
Holy Children of Bethlehem, Ode 8, Troparion 4. In Sofronios Eustratiades, H @eotoxog Ev Ty
Yuvoyoagia (Paris: Chompion, 1930), p. 73. Underwood and Ousterhout mention this extract.
See Underwood, The Kariye Djami, p. 55; Ousterhout, 'The Virgin of the Chora', p. 101.

> Qusterhout, 'The Virgin of the Chora', p. 97.

3 ywonoaoa... 6v meo 6 xéouoc ywonoar ov dvvarar’: John of Damascus, Homily on the

Annunciation. In Eustratiades, H @¢otoxos Ev Ty Yuvoyoagia, p. 86.
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while Theophanes hails Her as ‘the container of the unbearable God’ >® Finally Joseph the
Hymnographer hails the Virgin as ‘the one who contained the holy fire’,” and in his
Canon for the Mid-Pentecost, every verse begins with a different play on the word
ywENHoooa — choresasa.’

The Akathistos hymn also provides numerous examples of the association of the
notion of containment with the Virgin. The Akathistos is an anonymous poem in praise of
the Virgin, with its subject being the Incarnation. The poem cannot be securely dated, but
evidence suggests that it was composed as early as the fifth or sixth century.” It became
very popular in Byzantium in later centuries and even at the time of Metochites was sung
throughout the year for private devotional purposes.” In the Akathistos hymn, the
hymnographer uses various metaphors to describe the Virgin that evoke the notion of
containment. The Virgin is called ‘chora of the uncontainable’, ‘womb of divine
Incarnation’,  ‘container of God’s wisdom’, ‘living temple’, ‘tabernacle of God’,

‘dwelling place of Him who is above the Cherubim’® Akyurek suggests that a special

3 ywolov Tod dmeipov mhaotovoyot’: Cosmas of Jerusalem, Canon of the Feast of Pentecost,
Ode 9. In Eustratiades, H @cotdxos Ev Ty Yuvoyoagpia,p. 86.

3 “ywolov aotéxtov Oeétnroc’: Theophanes Graptos, Parakletike of the Sunday Canon, Ode 6.
In Eustratiades, H @¢cotoxos Ev Ty Yuvoyoagia, p. 86.

% “yworjoaoa o 16 Ociov’: Joseph the Hymnographer, Canon of St Tertius, Ode 1. In
Eustratiades, H O¢otoxos Ev Ty Yuvoyoagpia, p. 86.

" Qusterhout, 'The Virgin of the Chora', p. 97. ‘[1] Alone you contained the Creator himself in
your womb, Godbearer’. ‘(2] She has contained in her womb the unbounded God’. ‘[3] In your
womb you contained the uncontainable logos’. ‘[4] You contained in your womb, Virgin Mother,
the one of the Trinity, Christ the lifegiver’. Joseph the Hymnographer, 'Canon for the Mid-
Pentecost', in Patrologia Graeca, ed. by J. - P. Migne (Paris: Centre for Patristic Studies, 1857-
1886), vol. 105, col. 1393.

% Peltomaa, The Image of the Virgin Mary in the Akathistos Hymn, p. 21.

% Akyiirek, 'Funeral Ritual in the Parekklesion of the Chora Church', p. 101.

0 “@eov dywornTov ydoa’: 15:6, ‘yaotijo évhéov capxdoews’: 1:15, ‘copiac Ocov
doyeiov’: 17:6, ‘Euypvyov vaov Ocotoxe’: 23:2, ‘oxnvi 100 Ocov’: 23:6, ‘oixnua
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commemorative service for the dead was held in monasteries every Friday during the
eleventh hour, which is the last monastic hour of the day. The Akathistos hymn, was also
sung during the eleventh-hour service in honour of the Virgin.’’ As Akyurek explains,
evidence suggests that the Akathistos was sung every Friday night in monasteries, as after
the twelfth century, especially in Constantinople, the Friday night memorials that were
celebrated before the tombs merged with the vigil that was held in monasteries, and in this
way the Akathistos hymn continued to be sung to commemorate the dead.®* At the Chora
parekklesion, St Joseph, depicted in the south-west pendentive of the dome of the western
bay, holds a scroll, and the inscribed text on it comes from his kanon for the Akathistos
hymn. The line reads: ‘Propitiation of the world, hail, spotless Virgin...’.*> Akyurek
suggests that based on evidence for the use of the Akathistos in monasteries of
Constantinople and on the basis of Joseph’s inscription, it is reasonable to claim that the
Akathistos hymn was sung in the Chora parekklesion during the commemorative services
for those who were buried within the monastery and possibly for others as well.
Describing the Virgin as a container of God, appears to be a fopos in homiletic and
hymnographic Byzantine texts, while the epithet ‘chora of the uncontainable’ and its
variations are among the commonest characterisations of the Virgin in hymns as well as

in homilies.”* Maria Evangelatou maintains that the frequency with which texts containing

wovdooTov Tov Emi Tdv Xepovfiu’: 15:10. For the full text in Greek and English translation
see Peltomaa, The Image of the Virgin Mary in the Akathistos Hymn, pp. 3-19.

o' Akyiirek, 'Funeral Ritual in the Parekklesion of the Chora Church', p. 101.

62 Akyiirek, 'Funeral Ritual in the Parekklesion of the Chora Church', p. 101.

8« TAaotijowov 100 xdouov, yaioe, dyoavre Aéomowa’. St Joseph the Poet, Kanon for the
Akathistos Hymn, Ode 4. See Underwood, The Kariye Djami, p.217.

% Maria Evangelatou, 'The Purple Thread of the Flesh: The Theological Connotations of a
Narrative Iconographic Element in Byzantine Images of the Annunciation', in Icon and Word: The
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that phrase were chanted or read in the church, suggests that the notion of containment
and its association with the Virgin was a well-known symbolism in Byzantium.” As
Ousterhout points out, the notion of the Virgin as an extraordinary container was very
common in Byzantine hymnography and the epithet chora would have been immediately
understood in this context by the fourteenth-century monks and visitors to the Chora.*®
The extraordinary character of the Virgin, in the context of her role in Incarnation
and Salvation, is projected in the Chora monastery by highlighting not only the
symbolism of containment but also the notion of passage. The image of the Blachernitissa
is positioned in the lunette above the entrance to the exonarthex of the church and, as
Ousterhout points out, the Virgin should be understood in the context of the portal, in
visual as well as symbolic terms.” The Virgin as ‘the gate of the Word’, can be seen
depicted elsewhere in the church. In the scene of Joseph taking the Virgin to his house,
depicted in the inner narthex, one can see an image of the Virgin above the portal of the
Temple. Moreover, in the scene of the angel smitting the Assyrians there is an image of
the Virgin above the gate of Jerusalem. The notion of the Virgin as portal or passage was
not an uncommon motif in hymnography either. In the Akathistos hymn, the Virgin is

called ‘gate of sacred mystery’ and ‘gate of salvation’.*® Theophanes Graptos calls the

Power of Images in Byzantium, ed. by Antony Eastmond and Liz James (Aldershot: Ashgate,
2003), pp- 261-79, 267.

% Evangelatou, 'The Purple Thread of the Flesh: The Theological Connotations of a Narrative
Iconographic Element in Byzantine Images of the Annunciation', p. 267.

% Qusterhout, 'The Virgin of the Chora', p. 98.

7 Qusterhout, 'The Virgin of the Chora', p. 101.

% <genrov uvotneiov Ovpa’: 15:7, ‘miin tijc owtnoiag’: 19:7. For the full text in Greek and

English translation, see Peltomaa, The Image of the Virgin Mary in the Akathistos Hymn, pp. 3-19.
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Virgin a ‘gate through which the God spoke to the world’ *° while John of Damascus hails
the Virgin as the ‘symbolic gate through which God passed’.”” Finally, Joseph the
Hymnographer employs the term ‘God-containing gate’ to describe the Virgin.”' In the
work of Joseph the Hymnographer, the notion of the portal and the symbolism of
containment come together in the context of the term chora in order to highlight the
extraordinary properties of the Virgin as a container for God and a passage through which
God came to earth, an intermediary between Heaven and earth. The contradictory imagery
of container and passage is used here to express the mystery of the Incarnation and
describe the Virgin as an extraordinary symbolic space in between the human and divine
uniting the two by acting as a passage/bridge and a container. The role of the Virgin as a
space in between and a bridge that unites two different realities and brings them together
is finally emphatically projected in the Akathistos hymn. Section fifteen, verse twelve
reads: ‘Hail, you who bring opposites together’.” The hymnographer hails the Virgin as
the ‘celestial ladder through which God descended’ and as the ‘bridge leading those from
earth to heaven’.”

The role of the Virgin Chora as a space in between human and divine that functions

at the same time as a container, a passage and a bridge, has led Tasos Tanoulas to study

¥ midn O g Oedg TP xbouw duiinoe’: Theophanes Graptos, Canon of St Gregory of
Neocaesarea, Theotokion. In Eustratiades, H @eotoxos Ev Ty Yuvoyoapia,p. 67.

" midny voeod v duvdevoe Xoiotds’: John of Damascus, Canon on the Translation of the

Relics of St John Chrysostom, Ode 5, Eirmos. In Eustratiades, H ®cotoxos Ev Ty
Yuvoyoapia,p. 67.

71 ¢

AN Oeoydontos’: Joseph the Hymnographer, Canon on St Therapon, Ode 6. In Eustratiades,
H O¢otoxos Ev Ty Yuvoyoagia,p. 67.

2 yaioe, 1} Tavavtio eig TavTé dyayovoa’: 15:12. See Peltomaa, The Image of the Virgin

Mary in the Akathistos Hymn, pp. 12-13.

73 <

#Aiua& émovodvie, 01 g xatéfn Oeds’: 3:10, ‘yépuvoa uetdyovoa ToV¢ €x yijc mooc
ovoavov’: 3:11. See Peltomaa, The Image of the Virgin Mary in the Akathistos Hymn, pp. 4-5.
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the philosophic origin of the term chora, and investigate how it came to be used as an
epithet for the Virgin as well as for Christ. The epithets Chora of the Living and Chora of
the Uncontainable are found as inscriptions on monumental paintings for the first time in
the monastery of Chora.” Underwood suggested that the phrase chora of the living
originates in the Book of Psalms, as already discussed. Tanoulas however points out that
the term chora was introduced by Plato and, keeping in mind that some of the early
Church Fathers have written commentaries on the Psalms, Tanoulas attempts to identify
the link between the Platonic chora and the Christian interpretation of the term. Indeed, St
Basil, greatly admired by Metochites, describes the Chora of the Living in his Homilies
on the Psalms: "

‘there is no male or female in the resurrection, but life is one and in one

way: in the way of the ones who reside in the chora of the living and

please their Lord... Where there is no change of either body or soul, that

is where the chora of the living indeed is, [the realm] of the ones who

remain forever the same... The chora of the living is where there is no

night, no sleep that imitates death;, where there is no eating, no

drinking... no illness, no pains... But it is the chora of those who live the

real life in Jesus Christ, whose is the glory and the power forever’.’®

™ Tasos Tanoulas, 'Xdpa: Christian Aspects of a Platonic Concept', Deltion of the Christian
Archaeological Society 34.4 (2013),405-14, 405.

> Basil Bishop of Caesarea, writer and saint. (ca. 329 — 379?). Basil wrote eighteen sermons on
the psalms and except from one, all come from the first half of the Psalter. The recurring theme in
these sermons is the living of the Christian Life. The Oxford Dictionary of Byzantium, vol. 1, p.
269.

" AT 0V Evi dooev xai OifAv év T1f dvaotdoet, dAAA uia Tis éoti {wn xai wovoetoomog,
EVAQEOTOVVTWY TQ EQVTAV ALOTOTN TAV XATOHOVVTWY &V T)f Ydeg TdV {dviwv... Omov
08 0Vx 0Ty AAAOIWOLS 0UTE ODUATOS 0VTE YVYING Ydoa 0TIV €xeivy T@ OviL Caviwv,
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Tanoulas suggests that Basil’s text describing the chora of the living is modeled in
Platonic terms. God, as the Platonic Being, is the ‘land of the living’, in which the living
live eternally ‘remaining forever the same’, in the same way that ideas do in the Platonic
Being. The chora of the living is here an image of the afterlife in heaven, a promised land
that will receive those who lived ‘in Christ’. The image of Christ as Chora of the Living
above the sarcophagus of Demetrius (Tomb H) supports this eschatological view of the
epithet that is mirrored in the image of the Anastasis in the parekklesion. The image of
Christ in the naos that bears the same inscription is also of eschatological character, as the
book that Christ holds reads: ‘Come unto me, all ye that labour and are heavy laden, and
I will give you rest’ (Matt.11:28).”” Christ’s iconography here is of the Antiphonetes type,
‘the one who responds’, highlighting in this way the need for the beholder to
communicate with Christ who addresses him or her (‘all ye’). The three main images of
Christ as Chora of the Living are placed on the central axis of the building, leading to the
naos and stressing in this way the role of Christ in salvation,”® a concept that is reflected in
the parekklesion as well, where the east bay is mostly dedicated to Christ and the notion

of salvation. In this way Christ is seen as not only the creator of the world, but the world

Spoiwv Svtwv del avtdv... Zaviov éxeivy ywoa, v 1j ovx évi vOE, ovx év Uavog 10 T00
Oavdtov uiunua- €v 1j ovx évi Bodoig, 0vx évi oS, TA. TS dobeveiag fudv Vreoeiouata,
0Vx Vi V600G, 0Vx £Vt dAyfuata, ovx iaToEia, 0V OxadTioLa, 0Vx EUTooioL, 0V TEVaL, OV
xonuara, TOv xaxdv 1§ aoyn, 1 T@v moAéuwv vmobeois, 1 0iCa tijs yboag: diid ywoa
Cavrwv, ovx dmobvnoxoviwv owd T duagtios, diid Caviwv v ainbif Conv v Ev
Xowtd Tnood, ¢ 1j d6Ea xai T0 x0dTog €ig TOVS aidvas TV aidvov’: Basil of Caesarea,
'Homiliae in Psalmos', in Patrologia Graeca, ed. by J. - P. Migne (Paris: Centre for Patristic
Studies, 1857-1886), vol. 29, pp. 492-93. For the English translation see Tanoulas, 'Xdmoa:
Christian Aspects of a Platonic Concept', p. 406.

" Underwood, The Kariye Djami, p. 169.

® Qusterhout, 'The Virgin of the Chora', pp. 99-100.
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itself that embraces all people.” Christ as Chora represents the Church as physical and
symbolic space and embodies the Christian community. He becomes an infinite milieu
and receives the faithful, bringing into presence both the living and the deceased. The
resurrection-related imagery of the parekklesion projects the inauguration of a new
condition where the deceased join the faithful in the Chora of the Living. The
juxtaposition of the images of Christ Chora in the narthexes with the architecture (as they
are placed above the entrances), combined with the inscription on Christ’s image in the
naos (‘Come unto me, all ye that labour and are heavy laden, and I will give you rest’),
implies that Christ Chora is also seen as a portal, through which the faithful enter into
life ** In this way, Christ can be regarded as a passage that connects heaven and earth,
offering the faithful a way to enter the chora of the living, visually representing an extract
from John 10:9: ‘The Lord said I am the door; if anyone enters through me he will be
saved, and will go in and out’.*' Christ in the monastery is the chora of the living: an
extraordinary space in between that bridges the gap between life and death, presence and
absence. However, the prominence of Christ as Chora of the Living inside the church is
not directly mirrored in Metochites’ own writings about the monastery. Even though his
first poem is dedicated to Christ and the restoration of the Chora, the epithet is not

mentioned at all in his writings. The Virgin as Chora of the Uncontainable on the other

hand, appears numerous times in his poems, a fact that possibly stresses Metochites’ need

" This conception of identifying the creator with the creation is not entirely radical as more often
than not Christ is considered to be the creator and head of the Church, but also the Church itself,
for without him there would be no Church.

% Warren Woodfin, 'Wall, Veil and Body: Textiles and Architecture in the Late Byzantine
Church', in The Kariye Camii Reconsidered, ed. by Holger Klein, Robert Ousterhout, and Brigitte
Pitarakis (Istanbul: Arastirmalari Enstitusu, 2011), pp. 371-422, 376.

' Elmev 0 Kvouog €yd eiui 1j 0Vpa, Ot éuod édv tig eioédOn cwbijoetar xai eicelevoeTar’:
John 10:9.



28

for the intercession of the Virgin, recognising her role as a chora in between human and
divine.

The epithet Chora of the Uncontainable can be found in the Akathistos hymn (chora
of the uncontainable God), and also in the work of Cyril of Alexandria (chorion of the
uncontainable), as discussed earlier. An earlier reference to the phrase is found in the
writings of Eusebius of Caesarea, who, in his Commentary on Psalms, writes:* ... like
Sion which, being the city of God, is the chora of the man who has been born in it, so this
man becomes the chora and the container of the Word of God who has been born in it, as
in a holy sanctuary and temple’ * The Virgin, as Sion, emerges here as the chora of
Christ’s body that, in its turn, becomes the chora and the container of the Word of God.
Therefore, the Virgin, having contained Christ, who contained the Word of God, becomes
the chora and the container of the Word of God herself and emerges as the chora of the
uncontainable. Eusebius employs the terms chora and container (doyelov — doheion) and
uses them not as synonymous but as supplementary to each other; chora is understood
here as a space one is borne by, born in and bred in, while the word container refers to

Christ’s body, the material container of God.

%2 Eusebios of Caesarea, churchman and scholar (ca. 260 — 339/340). The Oxford Dictionary of
Byzantium, vol. 2, p. 751. In his Commentary on the Psalms, Eusebios discusses the historical
bearing of the psalms and provides theological and mystical interpretations of the text of the
Psalter. The Oxford Dictionary of Byzantium, vol. 2, p. 751.

¥ “Qomep yao 1 Zwwv, mélis ovoa t00 Ocod, ydoa Tvyydver ToU TEXOEVTOS v VT
avdeog, ot xal avTog 0 dvi ywea yivetal xal doyeiov ToU €v avT® yevvnOévtos Oeov
Aoyov, wg €v ieo® dyiw xal va@®’: Eusebios of Caesarea, 'Commentaria in Psalmos', in
Patrologia Graeca, ed. by J. - P. Migne (Paris: Centre for Patristic Studies, 1857-1886), vol. 23 p.
1049. For the English translation see Tanoulas, 'X®oa: Christian Aspects of a Platonic Concept',
p. 408.
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Moving to earlier sources, Tanoulas points out that Clement of Alexandria in his
Stromata uses the chora in a Platonic context,* referring directly to the philosopher. In
particular, he states that: ‘Plato says that the contemplative-intellectual God of ideas will
live among the humans,; and that the mind is the chora of ideas, and God himself is mind.
He has said that the contemplative-intellectual god of the invisible God lives in humans’*
Elsewhere Clement states: ‘... because it is hard to take hold of the chora of God, [God]
whom Plato has named the chora of ideas’ *® Clement here identifies the concept of chora
with that of ¥wodoy1, in the sense of receptacle or container.” In Plato’s Timaeus,
Socrates describes chora as a third kind of being; it is neither being nor nonbeing, it is
rather an interval between the two. Chora is a disruption to binary oppositions, a
transitional space between Being, the ideal intelligible model, and Becoming, the material

sensible copy or form:*

% Clement of Alexandria, early Christian philosopher (ca. 150 — after 215). The Stromata
(‘Patchwork’) is the third book of Clement’s trilogy of works on the Christian life. It deals with a
variety of matters and aims at giving an account of the Christian faith based on Scripture and
tradition. The Oxford Dictionary of Byzantium, vol. 1, p. 470.

¥ eindtwg ovv xal IMAdTwv Tov TOV idedv Oewontinov Oov év dvOomoig Ejoeabai gpnot-
vols 0¢ ywoa idedv, voig 8¢ 0 Oedg. Tov ovv dopdrov Oeol Oswontinov Oeov &v
avloomois Cavra eipnxev’: Clement of Alexandria, Stromata TV, Cap. XXV. 155, 2: See
Clement of Alexandria, 'Stromata', in Clement of Alexandria, ed. by Otto Stihlin, Ludwig
Friichtel, and Ursula Treu (Berlin: Akademie-Verlag, 1985), vol. 2 p. 317. For the English
translation see Tanoulas, "X®a: Christian Aspects of a Platonic Concept', p.408.

8 Svodiwtog ydo 1} yboa 100 B0V, O6v ywoav idedv 6 MAdtwv xéxAnxev’: Clement of
Alexandria, Stromata V, Cap. XI. 73, 3: See Clement of Alexandria, 'Stromata', p. 375. For the
English translation see Tanoulas, 'X®doa: Christian Aspects of a Platonic Concept', p. 409.

% Tanoulas suggests that Derrida also speaks of chora and Omwodoy# undiscriminatively in his
work. See Jacques Derrida, Khora (Paris: Galilée, 1993).

% Plato defines Being and becoming in Timaeus, before proceeding to a definition of chora as a
third genus. The world of Being is described by Plato as follows: ‘...0uoloyntéov &v uév eivou
70 xaTa TOVTA €ld0g Exov, dyévvnTov xal avadlieBoov, olite eic éavto eiodeyduevov dilo
dAAoBOev oUte aUTO €ig dAAO oL iov, adgatov O xal dAAws avaioOntov, TovTo 6 01 VOnoig
eidnyev Emoxomeiv’ (‘is always the same, uncreated and indestructible, never receiving anything
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ToiTov 08 av yévog Ov 10 Tijs ywoag dei, pOooav oV mpoodeydusvo,
Edpav 0¢ maéyov boa éyel yéveow maow, avto 0€ uet' dvawonoiog
amrov Aoywou@® twi volw, uoyls motov, meog O Onf xol
ovelpomolovuev BAémovtes xai gpauev dvayxaiov eivai mov 10 OV
dmov &v Tive TOTQ xal xaTéYov xweav Tvd, TO O& UNT' €V Vij uite mov
%at' 0veavov ovdey eivat, Tavta 01 mdvra xal TovTwv dAda ddelpa
xal weQl TNV dvmvov xal dAnlds ¢pvow vadoyovoay Vo TAVTHS TS

ovewpdEews. ®

into itself from without, nor itself going out to any other, but invisible and imperceptible by any
sense, and of which the contemplation is granted to intelligence only’) in Plato, Timaeus: 52a.
Original text comes from Plato, Timaeus, ed. by A. Papatheodorou (Athens: Papyros, 1956), p. 87
Translation of this extract comes from Plato, Timaeus, ed. by Benjamin Jowett (Rockville,
Maryland: Serenity Publishers, 2009), p. 41 The world of becoming is described as follows: ‘...t0
08 OUDVVUOV OUOOV Te Exelv OgUTEQOV, QIOONTOV, YEVVNTOV, TEPOQNUEVOV dEl,
YUYVOUEVOV TE &V Tt TOmw xal wdAw Exelfev dmoAlvuevov, 06En uet' aiobnpocws
weouAnmtov’ (‘there is another nature of the same name with it, and like to it, perceived by sense,
created, always in motion, becoming in place and again vanishing out of place, which is
apprehended by opinion and sense’) in Plato, Timaeus: 52a. Original text in Plato, Timaeus, p. 87
Translation of this extract comes from Plato, Timaeus, p. 41.

8 “The third nature is space (i.e., yoo/chora), and is eternal, and admits not of destruction and
provides a home for all created things, and is apprehended without the help of sense, by a kind of
spurious reason, and is hardly real; which we behold as in a dream, say of all existence that it must
of necessity be in some place and occupy a space but that what is neither in heaven nor in earth
has no existence’. Plato, Timaeus, 52a-b. Original text in Plato, Timaeus, p. 87. Translation of this
extract comes from Plato, Timaeus, p. 41. The concept of chora in Plato has been studied
extensively. See for example John Caputo, The Prayers and Tears of Jacques Derrida Religion
without Religion (Bloomington, IN: Indiana University Press, 1997); Derrida, Khora; Nader El-
Bizri, 'Being at Home among Things: Heidegger's Reflections on Dwelling', Environment, Space,
Place, 3 (2011), 47-71; Nader El-Bizri, 'On Kai Khéra: Situating Heidegger between the Sophist
and the Timaeus', Studia Phaenomenologica, 4.1-2 (2004), 73-98; Nader El-Bizri, 'Qui—Etes Vous
Khora?: Receiving Plato's Timaeus', Existentia Meletai-Sophias, 10.3-4 (2001), 473-90; Elizabeth
Grosz, Space, Time and Perversion (New York: Routledge, 1995); Julia Kristeva, "The Semiotic
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Plato introduces the concept of VmwodoyN as ‘the receptacle, and as it were the
nurse, of all Becoming’,” ‘the Mother and the Receptacle of this generated world, which
[world] is perceptible by sight and all the senses... if we describe her as a Kind invisible
and unshaped, all receptive, and in some most perplexing and most baffling way
partaking of the intelligible, we shall describe her truly’’' In this sense, the female
V000Y N can be understood as a womb that receives and gives birth. Plato goes on to
state that ‘it is proper to liken the Recipient to the Mother, the Source to the Father, and
what is engendered between these two to the Offspring’.°* In this way, Father, mother and
offspring, can seen as corresponding figures to the Being, the Uwodoy1 and the Cosmos,

in the sense of the sensible copy of the Being. This imagery can then be read in Christian

terms according to Tanoulas and refer back to God the Father, the Virgin, and Christ.

and the Symbolic', in The Women and Language Debate: A Sourcebook, ed. by Camille Roman,
Suzanne Juhasz, and Christanne Miller (New Brunswick, NJ: Rutgers University Press, 1994), pp.
45-55; Jeff Malpas, Place and Experience (Cambridge: Cambridge University Press, 1998). For
an analysis of the concept of chora within the context of Byzantine church space see Nicoletta
Isar, 'Chora: Tracing the Presence', Review of European Studies, 1.1 (2009), 39-55; Nicoletta Isar,
'Chorography: A Space for Choreographic Description', Bulletin of the Transylvania University of
Brasov, 2.51 (2009), 263-68; Bissera V. Pentcheva, The Sensual Icon: Space, Ritual, and the
Senses in Byzantium (University Park: Pennsylvania State University Press, 2010).

® “mdong elvar yevéoews vmodoyiv avtd, olov Tidvyy’: Plato, Timaeus, 49a. For the original
text in Greek see Plato, Timaeus, p. 84. Translation of this extract comes from Tanoulas, 'Xmoa:
Christian Aspects of a Platonic Concept', p. 409.

VM6 xai THY TOU YyeyovoTog dparod xal mdviws aicOntov untéoa xai Vmodoyiv...
avopatov el00g Tt xal duogpov, mavoeyés, uetalaupdvov 6é dmoodtatd mn T0U vonTov
xal OvoaAwTOTATOV AVTO Aéyovtes 0V Yevooueda’: Plato, Timaeus, 51 a, b. For the original
text in Greek see Plato, Timaeus, p. 86. Translation of this extract comes from Tanoulas, 'Xmoa:
Christian Aspects of a Platonic Concept', p. 409.

7 “%ai 1 xai moooewdoar moémeL TO uév deyduevov untol, 76 O 60ev matol, Ty 0é ueta &y
T0VTOY pUoWw Exyove’. Plato, Timaeus, 50d. For the original text in Greek see Plato, Timaeus, p.
85. Translation of this extract comes from Tanoulas, 'Xdga: Christian Aspects of a Platonic

Concept', p.409.
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Characteristically, the Son of God is called uovoyevijc (unique of his kind, only son) in
the Nicene Creed, the most fundamental declaration of Christian faith, while Plato
employs the same term to describe the Cosmos.” The early Church Fathers acted within a
Platonic and Neo-Platonic philosophical setting and as a result their interpretation of the
Christian faith was influenced by that tradition.”* Timaeus in particular, was found at the
centre of the Fathers’ interests with regards to natural theology.” The way that the
concept of chora was used by the Church Fathers of the early centuries suggests that the
term originates in Timaeus and the Platonic chora.” However, as the term was developed
in the writings of the Fathers, it came to be used interchangeably with the term vVod0Y1)
— receptacle/container — to mean both the totality of all spaces, an infinite domain where
sensible beings can be, and a space/container filled with the matter of sensible beings. In
this sense, the Virgin Chora can be regarded as both the ‘ITAatvtéga TV oVEAVOV’ —
‘wider than the skies’ —°” and as the chora or receptacle of the uncontainable; an infinite
milieu and a container at the same time. The Platonic Vmodoy1) has no sensible qualities

but, by receiving beings, she takes their appearance, remaining however always

7 cahl’ €ig 80e povoyevig ovEOVOS Yeyovdg £oTL Te nal T’ Eotal . Plato, Timaeus, 31b. For

the original text in Greek see Plato, Timaeus, p. 74. See Jaroslav Pelikan, Christianity and
Classical Culture: The Metamorphosis of Natural Theology in the Christian Encounter with
Hellenism (New Haven: Yale University Press, 1995), p. 188 and 99. Derrida also states: ‘Le
cosmos est le ciel (ouranos) comme vivant visible et dieu sensible. Il est unique et seul de sa race,
‘monogene’. See Derrida, Khéra, p. 44.

% Pelikan, Christianity and Classical Culture: The Metamorphosis of Natural Theology in the
Christian Encounter with Hellenism, pp. 9-10, 18-21,94-97, 111.

% Pelikan, Christianity and Classical Culture: The Metamorphosis of Natural Theology in the
Christian Encounter with Hellenism, pp. 20, 95-96, 188.

% Tanoulas, 'X®oa.: Christian Aspects of a Platonic Concept', p.409.

7 Another appellation for the Virgin Blachernitissa, whose image appears above the entrance to
the exonarthex. See Ousterhout, "The Virgin of the Chora', p. 93.
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essentially identical to herself as well as formless.” In this way, Tanoulas suggests, the
prefigurations of the Virgin as depicted in the Chora parekklesion, where she appears in
the form of other material substances, can be seen as references to the qualities of the
VIT0O0YN.

The works of hymnographers, the writings of the early Church Fathers and the
Neoplatonists were known to Metochites at the time that the iconographic programme of
the Chora was developed.” The writings of Plato were also well known to Metochites.
Fryde suggests that based on the number of Platonic codices copied between 1261 and
1360, the early Palaeologan era saw a modest revival of Platonic scholarship.'” As about
fifteen Platonic manuscripts can be assigned with certainty to the century after 1260,
Platonic scholarship seems to have been an important part of manuscript production for
the first time since 1082."! Treatises devoted to philosophical controversies that were

produced in the century after 1260, testify to the widespread familiarity of early

% “for while it is always receiving all things, nowhere and in no wise does it assume any shape
similar to any of the things that enter into it. For it is laid down by nature as a moulding-stuff for
everything, being moved and marked by the entering figures, and because of them it appears
different at different times’. Plato, Timaeus, 50c. ‘€x ydo T1¢ €avtiis 160 maQdmTAy 0V
é&iotatal dvvduews Oéyetar te ydo del Td mdvTa, xai uodpny ovoeuiay moté ovOEVi TOV
elowovTwy ouolav eidngpev ovdauy] ovoauds exuayeiov ydo mavtl xeltal, XIVOUUEVOY TE
xai oaoynuatiouevov Vo Tav elowovtov gaivetar O éxelva dAlote dAloiov’. For the
original text in Greek see Plato, Timaeus, p. 85. Translation of this extract comes from Tanoulas,
'"Xmea: Christian Aspects of a Platonic Concept', p.410.

% Sev&enko, 'Theodore Metochites, the Chora and the Intellectual Trends of His Time' pp. 37-51.
See also Karin Hult, Theodore Metochites on Ancient Authors and Philosophy: Seimeioseis
Gnomikai 1-26 & 71 (Goteborg: Acta Universitatis Gothoburgensis, 2002), especially pp. 245-
288.

' Edmund Fryde, The Early Palaeologan Renaissance 1261 - 1360 (Leiden: Brill, 2011), p. 188.
9" Fryde offers a comprehensive analysis of the Platonic scholarship revival between 1260-1361.
See Edmund Fryde, The Early Palaeologan Renaissance 1261 - 1360 (Leiden: Brill, 2011), pp.
188-191.
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Palaeologan antiquarians with Plato’s dialogues.'’* For example, Nicephoros Choumnos’
writings on the nature of the human soul, written circa 1315, reveal the stateman’s
familiarity with at least seven Platonic dialogues.'” Two speeches written by Metochites’
student, Nikephoros Gregoras, and delivered in the presence of Andronicus II between
1318-1328 are seen by Fryde as the strongest piece of evidence for the rehabilitation of
Plato as a highly important philosopher.'”* Gregoras in his speeches praises the emperor as
an ideal incarnation of the Platonic philosopher-ruler, as the term is described in Plato’s
Republic, and he expressly refers to the emperor’s love of Plato.'””

The selected examples mentioned above, show how members of the Palaeologan
elite and of Metochites’ immediate circle were familiar with Plato’s writings. Metochites’
familiarity with Plato is also unquestionable. Gregoras in his Historia calls Metochites a
‘reincarnation of Plato, Homer and Ptolemy’.'" In his collection of essays, the
Seimeioseis Gnomikai, Metochites discusses, among other topics, classical authors. In the
first twenty-six essays Metochites deals with ancient writers and engages with
philosophical, ethical and epistemological questions. Among those twenty-six essays, five
are dedicated to Plato (numbers eight, ten, thirteen, twenty-four and twenty-five).

Metochites also mentions Plato in a further thirteen essays. His admiration of the Greek

12 Fryde, The Early Palaeologan Renaissance 1261 - 1360, p. 190.

1037, Verpaux, Nicéphore Choumnos, Homme d'Etat et Humaniste Byzantin (Paris: Picard, 1959),
p. 141-2.

1% Edmund Fryde, The Early Palaeologan Renaissance 1261 - 1360 (Leiden: Brill, 2011), p. 188.
5P A.M. Leone, 'Nicephori Gregorae Ad Imperatorem Andronicum II Palaeologum Orationes',
Byzantion 41 (1971),497-519.

198 yeteuypvywow... Oujoov xai HAdtwvoc xai ITtolsuaiov’. The extract appears in
Gregoras’ Dirge on Metochites, Byzantina Historia, book X. For the full text in Greek see
Gregoras, Nikephoros Nicephori Gregorae Byzantina Historia (Cambridge: Cambridge University
Press, 2012), vol. I, p. 479. Translation is my own.
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philosopher is expressed throughout his work, as he calls him ‘excellent in all aspects’,"”

and he maintains that Plato’s work is still influential in his time, having left its mark
throughout the centuries. In particular he states that ‘the great reputation of these two
[i.e., Plato and Aristotle] continuing unshaken from those early times up to the present,
easily winning for them a unanimous vote for the first prize and a trophy for their great
wisdom against all their competitors put together, is very much alive, and will, I think,
probably live on forever after us’.'”® Evidence for Metochites’ familiarity with Plato’s
Timaeus and the cosmological model suggested there can be found in his Seimeioseis
Gnomikai. Metochites’ seventh Essay contains a mention of Timaeus: ‘seeing that he
[Plato] utters his most beautiful thoughts on nature through the mouth of Timaeus’.'”

Moreover, in his ninth essay, Metochites discusses the possibility of conceiving God by

quoting an extract from Timaeus, section 28c.""” Metochites states: ‘This, if anything is

7" MAdrwv avtdg 6 mavt dototog . Extract from Essay 13, section 4, paragraph 7. For the full
text in Greek and English translation see Hult, Theodore Metochites on Ancient Authors and
Philosophy: Seimeioseis Gnomikai 1-26 & 71, p. 135.

%" Kai 1 towavty ye 1dv dvopdv éxeife mépow TdV yodvwy gic fjuds viv droentos d6&a,
TAOAS AVTOIG YHPOVS TOV TOWTEIWY TE XAl TQOTAIWY THG UEYAANS copiag xatd mdvTwy
Ouod t@v dAlwv e udia meibovoa, xpatel mdavv tor xai xaparioel Y oluar TV del
x00vov lowgs E1jg ue 1judg . Extract from Essay 10, section 2, paragraph 6. For the full text in
Greek and English translation see Karin Hult, Theodore Metochites on Ancient Authors and
Philosophy: Seimeioseis Gnomikai 1-26 & 71 (Goteborg: Acta Universitatis Gothoburgensis,
2002), p- 99.

99¢Gc ve xai td xdAiota 1@V avtod mepi pvoews Oud Twaiov meds fudc ¢pOéyystar’:
Theodore Metochites, Seimeioseis Gnomikai, Essay 7, chapter 1, line 3. See Hult, Theodore
Metochites on Ancient Authors and Philosophy: Seimeioseis Gnomikai 1-26 & 71,p. 74.

7o uev odv momTyv xal marépo 10¥0e 10V MAVTOS £dpelv TE Eoyov xal eVoOVTA Eig
wdvrag advvatov Aéyew’. ‘But the father and maker of all this universe is past finding out; and
even if we found him, to tell of him to all men would be impossible’. Plato, Timaeus, 28c. Original
text in Plato, Timaeus, p. 62 Translation of this extract comes from Plato, Timaeus, p. 29.
Metochites’ quote of Plato is commented on by Hult. See Hult, Theodore Metochites on Ancient

Authors and Philosophy: Seimeioseis Gnomikai 1-26 & 71,p. 92.
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well put by Plato: that it is difficult enough to conceive God, but to describe and explain
him is impossible’.'"

In Metochites’ collection of poems, the term chora is mentioned numerous times in
different poems in order to describe the Virgin as the chora of the uncontainable. The first
two poems of Metochites’ collection were dedicated to Christ and the Virgin respectively
and refer to the renovation of the monastery of Chora. In the first poem he writes to the
Virgin: ‘And thou also, O blessed and all-inviolate Queen, Mother of my God, all-
inviolate, holy Sanctuary of the Lord of High Counsels, to whom I dedicated this
sanctuary containing this monastery, so lovely and glorious, called by the venerable name
of Chora; protect me in one way or another, thou broad chora of Him who cannot be
contained... Become thou for me a chora and defense’ "> The term is used in the second
poem in a similar manner addressing the Virgin: ‘It was through fear of Him, as a means

of avoiding punishment, that I build this thy monastery, a chora of refuge, O thou Chora

of the Lord who cannot be contained’.'” In the penultimate poem of his collection,

" TThatovirde pév ovv Aoyog i d1 Tic nal dAhog ev eipnuévog, 8Tl Oedv vofjoal uév
yalemov, ¢odoar 8¢ nai deounvedoor adVvatov’: Theodore Metochites, Seimeioseis
Gnomikai, Essay 9, chapter 3, line 1. See Hult. See Hult, Theodore Metochites on Ancient Authors
and Philosophy: Seimeioseis Gnomikai 1-26 & 71,p.92.

"2 xai ov ue, udrawod te mdvayvé te Bacileia, wijteo éuoio Oeoio, Téuevoc mavayvov ipdv
VYLUEdovTos dvaxtog, 1j Téuevos 108" Eywye aveOéuav péoov iueotdv v v dyaxieéc olov
mvde povav, d oé ovvoua xexijor doltwov Xwo drdo oVtwoi mws, o ovye, ywo'
EVUNHES AYWOENTOV... YD T not Tote 0 dAxao yévev xatagpvyns’. Theodore Metochites,
Poem 1, v. 1340-1349. Original text in Theodore Metochites, Dichtungen Des Gross-Logotheten
Theodoros Metochites, p. 37. For the English translation see Featherstone, 'Metochites's Poems
and the Chora', p. 230.

" vai, Bacidewa, u iljroois viov oeio, x60n udtep, juév povPepdv 170" eloixtov, T0id ¥
vaai e déovg, Mg T dAewenv, THVOe Ogio uovdv ataguyis yboav, & Ocoio ywoa ovy’
dywoentao’. Theodore Metochites, Poem 2, v. 569-573. Original text in Theodore Metochites,
Dichtungen Des Gross-Logotheten Theodoros Metochites, p. 53. For the English translation see
Featherstone, 'Metochites's Poems and the Chora', p. 236.
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addressed to himself after the reversal of his fortune, Metochites hails the Virgin as the
chora of the uncontainable once more: ‘and I have this hope especially in His mother, the
virginal and all-holy Chora, most broad, of Him who cannot be contained’.'"* The term
chora is also used by Metochites in a context unrelated to the Virgin on numerous
occasions throughout his work. He uses for example the expressions ywoav otdovat (to

115

make chora/space, to bring chora into existence), ~ and ywoav &ew (to take place, to

116

come into existence). ° He also uses the expression ywoa Tod voU in the same way that

Clement of Alexandria uses it, as discussed above.''” Metochites, in his epitaph for
Theodora Palaeologina, uses the phrase tadta ydoav twd... el (to occupy a space);'
this expression could have derived directly from Timaeus, where Plato in 52b defines
chora and uses the expression xatéyov ywoav Tvd (to occupy a space).'”

Nicoletta Isar studies the area of intersection between the Platonic chora, the
Christian re-shaping of the term and the notion of Christ as Chora of the Living in the

monastery of the Chora. Suggesting that in the writngs of the early Church Fathers the

Platonic chora has been reshaped to function in a Christian context, Isar studies Gregory

M 950¢ udora 160" EAmap avd uatéo avtov, maoOevixiy te TAVayvoVv dyweTOLO YHOAY

evpvtdrav’. Theodore Metochites, Poem 29, v. 383-385. For the original text in Greek see
Featherstone, Theodore Metochites's Poems 'to Himself', p. 138. For the English translation see
Featherstone, 'Metochites's Poems and the Chora', p.239.

15 Theodore Metochites, Seimeioseis Gnomikai, Essay 3, chapter 7, line 1. See Hult, Theodore
Metochites on Ancient Authors and Philosophy: Seimeioseis Gnomikai 1-26 & 71,p. 44.

16 Theodore Metochites, Seimeioseis Gnomikai, Essay 7, chapter 4, line 1. See Hult, Theodore
Metochites on Ancient Authors and Philosophy: Seimeioseis Gnomikai 1-26 & 71, p. 80.

""" Theodore Metochites, HOwdg 1j mepi mawdeiag, section 32, lines 50-51. See J. Polemis,
Oeb0wpos Metoyitns. HOwxds "H IMepi Mawdeiog (Athens: Kanakis, 1995), p. 164.

""® Theodore Metochites, Epitaph of Theodora Palaeologina, lines 20-21. See A. Sideras, 25
Unedierte Byzantinische Grabreden (Thessalonica: Paratititis, 1990), p. 256.

19 Original text in Plato, Timaeus, p. 87. Translation of this extract comes from Plato, Timaeus, p.
41.
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of Nazianzos,'” a personality that had greatly influenced Metochites,'*" and his
interpretation of chora in a Christian context. In his Epistle to Cledonios, Gregory writes:
‘and who (Son of Man) is ultimately also man, who took upon himself our salvation,
limited according to the body, unlimited according to the spirit, visible and accessible
only in spirit, contained and uncontained (choreton and achoreton)’.'* Isar suggests that
Gregory describes Christ through antitheses (God and man, limited and unlimited,
contained and uncontained) as a contradictory and extraordinary space realised through
Incarnation, a space where two realities, human and divine, came together. Christ, by
virtue of his divine nature, is ‘outlined in an uncircumscribable space, abstract and
infinite, in chora’ and is ultimately contained in the Virgin as well as in his own human
body to offer salvation, emerging in this way as a paradoxical chora space.'” The notion
of the uncontainable God resonates in Metochites’ own writings as well. In the first poem,

addressing the Virgin, he writes: ‘protect me in one way or another, thou broad chora of

Him who cannot be contained’."** Similarly, in the second poem he addresses the Virgin

120 Gregory, Bishop of Nazianzos and saint (329/330 — ca. 390). The Oxford Dictionary of
Byzantium, vol. 2, p. 880.

121 §evéenko, "Theodore Metochites, the Chora and the Intellectual Trends of His Time' pp. 38, 51
122 <gmi téler 6¢ nal dvOowmov, mooolngOévia Vo Tiis cwtnolag THS fueTéoag, TadnToV
o0xl, Amaln OeoTnTL, TEQLYQATTOV OCOUATL, ATEQLYQATTOV TVEVUATL, TOV AVTOV ETUYELOV
xal ovEAVIOV, OQWUEVOV XAl VOOVUEVOV, YWOENTOV xal dywentov’: Gregory of Nazianzus,
101" Letter to Cledonius. See Gregory of Nazianzos, Lettres Théologiques, ed. by P. Gallay
(Paris: Editions du Cerf, 1974), pp. 42-43. For the English translation see Nicoletta Isar, 'The
Iconic Chora: A Space of Kenotic Presence and Void', Transfiguration: Nordisk tidsskrift for
kunst og kristendom, 2 (2000), 64-80, 68.

2 Isar, 'The Iconic Chora: A Space of Kenotic Presence and Void', p. 69.

2 cdrdo ovTwol g, @ ovye, ywo' ebuixes dywontov...’. Theodore Metochites, Poem 1, v.
1347-1348. Original text in Theodore Metochites, Dichtungen Des Gross-Logotheten Theodoros
Metochites, p. 37. For the English translation see Featherstone, 'Metochites's Poems and the
Chora', p.230.
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and states: ‘O thou Chora of the Lord who cannot be contained’.'” Finally, in the
nineteenth poem of his collection, addressed to himself after the reversal of his fortune,
Metochites hails the Virgin as the chora of the uncontainable once more: ‘and I have this
hope especially in His mother, the virginal and all-holy Chora, most broad, of Him who
cannot be contained’.”**As discussed above, Christ is not mentioned in Metochites’
writings as Chora of the Living, instead he is mentioned numerous times as the
aymwenrtog (achoretos), the one who cannot be contained, highlighting the paradox of
Incarnation and placing emphasis on the extraordinary and contradictory character of
chora space as marked by Christ.'” This notion, necessarily in relation to the concept of
the Virgin as the Chora of the Uncontainable, is projected in the church, as the beholder
moves from east to west. As discussed above, when entering the church and walking
towards the naos, the beholder sees three images of Christ as Chora of the Living in the
central axis of the building, with the last one in the naos calling him or her to join God in
the Chora of the Living (‘Come unto me, all ye that labour and are heavy laden, and I
will give you rest’), a space of extraordinary properties. As Ousterhout points out
however, moving towards the exonarthex, the gaze of the beholder is led first to the image
of the Virgin in the southeastern pillar of the templon bearing the inscription Chora of the
Uncontainable, then to the image of the Koimesis of the Virgin above the entrance to the

naos, then to the Presentation of the Virgin to the Temple above the entrance to the inner

12 ¢0) Oeoio ydoa ovy’ dywentao’. Theodore Metochites, Poem 2, v. 572-573. Original text in

Theodore Metochites, Dichtungen Des Gross-Logotheten Theodoros Metochites, p. 53. For the
English translation see Featherstone, 'Metochites's Poems and the Chora', p.236.

126 56¢ udora 160’ EAmap avd uatéo avtov, maoOevixiy Te TAVAYVOV dYwOHTOLO YHOAY
evovtdrav’. Theodore Metochites, Poem 29, v. 383-385. For the original text in Greek see
Featherstone, Theodore Metochites's Poems 'to Himself', p. 138. For the English translation see
Featherstone, 'Metochites's Poems and the Chora', p.239.

" Isar, 'The Iconic Chora: A Space of Kenotic Presence and Void', p.71.
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narthex and culminates in the image of the Blachernitissa as the Chora of the
Uncontainable above the entrance to the exonarthex.'” In this way, while salvation and
the escahtological significance of Christ as the Chora of the Living is given prominence
on the west to east axis, Incarnation, the Virgin Chora and Christ the a-choretos — both
representing extraordinary and contradictory spaces — are projected on the east to west

axis.

Defining the concept of chora in the parekklesion

My theoretical approach to the concept of chora and its incorporation into a reading
of the space of the parekklesion builds on the relation between the Platonic and the
Christian chora, as this was shaped in the writings of the Church Fathers and Metochites,
and projected inside the church conceptually as well as spatially. This thesis investigates a
series of appearances of the chora in the conceptual and material realm of the
parekklesion to reveal the way that chora comes into being in and through the body. The
concept of chora will be regarded here as a space in between marked by dualisms such as
life and death, presence and absence, human and divine, containable and uncontainable.
The concept of chora will be articulated in a two-fold manner: in terms of an
extraordinary container/womb that receives and produces bodies and meaning, and

functions as a space in between that bridges oppositions, mirroring the Virgin Chora; and

128 Qusterhout, 'The Virgin of the Chora' pp. 99-100.
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as an open, infinite, uncircumscribable domain where opposites interact, reflecting the
notion of Christ the a-choretos and the Chora of the Living. Throughout the following
chapters I argue that chora is an extraordinary and contradictory space in between that
stages interactions between bodies and at the same time becomes the result of these
interactions. In attributing an intermediate status to chora, it is possible to draw attention
to its role as a bridge between the material and the conceptual, the human and the divine,
the past and the present. In highlighting the role of the body in the formation of a chora
space in the parekklesion, as this is emphatically projected by the bodies of Christ and the
Virgin, it is possible to identify chora as a site where bodies negotiate their presence and
their interactions and combat to produce meaning. In identifying chora as a fluid physical
and conceptual domain or as an unstable material that is always in the process of being
shaped and re-shaped, it is possible to focus on its interactional properties and
problematize a reading of chora as a space where meaning comes into being through
participation and interaction between bodies. Chora will be regarded as a space of
becoming, to highlight its contradictory properties and stress the fact that it is marked by
the uncertainty of the act of interacting. Throughout each of the following chapters I
interpret chora as a space of becoming, in the sense that it appears and is produced
through the body and its interactions — starting from the bodies of Christ and the Virgin
and expanding towards other bodies in space — while at the same time it comes to shape
these interactions. Chora will be seen here as a space always in the making that can
accommodate endless revision, an interactional domain that abolishes the totality of being
and is marked by a sense of a work in progress, a never ending struggle for

teleiosis/fulfilment. Chora will be interpreted as a space that is non-complete, for there
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will always be interactions yet to flourish within its space and meaningful links yet to be
produced. The notion of space as a realm of becoming refers to the production of meaning
through the act of approaching the other, relating, interacting and attempting to become a
unity, a functional body of bodies. Therefore, the concept of becoming will be understood
here as yiyveoOau, both as an event of becoming meaningful — coming into being of
meaning — and an event of becoming a unity, a body.

In the chapters that follow, I explore the intersection of chora as a space of
becoming and the body — human, divine, pictorial, architectural, symbolic, temporal —
within the space of the parekklesion. In chapter one I focus on defining four concepts that
will play a central role in the reading of the space of the parekklesion (beholder, icon,
body and space), and I provide a description of the space to which those concepts will be
applied.

In chapter two I look at the way that the divine body presents itself in the space of
the icon, and how the divine body’s interaction with the conceptual space of the icon
transforms the latter into a chora space in between. I begin by examining the relation
between form and essence in the space of the icon in order to shed light on what it is that
the holy image presents. I suggest that while the image cannot contain the portrayed in
essential terms, the space of the icon remains a space in between that receives the Imaged
in formal terms and brings them into presence. This peculiar type of presence will be
regarded as having an intermediate nature, existing in a space between presence and
absence and bridging the two realities in the space of the icon. I argue that this
intermediate type of presence can be understood as pictorial presence, a presence created,

realised and mediated through art. The pictorial presence of the Imaged is directed
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through art towards the beholder, transforming in this way the space of the icon into a
chora space between the human and the divine body that facilitates the interaction
between the two parties. In studying issues related to interactivity and corporeality, I
explore the conditions of the act of communicating within the chora space of the icon and
the production of meaning.

Chapter three discusses the role of form in realising the concept of pictorial
presence in the holy image. In exploring the principles of Palaeologan painting, I aim at
identifying a system of formal analysis that would illustrate the realisation of pictorial
presence and the transformation of the space of the icon into a space in between that
unites Imaged and beholder. In chapter three I suggest that rhythmic analysis is the most
appropriate tool for this task and I provide a detailed analysis of the way that rhythm is
used in the images of the parekklesion to create pictorial bodies that appear to exit the
painting surface and enter the space of the beholder. Through the extension of the holy
image towards the physical space of the beholder, the space of the icon acquires the
characteristics of chora as it exists in a space in between and is marked by dualisms,
which it aims to bridge. Through the application of rhythm, the space of the icon becomes
an interactional domain of becoming that exists between realities — human and divine,
visibility and invisibility, immediacy and mediation, past and present — and acquires
meaning through the corporeal communication between the bodies that are present within
it.

In chapter four I focus on the interactions between architecture, painting, symbolism
and the use of the space of the parekklesion by the faithful and their role in shaping the

chapel into a space of becoming through the production of spatial bodies. In analysing the
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way that these four elements of space relate to each other, I look at the formation of two
bodies within the chapel. The first part of chapter four discusses the creation of an artistic
body in the form of an installation that involves architecture, painting and symbolism. In
exploring the conditions of the experience of the artistic body by the faithful, it is possible
to draw attention to the way that the space of the chapel is shaped into a chora space of
becoming through the act of interacting and producing meaning. In the second part of
chapter four I analyse the concept of space as a body of bodies that is projected in the
parekklesion through architecture, painting and symbolism. In exploring the
characteristics of the chapel as a living ecclesia/organism, it is possible to shed light on
the conditions and factors that contributed to the transformation of the church into a chora
space in between realities — heaven and earth, past and present — that is constantly in the
making through the interactions between the bodies of the faithful and the bodies of the
holy persons.

In chapter five the act of interacting with other bodies and producing meaning and
space is understood within the context of time and relationality. In interpreting the body
as a realm of relations that take place in the present, it is possible to shed light on the dual
concept of space as body and body as space. The body in the chapel is regarded as chora
and chora is articulated in terms of the body and acquires its characteristics. In this sense,
the chora space of the parekklesion as a whole is interpreted in chapter five as a body
space that incorporates bodies, physical and conceptual, and gives birth to bodies. At the
same time, I look at how bodies through their interactions and their interrelations in time
give birth to chora space and inscribe meaning on it. The Chora parekklesion, existing on

the borders between heaven and earth, human and divine, challenges formal and
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ideological conceptions. This thesis investigates the role of the body in producing space
and the role of space in producing bodies to reveal the way that the concept of chora as a
realm of becoming comes into being in space and time within the parekklesion of the

Chora monastery.
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Chapter 1: Foundations: definitions of terms and description of space

In chapters two through to five, the space of the parekklesion will be studied as a
chora space in between based on different theories of embodiment. In order to develop a
foundation for the chapters that follow, it is first necessary to establish the ways in which
specific terms and ideas will be employed and provide a description of the space to which
those concepts will be applied. In the first part of this chapter I focus on defining four
terms that will be central to the reading of the space of the chapel: beholder, icon, body
and space. The second part of this chapter provides a description of the space of the

monastery and an outline of the plan and iconography of the parekklesion.

Definitions of terms

Beholder

The main inhabitants of the space of the Chora were the monks who formed the
monastic community. The Chora monastery was an all-male institution and, as Maguire

points out, even though women would occasionally be allowed into the porch of the
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church, in all probability, they would not be allowed into the naos.'*’ The space of women
in the Chora is however unknown as the typikon of the monastery has not survived. On
typika from other monasteries in Constantinople the rules on spatial restrictions for
women vary; nevertheless a pattern can possibly be detected, as suggested by Alice-Mary
Talbot."”’ The eleventh-century typikon of the Evergetis monastery that functioned as a
model for numerous subsequent monastic typika, states that it would be best for women to
be banned from the monastery all together, with the exception of some well-born women
that were allowed to visit occasionally for religious purposes.”’' At the monastery of St
Mamas, aristocratic women were permitted to attend the burial or memorial services of
the relatives of the founder. However, they could only visit the church and leave the
premises as soon as the service concluded."” Isaac Komnenos, Chora’s ktetor before
Metochites, composed a typikon for the Kosmosoteira monastery in Thrace, following the
model of the Evergetis monastery typikon. Magdalino has suggested that the
Kosmosoteira typikon could have been similar to the typikon of the Chora."”® According
to the Kosmosoteira typikon, women could enter the church only three times a year on
three separate Marian feasts, the Annunciation, the Birth of the Virgin and the

Dormition."** Even though monastic typika established strict rules with regards to

"2 Henry Maguire, 'Rhetoric and Reality in the Art of the Kariye Camii', in The Kariye Camii
Reconsidered, ed. by Holger Klein, Robert Ousterhout, and Brigitte Pitarakis (Istanbul:
Arastirmalari Enstitusu, 2011), pp. 57-94, 67.

% Alice Talbot, Mary, 'Women's Space in Byzantine Monasteries', Dumbarton Oaks Papers, 52
(1998), 113-27 p. 113.

! Talbot, 'Women's Space in Byzantine Monasteries', p. 114.

2 Talbot, 'Women's Space in Byzantine Monasteries', p. 114.

133 Paul Magdalino, 'Theodore Metochites, the Chora and Constantinople', in The Kariye Camii
Reconsidered, ed. by Holger Klein, Robert Ousterhout, and Brigitte Pitarakis (Istanbul:
Arastirmalari Enstitusu, 2011), pp. 169-214.

1 Talbot, 'Women's Space in Byzantine Monasteries', p. 115.
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women’s access, occasional admittance to monasteries was granted to noblewomen, in
order to attend funerals or commemorative services, a rule that was possibly relevant to
the Chora monastery as well.

In interpreting the space of the parekklesion and its elements in terms of the concept
of the chora as a space of becoming and its relation to the body, it is necessary to
acknowledge the implications of gender in experiencing space. While I examine the way
that chora functions as an extraordinary space in between that receives and gives birth to
bodies and meaning, the relation of chora to the feminine remains outside of the scope of
this thesis and for this reason feminist approaches will not be incorporated in my reading
of the Chora monastery. I acknowledge that gender issues are important in experiencing
and interpreting the space of the Chora. However, the theoretical and theological issues
related to gender are too complicated and ambiguous to discuss in this space. For all the
above reasons, there is no scope to cover issues of gender in relation to the experience of
space in this thesis, even though this is a subject that I will turn to at a future date. Even
though the need for a gendered reading of space is not overlooked, in the present study I
am interested more in the formation of a space of becoming within the limits of the Chora,
and for this reason the parekklesion will be regarded here as a predominantly male space,
as it was part of a male-only monastery. In this thesis, I examine my subject from the
perspective of the aristocratic ktetor, who funded the restoration of the Chora monastery
and experienced the interaction between human and divine, past and present in the

parekklesion. Behind the generic terms beholder, viewer and faithful that are used in this

13 Talbot, 'Women's Space in Byzantine Monasteries', p. 118.
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study, stands the male elite of Palaecologan Constantinople."”® The majority of the faithful
who visited the Chora at the time of Metochites would probably have missed the subtle
symbolic connections formed within the church through art and architecture. However, as
Ousterhout points out, this might have been intentional, as a conscious attempt to
distinguish between the ‘refined intellectual and the common rabble’ — an attempt that
would have been appreciated by Metochites and his circle of aristocratic intellectuals. In

this way, one might think of the style of the Chora as having a snob appeal."”

Icon

The terms icon and sacred image are used interchangeably and as equivalent in this
thesis, following the Greek term eix@v. When discussing the monumental paintings of
the Chora, the terms icon and sacred image are employed to denote both single-figure
images and compositions depicted on the walls of the monastery. However, when
discussing the role of the icon in the process of worship and the way through which the
sacred image can affect the experience of space, reference will be made to wall paintings
— single-figure images and compositions — as no portable icons survive from the Chora.
Metochites in his writings does not distinguish between the above categories of icons

when discussing the function of the sacred images in the space of the Chora and their role

" For an analysis of the social structure of the Constantinopolitan aristocracy and the role of
patrons see Paul Magdalino, The Empire of Manuel I Komnenos (Cambridge: Cambridge
University Press, 1993), pp. 180-227,510-12.

7 Robert Ousterhout, 'Reading Difficult Buildings: The Lessons of the Kariye Camii', in The
Kariye Camii Reconsidered, ed. by Holger Klein, Robert Ousterhout, and Brigitte Pitarakis
(Istanbul: Arastirmalari Enstitusu, 2011), pp. 95-128, 99.
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in the process of communicating with God, a point that is highlighted by Featherstone."*®
In his first poem Metochites mentions that he donated to the church ‘icons’ (eixovacg)

% without clarifying whether he refers to portable

and ‘representations’ (tvmwuara),
icons or wall paintings. Following Metochites, my discussion of sacred images and their
role within the space of the chapel will equally include single-figure images and
compositions, suggesting that a similar degree of communicative potency can be assigned
to both categories of images. Indeed, as Metochites goes on to describe some of the
paintings in the church, one understands that he refers to images of the Nativity, the
Passion, the Resurrection, the Virgin and the Apostles. As Featherstone points out,
Metochites’ discussion of sacred images assigns equal degrees of communicative potency

to single-figure images and compositions, as he describes how the act of interacting with

those images affects him:'*

‘I also donated sacred icons and beauteous representations of the
Lord Himself, how for our sake He became mortal man, He who was
God, the Word of the Father, the only-begotten Son of great God, in all
ways like Him, invisible Child and formerly unbounded Child of the

Invisible and Unbounded; becoming a true mortal, even as we are,

1% Featherstone, 'Metochites's Poems and the Chora' p.218.

139 Theodore Metochites, Poem 1, lines 1087-1088, 1115, 1121 and 1138. For the original text in
Greek see Theodore Metochites, Dichtungen Des Gross-Logotheten Theodoros Metochites, pp.
30-31. For the English translation see Featherstone, 'Metochites's Poems and the Chora' pp. 226-
27.

0 This point is highlighted by Featherstone. See Featherstone, 'Metochites's Poems and the
Chora' p. 220. Theodore Metochites, Poem 1, lines 1087-1137. For the original text in Greek see
Theodore Metochites, Dichtungen Des Gross-Logotheten Theodoros Metochites, pp. 30-31. For
the English translation see Featherstone, 'Metochites's Poems and the Chora' pp. 226-27.
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assuming all of our nature save sin which threw us down into Hades,
inside dark Tartarus. And when He had lived as long as He chose, He
was seised and suffered and died in accordance with the nature He has
assumed; and He Himself went down into Hades; He stunned Hades and
stole the dead away from him, raising them all up with Himself: those
whom the other had kept in unbreakable bonds and fetters — O great
wonder! — even these did He raise up forthwith all together, being
Himself the first risen. All of this did the hands of the artist depict in their
work, and as we behold it we are now delighted, now affrighted,
contemplating the great mercy of God who for our sake wrought this
great miracle, this ineffable deed, most unexpected, surprising,
impossible to conjecture, surpassing every mind and by far greater than
all reason... I said there were sacred representations: first of the Lord
Christ Himself, but also of His mother who bore Him whilst still an
inviolate Virgin and all-pure Queen; and of the dear companions of
Christ who were his faithful servants and whom we revere for Christ’s

sake) 141
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Metochites’ perception of the images of the Chora as presented in his first two
poems, will form the basis on which the second and third chapters of this thesis will
develop in order to understand the way that Metochites and his contemporaries would
have perceived and related to the art of the Chora and highlight the roots of that specific
mode of perception and image-viewer communication. In particular, Metochites’ writings
reveal that the act of communicating with sacred images would be initiated through
intromission. In his second poem he discusses how grace and serenity are conveyed from
the images inside the space of the chapel and into his soul:

‘Serenity is poured round me forthwith when I go into this thy

church, making my heart straightaway bright and airy, and an ineffable,

unambiguous joy seizes my soul from within as I cast my eyes around;

and thereby are my grieves dissolved as soon as I look upon the lovely

grace of the church, as soon as I bring my eyes to the image of Christ

resembling mortal men — and also of his Mother making entreaty nearby

Him — which sends forth grace and great, ineffable wonder,; nor could 1

Atéxuaptov, menEavroc mdvra véov vixdov, mdvia Adyov av £ doa mAeiv... iod uév ovv
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Enet’ av oixetdwv ¢pilwv Xowotoio, ol Adtoieg é06A0i, ToV¢ Te o1’ avToév Xo1oTév »adTovg
dgoueba xai v eixdvag oveav avtdv’. Theodore Metochites, Poem 1, lines 1087-1121. For the
original text in Greek see Theodore Metochites, Dichtungen Des Gross-Logotheten Theodoros
Metochites, pp. 30-31. For the English translation see Featherstone, 'Metochites's Poems and the
Chora', pp. 226-27.
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ever express how my heart is thereby made mild, light, looking about
with calm and quelling woes and all grieves that stifle my soul’ '

Experiencing the space of the church through the icons and engaging in a corporeal
dialogue with them is a major point in Metochites’ description of the images of the
Chora,'* and for this reason my discussion of the space of the parekklesion will begin
from the sacred image and the way it functions within the chapel. Engaging in a
discussion on the way that sacred images functioned in the space of the parekklesion, in
theological, pictorial and symbolic terms, I will highlight the images’ influence in shaping
the space of the chapel and the beholder’s experience of it. My discussion will focus on
the interaction between the beholder and the holy persons depicted. The terms Imaged,
portrayed and prototype will be used as equivalent here when referring to the holy persons
depicted in the icons of the Chora.

The second and third chapters of this thesis deal with the images of the parekklesion
and the way those would have been perceived and used in the act of worship. The second

chapter focuses on the role of the theological implications in the interaction between the

faithful and the holy person depicted. In studying the characteristics of icon-viewer
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T dyOea xat do fyyev éucio Yvydv’. Theodore Metochites, Poem 2, lines 161-174. For the
original text in Greek see Theodore Metochites, Dichtungen Des Gross-Logotheten Theodoros
Metochites, pp. 42-43. For the English translation see Featherstone, 'Metochites's Poems and the
Chora', p.221.

143 Featherstone comments on Metochites’ discussion about the way that images convey energy to
him and to the space of the chapel. See Featherstone, 'Metochites's Poems and the Chora', p. 221.
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communication, I explore the way that Metochites’ perception of sacred images and their
role in worship was formed through the writings of the major iconophile theologians who
defended the use of icons based on the teachings of the Cappadocians, and St Basil in
particular,'* a personality that Metochites regarded as an unquestionable authority in
theological matters.'*” The main focus of my analysis will be on the writings of John of
Damascus, Theodore the Studite and Nikephoros of Constantinople, as the three
theologians who were mainly responsible for developing the iconophile defence of icons
during the two periods of Byzantine Iconoclasm (726-787 and 813-843).'* In analysing
the iconophile theologians’ views on the role of the sacred images, it will become possible
to highlight the influence that those views had on Metochites’ perception of icons.
Metochites dedicates space to an analysis of the role of sacred images in the church,
engaging in a discussion on the limits of pictorial representation, and states the reasons for
which the veneration of icons plays a crucial part in Christian worship. In particular, in his
first poem he states:
‘Looking upon these things and venerating them we are forced to
remember and to think humbly and to act and to take thought for God’s
suffering on our behalf: how much gratitude we owe and how much we
should do and suffer on His behalf... and we desire to see their images
with great affection even as it is the custom for mortal men to regard the

likeness in pictures of those whom they love, and their hearts thereby

14 Jaroslav Pelikan, Imago Dei: The Byzantine Apologia for Icons (Princeton, NJ: Princeton
University Press, 1990), p. 3.

145 §evéenko, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', p. 53.

146 Kenneth Michael Parry, Depicting the Word: Byzantine Iconophile Thought of the Eight and
Ninth Centuries (Leiden: Brill, 1996), p. 1.
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rejoice greatly. Such is the reason why we revere the images of Christ
and His dear mother and His servants, never worshipping the images
themselves, but paying honour, albeit only in images, to those whom we
love’ 'Y

Metochites’ discussion of sacred images should be understood as summarising the
focal points of iconophile thought, as expressed in the writings of the iconophile
theologians and in the teachings of the Ecumenical Council of Nicaea (787), while
making an indirect mention of Basil as well.'*® Metochites establishes that the sacred
image is only a likeness of the prototype and that the object of worship is not the image
itself but the person depicted in it, following in this way the teachings of John, Theodore

and Nikephoros that will be discussed below. Moreover, Metochites mentions that the

veneration of images refers to ‘paying honour’ to the prototype, quoting in this way

W Kai 1dd" do nfuées dupoodovres Tiudvtés te x T doa avtédw avdyxnv Exousv
ueuvaoBou xai te Tamewd voelv te xal dodav 10é te uéuPrew dug’ judv Oeoio mabovrog,
doov y’ opAéouev ydow duues Vméo T avtod dodav 1j0é e mdoyew, Sprousv avbis Soov,
mooitw & 6 Abyog, T@V 1V mov... xal T elxdévag oveav avTdV dupayamdlousy iueodeoot
pidtooig, dg xev elbiotal uepdmeaot foovtols, 0Us vv Gprlodot, Tdwv xai Te PpiAoDo’ eixovg
oodav giv yoapais, xai opwv évheitev udia téomet é0wbl xeiap. Toiog éa & duuwv Adyog
gixovas dfouévolor Xototod unteds T av gilag 170é te dovAwv avtod ovx do wij mote
latpevovow eixdvas avtdg, dAAd te xdv yoapriol tiudovow, ol mobéovow. Td v doa
0l XOOUOLOWY AQUTQETECTL TAVUTAG EIXOVAS AQYUQ®W TE xAlAVvouev yovod te 1j0€ Te
uapydoowoi te Albowoi te Tiuiows, 1 udv xdot évlavta tiuiols, g xev év dAlowg wij mot
Eaow Eoyouis monyuaci T av mavroiows, Td xev oumoeméa uéooms Boovtol udy avrol xolf
T’ dvayxain movéovtar xallvvovtes, 10i00é ye xOOUOLOL HAUVOVTES TOVAVUEQLUVOL .
Theodore Metochites, Poem 1, lines 1109-1137. For the original text in Greek see Theodore
Metochites, Dichtungen Des Gross-Logotheten Theodoros Metochites, pp. 30-31. For the English
translation see Featherstone, 'Metochites's Poems and the Chora', pp. 226-27.

148 §evéenko, "Theodore Metochites, the Chora and the Intellectual Trends of His Time', pp. 52-
53.
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Basil’s statement that ‘the honour given to the image is transferred to the prototype’.'* In
the discussion that follows, I will demonstrate the importance of Basil’s statement in the
development of iconophile thought. Metochites’ understanding of the role of sacred
images is ultimately informed by the teachings of the Ecumenical Council of Nicaea. As
he explains why images are important in worship, he mentions that the faithful use icons
to express their love for the holy persons, to direct their minds towards them and to
remember Christ’s suffering. As it will be demonstrated below, Metochites’ terminology
emanates directly from the terminology used by the Fathers that participated in the
Council of 787 in their defence of icons.

The third chapter of this thesis focuses on the way that sacred images function in
pictorial terms within the process of worship. My analysis of the images of the
parekklesion is anchored in Metochites’ writings and particularly in his discussion of the
performativity of icons that is mainly triggered by intromission. In his first poem,
Metochites describes the way that images are transmitted to the eyes of the beholder:
‘And there are lovely, beauteous works of the most golden tesserae fixed to the ceiling,
arranged at intervals, dazzling the eyes as with brilliant fire, presenting nought of
ugliness to cause the heart grief or fear, but sending forth a kind of enchanting glow unto
the eyes, honey-sweet, well-composed and quite pleasant so as to charm the heart within

upon having seen them’.”™ In Metochites’ perception, the beholder communicates with

49 Basil of Caesarea, 'De Spiritu Sancto', in Patrologia Graeca, ed. by J. -P. Migne, 162 vols
(Paris: Centre for Patristic Studies, 1857-1886), vol. 32, p. 149 C.

50 CArdp vmepyovoe’ olipogov dumayOévra Tuntd YnPidwv iucpdevra xdiliea dtactadov
XHATAREXOOUAT ETAOTOATTOVT Suuat 1ite Aaumetdovtt mvel, uj ©i y dyolomov éumne
ATAVTOVTO *éaQ AAeyewdv 1j0° Exmdayov, dv 0é v’ dooowot yapicooav alylav iévta onv
uedidéa xdot , eVEVUBANTOV HdTiNOOV, (O TE ded0oHEUEY €D UdAa OéAyovt Evdobiijtoo’ .
Theodore Metochites, Poem 1, lines 1039-1046. For the original text in Greek see Theodore
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sacred images through intromission, as the icons send forth a glow that reaches the
beholder and charms his heart."' In studying the images of the parekklesion, I
incorporate Metochites’ perception of the way that holy icons function in order to
develop a theoretical framework that will provide a basis on which the pictorial
principles that govern the images of the chapel will be understood. The framework that
will be used here will develop around a central concept, that of rhythm. Rhythm is a
pictorial technique used consistently by the painters of the Chora throughout the church,
including the narthexes and the parekklesion. In studying the way that the beholder
relates to and interacts with rhythmically managed images, rhythm theory aims at
highlighting the performative aspect of icons and exploring how that aspect plays an
important part in shaping the beholder’s experience of space and worship. Rhythm theory
is anchored in intromission and studies the manner through which sacred images develop
outwards, towards the space of the beholder. As Ousterhout points out, in the Chora the
space of the beholder and the pictorial space were one and the same. The Byzantine
artists who decorated the monastery created three-dimensional images that came to life as
the beholder interacted with them."* It will be suggested that the expansion of pictorial
space towards the space of the beholder facilitates interaction between Imaged and
faithful and results in the formation of a symbolic space in between where human and
divine co-exist within the chapel. The concept of symbolic co-existence of human and
divine inside the church is expressed by Metochites in his second poem. Addressing the

monks of the Chora he mentions that he would like to live in the same way as they do,

Metochites, Dichtungen Des Gross-Logotheten Theodoros Metochites, p. 29. For the English
translation see Featherstone, 'Metochites's Poems and the Chora', p. 226.

1! Featherstone, 'Metochites's Poems and the Chora', p. 221.

132 Qusterhout, 'Reading Difficult Buildings: The Lessons of the Kariye Camii', p. 101.
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‘inhabiting these lovely halls together with Christ’.'””® A focal concept within rhythm
theory is that of relationality.””* Rhythm as a technique is above all concerned with the
manner in which pictorial elements relate to each other and to the beholder. My analysis
focuses on exploring how pictorial elements develop and function in relation to each
other, and in relation to the faithful in order to fulfil their purpose. Metochites reveals in
his writings an interest in the relational element and highlights the importance of
relationality in the project of the renovation of the Chora. In his second poem he states:
‘Amongst these most beauteous churches [of Constantinople], then,
which outnumber the others in this great city, did I raise up this thy
famous monastery and adorn it with all manner of brilliancy, and 1
established it in unshakable strength, sturdily built, most secure and in
all ways well proportioned. In the middle I placed this church, well made
in every wise, pleasing in every wise, of just width and height with regard
to itself and all else, everything in keeping with symmetry and wisely

disposed so as to derive every good thing whereof there is need.'”

33 guvaviia 8" Eumng xdot foinoa Tdd dua ovvouéovres Xowotd’' . Theodore Metochites,

Poem 2, lines 441-442. For the original text in Greek see Theodore Metochites, Dichtungen Des
Gross-Logotheten Theodoros Metochites, p. 50. For the English translation see Featherstone,
'Metochites's Poems and the Chora', p.234.

'** The concept of relationality and its implications in shaping the space of the parekklesion are
analysed in detai in chapter five.

55 “Toic uév do avtdg ol ye mepi v €aot taw y' dAlwv avd ueyaldmoiw mepixalléec Tivde
vnoi, Tivde ovvavéotaoca uoviy géo 01 megipavtov dyiainoi te xat do éxdounoo mdonat
XQATEL T QUTHV dxQAOVTOV EV0UNTOV Te xdT dopalé avidpvoa dud mdvt doaguiav.
"Hrot t6vOe uév eiv uéow vaov ev udd' éovra dud mdvt, éoinoa dud mdvl’, Eotnyx’ vt €v
eV00¢ T 1j0é Te Vwog ava T dAInA" dvd T av v, Evuuetoing ev Aeddyovra mdvrog éiong
ElAoyiuov te dwabéolog aupixoaréovons, dc xe tedéopooov Euuey’ dyabod mavidg, ov
x01v’. Theodore Metochites, Poem 2, lines 304-315. For the original text in Greek see Theodore
Metochites, Dichtungen Des Gross-Logotheten Theodoros Metochites, p. 46. For the English
translation see Featherstone, 'Metochites's Poems and the Chora', p.232.
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In highlighting the relational element and focusing on proportion and harmony,
Metochites places emphasis on the way that architectural parts function in relation to the
whole and in relation to the beholder. This principle is reflected in rhythm theory and
developed further with reference to the paintings of the parekklesion in order to provide a

comprehensive view of how the sacred images function in the chapel.

Body

In the chapters that follow, I aim at producing a reading of the parekklesion as a
chora space of becoming based on a theory of embodiment. The decision to place the
concept of the body at the centre of my thinking about the space of the parekklesion is
mainly rooted in Metochites” own writings. In his twenty-sixth Essay, Metochites
discusses the importance of the body in perceiving one’s environment, in expressing one’s
thoughts and in interacting with others. Perception and interaction pass, for Metochites,

through the body by necessity:

‘For it is not possible to proclaim one’s inner thoughts in any other way;
nor is it possible to communicate with each other by means of our souls
and thoughts alone, in the way that perhaps those beings do that are
essentially more divine and completely liberated from bodily manner, as
we and the pagan wise men believe. But as long as we live together with

the body we must live together with and deal with each other, and do so
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with the hlep of our bodies. Therefore we must by necessity use what
belongs to the body, I mean both all the other parts and not least the
voice itself, without adding anything or troubling ourselves with that

which is not necessary’."”®

Following Metochites’ conception about the role of the body, the concept of embodiment
and the body’s participation in the production of meaning will be of central importance to
the analysis of the space of the chapel. Individual or collective, literal or symbolic, the
body as an idea is echoed in almost every part and aspect of the space.

The notion of the body, being so complex, is used in a different way in each of the
chapters that follow. In the Introduction, I engage in a discussion of the way that the
bodies of Christ and the Virgin are perceived inside the parekklesion symbolically and
spatially as the Chora of the Living and the Chora of the Uncontainable respectively, and
I explore the implications of the connection between the notion of the divine body and the
concept of chora.

In the second chapter, I look at corporeal communication modes between the icon

and the beholder and explore various ways through which the faithful interact with the

5% 00 yap éotw dAlwg dyyéllew tdvdov, 0v8E Yuyaic udvais xai dtavoious ovveivar xal
xowwvely dAAfiolws, wg do’ lowg tad BOeidtega xat’ ovoiav xai Glws EAevfeoa TOD
OWUATOELOOVS UiV TE xal Toig 5w 00pois doxer, AL dvdyxn uéyols av xal Couev ueta
70V 0UaTos xal dAAAows oviny xai ovveivar xail ovveival ye oouatixds. Tavt’ doa xal
AONOTEOV Y€ E0TIY GTL 0N TACA, AVAYXY TOIG XATA TO ODUA, GALOLS TE PruL TA0L TOAYUAOL
xal undev frrov avtyf T pavij, undév émmoovvrag undé modyuat’ Eovrag v olg ur Oel.
AAL domeo Ev T1f #aTd TOTOV HWIJOEL X0l #AT AVAYXNY EXAOTOTE YQElQ TOOTYQDUEDA T1]
ToQelQ xal TOIG TOOY ATADS 0VTWOL WG %al OVOEY TEOOoTEQLEQYaloueda 11 dmaQauTiT®
x0n-oeL oxnuatd tva xal vmoxglioels’. Theodore Metochites, Essay 26, section 1, paragraphs
4-6. Original text in Greek and English translation in Hult, Theodore Metochites on Ancient
Authors and Philosophy: Seimeioseis Gnomikai 1-26 & 71, pp.213-15.
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sacred image through the senses, and vision in particular. In discussing different theories
of the role of vision in icon-viewer communication, I look at ways through which the
interaction with the holy persons depicted becomes for the beholder a visual experience.

In chapter three, I focus on the formation of pictorial bodies: the bodies of the holy
persons as depicted in the icons of the parekklesion. By examining the techniques
employed by the painters, and especially that of rhythm, I explore the main principles of
the formation of pictorial bodies. In studying the technique of rhythm, I look at how the
interaction of the faithful with the icon moves from visual experience, as described in
chapter two, to bodily inclusion. With the application of rhythm to the icons of the chapel,
the beholders, when standing in front of the images, find themselves corporeally
enveloped in a virtual cone that emanates from the painting surface and calls for the
body’s engagement as a whole. Rhythm will be studied as based on the theory of
intromission. In this sense, the optical rays are thought to emanate from the painting in
order to be received by the beholder’s eyes. Based on intromission, rhythm theory
describes a similar process where pictorial forces emanate from the painting surface
outwards towards the space of the chapel, forming a virtual cone that envelops the
beholder. In this way, rhythm, through intromission, connects sight with bodily inclusion
in order for a conical space of corporeal participation to be created.

Having progressed from vision to bodily inclusion through the study of the pictorial
technique of rhythm, connecting two different theories of embodiment, in chapter four I
engage in a discussion of the relation between space and the concept of the body and I
explore the dual concept of space as body and body as space. In this sense, space as body

is conceived in a twofold manner. Firstly, it is the space of the chapel conceived as an
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artistic installation/body: here 1 examine how painting, architecture and symbolism
interact to form an artistic installation/body in and of the parekklesion that is formed by
interconnected members and experienced by the faithful corporeally. Secondly, it is the
space of the chapel thought of as a body of bodies. Space is in this sense regarded as being
reflected in the collective body of the faithful that form the Church and the symbolic
Body of Christ, as Germanos of Constantinople envisioned it."”” The space of the
parekklesion experienced as an interactive installation can also be regarded as having the
characteristics of a human body, as it is formed by individual but interconnected members
that interact with each other to form a functional whole, a spatial body, as Maximos the
Confessor suggests."” The concept of the body as space is a reflection of Germanos’ and
Maximos’ theories; Germanos regards the collective body of the faithful as being and
creating space — the ecclesia — and Maximos conceives the human body as a church by
likening its members to the physical parts of a church.

In the fifth chapter, I explore further the concept of the body as chora, as it was
presented in the Introduction. With the bodies of Christ and the Virgin at the centre of my
thinking about the body as chora, I discuss the participation of physical, artistic and
symbolic bodies in the act of inscribing meaning in the space of the parekklesion and
embodying the concept of the chora as a space of becoming.

Bodies in the space of the chapel are moulded into the imprint of the body of Christ.
Christ’s body is at the centre of the body space symbolism and its attributes are

transferred to all other bodies inside the parekklesion at least to some extent even if that

57 Germanos 1, Patriarch of Constantinople (630/650 — 730/742). The Oxford Dictionary of
Byzantium, ed. by Alexander Kazhdan (Oxford: Oxford University Press, 1991), vol. 2, p. 846.

'8 Maximos the Confessor (580 — 662). Theologian and saint. See The Oxford Dictionary of
Byzantium, ed. by Alexander Kazhdan (Oxford: Oxford University Press, 1991), vol. 2, p. 1323.
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translates into a schematic, abstract or conceptual projection. The body of Christ is a
symbol and at the same time it is the ultimate realisation of unity; he is the Chora of the
Living, an extraordinary space in between that bridges the human and the divine. The
body of Christ is a locus of sacrifice for the faithful and at the same time it is a source of
hope and a symbol of salvation. Christ’s resurrected body, depicted in the conch of the
apse, is deeply marked by His sacrifice for the sake of mankind. The image of the
Anastasis reminds the beholder that before Christ rose from the dead, He died as a human,
suffering bodily torments. Christ had to die as human, His body had to become lifeless
before he rose as God. The resurrected body of Christ is therefore not only the locus of
hope and victory over death, it is also the body that suffered and died. In this way,
salvation is uniquely a matter of the body, as it is through the body that salvation is
offered to mankind. Hope for life after death passes through the body, first and foremost
the body of Christ and then through the bodies of the faithful, salvation is not simply a
concept but a somatised necessity. The somatization of sacrifice and salvation as depicted
in the image of the Anastasis finds its pure expression in the Holy Communion, where the
faithful receive the Body and Blood of Christ as a symbol of His bodily sacrifice for the
salvation of mankind. The contact between the faithful and Christ is realised through the
body during Holy Communion, as the connection between the two is primarily bodily.
The Body and Blood of Christ, the sacramental body, is necessarily at the centre of
thinking about bodies inside the space of the chapel. Around it, the beholder witnesses the
development of concentric circles projecting different, but always interrelated, aspects of
the body of Christ inside the parekklesion. There is the resurrected body of Christ,

dominating the space of the chapel from the conch of the apse, standing victorious as a
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locus of hope and salvation. There is the symbolic body of Christ, formed by the holy
persons depicted in the frieze joined by the faithful inhabiting the chapel. A community
formed in Christ and of Him that constitutes the body of Christ, extending in space and
time from heaven to earth and from past to present, the locus of the living, of a living,
ever-present community. Christ’s body is ultimately the ecclesia, the community in Christ
and its sacred space joined together in a compound subsistence, a living organism, a chora
of bodily interaction and spiritual communication.

Seen through the body of the Virgin, the body is also bearer, a passage from one
reality to the other and a bridge over opposing binary forces as well. The Virgin’s body
contained the Uncontainable; she bore God and acted as a passage for Him to enter the
human world. Her body is the locus of miracle and a symbol of unity between two worlds;
the divine became one with the human through the Virgin’s body, the portal through
which God entered earth. The body of the Virgin is a chora space in between, partaking of
two realities, the human and the divine, and bridging the two worlds through the miracle
of the Incarnation, bringing them closer and facilitating their interaction. Through the
offering of Her body to God she became a mediator between heaven and earth, enabling
the faithful to communicate with God through Her intervention. The body of the Virgin is
also that of a mother; it is the locus of hope and consolation and easing of pain, it is the
embrace that the faithful seek when they are in need.

However, the body inside the chapel is also one of pain and desperation. The human
body is the carrier of sin, and being impure and insatiate might lead the faithful away
from God, to a path marked by eternal suffering. As depicted in the image of the Second

Coming, the sinners undergo bodily torments and will be damned in eternity. The body
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carries the pain of sin and the desperation of mortality. The bodies of the deceased in the
arcosolia of the chapel stand there as reminders of the perishability of the flesh and the
fate of mortals and highlight the importance of the participation in another body, that of
Christ, in order for the faithful to save themselves from sin.

The body in the parekklesion is unity, it is hope and consolation, sin, pain, loss and
desperation and at the same time it is salvation and victory over death. The body is the
locus of prayer. It is the chora of the living and the container of the Uncontainable. It is a
space in between, a portal and a bridge, bringing opposite forces closer. It is a mother and
a shelter in times of desperation. It is the body of Christ and that of the Virgin, the
pictorial bodies of the saints on the walls and the resurrected bodies of Adam and Eve and
those of the daughter of Jairus and the son of the widow. The body is a mediator and a
locus of contact and interaction between bodies and elements. The body is church, an
ecclesia, and the church is a body, a community in Christ. The body itself is a bridged
opposition and an active invitation for interaction. The body is an individual entity but
also a member, an imperfect part of a wider system of members that needs to relate to
other members in order to fulfil its purpose. It is formed by its members and so it can be
analysed in smaller parts and those parts in their turn can be analysed in smaller and
simpler parts as well. The body is space and has space. It creates space and produces itself
in space. It defines space, while at the same time its energies are defined by space. It is of
space and develops relations in space. The body in the parekklesion is abstract and
physical, it is mortal and immortal, human and divine, present and absent, sacred and
profane, alive and deceased, sinful and pure, accessible and inaccessible, active and in

need of activation, visible and invisible, of the present and of the past. It is sacramental,
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Christological and liturgical, and also artistic, pictorial and architectural. It is symbolic
and literal, private and collective, communicative and perceptive. It is a living organism
that expands and floods the space of the chapel establishing relations and connecting
meaningfully with other bodies in the process of producing meaning. It is a body-space of

unity, participation and interaction, a living ecclesia.

Space

In exploring the appearances of chora in the material and conceptual realm of the
chapel, I look at how the concept of chora shapes and is shaped by space. Space will be
discussed in this thesis in its various aspects but the two main categories that I will be
referring to can be identified as physical and conceptual or symbolic space. The space of
the parekklesion will be studied as the physical space in which conceptual space is formed
and experienced. Physical space will not be regarded here as an empty medium but as an
installation created to interact with conceptual space, an interaction that produces a chora
space of becoming in and of the parekklesion. The elements of the chapel that will be
examined as part of the physical space are architecture, painting and the liturgical uses of
the parekklesion. It should be pointed out however that due to the absence of a monastic
typikon, the liturgical uses of the space of the parekklesion are not clear and remain at the
level of speculation. The paintings of the parekklesion will be studied in the third chapter,
while architecture and its interaction with painting will be examined in chapter four. The
liturgical uses of the parekklesion will be explored in relation to architecture and painting

in chapter four.
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The notion of conceptual space will be studied as a complex phenomenon,
accepting that conceptual space is produced through the interaction between physical
space, symbolism and the beholder. In the chapters that follow, I examine different
aspects of conceptual space, as that is formed through various media. At the centre of the
notion of conceptual space stands the concept of chora as a space of becoming, which will
be explored in its various forms and appearances in the parekklesion. The notion of chora
space is constructed in the Introduction and emanates from the epithets given to Christ
and the Virgin in the church. In the Introduction I engage in a discussion of the role of
Christ and the Virgin as Chora of the Living and Chora of the Uncontainable respectively.
The definition of the conceptual chora space is anchored in the way that Christ and the
Virgin are conceived as being, occupying and producing conceptual chora spaces. In
analysing the concept of chora from Plato to the early Church Fathers and Metochites, I
adopt a reading of chora as a conceptual extraordinary space in between that will be
traced in the parekklesion in its various appearances through different media.

In the second chapter, I explore the space of the icon through the prism of chora
space, and suggest that the sacred image functions as a bridge, a chora space between the
holy persons portrayed and the beholder, facilitating the beholder’s communication with
the divine in the process of worship.

Chapter three builds on the relationship between Imaged and beholder established in
chapter two. In chapter three, [ focus on an analysis of the way that the beholder interacts
with the space of the icon as chora, and I explore the characteristics of the physical and
the conceptual space between the beholder and the sacred image. In examining the

paintings of the parekklesion based on rhythm theory, I look at the way that the sacred
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image expands towards the physical space of the beholder. In considering the implications
of this expansion, I explore the creation of a conceptual chora space between the beholder
and the holy persons depicted that calls for the engagement of the body of the faithful and
extends between past and present, immediacy and mediation, presence and absence.

The fourth chapter is divided in two parts. In the first part, I focus on the concept of
space as an artistic installation and I look at how, through the interaction between
architecture, painting and symbolism, a conceptual chora space is shaped in the
parekklesion and experienced by the beholder. In the second part of the fourth chapter,
space is explored primarily through the concept of embodiment. In anchoring my reading
of the parekklesion on the dual concept of space as body and body as space, I aim at
exploring two different but interconnected types of conceptual space. The first reading of
space will be that of space as a collective body or a body of bodies. To this end, I examine
the conditions under which a conceptual chora space is formed by the community of
faithful, the ecclesia, and 1 explore its properties and its impact on the faithful’s
experience of worship within the physical space of the chapel. A second reading of the
parekklesion will examine the notion of conceptual space as a human body, formed by
members that interact with each other to create a functional whole. The formation of
conceptual space in this case will be regarded as taking place in the interactions between
physical space, symbolism and the beholder.

In the final chapter, I elaborate further on the properties of chora space as
conceptual space and on the way the latter is experienced by the beholder. In
incorporating Lefebvre’s reading of space as a product created primarily ‘to be lived’, and

engaging in a dialogue with human geography definitions of conceptual space, I further
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explore the role of the concept of the body in the process of producing meaning and
experiencing physical and conceptual space, I look at the way that the concept of time
impacts the formation of chora space and I raise questions on the role of the concept of

relationality in shaping chora space.

Brief history of the Chora monastery

The Chora monastery is situated in the Edirnekapi area of Istanbul, about a hundred
metres away from the ruins of the fifth-century city walls of Constantinople, which extend
from the Sea of Marmara to the Golden Horn. The origins of the monastery are unclear
but they can be placed in the early history of Byzantine Constantinople."”” The existing
superstructure of the church is a combination of three phases of construction that took
place during the eleventh, twelfth and fourteenth centuries. In part, the construction rests
upon the substructures of a building that dates back to the sixth century and does not seem
to have the characteristics of an actual church.'” The Chora monastery was converted into
a mosque during the sixteenth century, after the Turkish conquest of Constantinople in

1453 and was renamed the Kariye Camii. Today it is a museum.

'3 Robert Ousterhout, The Architecture of the Kariye Camii in Istanbul (Washington D.C.:
Dumbarton Oaks Studies, 1987), p. 1.

' David Oates, 'A Summary Report on the Excavations of the Byzantine Institute in the Kariye
Camii: 1957 and 1958', Dumbarton Oaks Papers.14 (1960), 223-31.
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The early history of the Chora is obscure, and evidence indicating that the Chora
existed as a monastery even before the seventh century is contradictory and unclear.'®' In
particular, there is a tradition that places the foundation of the monastery before the
erection of the city walls of Theodosius II, i.e. before 413 A.D. that is based mostly on a
topographical interpretation of the name of the monastery and can probably not be treated
as reliable from a historical point of view. The name Chora can be perceived to some
extent as a toponym, as the term chora (from the Greek word ywoa) was used to describe
a suburban area that lies outside the city walls. Hence, the monastery’s own name has
given rise to the conception that the building, or probably a hallowed site in the
monastery’s vicinity, might have been constructed at a very early date, even before the
construction of the Theodosian city walls, and that it retained its name even after the city
had expanded beyond it.'® Even though this particular theory cannot be proved
definitively, the possibility that a chapel or a monastery had existed in the vicinity of the
Chora as we know it today cannot be completely rejected either.'®

Different sources place the founding of the Chora monastery in different centuries.
The first source is an anonymous biography of an unknown St Theodore, who possibly
was an uncle of the Empress Theodora. It places the founding of the monastery in the
sixth century and relates the event to the reign of Justinian. According to the biography, St
Theodore became a monk in Antioch after serving a military career. His imperial relatives
called him to Constantinople in order for him to advise them on theological matters.

While in the city, he began constructing a monastery, shortly after 536, on the Charisius

1" Underwood, The Kariye Djami, p. 3.
12 Underwood, The Kariye Djami, p. 4.
19 Underwood, The Kariye Djami, p. 5.
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family estate, which was situated close to the Adrianople Gate of the city. According to
the same source, a chapel already existed on the spot where St Theodore began
constructing the new buildings, hosting a small monastic community. Three years after
the completion of work on the monastery, an earthquake destroyed it. Justinian took on
the task of rebuilding it on a bigger scale and built four churches, which were dedicated to
St Anthimus of Nicomedia, the Forty Martyrs of Sebaste, St Michael and the Virgin
Mary. A hospital for the blind was attached to the monastery as well as a hostel for Syrian
monks visiting the city.'” The second source places the founding of the monastery in the
seventh century and attributes it to the general Crispus, son-in-law of the Emperor Phocas,
who was count of the Excubiti and eparch of the city. Crispus played a leading role in the
overthrow of Phocas and was sent to the monastery by the new Emperor Heraclius to
serve as a monk-prisoner.'® As Underwood suggests, the second source could be
considered more credible in the absence of knowledge concerning a saint who was uncle
of the Empress Theodora. However, denying a sixth-century founding of the Chora is not

possible either, as sixth-century substructures underlie part of the existing building.

1% Underwood, The Kariye Djami, p. 6.
1% Underwood, The Kariye Djami,p. 7.



72

-4
|
|
|
!
4
i

SE— S

P 401 . .
Towm 7] i €

N (Y o s s s s s s s £ -1

Figure 6: Chora monastery. Plan and identification of components.

The present form of the Chora monastery is mainly the result of the final
construction phase that took place ca. 1316-1321, funded by Theodore Metochites.
However, the building itself combines various structures that date back to the sixth
century. Ousterhout suggests that the construction history of the Chora can be broken
down into five periods.'® Phase One and Two refer to sixth and ninth-century

substructures that lie beneath the eastern end of the building. These substructures offer no

1% Qusterhout, The Architecture of the Kariye Camii in Istanbul, p. 12.
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information about the form or function of that early building. Phase Three refers to the
construction of ca. 1077-1081, funded by Maria Ducaena. At that time, the main body of
the church was reconstructed in order to be made rectangular in shape, possibly following
a cross-in-square plan. Phase Four refers to a major alteration of the building that took
place ca. 1120 and is associated with the sebastokrator Isaac Comnenus. During that time,
the east end of Maria Ducaena’s construction was rebuilt and the plan of the naos was
transformed into an atrophied Greek cross plan, covered by a large dome. Phase Five
refers to the construction work funded by Theodore Metochites, ca. 1316-1321. At that
time, the dome and pastophoria were reconstructed and ancillary chambers surrounding
the building on three sides were added. These include a two-level addition in the north
side (passageway A and northern annex); in the south side, a domed funerary chapel or
parekklesion, connected with the naos through passageway B, two small chambers east
and west of passageway B, used as oratory and storeroom respectively and an inaccessible
and functionless gallery above the oratory and the storeroom; in the west side, an open
arcaded exonarthex that included a belfry over the southwest corner and a twin-domed
esonarthex. Methochites also provided the greater part of the interior decoration,
including mosaics and frescoes.

Soon after Metochites’ construction, certain changes to the building took place.
Tomb arcosolia closed the west arcade of the exonarthex and arches and columns were
added to the southwest bay of the exonarthex in order to support the belfry. After the

transformation of the building into a mosque ca. 1495-1511, certain parts of the interior
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decoration were destroyed or covered and a mihrab was also added. Finally, the belfry

that Metochites’ created was replaced by a minaret.'”’

Description of interior space

In order to understand the space of the parekklesion it is necessary to have a sense
of the overall space of the Chora church and how it develops. In the following section I

focus on a description of the interior space of the monastery.

Naos and Bema

The dome of the naos of the Chora monastery rests on a cruciform building plan. To
the east, the naos opens into a deep bema, which is extended by an additional bay that
steps in to a wide apse. The naos has little connection to the additional chambers and no
internal supports, such as columns, and for this reason, as Ousterhout underlines, it
appears as a ‘monumental, unified space’.'® The entrance to the main body of the church
is from the west through a large doorway. There is a doorway in the south wall that leads
to the parekklesion, though passageway B. A smaller, arched doorway on the north side of

the bema provides access to the prothesis. Concerning the vaulting, four short barrel

1" Qusterhout, The Architecture of the Kariye Camii in Istanbul, p. 37.
1% Qusterhout, The Architecture of the Kariye Camii in Istanbul, p. 38.
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vaults, dating from the twelfth century, spring from the corner piers of the naos. The
dome of the naos, with its drum pierced by sixteen tall windows, is Metochites’ work. It
starts at approximately 11.52 metres above the floor and it rises another 6.40 metres to its

crown.'®”

Pastophoria

Constructed in the fourteenth century, the two domed chapels flank the bema. The
south chapel became inaccessible from the bema during the fourteenth century, as the
entrance to it was blocked, probably because it was used thereafter as the prothesis of the
parekklesion. The north chapel is accessible from the bema and in all probability it was
used both as the prothesis and the diaconicon, given that the church of the fourteenth
century had no proper diaconicon.'” The prothesis is almost rectangular in form and is
covered by a blind, gored dome that rises straight from the dome cornice without a drum.
The south chapel is also rectangular in form and is covered by a tall octagonal, ribbed

dome on pendentives, except for the southern end, which is covered by a barrel vault.'”!

Northern Annex

The annex on the north side of the building has two levels and consists of long

rectangular barrel-vaulted rooms on both levels. The lower chamber is referred to as

1 Qusterhout, The Architecture of the Kariye Camii in Istanbul, p. 46.
1" Underwood, The Kariye Djami, pp. 22-24.
"' Underwood, The Kariye Djami, pp. 48-50.
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passageway A and is used to connect the esonarthex and the prothesis. The upper chamber
is accessed by a stairway in the north wall of the building. It is probable that passageway
A served at some point as the diaconicon, while the upper chamber might have served as a

treasury or as a library housing Metochites’ collection of manuscripts.'”

Esonarthex

The esonarthex is a rectangular space attached to the west wall of the naos. This
inner narthex can be divided into four bays, which are separated by pilaster strips. An
octagonal dome covers the northern bay and a dodecagonal dome, similar to the one of
the parekklesion, covers the southern bay. The two central bays are quite similar and they
are covered by sail vaults. The esonarthex is connected to the naos to the east, to the
exonarthex to the west and south and to passageway A to the east. Natural light is
provided by windows in the drums of the domes and by a tripartite window in the north

wall.'”

Exonarthex

The outer narthex of the Chora monastery consists of seven bays of different sizes.
Six of them constitute the west facade of the church and the seventh turns the corner on

the south side in order to meet the parekklesion. In this way, an L-shaped form is created,

"2 Qusterhout, The Architecture of the Kariye Camii in Istanbul, p. 51.
'3 Qusterhout, The Architecture of the Kariye Camii in Istanbul, p. 70.
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by the exonarthex and the parekklesion, which envelops the church on two sides. The
first, second, fourth and fifth bays are rectangular and are crowned by domical vaults. The
third bay is nearly square in form and is covered by a domical vault without additional
lateral supports. Bays six and seven are larger and domical vaults cover the whole area of
each of these two bays. The exonarthex connects to the esonarthex to the east and to the
parekklesion to the south, through the seventh bay that appears to be a natural extension

of the parekklesion towards the west.'™

Parekklesion

The parekklesion was built by Metochites in the fourteenth century and it is situated
to the south side of the main body of the church. Research suggests that it functioned as a
funerary chapel, containing the tombs of Theodore Metochites and others. The
parekklesion is rectangular and single-aisled and is divided into two square, domed bays
that are expanded to the east and west by short, barrel-vaulted units, ending in a
semicircular apse to the east. The first (west) of the two squares is covered by a
dodecagonal, ribbed dome on a freestanding drum, which is pierced by twelve windows.
A lower domical vault crowns the second square, while the conch of the apse is even
lower. In this way, the eyes of the viewers are led from a tall dome to a short dome and
then to a half dome, thus having a panoramic sweep of the chapel’s frescoes. Inside the
chapel there are also four tomb arcosolia placed on each side of the central bays, two in

the south wall and two in the north wall.

1" Qusterhout, The Architecture of the Kariye Camii in Istanbul, p.71.
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The entrance to the parekklesion is from the west, i.e., from the exonarthex, through
a triple arched doorway, supported on two columns. Two other doorways in the north
wall, lead to passageway B and the diaconicon. There are also two other internal windows
in the north wall; one of them opens to the storeroom and the other opens into a gallery-

level passage.

Figure 7: View of the parekklesion. Looking east.

In the south wall, there are two tripartite windows, set at the centre of each bay,
above the cornice. The tomb arcosolia in the south wall are marked as Tomb C and D on
the building plan (fig. 6). Tomb C is placed in the eastern bay, where a rectangular niche

is, and it is crowned by an arch. The lower part of the niche was slotted in order to include
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a closure slab and a lid, forming in this way a sarcophagus. Even though the marble slabs
are lost, the slots still survive. The identity of the person in tomb C is not known. Tomb D
is placed in the western bay and it carries the inscription: Michael Tornikes.'” The form
of this tomb is very similar to that of tomb C, except that it is topped by a marble arch.
The slabs are missing here too, as are the columns that used to support the arch.

In the north wall, there are two other tomb arcosolia, tomb A and B. Tomb B,
situated in the eastern bay, is similar to C and D in form. Tomb A is the largest
arcosolium and it is situated in the western bay of the north wall. It is topped by an arch
and researchers tend to believe that this was the tomb of Metochites, due to its size and
privileged position."”® As Ousterhout suggests, the position of tomb A is ‘the optimum
spot for burial in the chapel’: the light provided by the tripartite window and the twelve
windows in the drum of the dome is concentrated on this spot. This spot is also the best
position for viewing the chapel in its entirety; it offers a clear view of the dodecagonal
dome, of the second lower dome and of the conch of the apse.

In the east wall is a semicircular apse. The apse’s width nearly matches the width of
the chapel itself. At the east end, there is a triple-arched, mullioned window, and Megaw

suggests that the lights of the window were in all likelihood filled with coloured glass."”’

175 Michael Tornikes was a friend and associate of Metochites. See Paul Underwood, 'Notes on the
Work of the Byzantine Institute in Istanbul: 1955-56', Dumbarton Oaks Papers, 12 (1958), 269-
87, 271.

17 Qusterhout, The Architecture of the Kariye Camii in Istanbul, p. 59.

"7 A.H. Megaw, 'Notes on Recent Work of the Byzantine Institute of Istanbul', Dumbarton Oaks
Papers, 17 (1963),349-71, 364.
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The Programme and Layout of the Parekklesion

The parekklesion consists of an apse at the east end, which is the bema, and two
square bays, which comprise the naos. The chapel could be divided into three zones, in
order for the analysis of the programme to be more comprehensive. The lower zone
consists of the vertical walls and is decorated with figural representations. The second
zone consists of the arches, lunettes and vaults of the chapel and is decorated mainly with
narrative scenes. The third zone consists of the dome in the western bay and is decorated
with figural representations.

The chapel is decorated with fresco paintings and its decoration is considered to be
an excellent manifestation of the Palaeologan style.'” These frescoes were first uncovered
by the Byzantine Institute of Istanbul between 1951 and 1958 and were published in a
succession of four reports, as they were coming to light.'” The paintings in the

parekklesion, together with those in the rest of the church, except the decoration of the

'8 @ystein Hjort, ""Oddities" and "Refinements": Aspects of Architecture, Space and Narrative in
the Mosaics of Kariye Camii', in Interaction and Isolation in Late Byzantine Culture, ed. by Jan
Olof Rosenquist (Istanbul: The Swedish Research Institute in Istanbul, 2004), pp. 27-43, 28.

7 Paul Underwood, 'First Preliminary Report on the Restoration of the Frescoes in the Kariye
Camii at Istanbul by the Byzantine Institute, 1952-54', Dumbarton Oaks Papers, 9-10 (1956),
255-88; Paul Underwood, 'Second Preliminary Report on the Restoration of the Frescoes in the
Kariye Camii at Istanbul by the Byzantine Institute, 1955', Dumbarton Oaks Papers, 11 (1957),
175-220; Paul Underwood, '"Third Preliminary Report on the Restoration of the Frescoes in the
Kariye Camii at Istanbul by the Byzantine Institute, 1956', Dumbarton Oaks Papers, 12 (1958),
237-65; Paul Underwood, 'Fourth Preliminary Report on the Restoration of the Frescoes in the
Kariye Camii at Istanbul by the Byzantine Institute, 1957-58', Dumbarton Oaks Papers, 13
(1959), 187-212.
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arcosolia, were funded by the ktetor of the monastery, Theodore Metochites.'™ According
to Underwood and Demus, practical and stylistic issues suggest that the frescoes of the
parekklesion were executed after the completion of the mosaics of the naos and the
narthexes, ca. 1320—1321."%!

In order for the underlying purpose of the iconographic programme to be
comprehended, one should take into consideration the function of the parekklesion. Even
though there is no written evidence for the actual function of the chapel, the majority of
researchers suggest that the parekklesion was designed to be a funerary chapel. This
assumption is based mostly on two factors. As Underwood underlines, there are certain
structural elements inside the parekklesion that indicate that the chapel was the mortuary
chapel of the monastery. In particular, four tomb arcosolia, actually used for sepulchral
purposes, are built inside the parekklesion, within the thickness of the walls, attached to
the main body of the church.'® The general iconographic programme of the chapel is a
reflection of its mortuary function, with certain inscriptions in paintings even quoting
funerary hymns."’ The iconographic programme of the parekklesion is designed around
two major themes, Incarnation and Salvation."™ The theme of Incarnation is projected in
the western bay and the theme of Salvation in the eastern bay, and in this way the themes

unfold chronologically and spatially inside the chapel as the beholder enters from the west

"% Underwood, The Kariye Djami, p. 188.

81 Underwood, The Kariye Djami, pp. 15-16 Otto Demus, 'The Style of the Kariye Djami and Its
Place in the Development of Palaeologan Art', in The Kariye Djami, ed. by Paul Underwood
(London: Routledge & Kegan Paul, 1975), IV, pp. 107-61.

82 Underwood, The Kariye Djami, p. 189

'83 The images of the four hymnographers in the pendentives of the dome of the western bay of the
parekklesion carry inscriptions from funerary hymns. Those inscriptions are discussed in the
Introduction.

184 Robert Ousterhout, "Temporal Structuring in the Chora Parekklesion', Gesta, 34.1 (1995), 63-
76.
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and moves towards the east. These themes are spatially and conceptually framed by a

frieze of saints that runs along the lower zone of the chapel.

Lower zone

The lower zone is occupied by a frieze of portraits encircling the chapel on the walls
below the cornice. Starting with the eastern wall, the wall of the apse, there is a series of
six portraits of Church Fathers, or Patriarchs, as is customary in churches decorated with

frescoes:

An unidentified Church Father
St. Athanasius

St. John Chrysostom

St. Basil

St. Gregory the Theologian

St. Cyril of Alexandria

The Church Fathers are here depicted in almost frontal view. This fact, according to Der
Neressian, signifies that the liturgy was not regularly held in the parekklesion."®’ The
Church Fathers are present here more as saints who participated in the formulation of the

liturgy and the definition of the Christian doctrine.'

83§, Der Neressian, 'Program and Iconography of the Frescoes of the Parekklesion', in Kariye
Djami, ed. by Paul Underwood (London: Routledge & Kegan Paul, 1975), IV pp. 303-49, 319.
'8 Underwood, The Kariye Djami, p. 246.
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Behind the arch of the bema, on the southern and northern wall, appear life-size
portraits of The Virgin and Christ respectively, originally facing each other. The portrait
of Christ on the northern wall of the bema has been destroyed but the portrait of the
Virgin holding the Christ Child (Virgin ‘Eleousa’, i.e. Merciful) is well preserved. As
Underwood suggests, there is no indication that an iconostasis was ever erected in the
parekklesion.'® In this way, it could be claimed that, based on their position, the two
icons replace the portraits of Christ and the Virgin that usually appear on the Byzantine
templon. Indeed, as research suggests, the image of the Virgin was actually venerated as
an icon as there are blemishes and discolorations at the level of the Virgin’s feet caused
by heat and smoke probably coming from candles.'®

The south, north and west walls of the two bays of the naos are decorated with a
series of life-size portraits of saints who, in spatial terms, stand among the faithful, joining
them in praying and representing the body of Christ on earth. The portraits of the saints in
the lower zone of the bays are mainly portraits of martyr saints, with the majority of them
being military saints, dressed in full armour. As Underwood notes, the fact that most of
the figural representations in the parekklesion depict warrior saints is not unusual. Even
though it is not clear when soldier-saints started being depicted in Byzantine monumental
art, by the eleventh century their depiction in Byzantine churches was customary and the
frequency of their appearance in the iconographic programmes increased in later
centuries.'® These saints are:

South wall, eastern bay:

87 Underwood, The Kariye Djami, p. 248
'8 Underwood, The Kariye Djami, p. 248
'8 Underwood, The Kariye Djami, p. 253.
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St. George of Cappadocia
St. Floros (medallion)
St. Laurus (medallion)
St. Demetrios of Thessalonike
South wall, pier between eastern and western bay:
St. Theodore Tiro
South wall, western bay:
St. Theodore Stratelates
St. Merkourios
South wall, western pier:
St. Prokopios
St. Savvas Stratelates
West wall, southern pier:
An unidentified saint
West wall, northern pier:
St. David of Thessalonike
North wall, western pier:
St. Eustathios Plakidas
North wall, western bay:
St. Samonas of Edessa
St. Gurias of Edessa
North wall, pier between western and eastern bays:

St. Artemios or St. Nicetas
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North wall, eastern bay:
St. Bacchos (medallion)
St. Sergios (medallion)
An unidentified military saint
An unidentified saint (medallion)
North wall, arch soffit:

An unidentified stylite saint

Second zone

The second zone, comprised of arches, lunettes and vaults is probably the richest
one in iconographic terms, as it is decorated mostly with narrative scenes. There are two
major themes present in this zone, which is dedicated to the redemptive powers of both
Christ and the Virgin in a balanced way. The eastern half of this zone is dedicated to the
Salvation of Man, projected through the victory of Christ over Death and His power to
offer eternal life to the righteous and condemn the wicked. The vaults of the western bay
(excluding the crowns of the transverse arches and the western tympanum) are dedicated
to the role of the Virgin in the Salvation of Man as the instrument of Incarnation. Finally,
the decoration of the west end of the upper zone, above the chapel’s main entrance,
reflects an attempt to create a connection between the theme of the Incarnation of the

western bay and the theme of Salvation of the eastern half of the chapel.
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Eastern half of the chapel

Starting with the eastern wall, the semidome of the apse carries the scene of the
Anastasis of Christ. Christ is depicted as triumphant over Death, raising the progenitors of
all mankind, Adam on the left and Eve on the right. In this scene, the doctrine of the
descensus ad inferos is represented in pictorial terms, as it appears in the Apocryphal
Gospel of Nicodemus of the fourth or fifth century.” However, resurrection-related
themes are seldom placed in the conch of the apse and Underwood suggests that certain
aesthetic requirements could possibly have dictated such a decision on behalf of the
painter.””! Moreover, if the theory that the parekklesion was designed to be a funerary
chapel is accepted, then it can be suggested that the theme of the Anastasis naturally
occupies the most prestigious space in the chapel, serving as the major scene of
redemptive content.

The theme of Salvation, introduced by the depiction of Christ’s Anastasis in the
conch of the apse, is extended by two more scenes that cover the arch of the bema: The
Raising of the Widow’s Son and The Raising of the Daughter of Jairus. As Underwood
suggests, there is an analogy between the two scenes and the Anastasis. In the Anastasis,
Christ raises Adam at the left and Eve at the right, male and female, while in the two
scenes of the resurrection miracles, Christ raises a male in the left side of the arch, the

widow’s son, and a female in the right side of the arch, the daughter of Jairus."”* The

M. R. James, The Apocryphal New Testament (London, 1924),p. 117.
1" Underwood, The Kariye Djami, p. 201.
2 Underwood, The Kariye Djami, p. 202.
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scene on the left is largely destroyed while the one on the right is in a rather good state of
preservation.

The theme of Salvation and the freeing of the righteous from sin, most suitably
closes with the depiction in the domical vault and lunettes of the eastern bay of The Last
Judgment, or as known in Byzantine art, Christ’s Second Coming. The composition is
made up of various scenes that depict death, final judgment, and condemnation for the
sinful or redemption for the righteous. It is a composition with unique characteristics and
a special theatrical quality, in comparison to other examples of Byzantine art, as usually
the elements of the scene are placed in superimposed horizontal zones in a rectangular
format. Here, the painter, taking advantage of the structure of the vault, chooses to
arrange the elements of the scene in groups that create a whole that envelops the viewer
and gives the impression of the creation of a ‘dome of heaven’ within the painting.'”> As
Underwood describes: ‘using the angel rolling up the scroll of heaven and Christ in glory
with his attendants as the central motifs, the painter has arranged the other celestial
elements — the clouds of the elect, the Etimasia, and the fiery stream that issues from
Christ’s feet — in a circle about the lower slopes of the vault, making the vault, as it were,
a ‘dome of heaven’. The remaining motifs are placed in a lower zone, around the circle of
heaven, in the four pendentives and the lunettes at the sides. Disposed in this manner the
composition forms a three-dimensional canopy enclosing the beholder within it."”* The
iconographic motifs that combine to comprise The Last Judgment scene are:

Domical vault:

1. The Scroll of Heaven (centre of the vault).

193 Qusterhout, 'Temporal Structuring in the Chora Parekklesion', p. 72.
1 Underwood, The Kariye Djami, p. 204
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2. Christ in Judgment accompanied by the Virgin, John the Baptist, the Twelve
Apostles, Angels and Archangels (in a zone that covers the full width of the vault
to the east of the centre).

3. Clouds bearing the Choirs of the Elect (arranged in an incomplete circle around
the periphery of the vault).
3a. Hierarchs/Bishops
3b. Hosioi/Holy Men
3c. Holy Women
3d. Martyrs
3e. Apostles
3f. Prophets

4. The Etimasia, sided by Adam and Eve (centre of the eastern side of the vault
beneath Christ’s mandorla).

5. The Weighing of Souls (beneath the Etimasia and above the centre of the eastern
arch).

6. The Fiery Stream and The Lake of Fire (area of the vault above the southeastern
pendentive).

Southwestern pendentive:

The Land and Sea Giving Up Their Dead
Northwestern pendentive:

An Angel and a Soul
Northeastern pendentive:

Lazarus the Beggar in Abraham’s Bosom
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Southeastern Pendentive:
The Rich Man in Hell
Eastern half of the southern lunette:
The Torments of the Damned
a. The Gnashing of Teeth (upper left)
b. The Outer Darkness (upper right)
c. The Worm That Sleepeth Not (lower left)
d. The Unquenchable Fire (lower right)
Northern lunette:

The Entry of the Elect into Paradise

Western half of the chapel

The western half of the parekklesion is for the most part dedicated to the depiction
of the theme of Incarnation that highlights the role of the Virgin in the Salvation of
Man."” Starting with the vaults of the eastern bay, a series of five Old Testament subjects
appears in this part of the chapel, in the arches and lunettes below the dome of the western
bay. The majority of the scenes depicted here depict the Virgin Mary as an instrument
through which the Incarnation and Salvation are made possible. In this way, certain
objects, through which God manifests His presence, for example Jacob’s Ladder, the
Burning Bush or the Ark of the Covenant, are interpreted as prefigurations of the Virgin.

The Marian cycle of the western half of the chapel starts from the northern lunette of the

193 Qusterhout, 'Temporal Structuring in the Chora Parekklesion', p. 71.
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western bay and continues in a clockwise direction down the soffits of the arches and the
lunettes beneath the dome. In this order the paintings are:
Western half of the northern lunette:
Jacob’s Ladder and Jacob Wrestling with the Angel
Eastern half of the northern lunette and the soffit of the adjoining arch:
Moses and the Burning Bush
Southern lunettes and the arch between them:
The Dedication of Solomon’s Temple
a. The Bearing of the Ark of the Covenant
b. The Bearing of the Sacred Vessels
c. Solomon and All Israel
d. The Installation of the Ark in the Holy of Holies
Southern soffit of the western arch:
Isaiah Prophesying; The Angel Smiting the Assyrians before Jerusalem
Northern soffit of the western arch:

Aaron and His Sons Before the Altar

West end of the second zone

The surviving paintings in this side of the parekklesion serve to bridge the theme of
Incarnation of the western half of the chapel with that of Salvation of the eastern half by
depicting a redemptive subject, thus echoing the funerary function of the chapel. The

Souls of the Righteous in the Hand of God is depicted in two parts, in the crown of the
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western arch and in the western tympanum. This painting is a representation of an extract
from the Book of Wisdom (3:1), which reads: ‘But the souls of the righteous are in the

hand of God, and the tortures of death shall not touch them’.

Crowns of the transverse arches

Four medallion portraits occupy the crowns of the transverse arches. At the centre
of the vertical face of the western arch, in the narrow space below the dome cornice, there
is the portrait of Melchizedek the Righteous. Melchizedek’s medallion faces a medallion
portrait of Christ, in the corresponding position on the arch at the eastern side of the
dome. On the same arch, on the horizontal surface in the centre of the soffit, there is a
medallion portrait of Christ that is largely destroyed.'”® At the centre of the arch of the
bema there is a large medallion containing the representation of the Archangel Michael.
Michael, placed between the Anastasis to the east and the Last Judgment to the west,
serves here symbolically his role as the conductor of the souls to judgment and as the
guide of the righteous to paradise. The prestigious space that the medallion of Michael
occupies can also be justified by an indication that Metochites specially venerated the
Archangel Michael and had directed a request to the Archangel to intercede on behalf of

his soul."”’

1% Underwood points out that the medallion of Christ is destroyed to the degree that it is
impossible to identify the type of Christ that was represented. However, the painting of Christ’s
hair indicates that the image was neither Christ Emmanuel nor Christ as the Ancient of Days but
probably had the usual features of the historic Christ. See Underwood, The Kariye Djami, p. 241.
T Underwood, The Kariye Djami, p. 242.
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Third zone

The dome that crowns the western half of the parekklesion and the pendentives are
dedicated to the Virgin and the theme of Incarnation and are related symbolically to the
Old Testament scenes decorating the arches and lunettes of the western bay. At the centre
of the Virgin related themes of the western half of the chapel is a medallion of the Mother
of God holding the Christ Child depicted in the dome, which covers the full width of the
chapel. The dodecagonal ribbed dome is pierced by twelve windows, above which, in the
triangular spaces between the ribs, there are the representations of twelve Angels and
Archangels, representing the celestial court of Christ and the Virgin. In the pendentives
below the dome there are the portraits of four hymnographers in the act of composition.

These are:

St. John Damascene (northeast)
St. Cosmas the Poet/Melodos (southeast)
St. Joseph the Poet (southwest)

St. Theophanes (northwest)

The way that the hymnographers are depicted brings to mind the way that the four
Evangelists are frequently found occupying the same space in Byzantine churches.
However, the role of the hymnographers in this context is two-fold as the inscriptions that

accompany their portraits relate both to the Virgin and to the funerary character of the
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parekklesion."® In particular, two of the inscriptions, the one on John Damascene’s scroll
and the one on Theophanes’ codex, are quotes from hymns composed for use in funerary
services.'” The inscription on Joseph’s scroll, is an extract from his own composition,
‘Canon for the Akathistos Hymn’, which hails the Virgin, being related in this way with

the cycle of Old Testament scenes that surrounds the space below the dome.*”

Tomb Arcosolia

Following a Late Byzantine tradition, the patron of a church was permitted to
provide a tomb for himself (and often additional ones for family members) in the church
whose construction or renovation he sponsored.” The case of the Chora parekklesion
follows this Palaeologan tradition. Each of the tombs of the chapel was an arcosolium, a
wall niche that was high and deep enough to house a sarcophagus in its lower part. On the
back wall of the niche, above the sarcophagus, there is a portrait of the deceased
accompanied by family members (except for one case). An image of Christ or the Virgin,
often accompanied by busts of saints or angels, was also included in the decoration of the
sepulchral monument. The sarcophagi of the four tomb arcosolia in the parecclesion have

not survived.

%8 Only the inscriptions on John’s and Joseph’s scrolls and on Theophanes’ codex survive today.
' The inscriptions on the hymnographers’ images are discussed in the Introduction.

2% Underwood, The Kariye Djami, p.224.

' Examples of this practice can be found in various churches in Constantinople. In the monastic
church of the Pantocrator in Constantinople, which was completed before 1136, the patron,
emperor John II Komnenos, created a burial chapel dedicated to the Archangel Michael to contain
his tomb and those of the empress and other members of his family. In the church of St John the
Baptist, founded at the end of the thirteenth century by the widow of the emperor Michael VIII
Palaeologos, empress Theodora, wall tombs were constructed for Theodora, her daughter, her
mother and other members of the family. See Underwood, The Kariye Djami, p.269.



94

The arcosolium in the southeast wall

The decoration of this tomb is still relatively intact, in contrast to the rest of the
tombs in the chapel. On the niche wall of the southeast arcosolium, there are paintings of
four figures depicted frontally and standing side by side above the sarcophagus level. The
two principal personages, a man and a woman, are portrayed at the centre of the
composition and they are dressed in princely costumes. They are most probably the
portraits of the deceased man and his wife. At the far left there is a woman dressed
similarly to Tornikes’ wife, as depicted in the back wall of the southwestern arcosolium.
The woman on the far right is, according to Underwood, depicted as a nun.*”> However,
the identities of the owners of this tomb could not be determined. On the upper part of this
niche arch, just above the portraits, there is a panel containing a bust of Christ. A
seraphim is seen on the left side, whereas the depiction on the right side is not visible due
to the deterioration here. On either side of the inner wall of the arch is a bust of an angel

facing the portraits on the back wall.*”

The arcosolium in the southwest wall

On the niche wall, above the sarcophagus level, only the shoulders of the Virgin
Mary and the hand of the Christ Child raised in benediction can be seen, because most of
the tiles of the mosaic depiction have fallen down. On the right side, Michael Tornikes,
who is resting in this tomb, is depicted standing and wearing court clothes. The lower part

of the figure has been destroyed and only the part above the shoulders is visible. The

2 Underwood, The Kariye Djami, p.272.
23 Underwood, The Kariye Djami, pp. 272-75.
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inscription on the upper section reads, ‘same person, monk Makarios’. On the right side is
the figure of Tornikes” wife, turned towards the Virgin Mary and praying with upraised
hands. The inscription on the upper section reads, ‘same person, nun Eugenia’. The feet
of this figure have also been destroyed. Both figures are frescoes. The upper part of the
arcosolium arch is decorated with a mosaic cross motif inside nested circles. On the left
side of the inner wall of the arch is the mosaic portrait of Tornikes wearing monastic
clothes, and on the right side is the mosaic portrait of his wife. Since the lower parts of
both mosaics are destroyed, only the parts above the waists are seen. On the monumental
marble frame of the tomb, there are archangels on both sides of Christ, and a long
inscription (epitaphios) above this composition.?** This tomb belongs to Michael
Tornikes, the close friend of Metochites who was the “Great Constable” at the court of
Andronikos II. The original decoration was made of mosaic, but it was complemented

with frescoes after having been destroyed in the Byzantine period. The Virgin Mary

24 The inscription on Tornikes’ arcosolium reads: However many applauses one may collect upon
this earth, when they are all dead, Tornikes, a man of myriad victories or Grand Constable, who
lies buried here, will put them to shame as, good friend, a lion shames mimicking apes. He who
was by birth of royal blood, presented also a manner of life conformed to that descent. For what
form of virtue did he not possess such as the fitting occasion demanded each? Therefore he was a
councillor before the usual age, and a popular leader and an acute judge, and upon enemies he
breathed a strategic flame, and was an irresistible thunderbolt upon their serried ranks. He
presided over the army like a father, guarding the commonweal lest any advantage to it should be
stolen. And securing thus again royal affinity, and leaving his life as a splendid example, he lies a
poor monk among bones! O sun, O earth, O final applauses! Well-nigh the whole Roman race
laments of him, as much of it as is not ignorant of him. But O only living One and transformer of
natures, if perchance he did aught that was not fitting for him, granting him pardon, give him Eden
as his inheritance. See Alexander Van Millingen, Byzantine Churches in Constantinople (London:
Variorum Reprints, 1974), p. 30. For a detailed analysis of the inscription see Underwood, The
Kariye Djami, pp. 276-78.
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figure at the centre of the niche and the figures inside arches are made of mosaic and the

two figures on the sides of niches are frescoes.

The large arcosolium in the northwest wall

The tomb in the north wall of the western bay exceeds the other three tombs of the
chapel in terms of the width and depth of its arcosolium and the size of its sarcophagus. In
order to highlight the importance of the tomb, an arched marble frame was formed,
decorated with acanthus leaves in high relief. At the centre of the arch, there is a relief of
Christ, and reliefs of angels looking toward Christ on either sides of the arch. The
monograms of the figures on the marble indicate that they are the archangels Michael and
Gabriel. The heads of the three figures are largely destroyed. The names of Christ and the
archangels are inscribed in relief. On the marble frames of the tomb niches in the
parekklesion, the background is painted blue and the carvings were gilded. Behind the
back wall of the niche, there is an interior vaulted chamber, which is 1.65 m long and 1.98
m wide. This chamber was entered through a door in the east wall of the passageway that
connected the parekklesion with the naos. In the north wall of the chamber there was a
small rectangular window that opened into the naos. In the chamber’s east and west walls
there were small niches flanking the back wall of the tomb. Even though the function of
the chamber is uncertain, Underwood suggests that it was used either as a small chapel or
as an oratory, where the monks kept icons and perpetually burning candles and votive

205

lamps.”™ If it is presumed that Metochites’ tomb was one of the four tombs placed inside

the space of the parekklesion, then his tomb must have been one of the two tombs

25 Underwood, The Kariye Djami,p.271.
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attached to the north wall, given the decoration of the two tombs in the south wall. Out of
the two arcosolia in the north wall, the size and the special features of the northwestern

tomb suggest that this might have been the tomb of the patron.

The arcosolium in the northeast wall

The tomb in the northeast wall was never adorned with marble facings. Since there
are neither frescoes nor mosaic decorations inside the arch, nor an inscription, the owners
of this tomb are not known. Underwood suggests that the decoration of this arcosolium
possibly resembled the decoration of the tomb attached to the southeastern wall, with a
portrait panel above the sarcophagus and an image of Christ of the Virgin in the soffit of
the arch.*

Having discussed terminology, methodology and space, I now turn to the larger
subject of the interaction between icon and beholder in the space of the parekklesion. In
the chapter that follows, I look at the way that the faithful communicates with the divine
through the holy image, I explore different ways of experiencing divine presence through
visual means and I examine how the conceptual space of the icon is transformed into a

chora space in between that calls for the beholder’s corporeal participation.

206 Underwood, The Kariye Djami, p.272.
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Chapter 2: The icon as a space-in-between

In this chapter, I will examine the creation of a conceptual chora space of becoming
formed within the limits of the holy image and I will seek for traces of the chora in the
way that the icon is produced and used. Following the story of the icon as a cultural
product, I will engage in a dialogue between recent scholarship on the conceptual and
formal characteristics of the holy image and the writings of the major iconophile Fathers
who supported the use of icons. Based on the teachings of the defenders of the icons of
the eighth and ninth centuries that ultimately dominated Byzantine thinking on the holy
image until the fall of the Empire and were being actively discussed in Metochites’ day, I
will create a foundation on which my reading of the Palaecologan icon will later be
supported. In examining the role of the holy image in the act of worship and in the
faithful’s experience of sacred space, my point of departure will be the work of John of
Damascus,”’ because the impact of his theological work stretches from the Iconoclasm to

the fall of the Empire and because he summarised the development of the Christian

207 St John of Damascus (645/680-747/787), monk and theologian, was one of the first to defend
the icons during the era of the iconoclastic controversy. His lengthy and systematic work on
iconology leads modern scholars to regard him as the icon defender par excellence. In his three
‘Apologies Against Those who Attack the Divine Images’ he sets the foundations of the iconology
of the Orthodox Church, contributing greatly to the iconoclastic controversy. See The Oxford
Dictionary of Byzantium, vol. 2, p. 1063.
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doctrine up to his time he is often called the last of the Church Fathers.**® As Louth points
out, by the eleventh century John had emerged as a prominent representative of the
Byzantine theological tradition, and in the twelfth century the importance of his work was
widely recognised not only in Byzantium but in the West, t00.**”” John’s theological work,
and his work on defending the use of icons in particular (On the Divine Images) focused
on concepts mainly discussed by the Cappadocian Fathers, such as Basil of Caesarea and
Gregory of Nazianzos,”'’ and depended largely on them for definitions and language.*"
The impact of Cappadocian thinking within Byzantine theological tradition can indeed be
traced through the centuries from Maximos the Confessor, to John of Damascus and the
fourteenth-century hesychast Gregory Palamas.*'> Further evidence for the role of the
Cappadocian Fathers as prominent theologians in the fourteenth century can be found in
the iconographic programme of the parekklesion of the Chora, as well as in Metochites’
own writings. In the parekklesion, the Church Fathers are depicted on the eastern wall
below the Anastasis. The ‘Three Hierarchs’, Basil, John Chrysostom,””” and Gregory of
Nazianzos occupy a prominent position at the centre of the wall *'* In fourteenth-century

Constantinopolitan churches, the customary locus for the depiction of the Church Fathers

% The Oxford Dictionary of Byzantium, vol. 1, p. 458.

% Louth, Andrew, St John Damascene: Tradition and Originality in Byzantine Theology (Oxford:
Oxford University Press, 2002), p. 16.

?1 The impact of Cappadocian thinking on the adaptation of the concept of chora in a Christian
context in discussed in the Introduction.

' Louth, Andrew, St John Damascene: Tradition and Originality in Byzantine Theology (Oxford:
Oxford University Press, 2002), pp. 22, 48-49, 90-91, 94-96.

*2 Louth, Andrew, St John Damascene: Tradition and Originality in Byzantine Theology (Oxford:
Oxford University Press, 2002), p. 48.

13 My main focus here will be on the Cappadocians, as John Chrysostom is distinguished mostly
as an orator rather than a theologian. See The Oxford Dictionary of Byzantium, vol. 1, p. 458; The
Oxford Dictionary of Byzantium, vol. 2, p. 1057.

¥ Underwood, Paul, The Kariye Djami (New York: Pantheon Books, 1966), vol. 1, pp. 244-245.
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was behind the alter, below the image of the Communion of the Apostles, where Christ is
depicted as the officiator of the Holy Communion. There, the Church Fathers are
portrayed as officiators, leaning towards the altar and holding scrolls describing the rites
they perform.?"> As Underwoord points out however, in the naos of the Chora, the walls
below the cornice are decorated with marble revetments. The Church Fathers are depicted
in the parekklesion instead: ‘far removed from the sanctuary and from proximity to the
altar, the Fathers are depicted not as officiants but as the chief representatives of the
ecclesiastical hierarchy; they are the great Church Fathers’.*'® Metochites’ admiration of
the Cappadocians Basil and Gregory is expressly stated in his writings. Their
ecclesiastical authority in matters of faith is recognised in his Logoi and in his Poems.>"
The work of John of Damascus systematised and refined the Christian dogma, as that was

formulated by the Cappadocians,’'®

shaping in this way a theology of the holy image that
would function as the foundation for the defence of the use of icons. John’s principal role
in Byzantine thought is highlighted in the iconographic programme of the Chora, as there
are two depictions of him in the monastery. In the first case, John of Damascus together
with Cosmas the Poet flank a bust portrait of the Virgin carrying the infant Christ in the
arch soffit of Tomb E in the exonarthex. In the second case, a full-length portrait of John

appears in the norteastern pendentive of the dome of the western bay, above the tomb that

probably once belonged to Metochites (Tomb A), among three hymnographers (Joseph

215 Underwood, Paul, The Kariye Djami (New York: Pantheon Books, 1966), vol. 1, p. 244.

216 Underwood, Paul, The Kariye Djami (New York: Pantheon Books, 1966), vol. 1, p. 244.

217 Logos 6, original text and translation in §evéenko, 'Theodore Metochites, the Chora and the
Intellectual Trends of His Time' p. 53. Logos 6 was written according to Sev&enko before
1294/1295. Poem 47 is dedicated to Gregory of Nazianzos and Poem 6 — the longest in his
collection — is dedicated to the Three Hierarchs.

8 Louth, Andrew, St John Damascene: Tradition and Originality in Byzantine Theology (Oxford:
Oxford University Press, 2002), p. 12.
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the Hymnographer, Cosmas the Poet and Theophanes Graptos).”"” As Underwood records,
the poses of the four hymnographers and their settings in the pendentives are strongly
reminiscent of the seated portraits of the four Evangelists frequently found in Byzantine
churches.”” In the parekklesion, John occupies the most favoured of the four positions, a
fact that highlights his great fame as theologian, defender of icons and hymnographer.”'
In the Introduction, John’s hymns were studied in relation to the use of the term
chora as an epithet for the Virgin. In this chapter, John’s theological work will function as
the point of departure for the study of the role of the holy image in the interaction between
Imaged and beholder. John’s image theology, his definitions and ideas had a lasting
impact on Byzantine thought, a fact that can be attested to by the number of major
theologians and scholars who cite his work during the thirteenth and fourteenth centuries,
including John XI Bekkos, George Pachymeres, Manuel Philes, Barlaam of Calabria,
Nikephoros Gregoras, Gregory Palamas, Nicholas Kabasilas.** The role of images in

worship and the concept of ‘einmv Oeo¥’ (icon of God) were of central importance to the

2 Qusterhout, The Architecture of the Kariye Camii in Istanbul, p. 59.

220 Underwood, Paul, The Kariye Djami (New York: Pantheon Books, 1966), vol. 1, pp. 217-218.
22l Underwood, Paul, The Kariye Djami (New York: Pantheon Books, 1966), vol. 1, p. 218.

222 Jjohn XI Bekkos, patriarch of Constantinople (1230/40-1297). The Oxford Dictionary of
Byzantium, vol. 2, p. 1054; George Pachymeres, historian (1242-1310). The Oxford Dictionary of
Byzantium, vol. 3, p. 1550; Manuel Philes, court poet (ca. 1275 - ca. 1345). The Oxford Dictionary
of Byzantium, vol. 3, p. 1651; Barlaam of Calabria, theologian (1290-1348). The Oxford
Dictionary of Byzantium, vol. 1, p. 257; Nikephoros Gregoras, historian and scholar (ca. 1290/1-
1358/61). The Oxford Dictionary of Byzantium, vol. 2, p. 874; Gregory Palamas, theologian,
archbishop of Thessalonike (ca. 1296-1359). The Oxford Dictionary of Byzantium, vol. 3, p. 1560;
Nicholas Kabasilas, writer and theologian (1322/3-1391). The Oxford Dictionary of Byzantium,
vol. 2, p, 1088.
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theological debates of the fourteenth century.*” The hesychastic controversy that
characterised the fourteenth century was centred around the notion of hesychasm,
employed to describe a method of monastic prayer and contemplation (hesychia) designed
to achieve communion with God through interior quietude. The hesychastic tradition was
unified in Palamism, the doctrinal synthesis of Gregory Palamas.*** Palamas (1296-1359),
a theologian and archbishop of Thessalonike, became the leading spokesman for the
hesychasts and engaged in a debate with Barlaam of Calabria, who attacked Palamas and
the monastic spirituality of hesychasm.*” The image of Christ’s Transfiguration assumed
a prominent role in the hesychastic controversy, and the way through which the faithful
can experience divine presence was discussed in this context in relation to the difference
between essence and energy of God.”® During the conflict over the use of icons and in the
debate about hesychastic beliefs, the relationship between spirit and matter, essence and
form, divine presence and absence, was a main theme.””’ The important role of sacred art
in the hesychastic controversy is also reflected in the impact that the victory of hesychasm
had on artistic production, especially in relation to the image of the Transfiguration.
Numerous fourteenth-century images of the Transfiguration depict a dramatic release of

‘divine energy’ understood in the context of the uncreated, divine light as discussed by

*» Karahan, Ann, Byzantine Holy Images - Transcendence and Immanence: The Theological
Background of the Iconography and Aesthetics of the Chora Church (Leuven: Peeters, 2010), p.
10.

** The Oxford Dictionary of Byzantium, vol. 2, p. 923.

*» The Oxford Dictionary of Byzantium, vol. 3, p. 1560.

226 Woodfin, Warren, The Embodied Icon: Liturgical Vestments and Sacramental Power in
Byzantium (Oxford: Oxford University Press, 2012), pp. 77-78.

7 Nes, Solrunn, The Mystical Language of Icons (Grand Rapids, MI: Eerdmans, 2004), p. 103.
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Palamas.??® Cur¢i¢ underlines that hesychasm produced a new visual expression of divine
light and re-activated a discussion on ways of communicating things immaterial by visual
means, through sacred images.”

The prominence of the discussion of the experience of divine presence by visual
means and the role of iconic representation in communicating with the divine in the
fourteenth century are also reflected in the work of Nicholas Kabasilas.”’ Kabasilas
(1322/3-1391), a Palamite writer and theologian, wrote two spiritual treatises,
Explanation of the Divine Liturgy and The Life of Christ.”' Kabasilas’ work, influenced
by Palamism, builds on a christocentric tradition shaped in the patristic era and
summarised by John of Damascus and examines how divine presence is manifested and
experienced in church space through images and the liturgy.”* In studying the difference
between iconic representation and true presence, he explores the role of the image in
worship and discusses remembrance as a means of communication with the divine.*”

In this chapter, the holy image will be interpreted as a conceptual chora-space,

shaped by dualisms of form and essence, presence and absence, immediacy and

28 Cur¢i¢, Slobodan, 'Divine Light: Constructing the Immaterial in Byzantine Art and
Architecture', in Architecture of the Sacred: Space Ritual and Experience from Classical Greece
to Byzantium, ed. by Bonna Wescoat and Robert Ousterhout (Cambridge: Cambridge University
Press, 2012), pp. 307-37, 310-312.

29 Cur¢i¢, Slobodan, 'Divine Light: Constructing the Immaterial in Byzantine Art and
Architecture', 312.

230 Woodfin, Warren, The Embodied Icon: Liturgical Vestments and Sacramental Power in
Byzantium (Oxford: Oxford University Press, 2012), p. 118.

231 The Oxford Dictionary of Byzantium, ed. by Alexander Kazhdan (Oxford: Oxford University
Press, 1991), vol. 2, p. 1088.

232 Woodfin, Warren, The Embodied Icon: Liturgical Vestments and Sacramental Power in
Byzantium (Oxford: Oxford University Press, 2012), p. 117.

233 Woodfin, Warren, The Embodied Icon: Liturgical Vestments and Sacramental Power in
Byzantium (Oxford: Oxford University Press, 2012), p. 119.
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mediation.”* The first question posed here is: what is it that an icon presents and
represents in the post-Iconoclasm era? This is discussed by taking into consideration the
way that the formal and the essential relate to each other in the context of the holy image.
While arguing for a definition of the icon that abolishes essentialist notions, in examining
the limits of representation in the icon from a theological point of view, this chapter
touches upon the duality of presence and absence in the holy image and explores various
modes of the projection of this duality in and through the chora-space of the icon. The
study of the icon as an object would not be complete however, if we did not consider the
implications of its use by the faithful. The conceptual chora-space created within the holy
image will be regarded here as expanding through art towards the viewer. The space of
the icon is reinterpreted within the conditions of its relation to the beholders and their
participation in it, with the act of communicating with the Imaged placed at the centre of
attention. Through studying issues related to interactivity and corporeality, I explore here
how the space of the icon, the space-in-between separating beholder and Imaged is shaped

and bridged through the act of interacting and inscribing meaning.

% The concept of the holy image as chora is also explored by Pentcheva. In her book The Sensual
icon she identifies chora in the context of the Byzantine relief icon. In examining the spatial
dynamics of the holy image, she highlights the role of the relief icon and the implications of its
use in the faithful’s interaction with the divine. Pentcheva’s work will be studied in chapters four
and five in relation to the concept of church space as chora. See Pentcheva, The Sensual Icon:
Space, Ritual, and the Senses in Byzantium.
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Portrait and portrayed

Hans Belting opens his book Likeness and Presence: a History of the Image Before
the Era of Art by saying that ‘a history of the image is something other than a history of
art’ > Belting suggests that an image should be perceived in terms of its cult function
because ‘it usually represented a person, and therefore was treated like a person’.>® This
fusion between portrait and portrayed, constructed within cult practice, is a typical
characteristic of the image, in Belting’s sense of the term. Belting is interested in the
‘Holy Image’, and it is this image that will be at the centre of this chapter. For Belting, the
holy image is ‘rooted in religion’ and is that of a person. In contrast to the narrative
image, it ‘represented a person and therefore was treated like a person, being worshipped,
despised, or carried from place to place in ritual processions: in short, it served the
symbolic exchange of power and, finally, embodied the public claims of a community’.*’’
The story of the image begins in late antiquity for the West and lasts until the sixteenth
century, when a significant shift in the paradigm is performed in Western Europe,

allowing for the emergence of a different story, that of art.**® Consequently, according to

Belting’s conception of the difference between work of art and image, Byzantine painting

% Hans Belting, Likeness and Presence: A History of the Image before the Era of Art (Chicago:
University of Chicago Press, 1997), p. xxi.

236 Belting, Likeness and Presence: A History of the Image before the Era of Art, p. Xxi.

»7 Belting, Likeness and Presence: A History of the Image before the Era of Art, p. Xxi.

2% Belting suggests that art is ‘acknowledged for its own sake’; it is ‘invented by a famous artist
and defined by a proper theory’. These are the main formal differences between image and work
of art. Other major differences can be traced in the way images were perceived and treated, as
extensively analysed by Belting. See Belting, Likeness and Presence: A History of the Image
before the Era of Art, pp. xxii and 11-27.
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belongs to the latter both chronologically and essentially. Apart from the chronological
aspect of the issue that is more or less apparent, Belting justifies the essential placement
of Byzantine art into the ‘era of the image’ by claiming that in Byzantine times there
existed a fusion between portrait and portrayed, a notion that is crucial in his work, as it is
treated as one of the stronger indications of the fact that a portrait functions as an image
and not as a work of art. **° The supposition of the fusion between portrait and portrayed
lies at the heart of many modern theories on ways in which Byzantine art was interpreted
by its contemporary beholders. The holy image was ‘treated like a person’ and for many
researchers it was perceived as such. The notion of the fusion between portrait and
portrayed is in fact an essentialist notion: portrait and portrayed appear to be connected to
each other in an essential manner. In other words, the portrait is thought to contain or
share with the portrayed part of the latter’s essence and therefore the icon seems to be
conceived as a container of some kind of divine presence. I will expand here further on
the relationship between portrait and portrayed in order to understand how the conceptual
space of the icon is shaped through the essence-form dualism, as different scholars
perceive and describe it in different ways. The analysis of the form-essence relationship
will ultimately bring me back to the fundamental issue of the image-work of art
relationship, revisiting in this way Belting and interpreting his argument under a different

prism.

9 Certain researchers underline the importance of the notion of the fusion between the portrait
and the portrayed in Belting’s Likeness and Presence. For example see: Charles Barber, Figure
and Likeness: On the Limits of Representation in Byzantine Iconoclasm (Princeton, NJ: Princeton
University Press, 2002); Charles Barber, 'From Image into Art: Art after Byzantine Iconoclasm',
Gesta, 34.1 (1995), 5-10; Icon and Word: The Power of Images in Byzantium: Studies Pressented
to Robin Cormack, ed. by Antony Eastmond and Liz James (Burlington, VT: Ashgate, 2003).
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Demus commenting on the relation between portrait and portrayed suggests that
‘the icon is magically identical with the prototype... The picture, if treated in the right
manner is a magical counterpart of the prototype, and has a magical identity with it. To
achieve this magical identity with the prototype, the image must possess similarity... If
this was done according to the rules a magical identity was established, and the beholder
found himself face to face with the holy persons... He was confronted with the
prototypes’.** Demus here suggests that the fusion between portrait and portrayed is
rooted in the notion that the image can function as a magical replacement for the
prototype. Thus, the portrait, under certain circumstances, becomes the equivalent of the
portrayed and consequently the former possesses the power of the latter. Demus, by
erroneously interpreting St Basil’s statement that ‘the honour given to the image is
transferred to the prototype’,**' assumes the establishment of a magical link between
portrait and portrayed in the holy image. St Basil’s statement was largely used by the
iconophile Fathers in order to justify theologically the use of images in worship. The
adaptation of the statement in the context of icon theory, led the iconophile Fathers to
suggest that in the same way that the Son is a natural and identical image of the Father,
the icon is an identical image of its prototype, according to form. John of Damascus in the

third Oration of his Apologies Against Those who Attack the Divine Images discusses this

issue:**?

0 Otto Demus, Byzantine Mosaic Decoration: Aspects of Monumental Art in Byzantium (New
York; London: Routledge and Kegan Paul, 1997), pp. 6-7.

! Basil of Caesarea, 'De Spiritu Sancto' p. 149 C.

2 St John of Damascus (645/680—747/787) was one of the first to defend the icons during the era
of the iconoclastic controversy. His lengthy and systematic work on iconology leads modern
scholars to regard him as the icon defender par excellence. In his three ‘Apologies against those
who attack the divine images’ he sets the foundations of the iconology of the Orthodox Church,
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Eixav ugv ovv éotwv duoimua xal maoddety uo. xol Extimmud Tivos v
EQUTP OetxvVov TO eixoVICOUEVOV, TAVTWG O€ 0V »xaTd TAVTO EOLXEY 1]
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eixwv xal dALO TO eixoviCouevov—xal mdviwg 0QATOL £V AVTOIG
olapood, Emel oVx GALo TOUTO 2al GALO Exeivo. Oiov © Aéyw 'H
gixwv o0 avBpwmov, &l xal TOV YoQaxTioa EXTVIOL TOV OWUATOS,
dAAd tag Yuyeadsg ovvduels ovx Exer olUte yado &1 ovte AoyiCetau
oUte pOéyyetaw ovte aioBdverar olUte uélog xwei. Kol 0 viog eixav
pvown &v To0 TaTEOG ExEL TL TAQNALayuévov meos avtov: viog ydo

ot xai oV mato .

Even though Demus mentions the similarity according to form versus similarity according
to essence distinction, he maintains that the relation between the icon and its archetype is

deeper than merely a formal one. The conditions of the creation of the magical link are

contributing greatly to the iconoclastic controversy. See The Oxford Dictionary of Byzantium, ed.
by Alexander Kazhdan (Oxford: Oxford University Press, 1991), vol. 2, p. 1063.

3 “An image is therefore a likeness and pattern and impression of something, showing in itself what is
depicted; however, the image is certainly not like the archetype, that is, what is depicted, in every respect
— for the image is one thing and what it depicts is another — and certainly a difference is seen between
them, since they are not identical. For example, the image of a human being may give expression to the
shape of the body, but it does not have the powers of the soul; for it does not live, nor does it think, or
give utterance, or feel, or move its members. And a son, although the natural image of a father, has
something different from him, for he is son and not father. John of Damascus, 'Contra Imaginum
Calumniatores Tres', in Die Schriften Des Johannes Von Damascus, ed. by B. Kotter (Berlin, New
York: Walter de Gruyter, 1975), vol. 3, III 16. Translation of this extract comes from John of
Damascus, Three Treatises on the Divine Images, ed. by Andrew Louth (Crestwood, NY: St
Vladimir's Seminary Press, 2003), p. 95. Translations of all other John of Damascus’ texts comes
from: John of Damascus, On the Divine Images: The Apologies against Those Who Attack the
Divine Images. trans. by David Anderson (New York: St. Vladimir's Seminary Press, 1980).
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not clear in Demus’ approach either. The establishment of the link is not the product of an
intellectual or spiritual process from the beholder’s side, that is, a conceptual necessity. In
contrast, it is the painter who achieves the establishment of the ‘magical identity’ by
painting ‘according to the rules’ in order for the portrait to be an exact likeness of the
portrayed. For Demus, the right manner of painting that would lead to the desired effect is

as follows:

[the icon] must depict the characteristic features of a holy person or a
sacred event in accordance with authentic sources. The sources were
either images of supernatural origin, contemporary portraits or
descriptions, or, in the case of scenic representations, the Holy
Scriptures. The outcome was a kind of abstract verism, governed by a

sacred iconography..***

Demus maintains here that accuracy of definition and accordance with historic facts
was enough for the image to possess likeness with its prototype, which is the condition for
the establishment of a magical link between them. The distance between form and essence
is bridged through likeness, which establishes a space in between the purely essential and
the purely formal. It seems that for Demus the potential power of the image lies in the
hands of the painter, as it is through art that likeness is achieved. Art provides the missing
link between the image and its archetype, as it manages to transform the former into a

container for the latter. Therefore for Demus the holy image is not regarded as a space in

* Demus, Byzantine Mosaic Decoration: Aspects of Monumental Art in Byzantium,p. 7.
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between form and essence but as a space where the formal becomes a receptacle for the
essential through art.

Demus’ approach however raises certain questions. Being an essentialist approach,
it accepts the fusion between portrait and portrayed not only in the context of cult practice
but at a formal level, that of production. It is thus suggested that the icon was not simply
perceived as a ‘magical replacement’ of the prototype by the faithful, but it was primarily
created in order to function as such, a view that Byzantine sources show to be untenable.
Moreover, the role of the painter in Demus’ work is also questionable. The fact that the
painter seems to have the ability to create magical objects raises questions about his talent
and abilities. Demus does not explain comprehensively the process through which the
painter creates a form that can contain the divine essence due to the formal likeness
between the image and the prototype. It is not made clear whether it is the painter’s
special abilities that transform the image into a container for divine essence or whether it
is the divine that enters the space of the icon to manifest itself essentially.

The issue of the significance of likeness is one that should not be ignored either in
Demus’ theory. If likeness is the precondition for the magical link between portrait and
portrayed, the question of what happens in the case of icons of lower artistic quality
where the similarity between portrait and portrayed is perhaps not very high remains
unanswered. Demus’ conception implies that an image of lower artistic quality is arguably
less of an icon than an image of high artistic quality, as it does not fulfil the preconditions
for divine essence to be transferred into it.

The conception that the viewer is confronted with the prototypes through the icon

can also be found in Liz James’ work. In particular, in ‘Senses and Sensibility in
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Byzantium’, while describing ways in which the faithful venerated images, she claims
that ‘everyone knew that... touching an icon was touching a saint, that the image of Christ
meant Christ was there’.** James, echoing Belting to some extent, stresses the faithful’s
essentialist approaches towards icons and comes to the conclusion that for the faithful the
limits of representation in the icon were unclear, and for this reason the holy images were
treated like persons.**

However, what distinguishes James’ work is her concept of the icon as a ‘gateway
to the divine’,”*’ or a ‘means of access to the divine’.**® As a portal that can lead to the
spiritual world, the contact with the portrayed through the icon is given high significance
here. Interaction with the Imaged is regarded by James as the link between the human and
the divine in the space of the icon. In this way, the holy image can be interpreted as a
locus of mediation, existing in a space between the two realities that facilitates their
communication. James’ statement that ‘the worshiper... was transported into a visionary
d’249

world where the differences between the artist’s imitations and their objects was erase

raises the question of whether or not it is the essence of the divine that is revealed through

3 Liz James, 'Senses and Sensibility in Byzantium', Art History, 27.4 (2004), 523-37.

6 In particular, James claims that after the victory of the iconophiles, it was accepted that ‘the
material could convey the divine... material objects became not-art so that they could function as
gateways to the divine’. See James, 'Senses and Sensibility in Byzantium', p. 533.

7 James states that the believer passes through the senses ‘beyond the physical realm to the
spiritual’. See James, 'Senses and Sensibility in Byzantium', p. 533 Elsewhere she claims that ‘the
worshipper... was transported into a visionary world beyond objects, to the point where the
ontological differences between the artist’s imitations and their objects was erased: there was no
boundary between the object and the living body, between the physical realm and the spiritual’.
Moreover, she mentions that ‘Art’s installation in the sensory and spatial allows the viewer to
cross between this world and the next’. See James, 'Senses and Sensibility in Byzantium', p. 533.
*% Icon and Word: The Power of Images in Byzantium: Studies Pressented to Robin Cormack, ed.
by Eastmond and James.

¥ James, 'Senses and Sensibility in Byzantium', p. 533.
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the icon. And if the answer to this question is affirmative, then how can the form of the
prototype contain information that would lead to the potential revelation of its essence
through the corporeal interaction between image and beholder? Even though James
highlights the importance of the role of the body in the interaction between the human and
the divine and perceives the holy image as a space in between the two realities, the
process of being ‘transported into a visionary world’ and ‘accessing the divine’ is
somewhat obscure in her work, as there is no clear indication of whether she refers to a
type of identity between the image and the prototype, following Demus’ essentialist
approach, or whether the term ‘means of access to the divine’ refers to the icon as a
means of remembering and contemplating the holy persons depicted in the icon.

Thomas Mathews, in his reading of the Byzantine icon in the context of the liturgy,
attempts to adapt a paradigm of transformation that, according to him, applies for the
liturgy in the context of the icon.” Mathews suggests that in the same way that Christ is
present within the Eucharistic gifts, He is also present within the church through His

images.”' In this way, for the participant in the liturgy, the act of looking at an icon

0 See Thomas F. Mathews, 'Psychological Dimensions in the Art of the Eastern Christendom', in
Art and Religion: Faith, Form and Reform, ed. by O. Overby (Columbia: University of Missouri
Press, 1986), pp. 1-21; Thomas F. Mathews, 'The Sequel to Nicaea Ii in Byzantine Church
Decoration', Perkins Journal, 61 (1988), 11-21; Thomas F. Mathews, 'The Transformation
Symbolism in Byzantine Architecture and the Meaning of the Pantokrator in the Dome', in Church
and People in Byzantium. Society for the Promotion of Byzantine Studies. Twentieth Spring
Symposium of Byzantine Studies, Manchester 1986, ed. by Rosemary Morris (Birmingham:
University of Birmingham, Centre for Byzantine, Ottoman and Modern Greek Studies, 1990), pp.
191-214 In these articles, Mathews suggests that the liturgy is a ‘site of transformation’, in the
sense that the participant can identify with Christ in corporeal terms through the Mystery of the
Eucharist. By consuming His body and blood, Christ becomes present to the faithful and the
faithful carry Christ within them.

2! Mathews, 'Psychological Dimensions in the Art of the Eastern Christendom'; Mathews, 'The
Transformation Symbolism in Byzantine Architecture and the Meaning of the Pantokrator in the
Dome'.
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becomes a sacramental reality equivalent to the act of consuming the gifts. For Mathews,
the faithful are given the opportunity to experience the divine presence through the icon in
sacramental terms. Thus the icon is regarded as being of equal significance to the
Eucharistic gifts concerning the experience of divine presence. The icon is understood by
Mathews as another ‘site of transformation’.”* It is a locus where Christ comes to
presence and identifies with the faithful. In the sense that the bread and wine are
transformed into the body and blood, the formal representation is transformed into an
essential presence in the icon. The space of the icon is therefore a space of conceptual
fusion between form and essence, as form receives and contains essence. Mathews’
essentialist approach might differ from that of Demus but eventually leads to an area of
confusion, failing to clarify the way that the divine essence is transferred into the icon.
The Holy mystery of the Eucharist, signifies the ‘transformation from the invisible to the
visible, from the absent to the present’,” as Christ becomes manifest in the flesh within
the Eucharistic gifts. However, the limits of representation in Christ’s image remain a
locus of ambiguity for Mathews. He does not clarify either whether Christ is truly present
in the image or the process through which Christ’s presence can potentially be achieved in
His image in the manner of the Eucharist. The connection established within the space of
the icon between form and essence is for Mathews of sacramental/mystical nature.

However, the way that the image is transformed into a receptacle and the way that the

divine essence is ‘transferred’ into the icon is unclear and most importantly is

»2The term ‘site of transformation’ appears in Charles Barber’s comprehensive analysis of
Mathews’ approach. Barber counters Mathews’ arguments. See Charles Barber, 'From
Transformation to Desire: Art and Worship after Byzantine Iconoclasm', Art Bulletin, 75.1 (1993),
7-16, 8.

3 Barber, 'From Transformation to Desire: Art and Worship after Byzantine Iconoclasm', p. 9.
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unjustifiable in theological terms, as there is no Mystery equivalent to that of the
Eucharist that could be performed in order for the icon to be transformed into a container
for Christ’s essence. Mathews’ essentialist transformation paradigm is controversial as it
raises — mostly theological — questions for which it cannot provide answers.

Tracing different approaches to what it is that an icon represents, I have presented
different concepts aiming to shed light on the question. Demus’ explicit essentialism is
found at the level of art production, whereas Mathews’ essentialism is rooted in the role
that the holy image plays in the liturgical life of the Church. On the other hand, Belting
and James underline the fusion between portrait and portrayed existent among laymen by
focusing mostly on the cult function of the icon in order to map the beholder’s
expectations from the holy image and draw conclusions as to what the icon represented
for its users. However, for Demus and Mathews the essence-form duality is understood in
terms of content and container, as they regard the icon as capable of receiving divine
essence and becoming a space of fusion between image and archetype. For this reason,
their approaches cannot be used in order to describe comprehensively exactly what it is
that an icon really represents and, most importantly, why. James’ approach is more apt as
it establishes the space of the icon as existing in between form and essence and in
between human and divine, with interaction providing the link that connects the two ends.
The relationship between form and essence however, remains ambiguous in James’ work
and so does the way through which the beholder can use interaction with the Imaged to
reach the divine. The flaws in these concepts and the ambiguities to which they eventually
lead, arguably emanate from differences in the way that the theological background of the

icon as set out by Byzantine thinkers during the Iconoclastic era is interpreted. The lack
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of clarity that characterises many approaches is partly a result of a misinterpretation of St
Basil’s statement on the relation between portrait and portrayed, as noted above in the
case of Demus. In fact, St Basil’s statement, found in his work De Spiritu Sancto, refers to
the inter-Triadic relationship of the Son with the Father. However, it was largely used by
the iconophile Fathers of the Orthodox Church of the 8" and 9" centuries and also by the
7" Ecumenical Council of Nicaea (787) in order for the use of icons to be theologically
justified and, in particular, in order for theologians to explain the relationship between the
icon and its prototype. Indeed, as various researchers underline, the core of the teachings
of the iconophile Fathers on icons is largely based on the Triadology of St Basil.** The
adaptation of the statement in the context of icon theory, led the iconophile Fathers to
suggest that in the same way that the Son is a natural and identical image of the Father,
the icon is an identical image of its prototype. However, a very important distinction is
made by the iconophiles. The Son is an image of the Father according to essence, while
the icon is an image of its prototype according to form only.*” In other words, there is no
other link between the icon and its prototype apart from the similarity of their external
form and therefore the former cannot function as a container for the latter. This crucial

distinction between the formal and the essential is the cornerstone of the Church’s

»*Liz James, 'Introduction', in Art and Text in Byzantine Culture, ed. by Liz James (Cambridge:
Cambridge University Press, 2007), pp. 1-12; Mathews, 'The Sequel to Nicaea Ii in Byzantine
Church Decoration'; Robert S. Nelson, 'Image and Inscription: Pleas for Salvation in Places of
Devotion', in Art and Text in Byzantine Culture, ed. by Liz James (Cambridge: Cambridge
University Press, 2007), pp. 100-19, 101; Dimitrios Tselengidis, 'The Triadology of St Basil as the
Foundation @ of the  Dogmatic  Teachings of the  Church ', (2010)
<http://egolpion.net/triadologia_m_basileiou.el.aspx> [accessed 11/10/2013].

3 Tselengidis, 'The Triadology of St Basil as the Foundation of the Dogmatic Teachings of the
Church '.
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teachings on the holy image,”® and even though scholars do recognise this distinction,
their work makes the relationship between the formal and the essential rather ambiguous.
In the discussion that follows I will turn to Byzantine views on the subject of the relation
between portrait and portrayed. By following the works of three major iconophile Fathers
and analysing parts of the Acts of the 7" Ecumenical Council in Nicaea (787) I aim at
shedding light on the way that the iconophile thinkers developed their approach on the
limits of representation in the icon.”’

I begin with St John of Damascus (645/680-747/787) who was one of the first to
defend the icons during the era of the iconoclastic controversy. His lengthy and
systematic work on iconology (the doctrine of the Church on the veneration of sacred
images) leads modern scholars to regard him as the icon defender par excellence. In his
three ‘Apologies against those who attack the divine images’ he sets the foundations of
the iconology of the Orthodox Church, contributing greatly to the iconoclastic

controversy.”® In particular, in his third Oration he states:

Eixav uév ovv éotwv duoimua xail maoddetyua xai EXTVmmud

VOGS EV EQUTR OeLxVVOoV TO eixoviiouevoy, mdviwg 0€ oV xata

26 However, it should be noted that there must have been a gap between religion as officially
prescribed and religion as practiced in everyday life, even after the iconoclastic era and the
Restoration of sacred images. The official stance of the Church concerning images after
iconoclasm has arguably been different from the way that laymen regarded icons.

»70n the theology of the icon see: J. Trinick, 'St Gregory of Nyssa and the Doctrine of the
Image', Eastern Chruches Quarterly, 9.4 (1951), 175-84; Gerhart B. Ladner, 'The Concept of the
Image in the Greek Fathers and the Byzantine Iconoclastic Controversy', Dumbarton Oaks
Papers, 30.7 (1953), 1-34; V. Lossky, 'The Theology of Image', Sobornost, 3 (1957-1958), 510-
20; George A. Maloney, Man the Divine Icon: The Patristic Doctrine of Man Made in the Image
of God (Pecos, N.M.: Dove Publications, 1973).

8 Tselengidis, 'The Triadology of St Basil as the Foundation of the Dogmatic Teachings of the
Church '.
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TAVTA EOLHEY 1] EIXWV TR TOWTOTVIIW TOVTETTL TQ EIXOVICOUEVQY—
dAAo ydo ot 1 eixwv xal GALO TO eixoviCOouevov—xal TavIiwg
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Oiov t Aéyw- 'H eixawv 100 avlpdmov, &l xal TV yaoxtijoa
EXTVIIOL TOU OOUATOS, AALA TAG YUYIHAS OVVAUELS OV EYEL OVTE
yao &1 olte Aoyiletou olite ¢pOéyyeTton ovlte aioOdverar olte
uélos nwei. Kal 0 viog eixwv ¢vown ov tod mateog &xel Tl

TaENALay uévov mog avTév- viog ydo ot xai oV matie.”’

John begins by defining the image as the likeness of a prototype, thus stressing the
interdependent nature of the relationship between the two. The element of likeness
emerges once more as the bridge that covers the distance between form and essence and
places the icon in the gap between the two. However, the image here emerges as an
object partly detached from the prototype. Even though for the Damascene there is a clear
distinction between the portrait and the portrayed, as ‘the one is not the other’, on the
other hand he states that the image ‘shows in itself what it depicts’, a phrase that could

possibly lead to ambiguities regarding the nature of the relation between image and

9 “An image is therefore a likeness and pattern and impression of something, showing in itself what is
depicted; however, the image is certainly not like the archetype, that is, what is depicted, in every respect
— for the image is one thing and what it depicts is another — and certainly a difference is seen between
them, since they are not identical. For example, the image of a human being may give expression to the
shape of the body, but it does not have the powers of the soul; for it does not live, nor does it think, or
give utterance, or feel, or move its members. And a son, although the natural image of a father, has
something different from him, for he is son and not father. John of Damascus, 'Contra Imaginum
Calumniatores Tres', III 16. Translation of this extract comes from John of Damascus, Three
Treatises on the Divine Images, p. 95. Translations of all other John of Damascus’ texts comes
from: John of Damascus, On the Divine Images: The Apologies against Those Who Attack the
Divine Images.
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prototype. The obscurity of the extract arguably intensifies when John presents the reader
with an example: a son is the ‘natural image’ of his father, but he is also different from the
father because he is not the father. In John’s example, father and son share the same
essence, an argument that, when transferred to the context of the discussion on the holy
image, can indeed raise questions about how clearly defined the relation between portrait
and portrayed is.*®

In an attempt to find a clearer definition of the relation between the holy image and
its prototype, I turn to the Acts of the 7" Ecumenical Council, held in Nicaea in 787. The
Council of Nicaea dealt with the issues of iconoclasm and established the following

concerning the icon:

OV yap einova tig dvalwyoapdv avlodmov Twvog, Yyuyny &v
1] einover Cnrel... OV uovov yao Yuynsg otéontal eixav, dila
»ol avTijs s ToU owuatos ovoias... Ei yap tavta év tif einove
robwodro, dvlowmov dv oavtyv ovoudoaiuev, xal O0vx

avBowmov eixova .’

0 Barber, Figure and Likeness: On the Limits of Representation in Byzantine Iconoclasm. For a
detailed discussion of John’s contribution to the iconoclastic debate see: Pelikan, Imago Dei: The
Byzantine Apologia for Icons; Moshe Barasch, Icon: Studies in the History of an Idea (New
York: New York University Press, 1992); Ladner, 'The Concept of the Image in the Greek Fathers
and the Byzantine Iconoclastic Controversy'.

261 “If someone draws a man, he does not seek his soul in the icon... [because] the icon is not only
deprived of [the prototype’s] soul but also of the essence of his body. If these two could be seen in
an icon then we would call the icon a man and not the image of man’. Sacrorum Conciliorum
Nova Et Amplissima Collectio, ed. by Giovanni Mansi, Domenico, 31 vols (Florence - Venice,
1759-1798), vol. 2, p. 244 BC. Translations of all texts of the Acts of the Seventh Ecumenical
Council are my own.
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Gradually, the teachings of the Church on iconology start becoming clearer by
abolishing essentialist overtones. Here the distinction made between image and prototype
marks the final detachment between portrait and portrayed. By setting out the limits of
formal representation in the icon, the iconophile Fathers delimit the beholder’s
expectations of the holy image by stating that ‘if someone draws a man, he does not seek
his soul in the icon’. There is no expectation of presence within the man’s icon; the
suggested relation between portrait and portrayed is at last a formal one, as the holy image
is ‘deprived of the prototype’s soul and essence’, remaining a mere likeness of the
prototype. Introduced by the Damascene, the element of likeness is therefore established
here as the only point of contact between the image and its archetype, denying the
possibility of the former to transform into a container that could receive the latter.

In the work of St Theodore Studite the formalist paradigm becomes more elaborate
and the relation between portrait and portrayed is analysed further. Theodore (759-826)
contributed to the iconoclastic controversy by writing three orations against iconoclasts,
under the general title ‘On the Holy Icons’. His theological contribution is highly valued as
in his work he defended the icons in an analytic and systematic way, during the second

period of iconoclasm (814-841). In the following extract from his first Oration he states:

Ovx dv mote uavein 4v tig T0o0vTOV, OXLdY 2al dAOeiay, pvow
xol Oéow, apyérvmov xal maodywyov, aitiov te xal aitatov,
TOVTOV Vmodaufdvew xat  ovolav, xai Aéyew v Exatéow
exatéoa, 1 Odreoov, ¢ Qv Xototov xai avtod v eixovo v

ratd tovto vmoAnpyeobal 1j ¢odlew, dliad dAdo Xoiotov, xal
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duepés Tijs #Ajoewg. >

Here the Studite explains further the relation between portrait and portrayed. At a
first level, he abolishes the notion of the icon as a container for divine presence by
stressing that the holy person cannot be found within his or her image. His argument is
supported by the assumption that a formal representation of a prototype cannot in any way
contain the essence of the latter as the two are entirely different in terms of essence, and
for this reason he states that ‘Christ is one thing and his icon is another thing by nature’.
Here the Studite clarifies any ambiguities that have probably been created after reading
the extract of John of Damascus’ work cited above. Even though the Damascene arguably
fell into an area of ambiguity when comparing the relation between portrait and portrayed
to the natural relation between father and son (‘A son being the natural image of his father is
somewhat different from him, for he is a son, not a father’), the Studite comes to assert that
there is nothing ‘natural’ about the relation between the prototype and its image as their
relation appears here as strictly formal. Even though the formal is detached from the

essential, there still exists a link between the two in the form of likeness. This idea places

262 “No one could ever be so insane as to suppose that shadow and truth, nature and art, original
and copy, cause and effect are the same in essence; or to say that each is in the other or either one
is in the other. That is what one would have to say if he supposed or asserted that Christ and his
icon are the same in essence. On the contrary we say that Christ is one thing and his icon is
another thing by nature, although they have an identical name’ in Theodore of Studios,
'Antirrheticus Primus Adversus Iconomachus', in Patrologia Graeca, ed. by J. - P. Migne, 162
vols (Paris: Centre for Patristic Studies, 1857-1886), vol. 99, p. 341 BC. Translation of this extract
comes from Theodore of Studios, On the Holy Icons (Crestwood, N.Y.: St. Vladimir's Seminary
Press, 1981), p. 35.
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the conceptual space of the icon within the form-essence dualism, at a space in between
the image and its archetype.

Patriarch Nikephoros I of Constantinople (758—828) is another theologian who
wrote in favour of icons.”® His principal works are three writings that refer to the defence
of icons (Apologeticus Minor, Apologeticus Major with the three Antirrhetici against
Mamonas — Konstantinos Kopronymos and a refutation of the Iconoclastic Council of
815). In his first Antirrheticus he clarifies what it is that is depicted in icons. In particular,

he states:

Kal yap €v uév tf meoryoapy €& avdyxns mdoeotv, v 0& T
yodpeober 0V mdviwg mdoeoTv, dAL  ov0E  meoryodie
TOONY OVUEVWS, XAV TIS 0inTaL TOTTO 0AV... AvBowmog yao &v 1
(Ola eixove yodgetal uev, ov meotyodpetal 0 €v avTyj, €l un &v
1@ oixelw 11 meotyoadns tonmw. Kal 0 todmos 0 tovtwy maod
TOAV Omveyxe, yodgerar uev yao dvlowmog ota yowudtwv xal
Yneplowv, dv oltw ovveveybeln, xal TOVTA TOXIAWG X0l
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263 Charles Barber has analysed Nikephoros’ work extensively and concerning various aspects of
the relation between art and worship. For example see: Barber, Figure and Likeness: On the
Limits of Representation in Byzantine Iconoclasm; Barber, 'From Image into Art: Art after
Byzantine Iconoclasm'; Barber, 'From Transformation to Desire: Art and Worship after Byzantine
Iconoclasm', See also: Paul J. Alexander, The Patriarch Nicephorus of Constantinople:
Ecclesiastical Policy and Image Worship in the Byzantine Empire (Oxford: Clarendon Press,
1958).
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Aéyetau. **

Nikephoros here introduces the distinction between inscription and circumscription
in order to speak about the relation between form and essence in the holy image.
According to Nikephoros, the painting, the inscription, makes present to the beholder only
the form of the portrayed, while the essence of the portrayed is by necessity absent. The
inscription, as a material representation of the portrayed cannot contain the latter in any
sense, apart from the formal, due to the fact that the inscription is man-made, created
through colours and mosaic tesserae. Thus, the essence of the image is necessarily
material and not divine and it is given to it by its creator, the painter. As Nikephoros

states, the material means used by painters to create images cannot ‘capture’ the divine

264 “In fact, it is in his circumscription that he is of necessity present. In his painting he is not at all
present... for while a man is certainly inscribed in his icon, he is not circumscribed there, only in
the place proper for circumscription. And the means for these are clearly distinct. For one
inscribes a man through pigments and mosaics, as the situation demands, so producing his figure
with varied and many means, and differing in brilliances. Never but never is it a question of
circumscribing by these means, since it has been said that circumscription is something else again.
Moreover, painting makes present the corporeal form of the one depicted, imprinting its contour
and its sensible form and its likeness. Whereas circumscription, having nothing in common with
these three models of which we have spoken, delimits boundaries. Hence the inscription has a
relation in terms of likeness to the archetype and is an inscription of the archetype’ Nikephoros of
Constantinople, 'Antirrheticus', in Patrologia Graeca, ed. by J. -P. Migne, 162 vols (Paris: Centre
for Patristic Studies, 1857-1886), vol. 100, p. 357 BC. Translation of this text comes from Barber,
'From Image into Art: Art after Byzantine Iconoclasm', p. 8.
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essence within the work of art as ‘circumscription is something else’ from the image at an
essential level. The only point of attachment between the image and its archetype lies in
the concept of likeness, the resemblance of the former to the latter according to form.
Nikephoros elaborates further the formalist paradigm and extends the repertoire of
arguments against the fusion between portrait and portrayed in the holy image by thinking
in terms of art in contrast to liturgy, sacramental essential presence in contrast to
formal/pictorial presence. Barber claims that Nikephoros is the first to suggest a purely
formalist paradigm in his discussion about the limits of representation in the icon.*®
However, I would suggest that the development of a formalistic current of thought started
when John of Damascus made significant efforts towards the establishment of a paradigm
that would abolish essentialist notions. When the Fathers of the 7" Ecumenical Council
stated that ‘the icon is not only deprived of [the prototype’s] soul but also of the essence
of his body’, the development of a stable conceptual current that suggested a formalist
paradigm was indeed a reality. The Studite adopted the formalist concept and became
more specific by stating more explicitly that ‘Christ and his icon are not the same
essence’. At the time of Nikephoros, I would suggest that the formalist paradigm had been
developed to a satisfying level, a fact that certainly aided him in constructing his own,
more elaborate arguments. The holy image is therefore a portrait, with the link between
portrait and portrayed provided by the element of likeness. Image and archetype are
detached in terms of essence but they still bare a likeness, as they are related formally in
the icon. The image has the form of the prototype and it is therefore related to it and

necessarily exists in relation to it. The icon embodies this relation and it is shaped by it.

*Barber, "From Transformation to Desire: Art and Worship after Byzantine Iconoclasm', p. 15.
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The ability of the sacred image to unite the realm of being/archetype with the earthly
world of the beholder allows it to function as a bridge between the two, a chora space in

between that facilitates the beholder’s interaction with the divine through the icon.

The presence-absence dualism in the space of the icon

If the holy image is a space in between human and divine where meaning is made,
then the question that arises at this point is arguably that of what kind of presence is
suggested in the icon or is to be expected by the beholder. Following Barber’s discussion
of the iconology of Nikephoros, we come across the argument that Nikephoros was the
first to distinguish between the icon-as-image, in Belting’s sense of the term, and the icon
as work of art.”®® Barber suggests that for most theologians before Nikephoros, the icon as
an object of worship functioned mostly as a cult image, due to the fact that it was treated
as being a presence. His argument is based on the assumption that because the holy image
is indeed an object of worship, used to venerate and communicate with the divine, the
expectations from it are analogous to the expectations that the faithful have from prayer or
from the consumption of the Eucharistic gifts, on a different level of course. In particular
Barber claims that in worship, ‘whether it is the consuming of the Eucharistic gifts or a

prayer to the saints, there is an expectation of presence’.”’ In this way, according to

266 Barber, 'From Image into Art: Art after Byzantine Iconoclasm', p. 7.
267 Barber, 'From Transformation to Desire: Art and Worship after Byzantine Iconoclasm', p. 15.
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Barber, the worshippers, integrated within cult practice, expect the image to re-present the
one depicted, in order for them to communicate with the prototype effectively. Indeed, the
need for communication with the divine arguably creates a desire for the subject of
worship to become present and connect in a direct manner with the faithful. Barber claims
that in the era before Nikephoros, the holy image was thus transformed into a magical
object, connecting the holy person, the icon and the viewer in a unity where boundaries
between essence and form are blurry. Between Demus’ ‘magical’ presence, Mathews’
‘transformational’ presence and Barber’s ‘expectation of presence’, it seems that the
source of power of the icon indeed is an element of presence, but a peculiar kind of
presence. All three approaches suggest a peculiar presence, a different kind of presence
outside of essential or formal presence. It is rather a third kind of presence between the
formal and the essential. However, Demus and Mathews do not manage to provide
satisfactory answers as to the way that presence is realised in the holy image; the process
through which the icon is transformed into a magical object and the process through
which the icon becomes a locus of sacramental transformation both remain obscure.
Barber, in an attempt to avoid this conceptual pitfall, sees in the holy image the projection
of an expectation of presence from the point of view of the beholder, thus distancing
himself from the essentialist paradigm and suggesting the creation of a space outside of
the formal-essential dualism. However, as Barber argues, with Nikephoros the concept of
presence in relation to the icon was re-examined.”*®® As the paradigm gradually shifted
from the essential to the formal, Nikephoros, commenting on the function of the holy

image claimed that ‘in painting there is nothing of presence’. However, I would suggest

268 Barber, 'From Image into Art: Art after Byzantine Iconoclasm', p. 7.
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that even before Nikephoros, presence or the substitution of it was not the aim of the holy
image. Even though the case of St John of Damascus might be controversial, one should
agree that since Theodore the Studite the distinction between form and essence is
established and therefore notions of presence in the icon are gradually abolished. Christ
was not expected to be present in His icon because an icon was clearly only an image of
Christ and not Christ Himself. Abolishing essentialist notions however, can arguably raise
questions about the icon’s ability to perform miracles. As miraculous icons were at the
centre of Byzantine religious culture and were highly revered, one might wonder how the
theology of the image after Iconoclasm can be reconciled with the concept of the miracle-
working icon. Regarded as produced by God, or by a saint (with divine support), miracles
were perceived as a sign of the supernatural. As the faithful direct their prayer and
petition towards God through the medium of the icon, God would act in response to those
requests by purely spiritual force and perform a miracle visible through the icon, as the
medium of communication between Him and the faithful. Therefore, the official position
of the Church was that God or the saints, in extraordinary cases, perform miracles that are
perceived through the icon and not performed by the icon itself. The divine energy is
transferred from the holy persons to the faithful through the icon, mirroring the way that
‘the honour given to the icon is passed to the prototype’ as Basil states. Even though
divine energy is not permanently contained in the icon, at the time of a miracle the sacred
image momentarily becomes the medium through which divine energy passes to reach the

beholder.>®

2% See The Oxford Dictionary of Byzantium, p. 1378; Cornelia Tsakiridou, Icons in Time, Persons
in Eternity: Orthodox Theology and the Aesthetics of the Christian Image (Farnham: Ashgate,
2013), pp- 53-56.
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However, if the holy image does not embody an element of presence for the Church
then what is it that it signifies? Is it a space completely other, outside of the presence-
absence continuum, or can it be placed somewhere in between the two realities? Barber
claims that the icon is the ‘signifier of absence’ or a ‘directed absence’ or works to ‘deny
presence’.”” Indeed, in the post-iconoclasm era the Church has worked very methodically
in order for essentialist notions to be abolished and for a formalist paradigm to be
established. The holy images are not ‘vessels of divine power’ anymore, as John of
Damascus suggests, in the sense that they cannot contain the divine.””' As Nikephoros
comments, the holy person cannot be circumscribed in his or her inscription; the icon is
not a vessel of divine presence in any way, as there is ‘nothing of presence’ in it.
Nevertheless, even though the Church did manage to establish a formalist model, Barber’s
approach presents the holy image as the embodiment of a void, as an intentional attempt
for lack of connection between the beholder and the Imaged. By all means, the lack of
physical presence of the holy persons is the reason for which the icon is created as the
need for connection with a physically absent person calls for the creation of a channel of
communication. The icon is a link between presence and absence; it exists because of the
need for a space in between that would facilitate communication between the beholder

and the Imaged. As Belting argues, images ‘live from the body’s absence’ either

' On the concept of directed absence see: Barber, Figure and Likeness: On the Limits of
Representation in Byzantine Iconoclasm, p. 120 On the concept of the icon as the ‘signifier of
absence’ and on the way that the holy image works to ‘deny presence’ see: Barber, 'From
Transformation to Desire: Art and Worship after Byzantine Iconoclasm', p. 15.

! John of Damascus, 'Contra Imaginum Calumniatores Tres'. For a detailed analysis of this
extract see Barber, Figure and Likeness: On the Limits of Representation in Byzantine Iconoclasm
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temporary or permanent.”’> The icon is indeed created in order to function as proof that
the Imaged once existed but, at the same time, it fulfils the purpose of its existence by
functioning communicatively, contributing actively to the establishment of a relationship
between the Imaged and the beholder. Therefore, in the case of Barber’s approach the
communicative function of the holy image becomes problematic, as the icon-as-absence
loses a great part of its potency within the practice of worship.

I would suggest that approaches that focus on the element of absence in the icon,
either in the sense of the icon as a signifier or remembrance of absence, as in Barber’s
case, or in the sense of the icon as a substitute for absence, as in Belting’s case, are to
some extent problematic as the way these arguments are phrased opens up certain
ambiguities about the presence-absence duality in relation to the categories of memory,
signification and substitution. Even though Barber speaks of the icon as the signifier or
the remembrance of the body’s absence while Belting regards the icon as a material
substitution for the body’s absence, they both regard the icon as primarily projecting an
absence-related concept. The icon is thus placed in a space towards the absence end of the
presence-absence continuum and it is not given the ability to function as a link between
the two. In this way, I would claim that both approaches deal with a beholder who
confronts absence when looking at an icon, and the implications of this concept are
twofold.

From a theological point of view, the function of the icon as a substitute for absence
is an intriguing one. According to the Orthodox iconology, the holy image cannot

function as a replacement for absence as this would mean that the icon replaces absence

72 Hans Belting, Tmage, Medium, Body: A New Approach to Iconology', Critical Inquiry, 31.2
(2005),302-19, 312.
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with a type of presence, a fact that is clearly rejected by Byzantine thinkers.””> Moreover,
the icon cannot replace anything, neither absence nor presence; it can function neither as
presence nor as absence nor as a substitute for presence nor as a substitute for absence as
in every case there would be an element of essence involved. Therefore, either there is
presence in the holy image and, in this case portrait and portrayed share the same essence
and contain one another or the icon signifies absence and, in that case, the icon depicts the
absence of the essence. It is obvious, neither of the above can be performed according the
Orthodox iconology, as divine essence cannot be depicted or contained in a material form
created by humans.

From a communicative point of view, if one accepts that the holy image functions
as a signifier of absence or as a remembrance of absence then its communicative potency
is dramatically diminished and its functional role within the practice of worship is almost
erased, as it remains a mere object used for instructive purposes. For the faithful,
accepting the fact that they venerate nothing but absence and emptiness would be very
difficult as the image-beholder communication is expected to be bilateral. Even though
the icon is created due to physical absence, it should not signify a void. However, if the
spectator is arguably unable to communicate with an image that signifies absence, then it
might be reasonable to conclude that the icon has to signify presence in order for a
channel of communication to be established between the beholder and the holy person
portrayed. Nevertheless, this approach has been rejected.

On a theoretical level, drawing on the work of scholars such as James and Peers, in

order to suggest an alternative to the icon-as-absence, I want to stress the importance of

7 Nikephoros’ statement makes it clear that ‘in painting there is nothing of presence’.
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the role of the icon-as-memory, and I would maintain that the icon exists in order for the
beholder to be able to contemplate the represented person,*’* and remember their actions
and sacrifices on behalf of God. This theme is evident in Metochites’ writings as he
discusses the role of the icon-as-memory. In particular he states: ‘Looking upon these
things and venerating them we are forced to remember and to think humbly and to act
and to take thought for God’s suffering on our behalf: how much gratitude we owe and
how much we should do and suffer on His behalf’*” In this way, the icon is placed neither
towards the absence end of the presence-absence continuum nor towards the presence
end. It is rather placed in another space, a space in between the two that links them
together through memory and contemplation. The concept of remembrance of the
portrayed through the mediation of the icon as expressed by Metochites was originally
proposed in the Acts of the Seventh Ecumenical Council. As suggested by the Fathers of
the Council, the aim of the icon is to help the faithful remember, love and relate to the
holy persons. This conception is described in the following extract from the Acts of the
Seventh Ecumenical Council of Nicaea (787): S0 ydo ovvexds O eixovixijg
AVATVTDTEWS 0QDVTAL, TOGOVTOV xal ol TavTas Oewuévor diaviotavralr meog TV
TV TOWTOTVAIWY Uvijuny € xai EmmadOnow >

The holy image emerges here as a locus of remembrance of and desire for the ones

depicted, where the space between presence and absence is filled by memory and desire

™ Glenn Peers, Subtle Bodies: Representing Angels in Byzantium (Berkeley and Los Angeles:
University of California Press, 2001), p. 98.

213 Theodore Metochites, Poem 1, lines 1120-1130. For the original text in Greek see Theodore
Metochites, Dichtungen Des Gross-Logotheten Theodoros Metochites, p. 31. For the English
translation see Featherstone, 'Metochites's Poems and the Chora', pp. 226-27.

76 “For by so much more frequently as they are seen in artistic representation, by so much more
readily are men lifted up to the memory and desire of their prototypes’. Sacrorum Conciliorum
Nova Et Amplissima Collectio, ed. by Mansi, 377 D.
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for communication. The icon serves here as a medium in order for the beholder to keep
the once present holy persons in his or her memory and desire them. As James argues, the
portrait is ‘a recollection and a means of recollection’ of the persons depicted.””
However, the term desire used in the Acts of the Seventh Council has proven to be quite
controversial. Barber, interpreting the above extract, suggests that the holy image in the
post-iconoclasm era becomes for the beholder a ‘site of desire’.””® The desire of the
faithful for divine presence, for communicating and identifying with the portrayed is
projected on and, at the same time, by the holy image. The icon for Barber ‘marks an
absence into which spectators could project their own desires’.*”” In this way, according to
Barber, the communicative void created by the icon-as-absence is filled by the faithful’s
intense desire for connecting with the Imaged. Therefore, the holy image works to
intensify the need for communication with the divine but at the same time it does not
facilitate communication; rather, as absence, it denies it, separating the beholder from the
holy person and excluding the icon from the practice of worship.**

However, I would claim that the extract from the Acts cited above, arguably leads
us in a different direction. The term desire can be interpreted as representing love and
therefore need for connection with the Imaged. Thus, the statement cited calls for an
interpretation of the holy image as being fully and profoundly integrated in worship,
functioning as a channel of communication between Imaged and beholder. The icon

seems to bring the faithful and the divine closer, connecting them in a ‘visual

271 iz James, 'Art and Lies: Text, Image and Imagination in the Medieval World', in Icon and
Word: The Power of Images in Byzantium, ed. by Antony Eastmond and Liz James (Aldershot,
UK; Burlington, VT: Ashgate, 2003), pp. 59-72, 67.

278 Barber, 'From Transformation to Desire: Art and Worship after Byzantine Iconoclasm', p. 14.
27 Barber, 'From Transformation to Desire: Art and Worship after Byzantine Iconoclasm', p. 14.
2% Barber, 'From Transformation to Desire: Art and Worship after Byzantine Iconoclasm', p. 16.
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communion’ by allowing the viewer to make a connection between the presence of the
image and the absence of the archetype through memory.”® In contrast to Barber’s
approach, I would propose that the extract from the Acts suggests a model of union
between Imaged and beholder by remembering, loving and relating to the holy persons
through the mediation of the icon. Looking at an icon is here an act of remembering of
and relating to the holy persons.

Keeping worship in mind, as a purely communicative act, one might challenge the
concept of the icon as being a locus of contemplation and remembrance by claiming that
this paradigm reveals a picture where the intellectual element is dominant, while the
corporeal element seems to be absent. The faithful’s bodies do not meet the body of the
holy person depicted, but they rather communicate in a purely spiritual manner. However,
how can one speak of corporeal communication between Imaged and beholder without
getting trapped in essentialist notions? I would suggest that corporeal interaction between
the Imaged and the beholder can indeed take place, this time not because the Imaged is
essentially present in the holy image but because the Imaged is depicted in a way that
facilitates communication between the two parts of the equation. It is through art that the
Byzantines found the way to communicate corporeally with the holy person through the
icon in the post-iconoclasm era. Art provides the link between beholder and Imaged as
well as presence and absence in the icon. Artistic elaboration of the icon grants it a type of
presence outside of essential or formal presence. Art allows the Imaged to manifest itself

in pictorial presence by giving the icon interactional qualities through specific

8! Archbishop Damianos of Sinai Faran and Raitha, 'The Icon as a Ladder of Divine Ascent in
Form and Color', in Byzantium: Faith and Power (1261-1557), ed. by Helen C. Evans (New
Haven: Yale University Press, 2004), pp. 335-41, 338.



133

techniques.”®” The Imaged becomes through art able to participate in an act of interaction
that includes the beholder. Through the facilitation of interaction between Imaged and
beholder, art fills the space between the two and establishes the foundations for the
creation of meaning. When there is no ‘expectation of presence’ anymore, the Byzantine
painter introduces an icon that, through the use of certain painting techniques, acquires
communicative power, as the form itself is now interactionally potent. In this way, the
holy person depicted in an icon emerges as a body-in-between, existing in the gap
between living bodies and lifeless images, as a lifelike image. The concept of the lifelike
image will be understood here as referring to an image that is interactionally potent, as the
form is imbued with pictorial qualities that allow it to interact with the beholder.” Taking
Edward Snow out of context and transferring his discussion of Vermeer to a Byzantine
environment, it could be claimed that the icon ‘counters longing and nostalgia [for the
persons depicted] with a stable present’.** Even though there is awareness of the lack of
presence in the icon, in light of Snow’s statement, I would suggest that the
communicative process between Imaged and beholder is sustained by the pictorial
principles that govern the form because through these principles the expectation of

presence in the icon is fulfilled by bringing the form into the present. The Byzantine

2 The exact way through which the icon acquires interactional qualities will be discussed in
chapter three.

3 The concept of lifelikeness will be discussed further in relation to the application of rhythm in
the third chapter. Lifelikeness in Byzantine art has been discussed extensively. For example see
Cyril Mango, 'Antique Statuary and the Byzantine Beholder', Dumbarton Oaks Papers, 17 (1963),
53; James, 'Senses and Sensibility in Byzantium', ;George Kordis, Icon as Communion: The Ideals
and Compositional Principles of Icon Painting (Brookline, MA: Holy Cross Orthodox Press,
2010);Henry Maguire, The Icons of Their Bodies: Saints and Their Images in Byzantium
(Princeton, NJ: Princeton University Press, 1996). In a section that follows I will give an overview
of this discussion and I will elaborate more on the concept of the lifelike post-Iconoclasm image.
4 Edward Snow, A Study of Vermeer (Berkeley: University of California Press, 1994), p. 6.
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painter introduces an image that does not contain presence but rather is of present tense, a
communicatively potent image that happens here and now. Therefore, the formal
paradigm remains effective, while the need for connection with the divine is also satisfied.

Ultimately, I would argue that the power of the holy image emanates from its ability
to function in a multilevel manner within the practice of worship. While corporeal
communication takes place between the holy person portrayed and the beholder here and
now, the beholder is encouraged to direct his or her mind to the contemplation of the
Imaged. At the same time, the memory of the Imaged becomes imprinted in the faithful’s
minds and hearts through their contact with the icon and in this way they are able to carry
the image of the holy person within them, in order to love them and relate to them. Art
and memory function as links between presence and absence as well as between Imaged
and beholder, assisting in the establishment of a space of interaction and production of

meaning in between realities.

The role of art in the space of the icon

Up to this point I have attempted to explore the way that Byzantine thinkers
perceived issues concerning the relation between image and prototype. The above
analysis has now brought us back to the point where the discussion initially began.
Therefore the question remains whether the icon was perceived as a cult image, a

container for presence, or as a work of art, a chora-space in between image and archetype,
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in the post-iconoclasm era. Belting suggests that the Byzantine icon functioned primarily
as a cult object, embodying a sense of presence emanating from the fusion between
portrait and portrayed. However, as concluded in the above discussion, the formalist
paradigm was arguably introduced in the seventh century but was certainly in effect by
the eighth century while essentialist notions were gradually being abolished. Therefore, at
the level of the official Church, Belting’s generalised definition of the medieval image
can indeed by challenged.

Nevertheless, even though it can be claimed that the icon was not regarded as a cult
object by the Church, this does not necessarily prove that the holy image was regarded as
a work of art either, as the two are not perforce mutually exclusive. An extract from the
decree of the Acts of the Seventh Ecumenical Council of Nicaea (787) can be understood

as attesting to the concept of the icon as work of art. The extract reads:

oV Cwyodopwv EPevoeois 1] TOV exovwv moMmols, AdlAd THG
KabBolixng ExxAnoiog EynoLrog Ocouobeaio xal
T0QA000LS...aVT@V (towv [latéowv) 1 émivola xal 1 Tado00Ls,

xai 0V 100 Lwyodpov. Tov ydo Lwyodpouv 1j Téxvy uévov.*

The holy image here emerges as an object that belongs to the wide stream of
tradition. It is not a creation that projects the individuality of the painter’s interpretation of

the divine but it is rather an image on which and through which the communal spiritual

% “The making of icons is not an innovation of painters but [it is] a tradition of the Church... it is
a notion and tradition of the Fathers and not of the painter. The art alone is the painter’s’.
Sacrorum Conciliorum Nova Et Amplissima Collectio, ed. by Mansi, 252 bc.
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needs are projected. As Yannaras would argue, ‘the Church has to recognize in the
painter’s image the archetype of its truth... which is an event of communion’.** Thus,
according to the extract cited above, what the painter ultimately creates is an artistic
elaboration of the archetype. In this way, it becomes clear that the prototype, detached
from art, functions as an ‘autonomous visual discourse’ and by necessity precedes art.”’
The painter, by exercising the art of painting, attempts to present the archetypal form in a
pictorial way in order to bring it into pictorial existence.”®® The distinction expressed here
between the archetypal form and the artistic portrait, the signified and the signifier, has
two primary extensions. Firstly, there is a distinction between portrait and portrayed, form
and essence, and therefore there is awareness that the latter is not contained in the former.

The first condition leads to the second, as there is also a distinction between the archetypal

form, the signified, and the artistic process that makes it present to the beholder inside the

28 Christos Yannaras, The Freedom of Morality (Crestwood, NY: St Vladimir's Seminary Press,
1984), p. 252.

%7 Barber, 'From Transformation to Desire: Art and Worship after Byzantine Iconoclasm', p. 15.
The term art in this context is probably not to be understood strictly in the contemporary sense of
the term, where the focus is shifted more on the genius of the artist and on art as his or her
invention (Belting, Likeness and Presence: A History of the Image before the Era of Art, p. xxi).
The Greek word for art is techne and means ‘the science of fashioning anything’, ‘the fashioning
of the work’ and it is concerned with ‘making, involving a true course of reasoning’ according to
Aristotle. See Aristotle, Nicomachean Ethics, ed. by Robert Bartlett, C. and Susan Collins, D.
(Chicago: University of Chicago Press, 2012), pp. 6, 4. The noun techne derives from the verb
teucho which means ‘to build’, ‘to be the builder of a work’, ‘to create’, ‘to give reason to matter’.
See Pierre Chantraine, Dictionnaire Etymologique De La Langue Grecque (Paris: Klincksieck,
2000), Vol. 4 Castoriades in Les carrefours du Labyrinthe explains: ‘the Greek word techne goes
back to a very ancient verb, feucho, (attested exclusively but innumerable times by the poets...)
whose central meaning in Homer is ‘to make’, ‘to produce’, ‘to construct’... Already in Homer
the shift was accomplished from this meaning to that of causing, of making something to be, of
bringing into existence, often detached from the idea of material fabrication, but never from that
of the suitable and effective act’. See Cornelius Castoriades, Les Carrefours Du Labyrinthe (Paris:
Seuil, 1978), pp. 222-23.

8 G. Kordis, The Iconology of Photios and the Art of the Post-Iconoclasm Era (Athens: Armos,
2002), p. 32.
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church. On the relation between the archetypal form and the work of art, Barber comments
that ‘the concern of the artist was with the art alone, while the content conveyed by the
work of art was prior to the artist and not subject to intervention by the artist’.** The
archetype is thus a sign, a given form that cannot be changed as it is formed by a set of
physical characteristics of the one depicted. Art then follows in the sense of artistic
elaboration and attempts to help this given form achieve its role and function within the
life of the Church. Consequently, as depicted in the decree of the 7th Ecumenical Council,
there is a growing realisation of the fact that art is an act that charges the archetypal form
in a communicative way. Art gives the prototype the ability to become interactionally
potent by using a specific system of pictorial principles. Eastmond and James argue that
‘icons are images. Yet they are also art. What they looked like mattered. Aesthetics
influenced both form and function’.*° Therefore, the icon in the post-iconoclasm era is for
the Church a work of art.*®' Through artistic elaboration, the image is granted a type of
pictorial presence, a type of presence in between essential and formal presence. It is
through art that the prototype acquires pictorial form. The element of likeness between
icon and prototype is established through art. In this way the holy image functions as a
bridge between the Imaged and the beholder, as a chora-space in between human and
divine, facilitating interaction between the two through the icon. As the analysis performed

above shows, the concept of art was not a theoretical invention of the Renaissance as

%9 Barber, Figure and Likeness: On the Limits of Representation in Byzantine Iconoclasm,p. 112.
* Icon and Word: The Power of Images in Byzantium: Studies Pressented to Robin Cormack, ed.
by Eastmond and James, p. xxx.

! For an overview of the discussion on the meaning of the term art in the Middle Ages see Henry
Maguire, 'Introduction’, Gesta, 34.1 (1995), 3-4.
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Belting suggests.”> Under this prism, Barber’s approach seems to be more appropriate: ‘a

history of the image is sometimes other than a history of art’ **

The icon as a space-in-between connecting Imaged and beholder

Art is the material link between the Imaged and the beholder as it establishes a
space of interaction between the two and facilitates in this way the production of meaning.
In this section I look at the conditions that affect the formation of the chora space of
becoming between Imaged and beholder, such as interactivity and corporeality. Demus,
recognising that the communicative function of the holy image is of significant
importance to the Byzantine painter, argues that the aim of the painting is to establish a
relationship between the ‘world of the beholder and the world of the image’.*** In
particular, he adds, the image should be related to the beholder in order for it to be
‘functional’, and to achieve this the picture must be ‘visible, comprehensible, easy to
recognize and to interpret’. Moreover, Demus points out that in Byzantine painting
‘everything must be clear for the beholder to perceive’.*” In light of Demus’ remarks, one
understands that the holy image is not only aesthetically pleasant, in the sense of art for

the sake of art, in Belting’s terms. The holy image, while having the characteristics of a

292 Belting, Likeness and Presence: A History of the Image before the Era of Art.

%3 Barber, 'From Image into Art: Art after Byzantine Iconoclasm', p. 8.

2% Demus, Byzantine Mosaic Decoration: Aspects of Monumental Art in Byzantium, p. 4.
% Demus, Byzantine Mosaic Decoration: Aspects of Monumental Art in Byzantium,p. 7.
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work of art,**

was also an object that functioned within the process of worship, and
therefore it had to be functional. Functionality here is directly related to the degree of
potential connection that can be achieved through the mediation of the space of the icon
between the beholder and the holy person represented. Thus, in order for the holy image
to serve its purpose, its content had to be of a nature that would facilitate interaction. For
Demus, the necessary condition in order for the communicative process to be made
possible is that the content of the holy image is represented in a clear and comprehensible
manner, so that the beholder can relate to it straightaway, without having to pass through
the labyrinth of personal interpretation.”” Even though I would argue that Demus’
approach reveals only part of the picture concerning the process through which a
Byzantine icon becomes functional, I would agree with him on the importance of
functionality, as it is a major factor in making the space of the icon, the space in between
Imaged and beholder, more accessible.

In order for the beholder to become able to relate to the Imaged, a communicative
process between the individual viewer and the holy person depicted needs to take place

within the conceptual space of the icon. The icon-viewer communication is a quite

complex process however and it unfolds on different levels, as both Barber and James

% As Eastmond and James point out in the introduction to the book Icon and Word: the Power of
Images in Byzantium, icons ‘are images but they are also art. What they looked like mattered.
Aesthetics influenced both form and function’. Icon and Word: The Power of Images in
Byzantium: Studies Pressented to Robin Cormack, ed. by Eastmond and James, p. Xxx.

»7T Demus’ approach points us in the right direction concerning the importance of the role of the
beholder in Byzantine painting, but it is not exhaustive. Even though he underlines the
significance of the functionality of the holy image, he does not explain sufficiently the way
through which functionality is achieved. While his statement that the image has to be ‘visible,
comprehensible, easy to recognize and to interpret’ suggests an appealing approach, it is at the
same time quite obscure. As Demus does not provide us with more information on the way that he
perceives visibility, comprehensibility, and ease of recognition and interpretation in the context of
icon theory, his approach does remain open to personal interpretation.
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point out.”® The developing relation between the beholder and the Imaged is however of a
bilateral nature or at least that is the expectation of the faithful. In this section of the
chapter I am going to focus on two characteristics of the Imaged-viewer communication
that create the conditions that regulate the interactional space in between. Exploring the
way that interactivity and corporeality become involved will reveal the complexity of the
conditions under which contact is made between Imaged and beholder and meaning is

negotiated.

Interactivity: the active Imaged

The act of communicating that takes place between the Imaged and the beholder can
be characterised as interactive, and as researchers suggest, neither the viewer nor the
Imaged has a passive role in this communicative process. Communicating with the holy
person represented through the icon is necessarily linked to the sense of sight and is
consequently bound by the limitations of the visual. The complexity of viewing practices
in Byzantium as commented on by various researchers, indicates a complexity in
analysing the act of communicating through the visual field.”® Therefore one’s focus

concerning the icon-viewer communication should be on the way that different modes of

% For example see Barber, 'From Transformation to Desire: Art and Worship after Byzantine
Iconoclasm', ;James, 'Art and Lies: Text, Image and Imagination in the Medieval World'.

% Robert Nelson mentions in relation to visuality in Byzantium: ‘There could be no single
interpretation that could ever account for something as complex as the viewing practices of a
culture’. See Robert S. Nelson, 'To Say and to See: Ekphrasis and Vision in Byzantium', in
Visuality before and Beyond the Renaissaince: Seeing as Others Saw, ed. by Robert S. Nelson
(Cambridge: Cambridge University Press, 2000), pp. 143-68. On vision and its limitations in
relation to the holy image see also Charles Barber, Contesting the Logic of Painting: Art and
Understanding in Eleventh-Century Byzantium (Boston: Brill, 2007).



141

looking at the object of worship and being looked at affect the nature of the
communicative process. The concept of interactivity emanates primarily from the
Byzantine notion of vision as a phenomenon that works in two ways, through
intromission and extramission.*” Optical rays emanate either from the beholder’s eye and
extend towards the viewed object, in our case the holy image, thus indicating an active
beholder, or from the viewed object and expand in an optical cone towards the viewer,
indicating in this way an active image.”' However, due to the co-existence of both
theories in Byzantium, the roles of the viewing subject and the viewed object can be
perceived as being interchangeable, a fact that adds an element of interactivity to the
space of the icon, connecting the Imaged with the beholder. Clemena Antonova,
commenting on the interactive nature of the icon-viewer communication argues that in
Byzantine painting the distinction between the subject and the object is blurred as the
roles of the ‘viewing subject’ and the ‘viewed object’ are ‘radically transformed’.*> The
interchangeability of roles during interaction between the transmitter and the receiver is a
characteristic of the space of the icon that gives new meaning to the practice of worship,
as the object of worship appears able not only to receive but also to reply. The image does
not simply receive the beholder’s requests but it rather acts and also reacts to his or her
actions by transmitting energy, to which the beholder then reacts in order for a new cycle
of communication to begin. In this way, the space in between Imaged and beholder can be

considered to be an interactive domain, a space under negotiation where bodies interact to

% James, 'Senses and Sensibility in Byzantium', p. 525.

%' The concept of the optical rays forming a virtual cone whose apex is the source of the light and
whose base is the boundary created by the viewed object is of Euclidean origin. For more details
see Nelson, 'To Say and to See: Ekphrasis and Vision in Byzantium', p. 152.

2 Clemena Antonova, Space, Time, and Presence in the Icon : Seeing the World with the Eyes of
God (Farnham, England; Burlington, VT: Ashgate, 2010), p. 154.
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produce meaning. The beholder and the pictorially present Imaged share the space in
between and partake of it equally, activating it and charging it with meaning. However, it
should be noted here that the image’s active role should be perceived mainly at a pictorial
level, otherwise one will be led to essentialist notions which will contradict the
iconophiles’ views on the formal character of the holy image, as discussed earlier.

The beholder can encounter and communicate with the holy persons depicted in the
image effortlessly in his or her own spatial dimensions. Maguire suggests that the realm
of the divine manifests itself into the visible through the icon. In his book The Icons of
Their Bodies: Saints and Their Images in Byzantium he states that ‘it was the image,
whether in icons or visions, that made the unseen world real’ . In studying the formal
qualities of Byzantine portraiture, Maguire highlights the importance of the careful
definition of the holy person depicted and suggests that accurate definition is the catalyst
behind Imaged-viewer communication as it provides the link between portrait and
portrayed by facilitating the viewer’s recognition of the saint. In Maguire’s work, the
purpose of the icon is the active facilitation of interaction between the realm of the divine
and the human world and in this sense the holy image is regarded as a space of

revelation, existing in between Imaged and beholder that functions as a bridge between

%3 Maguire speaks of the revelation of the unseen world mostly from a symbolic and intellectual
point of view, mainly through accurate definition of the saint depicted. See Maguire, The Icons of
Their Bodies: Saints and Their Images in Byzantium, p. 3. The realm of the divine is regarded as
manifesting itself into the visible through the holy image in James’” work as well. Although James
recognizes that the icon is indeed a secure way through which the beholder can connect with the
holy person depicted, her understanding of the interaction between Imaged and beholder is quite
different, as it is the worshipper who is transported through the image into the realm of the divine.
Therefore, the role of the viewing subject is regarded by James as more active than that of the
viewed subject. See James, 'Senses and Sensibility in Byzantium', pp. 532-33.
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the two worlds.” Kordis also suggests that it is not the beholder who enters an
autonomous pictorial virtual reality, through their contact with the icon, in order to come
closer to the world of the Imaged; rather it is the ‘unseen’ and ‘hidden’ world of the icon
that reveals itself by moving towards the viewer and entering their space.’” The fact that
the act of revealing happens in and through the icon, aids in the establishment of a
symbiotic relationship between medium and message, holy image and archetypal form,
in the sense that it could be claimed that arguably ‘the medium is the message’.’*® Taking
this idea one step further, I would claim that the icon marks a locus of active mediation,
emerging at the same time as medium, transmitter and receiver, in a network of
interchangeable roles that happen during the practice of worship.

The complexity of the act of communicating with the holy image is suggested by
Symeon the New Theologian. In particular, he suggests a paradigm of interactive
communication where both the beholder and the image are active in their encounter with
each other. Symeon (949-1022) was a monk and poet and was the originator of a theory
of experiencing the divine on earth through spiritual vision. In the extract from his
Second Thanksgiving that follows, he describes the way through which God reveals His

image to the beholder and the way through which the beholder looks at the image:

4 See Maguire, The Icons of Their Bodies: Saints and Their Images in Byzantium.

%5 Kordis, building on Maguire, focuses more on the realization of the concept of revelation as the
latter is performed through painting, that is at a more practical level. See Kordis, Icon as
Communion: The Ideals and Compositional Principles of Icon Paintin,g p. 15.

% McLuhan’s now-famous aphorism ‘the medium is the message’ was introduced in the first
edition of Understanding Media in 1964. See Marshall McLuhan, Understanding Media: The
Extensions of Man (London: Routledge, 2001).
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For Symeon, the act of looking at an image is of an interactive nature. On the one hand,

the beholder’s gaze seeks to see what is there to be seen. The viewer searches for their

%7 “When a blind man gradually recovers his sight and notices the features of a man and bit by bit
ascertains what he is, it is not the features that are transformed or altered into the visible. Rather,
as the vision of that man’s eyes becomes clearer, it sees the features as they are. It is as though
they wholly imprint themselves on his vision and penetrate through it, impressing and engraving
themselves, as on a tablet, on the mind and the memory of the soul. You Yourself became visible
in the same manner when by the clear light of the Holy Ghost You had completely cleansed my
mind. Thence seeing more clearly and distinctly, You seemed to come forth and shine more
brightly, and allowed me to see the features of Your shapeless shape.” Symeon the New
Theologian, The Discources (New York: Paulist Press, 1980), pp. 374-76. Translation in Barber,
Contesting the Logic of Painting: Art and Understanding in Eleventh-Century Byzantium, p. 23.
For an analysis of Symeon’s approach to vision in relation to the spiritual experience see Barber,

Contesting the Logic of Painting: Art and Understanding in Eleventh-Century Byzantium, chapter
2.
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object in the sense that they adapt and alter their vision in order to become able to see it.
On the other hand, the viewed object reveals itself to the viewer by ‘coming forth’ and
‘shining’, by acting as a source of light, which emanates from it and reaches towards the
beholder who then becomes able to see the object. In this case, it is as if the viewing
subject is looked at by the viewed object, with the two roles being interchangeable. As the
beholder becomes the object of the image’s illumination, accepting its light and using it in
order to see its form, Symeon describes a process of interactive communication where the
role of the transmitter and the receiver are blurred. The beholder seeks to see the image
and at the same time the image makes itself available to sight; then the beholder accepts
the image’s energy and allows it to imprint itself onto the mind and soul. This element of
two-dimensionality of vision gives Symeon’s approach to the act of communicating with
the icon an interactive character. As Barber underlines, for Symeon the term vision has
two dimensions as it includes both the light that emanates from the image and the light that
comes from the beholder’s eyes and illuminates the image.’” This exact theoretical fusion
of two different theories of visual communication in one will lead us to the following
section where I will be discussing the active role of the beholder in the act of

communicating with the icon.

Interactivity: the active viewer

I would like to open the discussion of the role of the beholder in the communicative

process by observing that when the potential relationship between the beholder and the

% Barber, Contesting the Logic of Painting: Art and Understanding in Eleventh-Century
Byzantium, p. 50.
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Imaged is under consideration, the former, as well as the development and nature of the
relationship are often interpreted in a generalising manner. As Leslie Brubaker points
out, the fact that a beholder is a person who undergoes constant changes, a person who is
not the same every time that he or she participates in the communicative process, is often
disregarded.”” Different beholders have different degrees of spiritual capability and
emotional availability at a given time and for this reason the shape of the space in
between, unfolding in front of the beholder, can be regarded as a domain yet-to-be-
written that accommodates endless revision and is deeply marked by the uncertainty of
the act of interacting. The conceptual space of the icon lies in the realm of becoming, it is
constantly under negotiation and therefore always in the making.

Byzantine sources reveal that the beholder is the one who can choose whether to be
active or not, as far as he or she is given this opportunity. This is made evident in the
writings of St Photios of Constantinople (810-893). Photios was Patriarch of
Constantinople (858—-867 and 877-886) and is recognised by many theologians as the
most important intellectual of his time, as ‘the leading light of the ninth-century
renaissance’.’'’ The writings of Photios, and especially his Biblioteca, were well known
to Metochites, as he quotes ancient authors from Photios in his fourteenth Logos.’"
Photios in his 43" Epistle suggests that the beholder indeed has an active role when it
comes to his or her interaction with the holy image. In particular he states that ‘we [the

viewers] lift ourselves up to reach the degree of knowledge of the Imaged and honour

" The Sacred Image East and West, ed. by Robert Ousterhout and Leslie Brubaker (Urbana:
University of Illinois Press, 1995),p. 5.

3 Andrew Louth, Renaissance of Learning East and West. Greek East and Latin West: The
Church Ad 681-1071 (Crestwood, NY: St Vladimir's Seminary Press, 2007), p. 159.

311 Sevéenko, Etudes Sur La Polémique Entre Théodore Métochite Et Nicéphore Choumnos, p.
255.
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it’.*'* The use of the verb in the phrase ‘lift ourselves up’ is very important because it
indicates activity from the side of the beholder during the communicative process. Here
the beholder is presented as being able to choose whether to relate to the prototype or
not, as there is no clear indication that the image compels the viewer in order for him to
connect with it. The term °‘lift ourselves up’ does not suggest that the image dictates
anything to the viewer; instead the viewer, depending on his or her capability and
spiritual availability at that moment, comes to a level of relating to the Imaged through
the icon. The concept of the icon as expecting the beholder’s invitation for interaction in
order for it to become activated, interestingly survives in an eighteenth-century painter’s
manual written by Dionysius of Fourna. Dionysius (1670-after 1744) was an
iconographer himself and he is the writer of Hermeneia of Byzantine Painting (1730-
1734), a very detailed iconographer’s manual that is in use by icon painters even today.
The Hermeneia is among the oldest of the surviving iconographer’s patternbooks and
instruction texts and even though it was written in the 1730s it draws on much earlier
material .’ It is a very detailed guide and has been used by scholars as a relevant source
in order to analyse the iconography of Byzantine churches of a much earlier date. As
Underwood, Der Nersessian, Akyiirek and Karahan have shown among others,
Dionysius’ guidelines were followed by the painters of the Chora centuries before the

composition of the Hermeneia.’'* The way that Dionysius perceives the image-beholder

2 eic Evvolav wal Ty 1o eixovibouévov avaydusda’ in Photios of Constantinople,

Dwtiov Tov Zopwtdrov Kar Aywtdrov [atowdoyov Kwvotavuwvovaolews Emotolad,
ed. by loannis Valettas (London: D. Nutt, 1864), p. 340. Translation of this extract is my own.

13 Robert Scheller, Exemplum: Model-Book Drawings and the Practice of Artistic Transmission
in the Middle Ages (Ca. 900 - Ca. 1450) (Amsterdam: Amsterdam University Press, 1995), p. 385.
34 Akylirek, 'Funeral Ritual in the Parekklesion of the Chora Church', p. 103; Der Neressian,
'Program and Iconography of the Frescoes of the Parekklesion', p. 302; Ann Karahan, Byzantine
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relation is very similar to the way that this relation is perceived by the Byzantine
theologians of the eighth and ninth centuries, suggesting in this way the survival of

Byzantine theories of visual communication in the post-Byzantine era. Dionysius writes:

..PAémovTes TOV nabévo dytov eig TV eixova (0TOQLOUEVOY,
ev0Vs EvOvuovucha ta Eoya avtol xai TOV TQOOXVVOVUEY KAl

16V do&dlouev, dvefdlovtes TOV voiv uag eic 76 mowtdtvmov.’”

The beholder is for Dionysius active and can decide whether to take action after
viewing an icon or not. Thus, it is implied that the viewer does not simply accept the
energy of the Imaged as emanating from the holy image and acts as they are expected to.
The beholder, in order to become able to relate to the holy person represented, has to act,
to ‘raise his thought to the Imaged’ and establish in this way a channel of spiritual
connection. As Nelson argues, ‘seeing was active, continuous and connected and took
place immediately. Seeing implied continuity, connection, presence, immediacy and an
active subject’.’'° The act of looking at an icon required from the beholder a degree of
responsibility in order for him or her to be able to connect to the Imaged; the beholder
had to be present in the sense of being readily available to remember the holy person and

relate to it through the icon, which is regarded as a locus of encounter. As Brubaker

Holy Images - Transcendence and Immanence: The Theological Background of the Iconography
and Aesthetics of the Chora Church (Leuven: Peeters, 2010), p. 18; Underwood, The Kariye
Djami, p. 302.

15 ¢[The viewer] when he sees an icon of a saint he immediately remembers the acts of the saint
and honours him and raises his thought to the Imaged’. Dionysios of Fourna, Eounveia Tnc
Zwyooapunns Téyvns (Agion Oros: Hermeneia, 2007), p. 212. Translation of this text is my own.

316 Nelson, 'To Say and to See: Ekphrasis and Vision in Byzantium', p. 155.
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comments, the beholder is charged with a certain degree of responsibility during the act
of interacting with the holy image. Establishing a channel for spiritual connection is the
beholder’s responsibility as it is necessary in order to progress from the veneration of
matter to the contemplation of the Imaged.’’’ The creation of a relationship with the
Imaged is therefore necessarily a conscious and deliberate decision on the beholder’s side
and it should not be regarded as something that simply happens to everyone without
effort being put into it.

James attempts to add one more dimension to the issue of the responsibility of the
beholder in the establishment of a channel of spiritual connection between him or her and
the Imaged. Commenting on the way that the relationship between the holy person
depicted and the viewer is constructed, she argues that in order for the beholder to
connect with the Imaged spiritually, he or she has to look at the image using a mode of
sight that she calls ‘correct’.”® In her opinion, ‘correct sight’ is a condition that
potentially aids the communication between viewer and prototype by allowing the viewer
to penetrate through the icon as a medium and connect with the holy person represented
spiritually. James, in order to support her argument, mentions an anecdote from the life
of St Theodore of Sykeon, bishop of Anastasiopois in Galatia, Asia Minor. According to
the story, Theodore sent an archdeacon to buy a vessel for communion from
Constantinople. When the archdeacon returned and showed the vessel he had bought to
the saint, it is said that Theodore, ‘unlike those around him, was able to see that the silver

of the vessel bought for communion was in reality blackened and tarnished, thanks to the

' The Sacred Image East and West, ed. by Ousterhout and Brubaker, p. 5.

38 In particular, James mentions: ‘correct sight allowed one to see with spiritual vision’, that is to
say to come to a level of understanding and relating to the Imaged. James, 'Senses and Sensibility
in Byzantium', p. 528.
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metal having previously been used as a prostitute’s chamber pot’.’'* This incident from
the life of St Theodore arguably attests to the conception of the significance of the
individuality of the beholder in relation to his or her connection with the divine. In this
case, ‘correct’ sight is associated with the beholder’s spiritual capability, indicating the
importance of the visual in the act of contemplating the spiritual. However, the concept
of ‘correct’ sight and its implications concerning the beholder’s relation with the divine
could be questioned from a theological point of view, as it suggests a link between the
visual and the intellectual that can indeed be challenged. Nevertheless, my main
argument against James’ approach is based on a purely communicative view. I would
argue that using terms such as correct or incorrect to describe and understand the
interaction between two parties and/or their relationship is problematic as it suggests an
interaction whose outcome can be predicted. The question that is posed here concerns the
degree of connection between the beholder and the Imaged and not simply whether there
is connection or not. The degree of spiritual capability of the beholder will determine the
degree of connection between him or her and the divine and therefore a categorical yes or
no approach cannot shed enough light on the phenomenon. For this reason, I would
suggest, that James’ ‘correct sight’ should probably be described as ‘effective sight’, a
mode of looking that implies the existence of varied degrees of spiritual capability and
thus leads to varied degrees of relating to the divine.

The individuality of the beholder has become an object of study for Barber, too.

His interpretation of the icon as a ‘site of desire’ takes into account the individuality of

" Three Byzantine Saints: Contemporary Biographies of St. Daniel the Stylite, St. Theodore of
Sykeon, and St. John the Almsgiver, ed. by Elisabeth A. S. Dawes and Norman Hepburn Bayes
(New York St Vladimir's Seminary Press, 1977), chapter 42.
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the beholder in order to form an approach that regards the relationship between the
Imaged and the viewer and, consequently the communicative process in which they are
involved, as a fluid situation. Offering the beholder a great degree of autonomy, Barber
regards the icon as a locus that is ‘not marked by fixed meanings or readings’,’*
therefore leaving more space for the beholder to project his or her own ‘desires’ onto the
holy image. Barber describes a process where the icon ‘happens’ or ‘takes place’ in
Belting’s sense of the term,”' as it is expected to react according to the beholder’s
expectations of it. The conceptual space of the icon is therefore regarded as fluid and
moldable in the process of producing meaning. The bodies of the beholder and the
Imaged are present in a site of struggle, where they interact to make meaning of their
shared space and their relation. The chora-space of the icon that separates the beholder

from the Imaged is negotiable and through interaction it is endlessly shaped and re-

shaped in the process of it coming into being of meaning.

Corporeality in the space of the icon

As I have tried to show up to this point, the communicative process that takes place
between the Imaged and the beholder is quite complex. However, apart from it being
interactive, it can also be characterised as being primarily corporeal. The interactional
area that the icon marks is dominated by the presence of bodies and their communication

in the process of inscribing meaning on that space. The researchers, whose work I cite in

320 Barber, 'From Transformation to Desire: Art and Worship after Byzantine Iconoclasm', p. 11.
21 Belting, 'Tmage, Medium, Body: A New Approach to Iconology', p. 302.
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order to explore the characteristics and the implications of the negotiation of the space of
the icon among bodies, even though they agree that intellectual activity is necessarily
required for a relationship to be established between Imaged and beholder, they do not
underestimate the importance of corporeality in this process. As James points out, inside
the Byzantine church, the place of worship par excellence, the body and ‘the body’s
relation to the spiritual’ are placed ‘at the centre of religious experience’.”* The
corporeality of the act of interacting with the Imaged is a major concern for Byzantine
thinkers as well, who emphasise the importance of the senses mostly in the beholder’s
efforts to ‘approach’ and relate to the divine. In particular, St John of Damascus states
that ‘we use all of our senses to produce worthy images of Him, and we sanctify the
noblest of the senses which is that of sight’.”” Producing mental images of Christ in
one’s mind, imprinting His image in one’s memory or connecting with Him spiritually
begins with contacting Him at a visual level through the medium of the icon. Although
potentially all senses could be used in communicating with the divine, the icon as a
primarily visual aid favours sight. For this reason, in the Damascene’s discussion of
images sight is ‘the noblest of the senses’ and the notion of its domination over the rest

of the senses is evident.” Therefore, whether one regards the act of looking at an icon as

22 James, 'Senses and Sensibility in Byzantium', p. 525.
Bmpy moatny dyaliusba Tdv aioctijoswv (modty ydo aictjoswv dpaoctg)’ in John of
Damascus, 'Contra Imaginum Calumniatores Tres', I 17.

324 John here links the corporeal to the intellectual in the sense that each requires the other in the
cognitive process. The Damascene abolishes the division between the world of the ideal and the
world of the empirical not only by recognising the important role that sight plays in the process of
attaining knowledge but by admitting that the only way to knowledge passes through the corporeal
senses. See Alain Besancon, The Forbidden Image: An Intellectual History of Iconoclasm
(Chicago: The University of Chicago Press, 2000), p. 127; Peers, Subtle Bodies: Representing
Angels in Byzantium, p. 115; Leslie Brubaker, Vision and Meaning in Ninth-Century Byzantium:

Image as Exegesis in the Homilies of Gregory of Nazianzus (New York: Cambridge University
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a means towards perception of the form and knowledge or as a means towards spiritual
connection with the Imaged, sight emerges as a primary means through which
communication between the beholder and the viewed object is made possible and
meaning is produced. In this section, I will explore these two parallel directions of visual
experience through Byzantine sources.

The act of seeing as a means towards perception of form and production of
meaning is commented on by John of Damascus. For him the role of sight in the
communicative process is clearly of great importance. In sections 8—13 of his First
Antirrheticus he speaks of the icon as a medium that renders the invisible visible and
accessible and examines the role of sight and of the act of seeing in perceiving the
subject of the icon and in connecting the viewer with the Imaged. Under this prism, the
extract that follows should be read as John’s attempt to describe analytically the way that

the beholder uses sight to perceive what he sees.

Aud ydo t1js aloOnoews pavraoia tig ovviotatol €v T1f
Eumoo00ie xotlig TOV eyrepdAiov xal OUTW TR *OLTIXD

mapaméumetan 2ol T)f uvijun évlnoaveileton”

In John’s text, it is sight that leads the beholder through a visual experience to the

intellectual, as the visual stimuli are translated into a certain perception in the brain that

Press, 1998), p. 46; Parry, Depicting the Word: Byzantine Iconophile Thought of the Eight and
Ninth Centuries, p. 37.

323 A certain perception takes place in the brain, prompted by the sense, which is then transmitted
to the faculties of discernment, and adds to the treasury of knowledge something that was not
there before’. John of Damascus, 'Contra Imaginum Calumniatores Tres', I, 11.
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ultimately enriches the beholder’s knowledge of the viewed object. John claims that it is
through sight that the beholder perceives the image and can relate to the viewed object. A
mental image of the stimulus is perceived through sight and becomes imprinted in the
viewer’s mind. Through this process, this mental image is transmitted to the faculties of
discernment, and finally it becomes a memory in the beholder’s mind. Therefore, it is
through sight that the viewer has his or her first contact with the Imaged. Sight, as the
primary receptor of the visual stimulus plays an important role in the act of
communicating with the Imaged. However, even though sight seems to function as a
receptor only, its role is far more important than that of being just a channel of
communication. According to the Damascene, it is through what the beholder sees that
he or she can attain knowledge of the form of the Imaged, as the creation of the mental
image of what has been seen is based on the act of perception through corporeal sight.
The viewer relies on sight in order not only to perceive but also to understand the
transmitted message and produce meaning within the space of the icon. The concept of
the corporeality of knowledge is described even more explicitly in his third Antirrheticus,

where he mentions:

Ei ydo xail and t@v Aéywv 06" dte xatavoouev oxjuata, dAl’

EE" aw eldouev, xal &l Ty TovTWY E0YdUEda RaTavénow.

326 “If we sometimes understand forms by using our minds, but other times from what we see, then
it is through these two ways that we are brought to understanding’, in John of Damascus, 'Contra
Imaginum Calumniatores Tres', III 24.
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For John the act of seeing as the step towards perception is directly related to
knowledge, enhancing in this way the concept of knowledge to include aspects of the
visual. Nikephoros’ and Photios’ writings also echo this notion while highlighting the role
of sight in the communicative process.’*’ All three writers agree that it is not only through
intellectual activity that one can attain knowledge, but through sight too, which is a
corporeal sense. It becomes clear that sight does not function only as a channel of
communication between the image and the viewer’s mind, in other words as a
mechanistic part of the communicative process. Bodily sight is identified as being a way
to the production and inscription of meaning in the chora-space of the icon. It should be
underlined however, that Nikephoros’ conception could probably be characterised as the
most revolutionary, as he highlights the immediacy of the process by stating that ‘from
the first sight and encounter, a clear and perfect image of these [the facts] is gained’. The
conception of the corporeality of meaning production emerges as a very important
element in Byzantine post-iconoclasm thought. In fact, St John underlines that if
something cannot be perceived through sight then it cannot be understood at all and this is

the exact reason for which, according to him, icons are created. In particular he states:

My 0édwv ovv 6 BOedc mOVTEADS ayvoelv Ul To AoduaTa

TeQLEON ey avVTOIS TUMOVS *al oynfuato xal gxovas »atd THY

3

7 In particular, Nikephoros of Constantinople states in his Antirrheticus: *...[painting] directly
and immediately leads the minds of the viewers to the facts themselves... and from the first sight
and encounter, a clear and perfect knowledge of these is gained’. Photios, following a similar

3

notion states: °...sight touches what is visible... and transfers this image to the faculties of

discernment. From there a memory is produced in order [for the beholder] to attain knowledge’.
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avaioyiav nfudv oynuoato owuotixd £v dUAw 0Qdogl VOOg

oodueva.’*

In this extract John explains that the viewer’s access to the knowledge of the form of
each bodiless, divine creature, can only be performed through images, only through
forms that correspond to the beholder’s nature and that they consequently can perceive
and understand. In this extract, the importance of the role of icons is clearly revealed. For
the beholder, according to the Damascene, there is no possibility of access to knowledge
by using only his reasoning. Instead, it is only through images and the use of sight that
the viewer can be led to knowledge because in this way theoretical and transcendental
images are transformed into forms perceptible by the viewer’s corporeal sense, in
correspondence to his or her nature.”” However, I would suggest that the relation
between sight and knowledge expressed in John finds its most pure expression in a very
ambiguous phrase found in his first Antirrheticus (III, 23). There, John speaks of

owuatixr Oewpia,™ a corporeal and at the same time intellectual act that leads the

28 “God wills that we should not be totally ignorant of bodiless creatures, and so He clothed them
with forms and shapes, and used images comprehensible to our nature, material forms which
could be seen by the spiritual vision of the mind’. John of Damascus, 'Contra Imaginum
Calumniatores Tres', 111, 24.

29 John expressed this notion elsewhere as well. ‘Emeid) ydo Ouwrhol éouev, x puync xal
ODUATOS HATEOREVATUEVOL, XL OV YVOUVI] UDV E0Tv 1] Yvyh, dAL i¢ Va6 magametdouatt
xOAVTTETOU, AOVVATOV UAS EXTOG TOV TwuaTixdV EAOely €l Td vontd.’ (‘Because we are of
a double nature, made of soul and body, and our soul is not naked but it is covered [by the body],
it is impossible for us to reach knowledge without [using] our body’) in John of Damascus,
'Contra Imaginum Calumniatores Tres', III 19. Elsewhere he states: ‘@ewoovvres 0é 1OV
COUATIXOV YAQAXTHOO AVTOV EVVOOVUEY 0§ OvvaTov xai Ty déEav tijg Oedtntos avtov’
(‘By viewing the image [of Christ] we understand, as possible, the glory of God’) in John of
Damascus, 'Contra Imaginum Calumniatores Tres', III, 13.

04814 owpatiniic Bewplag £oyoueda énl v mvevpatxfy Oewiav’. John of Damascus,
'Contra Imaginum Calumniatores Tres', III 27. The extract can be translated as ‘Through corporeal
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beholder to connect with the viewed object and engage in a process of producing
meaning. The term sums up perfectly in my opinion John’s notion of the corporeality of
knowledge as it stands for a mental function that is mediated through, prompted or
initiated by the act of seeing. In this way, sight should be thought of as having a primary
role in the establishment of an intellectual connection between the beholder and the
Imaged as it mediates and enriches his or her knowledge of it. One can therefore assume
that production of meaning in the chora-space of the icon is thought to be an aesthetic
‘experience’ (aesthesis = sense), an experience for the beholder’s sense of sight
primarily. Consequently, active participation in the space in between that separates the
beholder from the viewer is primarily a bodily experience, as ‘access’ to the intellectual
realm ‘passes’ through bodily forms, through aesthetic experiences experienced through
bodily senses.

Photios’ approach enriches our understanding of the role of sight in the
communicative process, as he speaks of the act of seeing as a means towards spiritual
connection between Imaged and beholder. Photios’ approach arguably favours more the
spiritual implications of the beholder’s visual experience of the icon. In particular, in his
17" homily that he recited during the unveiling of a mosaic of the Virgin in Hagia

Sophia, he claims that ‘it is through sight that the image is imprinted in the soul’s

sense we come to spiritual understanding’. John also uses the term aiocOntny Oswpio as an
equivalent to owuatixy Oewgia. (‘Oud te Adyov tais PifAlows Eyyoapouévov—eixoviCel yao
7O yoduua Tov Aoyov, ig 6 0eog Tov vouov tais mra&iv evexoiaye xai ToUS T@V OcoPpiladv
avopav Plovg avayodatovs yevéohar mpooétabe— xai owa Oecwoios aioOntis, Og TV
otduvov xal Ty g0dfoov v i nPwtd tebvar moooétaev eic uvnuoovvov aidviov’ in
John of Damascus, 'Contra Imaginum Calumniatores Tres', III, 23). Translating the term aioOrnTn
Bewgla is even more problematic as the term itself is quite ambiguous. Oewoeio can mean either
the act of seeing or the act of assessment and evaluation. Therefore, the first definition refers to a
visual experience while the second refers to intellectual activity. The word aioBntr| indicates
something that is perceptible by the senses.
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canvas’.”' Photios’ focus is shifted from that of John towards the possibility of a deeper
spiritual connection between the beholder and the Imaged, as he speaks of an image that
becomes imprinted in the former’s soul. In this way sight emerges as a means through
which the establishment of a spiritual connection with the Imaged can be rendered
possible.

In the process of shaping the interactional space of the icon into a chora space of
becoming, there is nothing that is not related in some way to the body, even intellectual
activity and spiritual connection with God. The body is the first receptor of every
stimulus and it cannot be diverted for any reason because without the information that
visual experience offers, the person cannot reach knowledge. Body, mind and soul
together form a united entity, an organic unity that cannot be separated. The icon is
created in a way that every form presented corresponds to the beholder’s nature; it is
‘appropriate for man’s material nature’ as Barber puts it, in order for it to be easily
perceptible by him or her.””> The chora-space of the icon, existing in between the Imaged
and the beholder, has to facilitate the communication of the Imaged with the beholder
and the production of meaning through interaction, as well as his or her spiritual
connection with the divine, through visual experience.

However, is it possible to claim that the beholder’s body as a whole is involved in
the communicative process? James, in ‘Sense and Sensibility in Byzantium’ suggests that

it is through all five senses that the beholder participates in the communicative process

B Qomep ydo 6 Adyog 6 Oi dxroijc, oltw 0L Syewg 1j uoodij Tois Tijis Yuyijs éyxaodrreTal
miva&v’. In Photios of Constantinople, The Homilies of Photius, Patriarch of Constantinople, ed.
by Cyril Mango (Cambridge, Mass.: Harvard University Press, 1958), p. 290 (Homily 17).

332 Barber, Figure and Likeness: On the Limits of Representation in Byzantine Iconoclasm, p. 19.



159

that takes place between him or her and the Imaged.”” James constructs her argument
based on the Byzantine visual theory that favoured both intromission and extramission.
The optical rays that emanate from the source of light, either the beholder or the object,
form a virtual cone and as such move towards the object until they touch it so that the
subject, the source of light, can become visible. Based on this account, James claims that
sight for the Byzantines was a ‘tactile sense’, a notion that is also suggested by Nelson.”*
In particular James suggests that ‘vision was believed to work through intromission or
extramission, but both involved contact between the eye and the thing seen. One touches
the world, grasps it and carries it back to the mind. Touching an icon becomes a form of
seeing and vice versa’.””” Photios, when describing the way that sight is involved in the
communicative process, seems to perceive it as a tactile sense. In particular he states that
‘sight, through intromission and extramission touches what is visible’.”*® Therefore, by
relating the visual to the haptic, Byzantine thinkers arguably propose a synesthetic
paradigm, in the sense that through vision another sense is activated too, which allowed

the beholder to experience the act of looking at an icon in a different, more rich in

33 James, 'Senses and Sensibility in Byzantium', p. 525. For an analysis of art and the role of the
senses see: J. Ree, 'Introduction: From an Aesthetic Point of View', in From an Aesthetic Point of
View: Philosophy, Art, and the Senses, ed. by Peter Osborne (London: Serpent's Tail, 2000), pp.
1-10. Also see Bob Raczka, More Than Meets the Eye: Seeing Art with All Five Senses
(Brookfield, Conn.: Millbrook Press, 2003).

33 James, 'Senses and Sensibility in Byzantium', p. 525 See also Nelson, 'To Say and to See:
Ekphrasis and Vision in Byzantium', p. 153.

3% James, 'Senses and Sensibility in Byzantium', p. 525.

B3 %ai yap xai avti ye dfmov T1f mooyvoeL xai dToEEON TAV STTHAV AXTIVOV TO OQATOV
olovel mw¢ émapwuévy xal meotémovaoa To eldos Tov 6pabévrog . This extract can be found in
Photios’ 17th Homily. Original text in Photios of Constantinople, The Homilies of Photios, ed. by
Vasileios Laourdas (Thessaloniki: Ellinika, 1959), pp. 170-71. Translation is my own. For a
detailed analysis of this extract see Kordis, The Iconology of Photios and the Art of the Post-
Iconoclasm Era, pp. 38-40.
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sensual terms way. Sight is always dominant amongst the senses. However, it is
undeniable that the act of worship involved the participation of the other senses, too. The
faithful in order to venerate the Imaged would touch the icons, kiss them, decorate them
with fresh flowers so that they smelled nice, kneel, sing hymns and read prayers in front
of them. The veneration of the image embraced the whole body and was transformed
from a strictly visual experience to a corporeal one, highlighting in this way the active
nature of the act of worship through the icon.

At the beginning of this chapter I explored the way that the conceptual space of the
icon is transformed into a space in between, by looking at the implications of the relation
between the formal and the essential in the holy image. I suggested that the icon can be
regarded as a chora-space as it unfolds in between the beholder and the Imaged and
functions as a bridge uniting the two realities through the icon. Therefore, the space of the
icon does not suggest a type of essential presence of the Imaged; it is rather created in
order to function neither as presence nor as absence but rather as a recollection of the acts
and the sacrifices performed by the holy persons depicted on behalf of God. In this way,
its communicative function towards its user is not violently disrupted by the notion of the
icon-as-absence and at the same time, the holy image’s role is in accordance with
theological necessities, as the notion of the icon-as-presence is rejected. The icon emerges
as a recollection of the acts of the holy persons depicted, as described by Metochites in his
writings, and it is consciously, for the era under discussion, a work of art. Following this
conception, the icon, as a space in between shaped by art, suggests the emergence of a
lifelike Imaged that is present not essentially but not non-essentially either. The Imaged

within the conceptual space of the icon acquires a third kind of presence, as it becomes
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pictorially present through art. The presence of the lifelike Imaged facilitates the
expansion of the conceptual space of the icon towards the beholder and the establishment
of an interactional space of coming into meaning between Imaged and viewer. Looking at
the conditions that shape the space of the icon between Imaged and viewer, I suggested
that interactivity and corporeality play a major part in the communication between the two
parties. The chora-space of the icon, unfolding in front of the beholder, is therefore
regarded as a space of interaction between the body of the faithful and the pictorial body
of the Imaged. The space of the icon, in between the beholder and the Imaged, is a chora
space under negotiation, shaped by the presence of bodies and always in the process of
becoming meaningful. In the following chapter, I will analyse the way that pictorial
presence is realised in the space of the icon and I will explore how this development
affects the formation of the chora space in between Imaged and beholder, and the

production of meaning.
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Chapter 3: The role of form in shaping the space of the icon

The artistic elaboration of the image creates a third kind of presence within the
space of the icon that can be regarded as pictorial presence, a development that aids the
expansion of the space of the icon towards the beholder. In this chapter I look at how the
design of the Palaeologan image affects the transformation of the space of the icon into a
space in between Imaged and beholder. In the first part of this chapter, with the focus
shifting from the theological and conceptual analysis of the second chapter to a formal
analysis of the image, I explore the way that Byzantine painters of the Palacologan era
responded to the conceptual background of the icon through the design of images. The
design principles, the particularities and the peculiarities of the Palaeologan holy image
will be studied in detail in this chapter by analysing various approaches presented in
recent scholarship and by using images from the Chora monastery as examples. The main
aim of the first part of this chapter will be to identify a system of analysis of the
Palaeologan icon that allows us to understand how pictorial presence is realised through
painting and how the space of the icon is transformed into an interactional space of
becoming. It will be argued that through the application of a specific type of rhythm,
images are transformed into lifelike, pictorial bodies that facilitate corporeal interaction
with the beholder within the space of the icon. The expansion of the space of the icon

towards the beholder and his or her inclusion into it are two of the main characteristics of
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the Palacologan image. The space of the icon is thus regarded as a chora-space: it is a
space in between — between visibility and invisibility, past and present, immediacy and
mediation, presence and absence — where the interaction of the body of the beholder with
the pictorial body leads to the re-shaping of space and the inscription of meaning. After
establishing rhythm theory as the most appropriate tool for understanding the realisation
of pictorial presence and the formation of a pictorial body within the space of the icon, the
second part of this chapter will move to a hands-on visual analysis of two images in the
parekklesion of the Chora monastery. My aim is to demonstrate the applications of
rhythm and the way it affects the formation and the experience of the interactional space

between Imaged and beholder inside the particular space of the parekklesion.

Identifying the pictorial principles of Palaeologan image design

Applying Byzantine theories of visual communication to practice can prove to be a
challenging task. The lack of primary sources on the theoretical background of Byzantine
painting makes its analysis and interpretation difficult, as researchers often disagree even
on the identification of the basic principles of this type of art. Here, I will attempt to
identify the fundamental compositional principles of post-iconoclasm Byzantine art, with
a focus on Palaeologan art, through analysis of existing scholarship on the subject and
observation of images from the Chora monastery. In focusing on tracing the underlying

structure of the holy image, I aim to explore different views on reading and interpreting
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Palaeologan painting in order to identify those most suitable for the study of the images of
the Chora parekklesion. In this section I focus on the design principles of the image and
not on other elements, as it would take me beyond the field of my enquiry to consider the
implications of the use of pictorial light or colour in the images of the Chora. Generally, it
can be noted that colour and light are used to help create a unified scheme of images
within the chapel, as well as to create certain hierarchies within it, like for example in the
case of the bright white garments of Christ in the Anastasis.”’

One of the main characteristics of Byzantine art is that the identification of a single
point where all pictorial forces meet in the painting surface is not possible. The paintings
of the Chora monastery are characteristic examples of that technique. For this reason, one
is necessarily led to follow a different approach in order to understand the design
principles of the paintings of the Chora. The scene of the Enrolment for Taxation will

serve as an example (fig. 8).

7 Hills, studying Byzantine luminism, argues that the Palacologans used light as a dynamic
external force that strikes the figures and functions as a metaphor for the fervour of the saints. See
Hills, Paul, The Light of Early Italian Painting (New Haven: Yale University Press, 1987), pp. 28,
112.
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Figure 8: The Enrolment for Taxation. Eastern lunette of the second bay of the exonarthex. Mosaic.

The design of the architectural structures depicted in this image demonstrates in an
excellent way the lack of a single vanishing point inside the painting. As Oystein Hjort
observes, the upper part of Cyrenius’ throne, on the left side of the image, approximates
an isometric projection, while at the same time the lower part of the throne approximates
an oblique projection. The building to the right is also worthy of attention, as the upper
part of it approximates an oblique projection while the lower part approximates an
orthogonal projection.”® John Willats observes that in the scene as a whole, the

dominating orthogonals move upwards and outwards from the centre of the image,

¥ Hjort, ""Oddities" and "Refinements": Aspects of Architecture, Space and Narrative in the
Mosaics of Kariye Camii', p. 33.
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creating an impression of ‘inverted perspective’.””” However, he also observes that the
small building at the far left seems to be designed to move down towards the centre of the
image, upsetting to some extent the theory of ‘inverted perspective’.

The Enrolment for Taxation is a characteristic example of the Byzantine pictorial
system that arguably places the vanishing point, if indeed there is only one, not inside the
painting but outside of it. This method of organisation of the image’s pictorial forces,
characterised by Hjort as a ‘fundamental convention’ of Byzantine, and specifically of
Palaeologan art,”* has been labelled ‘inverted’ or ‘reverse’ perspective by Mathew.**!
Even though the term ‘inverted perspective’ is hetero-defining and therefore highly
problematic, it has been widely used to describe the Byzantine compositional system. The
definition of the term is also an area of debate. Mathew in Byzantine Aesthetics defines
the system of ‘inverted perspective’ as one in which the vanishing point ‘is not behind but
in front of the picture’.>** The impression that the pictorial elements of Byzantine images

in a way project towards the beholder is arguably one of the most common

339 John Willats, Art and Representation: New Principles in the Analysis of Pictures (Princeton,
NIJ: Princeton University Press, 1997), p. 34; Willats, Art and Representation: New Principles in
the Analysis of Pictures.

0 Hjort, ""Oddities" and "Refinements": Aspects of Architecture, Space and Narrative in the
Mosaics of Kariye Camii', p. 33.

! Gervase Mathew, Byzantine Aesthetics (London: J. Murray, 1963), p. 32. The terms inverted
and reverse perspective seem to have the same meaning for art historians. Even though they are
not necessarily interchangeable, they are both used to describe the phenomenon of a system of
perspective that is characterised by a tendency towards the emanation of forces outside the
painting surface rather than their concentration on a point inside it, thus giving the impression of
lack of depth in the image.

2 Mathew, Byzantine Aesthetics, p. 33. The same definition has been adopted by other scholars,
too. See for example Michel Quenot, The Icon: Window on the Kingdom (New York: St
Vladimir's Seminary Press, 1992), p. 106; Stuart Robinson, Images of Byzantium: Learning About
Icons (London: Loizou Publications, 1996), p. 20; Egon Sendler, The Icon, Image of the Invisible:
Elements of Theology, Aesthetics and Technique (Redondo Beach, CA: Oakwood Publications,
1988), p. 127.
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observations.’* Velmans for example in 'Le Role Du Décor Architectural Et La
Representation De L' Espace Dans La Peinture Des Paléologues', highlights the
Palaeologan tendency towards the projection of pictorial forces outwards, in the direction
of the beholder.*** Pentcheva also comments on the impression of the expansion of the
holy image towards the physical space in front of it.**’

However, the term ‘inverted perspective’ is dependent on the linear perspective that
characterised western art from the Renaissance onwards and therefore it would not be
known by Palaeologan artists. It would thus be more fruitful to begin by looking at the
image and perform an analysis of it without reference to the canonical terminology of
western art history. Moreover, the definition of ‘inverted perspective’ itself, and
consequently the adoption of the term in describing Byzantine art, is problematic as more
often than not there is no single point where all pictorial forces meet in front of the
painting surface. In order to tackle this latter problem and to create a theoretical
framework that could systematise the Byzantine compositional system, various scholars
have proposed different interpretations of ‘inverted perspective’. Miriam Bunim for

example, regards ‘inverted perspective’ as a system of ‘hierarchic scaling’ where the

closer the figures appear to the spectator, the smaller they are and vice versa.** Bunim’s

3 The term has been used by many scholars to describe the Byzantine pictorial system. For
example, see Mathew, Byzantine Aesthetics; Willats, Art and Representation: New Principles in
the Analysis of Pictures; Pavel Florensky, 'Reverse Perspective', in Beyond Vision: Essays on the
Perception of Art (London: Reaktion Books, 2002); Boris Uspensky, The Semiotics of the Russian
Icon (Lisse: The Peter De Ridder Press, 1976); Antonova, Space, Time, and Presence in the Icon :
Seeing the World with the Eyes of God.

** Tania Velmans, 'Le Role Du Décor Architectural Et La Representation De L' Espace Dans La
Peinture Des Paléologues', Cahiers archeologiques, 14 (1964), 183-216, 306-07.

5 Pentcheva, The Sensual Icon: Space, Ritual, and the Senses in Byzantium, p. 228.

6 Miriam Bunim, Space in Medieval Painting and the Forerunners of Perspective, [1st AMS
ed.]. (New York: AMS Press, 1970), p. 7.
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definition, while probably being closer to the Byzantine pictorial reality than Mathew’s
definition, is based on isolated observations and cannot be applied universally as
characteristic of post-iconoclasm, and especially Palaeologan art, as a whole. Bunim’s
approach does not take into consideration the phenomenon of hierarchies of scale that
very often appears in Byzantine painting. Under this principle, in certain images some
figures are large even when they appear close to the spectator, as the painter wants to

highlight the importance of the figure in the image.

Figure 9: The Raising of the Daughter of Jairus. Eastern half of the arch of the bema of the parekklesion. Fresco.

An example of this type of spatial organization is the image of the Raising of the

Daughter of Jairus in the parekklesion (fig. 9), where Christ, the figure closest to the
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spectator is at the same time the biggest one, because it must be clear that he is the most
important one. Even though such hierarchies cannot be taken as rules they certainly
challenge Bunim’s approach and put it under question.

Hjort on the other hand, in ‘Odditties and Refinements’ attempts to enrich our
understanding of the compositional system of Palacologan art by proposing an ‘enhanced
inverted perspective’ system. Studying mostly architectural elements in images, Hjort
suggests that the system of ‘inverted perspective’ should be perceived in terms of multiple
viewpoints that are present simultaneously. An example of this approach is the building in
the image of Joseph Taking the Virgin to His House, where different parts of the building

project towards the beholder at different angles (fig. 10).*"

7 Hjort, '""Oddities" and "Refinements": Aspects of Architecture, Space and Narrative in the
Mosaics of Kariye Camii', pp. 35-43.



Figure 10: Joseph Taking the Virgin to His House. Western half of the transverse arch between the first and

second bays of the inner narthex. Mosaic.

Here, there is no single vanishing point but many, the number and direction of which
varies from one image to another. Hjort’s approach is based on observation and seems to
describe the Palaeologan compositional system satisfactorily, as it focuses on tackling one
of the biggest critisisms of the ‘inverted perspective’ concept, the single viewpoint.
However, the high level of complexity of the compositional techniques employed by the
Palaeologans, makes it difficult for one to use Hjort’s approach systematically in
determining the underlying structure of Palaeologan design, especially when it comes to

figures, which are not the primary focus of his study.
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Bunim and Hjort seek a solution to the problem of the identification and
classification of the Byzantine compositional systems inside the painting surface,
examining ways through which the image itself is designed. However, the problem that
the definition of ‘inverted perspective’ poses is also approached by a different school of
thought, one that seeks to understand the Byzantine holy image not in relation to itself,
but in relation to the viewer. Demus for example, highlights the role of the beholder in our
understanding of the design of the holy image by claiming that the Byzantine design
system owes its character to the fact that the image is created in order to be seen by many
people from many different visual positions. In this way, the painter designs the image in
such way that it does not appear distorted from any angle.**® The mutliple visual positions
versus multiple viewpoints approach is also suggested by the so-called Russian school of
thought, with Florensky being arguably the most prominent figure followed by
Uspensky.**® Uspensky, for example, claims that the ‘inverted perspective’ system
presupposes an image that does not move and a viewer that moves around it, whereas, in
contrast, linear perspective presupposes an Imaged that seems to move while the visual
position is fixed.”® The concept of the painter taking the beholder and his or her use of
church space into consideration when designing an image is indeed an important step
towards the understanding of the main principles of composition in Byzantine art.

However, this approach is not systematic enough to function as a structured system of

¥ Demus, Byzantine Mosaic Decoration: Aspects of Monumental Art in Byzantium.

9 The most important works of this group of scholars are: Florensky, 'Reverse Perspective';
Uspensky, The Semiotics of the Russian Icon. More recently, Clemena Antonova published a
study that offers an overview and discussion of the main concepts of both Florensky and
Uspensky on inverted perspective and spatial organisation in Byzantium. See Antonova, Space,
Time, and Presence in the Icon: Seeing the World with the Eyes of God.

30 Uspensky, The Semiotics of the Russian Icon.
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interpretation of the compositional fundamentals of the holy image. Perhaps for this
reason, Demus, Florensky and Uspensky, having the role of the viewer as their point of
reference, moved on to produce two different interpretations of the ‘inverted perspective’
system.

The Russian scholars claim that ‘inverted perspective’ is used in order for
‘distortions’ to be avoided when the image is viewed from various visual positions.
Antonova, offering an overview of Florensky’s and Uspensky’s work, mentions that the
main characteristic of the system of ‘inverted perspective’ is ‘the simultaneous
representation of different planes of the same image on the picture surface, regardless of
whether the corresponding planes in the represented objects could be seen from a single
viewpoint’.””' The theory of simultaneous planes can be applied for example to the
building in the image of The Presentation of the Virgin in the Temple (western half) that
is designed in a rather peculiar manner, giving the beholder the ability to view at least two

sides of the building simultaneously (fig. 11).

#! Antonova, Space, Time, and Presence in the Icon : Seeing the World with the Eyes of God, p.
105.



Figure 11: The Presentation of the Virgin to the Temple. Western half of the domical vault above the third bay of

the inner narthex. Mosaic.

The concept of the ‘impossible viewpoints’ designed to facilitate the act of viewing is
crucial in the work of the Russian school of thought, as their approach expands from the
image itself, to the viewer and the act of viewing. However, this concept is largely limited
to architectural elements in images and it cannot be used to analyse figures. This
conceptual ‘expansion’ however, does not stop at the gaze of the viewer. Antonova in her
analysis proposes the involvement in the holy image of God’s gaze, too. The final stage of
the aforementioned expansion is therefore the participation of another, immaterial gaze in
the creation of the image. According to Antonova, the Byzantine painter uses the
technique of simultaneous planes in order to design objects in the way that God sees
them, that is from a timeless, and spaceless, that is ubiquitous, point of view. By
proposing the incorporation of God’s gaze into the image, Antonova suggests that the

characteristics of the Byzantine compositional system should be understood in divine
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terms, where the laws of nature as humans know them do not exist. This approach is
notable in the sense that it is not simply descriptive but it seeks to find the reason that the
painters designed images in such way. However, the concept of God’s vision itself raises
many questions. Firstly, as there is no way of knowing how God perceives things it is not
possible to design things the way He sees them. Of course, it can be claimed that each
person can perceive God’s vision in a different way but this fact complicates things even
more as it cannot explain the persistence of Byzantine painters of the later centuries to
follow certain principles. Secondly, one might suggest that if icon painting was so closely
linked with God’s gaze in Byzantium then we should expect this fact to have been
commented on and analysed by theologians of the time, as issues concerning the theology
of the image have been extensively elucidated by Byzantine thinkers.

Demus on the other hand, even though focusing on the importance of the role of the
beholder in Byzantine art, follows a different interpretive path. As Pentcheva has shown,
Demus was influenced by the work of Alois Riegl on Dutch group portraiture,”* when

proposing the concept of the ‘space icon’:

‘To describe these mosaics, encased in cupolas, apsides, squinches,
pendentives, vaults and niches, as flat, or two-dimensional, would be
inappropriate. True, there is no space behind the ‘picture-space’ of these
mosaics. But there is space, they physical space enclosed by the niche, in front;
and this space is included in the picture. The image is not separated from the

beholder by the ‘imaginary glass pane’ of the picture plane behind an

2 Pentcheva, The Sensual Icon: Space, Ritual, and the Senses in Byzantium, p.227.
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illusionistic picture begins: it opens into the real space in which the holy
persons exist and act are identical, just as the icon itself is magically identical
with the holy person or the sacred event. The Byzantine church itself is the
‘picture-space’ of the icons. It is the ideal iconostasis; it is itself, as a whole, an
icon giving reality to the conception of the divine world order. Only in this
medium which is common to the holy persons and to the beholder can the latter
feel that he is himself witnessing the holy events and conversing with the holy
persons. He is not cut-off from them; he isbodily enclosed in the grand icon of
the church; he is surrounded by the congregation of the saints and takes part in

the events he sees’.>>

Riegl in The Group Portaiture of Holland studies the progressive evolution of group
portraiture in Holland between 1529 and 1662. In his study, Riegl stresses the subjective
involvement of the beholder in the image and in this way highlights the lack of
independence of the work of art. For Riegl group portraits rely heavily on viewer
involvement by entering into a dialogue with them. Riegl’s framework is divided into
internal and external coherence in reference to the work of art. In images with internal
coherence, the figures of the scene form a unity, both psychologically and physically and
exist in a finite space that is separated from the beholder. In images with external
coherence on the other hand, the figures are psychologically detached from each other and

the beholder is needed in order for them to be connected.” This idea of the engagement

%3 Demus, Byzantine Mosaic Decoration: Aspects of Monumental Art in Byzantium, p. 13.
3% Alois Riegl, The Group Portraiture of Holland. trans. by Evelyn Kain and David Britt (Los
Angeles, California: Getty Research Institute for the History of Art and the Humanities, 1999), pp.
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of the figures with the beholder versus the interaction among the figures themselves in a
self-contained pictorial space influenced Demus, who expressed the idea of the interaction
between the beholder and the Imaged as the fundamental principle of spatial organisation
in Byzantine monumental painting. The space icon is an image that exceeds the limits of
the painting surface and expands in the space of the beholder. This approach has the merit
of beginning with the image and its relation to the viewer rather than with modern art
historical terminology or expectations. The image of the Last Judgment in the

parekklesion is a good example of Demus’ space icon (fig. 12).

Figure 12: The Last Judgment. Domical vault above the eastern bay of the parekklesion. Fresco.

1-57. For a discussion of the role of the beholder in Riegl’s work see for example Margaret
Iversen, Alois Riegl: Art History and Theory (Cambridge, MA: MIT Press, 1993), pp. 125-47.
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As Robert Ousterhout points out, the spatial organisation of the scene in a three-
dimensional manner, with its elements spread in the vault, makes the image seem to
extend outside of the pictorial space and include the space it envelops.” Demus’ space
icon concept is based on the spatial arrangement of images inside space and he does not
examine the particular design of the images themselves. However, the idea of the
interaction between image and viewer has been very influential for scholars studying
Byzantine art.””® Demus, in his discussion of the images of the Chora, examines how to
curvature of the surface affects not only the design of the image but also the beholder’s
experience of it. As Demus explains, the spatial icons of the Chora were designed to
communicate with the physical space in front and below. In this way, he stresses that
‘oblique projections’ and changes in proportion of figures and architectural elements
reflect the painters’ intention to make use of the available space while producing, at the
same time, images that would appear proportionate when being looked at from the ground
level. Therefore, when analysing the images of the Chora, one should keep in mind that
the location of the image in the building and the characteristics of the surface play an
important role in the image’s design.”’

Kordis, drawing on the work of Riegl and Demus, focuses on a formal analysis of
Byzantine painting, mainly of the Palaeologan era, that is centred around the crucial role

of the beholder. Reflecting to some extent the categories of internal and external

%5 OQusterhout, 'Temporal Structuring in the Chora Parekklesion', p. 74.

%6 See for example the work of Bissera Pentcheva on the performative icon (Pentcheva, 'The
Performative Icon', ;Pentcheva, The Sensual Icon: Space, Ritual, and the Senses in Byzantium );
the work of Kartsonis (Kartsonis, 'The Responding Icon' ; the work of Henry Maguire (Maguire,
The Icons of Their Bodies: Saints and Their Images in Byzantium ; and also the work of Nelson
(Nelson, "To Say and to See: Ekphrasis and Vision in Byzantium').

7 Demus, Otto, Byzantine Mosaic Decoration: Aspects of Monumental Art in Byzantium (New
York; London: Routledge and Kegan Paul, 1997), pp. 80-82.
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coherence that Riegl suggests, Kordis, abolishing the notion of ‘inverted perspective’ as
hetero-defining, analyses Byzantine painting through the categories of internal and
external rhythm. Similar to Riegl’s approach, Kordis regards internal rhythm as a
technique that refers to the design of the objects of the composition in relation to each
other. Through internal rhythm, each element of an image is organised in an X-shaped
arrangement so that it relates to other elements following that type of arrangement.
External rhythm is a technique that refers to the interaction of the pictorial objects with
the beholder and aims at the creation of a three-dimensional effect by designing figures
and architectural elements as projecting outwards, towards the space of the beholder.”®
However, in Kordis’ approach internal and external rhythm co-exist in every image and
constitute formal and not conceptual characteristics of the image, in contrast to Riegl’s
analysis. In this study, rhythmic analysis will be the main theoretical tool that I will use in
a formal analysis of the images of the parekklesion. The reason I have chosen this method
lies mainly in the fact that rhythmic analysis is not hetero-defining and can be used to
illustrate and understand the realisation of pictorial presence in the space of the icon and
the formation of a pictorial body that can interact with the body of the beholder at a
corporeal level. Rhythm theory can be applied almost universally to every image of the
Palaeologan era, and to the images of the Chora monastery in particular. It is a theory that
can be used for the analysis of any object of a composition, either a figure or an
architectural structure, which makes it an even more powerful tool. Finally, the principles

of this method can be clearly defined and illustrated.

38 Kordis, Icon as Communion: The Ideals and Compositional Principles of Icon Paintin,g pp.
18-44.
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Rhythm and pictorial presence in the space of the icon

The first level of rhythm refers to the organisation of each painting as a whole and
can be labelled internal rhythm. Internal rhythm refers strictly to what happens on the
painting surface, and its use by the painter appears to aim at assuring that the relation
between the elements of each painting is harmonious. In the context of Byzantine art,
harmony could probably be best understood as a liminal locus, on the verge between
movement and stability, and internal rhythm is possibly the way through which painters
achieved this type of harmony, a harmony characterised by a strong internal dynamic
balance. By realising the aim of creating a pictorially balanced image, in the Byzantine
sense of the term, the painter managed to create a pictorial body that has the visual
foundations to facilitate interaction in the space of the icon and thus be functional with
regard to the beholder. Internal rhythm is created through the pictorial management of the
elements of each image in relation to each other. Every element of a composition is
related to the others; this is achieved in such way that a condition of dynamic balance is
clear inside the painting. In order for dynamic balance to be realised, the painters organise
every form of the image in such way, that it is characterised by various X shapes.
Following the notion that a diagonal line such as this / is not balanced in itself and needs
another line moving in the opposite direction, for it to become balanced, the elements of
the images are arranged so that they form a series of Xs. The reason the X was chosen as a
basis for the organisation of images lies in the concept that the X is a shape that conveys a

sense of dynamic constant movement, in comparison to the shape of the cross, for
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example, which is formed by a vertical and a horizontal line. The cross is too static and
instead of creating movement it creates immobility. Thus, in order for images to be able to
project an impression of balanced dynamic movement rather than immobility, use is made
of the X shape in every element of each image, both on the micro and macro level. While
the lower half of the X creates a triangle that offers stability to the figure or architectural
element, at the same time the diagonal lines create the impression of dynamically
balanced movement.

The second level of rhythm can be labelled external rhythm and concerns the
relation between the Imaged and the beholder in a direct manner. This second step in
rhythmic management is probably the most important one as through the use of external
rhythm the painters of the parekklesion developed images that become pictorially present
in the space of the icon and actively facilitate corporeal interaction between the Imaged
and the viewer. Being imbued with external rhythm, the elements of each painting seem
to move pictorially towards the beholder by extending outward into the actual space of the
latter. In this way, the beholders find themselves visually enclosed by a virtual cone that
radiates from the painting and develops outside of it, incorporating both the Imaged and
the beholder and bringing them spatially into contact. The use of external rhythm by the
painters adds a strong interactional component to the space of the icon and proves to be a
major aid in their attempt to corporealise the relationship between God and the faithful.
This level of external rhythm supplements internal rhythm to some extent, as it works in
conjunction with the latter in order to increase the interactional potency of each image.
While internal rhythm refers to those pictorial forces developed inside the painting and

concerns its internal structure, external rhythm refers to those pictorial forces that are
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developed from the painting surface outwards. In other words, internal rhythm is used for
the management of pictorial forces within the painting’s surface, while external rhythm is
used for the management of pictorial forces directed towards the beholder. Essentially,
external rhythm is the painters’ communicative tool par excellence, as it is the one that
actually seems to bring the Imaged closer to the beholder. Through its use, the painters
managed to add a third dimension to the paintings of the chapel, that of space, by
designing the images in such way that the elements of each painting seem as if they exit
their space and move towards the actual space of the viewer standing in front of them. In
this way, the Imaged are given the potential to ‘acquire life’ in pictorial terms and move
inside the architectural space of the chapel, joining the community of faithful during the
liturgy. In order to achieve this effect, the painters of the parekklesion depicted almost
every element of each image, figures and architectural elements, in three quarter view.
The use of three quarter view is organised so that a conical effect is created by the
pictorial forces formed inside the painting. This effect extends outward into the space of
the church, enveloping the beholder. External rhythm is used extensively in the church,
including on images high above the level of the beholder, even though in those cases it is
more difficult for the beholder to engage corporeally with the icon. Rhythm is used on flat
as well as on curved surfaces. The curvature of the walls, as in the case of the Anastasis
for example that will be studied later, enhances the effect of external rhythm as the viewer
feels already as being a part of the image as he or she is physically enclosed within the
curved surface.

Internal and external rhythm should be perceived as two highly essential

communicative elements of the image and as two different levels of one and the same
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category. They are tightly interwoven and they function essentially in harmonious
collaboration in the communication of meaning. Their differentiation occurs mainly for
better identification of internal pictorial forces and their classification into those that
concern the internal structure of the painting as the source of its interactional potency, and
those responsible for the projection of this potency towards the viewer. In this way, a
comprehensive analysis of an image can be achieved, while at the same time the fact that

these two levels of rhythm are interdependent can also be highlighted.

Applications of pictorial rhythm in the parekklesion

In addition to the first two main levels of rhythm, another level can also be added to
the equation, in an attempt to enrich our understanding of the space of the Chora
monastery in particular. That third level of rhythm refers to a certain rhythmic
management of the iconographic programme as a whole and concerns the way that the
paintings are designed and organised in relation to each other and, in the case of
compositions, in relation to each element of the composition to another. The concept of
relationality, in this case referring to the way that certain figures are depicted so that they
function in reference to others, becomes evident mostly in the way that figural
representation is managed inside the chapel. The Imaged are depicted in a way that gives
the beholder the impression that the elements of the iconographic programme are related

to each other not only conceptually but also in pictorial terms, and that this relationship



183

has a dynamic and not static character. In this way painters managed to create sets of
pictorial bodies that invite interaction within the space of the icon. The painters followed
a type of rhythmic organisation that seems to emanate from the concept of the wave,
developing in this way a style of figural representation that could possibly be described as
a rhythmic wave. The notion of the wave should be understood as an uninterrupted series
of ‘kinetic pairs’, placed next to each other, with each one leading to the next. Each of
these pairs consists usually of one figure in repose or a more rigid one next to a figure
projecting a more vigorous sense of movement; or a group of figures in repose next to a
group of figures that projects a stronger sense of movement. In order for a wave to be
created, the painters place two or more of these pairs next to each other, creating the
impression of a wave that can be demonstrated schematically with the use of the image

below (fig. 13):

l l l vigorous movement

t t f

Figure 13: Schematic presentation of a rhythmic wave

The concept of the rhythmic wave formed through the alternation between motion
and repose can be rooted in the art of classical Greece. In ancient Greek natural

philosophy, order in the world is achieved through a dynamic balance between contrary
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forces. In Anaximander’s thought for example,”’

the cosmos is understood as the attempt
of contrary forces — wet and dry, hot and cold — to defeat one another. Balance in the
world, as a condition of its well being, is therefore achieved by ensuring that none of the
opposite forces will prevail over the others. The concept of harmony through the balance
of contrary forces is also expressed in ancient Greek representational art. In sculpture for
example, the construction of body parts was based on a self-conscious attempt to create a
whole that would be characterised by a set of opposite concepts. In arranging a statue’s
limbs based on a biometrical system of ‘weight bearing and weight free, engaged and
disengaged, stretched and contracted, tense and relaxed, raised and lowered’ parts, the
artist was able to create a composition that would project harmony achieved through the
balance of contrary forces.’® Excellent examples of this technique include the
Doryphoros or ‘Spear-bearer’, originally executed in bronze by Polykleitos of Argos ca.
440-430 BC and the Discobolos, or ‘Discus-thrower’, executed by Myron of Athens ca.
450-440 BC.® The Discobolos is a representation of a discus thrower caught in mid-
action and it is regarded as representing an abstract ideal of male beauty constructed in a

series of binary opposites.’® To this end, one arm extends behind holding the discus while

the other hangs free; the torso is turned towards the beholder while the legs are in profile;

%9 Anaximander (c. 610—c. 546 BC) was a pre-Socratic philosopher from Miletus, a city of the
Ionia region, now situated in Turkey. Anaximander was one of the first to develop a systematic
philosophical view of the cosmos. See James Evans, Anaximander, Encyclopaedia Britannica
<http://www britannica.com/EBchecked/topic/23149/Anaximander> [accessed 19/12/2013].

3% Jan Jenkins and Victoria Turner, The Greek Body (London: British Museum Press, 2009), pp.
13-14.

3! Jenkins and Turner, The Greek Body, pp. 13-14.

362 Jenkins and Turner, The Greek Bod,y p. 14.



185

one leg bears the weight while the other is weight-free. In this way, elements that are held
in tension are juxtaposed with those that are relaxed.’®

Rhythmic waves inside the parekklesion are most clearly seen in spaces where a
sequence of figures that share certain similar characteristics has to be depicted, such as a
sequence of saints of the same class. The use of rhythmic waves in this case helps the
painters avoid the conveyance of a stagnant and repetitive effect inside the chapel, and
adds a dynamic component to the space, as the individual elements of the iconographic
programme combine to give the appearance of subtle motion. By creating a rhythmic
wave, the painters of the parekklesion created pictorial relationships between adjacent
images of the same spiritual class. The pictorial connection between figures is a dynamic
one, a complementary balance between stability and motion. To this end, certain figures
are depicted ‘in action’, that is in a way that highlights movement, while others are
depicted in a more static manner, thus contributing to the maintenance of an equilibrium
between forces. The result of this type of rhythmic management is a highlighting of
the pictorial relations within the iconographic programme through movement, and
the creation of a dynamic space into which the individual images are set.

Rhythmic waves differ from internal and external rhythm in the extent of their use,
while the purpose of their use remains similar to that of internal and external rhythm. The
use of rhythmic waves is limited and content specific, as they are almost exclusively used
when the painters have to depict a sequence of figures with similar characteristics, usually
saints of the same class. On the other hand, the use of internal and external rhythm,

regarded as one category, is not content specific, but is applied in every image regardless

363 Jenkins and Turner, The Greek Bod,y p. 14.
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of its pictorial content, and to every element of the painting, including figures,
architectural and decorative elements. In terms of purpose of use however, all three
techniques can be regarded as aiding the creation of an image that would be highly
communicative and interactionally potent. The use of internal and external rhythm aims at
creating dynamic, moving figures that can exit the painting surface and join the faithful in
the space of the chapel. The result of the use of rhythmic waves is the establishment and
projection of links — formal/pictorial and conceptual — between individual images. In
applying both techniques, the painters of the parekklesion created images that are strongly
oriented towards aiding the establishment of a relationship between Imaged and beholder.

The process of producing a rhythmic wave refers to the way that individual
paintings relate to each other and here I will refer mostly to figural representations of
saints),” as well as to the way that certain elements of individual compositions relate to
each other. Consequently, there are two levels of rhythmic waves that could be identified,
a macro and a micro level; the first concerning the overall management of the frieze of
saints that runs along the lower zone of the south and north walls of the chapel, where the
creation of a wave is more notable, and the second concerning the rhythmic management

of individual compositions, where smaller scale rhythmic waves can be identified.

364 Figural representations of saints within church space tend to be less studied than others in terms
of their formal content and relation to each other. Maguire’s work forms an exception to this
general rule. In his book The Icons of Their Bodies: Saints and Their Images in Byzantium,
Maguire explores the formal qualities of Byzantine religious portraiture and analyses the way that
artists managed these qualities to highlight the physical and spiritual attributes of different saints.
See Maguire, The Icons of Their Bodies: Saints and Their Images in Byzantium. Building on
Maguire, I make use of the concept of the rhythmic wave, which can be regarded as adding to the
other forms of difference/alternation that he has identified in series of similar images in sacred
space.
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Figure 14: View of the parekklesion, looking east.

The analysis of examples will begin from the macro level and move towards the
micro level in order to offer a more comprehensive view of the rhythmic wave
phenomenon inside the parekklesion. The frieze along the walls of the parekklesion
contains two sequences of martyrs, most of which are full-length military figures, on the
north and south walls, and a sequence of images of Church Fathers flanking the wall
around the bema. The other two images on this section/zone of the church, on the piers

beneath the arch of the bema, depicted facing each other at opposite sides, the image of
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the Virgin on the south wall, corresponding to the image of Christ on the north wall, will
not be analysed in terms of their participation in a thythmic wave.’®

The frieze consisting of martyrs covering the lower zone of the south and north
walls of the parekklesion outside the bema is the starting point of this analysis. This zone
was originally occupied by twenty-six figures, consisting of ten medallions and sixteen
full-length figures. The medallion portraits painted above each arcosolium are busts of
saints of rather small dimensions and for this reason they are depicted mostly frontally
and in a rather static way. These busts of saints enrich the painting surface and give it a
more dynamic look by creating a rhythm through their alternation with the full-length
figures.

Structurally, the south and north walls are not identical. On the south wall, the
eastern and western bays are symmetrical, both having an arcosolium in the centre. On the
north wall however, each bay, in addition to its arcosolium, also has a door, reducing the
space available for painting.’®® For this reason, the painters were able to follow a
symmetrical scheme of figure layout only on the south wall, which, as it will be shown,

results in the rhythmic wave as such being more obvious on that wall of the chapel.

3% The reason for this decision is founded on the idea that these two images do not form part of a
larger sequence of images organised in a way that forms a rhythmic wave. The images of Christ
and the Virgin arguably constitute a set of images in their own right, a pair that does not actively
participate in a rhythmic wave but that rather marks a transition or functions as a dividing point
between the two sequences, that of the more rigid Church Fathers and that of the more vigorous
martyr saints. Based on the concept that rhythmic waves are created in order to dynamically
connect in pictorial terms sets of figures with similar characteristics that stand next to each other,
the images of Christ and the Virgin do not seem to participate in a rhythmic wave in this sense.

366 Underwood, The Kariye Djami, p. 250.



Figure 15: Southern wall of the parekklesion. Eastern bay. From left to right: Virgin Eleousa, St George, St

Floros (medallion), St Loros (medallion), St Demetrios, St Theodore Tiro. Fresco.

Starting from the eastern bay of the south wall, the figures of the two military saints
St George and St Demetrios flank the arch of the first arcosolium (fig. 15). St George, the
first figure, marks the start of this sequence of saints. He stands with his body in an almost
frontal pose, holding his spear upright in his right hand. With his spear emphasising the
vertical axis, this figure seems like a stable pier standing at the starting point of the
rhythmic wave that will follow. On the left side of the painting, the prominent spear
parallels the vertical edge of the wall, giving an impression of immobility, while on the
right side, the saint’s sword extends slightly towards the right, creating a subtle movement
towards the other side of the arcosolium, where St Demetrios stands. In this way, the
figure conveys a balance between stability and motion, and moves our eyes on to the next
figure. St Demetrios, on the right side of the arcosolium, is a figure that in pictorial terms
opposes that of St George. Standing in a pose of acute contrapposto, St Demetrios is more

dynamic. His spear inclines steeply towards the left. The pose both emphasises the curve
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of the arc and suggests communication with the figure to his left. His body is turned
toward the right and his head is turned toward the left. The diagonal line of his sword
continues through his right leg, creating a V-shaped impression that adds an intense
dynamic component to the figure. The diagonal line of the sword-leg directs the viewer’s
eyes to St Theodore Tiro on the right, as it is almost sharply paralleled in the line of the
latter’s spear and main body. The figure of St Theodore Tiro, depicted on the pier
between the two bays, is characterised by an even more intense contrapposto than that of
St Demetrios and gives the impression of a crest in the rhythmic wave (fig. 16). The saint
seems to lean towards the left, communicating with the figure on that side. His spear,
almost parallel to the one of the figure to the left, intensifies the effect of his movement,
which is also highlighted by the line of his shield. However, the saint faces towards the
right, balancing the acute leftward movement and uniting the two bays by relating

simultaneously both to compositions on the left and the right.

Figure 16: Southern wall of the parekklesion. Western bay. From left to right: St Theodore Tiro, St Theodore

Stratelates, St Merkourios, St Prokopios, St Sabas Stratelates. Fresco.
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The figure of the saint depicted on the left of St Theodore Tiro, in the western bay,
is that of St Theodore Stratelates. This figure functions as a point of rest after St Theodore
Tiro’s intense movement. St Theodore Stratelates is depicted almost frontally, giving the
impression of stability and functioning as the trough of the wave. His bent arm and the
diagonal line of his spear are the only elements of the figure that slightly break the
impression of stasis and create a sense of movement, also functioning to lead our eyes to
the left, back to St Theodore Tiro.

On the right side of the arcosolium appears St Merkourios, a dynamic figure
characterised by contrapposto, with his body turned towards the right, his head turned
towards the left and his gaze towards the right. The movements of his body are subtle but
he is depicted in the process of taking his sword out of its scabbard, a movement that adds
a subtle dynamic element to the figure. While the scabbard of the sword points towards
the right and the next figures in the frieze, the process of taking it out of the case itself
creates a movement of the arm towards the left and the figure standing to Merkourios’
left. The wave reaches a peak with the figure of St Prokopios, who is depicted in very
dynamic motion. Both his right arm and leg are extended creating a strong movement of
his body towards the figure on his left. His sword however, is depicted diagonally,
creating a line that leads to the right, balancing the intense leftward movement of the
figure and establishing a connection with the figure on his right. The terminal figure on
the south wall, St Sabas Stratelates, functions as the ending point of the rhythmic wave of
the south wall. Similar to the figure of St George that began the wave. St Sabas is
depicted frontally and in a static manner, functioning as a stable pier that anchors the end

of the wave.
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Figure 17: Northern wall of the parekklesion. Western bay. From left to right: St Eustathios Plakidas, St

Samonas, St Gurias. Fresco.

On the north wall of the chapel (fig. 17) the situation is quite different due to
structural requirements. The relative symmetry that characterises the south wall allowed
the painters to develop a rhythmic wave by using full-length figures. On the north side of
the parekklesion however, the walls of the western and eastern bay are interrupted by the
arcosolia, by two doors, one in each bay, and by one window in the western bay. In this
way, the space available for painting was drastically reduced and, as Underwood points

out, it was not possible for the painters of the chapel to apply the relatively symmetrical
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scheme of decoration that was applied on the south wall to the north wall.*” For all of the
above reasons, the rhythmic wave on the north wall is not as readily apparent.
Nevertheless, the painters attempted to organise and manage the full-length figures on the
north wall following the main principles of rhythmic waves where possible. On this side,
the wave created is subtle and less consistent, in comparison to that of the south wall. At
the west end of the north wall is a wide pier, pierced by an arched opening. The right side
of the pier is occupied by the image of St Eustathios, depicted in a position of subtle
contrapposto. One of his two spears stands upright, highlighting the vertical axis by being
parallel to the edge of the wall. St Eustathios’s figure is at rest and marks the beginning of
the wave. One of his two spears and his sword are both depicted diagonally, in a line that
points to the right, leading to the next figure; however, at that point the rhythmic wave is
broken by an arched doorway. Two martyr saints are depicted in the restricted space
above the door, with the lower parts of their bodies cut away by the arch. Regarding these
two images as parts of the rhythmic wave indeed highlights the irregularity of the wave on
the north wall. Based on the observations made on the south side, after one or two figures
whose gestures do not strongly convey movement, we expect to see a more vigorous
representation. In this case however, three figures with mild movement are depicted next
to each other, in a way disturbing the regular alternations that are characteristic of the
wave. St Samonas and St Gurias, painted above the arched opening, are depicted almost
frontally, thus accentuating the vertical effect that a rectangular structure such as the door
below them conveys. I would suggest that these two images function more as a set of

figures in its own right, a whole with almost no external references to its surroundings

%7 Underwood, The Kariye Djami, p.251.
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that somehow interrupts the regularity of the rhythmic wave. St Gurias extends his arm
holding a cross towards St Samonas, interacting with him in a way, but his left side

remains still, without creating any link to the saint on the other side of the arcosolium,

probably due to the lack of space.

Figure 18: Northern wall of the parekklesion. Eastern bay. From left to right: St Artemios/St Niketas, St Bacchos

(medallion), St Sergios (medallion), Unidentified saint. Fresco.

On the left hand side of the arcosolium (fig. 18), there is a depiction of St Nicetas or
St Artemios. This figure, dynamic and vigorous, functioning probably as the crest of the
wave on that wall, seems to be the companion of St Eustathios in terms of the

development of rhythm. The figure stands in a position of acute contrapposto, gesturing
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boldly, with his body indicating a leftward movement, creating a connection with the saint
on the left (St Gurias or probably even St Eustathios), and the head facing to the right,
relating to the saint on the other side of the arcosolium. His bent right arm and leg and his
spear, arranged diagonally, underline the strong movement of the figure and emphasise
the curvature of the arch of the arcosolium on the right. Finally, on the right hand side of
the arcosolium of the eastern bay of the north wall, stands the figure of an unidentified
military saint. Functioning as the ending point of this irregular and somewhat inconsistent
wave, this figure is depicted in a frontal standing position, with the exception of his head.
The column like posture of the image gives an impression of stability, emphasising the
verticality of the rectangular space on which it is depicted. The inclination of the saint’s
head towards the left signifies the figure’s connection with the image of St
Nicetas/Artemios, thus making him an organic part of the wave. His sword however, held
upright, conveys a strong vertical effect and underlines the function of the image as the
stable ending point of the rhythmic wave on the north wall.

Another series of images that can be studied in terms of rhythmic management is

that of the church Fathers depicted on the wall of the apse behind the altar (fig. 19).



Figure 19: Conch and apse wall of the parekklesion. Apse wall from left to right: Unidentified Church Father, St

Athanasius, St John Chrysostom, St Basil, St Gregory the Theologian, St Cyril of Alexandria. Fresco.

The six church Fathers are divided into two groups of three, separated by a triple-arched
window at the centre of the wall of the apse. As Maguire points out, the church Fathers
are usually depicted in more subtle, static poses than other classes of saints, such as
warrior saints.”®® Their movements tend to look alike to a great extent. The nature of the
rhythmic waves in this sequence of figures is therefore more subtle in comparison to that
of the saints on the south and north walls. The wave in this case is created largely by
objects that the figures hold or through subtle differences in gesture. In this way, the

painters managed to create a subtle rhythmic wave that would project a sense of

% Maguire, The Icons of Their Bodies: Saints and Their Images in Byzantium, pp. 50-57.
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movement, while at the same time maintaining the status of the Fathers by not disturbing
the impression of immateriality that the Fathers supposedly had to convey.**

Even though the gestures of the Fathers are subtle, they are designed in a way that
gives a sense of movement to the composition and breaks the monotony of the frieze. The
six figures hold closed Gospel books in their left hands, while gesturing freely with their
right hands. The rhythmic wave is created through the alternating height of the saints’
right hands and the alternating height of the books held in their left hands. From left to
right, the movement of the right hands of the five figures could schematically be
described as high-low-highest-low-high and the movement of the books as high-low-
highest-low-lower. In this sense, the image of St Basil stands at the crest of the rhythmic
wave, thus offering the frieze a sense of centre or reference point.

In the case of the full-length figures of the south and north walls, as well as in the
case of the frieze of church Fathers, the painters enhanced the communicative capability
of the figures through the use of rhythm and made them more ‘approachable’ to the
beholder. The rhythmic wave creates the impression that figures standing next to each
other belong to the same group and form a body of images. Overall, all the figures of
saints in the chapel constitute a symbolic body of and in Christ that exists among the
faithful inside the parekklesion. This conceptual body is given corporeality and a sense of
life through painting and the development of rhythmic waves. The use of rhythmic waves
highlights the role of each figure as a member of the pictorial body of images. The
painters, instead of creating a frieze of images with no reference to one another that would

stand still as witnesses of their own personal truth, created a body of images in which

% Maguire, The Icons of Their Bodies: Saints and Their Images in Byzantium, pp. 50-57.
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each member functions in reference to another, in order to create a whole that would attest
to the truth of Christ.

Moving from the macroscopic to the microscopic level of analysis, the development
of rhythmic waves inside the chapel continues within individual compositions. There,
rhythmic waves can be observed in spots where a sequence of similar figures has to be
depicted, usually a series of saints of the same class. As one moves towards smaller scale
compositions, the boldness of the rhythmic wave is reduced significantly, in comparison
to the waves created through the full-length figures of the south and north walls, for
example, but they still convey a sense of movement and highlight the relationship
between the figures. An excellent example of rhythmic management inside a composition
can be seen in the The Last Judgment, particularly in the section of Apostles and angels

painted in the eastern half of the domical vault (figs. 20, 21).
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Figure 20: The Apostles, left group. Part of the Last Judgment. Eastern half of the domical vault above the

eastern bay of the parekklesion. Fresco.

The Apostles are arranged in two groups of six, flanking the image of Christ, and all
hold open books. The similarities between the twelve figures are considerable, a fact that
increases the risk of monotony and stiffness. For this reason, as Underwood underlines,
the painters used rhythm to enliven the image,”” created through movements of their
bodies and heads. In both groups, the two Apostles closest to Christ are turned towards
him, placing emphasis on the centre of the image, while figures three and four as well as
figures five and six (moving from the centre of the image outwards) form two pairs that

communicate with each other.

7 Underwood, The Kariye Djami, p.202.
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Figure 21: The Apostles, right group. Part of the Last Judgment. Eastern half of the domical vault above the

eastern bay of the parekklesion. Fresco.

A similar type of pictorial management is observed in the case of the figures of the
angels that surround the image of Christ in the mandorla, but to a lesser extent (fig. 22).

The rhythmic wave is created here by the movement of the angels’ heads.
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Figure 22: The Deesis. Part of the Last Judgment. Eastern half of the domical vault above the eastern bay of the

parekklesion. Fresco.

With the creation of rhythmic waves, the figures, even though they do not all form
parts of one single composition, become integrated into one great whole, which could be
characterised as a pictorial hypertext or narrative. This narrative functions as an organic
whole integrating individual elements into a wider body of images. It is a collective body
created through the interaction among individual bodies. This narrative or body of images
is constituted by individual members that are designed in order to be able to function in
relation to each other. The ability of the individual elements to relate to each other
activates the energy of the interactional collective body. At the same time, the
communicative potency of the collective body highlights the interactional qualities of

each individual element that constitutes it. The use of rhythmic waves projects an image
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of strong community bonds between the figures depicted, by highlighting their internal
relations. However, relations are established among the figures depicted but also between
the Imaged and the beholder. The Imaged is rendered communicatively potent not only
internally, but externally too, in reference to the beholder. In order to achieve this, the

images of the chapel are imbued with two more levels of rhythm, internal and external.

Internal and External Rhythm

In the analysis that will follow, various examples of images from the parekklesion
will be studied in order to illustrate the use of internal and external rhythm. Each image
will be studied as a whole, first examining the internal rhythmic elements and then the
external, in order for this study to be more comprehensive. After performing this analysis,
one should be able to apprehend the way that the images of the parekklesion function
communicatively in reference to the beholder within the space of the icon. I will analyse
two images, the Anastasis and the image of St Theodore Tiro. The analysis of images will
focus here on rhythm and the implications of its use, therefore other elements of the
images, such as colour will remain outside the scope of this thesis. As stated earlier,
rhythm is applied in the church on both flat and curved surfaces, and here I will attempt to
show how rhythm affects the way that the image is experienced by the beholder in both
cases. In the case of the Anastasis, the curvature of the apse enhances the impact that
external rhythm has with regards to the way that the image is experienced by the faithful,
as there is already a sense of enclosure within the curved surface. In the case of St

Theodore Tiro, one can notice the formation of a virtual cone that emanates from the
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painting outwards, even though the surface is flat. An important thing to note here is that
the figures in both images are designed in proportion to the beholder, as Christ for
example measures 1.63 metres in height, while St Theodore measures 1.90 metres. As the
space of the parekklesion is relatively small, no major optical distortions occur due to
height or point of view, especially with regards to the images in question. Finally, it
should be noted that rhythmic forces (internal and external) will be marked on the images
that follow mostly as straight and not curved lines, mainly in order to achieve a more clear
representation. Rhythmic forces should be thought of as following naturally the curvature

of the pictorial lines.

The Anastasis

Figure 23: The Anastasis. Conch of the apse. Eastern Wall of the parekklesion. Fresco.
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The Anastasis (fig. 23), filling the semidome of the apse at the east, occupies the
most prominent position inside the chapel. Christ is here depicted triumphing over Death,
through His own death and descent into Hell. The image is regarded as a pictorial
presentation of the doctrine of the descensus ad inferos; Christ is portrayed raising Adam
and Eve as progenitors of all mankind, an act that symbolises the redemption of all
mankind through the descent of Christ into Hell. Christ is depicted surrounded by a
pointed mandorla, resurrecting Adam and Eve from Hell. At the base of the image, right
below the figure of Christ, lies an area of darkness, representing Hell, with its gates
broken and Hades chained in a movement of eternal submission. Adam is depicted on the
left and Eve on the right of Christ, both being raised from their sarcophagi and pulled by
Christ towards Him. The figure of Christ is flanked by two groups of the resurrected
righteous. On the left, the image of St John the Baptist emerges as slightly more
prominent than the rest of his group, probably due to his capacity as forerunner. On the
right, the image of Abel seems to be somewhat detached from the rest of his group. Abel
stands inside the tomb of his mother, Eve, and he is given high importance as the first
human to meet Death. The image of the Anastasis is completed by the rocky formations

of the landscape, which tear the blue sky and envelope the figures of the composition.
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Figure 24: The Anastasis. Internal Rhythm

Tracing the internal rhythmic elements should start with the central figure of the
composition, that of Christ (fig. 24). The figure of Christ is characterised by acute
contrapposto, with his body leaning towards the left and his head turned towards the right,
while he gazes towards the left. With the core of his body functioning as a central axis,
there are two main pictorial forces that can be identified. The first starts from the
movement indicated by the head and is transferred diagonally towards the ground through
the movement of His left leg. The second is indicated by the rightward movement of
Christ’s body, which is highlighted by the projection of His right leg towards Adam, and
continues all the way inside Hell, where the right door functions as an extension of this
strong rightward movement. In this way, a dynamic X is formed. This X shaped

movement is also rearticulated by the movement of Christ’s arms; each one follows the
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direction of one of the diagonal lines described above, thus accentuating even more the
dynamics of the figure.

The figures of Adam and Eve are to some extent managed by the painters in a
similar way in terms of internal rhythm. Adam’s movement is intensely leftward as Christ
pulls him upwards to raise him from his tomb. This diagonal leftward movement towards
Christ starts from Adam’s right leg, which extends outside of the sarcophagus and
continues through the movement of his body. It passes to his arms, which are both
extended towards Christ and it is completed with Adam’s head that faces Christ directly.
Both in literal as well as in symbolic terms, the act of raising Adam is so powerful and
intense that the painters highlighted it as much as possible. For this reason, an acute X
does not characterise the figure of Adam here, in order for his movement towards Christ
to be even more accentuated. However, the painters manage to balance the figure to some
degree by depicting Adam’s left leg being projected diagonally in the opposite direction
from the one that his body follows, creating in this way a subtle X that balances the figure
out without reducing the leftward effect. Eve is depicted in a similar manner. Her figure is
marked by a strong rightward movement towards the image of Christ, that is the
consequence of raising her from the tomb. The whole body of Eve participates in this
rightward movement. Starting from her left leg, projecting outside of the sarcophagus, her
body moves diagonally towards the right, a movement that passes on to both of her arms
and her head, turned towards the figure of Christ. Again in this case, the painters highlight
the symbolic significance of Eve’s being raised from the dead and for this reason her
figure is characterised by an intense rightward movement that is intentionally not

balanced out completely. As a means of balancing Eve’s movement, her bent right leg
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has been depicted projecting towards the left, a movement that is, on a second level,
supported by the movement of her garment diagonally towards the same direction. In this
way, a subtle X is created, offering a certain degree of balance to the figure, the overall
movement of which continues to lead towards Christ, placing emphasis on the
soteriological significance of the miracle of the Anastasis.

The secondary figures that surround the core of the composition, the two groups of
the righteous, are also organised rhythmically. St John the Baptist, three kings and six
anonymous figures of various types comprise the group on our left. The figure of John is
characterised by intense contrapposto, with his body moving towards Christ and his head
facing his companions. John’s figure develops on a curved axis, as shown in the image
(fig. 24), formed by the movement of the core of his body and accentuated by the
movement of his head. An imaginary line formed by the movement of John’s arms, which
are bent and point in the direction of Christ, intersects the body-head axis and creates an
X, adding a sense of dynamic balance to the figure. The figure on the right of John is that
of king Solomon. This figure is to some extent managed in a similar way. Solomon’s
body seems to lean towards Christ, while his head is turned in the direction of King
David, who stands behind him. Solomon’s right upper arm and right leg are placed on the
same axis and follow a diagonal pictorial force. His left leg however is placed on a second
axis that intersects the first one and gives the figure an X shape. Solomon’s bent arms
highlight this contrast by being placed on a third axis that intersects the previous two
diagonally, adding one more level to the X shaped internal rhythm of the figure. The
figure of King David is created in a more or less corresponding manner, but it is not

characterised by such acute contrapposto. In this case, an axis is created, through the
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movement of David’s right upper arm, right thigh and left leg, following an imaginary
line that seems to lean towards the direction of Christ. A different pictorial force,
developed through the movement of David’s right leg, which is depicted bent and
pointing towards the figure next to David on the left, crosses this axis. The figure next to
David, at the far right corner, is again constructed on a system of two intersecting axes
forming an X. The first axis starts from the figure’s right arm and continues on to his right
thigh and leg. The second one, cutting across the first one, is a curved axis formed by the
movement of the figure’s bent right forearm and left leg, which projects towards the right
corner of the composition.

Abel and six other anonymous figures of prophets and forefathers comprise the left
group of figures. The painters manage the figure of Abel in a rather modest way, in
rhythmic terms, as it does not seem to be characterised by intense movement, in
comparison to his companions on the right and on the left. The statue-like quality of his
figure is highlighted even more by the verticality of his shepherd’s crook and the parallel
manner in which his legs are painted. Arguably, the only feature of the figure that conveys
a sense of movement is his forearms. Each one of Abel’s forearms is depicted on a
different, intersecting axis, creating in this way the formation of a rather subtle X in front
of the core of his body. In contrast to Abel’s relatively static figure, the two full-length
figures next to him on the left, seem to be much more dynamic, as they are depicted
almost on the move. The figure right next to Abel indeed conveys a strong sense of
dynamic movement, as it is designed on a system of two intersecting pictorial forces. The
figure seems to lean in the direction of Christ, an impression that is highlighted by the

pictorial force formed by the figure’s left arm and right leg. However, this intense
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rightward movement is balanced by another, contrasting pictorial force intersecting the
first one. The second pictorial force is formed by the figure’s left leg, which is extended
towards the left corner of the composition. Finally, the third figure on the left is also an
interesting example of rhythmic management by the painters of the parekklesion. In this
case, there are three pictorial forces that mark the figure and give a sense of movement to
it. The figure’s back, depicted in a diagonal line forms the first axis and projects the
leaning of the figure towards the centre of the composition, where Christ stands. Two
other almost parallel axes cut across this axis, a fact that accentuates even more the
figure’s dynamics. The movement of the figure’s left arm and right leg forms one of them,
while the other is formed by the figure’s left leg.

The decorative and architectural elements of the composition are also organised in a
rhythmic manner. The sarcophagi of Adam and Eve, at the base of the image, are depicted
diagonally, placed on two axes that, if they were to be extended, would intersect each
other. The formation of an X by the two pictorial forces of the sarcophagi is used in order
to convey a sense of dynamic movement of these objects in accordance with the rhythmic
management of the rest of the elements of the scene. The rock formations at the
background of the composition are also designed according to the principles of internal
rhythm. Imitating to some extent the curvature of the apse, the painters of the chapel
created two curved axes by the use of each of the bare mountains. Extending the two axes
formed by the mountains would lead to the formation of a shape similar to that of a
spherical triangle that would envelop the scene.

Analysis of the internal rhythm of the scene of the Anastasis, leads to the conclusion

that internal rhythm is applied to every element of the composition, figures, decorative
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and architectural elements. In this way, the painters of the parekklesion create a
composition that is characterised by dynamic movement. Even though the elements of the
scene are well balanced in themselves and in relation to each other, at the same time,
through rhythmic management, they manage to convey a strong sense of motion.
However, it should be noted that not every element of the scene is given the same
potency, in terms of movement. While some figures convey a strong impression of
movement, others are designed to convey a less intense impression of movement,
depending on their role in the scene. In this way, even though the method of managing
each figure is similar, as the painters use internal rhythm on every figure, the degree of
movement of each figure differs. While the main principles of the system remain the
same, each particular element is managed in a modal way in order to achieve different
outcomes. The figures of the righteous for example, are not designed in a different way
from those of Christ or Adam and Eve, as their design is based on an X-shaped mode of
development. However, they convey a not so intense impression of movement, in
comparison to the figures of Christ or Adam and Eve, the protagonists of the scene. The
degree of movement of every figure is therefore adjusted according to the needs of the
scene. Thus, what is observed is a type of communicatively directed hierarchy based on
the differences in the degree of movement of every figure. According to this notion, the
most important figures of the scene, in other words the ones who are supposed to be more
powerful in communicative terms due to their symbolic significance, are depicted as
being more dynamic, in terms of movement. The figure of Christ is the most dynamic,
while the figures of Adam and Eve follow on a second level, conveying a sense of milder

movement to the beholder. The figures of the righteous are on a third level in this sense,
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as they are characterised by even milder gestures. The figure of Christ, the most
prominent one in the composition in symbolic terms, emerges as the most vigorous of the
scene. His extremely dynamic figure places Him at the centre of attention, as His
symbolic significance is highlighted even more through pictorial means. The raising of
Adam and Eve from their sarcophagi, symbolises the redemption of all mankind and for
this reason, the figures of Adam and Eve are also imbued with dynamic movement
through rhythm, with their symbolic importance in the composition being actively
projected. In this way, the core of the composition is created by three figures that convey
a very strong sense of movement, Christ at the centre, flanked by Adam and Eve. The
figures of the righteous that surround them are of course managed in a rhythmic manner,
but they are not characterised by intense movement in order for them not to distract the
beholder’s attention from the central figures of the composition. In this way, the symbolic
hierarchy of the scene is rearticulated and highlighted in pictorial terms through internal

rhythm.



212

Figure 25: The Anastasis. External Rhythm (Christ)

The image of the Anastasis is also an excellent example of the use of external
rhythm. The figure of Christ (fig. 25) is managed in a highly rhythmic manner and it can
be characterised as a figure that creates its own microenvironment outside of the painting.
In order to explain this, I will analyse the pictorial forces that are developed from the
figure outwards. The image of Christ at the centre of the composition is designed in a
multilevel three quarter view, instead of being depicted frontally. His head, the core of
His body and His left leg are designed in three quarter view and seem to move towards
the left. On the other hand, His gaze and His right leg are designed in three quarter view
but seem to move towards the right. This antithesis in movement of different body parts is
indeed highlighted by the way that Christ’s feet are depicted; the right foot points
rightwards, while the left foot points leftwards, thus indicating that the figure could

potentially move simultaneously towards both directions. By adopting the three quarter
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view, instead of a frontal manner of depiction, the painters managed to design an image
that does not seem to move inside the painting surface, as it is depicted neither frontally,
developing a vertical relation with the surface, nor in profile view, developing a
horizontal relation with the surface. It is depicted in dual three quarter view instead,
giving the beholder the impression that it sticks out of the painting surface and moves
towards them, in a twofold manner, as it extends towards two different directions. In this
way, the painters managed to create an image governed by two contrasting pictorial forces
that develop outwards forming a virtual cone that extends inside the space of the chapel
and envelops the viewer who stands in front of the figure of Christ. For this reason, the
figure of Christ can be regarded as one that creates a complete microenvironment in

reference to the beholder, as it forms its own virtual cone to include the beholder.

Figure 26: The Anastasis. External Rhythm (Adam and Eve)
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The majority of the elements of the composition are designed in a similar manner
(fig. 26). Adam is depicted as moving towards Christ, while being raised by Him.
However, instead of him being depicted in profile view, essentially moving in the
direction of Christ, paradoxically, he is depicted in a leftward three quarter view. This fact
seems to convey the impression that Adam, instead of moving towards Christ, moves
outwards, towards the space of the beholder, an impression that is further accentuated by
the way that his left foot is depicted. This exact rhythmic management is applied to the
figure of Eve, too. Christ pulls Eve out of her sarcophagus, in His direction. However, the
painters of the parekklesion depicted Eve in a rightward three quarter view, instead of
profile, leading the beholder to sense that her movement is actually outward and exits the
painting surface. In this way, the figures of Adam and Eve supplement each other in a
way and create in collaboration a virtual cone formed by the two pictorial forces that
govern the two figures. These two forces intersect each other in front of the painting and

create a conical, enveloping environment for the viewer.
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Figure 27: The Anastasis. External Rhythm (The righteous)

Moving away from the centre of the composition towards the sides, a similar
rhythmic management is observed (fig. 27). The painters treat the secondary figures in a
rhythmic way by imbuing them with external rhythm. Such is the case of the figure of
Abel for example. His body should be expected to be pointing towards Christ, while in
actuality he is depicted in three quarter view, on the axis of Eve’s figure. In this way,
another level is added to the pictorial force that governs the figure of Eve, with the figure
of Abel conveying the impression that he exits the painting surface and moves rightwards
towards the beholder. Three other figures are placed on the same axis, adding a degree of
multidimensionality to the pictorial force that moves leftwards outside of the painting.
The three figures of prophets or forefathers depicted next to Abel are portrayed in three

quarter view, too, accentuating the rightward movement of Eve and Abel in the direction
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of the viewer. In an attempt to balance the intensity of the rightward movement of Eve
and of the left group of the righteous, the painters add a figure to the group that moves
leftwards outside of the surface, forming a contrasting pictorial force. The three quarter
figure behind Abel seems to move towards the left, distancing itself from the rest of the
group to some extent. However, the head of the figure faces rightwards, following the
pictorial force that characterises the rest of the figures of the group, and in this way
retaining a point of contact with them and with the centre of the composition.

The right group of righteous is designed in a similar manner. King David imitates
the movement of Adam, as he is depicted in three quarter view facing leftwards in the
direction of the viewer. In order to add another level to this pictorial force, the painters of
the chapel depicted the core of king Solomon’s body in the same angle and thus moving
in the same direction. This strong force is further accentuated by the core of the body of
St John the Baptist, also depicted in three quarter view. However, in order for the
acuteness of the leftward pictorial force to be toned down to some extent, the painters
created, inside this group of righteous, a rival pictorial force, that points rightwards. The
movement of St John’s and king Solomon’s head, who turn their faces rightwards, creates
this force. Hence, the painters managed to create a virtual cone inside the right group of
righteous, adding in this way to the multidimensionality of the image.

It should be noted that the architectural elements of the composition are also
designed in reference to the viewer. The broken doors of Hell, depicted below Christ’s
feet, at the base of the image, also participate in rhythmic organisation, as they are
depicted in a way that highlights the projection of the pictorial forces that govern the

figure of Christ, as shown in figure 20. The sarcophagi of Adam and Eve are also treated
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rhythmically. The pictorial forces emanating from them accentuate even more the central
cone created by the figure of Christ, as they seem to add another level to the pictorial
forces that originate from Christ’s figure.

In this way, it becomes clear that external rhythm adds a communicative dimension
to the image of the Anastasis and makes the pictorial body capable of interacting with the
beholder in the space of the icon. The figures, as well as the architectural elements of the
scene, are depicted in reference to the beholder. Indeed, through their rhythmic
elaboration, as described above, the pictorial elements convey to the beholder a sense of
movement into the actual space of the chapel. However, the elements of the composition
do not simply seem to exit the painting surface individually. Instead, their design allows
them to participate in a complex system of virtual cones, developed in front of the
painting surface, that organises and frames their movement in a sense, in order to make it
more powerful in interactional terms. In this way, the pictorial elements are managed
rhythmically in order for their movement to create a conical effect that envelops the
beholder and facilitate interaction between both parts mainly through the decrease in the
distance that separates them. The multidimensional system of cones, embraces not only a
viewer who would stand right in front of the centre of the image, but every viewer,
regardless of the angle from which they look at the image, extending the image’s
accessibility and enhancing its communicative dynamics.

The element of internal rhythm emerges as one of the basic tools for the design of
the image. Its use fundamentally affects the way that the image functions in the space of
the icon. The Anastasis conveys a strong sense of movement that takes place inside the

painting. This impression is achieved through the way that the Imaged relate to each
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other. Internal rhythm transforms the composition into a pictorial body by making every
element of each scene into an active component of a potential interaction. While internal
rhythm is responsible for the inner movement and consistency of the pictorial body,
external rhythm translates the internal movement into an event that would involve the
beholder in the space of icon. The principle of the X-shaped pictorial relation is expanded
through external rhythm and it is used in order to make the interaction between the
Imaged and the beholder possible by reducing the distance that separates the two
components.

The question that emerges at this stage is: how is rhythm used in the case of single-
figure images? The answer will be provided through the analysis of one characteristic

example.

St Theodore Tiro

The figure of St Theodore Tiro (fig. 28) occupies the pier between the western and
eastern bay of the south wall and can be considered to be the counterpart of the image of
St Artemios/Nicetas (fig. 18). St Theodore is a soldier saint and for this reason he is
depicted here carrying his weaponry. In his right hand he holds a long spear, while in his
left hand he holds his sword. His shield is hung from a baldric over his right shoulder and

hangs behind his figure in the opposite direction.
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Figure 28: St Theodore Tiro. Internal Rhythm. Pier between the western and eastern bays of the south wall of

the parekklesion. Fresco.

Starting with the internal rhythm of the figure, there are clearly intense
juxtapositions created inside it. The saint’s chlamys, tied in a knot below his chest to the
right, is drawn across his chest reaching his left shoulder, creating a diagonal axis that
marks the saint’s upper body. The baldric of his shield is another, counterpart axis that is
formed in the same area of his body. The intersection of the two in front of the saint’s
chest creates an X-shaped. The baldric of the saint’s shield however, participates in the

formation of another juxtaposition, too, as the diagonal line that it creates, cuts across the
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axis of the spear, which crosses the figure at an angle. The linear antitheses continue with
the participation of the saint’s arms in the rhythmic organisation. In particular, the
extension of the line formed by the saint’s right upper arm is cut across by the diagonal
axis drawn by his arm, while at the same time the latter is traversed in its extension by the
axis of the spear. The same axis, that of the spear creates an X-shaped juxtaposition with
the saint’s left upper arm too, which moves towards the left side of the painting. At the
same time however, the left upper arm participates in another antithesis, this time in
relation to the left arm, which moves rightwards towards the core of the saint’s body. The
spear, emerging as a major rhythmic component in the image of St Theodore as observed,
relates rhythmically to the shield as well, by traversing its width and creating another X.
In an attempt to examine the figure in macro-level, one has to zoom out and study the way
that the figure itself is designed. Leaving elements such as the saint’s weaponry aside, one
notices that the body of the figure is itself managed rhythmically. The intense leftward
movement of the core of the saint’s body, contributing to an impression of an almost
dance-like pose, is contrasted to the leftward movement of the lower half of his body,
creating a macro-X that involves the figure as a whole. Thus, it becomes clear that the
image of St Theodore Tiro is even richer in terms of internal rhythm, in comparison to
that of St Artemios/Nicetas. Embodying more antitheses and juxtapositions of pictorial
forces, the figure of St Theodore is marked by an even higher degree of inner intensity
that leads to the conveyance of a strong impression of dynamic but yet perfectly balanced

movement.
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Figure 29: St Theodore Tiro. External Rhythm

The complexity of internal rhythm cannot but be reflected in the external rhythmic
organisation of the image (fig. 29). In the case of the image of St Theodore, the painters
increased the complexity of external rhythm in order for the intensity of the internal
pictorial antitheses to be exteriorized and projected towards the beholder. The saint’s head
is depicted in three quarter view facing to the left and outwards, creating the first pictorial

force that radiates from inside the painting surface towards the space of the beholder. The
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counterpart of this force is the one created by the core of the saint’s body. The core of
Theodore’s body is portrayed in three quarter view creating a rightward movement that, in
its extension, would ultimately lead outside of the painting surface. In this way, the head
and the core of the body form a set of pictorial forces that exit the painting and envelop
the viewer inside a virtual cone. Nevertheless, the complexity of the internal forces of the
image arguably called for the further expansion of external rhythm. For this reason, the
painters, by reusing one of the pictorial forces that participated in the first cone, managed
to create a second virtual cone, emanating from the same image. In order to achieve this,
they contrasted the rightward axis of the core of the saint’s body, further accentuated by
the three-quarter design of his legs, to the leftward axis indicated by the saint’s left lower
leg and foot, which are also depicted in three quarter view and seem to move outwards.
As a consequence, one observes the formation of a second cone that expands towards the
space of the beholder and invites them to interact with the Imaged. The figure of St
Theodore is in point of fact a remarkable example of external rhythmic management; this
image functions as evidence that a single-figure image can not only be self-sufficient in
terms of its communicative function, but it can be as powerful in interactional terms as a
composition involving many figures, due to the multi-dimensionality of its outward

pictorial forces.
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Conclusion

Through the rhythmic management of the image, the Imaged come closer to the
senses of the viewer. In this way, the space of the icon is transformed into an interactional
domain of communication between bodies. The space of the icon is filled by the pictorial
presence of the Imaged and the physical presence of the beholder and, through their
interaction, it acquires meaning, while being shaped and re-shaped. It is a chora space of
becoming, existing in between realities and being constantly under negotiation between
bodies. As a chora-space in between, it provides the link between visibility and
invisibility, past and present, immediacy and mediation. The visible body of the saint,
depicted on the wall of the chapel, pictorially present in his or her image, is connected
through rhythm to his invisible body, the one that dwells in heaven, close to God. The
lifeless image of the saint’s body becomes lifelike when imbued with rhythm, and joins
the space of the viewer, in a painter’s attempt to merge the world of the lifeless visible
image with the world of the eternally alive but invisible saint in heaven. The application
of rhythm could probably be perceived as an attempt to make the concept of the ‘ubiquity
of the sacred’, in Mondzain’s terms,”’' into an experience for the senses. The invisible
archetypes acquire pictorial form in their icons and through the rhythmic management of

the image, the Imaged appear to move in space accompanying and following the

7' Marie-Jose Mondzain, Image, Icon, Economy: The Byzantine Origins of the Contemporary
Imaginary (Stanford: Stanford University Press, 2005), p. 138.
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beholder.’”> The holy persons depicted acquire pictorial bodies that can be seen and felt
inside space, pictorial bodies that the beholder can communicate with and relate to,
deconstructing in this way the wall that separates invisibility from visibility, sacredness
from profanity, heaven from earth. Thus, the given ubiquity of the sacred, as Mondzain
perceives it, becomes, through rhythm, a corporeal experience for the faithful, realised
through the potential interaction between Imaged and viewer in the chora-space of the
icon.

The space of the icon can also be understood as a link between present and past. |
would suggest that the image, when imbued with rhythm, exists in the gap between the
present time of the beholder and the historic time of the holy person depicted, who is no
longer present on earth. This gap, marked by the saint’s actual absence from the world of
the living, is filled by a space that can break the boundaries of time as traditionally
perceived by people and exist in a locus that allows it to bridge the gap between both
temporal realities. The image of the holy person is linked to the past through its sharing of
likeness of form with the prototype. At the same time, the image is also necessarily

closely linked to the present in its power to enter the space of the beholders and co-exist

72 Through external rhythm, the Imaged seem to enter the space of the faithful, co-existing with
them in the space of the chapel. The application of external rhythm on figures however, has
another important consequence, as it creates the impression of an icon that seems to follow the
viewer’s gaze inside space. In single-figure paintings of the parekklesion, the face of the Imaged
slightly turns towards one direction, while the eyes of the Imaged look towards the opposite
direction. This design leads to the creation of a virtual cone — made of two forces exiting the
painting surface in opposite directions — that includes the faithful standing in front of the image. In
applying this technique, the painters of the parekklesion created images that followed the gaze of
the faithful and moved through the movement of the beholder, thus accompanying them in the
space of the chapel. This effect, Kordis suggests, is probably the reason for which the Byzantines
used to characterise their icons as lifelike. See Kordis, Icon as Communion: The Ideals and
Compositional Principles of Icon Painting, p. 33.
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with them, sharing their own time frame and allowing them to communicate with the
Imaged. Rhythm gives the space of the icon the ability to exist beyond or, even better,
between the boundaries set by human perceptions of time, not as a liminal space but as a
central one, as a space at the centre of religious experience, with the goal of
communication between God and the faithful. This gap in time is created inside the chapel
not only in conceptual terms but also in corporeal terms through rhythm in painting.
Rhythm also adds another dimension to our understanding of the function of the
image. Mondzain argues that the space of the icon illustrates a paradigm in which
immediacy and mediation are ‘alternately linked to each other’.’”” As a medium itself, the
icon provides the beholder with a physical image of a physically invisible holy person,
who, in his or her turn, is expected to mediate in order for the faithful to communicate
with God. The icon could thus be perceived as a medium of communication with another
medium, given that the ultimate goal would be for the prayers of the beholder to reach
God. In this way, God seems to become twice as distant because he can only be reached
through the intermediacy of two mediums. I would suggest however that the painters of
the parekklesion eliminate the barrier of the material nature of the image and bring the
Imaged as a pictorial presence into direct contact with the beholder. For this reason, they
paint images in such way that the Imaged can in pictorial terms relate and interact with
viewers, offering them a stronger sense of immediacy than the one already inherent in the
icon. In a post-iconoclasm world, where the concept of the immediacy of the icon is
mostly restricted to the contemplation of the holy person through his or her image, the

painters of the parekklesion created images that are able to gaze back at the viewer and

7 Mondzain, Image, Icon, Economy: The Byzantine Origins of the Contemporary Imaginary, p.
138.
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follow his or her gaze, icons that offer the beholder an image of corporeal immediacy. In
this way, that which is only conceptually intelligible, the immediate interaction with the
Imaged, becomes corporeally experienced in the space of the icon through the application
of rhythm. Thus, even though the icons of the chapel will always be images of mediation,
constant reminders of the need for mediation due to the lack of physical presence of God,
at the same time, they will also have qualities of real corporeal immediacy, co-existing
among the faithful as companions in Christ.

It becomes clear that the chora-space of the icon exists in the gap between presence
and absence. The dualities of visibility and invisibility, past and present, immediacy and
mediation, all present themselves as aspects of the presence-absence duality. If Christ was
physically present on earth, He would be visible and He would be sharing the same time
frame as humans and there would be no need for someone else to act as a mediator in
order for the faithful to reach Him. However, as this is not a reality, a gap exists between
heaven and earth. I would suggest that painting, rhythmically organised, aims at closing to
some extent this gap by bringing the two worlds close together within the space of the
church. That which is eternally present in heaven becomes temporarily present on earth
when the beholder, with his or her gaze, activates the interactional qualities of the image
and establishes a relationship with it in the space of the icon. In this way, at least
momentarily, the interactionally potent image abolishes the notion of the physical absence
of the holy person by providing the beholder with an Imaged pictorially present. Thus, it
could be claimed that the paintings of the parekklesion offer the beholder a glimpse of the
eternal presence of the holy persons in heaven, functioning as a space/reminder not of

eternal absence but of eternal presence, because that which is absent cannot engage in
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corporeal communication and interaction. This potential pictorial interaction between
Imaged and viewer in the chora-space of the icon seems to fill the gap that exists between
human expectations of presence, visibility and time organisation, and the timeless,
ubiquitous God. By bringing the holy persons closer to the senses of the beholder, giving
them the potential to enter the beholder’s physical space and interact with him or her, the
paintings of the parekklesion seem to abolish the presence-absence duality. In its place,
another kind of presence is projected, a concept of a chora-presence, situated in between
absence and presence. That third kind of presence can be labelled the ‘in Christ presence’
of the holy persons, an idea that emerges as a central concept inside the chapel. This in
Christ presence, expressed throughout liturgical texts, is realised through painting and
becomes an experience for the senses of the viewer. The essence of the notion of presence
in Christ lies in the deconstruction of the laws of nature as humans know them, and their
rearticulation in divine terms. In this way, the holy persons inside the chapel are present
and at the same time they are not, they are visible but at the same time they are also
invisible, they are of the present but they are also of the past. This simultaneous existence
of holy persons in a chora-space between two realities is marked by their status as
inhabitants of heaven and companions of God. They exist and operate in two realms,
filling the gap between them with their in Christ presence. In this way, they are present in
the chapel conceptually as members of the community in Christ and as persons who lived
in the past; but at the same time they are also pictorially present here and now through the
application of rhythm, able to relate and interact with the inhabitants of space. The
heavenly bodies of the holy persons are, through painting, united with the earthly bodies

of the faithful into one concrete soma, the symbolic body of Christ. Even though they are
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not physically present, their affiliation with God gave them the possibility of existing in
eternity as corporeally invisible members of an existent visible community, breaking the
boundaries of space and time.

The above analysis of rhythmic elements in selected paintings in the parekklesion
aims at shedding light on the way that the design of these paintings affects the interaction
between image and beholder and shapes the beholder’s experience of worship and space.
The antitheses and juxtapositions of forms and forces created through internal rhythm
inside the paintings are exteriorized through external rhythm. In this way, a rather abstract
and self-centred sense of dynamic movement of the figure is translated into an invitation
to corporeal interaction. It is this exact notion of relation between elements that governs
the design of the images of the parekklesion. Each element relates to another in an X-
shape form, symbolising the dynamic balance between complementary forces. The
rhythmic combination of elements, leads to the creation of antitheses, which, instead of
resulting in the fragmentation of the image, bind the individual elements together in a
pictorial body. Through the rhythmic organisation of images, each pictorial element
relates to another in a dynamic way. Each element maintains its individual characteristics,
while at the same time it engages in a creative ‘dialogue’ with other elements. This leads
to the establishment of a strong active pictorial relation among them. With the concept of
relation being at the centre of artistic production inside the parekklesion, each image
becomes a locus for the projection of this concept. The ultimate expression of the notion
of relation is the creation of functional bodies of images. Consisting of individual
members that relate to each other, these pictorial bodies exist in order for the beholder to

be able to interact with each image effectively, at a micro and at a macro level,
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corporeally as well as conceptually. Each pictorial element becomes a member of a body,
a component of a potential micro-level communication that involves the particular
member and the beholder. Each complete image becomes in its turn a pictorial body, a
component of a potential macro-level communication that involves the beholder and the
image as a whole/body. Finally each pictorial body is integrated into a broader artistic
body. This extended body is a locus of integration of every image of the chapel in a
broader functional image or in more symbolic terms, a hypertext or a narrative. This
narrative, conceptually projected inside the space of the chapel and formed pictorially by
bodies of images, which in their turn function as members in the narrative paradigm, can
be regarded as a ‘spatial icon’, in Aleksej Lidov’s terms.”’* Lidov defines ‘spatial icon’ as
a ‘spatial environment’ inside sacred space formed by architectural forms, paintings,
liturgical clothes and vessels, lighting, fragrance, ritual gestures and other factors that
affect the formation of sacred space into a ‘spatial complex’.’” Hierotopy is defined by
Lidov as the creation of spatial icons inside sacred space and it is regarded as ‘a special
form of creativity’. Hierotopy is also understood as ‘a field of historical research which
reveals and analyses the particular examples of that creativity’.””® Lidov conceives all

objects of religious art as elements of a hierotopical project and examines the way they

7% Alexei Lidov, Hierotopy: Spatial Icons and Image-Paradigms in Byzantine Culture (Moscow:
Theoria, 2009), pp. 304-39.

75 Aleksej Michajlovic Lidov, 'Hierotopy: The Creation of Sacred Spaces as a Form of Creativity
and as a Subject of Cultural History', in Hierotopy: The Creation of Sacred Spaces in Byzantium
and Medieval Russia, ed. by Aleksej Michajlovic Lidov (Moscow: Progress-Tradition, 2006), pp.
33-58, 32.

376 Lidov, 'Hierotopy: The Creation of Sacred Spaces as a Form of Creativity and as a Subject of
Cultural History', p. 32.
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participate in the formation of ‘spatial icons’ within sacred space.””’ Even though
hierotopy as a field of historical research deals with the factors that shape sacred space, |
will not move to a wholesale adoption of Lidov’s theory for two reasons. Firstly, Lidov’s
analysis focuses both on fixed elements of space (e.g., architecture, painting) as well as on
ephemeral phenomena (e.g., sound, lighting conditions) in order to perform a reading of
sacred space, while my focus is mostly on fixed elements of space, such as architecture
and painting. Secondly, Lidov’s approach is mostly concerned with the creator of space
and his or her intentions and it does not explore the beholder’s experience of space in
depth, whereas I aim at placing emphasis on both areas in this thesis. Part of the ‘spatial
icon’ of the parekklesion is in this case formed by the projection of a narrative in space in
pictorial terms; a story that floods the space of the parekklesion in every aspect and
fundamentally affects the way that its users think about and relate to it. In the case of the
parekklesion, the narrative projected pictorially and spatially is that of Incarnation and
Salvation. Lidov’s view certainly seems appealing as it highlights the significance of the
pictorial narrative inside space. However, I would like to adopt an approach that would
involve the corporeal element of communication to a greater extent, an approach that
would be able to highlight not only the conceptual and the spatial but also the corporeal
dimension of the narrative, the one that brings the narrative to life in corporeal terms
through the interaction with the beholder. Possibly, a supplementary suggestion to

Lidov’s view could be that of regarding the narrative as having the characteristics of an

377 Lidov, 'Hierotopy: The Creation of Sacred Spaces as a Form of Creativity and as a Subject of
Cultural History', p. 32.
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artistic installation that marks the space of the chapel and holds it together, while serving
the purpose of narrating the twofold story of Incarnation and Salvation.””®

In this chapter, I aimed at identifying an interpretive tool that would illustrate the
realisation of pictorial presence in the space of the icon. I showed that, through the
application of rhythm, the Imaged becomes pictorially present and capable of
participating in an act of interacting with the beholder. Through artistic elaboration of the
form, the space of the icon is transformed into an interactional domain filled by bodies in
the process of producing meaning. The chora-space of the icon unites the body of the
beholder with the pictorial body and provides the link between visibility and invisibility,
past and present, immediacy and mediation, presence and absence. The pictorial body
expands inside the space of the parecclesion to form a narrative; it is a spatial icon or an
artistic installation that involves the beholder, the pictorial and the architectural body in a
wider, unified space of becoming through interaction between bodies. In the following
chapter, I will focus on the way that the architectural body is formed and I will explore its
participation in the Incarnation and Salvation narrative and in the formation of an

extended chora-space within the space of the parekklesion.

7% James” work has shed light on the subject of Byzantine monumental art as installation. In her
article ‘Senses and Sensibility in Byzanitum’ in particular, she studies the way that the sacred
image functioned inside church space as part of an installation that was created in order to be
experienced with all five senses. See James, 'Senses and Sensibility in Byzantium'. The concept
of art as installation in James’ thought will be discussed in chapter four. My work builds on
James’ idea but my use of the concept of the chora takes it in a different direction.
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Chapter 4: architectural space as body

In this chapter, I look at the way that architecture relates to the concept of the body to
form a space of becoming inside the parekklesion and evoke the concept of the chora.
While exploring the conditions that define the spatial code of church space, I begin by
examining the interconnections between architecture, painting symbolism and the
beholder. While analysing the way that those categories participate in shaping the space
of the chapel, I focus here on two different but interrelated concepts of the body in
relation to the architectural space: space as an artistic installation/body and space as a
body of bodies. In the first section of this chapter, I explore the way that architecture
relates to the pictorial body of images of the church and to symbolism to project the
themes of Incarnation and Salvation and unify the space of the chapel. The space of the
parekklesion will be regarded as an interactional space where architecture, painting and
symbolism relate to each other to create an installation or artistic body. In this way, the
faithful experience the space of the chapel as a chora-space of becoming; they interact
with the artistic body in the process of producing meaning through establishing
connections with its parts. In the second section of this chapter, I focus on the concept of
space as a body of bodies. I look at the way that the space of the chapel relates to the
concept of the collective body as a reflection of the Body of Christ. Based on theories of

church space symbolism, the chapel will be regarded as a living body, a spatial and
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symbolic body formed by the members of the Christian community. While arguing for an
interpretation of space that is based on the concepts of interaction and relation between
bodies, this chapter touches upon the dual concept of space as body and body as space and
explores how the space of the parekklesion is shaped into an ecclesia. Space as ecclesia
will be interpreted as a chora-space in between, bridging the gap between heaven and
earth as well as past and present, and acquiring meaning through the interactions between

its parts.

The formation of spatial narrative

The question of how church space can be perceived and analysed is a crucial one. In
this section I look at the way that the interactions between form, function, symbolism and
the presence of the beholder affect the formation of a spatial narrative in the space of the
chapel. Sullivan’s ‘form follows function’ is a famous statement and has dominated many
researchers’ views on space and its analysis. In fact, form and function are two major
characteristics of space and one should not overlook either of them in the interpretation of
space. However, the conception that ‘the end determines the means’ is overemphasised
and reveals only one part of the image.””” Every space has many different apparent as well

as indirect uses and meanings and as spaces are over-inscribed, they cannot be easily

P E. H. Gombrich, The Uses of Images: Studies in the Social Function of Art and Visual
Communication (London: Phaidon, 1999), p. 14.
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defined by using only two simple parameters such as form and function.® I agree with
Ousterhout here, that in order to interpret sacred space one needs to apply more
parameters, as church space does not serve only functional but also symbolic needs.”™
The analysis of church space should thus be performed in a three-dimensional way, taking
into consideration form, function and symbolism, which are necessarily tightly
interwoven both with form and function.

However, can space be interpreted without taking into consideration its usage and
consequently its user? Often, the usage/user factor is undermined as, just like Ousterhout
suggests, ‘human movement is two-dimensional’,’® and thus probably an element of
secondary importance in the process of analysing a three-dimensional space. However, it
can be argued that the user factor is necessarily three-dimensional, as time should be
perceived as a core element of human movement. For this reason, the role of the user in
the interpretation of space should be highly important, as space cannot be conceived as
not being inhabited. Space is, first of all, created in order to ‘be lived’,’™ and if this is a
primary purpose of its creation then the people that inhabit it should be considered as
playing a major part in its formation, through the way that they move in and relate to
space. A comprehensive analysis of sacred space would take into account form, function,
symbolism and user; all of them united and interrelated. I am going to start by studying

issues related to form and function. At this point, I choose to study form and function in a

parallel manner in order primarily to examine their interrelation, leaving behind a few

0 Henri Lefebvre, The Production of Space (Oxford: Blackwell, 1991), p. 142.

#1 Robert Ousterhout, 'The Holy Space: Architecture and the Liturgy', in Heaven on Earth: Art
and the Church in Byzantium, ed. by Linda Safran (University Park: Pennsylvania State
University Press, 1998), pp. 81-120, 81.

2 Ousterhout, 'The Holy Space: Architecture and the Liturgy', p. 81.

3 Lefebvre, The Production of Space, p. 143.



235

often generalising statements, such as Sullivan’s ‘form follows function’ ***

As Ousterhout suggests, church architecture is very often analysed through the
study of the liturgy and, under this prism, a general relationship between form and
function is to be found in Byzantine churches.”® Krautheimer agrees that developments in
Christian ritual are usually projected in architecture in the sense that liturgy and its needs
often play an important role in the formulation of Byzantine architectural style.”®® In the
case of Byzantine church space, even though, generally speaking, form facilitates
function, form’s relation to function should not be understood as an ‘oppressive’ one, as
there are many factors that affect the formation of the Byzantine architectural style apart
from liturgy, such as aesthetics, location requirements and special functions.”” However,
one should take into consideration that conceptual detachment of form from function
would involve risk, as form is a highly communicative element of space and it is directly
related to worshippers’ experience of space. Space is created primarily to ‘be lived’.
Consequently, its form is crucial in order for the worshippers to be able to link the
building with its function, and most importantly recognise space and thus recognise
themselves in it and find their place in it. Form defines space in a vital way and even
though it might not ‘denote, describe, recount, depict or portray’ anything,™® it still
conveys a message; for the form itself is also a message, whether form is considered

metaphorically representational or not. Indeed, form cannot be considered as an empty

384 T ouis Sullivan, 'Form Follows Function', in America Builds, ed. by Leland Roth (New York:
Harper&Row, 1983).

% Ousterhout, 'The Holy Space: Architecture and the Liturgy', p. 81.

¢ Richard Krautheimer, Early Christian and Byzantine Architecture (Harmondsworth: Penguin,
1965).

37 Robert Ousterhout, 'An Apologia for Byzantine Architecture', Gesta, 35.1 (1996), 21-33, 25.

¥ Nelson Goodman, 'How Buildings Mean', Critical Inquiry, 11.4 (1985), 642-53 p. 642
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container free of meaning or significance. Because of its communicative function, form is
charged with meaning for the user of space. In this way, recognition of form as being
familiar is highly important, for it initiates a process of familiarisation with space and thus
offers ‘a way to live’, and not just be, in a particular space.

Ousterhout suggests that the relation between form and function in the Byzantine
church is characterised by ‘responsiveness’. Byzantine architecture is responsive, it
functions as an interactive frame in which relationships are established and chains of
meanings are produced.’ The concept of the responsiveness of the architecture is
emphatically projected inside the space of the parekklesion, which can be regarded as a
space that perfectly manifests the interweaving of form and function both spatially and
conceptually. Even though the exact events that took place in the parekklesion are not
known to us, it is reasonable to suggest based on evidence that the parekklesion was used
for the performance of rituals related to death and burial, that is funerary services and
commemorative ceremonies.”” As Akyiirek points out, funerary services in Byzantium
were more often than not performed in the narthexes of the church. There, the body of the
deceased was placed facing east in order for the relatives and friends to have the chance to
say their last goodbye to him/her, a ritual called prothesis or last kiss. Dionysius of Fourna
in his Painter’s Manual, suggests that in the pendentives of one of the two domes of the
narthexes the painter should depict hymnographers, such as John of Damascus and
Kosmas the Poet. Also, Dionysios suggests that the Virgin with Child should be depicted

in the cupola of the same dome in the narthex.”' This exact decoration pattern is used in

% Ousterhout, 'The Virgin of the Chora', pp. 92-93.
3% Akyiirek, 'Funeral Ritual in the Parekklesion of the Chora Church', p.91.
*! Dionysios of Fourna, Eounveia Tng Zwyoagujs Téyvyg, p. 85.
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the dome of the western bay of the parekklesion, a fact that leads researchers to suggest
that the spot directly below the dome might have been the place where the body of the
deceased was placed during the prothesis.”” The body of the deceased is placed
underneath the dome, under the gaze of the Virgin as the supreme intercessor between
him/her and God. It also faces east, towards the eastern bay and the image of the
Anastasis, the ultimate expression of hope for the faithful.

The body of the deceased is placed in a spot inside the chapel that allows for
communication with the images of the Virgin and Christ at the same time; in this way, it
partakes of the mystery of the Incarnation, as symbolised in the dome and at the same
time it is anticipating the day of and Salvation, as depicted in the eastern bay. During the
funeral service, the deceased is placed at an intersection between the human and the
divine, spatially and conceptually. While the congregation is praying for Christ and the
Virgin to intervene in order for the soul of the deceased to be saved, the body of the
deceased, being directly underneath the dome of the western bay, seems to be physically
and symbolically enclosed by the miracle of the Incarnation, the ultimate expression of a
union between the human and the divine. At the same time, the body of the deceased
faces east towards the resurrected body of Christ, which exits the painting surface and
moves towards the space of the deceased due to the rhythmic elaboration of the form
discussed in the last chapter. In this way, the body of the deceased exists in a space in
between, where the human space meets the space of the divine, in a chora-space between
heaven and earth inside the parekklesion. This space is formed in two ways, with the

participation of both the images of Christ and the Virgin as well as through the

92 Akyiirek, 'Funeral Ritual in the Parekklesion of the Chora Church', p. 100.
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involvement of architectural space.

The formation of a space in between that bridges the gap between heaven and earth
can be traced in the way that the spatial narrative of Incarnation and Salvation unfolds
inside the parekklesion in the form of an installation. Various scholars have explored the
concept of church space as installation. James perceives church space as an installation
that aims at bringing the faithful into contact with God through the senses. In exploring
the way that the beholder experienced the space of Hagia Sophia in Istanbul, James argues
for a sensory approach to the practice of worship and examines the interactions between
senses in the process of communicating with God. Within this context, she problematises
a reading of the Virgin and Child mosaic in the apse of Hagia Sophia as part of a sensory
installation that invites the beholder’s corporeal participation and places ‘the body at the
centre of religious experience’. In examining the factors that influenced the way that the
apse mosaic was perceived and experienced by the faithful, James suggests that the
painting interacted with its physical location. The way it looked varied — depending on
the lighting conditions inside the church that changed based on the time of the day and the
year — and the experience of it altered based on the faithful’s engagement with the wider
installation. In perceiving the apse mosaic as part of an installation, it becomes possible to
engage with questions that address the transformation of the beholder into a participant
inside church space, through a process of sensory engagement with the icon and other
objects of worship.

In her article, James offers a variety of examples that illustrate the way that the
Byzantines made use of the senses in the process of worship and in their interactions with

God. While smell was thought of as capable of revealing ‘the fragrance of the Holy
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Spirit’, tasting the Eucharistic gifts was an experience that could bring the faithful closer
to God. Touch can also be considered as playing an important role in the faithful’s
attempt to communicate with the divine. The faithful’s love and respect towards the holy
persons was expressed through kissing their images, and also bowing and kneeling in
front of them. Sound inside the church was another focal point of the experience of space,
as chanting filled the space of the church and transformed it into a breathing container.”*
Finally, the role of sight was also considered as very important in the process of
communicating with God. As the interplay between light — either natural or candlelight —
and colour altered the appearance of space throughout the day, the way that individual
paintings and the church as installation were experienced by the faithful was also affected.
As James points out however, each one of the senses did not act in isolation. In exploring
the interactions between the senses, James sheds light on the formation of a sensory
continuum that played an important part in shaping the experience of space by the
worshipper and highlights the bodily dimension of sight as a means of communicating
with God.

Alexei Lidov introduced the concept of hierotopy in order to describe and analyse
sacred space as a performative installation that unfolds across space and time. The term
hierotopy can be regarded as referring to a multisensory experience of space that is
affected by changing ambient conditions. In Lidov’s view, sacred images inside church
space are thought of as integral parts of a spatial installation that ultimately aims at

shaping the experience of the divine by the individual faithful. In regarding sacred images

%3 James, 'Senses and Sensibility in Byzantium', pp. 525-26.
% The concept of church space as a living container is analysed by Pentcheva. See Pentcheva, The
Sensual Icon: Space, Ritual, and the Senses in Byzantium, pp. 51-52.



240

as being actively involved in a spatial performance, Lidov becomes able to explore icons
as co-creators of church space and of the viewer’s experience of it.** Sacred space is
ultimately viewed as a ‘vivid, spiritually intensive and concretely influential environment’
that aims at revealing the divine.”*® It can be thought of as a dynamic installation in which
art, architectural interiors and liturgical objects interact through performance to create
‘spatial icons’ that invite the faithful’s participation.”’

Nicoletta Isar’s work also explores aspects of the subject of art as installation in the
context of sacred space. Isar analyses church space as a dynamic, performative locus
experienced through the participation in ritual performances. The way that the human
interacts with the divine inside church space through circular dance and movement
(choros, from the Greek word Y000 which means dance) is at the centre of her thinking
about space as a performative installation. Concentrating on sixth-century ekphraseis of
Hagia Sophia by Paul the Silentiary and Prokopios, Isar argues for a definition of sacred
space that incorporates the concepts of chora and choros in order to study the interaction
between space and beholder. In perceiving sacred space as a participatory installation
activated through and experienced in movement, she becomes able to address the issue of

the expression of divine presence in space and its experience by the beholder. Through

% On Lidov’s work see Aleksej Michajlovic Lidov, 'The Byzantine World and Perfromative
Spaces', in Spatial Icons: Performativity in Byzantium and Medieval Russia, ed. by Aleksej
Michajlovic Lidov (Moscow: Indrik, 2011), pp. 17-26; Aleksej Michajlovic Lidov, "The Flying
Hodegetria: The Miraculous Icon as Bearer of Sacred Space', in The Miraculous Image in the Late
Middle Ages and Renaissance, ed. by E. Thunoe and G. Wolf (Rome, 2004), pp. 291-321; Alexej
Lidov, 'The Creation of Sacred Space as a Phenomenon of Byzantine Culture', in L' Artista a
Bisanzio E Nel Mondo Cristiano-Orientale, ed. by Michele Bacci (Pisa: Edizioni Della Normale,
2007), pp. 135-76.

% Lidov, 'Hierotopy: The Creation of Sacred Spaces as a Form of Creativity and as a Subject of
Cultural History', p. 39.

*7 See Lidov, Hierotopy: Spatial Icons and Image-Paradigms in Byzantine Culture.
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engaging with the spatial installation — including architectural spaces, art and ritual — the
faithful perceive the divine energy and experience a fusion with the divine while in
movement.*®

Pentcheva’s work on mixed-media icons has shed light on the way that the holy
image functions as part of an installation in the context of sacred space. In analysing the
concept of the performative icon, she explores the way that the sacred image reacted to its
physical settings and how the faithful’s perception of it changed depending on the image’s
surrounding conditions. The light of candles reflecting on gilded surfaces, burning incense
creating layers of fragrance and smoke, human voices reverberating, drafts of air, natural
light and shadows, all played a role in shaping the appearance of church space and
transformed it into a constantly changing, dynamic installation that can be experienced
through all five senses. In situating the luxury mixed-media icon within this ever-
changing environment, Pentcheva explores the process through which the holy image
becomes animated inside the church. In suggesting that the image’s appearance and the
beholder’s experience of it change as the icon interacts with its space, she argues for a
definition of the holy image as ‘polymorphous’, an ever-changing image that reflects
‘inner life’ and allows the beholder to experience the divine energy emanating from it.
The phenomenal changes that affect the surface of the mixed-media icon transform it, in

Pentcheva’s terms, into an inspirited object that comes alive in the context of the spatial

installation created inside the church. Ultimately, the faithful’s multisensory participation

% See Isar, 'Chora: Tracing the Presence'; Nicoletta Isar, 'Chorography (Chora, Choros): A
Performative Paradigm of Creation of Sacred Space in Byzantium', in Hierotopy: The Creation of
Sacred Spaces in Byzantium and Medieval Russia, ed. by Aleksej Michajlovic Lidov (Moscow:
Progress-Tradition, 2006), pp. 59-90; Isar, 'Chorography: A Space for Choreographic Description',
; Nicoletta Isar, 'Choros: Dancing into the Sacred Space of Chora', Byzantion, 75 (2005), 199-224.
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in the performative space of the church called the divine to manifest itself into the visible
and allowed it to appear in sound, fragrance, movement and in the icon, transforming in
this way the spatial installation into a chora space of inspiritment, an ‘empsychos naos’.*”

The ideas discussed in the preceding section have been influential on my work on
the way that the Chora parekklesion interior is transformed into an installation. The
dynamics of space and the way it affects the beholder’s reading and experience of art, the
participation of the body in experiencing sacred space, the role of the viewer as
participant inside church space, the element of movement and its importance in engaging
with a spatial installation, and the notion of space as chora are some of the concepts
discussed by James, Lidov, Isar and Pentcheva that have helped me shape an approach to
church space as installation. In regarding the space of the chapel as a locus of interaction
between art, architectural space, symbolism and the beholder, I become able to argue for a
definition of space as an installation or interactive narrative that incorporates the concept
of the Platonic chora and addresses the issue of the participation of the body — human,
divine, artistic, symbolic — in the process of experiencing and shaping sacred space. At the
centre of my thinking about the space of the parekklesion as an installation is the concept
of the chora. Both Isar and Pentcheva incorporate the concept of the chora in their
discussions of sacred space. In Isar’s view, chora, in the context of sacred space, takes the
form of and is expressed through circular movement, while Pentcheva regards chora space
as an episodical reality that appears in sound and dance. My discussion of chora in the
context of space as installation, even though it takes into consideration the role of

movement in experiencing space, is mostly focused around the notion of chora as a space

3 See Pentcheva, 'The Performative Icon', ;Pentcheva, The Sensual Icon: Space, Ritual, and the
Senses in Byzantium.
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in between, functioning as a bridge in order to connect bodies and elements across space
and time. In exploring the interactions between art, architecture and symbolism and the
way that the faithful experience them, I problematise a reading of space as a conceptual
and material installation in the form of a chora space in between that places the body of
the beholder at the centre of the interactive narrative formed inside the chapel. Following
Ousterhout, I suggest that the installation inside the space of the parekklesion is structured
around two major themes, Incarnation and Salvation.

The themes of the Incarnation and Salvation, revealing God’s plan for the salvation
of man in all its dimensions, are projected in space temporally and spatially.* The
beholder entering from the western bay is led to journey through, revisit and appreciate
God’s plan from the preparation of the Incarnation, through the depiction of
prefigurations of the Virgin, to the Incarnation and from there to the eastern bay on to
Salvation, physically and mentally moving inside space while participating in the
services.

Undoubtedly, the iconographic programme of the parekklesion is not a
characteristic example of the Byzantine iconographic programme, given the fact that the
parekklesion was not the main church of the monastery and that it was used as a funerary
chapel. The iconographic programme of the chapel is unique and, reflecting its funerary
character, it does not contain the themes that were usually included in the iconographic
programme of a church. Its size, function and architectural plan played an important role
in planning and structuring the programme. Moreover, the chapel’s proximity to the main

church should be noted too; the chapel, being so close to the main church, certainly posed

40 Qusterhout, 'Temporal Structuring in the Chora Parekklesion', p. 68.
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a challenge for the painters, as they had to organise the iconographic programme of the
parekklesion in such a way as to avoid major repetition of themes and scenes.

Entering the parekklesion from the west, the faithful find themselves in the western
bay surrounded by images relating to the Incarnation and the role of the Virgin in God’s
plan for the Salvation of mankind. As the architectural body engages in a dialogue with
the pictorial body, the beholder can see the symbol of the Incarnation — the image of the
Virgin holding Christ — depicted in the dome, the most prominent spot of the western bay.
Moving downwards, to the lower sections of the chapel, the beholder can see Old
Testament scenes prefiguring the Virgin, occupying less prominent spots but participating
in the narrative by highlighting the role of the Virgin in Salvation. The typological
reference to the Virgin in Old Testament scenes underlines Her role in the plan of God for
the Salvation of mankind and also gives a historic dimension to God’s plan. Long before
the birth of Christ, God had a plan for the redemption of the faithful, which was realised
with the coming of Christ to earth. In order for God’s plan to be realised however, He first
needed to become human. The Incarnation, as the way through which Christ came to
earth, could not happen without the instrumentality of the Virgin. Thus, the Incarnation,
as a prerequisite for Salvation, emerges as a crucial concept inside the parekklesion

because it is so closely linked to the desired redemption of Man.
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Figure 30: Parekklesion. Dome of the western bay. Fresco.

Symbolically, the western bay, covered by the dome, is a space where heaven meets earth.
The relation between heaven and earth as expressed through the dome and its decoration
is also highlighted by the presence of the twelve windows at the base of the drum. The
heavenly world of the dome is part of the earthly world of the architecture, but the ring of
windows gives the impression to those down below that the dome is floating above them
— and the architecture — on a ring of light.

The Virgin depicted in the dome, as the Mother of God, is the chora of the
uncontainable. She is a bridge that connects the human with the divine; her presence in
the dome signifies the existence of a chora-space in between heaven and earth, projected
through her body as a container of the uncontainable. The role of the Virgin as a bearer of

Christ is also projected through her symbolic depiction in the Old Testament scenes of the
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lower zone (ark of the covenant, tabernacle, sacred vessels of the Temple, the Temple

itself, the unbreachable walled city of Jerusalem).*!

Moreover, the complex role of the
Virgin in the Incarnation-Salvation narrative of the chapel is also highlighted by the
projection of the concept of the Virgin as the gate through which God entered earth. With
the western bay being the point of entry to the parekklesion, the mind and the gaze of the
faithful is led from the Virgin to Christ, as they move inside the space of the parekklesion.
The concepts of the Virgin-as-container and the Virgin-as-portal are ultimately united
through the words of Joseph the Hymnographer, depicted on the southwestern pendentive.
Joseph refers to the Virgin as a God-bearing portal, highlighting in this way her complex,
twofold role in the Incarnation.*”

At the same time, the Incarnate body of Christ in the dome symbolises the bridging
of heaven and earth in one body. Christ’s placement directly in front of the Virgin is a
reference to his having been contained within her. His depiction in gold and white, in
contrast to the Virgin’s dark robes, projects the concept of Him shining forth from the
body of the Virgin with His divine light. Like the dome itself, the image of Christ is thus
part of heaven and of earth. The human unites with the divine in one entity to form
another chora, a space embodying a bridged opposition. Christ is the chora of the living,
where the past of the deceased and the present of the living unite to create the ever-
present body of the Church.

The formation of a space in between heaven and earth can also be traced in the way
that architectural forms develop in the western bay. Prokopiou ‘reads’ church space

through an architecture-based model, grounded on the conception that church space is

“! Ousterhout, 'The Virgin of the Chora', p. 100.
2 Qusterhout, 'The Virgin of the Chora', pp. 101-02.
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made up of two elements: the square, symbolising the earth and the circle/sphere
symbolising the sky/heaven.*”” By combining these two elements with the cruciform
typical plan of the Byzantine church, Prokopiou suggests that church space becomes a
‘miniature of the cosmos’, an ‘imago mundi’: the earth meets the sky/heaven and they get
amalgamated in a space which facilitates the fusion between the two, a connection that
finds its pure expression in the sign of the cross.””* Indeed, Prokopiou’s remark is
felicitous, however, he does not go so far as to point out that the synthesis of the square
and the circle is in fact not only an ‘imago mundi’, a symbol of probably secondary
importance. It is also a visualisation of the Incarnation, of the unity of two natures in
Christ, human and divine. In this architectural context, the square, the main body of the
church, symbolises Christ’s human nature and the circle/sphere, the dome, symbolises
Christ’s divine nature. The sphere—square unity in the chapel that symbolises the bridging
between the divine and the human is expressed through the notion of heaven with its
inhabitants moving downwards to meet earth in order for the holy persons to join the
faithful in the latter’s spatial and temporal dimension. Keeping this in mind, one can
observe the way that the sphere of the dome of the western bay seems to extend
downwards towards the north and south walls. This movement can be thought of as a
wave-like motion through which the spherical qualities of the dome are transferred lower
and lower through the shapes of pendentives and apses, until the sphere reaches the square
and enters its space. In this way, the two elements meet and form a body, architecturally

and symbolically, an organic whole, with heaven descending towards the earth and the

“3 Georgios Prokopiou, O Koouoloyixos SvuPorouos Ztnyv  Agyrextovixy Tov
Bviavtivov Naov (Athens: Pyrinos Kosmos, 1981), p. 84.

4 Prokopiou, O Koouoloywxog Svupoiiouos Sty Apyirextovixn Tov Bviavtivov Naov,
p. 184.
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earth receiving and incorporating heaven. In the same way that the Virgin received the
divine and that Christ became human for the sake of mankind and came to earth, the dome
of the chapel extends towards the main body of the parekklesion to symbolise the creation
of a space in between that bridges the gap between the human and the divine.

Moving from the western to the eastern bay, the spatial narrative progresses from
the Incarnation to Salvation as the faithful moves inside space. While in the eastern bay,
the beholder’s gaze is captured by the image of the Anastasis in the conch of the apse.*”
This image, occupying the most prominent spot inside the parekklesion, dominates the
space of the church and highlights the character of the chapel. The miracle of the
Anastasis, the one that attests the most to the greatness of God and signifies the
redemption of humankind through Christ’s sacrifice, is at the centre of the Christian faith.
In the same way, the image of the Anastasis is placed in the most prime location inside
the chapel, revealing that the Salvation of Man is a dominant concept inside the
parekklesion. The theme of Salvation in the spatial narrative is also projected through the
depictions of the two miracles that Christ performed, resurrecting the widow’s son and the
daughter of Jairus.*” These two images, framing the depiction of the Anastasis, and
placed in less prominent spaces, attest to the power of God to raise the dead and bring
them back to life.

Entering a funerary chapel, the faithful know that they will have to deal with the
concept of loss and death and confront the gap that separates the past of the deceased
from the present of the living. However, for a Christian, God can offer consolation even at

the event of a death. This exact hope for finding consolation in God is depicted in the

43 See fig. 18 in chapter three (p. 152).
4 See fig. 4 in chapter three (p. 114).
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conch of the apse. For Christ suffered and sacrificed Himself in order to defeat death and
offer eternal life to the members of the Christian community and the image of His
Anastasis is a manifestation of His victory and of the Salvation of humankind. The Easter

hymn reads:

Christ is risen from the dead
Trampling down death by death
And granting life

To those in the tombs.*"’

Christ, through His raising from the dead, becomes a locus of hope and symbolises the
formation of a space where the past of the deceased is brought into the present of the
living. The Resurrected body of Christ is the chora of the living; it is a space that exists in
the gap between past and present. In Christ, the living and the deceased co-exist in an
eternal present, united in one body, the Christian community. God’s active role in the
Salvation of mankind is also highlighted in pictorial terms. Through rhythmic elaboration,
the resurrected body of Christ seems to exit the painting surface and enter the space of the
faithful, inviting them into an interaction that could bring them closer to Him spiritually.

The projection of the theme of Salvation within the spatial narrative transforms the space

Y7 X ow0Tog dvéotn éx verpdv, Qavdre Odvatov matiioag xal Toig v Tois uviuact {naov
yaotoduevog in Pentikostarion, (Athens: Apostoliki Diakonia, 2000), p. 87. Translation of this
troparion is my own.
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of the parekklesion into a chora-space in between, uniting the past with the present.*”®

Christ’s passing from the world of the dead to the world of the living, symbolises the
establishment of a connection between the two realities. The resurrected body of Christ as
the chora of the living expands in the space of the parekklesion to form a chora space in
and of the chapel, a space that bridges the gap between the living and the deceased.

The formation of the spatial narrative in the parekklesion concludes with The Last
Judgment.*”” The Last Judgment, dominating the higher zone of the eastern bay, depicts
the Second Coming of Christ to earth and the judgment of the people according to their
way of life. The image of the Last Judgment is here an illustration of Christ’s Second
Coming as described in Mathew 25:31: “When the Son of man shall come in his glory,
and all the holy angels with him, then shall he sit upon the throne of his glory’.*'* In the
scene, the persons depicted act by placing themselves in front of Christ. The righteous are
depicted moving towards Him and the sinful moving away from Him, indicating the
quality of their relationship with Him. The design of the scene is, according to
Ousterhout, an attempt to create a three-dimensional composition through the interaction
between painting, architectural forms and symbolism. To this end, the heavenly bodies of
the scene form a ‘dome of heaven’ arranged around the domical vault, while the ‘earthly’
elements of the composition are depicted lower, in the pendentives and lunettes. In this
way, the faithful underneath the domical vault of the eastern bay find themselves standing

in a space enclosed by the composition. They are placed in the middle of an event in

‘% The coming together of time described here should be regarded as depending on the faithful’s
perception of the movement of images and spaces. The concepts of time and movement inside the
space of the chapel will be discussed in greater depth in chapter five.

499 See figure 7 in chapter three (p. 121).

419 Mathew 25:31 cited in Underwood, The Kariye Djami, p.202.
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progress, with God deciding who will be saved and who will be damned, while they stand
in a conceptual space in between heaven and earth. The faithful exist in a space in
between, a space that is constantly being re-shaped based on their actions, which will
ultimately determine whether they will be saved or not. The immediacy of the scene and
the way it unfolds inside space to include the beholder highlight the role of the faithful in
Salvation, in spatial and symbolic terms.

The lower zone of the parekklesion is occupied by portraits of saints, framed by an
image of Christ and an image of the Virgin, on the north and south wall of the bema,
under the arch. Images of bishops and warrior saints form a frieze that runs around the
chapel, covering the lower zone, including the sanctuary.’'' Those images, participate in
the spatial narrative in the sense that they offer the faithful an image of Salvation. The
saints have experienced a relationship with God and they can attest to its benefits. They
were human, but their relationship with God was so strong that they managed to win a
place in heaven next to Him. By being depicted in the lower zone, the images of the
saints become directly visible and accessible to the faithful, as they can be seen standing
among the inhabitants of space and they can also be touched, and kissed directly. This
effect is further accentuated by the rhythmic elaboration of the images, as discussed in the
previous chapter. The images of the saints of the frieze extend inside the space of the
chapel, enclosing the beholders in a virtual cone and uniting them with the Imaged.
Through the interaction between architecture and painting, the presence of the saints
establishes a visual and symbolic connection between heaven and earth and transforms

the space of the chapel into a space in between where the divine unites with the human.

I See figures 15-19 in chapter three (pp. 189-196).
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The participation of architecture, painting and symbolism in the formation of an
artistic installation in the form of a spatial narrative of Incarnation-Salvation results in the
re-shaping of the space of the chapel into a space in between that evokes the concept of
chora. The projection of the Incarnation-Salvation narrative through the architectural,
pictorial and symbolic body in and of space transforms the parekklesion into a chora-
space that exists between the human and the divine and functions as a bridge between the
two realities. Formed in this way, the chora-space of the chapel appears in a conceptual
gap between content and container. The architectural space contains the narrative and the
images of the holy persons and at the same time it does not, as what they represent cannot
be contained in material forms. Moreover, even though architectural space could be
perceived as an empty medium, at the same time it forms a space-content, a body of
space, in its interaction with painting and symbolism. The space of the chapel is a
container, a building that houses certain functions and at the same time it is itself the
content of the experience of the faithful, it is a constantly forming reality shaped in the
process of the beholder producing meaning. In this nexus of relationships one finds
various concepts interwoven. The content and container duality marks the chora-space of
the chapel while appearing in different forms inside the parekklesion. In architectural
terms, the notion of containment can be seen in the enveloping of the main church by the
unified L-shaped space that the exonarthex and the parekklesion form. Moreover, the
tombs of the deceased placed inside the chapel contain them and at the same time they do
not, as their bodies can be contained but not their spirits. In the intersection between the
pictorial and the symbolic, the Virgin in the dome holds Christ and is depicted as the

chora-bearer of God while He remains uncontainable. The material and conceptual
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environment of the parekklesion is shaped, through the interaction between the elements
of space, into a space in between that links the concepts of content and container and
acquires meaning through the projection of this duality. Therefore, inside the parekklesion
meaning is produced by the faithful through their participation in a multileveled
interaction with the architectural, the pictorial and the symbolic body. This interaction
forms a nexus of relations that expands inside the chapel and transforms it into a chora-
space of becoming through contact between bodies. Thus, the space of the parekklesion
could be regarded as an interactional stage; it is a space in between human and divine,
content and container, that, decorated in a way that reflects its function, interacts with it
and encourages the beholder to become involved, establish links between bodies and

produce meaning.

The space of the parekklesion as a body of bodies

The architectural, the pictorial, the symbolic and the human body participate
actively in the formation of the space of the parekklesion into a chora-space of becoming.
In this section, I look at the way that the collective body of the faithful interacts with the
space of the chapel to transform it into a spatial body of bodies, shaped through art and
symbolism. The concept of the church as a spatial living body calls for an adequate
definition. As Ingold would suggest, sacred space, incorporating time and the concept of

the body — collective, ecclesial and Christological — should be perceived in terms of an
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environment, *'* due to the fact that it is ‘alive’, it contains organisms, interacts with them
and stages their interactions with each other; it is ever changing and fluid, never perfect
but relationally balanced when all of its parts function properly in relation to each other.
The church can thus be regarded as a multidimensional nexus in which space, time and
bodies collide. It is a space of becoming in which meaning is produced through
interaction between bodies. It is much more than space imbued with locational qualities; it
is rather an ecclesia, the place where the essence of the community ‘in Christ’ is realised.
The Greek word ecclesia (exxAnota < ex+xalm) has been in use since ancient times and
it means the coming together of the members of a community.*"” Through establishing a
relationship with God and with each other, the faithful are united into one symbolic body
and the realisation of this bond results in the creation of the Christian community, of the
ecclesia, which is shaped into the body of church. The term ecclesia as a spatial body of
bodies, placed in the centre of Christian faith, can be thus used when one refers to the
complexity that is church space. The term ecclesia represents everything that church
space is, contains and symbolises. It is an interactive stage of events and social
relationships,”* but also a reality in itself, content and at the same time container, it is
both medium and result. It is a body of bodies marked by oppositions that exists in a
space between dualisms and acquires meaning through the interaction between its parts. It
is inside the ecclesia that the essence of the term community finds its pure expression, and

it is this achievement that results in the creation of the ecclesia in the sense of a symbolic

“2 Tim Ingold, 'Against Space: Place, Movement, Knowledge', in Boundless Worlds: An
Anthropological Approach to Movement, ed. by Peter Wynn Kirby (New York: Berghahn Books,
2009), pp- 29-44, p. 29.

13 In Greek, the term ecclesia is used to describe the body of the church symbolically. However,
in everyday language it is primarily used to describe the church as a building.

1 Ousterhout, 'The Holy Space: Architecture and the Liturgy', p. 81.
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Body of Christ. The Body of Christ is the most prominent symbol inside the ecclesia.
Whether it is the Holy Communion symbolising the Body and Blood of Christ received
by the faithful, or the members of the Christian community through the centuries forming
a symbolic Body of Christ, the ecclesia is a space of interaction between the human and
the divine.

In examining the relation between the concept of the body and the ecclesia, I turn to
church space symbolism in order to reveal the complex characteristics of the interaction
between the two. Byzantine church space, as almost every other sacred space, is often
perceived as being made up of signs, in accordance with Lefebvre’s observation that
certain spaces are often ‘looked upon as collections of symbols...or chains of signs’.*"” Of
course, one has to admit that church space, as a ‘house’ for religious ceremonies, contains
and represents series of symbols, and as a whole is probably a symbol in itself. However,
perceiving church space merely as a sum of symbols is problematic as it leads to a
fragmentation of space both conceptually and in practice. The symbolic function of
church space is indeed important but it is not the only function that this space serves and
for this reason it cannot be used as a single tool in order to interpret space. Space is made
up of many different elements and its fragmentation could lead to the creation of a
distorted image of its spatial code. One should always take into consideration that
symbolism is tightly interwoven with other elements that form the church’s spatial code:
function, architecture, painting and the beholder; and for this reason symbolism cannot
function as an interpretive tool in isolation, disconnected from the spatial code of which it

is a part.

15 Lefebvre, The Production of Space, p.223.
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Even though direct symbolism in Byzantine painting was avoided during
Iconoclasm, architecture, being a more abstract form of expression by its very nature,
maintained its symbolism throughout the era. As Krautheimer underlines, medieval
architecture should not be interpreted only according to the principles of function,
construction and design.*'® “Symbolical significance” and “religious implications” were of
great importance to the medieval architect and, as Krautheimer points out, they should be
taken into consideration when studying Byzantine architecture.*'’

In order to reveal the nature of the relation between church space and the body, I
concentrate on the theories of church symbolism by Germanos of Constantinople and
Maximos the Confessor. This decision is primarily founded in the conception that these
two specific interpretations of church space are directly linked to the notion of the church
as a living body of bodies, a concept that forms the basis for the transformation of the
space of the chapel into an interactional chora-space of becoming.*"®

The space of the parekklesion can be read or analysed according to Patriarch

416 Richard Krautheimer, 'Introduction to an Iconography of Medieval Architecture', Journal of the
Warbug and Courtauld Institutes, 5 (1942), 1-33.

47 Krautheimer, 'Introduction to an Iconography of Medieval Architecture'.

*® There are various approaches to the symbolism of Byzantine church space. One of the most
common theories of symbolic representation inside the church is that of the dome of heaven. See
for example St Gregory the Theologian’s 28" Oration. There, in an attempt to describe the dome,
he states that ‘at the top [of the building] is a gleaming heaven’, an impression given to the viewer
probably because the dome of the church had windows all around, as Mango suggests. See Cyril
Mango, The Art of the Byzantine Empire, 312-1453: Sources and Documents (Englewood Cliffs,
NIJ: Prentice-Hall, 1972), p. 58. Another symbolic reading of church space is grounded on the
conception of the division of church space into parts that have different symbolic meanings
depending on their degree of sanctity. See Sophronios of Jerusalem, 'Commentarius Liturgicus', in
Patrologia Graeca, ed. by J. -P. Migne, 162 vols (Paris: Centre for Patristic Studies, 1857-1886),
vol. 87 p. 3984 C. Another influential theory is probably that of the vertical symbolic division of
church space, as suggested by Demus. See Demus, Byzantine Mosaic Decoration: Aspects of
Monumental Art in Byzantium, p. 12.
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Germanos’ interpretation of the church. Germanos’ conception of the symbolic function
of church space is a unifying theory of space. Germanos I of Constantinople (634-740)
was Patriarch of Constantinople from 715 to 730 and he actively supported Dyothelitism.
He was a writer and hymnographer. He was a defender of the icons and he was forced to
resign by the emperor Leo III. He was buried at the Chora monastery.”’ In Historia
Ecclesiastica, a liturgical commentary attributed to him, Germanos makes a detailed
analysis of the symbolism of the church, offering multiple interpretations of the church,
its parts and furnishings. Meyendorff has shown that the Historia was a highly influential
text in the Byzantine world from the time of its composition until at least the time that
Nicholas Kabasilas (ca. 1322/3 — after 1391) composed his Explanation of the Divine
Liturgy in the mid-fourteenth century.*® Germanos’ commentary was also included,
together with the text of the liturgies of Basil and John Chrysostom, in the first printed
edition of the Byzantine liturgy in Rome in 1526.**' The number of manuscripts of the
commentary that survive provides further evidence of its popularity and wide diffusion, as
Meyendorff shows.** The Historia was for centuries the quasi-official explanation of the

Divine Liturgy for the Byzantines.*” In his commentary of the liturgy Germanos states:

9 Judith Herrin, 'Changing Functions of Monasteries for Women During Byzantine Iconoclasm',
in Byzantine Women: Varieties of Experience, ed. by Lynda Garland (Aldershot: Ashgate, 2006),
pp. 1-16, 10.

420 Paul Meyendorff, St Germanus of Constantinople: On the Divine Liturgy (Crestwood, NY: St
Vladimir's Seminary Press, 1984), p. 9.

“! Meyendorff, St Germanus of Constantinople: On the Divine Liturgy,p.9.

2 Meyendorff, St Germanus of Constantinople: On the Divine Liturgy, p. 9. The manuscripts are
catalogued by Brightman. See F. E. Brightman, 'The Historia Mystagogica and Other Greek
Commentaries on the Byzantine Liturgy', Journal of Theological Studies (1908), 248-67.

2 Meyendorff, St Germanus of Constantinople: On the Divine Liturgy, p. 10.
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Exxlnoia éoti vaoc Oeod, téuevoc dylov, oixog moooevyis,
ovvdBoowoua aod, oduc Xototov... Exxinoia otiv émilyeioc
oveaviés &v @ O Emovedvios Oeog Evouxel xal EUTEQUTATEL... v
ToToLdEyaLs mpoTvawleion xal &v mooprTous mooxnovyleioa, v

amootdrow Oeuchiwbeioa, xai €v iepdoyaus xataxoouneioa.”

In his conception of the church space is presented in a multidimensional manner, both in
theoretical and practical terms: church space is a building, a sacred space, a community
(existent and spiritual), a double symbol of Christ’s body (as a building and as a
community) and also a symbolic space, a ‘heaven on earth’. Germanos focuses on the
multivalent character of church space and highlights its complexity in order to present it
in a comprehensive manner.

The church is firstly ‘God’s house’; symbolically God dwells in the church and
makes His presence manifest to the faithful through the Holy Mysteries. This spiritual
type of presence, the presence of God’s Uncreated Energies, mostly evident during the
Mystery of the Holy Communion through which the faithful are united with the Body of
Christ, cannot be made perceptible outside the environment of the church, as it is only

inside that space that the Mysteries are performed.*” In consequence, even if perceived

424 “The church is God’s house, sacred temple, house of prayer, congregation of people, body of
Christ...The church is heaven on earth wherein the heavenly God dwells and walks... It was
prefigured by the Patriarchs, foretold by the Prophets, founded by the Apostles and adorned by the
Hierarchs’ in Brightman, 'The Historia Mystagogica and Other Greek Commentaries on the
Byzantine Liturgy', p.257.

2> When speaking about God’s presence in the Holy Mysteries, one actually refers to God’s
Uncreated Energies and not to God’s essence. As St Basil states, ‘the energies are numerous and
the essence of God simple and what we know when we say God is in fact His energies. We do not
presume to approach His essence. His energies come down to us, but His essence remains beyond
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mainly as symbolic or representational space, in Lefebvrian terms, the church maintains
its status as an architectural construction. Therefore, it is also a ‘sacred temple’ that
houses the Holy Mysteries, with its sacredness emanating from the events that take place
inside it. This ‘sacralisation’ of space, as Smith would put it,"*® or the delineation of
sacredness inside church space is based on the belief that God’s presence is made
manifest inside church space, for it could be claimed that God is everywhere and
consequently every space could be considered to be sacred. Instead, it is the performance
of the Mysteries that makes the revelation of God’s Energies possible and for this reason
the church building is considered to be sacred space. Moreover, through the performance
of the Mysteries, the faithful are offered the opportunity to communicate with God and
unite with Him. The church as a building accommodates this need, and functions as a
‘house of worship’ too, in which the faithful can interact with God. The act of worship
however, should not be perceived as a personal practice, performed at an individual level.
Worship should be perceived as being at the centre of an intersection between the
individual and the collective; each person participates in it as an individual, but worship
itself can be considered to be a social event in the Orthodox Church. As God would make
His presence manifest through the Mysteries only in front of a community of people, a
priest is not allowed to perform the liturgy alone. The faithful are initiated into the life of
the church at an individual level through their participation in events of corporate

worship, where the whole community comes together to praise God. Thus, through

participating in worship, the faithful, even though they maintain their status as

our reach’ (St Basil, letter 234) in Basil of Caesarea, The Letters, ed. by Roy J. Deferrari
(Cambridge, MA: Harvard University Press, 1930), vol. 3, p. 386 .

26 Jonathan Smith, To Take Place: Toward Theory in Ritual (Chicago: University of Chicago
Press, 1987),p. 6.
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individuals, essentially become members of a community ‘in Christ’ and vice versa. This
‘membership’, the belonging to the community, is a condition in order for the individual
faithful to unite with God through worship and it is also the outcome of the faithful’s
connection with God, the acquisition of the ‘in Christ’” membership. The importance of
the existence of the community ‘in Christ’, the ‘congregation of people’, is such a crucial
notion, that Germanos perceives the community as the church itself; the community of
people that constitutes the main body of the church in symbolic terms, is also the one that
inhabits and uses the church space in literal terms. Symbolically and literally, the church
as an architectural construction contains the church as a community and the church as a
community cannot function as such without the existence of an actual church building that
will house the Holy Mysteries. Thus, the community of faithful is connected with the
church in such an organic way that it leads Germanos to conceive it as being space, as
having a spatial dimension, as being a type of symbolic church space. The community, as
a collective body, is space, inhabits space and it is part of it. As a body, it also has space,
produces space and gives meaning to it. The church’s spatial dimension can thus be
conceived in a threefold manner, through the notion of the body. The body of Man is
transformed into a temple of the Holy Spirit, a symbolic church, through the participation
in the Holy Mysteries. In order for the grace of the Holy Spirit to be given to the
individual faithful however, a Mystery has to be performed with the participation of the
whole community. This calling for participation in the Mysteries happened for the first
time at Pentecost, when Christ asked the Apostles to gather at the yperoon in order to
receive the grace of the Holy Spirit. Thus, the existence of a community ‘in Christ’, that

will constitute the body in and of the church is essential in order for the existence of the
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church as space and vice versa. In this way, the body of Man and the body of the church
containing and mirroring each other constitute a church, a symbolic space where the Body
of Christ, of which the church is a symbol, dwells. Germanos, moving between the literal
and the symbolic realm, presents the body, either individual, collective or Christological,
as symbolic church space and church space as a symbolic body, thus conceiving symbol
in spatial terms and space in symbolic terms.

The church, like every other body in this sense, has members and these include not
only those actually present but also those symbolically present inside church space.
Church space is not only a product of the people who have constructed the actual
building, but it is also a symbolic or conceptual product of the people who have
contributed to the formulation of the church as a collective body. According to Germanos,
the Patriarchs, the Prophets, the Apostles and the Hierarchs, they all participated in the
process of producing church space in symbolic terms and for this reason they are
considered to be prominent members of the community ‘in Christ’. Thus, together with all
the saints and the faithful they form a collective body, in which the past and the present
are united in an organic way. The space of the church is transformed into a chora-space, a
locus of interaction between the past and the present, the human and the divine. Church
space manifests itself in the gap between the past of the holy persons and the present of
the inhabitants of space, facilitating their communication through symbolic forms.

For Germanos, the ‘in Christ’ membership is not only symbolised inside church
space but it is also realised as the faithful unite with God and the saints in a spiritual
community, through which people expect Salvation and eternal life. This ‘in Christ’

community exists in liturgical time, where everything is brought into the present and time
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as a continuum of past, present and future is collapsed into the present. While the
Hierarchs depicted in the altar celebrate the liturgy together with the priest, the figural
depictions of saints painted in a frieze around the parekklesion walls join the faithful as
the body of Christ on earth and participate in the liturgy with them and with those who
have died but still remain members of the community ‘in Christ’ both in spatial and
symbolic terms. The deceased remain members of the body of the church as the image of
the Anastasis reminds the faithful; for Christ with His Resurrection resurrected all
mankind, as symbolically represented by Adam and Eve on the image of the Anastasis in
the conch of the apse. Thus, the presence of the deceased in their tombs inside church
space, among the rest of the members of the community ‘in Christ’, those on earth and
those in heaven, reminds the faithful that it is through the relationship with God that a
person’s existence is integrated into a community and becomes a continuum. This sense
of continuity of human existence that God offers makes the community form stronger
bonds and feel united under the promise of Salvation in the future.

As the past and present converge in liturgical time, so does the future come closer to
the present inside the parekklesion. The depiction of the Last Judgment gives the
community a glimpse of the future in present time.*”’ Last Judgment images started to
appear in Byzantine art as early as the ninth century,”® but Angela Volan points out that it
was not until the eleventh century that the iconography and composition of the full

Byzantine Last Judgment cycle emerged as a standard image in the Byzantine artistic

7 Qusterhout, 'Temporal Structuring in the Chora Parekklesion', p. 72.

“% Nancy Patterson-Sev&enko, Tmages of the Second Coming and the Fate of the Soul in Middle
Byzantine Art', in Apocalyptic Thought in Early Christianity, ed. by Robert Daly (Grand Rapids,
MI: Baker Academic, 2009), pp. 250-72, 251.
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canon.”” The image was usually depicted in the narthex, outside the main church,*’
visible by the faithful at the time of entering or exiting the church. That kept the scene
relatively distant from the events and from the images of the naos. In the case of the
parekklesion, the scene of the Last Judgment is depicted in the eastern bay, offering a full
view of the image to the faithful who stand inside the chapel attending the liturgy. As the
natural conclusion to the Anastasis, the eschatological image of the Last Judgment makes

“! continuously

the future directly visible to the members of the community in the present,
reminding them of the promise of God for a Second Coming. Through the interaction
between painting, architecture and symbolism, the space of the community, symbolic and
pragmatic, is used to set forth the cyclicality of the life of the body of the church, which is
united in a continuum where the past takes part in the present, the future echoes the past
and the present recapitulates all temporal dimensions in liturgical time, the time of the life
of the community.”* The eternal present of the chapel is a space of participation in the
Body of Christ; it is a chora-space in which meaning is produced through connections
established between the human and the divine, the living and the deceased, the past, the

present and the future.

Symbolically, the community ‘in Christ’ lives in the present, thus in temporal terms

42 Angela Volan, 'Picturing the Last Judgment in the Last Days of Byzantium', in The Kariye
Camii Reconsidered, ed. by Holger Klein, Robert Ousterhout, and Brigitte Pitarakis (Istanbul:
Arastirmalari Enstitusu, 2011), pp. 423-48, 426.

40 patterson-Sevéenko, Tmages of the Second Coming and the Fate of the Soul in Middle
Byzantine Art' p. 257 A characteristic example of an image of the Last Judgment painted in the
narthex is the church of Panagia ton Chalkeon in northern Greece. For more information on the
church see K. Papadopoulos, Die Wandmalereien Des Xi Jahrhunderts in Der Kirche Panagia
Ton Chalkeon in Thessaloniki (Graz and Cologne: Bohlau, 1966) And also: Demetrios
Euangelides, He Panagia Ton Chalkeon (Thessalonike: Ekdosi Etaireias ton Philon tis Vyzantinis
Makedonias, 1954).

! Ousterhout, 'Temporal Structuring in the Chora Parekklesion', p. 72.

2 Qusterhout, 'Temporal Structuring in the Chora Parekklesion', pp. 72-73.
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the time of the body of the church is now. The fifteenth antiphon sung during the Matins
service of Good Friday reads: ‘today He is hung upon the cross’,”” while the first ode of
the Christmas service canon reads ‘today the Virgin beareth Him that is beyond all
things’.*** It is now that religious events happen, in order for the community of the faithful
to experience them more directly. However, the temporal dimension of experiencing
religious events is, according to Germanos’ interpretation, intensified by the addition of a
spatial dimension into the religious experience. For the church is ‘heaven on earth’, it is
the stage where liturgical events happen, in front of the eyes of the faithful. Church space,
constituting a symbolically collective creation that brings together all the members of the
Church, congregation and holy persons, by being transformed into a chora-space in
between heaven and earth offers them the possibility of sharing the same holy space. It is
inside church space that Christ is hung on the cross and resurrected, as shown on the
image of the Anastasis, resurrecting all mankind and offering salvation to every member
of the community ‘in Christ’. Thus it is not the worshipper that is transported into a
different dimension in order to experience God’s Uncreated Energies, as Ousterhout
would suggest,”” it is not church space, as a part of earth, that ascends and participates
symbolically in what happens in heaven. As Germanos suggests, the church is heaven on
earth; it is heaven as a whole, with all its inhabitants and its energies, that symbolically
enters the chora-space of the church. Symbolically and pictorially (through the use of
rhythm) the holy persons, as depicted standing among the faithful on the walls of the

parekklesion, join the congregation inside church space during the performance of the

3 onueoov xoeudrar émi E¥Aov’ in Pentikostarion, p. 59. Translation of this extract is my own.

B4 495 Hapbévog orjueoov Tov Vmepovotov tixtel’ in Minaion Dekemvriou, (Athens: Apostoliki
Diakonia, 1989), p. 68 Translation of this extract is my own.

3 Qusterhout, 'Temporal Structuring in the Chora Parekklesion', p. 63.
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Mysteries. As Karahan points out, for the Byzantines the church was a sacramental
communion that included not only the inhabited earth but the kingdom of heaven as well,
with God, saints and angels.**® The church emerges as the scene of Christ’s actions and of
the celebration of the Christian sacraments,”’ and becomes a chora space of extraordinary
properties, where heaven descends and meets earth.

The participation in God’s Energies by the members of the community could not
happen some place else, apart from the chora-space of the community, as inside the body
of the Church time and space are experienced in a unique way, that is through a spectrum
that unites time (past, present and future) with space (heaven and earth) in an organic
whole. It is this sense of ‘here and now’ that characterises the religious experience inside
church space, and it is rather intensified inside the space of the parekklesion. As a
funerary chapel containing the tombs of the deceased, the parekklesion could be claimed
to function as a constant reminder of human perishability, as a space dedicated to
grieving. However, conceptually, through Germanos’ interpretation of church space and
visually, through the projection of the spatial narrative, the space of the parekklesion is
transformed into an eternal promise of Salvation. Through establishing a relationship with
God, the faithful experience life as a continuum within the space in between of the chapel,
without conceiving death as being an ending point. The living and the dead — contained
inside the tombs of the parekklesion*® — interact inside the chora-space of the

parekklesion and accept God’s Energies as a living community, as members of the same

#¢ Karahan, Byzantine Holy Images - Transcendence and Immanence: The Theological
Background of the Iconography and Aesthetics of the Chora Church, p. 80.
“7 Karahan, Byzantine Holy Images - Transcendence and Immanence: The Theological

Background of the Iconography and Aesthetics of the Chora Church, p. 80.
“¥ The tombs in the parekklesion contained the mortal remains of the deceased. See Ousterhout,
"Temporal Structuring in the Chora Parekklesion', pp. 72-73.
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community ‘in Christ’. The liturgical present unifies them in an organic unity, where
eternal life is manifested and celebrated through the Holy Mysteries. The celebration of
life and the Salvation of Man is also represented on the walls of the parekklesion. Open to
the view of the faithful, as there is no iconostasis dividing the altar from the naos,"* Christ
is resurrected, releasing the human race from the tyranny of death and offering relief to
the pain of mortality. In this way the faithful have immediate access to the image of the
Anastasis, the image symbolising the most crucial concept in Christian faith, that of
Salvation. Thus in a way, the visual accessibility to the image of the Salvation of mankind
is mirrored in the universal accessibility to Salvation that Christ offered the faithful, as,
through His Resurrection, every member of the community is saved and will be
resurrected during Christ’s Second Coming. However, as the image of the Last Judgment,
placed in a prominent position, reminds the community, it is the quality of the relationship
of the faithful with the community ‘in Christ’ and with God that will be the guide for their
final judgment, which will allocate them where they truly belong.

The church, temporally and spatially, has unique properties. For it is not simply
space, it is also a community, a living body of bodies, a living organism. The church as a
body, having the faithful as members, is so closely related to the church as a space that it
can be claimed that the two are almost amalgamated in an inseparable entity. This notion
is clearly present in Maximos the Confessor’s theory of the interpretation of the church.

Maximos the Confessor (580—662) was a monk and theologian, actively involved in the

49 Archaeological evidence shows that there was no iconostasis in the parekklesion. See
Underwood, The Kariye Djami, p. 248.
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Monothelite controversy.*’ In his Mystagogia, a commentary and meditation on the
Eucharistic liturgy, he dedicates space to the analysis of the symbolism of the church
building. The Mystagogia is the first extant Byzantine liturgical commentary and it has
been highly influential as its impact can be traced from the time of its composition to at
least the mid-fourteenth century, with Kabasilas performing a final synthesis of Maximos’
and Germanos’ ideas when composing his Commentary on the Divine Liturgy.**' Notably,
Maximos’ Mystagogia had been influential on Germanos when composing his Historia.**
Maximos’ commentary is possibly a more suitable text for the symbolic interpretation of
monastic church space as it is directed more at monastic contemplation than at popular
liturgical piety, given that Maximos was a monk himself.*** Maximos’ mystical theology,
which combined monastic spirituality and ascetic wisdom with the inheritance of
Classical and Hellenistic philosophy, became very important to the hesychasts,** a

movement that deeply characterised the fourteenth century.**> The writings of Maximos

were also known to Metochites, as he quotes Epicurus directly from Maximos the

“OF. L. Cross and Elizabeth A. Livingstone, The Oxford Dictionary of the Christian Church
(London; New York: Oxford University Press, 1974).

“! Robert F. Taft, 'The Liturgy of the Great Church: An Initial Synthesis of Structure and
Interpretation on the Eve of Iconoclasm', Dumbarton Oaks papers.34-35 (1981), 34-35, 45.

“2 Taft, 'The Liturgy of the Great Church: An Initial Synthesis of Structure and Interpretation on
the Eve of Iconoclasm', p. 70.

*3 Taft, 'The Liturgy of the Great Church: An Initial Synthesis of Structure and Interpretation on
the Eve of Iconoclasm', p.45.

“4 Andrew Louth, Maximus the Confessor (New York: Routledge, 1996), p. 44.

3 Hesychasm is a term employed to describe a method of monastic prayer and contemplation
(hesychia) designed to achieve communion with God through interior quietude. The hesychastic
tradition was unified in Palamism, the doctrinal synthesis of Gregory Palamas. See The Oxford
Dictionary of Byzantium, ed. by Alexander Kazhdan (Oxford: Oxford University Press, 1991),
vol. 2, p. 923.
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Confessor.**® Maximos thinks of the church in terms of bodies, of living organisms that
not simply inhabit space but constitute space itself. In this way, the church is symbolised
as a cosmic, human or ecclesial body that has members and functions as a living
organism. Maximos views the church as a space bridging realities: it is an image of the

cosmos, consisting of heaven and earth:

Kai avbic uévov tot aicOnrod xdouov x0’ avrtov v dyiav
100 Ocol Exxlnoiav eivar ovuBolov Epaocxev, dc ovoavov uev
10 BO¢ciov icpateiov Eovoav, Yy 0& TNV €VMOETELAY TOD VAOD

xextnuévny. Y

It is also an image of man, consisting of body, mind and soul:

..dvBowmov eivar v dyiav 100 Ocov Exxinoiav Eleye, yuynv

UEY Eovoav To igpateiov: xal vovv to Ogiov OQvolaotiolov, xal

odua Tov vaov. **

In this way, managing to conceive the church through thinking about living bodies,

“® Edmund Fryde, The Early Palaeologan Renaissance (1261 - C. 1360) (Leiden: Brill, 2000), p.
332.

7 <God’s holy church is in itself a symbol of the sensible world as such, since it possesses the
divine sanctuary as heaven and the beauty of the naos as earth’. Original text in Greek in:
Maximos the Confessor, La Mystagogia Ed Altri Scritti, ed. by Raffaele Cantarella (Firenze: Texti
Christiani, 1931), p. 142. Translation in: Maximos the Confessor, Selected Writings, ed. by
George Charles Berthold (Mahwah, NJ: Paulist Press, 1985), p. 189.

48 ‘the church is like a man, for the soul it has the sanctuary, for mind it has the holy altar, for
body it has the naos’. Original text in Greek in: Maximos the Confessor, La Mystagogia Ed Altri
Scritti, p. 142; translation in: Maximos the Confessor, Selected Writings, pp. 190-91.
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Maximos suggests a space that bridges oppositions and transforms them into
complementarities. The cornerstone of Maximos’ theory, whether cosmological or
anthropocentric, is the fundamental principle of function of the whole in relation to its
parts. The whole, either the cosmos, the body or the church, cannot function properly if it
is not intact, if one part is missing or does not function properly, and for this reason the
relations between the whole and its parts and between the parts themselves are of crucial
importance. As Cooper suggests ‘the Church for Maximos is not so much an objective
thing as a realm of relations’.** These parts, tightly interwoven with each other and
integrated to the whole, cannot be perceived as functioning in themselves outside of the
whole, a point on which Maximos places emphasis. The idea of the lack of self-
sufficiency of the part outside of the whole leads Maximos to lay stress on the fact that
through difference comes unity; that it is through the interaction of many self-insufficient
parts that a self-sufficient whole is created, a functional body, ‘cosmic, human or
ecclesial’ in Cooper’s words.*” Thus, church space, like the cosmos and the body, obtains
a dynamic character; it is not a single, self-defined ‘thing’, but a ‘dynamic reality’,"”" a
chora-space in between human and divine, where meaning is produced through the

interactions and relations between its parts. Massey would argue that a space like this

should be called ‘interactional space’,** for it is a product of relations and interactions —

“9 Adam G. Cooper, The Body in St Maximus the Confessor: Holy Flesh, Wholly Defied (Oxford:
Oxford University Press, 2005), p. 126.

0 Cooper, The Body in St Maximus the Confessor: Holy Flesh, Wholly Defied, p. 126.

! Dumitru Staniloae, Introduction to the Mystagogia of Maximus. trans. by Ignatios Sakalis
(Athens: Apostoliki Diakonia, 1997), p. 57.

“2 Doreen Massey, For Space (London: Sage, 2005), p. 11.
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relational space —** an ever-fluid ‘topos’ ‘where there are always connections yet to be
made, juxtapositions yet to flower into interaction, relations which may or may not be
accomplished’.** Understanding the chora-space of the parekklesion through inclusion or
exclusion, perfection or imperfection would only lead to the shaping of a distorted image.
It would be more appropriate to try to perceive church space as a chora space in between,
marked by the dualisms of human and divine, past and present, living and deceased. The
space of the parekklesion can be regarded as not-yet-complete; it is a space that needs to
be related to its users, its functions, its objects and its symbolisms in order to acquire
meaning. As a living body of bodies, a space of becoming, the space of the chapel is
always in the making, constantly in the process of being shaped by a ‘set of relations’
between subjects and objects. Church space lies in the realm of becoming and not in that

of being.

Conclusion

In this chapter, I aimed at mapping the interactions between the architectural, the
pictorial and the symbolic body in the space of the parekklesion and analysing the way
that they affect the formation of a chora-space in and of the chapel. The analysis of the

space of the parekklesion was marked by the notion of the body in relation to the chora

453 Relationality and the concept of relational space in the context of the parekklesion will be
discussed further in chapter five.
% Massey, For Space,p. 11.
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and the concept of the space of becoming. I showed that the intersection between
architecture, painting and symbolism creates a spatial narrative or artistic body inside the
chapel in the form of an artistic body that actively invites interaction with the beholder.
The space of the parekklesion was also regarded as an ecclesia, a living body of bodies, a
community in Christ, that inhabits space, produces space and is space. In this way, the
relation of space to the body became dual, as space was regarded as body and the body
was regarded as space. The concepts of the formation of an artistic body/spatial narrative
in and of space and the transformation of space into a body of bodies highlighted the
importance of interaction between elements of space in the process of producing meaning.
The space of the chapel emerged as an interactional locus of becoming where bodies
establish connections and inscribe meaning. The production of meaning inside the
parekklesion takes place in a space in between that exists in the gap between content and
container, human and divine, living and deceased, past and present. I showed that the
artistic body and the ecclesia are both realised in and through a chora-space that functions
as a bridge between realities and unites bodies in a locus of interaction. In the chapter that
follows, I analyse further the notion of space as body and the ways through which the
concept of the chora as a space of becoming is realised inside the body-space of the

parekklesion.
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Chapter 5: Retracing the chora: the parekklesion as a space of becoming

The Chora parekklesion can be regarded as a body-space, a living ecclesia. It is a
space of inclusion, where art, liturgy and the faithful come together to form a body, a
living organism. The parekklesion is a body-space: various parts that relate to each other
create an organism, through a complex system of relations and hierarchies. Each of the
parts is an organism in itself, in the same way that the human body is formed by organs,
muscles and bones. Architecture, painting, liturgy, symbolism and the faithful are
components that I have identified as the main organs of the parekklesion as a body. These
can be broken down into smaller and simpler bodies, so that one can imagine the
parekklesion as a hyper-body formed by other, individual bodies, scaling down to create a
pyramid of interrelated micro-bodies. From the notion of the body stem two other notions,
equally important in the apprehension of the space of the parekklesion, those of relation
and time. If the body symbolises here the ultimate unity, the synthesis of different
elements into one organism, and highlights the importance of their interaction, then the
notion of relation is what lies in the core of the space as body concept. Each part of the
body exists in relation to another and as part of a whole, while it is considered to be
somewhat incomplete or imperfect in isolation from its inclusion in the body. Therefore,
the part fulfils its purpose through its relation to the other parts of the body and its

participation in the formation of the whole. Moreover, on a greater scale, it is through the
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development of relations that individual bodies, human, pictorial or architectural, come
together to form a community, a wider and more diverse body. In addition to the notion of
relation, I would like to highlight the importance of the concept of time within the space
of the parekklesion. The time of the parekklesion as a living organism is the eternal
present, a space where past and future collide in an ever-lasting moment in the present.
The living body is present here and now: the bodies of the faithful, the body of Christ in
the Holy Communion, the resurrected body of Christ in the image of the Anastasis. The
presence of bodies in the parekklesion is not marked by an abstract sense of divine
timelessness but by the dominance of the tangible present time. In this chapter, I look at
how the concepts of chora and the space of becoming appear in and through the body,
artistic, human and divine. I will analyse the interrelations between body, time and
relation in order to understand the formation of the space of the parekklesion into a living

body-space, a chora of interaction and participation.

The concept of the body in the parekklesion

The body is of central importance to the meaning of the space inside the chapel.
Individual or collective, literal or symbolic, the body as an idea is echoed in almost every
part and aspect of the space. However, every body in the chapel — literal or symbolic —
relates and refers back to the body of Christ. The body of Christ is projected in various

forms inside the parekklesion. The spherical shapes of the upper sections of the chapel are
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symbolic of the divine, while the earthly squares of the lower sections symbolise human
nature. In the paintings of the parekklesion the incarnate body in the dome of the western
bay and the resurrected body in the conch of the apse both project the divine/human
duality inherent in Christ; how God became flesh and came to earth for the sake of the
people, how he died as human and was resurrected as God in order to save humanity. The
community of the faithful is also a symbolic body of Christ on earth, while the
communion of His body and blood is the most important moment of the liturgy. The body
of Christ as the unbreakable unity of two natures is the archetypal body, literal and
symbolic, on which the significance of all other bodies inside the space of the chapel
depends. The coming together of different parts in order to form a whole is based on the
unity of two natures in Christ, where the divine meets the human in an inseparable entity.
Symbolically, the Body of Christ can be regarded as the supreme expression of the notion
of the body; for the two natures, which are two completely different elements, are united
in Christ and form an organic whole without suffering any changes or alterations in
themselves. St John of Damascus summarises the Christological doctrine and offers a

comprehensive analysis of the unity of the two natures in Christ:

Ao On €x Ovo Pvoeswv teleiwv, Ociag te xol dvOowmvng, Goucy
yeyevijoal gy Evwoty, ov xota QUOUOV 1] CUYYVOW 1] avaxQaoty,
ws 0 Oenlatos Epn Awooxopog, Evtvyng te xai Xevnoog xal 1
TOVTWY EVayns OVUUoQLa: 0VOE TQOoWIUXNY 1] OYeTIXNY ) xaT d&lav
7 tavrofoviiav 1 ouotwuiav 1 ouwvvulav 17 gvdoxiav, ¢ O

Ocootvyns épn Neotootog, Ai6dweos te xal 0 Moyoveotiag
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Oco0wpog, xal 1 TOUVTOWV OAUUOVIDOONS OufyveLs, dild xatd
ovvleow, iror %00 VmboTAOW ATEEMTWS Mal ACVYYUTWS xal
AVAALOIDTWS #OL AOLAUQETWS XAl AOLACTAOTWS XAl v OVOl PUOEDL
tedelwg Exovoaus uiov vVmootaow ouoroyoduev 1oV Yiot 1o Ocod
X0l OETAQXWUEVOV, THY AVTNY VIOOTATY AEYovTes TG Oe0TNTOG 2all
1176 avlowmotnTtos avtov xal TAS OV0 PUOES OUOAOYODVTES
o@Ceobal v avt® ueta v Evwow, ovx 0l xol dvauéoog Tlhévtes
Exdotny, dAL 1vouévag dAAlog év T wd ovvOétw VmooTdoel.
Ovoudon ydo ¢ouev thv Evwow, TovtéoTwy dAnOy xal ov xatd

pavraoiav.*

As John clearly states, the divine and the human nature are present in Christ without
‘confusion or intermixture...but by synthesis’. Christ combines the two natures in such a

away that even though they both preserve their individual characteristics, they form a

43 < And therefore we hold that there has been a union of two perfect natures, one divine and one
human; not with disorder or confusion, or intermixture, or commingling, as is said by the God-
accursed Dioscorus and by Eutyches and Severus, and all that impious company: and not in a
personal or relative manner, or as a matter of dignity or agreement in will, or equality in honour,
or identity in name, or good pleasure, as Nestorius, hated of God, said, and Diodorus and
Theodorus of Mopsuestia, and their diabolical tribe: but by synthesis; that is, in subsistence,
without change or confusion or alteration or difference or separation, and we confess that in two
perfect natures there is but one subsistence of the Son of God incarnate; holding that there is one
and the same subsistence belonging to His divinity and His humanity, and granting that the two
natures are preserved in Him after the union, but we do not hold that each is separate and by itself,
but that they are united to each other in one compound subsistence. For we look upon the union as
essential, that is, as true and not imaginary’. Original text in John of Damascus, "Exdooig
Axoifng Tric OpbBoddéov Iliotews / De Fide Orthodoxa (Athens Pournaras, 2009), p. 58. The
translation of this extract comes from John of Damascus, 'An Exact Exposition of the Orthodox
Faith', in Hilary of Poitiers, John of Damascus, Nicene and Post-Nicene Fathers: Second Series
(Peabody, MA: Hendrickson Publishers, 1996), vol. 9, 654-55.



276

unity, existing in one body at the same time. Even though they are not confused however,
they do not remain alien to each other either, as they form in John’s terms ‘one compound
subsistence’, one, literal and symbolic, body, in which two different elements are
synthesised. It is on this idea of the synthesis of elements in the creation of a concrete
entity that the notion of the body expands inside the chapel.

The basic shapes of the sphere and the square create a stable architectural body that
will house other bodies inside the chapel. The semi-sphere of the dome, the conch of the
apse and the domical vaults meet the square shapes of the west and east bays and they
come together to form a unified space. The heavenly sphere unites with the earthly square
through a system of apses and conches and spherical triangles and together they create a
whole that not only facilitates the functions of the chapel but also enhances the experience
of the faithful in symbolic ways. The approach of heaven towards earth — that became
possible through the Incarnation, as pictured in the domes and as celebrated through the
Resurrection of Christ and the Salvation of Man, depicted in the conch of the apse — is
symbolically projected in the architecture of the chapel in the way that the spherical
shapes in the higher sections flow downwards to meet the square shapes of the lower
sections and create a functional body that communicates with the faithful on various
levels. However, the architecture of the parekklesion does not only project the formation
of a space in between heaven and earth, between the divine body of Christ and the human
body of the Christian community. It also highlights another unity, another synthesis of
seemingly contrasting elements into one concrete, complete body. The presence of the
arcosolia in the space of the chapel are highly significant in this case. The arcosolia

contain the individual bodies of the deceased but their presence inside the chapel
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highlights a merging of the private with the communal and of the past with the present
and the future. The individual bodies of the deceased inside the communal space of the
chapel are, through their symbolic and literal presence, still members of the Christian
community that inhabits the parekklesion, forming with them a community in Christ, a
symbolic body of Christ on earth. Even though the individual body is perishable, the
symbolic, communal body of Christ is not, as it exists in the present, incorporating the
past and the future. As the burial place of the individual is incorporated in a communal
space, the individual body of the deceased forms part of a living community ever present
inside its actual and symbolic space. The space of the chapel is thus transformed into a
chora space in between where the private and the communal collide and the past of the
deceased forms a part of the present and future body of the community in Christ.

The discussion of the body in the paintings of the parekklesion is again multi-
dimensional. Starting from the more obvious, the faithful, entering the church, are
surrounded by the bodies of the holy persons depicted. When entering the parekklesion
from the west, the radiant resurrected body of Christ dominates the beholders’ space.
Christ in the Anastasis is depicted victorious over death; His body suffered on the cross as
a human, and soon after He died as a human too, but in the image of the Anastasis in the
chapel the faithful see how He resurrected as God in full glory and won the battle with
death. Christ’s resurrected body stands there as ultimate proof for the salvation of
mankind and His image offers consolation to the faithful mourning for the death of the
deceased and hope for the continuation of life in heaven.

The body of Christ however, has a strong symbolic function elsewhere in the

parekklesion, too. In another prominent space inside the chapel, the dome of the western
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bay, the image of the Virgin holding Christ prevails.*® The incarnate body of Christ is
depicted in the dome as proof of God’s intention to save mankind by sending His Son to
earth in a miraculous way. The incarnate body stands there as proof of God’s love for the
people, as the ultimate way of showing the faithful how much He cares about them and
that He wanted to save them from original sin. Christ’s incarnate body is the ultimate
expression of unity and the formation of a chora space in between, as in His body, as
depicted in the image in the dome, the divine meets the human, the divine nature is
miraculously united with the human nature in one entity. Christ’s incarnate body as
depicted in the dome is the cornerstone of Christian doctrine and this exact notion of unity
and co-existence of different elements in one concrete and functional body is the
foundation for understanding the space of the chapel as a living organism, a body-space.
Nevertheless, the body of the Virgin is also of crucial importance here. In the image in the
dome, the Virgin is depicted holding Christ and surrounded by angels. It is the Virgin’s
body that allowed God’s plan to be realised. The Virgin carried God in Her human body
and gave birth to Christ while miraculously remaining a Virgin due to the charis given to
Her by God. The body of the Virgin is depicted in the dome as a miraculous bearer and at
the same time as a gate through which Christ passed from heaven to earth for the sake of
mankind. The body of the Virgin is thus sacred to the faithful, as the sacred chora that
contained the uncontainable God and brought Him to earth. It is this bodily connection
between Christ and the Virgin — like the one that a mother has with her child — that gives
Her such power as a mediator in the hearts of the faithful. Therefore, the role of the image

of the Virgin holding Christ in the dome symbolising the miracle of the Incarnation is

¢ See fig. 30 in chapter four (p. 245).
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twofold. On the one hand, the body of Christ is the ultimate image of the mystery of the
Incarnation and of God’s plan to save mankind. On the other hand, the body of the Virgin
is the bearer of Christ, the vessel that miraculously contained the uncontainable and
realised God’s plan for the salvation of mankind; at the same time it is also the body of a
loving mother, who embraces and offers protection, soothes the pain and offers
consolation and, being the mother of God, acts as a mediator existing in a space in
between the faithful and God, transferring their prayers to Him.

Of special importance in the chapel are, in my opinion, the resurrected bodies of the
people who are miraculously resurrected due to God’s intervention. Adam and Eve will
always be marked as the first sinners and yet in the image of the Anastasis they are seen
resurrected on the right and left of Christ, saved from sin and having won a place in
Heaven.*’ The daughter of Jairus and the son of the widow depicted in the vault above
the sanctuary, are seen here resurrected even though they were people carrying sins as
well, similar to the faithful gazing at their images from the naos of the parekklesion.*®
The presence of the resurrected bodies of Adam, Eve, the daughter of Jairus and the son
of the widow on the walls of the chapel highlights the fact that the miracle of resurrection
is a reality that has been experienced not only by God but by humans too, people who
sinned but at the end were saved. The resurrected bodies depicted in the conch and the
vault above the altar stand there as witnesses of hope for the faithful, reminding them that
salvation from sin is indeed offered to those close to God.

The saints of the south and north walls are arguably the most accessible bodies to

the faithful, who stand among them as members of the community in Christ. Their

7 See fig. 23 in chapter three (p. 203).
8 See fig. 9 in chapter three (p. 168).
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tormented bodies, witnesses to the truths of their faith, are depicted here in full glory,
fully accessible to the sight and touch, and almost lifelike, forming together with the
faithful the symbolic body of Christ and transforming the space of the chapel into a chora
space in between heaven and earth. In their turn however, the saints of the frieze form a
body among themselves. The rhythmic organisation of the figures of the frieze
incorporates them in a type of rhythmic wave, which gives the beholder the impression
that each figure is related to each other. In this way, every figure is designed in such way
that it leads the gaze of the beholder to the next one, which in its turn leads to the one next
to it and so on and so forth. A chain of figures is thus created, related to each other
pictorially and not only symbolically, forming in this way a functional body consisting of
individual members relating to each other, or, even better, existing in relation to each
other. Pictorial bodies such as the one formed by the saints of the south and north walls
can be found elsewhere in the parekklesion too, such as in the two groups of Apostles and
the group of angels in the depiction of the Final Judgment.*® However, the creation of
pictorial bodies is not limited to the area of the macro-body, that is to the incorporation of
individual images in a wider pictorial body.

Through the application of rhythm, the painters of the parekklesion created micro-
bodies too, that is individual images that constitute functional bodies in themselves.
Internal rhythm, as explained in chapter three, aims exactly at the transformation of an
image into a functional body. From single-figure images to complex compositions, the
painters of the chapel managed the pictorial elements of each image in a rhythmic

manner. The X-shape principle of internal rhythm aids in the development of integral

9 See fig. 12 (p. 176) and fig. 22 (p. 201) in chapter three.
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relations between the constituent parts and results in the formation of a whole that
consists of elements existing in relation to each other, supporting and highlighting each
other in order for the final outcome to be a functional body. Internal rhythm targets the
relations between pictorial elements themselves and assists in the creation of a body-
image inside the space of the icon that is internally balanced and coherent, a body that can
fulfil its purpose optimally. In single-figure images, such as the one of St Theodore Tiro
analysed in chapter three, every element of the image participates creatively in the
formation of the pictorial body of the saint that balances in the gap between stability and
motion. In compositions, internal rhythm becomes increasingly complex as its use is
expanded to cover not only the design of figures, buildings, or decorative elements but
also the relations between them. An excellent example of compositional internal rhythmic
management is the image of the Anastasis. There, each element of the composition, such
as the figure of Christ for example, forms a micro-body in itself, as its parts are designed
rhythmically, but also, each element interacts rhythmically with the elements that
surround it inside the composition, thus becoming a body that is part of a wider
compositional body. Internal rhythm floods the space of the icon from the inside towards
the outside, from the smaller and simpler part to the bigger and more complex, and
through its use the creation of pictorial bodies or unities is accomplished.

While internal rhythm aims at uniting the pictorial elements of each image into a
coherent and functional pictorial body, external rhythm aims at the establishment of a
foundation for the development of a relation between the Imaged and its beholder in the
space of the icon. This is certainly a more complex task as it involves more parameters

and aims at the facilitation of a relation between two entirely different types of bodies, the
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human and the pictorial. The image, when imbued with internal rhythm acquires internal
coherency and balance, which is the first step towards being able to relate to other bodies.
The external rhythmic management of the image covers exactly that area as it transforms
the image into an interactive body ready to communicate, to be gazed upon and to gaze
back, to connect in a direct, bodily manner. External rhythm is used in order for the body-
image, either a single—figure or one that is part of a larger composition, to expand and
reach out towards the body of the beholder, inviting him or her to a sensory unity in the
interactional space of the icon. The pictorial body of the holy person enters the space of
the beholder and relates to him or her not only at an individual level, in a one to one
session of communicating but also at a communal level, as it becomes an integral,
tangible part of the Christian community inside the chapel. External rhythm targets the
interactional space between bodies of a different kind and it is used in an attempt to fill
that space-in-between, in between two bodies, two realities, two time dimensions.
Through external rhythm the space of the icon is transformed into a space in between,
bridging holy and profane, heaven and earth, past and present, absence and presence, and
abolishing the boundaries between each of the above conceptual pairs by facilitating their
communication.

Another prominent body inside the space of the chapel is that of the faithful. The
bodies of the faithful come into contact and communicate with all other bodies,
Christological, artistic, and liturgical. Experiencing the space of the chapel is a complex
process that is defined by conscious and subconscious parameters. The human experience

ranges from rudimentary feeling to clear conception and it is, most of the time, tinted by
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emotion and thought.*® Also, it would be unreasonable to claim that when the faithful
enter the parekklesion they are “clean slates”; for it is probably not possible for a person
to be free from preconceptions or drained of emotions when entering a particular space.
Consequently, the faithful’s ways of experiencing space will always be affected by their
personal circumstances and limitations. For this reason, this analysis will not be focused
on purely personal modes of experiencing space or on evaluative connotations that the
users of space would probably make, elements that are inherently interwoven with
emotions and depend greatly on personal circumstances. The body functions inside the
parekklesion as a primary receptor, experiencing its own presence and the presence of
other bodies through the senses. However, the term presence should not be regarded as a
passive term. The notion of presence essentially indicates activity; when a person is
present in a spatiotemporal sense, it means that they are able and available to relate to
space and to others in space around them. Their presence signifies their ability to
constitute an active element of space, a defining parameter of space, a fact that
differentiates this state from the state of mere existence in space. Simply by existing, the
users are elements in space, while by being present they are capable of becoming
elements of space; the passing from existence to presence indicates a potential shift form
the incidental to the integral. The faithful become integral parts of the space of the chapel,
and consequently parts of its spatial code, by relating to other bodies through the senses or
conceptually. The contact with other bodies signifies the inclusion of the faithful in the
body space in essential terms. The faithful are not simply viewers inside the parekklesion,

external observers, but participants in the formation of the body space. Inside the church

“0Yi-Fu Tuan, Space and Place: The Perspective of Experience (Minneapolis: University of
Minnesota Press 2001), p. 18.
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the faithful taste the body and blood of Christ and unite with God through this act that
passes essentially through the body. The faithful gaze at the images of the holy persons
and they can touch and kiss them, bow in front of them as an act of respect and pray to
them for salvation. The bodies of the faithful come into contact with the holy bodies
through a series of acts. Addressing God, the Virgin and the saints and chanting during
services is another act of communicating with them too. The bodily contact between the
faithful and the holy persons is further accentuated by the rhythmic properties of the
images of the chapel. As the bodies of the holy persons exit the painting surface and enter
the space of the chapel, the actual living space of the faithful, the faithful find themselves
surrounded by the bodies of the holy persons, coming into contact with them and inviting
them into interaction. Therefore, the contact with the bodies of God, the Virgin and the
saints is not only a conceptual necessity but also a sensory and, ultimately, bodily reality,
an event of the present where the merging of the holy and the profane into a community in
Christ becomes possible inside the chora space of the chapel. The bodies of the faithful
interact with the holy bodies in various ways and experience in this way their membership
in Christ both conceptually and bodily.

The contact with the bodies of other faithful inside the space of the chapel is another
important aspect in our exploration of the role of the body, conceptual, symbolic and
literal, in the parekklesion. Contacting other faithful inside the chapel in a manner that
actively involves the body is an integral part of the experience of that space and the
functions that take place within it. The unified, uninterrupted space of the parekklesion
aids the contact and interaction between bodies by offering to the faithful a high degree of

visibility and accessibility to the bodies of the rest of the inhabitants of that space. The
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faithful stand close to each other inside the limited space of the chapel during services and
unite their voices in praying and chanting while addressing God. They also make the same
movements at the same time all together, making the sign of the cross, bowing, kneeling,
and standing up. They produce and at the same time they experience a gestural space,
where the conceptual becomes part of and is expressed through the body, where the
participation in the spiritual passes through the body.

However, the very nature of the chapel offers its inhabitants even more
opportunities for bodily contact and interaction. If we accept that funerary services would
indeed have taken place inside the parekklesion, and not in the narthexes, then the relation
of the faithful to the bodies of other members of the community is further accentuated
inside the chapel. The Last Kiss, a part of the funerary service of the Church, is one of the
final stages of the service before the burial.**' During the funeral, the body of the deceased
is placed inside the church facing east, towards the image of the resurrected Christ, while
the priests and the congregation pray for the salvation of the departed. Right after the
funerary service finishes, it is time for the Last Kiss to the deceased, given as a final
goodbye before the burial of the body. At that time, the faithful attending the service line
up and one by one pass by the deceased and kiss him or her, thus saying goodbye for the
last time, while the rest of the congregation prays to God and the Virgin for the salvation
of the deceased. With the spirit having departed, all that is left to the people close to the
deceased is the dead body. Their last chance of interacting with the deceased and
experiencing his or her presence inside the same living space is to touch and kiss his or

her dead body. This intense experience involves the body to the highest degree and shows

461 Akylirek, 'Funeral Ritual in the Parekklesion of the Chora Church', pp. 94, 96, 100.
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how important it is for the faithful to contact the deceased not only conceptually and
spiritually through their mind and prayers, but also reveals their urgent need to physically
touch the dead body one last time before saying goodbye, having one last interaction
before his or her body becomes invisible and inaccessible inside the tomb and perishes
forever. The intensity of the experience can be attested by anyone who has participated in
a funerary service of the Orthodox Church even to this day, and the fact that this
experience would take place inside the chapel highlights even more the role that contact
between bodies played in shaping the experience of that space for its inhabitants. The
space of the chapel is marked as a space where the living say goodbye to the dead, where
they see and feel the bodies of the deceased for the very last time, where the two bodies,
living and dead, are visible and accessible to each other for the last time.

However, the contact with the body of the deceased arguably does not end with the
Last Kiss. It could be argued that the placement of the arcosolia containing the deceased
inside the space of the chapel aids the conceptual and spiritual contact with the deceased
even after their burial. The four arcosolia in the parekklesion, attached to the south and
north walls, occupy prominent places inside the chapel. With the parekklesion being
designed as a concrete, unified space, the way the arcosolia are placed arguably
determines that the faithful attending services in the parekklesion would stand right next
to them or at least very close to them, being able to read the inscriptions on them and see
the designs in the space above them, that would possibly have included images of the
deceased. Therefore, the conceptual and spiritual contact with the bodies of the deceased
arguably never stopped, as the presence of their arcosolia in prominent places inside the

chapel would bring to mind the presence of the deceased themselves in a shared
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conceptual or even actual space. It can be claimed that the memory of the deceased as
individuals is intensified by the presence of their arcosolia but at the same time, the
placement of the tombs containing the deceased inside the space of the living indicates a
desire to keep alive their memory not only as individuals but also as members of a
community.*”® The memory of the deceased as individuals would arguably start fading
after a generation or two and the faithful surrounding their arcosolia during services,
reading the inscriptions on their tombs and seeing their images would not be able to relate
on a personal level with them. However, even though the sense of personal contact with
the body of the deceased might fade away, the contact in Christ will never fade away. The
deceased are placed inside the space of the living and not away from it, inside the space of
a living community, which includes not only the ones present in a given space and time.
The community in Christ expands to include even those who are not present, because
even though the deceased are neither visible nor accessible at that particular space and
time, they continue to be members of the community in Christ and will always be
included in its prayers until the Second Coming. The community in Christ is a wide body
that extends in space and time to include the dead and the living, the ones present and the
absent ones, the holy persons and the faithful in one entity, where each body functions as
a part of a wider communal body, the symbolic Body of Christ.

The presence of the arcosolia works in symbolic terms in a similar way to the frieze
of saints, offering the members of the community an image of an extended, ever-present

community that survives through time and transforming the space of the chapel into a

2 Geary argues that the deceased can be thought of as another age group among the people of the
Middle Ages due to the increased opportunities of communication and interaction with the living.
See Patrick J. Geary, Living with the Dead in the Middle Ages (Ithaca, NY: Cornell University
Press, 1994), p. 78.
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chora space in between heaven and earth, living and dead. At the same time, the sense of
participation in an ever-living community in Christ offers the faithful consolation over the
passing of the deceased but also brings hope to them concerning the end of their own life
on earth. As the deceased remain symbolically present in the chapel through the presence
of their arcosolia, the commemorating services taking place to honour their memory and
the reading out of their names that physically evokes their presence, their membership in
the community in Christ seems to be continuing even after their death, as they seem not to
be forgotten, but at least passively involved in the life of the church and the community.
Given that the church of the Chora was part of a monastery, the inhabitants of that
space, apart from occasional visitors, would be members of a monastic community.
Therefore, the community bonds among the inhabitants of the space of the chapel would
potentially be strong. However, it can be claimed that the sense of community was
significantly expanded outside the walls of the monastery, in space as well as in time. The
presence of the arcosolia inside the main area of the chapel and the frieze of saints along
the south and north walls are two key elements strengthening the sense of community
inside the parekklesion and contributing to the symbolic expansion of the boundaries of
the community in order for it to include more people. The faithful attending services
inside the chapel would not necessarily be members of the monastic community of the
Chora and arguably the sense of community between them and the monks of the
monastery might not be that strong. Nevertheless, by adding in to the equation the saints
of the frieze, a third category familiar to both the other groups, the internal bond between
the two groups might be strengthened. As they both relate to the saints of the frieze and

they recognise them as members of an extended community in Christ, they arguably end
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up feeling more connected to each other as well. The inclusion of the saints depicted in
the chapel in the symbolic community of Christ contributes to the development of a sense
of wider inclusion and participation in the community in Christ, which can exceed the
boundaries of space and time and therefore can include those physically present and those
only symbolically, spiritually or pictorially present. In this way, the collective body of
Christ is formed by different groups into one entity; the faithful, physically present in the
chapel, the deceased, occupying a space of peculiar visibility as the arcosolia containing
their bodies are placed inside the living space of the faithful, and the holy persons,
inhabiting heaven. The past of the deceased, the present of the living and the timelessness
of the holy persons are united in the symbolic collective body of Christ that represents an
ever-lasting liturgical present that extends from heaven to earth.

I would suggest however, that what is more important here is the realisation of the
existence of such a body, formed by Christians across space and time, that is reflected in
the design of the chapel. The image of the ever-present community in Christ is inside the
parekklesion not simply a conceptual necessity but a physical experience calling for the
active participation of the faithful’s minds and bodies. Among the images of the chapel,
one can identify ones that provide the faithful with an image of such membership, such as
the two groups of the Apostles depicted in the Second Coming or the group of angels
surrounding Christ in the same image. Another representation of such a body is the group
of angels surrounding the image of the Virgin holding Christ in the dome of the western
bay. However, through architecture and painting, with the addition of the arcosolia and
the increased visibility and accessibility of the images of the saints in the frieze combined

with the rhythmic management of the figures, the members of the community who are not
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physically present can be felt, as their presence in the space is almost tangible. With the
deceased symbolically occupying space inside the living space of the faithful through the
presence of their arcosolia and the saints of the frieze entering the physical space of the
chapel and joining the faithful in praying, the sense of absence of the ones that are not
physically present is minimized and in a way replaced with a different type of presence,
either symbolic or pictorial in order for the community in Christ to remain united and
function as a collective body. The presence of God pierces through every part of this
collective body, through every aspect spread in space and time. He is present in Heaven
joined by the holy persons, in the chapel He is mystically present in the Holy Communion
and pictorially present in His images that enter the space of the faithful, and as a promise
for salvation in the realm of the deceased. His presence, symbolic, spiritual and pictorial,
holds the members of the community together and unites them under His name inside His
temple in an ecclesia. Crucial in Christian thought, the notion of the ecclesia, the Christian
community that forms the symbolic body of Christ is rooted in a basic principle of the
Divine Liturgy. The liturgy cannot be performed with the presence of one person only,
even if that person is a priest. In order for the liturgy to take place in the church, two
people are necessarily needed, so that the basic, simplest core of a community can be
formed. Communication with God is therefore essentially not only a personal matter but
first and foremost an experience whose presupposition and product at the same time is a
community of faithful, small or large. It is through their participation in the reality of the
ecclesia that the faithful realise their role as members of the symbolic body of Christ.

The ecclesia forms the body of Christ with Him being the head of it, functioning as

an archetype and guiding it. In the parekklesion, Christ’s symbolic role as the head of the
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ecclesia is perceived not only in abstract conceptual, liturgical or sacramental terms but it
is also highlighted spatially in an attempt to minimise the abstraction of the notion and
offer the faithful an actual image of the community being formed in front of their eyes, in
an interactional space of becoming. For this reason, Christ is here depicted victorious in
the image of the Anastasis in the most prominent space of the chapel, visible from all
spots and angles, dominating the parekklesion and attracting the gaze of the faithful
towards the east, where the head of the ecclesia is placed. The body of the ecclesia is
formed by the saints depicted on the south and north walls. The faithful walk in the chapel
and join the saints as Christ’s body, the body of the ecclesia, filling the space of the
parekklesion — and the ecclesia — with energy and seeking interaction. The body of the
ecclesia is formed by bodies belonging to different spatial and temporal dimensions; the
holy persons inhabit heaven, the deceased are of the past, while the faithful experience the
space of the chapel here and now. Yet all three collective bodies, each consisting of
individual bodies, come together to form the ecclesial body, conceptually and spatially,
with the faithful being in this way able to experience their place in the ecclesia through
the senses.

The ecclesia is in Maximos’ thought a creation — a body — that cannot be reduced to
either the church building or the Christian community. The notion of the ecclesia contains
both elements in an unbreakable unity as the existence of the one presupposes, for
Maximos, the existence of the other. As in the centre of my thinking about the
parekklesion is the notion of the body space, it can be argued that the ecclesia, as the
space of the chapel and the community of faithful that inhabits it and interacts with it is a

body that resolves binary oppositions; it is a symbolic, spiritual, conceptual and physical



292

body space. It is a chora space in between where heaven meets earth when the holy
persons join the faithful inside the space of the chapel, the deceased co-exist with the
living with their arcosolia occupying space inside their space, the boundaries of time are
exceeded in order for the community of faithful to be united into the body of Christ, the
notion of absence of the holy persons is abolished when replaced with the tangible
concept of pictorial presence. Through various media and methods, the binary oppositions
that mark the space of the ecclesia are transformed into continua, realities that stretch
through space, time and modes of experience.

Architectural design, painting and liturgy develop and manage types of bodies —
architectural, pictorial, sacramental — to make differences less apparent and create spaces
in between that bridge oppositions. The faithful relate to those bodies/continua and
activate them by using their own body to make contact with the realities that lie beyond
their own space, time and spiritual circumstances. It is via the bodies of the faithful that
the bridges built using other media are stabilised; it is the faithful that supply the energy
so that the current can travel through the circuit already developed. The faithful provide
the missing link between two opposing realities and are the ones who make the interaction
between them possible, through their own bodies, through the relations developed
between their bodies and the elements of their environment, spatial, temporal, abstract,
and physical. It is the bodies of the faithful that attract the energies of the various
opposing realities and add to their interaction the dimension of time by inviting them into
the present, in the faithful’s own spatial and temporal dimensions. The body of the
faithful, individual and collective, is placed at the centre of the continua that mark the

space of the chapel as it is for their sake that the saints join them in praying, that Christ in
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the Anastasis reaches out to them and offers them hope of salvation. The faithful
experience the activation of these chora spaces projected in the space of the chapel by
means of the body. They experience their contact with the past, the holy persons and the
deceased by using not just their mind but primarily their body, being able to almost touch
what lies on the other side of the bridge.

And indeed, this bridging of opposite forces and their incorporation into one body,
one functional entity, brings me back again to the bodies of Christ and the Virgin, a
recurring theme throughout the space of the chapel. It is in the bodies of Christ and the
Virgin that the bridging of opposing binary forces is rooted as the foundation for the
establishment of unities, reflecting in this way Metochites’ desire to dedicate the church
to both Christ and the Virgin. The human body of the Virgin, having given birth to God,
marks exactly this bridging between the world of humans and the world of God, the
facilitation of the interaction between the two through the body, Her body, that brought
God into the world of humans. The body of the Virgin, through the mystery of the
Incarnation, symbolically depicted in the dome of the chapel, became the first bridge
between the ultimate opposition, Heaven and earth. The body of the Virgin is a chora
space in between that bridges heaven and earth, human and divine. Depicted in the
western bay, the Virgin becomes a symbol of passage from Heaven to earth both
conceptually and spatially as the mind and the gazes of the faithful are directed from her
image in the dome to Christ’s image in the conch of the apse, as they walk in the chapel
and move from west to east. Being the portal through which Christ came to earth, the
‘portal that contained God’ according to the words of St Joseph the Hymnographer

depicted in the spherical triangle below the dome, the Virgin emerges as the mediator par
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excellence between the faithful and God, functioning as a chora space in between, a
bridge that brings the two worlds closer. The body of Christ, radiating in the image of the
Anastasis, emerges as the ultimate symbol of unity. His body is also a chora, marked by
the bridging of two different elements; the unity between human and divine nature is
perfectly realised in the image of Christ, where the human and the divine form one
functional body. The body of Christ symbolises the ultimate bridging between human and
divine, mortal and immortal, and functions as the archetype of the ecclesia. Its prominent
place inside the chapel, in the image of the Anastasis, highlights this unity in conceptual

and spatial terms, similar to the case of the body of the Virgin.

The concept of time in the parekklesion

The importance of the dimension of time in the parekklesion derives mainly from its
close relation to the idea and figure of the body, a crucial concept in the formation of a
chora space in and of the chapel. As I suggested in the first section of this chapter, the
parekklesion can be experienced as a body space, a participatory artistic installation that
calls for the involvement of all of its parts in such an essential manner that it is
transformed into a living organism. The major parts that participate in the formation of the
body space of the chapel include liturgy, architecture, painting, symbolism and the
faithful, all of which are involved in that environment as bodies as well, with their

respective parts. The temporal dimension is common to all five entities and links them
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together by creating a temporal platform that points from all directions to the present. The
dimension of time in the parekklesion highlights in my opinion the body — liturgical,
architectural, pictorial — as a living organism, an organism that joins the bodies of the
faithful here and now in order to create an environment that exists in the present. At the
same time however, it is the body as a living organism and its operations within the space
of the chapel that establishes the time of the parekklesion as the present. The presence of
the human body is what makes this clear. The association of time with movement has
been discussed by Psellos. Michael Psellos (1018 — ca. 1081) was an intellectual and
writer. He received an outstanding education and became a court philosopher, holding the
tile of Hypatos ton Philosophon (Consul of the Philosophers).*” He has been recognised
as a Neoplatonic philosopher and prided himself on reintroducing the study of ancient
Greek philosophy to Byzantine scholarship. ** Psellos’ writings were known to
Metochites as he uses Psellos as a source in a speech he composed in praise of
Constantinople. *” Psellos composed a short encyclopaedia entitled De Omni aria
Doctrina, a collection of miscellaneous articles on God, the mind, the soul, physics,

physiology and astronomy.*®® In two articles on time and movement, Michael Psellos

> The Oxford Dictionary of Byzantium, ed. by Alexander Kazhdan (Oxford: Oxford University
Press, 1991), vol. 3, p. 1754.

44 Michiel Meeusen, 'Salt in the Holy Water: Plutarch's Quaestiones Naturales in Michael Psellus'
De Omnifaria Doctrina', in Plutarch in the Religious and Philosophical Discourse of Late
Antiquity, ed. by R. Lancillotta and I. Gallarte (Leiden: Brill, 2012), pp. 101-24, 103.

46> Metochites” speech in question is the Byzantios, composed no later than 1311/1312. Andreas
Rhoby has shown that Metochites used Psellos as a source in his speech. See Andreas Rhoby,
"Thedoros Metochites' Byzantios and Other City Encomia of the 13th and 14th Centuries', in Villes
De Toute Beauté: L’ekphrasis Des Cités Dans Les Littératures Byzantine Et Byzantino-Slaves, ed.
by Paolo Odorico and Charis Messis (Paris: Centre d’études byzantines, néo-helleniques et sud-est
européennes, 2012), pp. 81-99, 81.

% Meeusen, 'Salt in the Holy Water: Plutarch's Quaestiones Naturales in Michael Psellus' De
Omnifaria Doctrina', pp. 104-05.
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associates time with movement and distance. In particular, he defines time through
movement and movement through distance. Psellos mentions that ‘timeless beings are
unchanging, while beings that move are fluid and subject to deterioration and for this
reason movement is regarded as the measure of time by philosophers... and movement is
not beginning nor end, but the distance between the two.** Time is associated with
distance and it becomes perceptible, and thus exists, through movement. In this way, time
is conceived as the duration of the movement, in other words the distance between two
elements. Consequently, time acquires meaning by being conceived as a relationship
between two elements that have the potential of ‘moving’ in order to approach each other.
The faithful have the ability to relate to the other elements of space, stable or fluid, by
moving towards them, literally and metaphorically. It can thus be argued that the human
element brings space to life and gives meaning to it by adding to it the dimension of time,
by transforming a ‘timeless’ building into a living organism that, just as every other living
being, is subject to time, it ‘has’ time. Thus, inside church space, space and time are
intimately interwoven and interdependent.

The time of the parekklesion is the time of the body’s communication with other
bodies; it is the time of bodily interactions and the time of the development of relations
through the body. It is the time where the body negotiates its presence and its space with
other bodies, where it establishes its position and starts negotiating its relation with other

bodies, in order for a web of relations to begin to develop in the parekklesion until the

T Emeidn ydo uév aidvia dei évra xal dxivprd éoti, td ¢ Vw6 xivnow oéovra xai
POeodueva, avtdé 01 T6 UETeov TS xviioews yoVoV dvouacay oi GLhécodot... E0Tv ovv
1 xivnoig, ovte dpyn ovte TéAog, dALa 10 ueta&d tovtwv’: Michael Psellos, De Omni aria
Doctrina, ‘On time’ and ‘On movement’. See Michael Psellos, 'De Omnifaria Doctrina', in
Patrologia Graeca, ed. by J. - P. Migne, 162 vols (Paris: Centre for Patristic Studies, 1857-1886),
vol. 122, p. 733.
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whole space of the chapel is full, until every gap in the space of the chapel is filled by a
body or by its energy towards another body, human, divine, liturgical, architectural or
pictorial. The interaction between bodies and through the body has to happen in the
present, as the present is the time of creation, the time of interaction and the time of
establishment of relations. The space of the chapel as a living organism is produced in the
present, with the entry of the faithful activating the dynamics of the installation and
inviting all other bodies into interaction in their own temporal dimension. The bodies of
the faithful as the only physical living bodies in the parekklesion add the dimension of
time to the chapel and set their own temporal dimension as the default temporal
dimension for all other bodies in the same space. The bodies of the faithful are placed in
the centre of the experience of time inside the chapel and all temporal forces are attracted
towards them. It is the inhabitants of heaven that come towards earth to reveal themselves
to the faithful and join them in the parekklesion here and now.

The body in the parekklesion emerges as being somewhat free from the boundaries
of temporality, of the linear progression of time that marks the course of life. In the
parekklesion the body, symbolic, physical, artistic or Christological, exists and interacts
with other bodies in the present, even though it is not visible or even present in the flesh.
The space of the parekklesion is marked by the present tense of the body as a living
organism, of the body that is alive inside the chapel in the sense that it invites interaction
with and is able to relate to other bodies. The past and the future collide inside the chapel
to form an eternal present that recapitulates the past and involves the future. The body in
the chapel can move along a continuum of time, from past to present and to the future,

free from the conventional boundaries of time due to its interaction with other bodies
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from different temporal dimensions. The body can be of the past and at the same time of
the present through its interactions, through the establishment of relations with the past in
the present, through the development of routes of communication between bodies
separated by time. The development of a temporal continuum in the parekklesion through
the energies of and the interactions between bodies leads to the concept of a temporal
body, a body that is characterised by the main principle that governs all bodies in the
space of the chapel. The temporal body symbolises the unity of time in the present within
the space of the parekklesion. The formation of the temporal body inside the chapel,
brings about the importance of unity between the past, the present and the future and
functions as a constant reminder that these temporal dimensions are indeed separated by
being related, as one is necessarily present within the other and one cannot exist without
the other. Admittedly, the interaction between bodies in the space of the chapel is deeply
marked by the presence of a temporal body-continuum as its presence as an interactive
temporal platform facilitates the interaction between bodies. At the same time however, it
is also this bodily interaction with its consequent establishment of links between bodies
and their expansion to a web of relations that fills the space of the chapel that facilitates
the unity between present, past and future as it is these links that function as bridges over
the different temporal dimensions. The time of the parekklesion can thus be seen as
another body whose existence aims at uniting the past and the future in the present in
order to facilitate bodily interaction and enhance the experience of contacting and relating
to bodies in space and time.

However, an important distinction has to be made at this point. When referring to

the present as being the dominant temporal dimension of the parekklesion, a present that
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is ever-lasting and involves both the past and the future in a continuum, I speak of time
not in an abstract sense that brings to mind the concept of timelessness as a characteristic
of the divine. The concept of the eternal present refers here to an experience of time as
being dominated by the sense of a tangible present, an interpretation of time that is so
closely related to the body that it almost has haptic resonances, it is a temporal body-
continuum that can be felt by the faithful in the space of the chapel through the liturgy,
the architecture and the painting. It is a conceptual body, that can however be felt through
the interaction of the bodies of the faithful with other bodies as a prerequisite for and at
the same time as a product of this interaction. The eternal present of the chapel is the time
of the living body as well; it is the time of active participation of and in the body, the time
of bodily interaction and the time of developing connections with other bodies. The
presence of bodies in the parekklesion is marked by the temporal dimension that the
faithful add to space, that of the tangible present, and not by the sense of divine
timelessness that characterises God. The eternal present of the parekklesion is a tangible
present, a moment in the present that can be experienced through the body, the moment of
interaction, the moment when two bodies are becoming one in space and in time. The
tangible present is one that allows the body to move along a continuum of time while
remaining in the present. It gives the body the ability to reach and touch and interact with
other bodies by offering a fluid and boundary-free environment. That environment
however is not timeless; the past of the deceased is acknowledged as a reality and the
future of Christ’s Second Coming is clearly differentiated from the present. Even though
the existence of different temporal dimensions is highlighted, in the space of the chapel

this division is rather a matter of complementarity and not a matter of opposition and
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conflict. The tangible present of the chapel functions as a platform that facilitates the
unity of all bodies of and in space into one living organism that exists in the present.
However, how is the concept of the temporal body-continuum expressed inside the
parekklesion? The temporal body functions as an underlying net or platform that enables
bodies to travel through time and establish relations with bodies that are not present or
visible now. The temporal body could also be thought of as a bridge stretched over past,
present and future uniting the different realities and allowing other bodies to pass from
one dimension to another. The temporal body of the chapel can also be regarded as a
texture in the experience of bodily interaction. It could also be seen as the fourth
dimension of a map, a map of bodily interactions in space that already contains the three
dimensions of space. In this way, time would be an additional layer in the experience of
the faithful in contacting other bodies. The temporal body however, could also be seen not
as an additional layer to a map of interactional experience dominated by space, but as a
map of bodily interaction on its own. The fluid temporal environment formed and
expressed by the temporal body could be translated into a temporal three-dimensional
map on which bodies mark their interactions. This can be supported by the fact that the
temporal body is a three-dimensional body, as it incorporates past, present and future into
one conceptual entity that can however be experienced by bodies. The tangible sense of
time in the chapel can thus be perceived not only as part of a spatial map of bodily
interaction but also as a map independent from that of space, a map of its own, on which
bodies leave their marks when interacting with each other in three temporal dimensions.
The temporal body, in accordance with the spatial body of the chapel, can be thought of

as an interactive map of bodily interactions, as one observes on it not only the interaction
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between bodies that move on the areas of the map but also the interaction between the
three dimensions of the map itself. The temporal map marks in this way interactions on
two levels, one internal, between the different dimensions of time, and one external, that
of the bodies that exist in time, move inside the temporal map and interact with each
other. The concept of time in the space of the chapel as an interactive three-dimensional
map of bodily interactions gives a sense of spatiality to time and re-connects it with the
concept of space and that of the body. Time as a three-dimensional map partakes of the
spatial in essential terms and emerges in the space of the chapel as another body; it is
formed by parts that interact with each other, and in its entirety it constitutes a whole, a
body that interacts with other bodies in space. More than a bridge, a platform or a texture
of experience, time is another body in the chapel, conceptual and tangible, underlying and
ever-present, a prerequisite for bodily interaction and a product of it.

The concept of the tangible present inside the chapel can be experienced through the
interaction with bodies. As explained in a previous section of this chapter, the body of
Christ intensely marks the space of the parekklesion and does so similarly in the case of
time. The presence of the body of Christ inside the chapel adds to the temporal body-map
the element of eternity; Christ is ever-present in the church, a presence that is marked by
His images, such as the Anastasis, the Last Judgment, and the Virgin and Child image in
the dome of the parekklesion. Even though the body of Christ is present in the
parekklesion in multiple forms, human and divine, it is not His body alone that determines
the eternal present time of the parekklesion. The bodies of the faithful add to the temporal
continuum the dimension of the present, the tangible present of the body that relates and

interacts here and now. Christ as God is a timeless, eternal being but the faithful are
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perishable and therefore their existence is essentially dependent on time. Being there in
the space of the chapel is a testimony to their existence in the present, the only temporal
dimension immediately experienced through the body. The combination or, ideally, the
unity between the body of Christ and that of the faithful transforms the space of the
chapel into a space shared by both, a space where eternity meets the present to create a
sense of a tangible eternal present that marks the space of the parekklesion.

The body of Christ, dominant within the space of the chapel, is first and foremost
characterised by its ever-presence in the church in various forms. It is of course
sacramentally present in the Holy Communion. It is also present symbolically during the
liturgy, as in hymnography events that relate to His life are presented as happening inside
the church, in front of the eyes of the beholders, here and now. Phrases such as ‘Christ is
being born, glory to God ** or ‘today He is hung upon the cross’,*” are both examples of
how the presence of Christ is evoked through hymnography in the present, to intensify the
sense of connection to and interaction with Christ in bodily terms.

However, the presence of Christ and the holy persons inside the chapel is not only
evoked through the liturgical texts or through the ritual re-enactments that take place
during the services. It is also the images of the chapel that contribute to the intensification
of the sense that the bodies of Christ and the holy persons are present here and now,

existing in the same spatial and temporal dimension as the faithful. It can be claimed that

through the application of external rhythm in the paintings of the parekklesion, the bodies

% The phrase ‘Xopt0tdg yevvdratl, do&doare’ is part of the 1st ode of the Christmas canon.
Original text in Triodion, (Athens: Apostoliki Diakonia, 1996), p. 125. Translation of this phrase
is my own.

% The phrase ‘ofjuepov xpepdton ¢m EOhov’is part of the 15" antiphon of the Matins of Good
Friday. Original text in Triodion, p. 438. Translation of this phrase is my own.
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of the holy persons become able, in pictorial terms, to co-exist with the faithful in the
temporal dimension of the latter. The concept of the temporal co-existence of bodies in
the parekklesion, bodies that belong to different realities and temporal dimensions, bodies
that are human and divine, of the present and of the past, physical and pictorial, is
constructed on and justified by a notion that involves the essence of bodily interaction and
the relation of the temporal to the spatial. As mentioned at the beginning of this section, in
Michael Psellos’ thought time is associated with distance. According to him, the shorter
the distance between two points in space, the shorter the time that separates them; in other
words, the closer something is in space, the closer it is in time as well. Therefore, when
something is present here, it will necessarily be present now, as existing in a given spatial
dimension involves the existence in the temporal dimension determined by that space. In
this way, time is linked to space in such a way that it almost acquires spatial qualities, as
it seems to partake of space or adding another, very important layer to the spatial when it
comes to experiencing one’s presence.

Moreover, one should keep in mind the importance of bodily interaction and how
this is performed inside the space of the chapel. A major aim in the parekklesion is the
creation of wider or extended bodies formed by the contact and interaction of individual
bodies. Throughout the space of the chapel, individual bodies are created with the aim of
them being able to join other bodies inside the space of the parekklesion in the present.
Liturgical, architectural and pictorial bodies aim at overcoming the boundaries of space
and time and joining the faithful in the parekklesion in their temporal dimension. Bodily
interaction can be performed when bodies can be felt inside space, when their presence is

manifested through various means here and now, when they are present in space and time,
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available to interact. Based on these two concepts, the space-time relation and the
importance of the temporal dimension in bodily interaction, the use of external rhythm
aims directly at minimising not only the distance that separates the bodies of the faithful
from the bodies of the holy persons but also the temporal distance that marks their
relationship, as the faithful exist in the present and the holy persons are of the past. For
this reason, individual figures and whole compositions are designed in order to give the
depicted the ability to exit the pictorial surface and move towards the space of the faithful,
inside the chapel, when the faithful want to interact with them. By joining the faithful
inside the parekklesion, therefore minimising the distance that separates them, the time
that separates the two bodies is minimised as well, which is on the one hand a
consequence of the spatial co-existence and on the other hand a prerequisite for bodily
interaction. In this way, one can claim that with the facilitation of bodily interaction with
the holy persons here and now, external rhythm adds the dimension of a tangible present
to the paintings of the parekklesion, as it is through and for the body that the figures of the
chapel come to the present and become tangible in pictorial terms, thus adding to the
interaction of the faithful with the holy sensory qualities. It would not be an exaggeration
to claim that the concept of the tangible present is arguably the most important aspect that
rhythm adds to the paintings of the parekklesion. Without the rhythmic management of
the paintings, the pictorial bodies of the holy persons would remain two-dimensional
figures, conceptual entities imprinted on the wall being looked at, without being able to
respond. With the application of rhythm, the holy persons not only become three-
dimensional but they seem to enter the space of the faithful and co-exist with them.

External rhythm gives pictorial figures the chance to acquire characteristics of a living
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organism, as they are not only present here, they are most importantly present here and
now, which means that they can interact and relate to the faithful. Even though the
presence of the holy persons inside the chapel cannot be considered to be essential, that is
in the flesh, one can claim that it is made the closest it could be to that by means of line
and colour. The pictorial presence of the holy persons might not be real in terms of
essence but it can be considered to be real in the sense that it can be experienced through
the senses and the bodies of the faithful here and now.

This entry into the present of the chapel performed by the holy persons through the
application of rhythm is extremely important in the process of becoming one with the
faithful through bodily interaction. On the individual level, the act of coming to the
present of the holy persons is experienced as an invitation to contact and communication
between bodies. On the collective level however, the co-existence of the holy persons and
the faithful inside the space of the chapel, signifies more than an invitation to one-to-one
interaction. The presence of the holy persons highlights the existence of a community in
Christ that surpasses the boundaries of time and unites those of the past and those of the
present in an ever-present body. It could be claimed that what is arguably experienced as
an extraordinary break in time on an individual level (in the sense that one realises that
one can communicate with the divine here and now, disregarding in this way the fact that
the holy person depicted is necessarily of the past), is experienced on a collective level as
a manifestation of the fact that the unity of time is indeed possible within the church. On a
collective level therefore, the presence of the holy persons through their paintings here
and now, brings forth the concept of time in the parekklesion as a body-continuum, where

past, present and future are united in one concrete entity that floods both space and the
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body with its energies and interactions.

The reality of the tangible present of the parekklesion however is also projected
through architectural elements. Death as a concept and as an experienced reality is an
ever-present theme in the chapel, with the presence of the arcosolia highlighting the
significance of the end of life for the community and for the individual. Death is regarded
as the opposite of life; life is a celebration of the unity between body and soul while death
symbolises the exact opposite, the break of this unity with the soul leaving the perishable
body. The division between life and death however does not only refer to the changing
status of the presence, visibility and accessibility of the body but it also relates deeply to
the temporal and is associated with a temporal division, a breakage in time. The living
have experienced the past and can envision the future while living and operating in the
present; life in that sense is indeed a manifestation of the continuity of time in the living
body. On the other hand however, the deceased are necessarily of the past, as they do not
actively participate in the present. Keeping that in mind, the placement of the arcosolia
inside the living space of the faithful is indeed an attempt to restore to a certain degree the
sense of the unity of time. The bodies of the deceased lying next to the moving, active
bodies of the living are of the past and yet they physically occupy space inside the space
of the faithful, the living space of the tangible present. The deceased, through the presence
of their tombs, can almost be touched by the living, they lie among them during the
services, they have space and are parts of it. The deceased are, in a way, participants in
the tangible present of the space of the chapel, even though they belong to the past and
they can be thought of as having a future as well as members of the community in Christ.

Moreover, building on Psellos’ theory of time as being directly related to distance, one
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can think of the placement of the arcosolia as an attempt to minimise the physical distance
between the space of the living and the space of the deceased. Consequently, with the
inclusion of the deceased inside the space of the living, the stretch of time that separates
the two categories is also shortened, allowing the faithful to communicate with the dead in
a more direct and physical manner, as if the dead were partaking not only of their own
space but also of their own temporal dimension. In this way the unity of time inside the
parekklesion that involves both the living and the deceased is expressed not only
spiritually, for example through prayers to God on behalf of the deceased or by addressing
the deceased directly during services, but also physically through the inclusion of tombs
that can be seen, touched and felt inside the space of the chapel.

The unity of time regarded as a conceptual temporal body-continuum is achieved in
and through space as well as in and through the body, highlighting in this way the
interrelations between time, space and the body inside the chapel. Time becomes a body
where past, present and future unite in one entity or a map of human experience where
past, present and future form a three-dimensional interactive structure or even an invisible
spatial installation that fills the space of the chapel with different layers of time through
which the faithful move and interact. The time of the parekklesion can thus be regarded as
experienced through the body and as a body itself, as having bodily qualities. The bodies
of the faithful touch and interact with the temporal body through their interaction with
other bodies and time as a body interacts with all other bodies in space, architectural,
liturgical and pictorial by being a core element in their development and their interaction
with the bodies of the faithful. The temporal body is ever-present in the space of the

chapel and in this sense it could be thought of as an installation with spatial characteristics
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set inside the parekklesion, an invisible three-dimensional structure on which bodies mark
their movements and their interactions. Time can also be experienced as a reality whose
centre is the tangible present, with concentric circles developing away from it, marking
the past or the future. Either as a bridge, a reality, a map or a spatial structure, the
temporal body of the chapel is deeply marked by the sense of unity between past, present
and future. The temporal body is the symbol of a temporal unity, which facilitates the
function of the community that inhabits the parekklesion. In a space where death and the
consequent division between life and death, present and past, are so apparent, the unity of
time in the present projected by and within the temporal body of the parekklesion seems
to bring hope to the faithful by strengthening the bonds between the members of the

community, human and divine, present and past.

Relationality and the body

The concept of relationality has been an object of study in various fields of research,
including physics, psychology, aesthetics, economics, biology, sociology and geography.
In physics, relational space-time frameworks regard physical systems in such a way that
objects — as well as their positions and properties — are meaningful when they are relative
to other objects. In this way, time does not exist without events and space does not exist if

empty, void of objects. Space can thus be defined through the systems of relations
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between the objects it contains.”’’ In psychoanalysis, relational approaches emphasise the
importance of early formative relationships in the emergence of an individual’s
personality.”’! In art practice, relational aesthetics is a term coined by Nicolas Bourriaud
to define ‘a set of artistic practices which take as their theoretical and practical point of
departure the whole of human relations and their social context, rather than an
independent and private space’.*”> Bourriaud suggests that ‘the role of artworks is no
longer to form imaginary and utopian realities, but to actually be ways of living and
models of action within the existing real, whatever scale chosen by the artist’.*”” In
relational art, the artwork creates a social environment in which viewers come together to
participate in a shared activity. In this sense, the work of art instead of being envisaged as
an encounter between an object and a beholder, is regarded as an intersubjective
encounter. Through these encounters, and while the audience is regarded as a community,
meaning is produced collectively.”’* The concept of relationality has been employed in the

field of science and technology studies as well. Within this framework, the development

40 See John Kineman, 'Relational Science: A Synthesis', Axiomathes, 21.3 (2011), 393-437.
Relational approaches have been suggested in physics in the work of Gottfried Wilhelm Leibinz
and Ernst Mach, among others.

4! Patricia DeYoung, Relational Psychotherapy: A Primer (New York Brunner - Routledge,
2003), p. 26. For a detailed analysis of the relational psychoanalytic approach see Lewis Aron and
Maria Lechich, 'Relational Psychoanalysis', in Textbook of Psychoanalysis, ed. by Glen Gabbard,
Bonnie Litowitz, and Paul Williams (Washington, DC: American Psychiatric Publishing, 2012),
pp. 211-24; Jon Mills, 'A Critique of Relational Psychoanalysis', Psychoanalytic Psychology, 22.2
(2005), 155-88; Mills, 'A Critique of Relational Psychoanalysis'; Stephen A. Mitchell, Relational
Concepts in Psychoanalysis: An Integration (Cambridge, MA: Harvard University Press, 1988);
Stephen A. Mitchell, Relationality: From Attachment to Intersubjectivity (Hillsdale, NJ: The
Analytic Press, 2000).

472 Nicolas Bourriaud, Relational Aesthetics (Dijon: Les Presse Du Reel, 1998), p. 11. The term
relational aesthetics was used for the first time in 1996, in the catalogue for the exhibition Traffic
that was curated by Bourriaud at the CAPC Musee d’Art Contemporain in Bordeaux, France.

" Bourriaud, Relational Aesthetics,p. 13.

4" Bourriaud, Relational Aesthetics, pp. 17-18.
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of actor-network theory is an approach that regards objects as parts of social networks,*"
and it can be described as a material semiotic approach.”’® Actor-network theory is
concerned with mapping the relational ties within social networks and it attempts to
explain how material semiotic networks come together to form a whole.””” As Murdoch
explains, the actor-network approach is centred on the complex relations between
heterogeneous entities that trigger the emergence of scientific networks. In exploring how
actors participate in networks, actor-network theory sheds light on an aspect of
relationality that is concerned with the way that ‘spatial distinctions are carved out of
broader social contexts, in this case networks’.*”® The concept of relationality has also
been of crucial importance in the field of human geography. As Marcus Doel states: ‘we
will only unlock the power of post-structuralist geography to the extent that we embrace

nothing but relations and co-relations, their folding and unfolding’.*””

> The actor-network approach was developed by researchers such as Bruno Latour, Michel
Callon and Jon Law, among others. For a detailed analysis of the theory see Bruno Latour,
Reassembling the Social: An Introduction to Actor-Network Theory (Oxford: Oxford University
Press, 2005); Actor Network Theory and After, ed. by John Law and John Hassard (London:
Blackwell, 1999).

4% A material semiotic approach is concerned with relations that are material — established
between things — and at the same time conceptual, between concepts. The actor-network theory is
related to other material semiotic approaches, such as those suggested by Deleuze, Foucault and
Donna Haraway.

‘7 See Latour, Reassembling the Social: An Introduction to Actor-Network Theory.

% Jon Murdoch, Post-Structuralist Geography: A Guide to Relational Space (London: Sage,
2006), p. 58.

47 Marcus Doel, 'Gunnar Olsson's Transformers: The Art and Politics of Rendering the Co-
Relation of Society and Space in Monochrome and Technicolor', Antipode, 35.1 (2003), 140-67,
147.
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Non-representational theory is an influential approach within the human geography
field that has also employed the concept of relationality.”*® Non-representational theory
explores, among other things, the human body and its co-evolution with things. The body
is not regarded as being separate from the world. Thrift argues that the body is the way it
is because of its ‘unparalleled ability to co-evolve with things, taking them in and adding
them to different parts of the biological body to produce something which...resemble[s] a
constantly evolving distribution of different hybrids with different reaches’.*® In
regarding bodies and things as ‘not easily separated terms’,** non-representational theory
explores the material relatedness of the human body to the world and its ever-developing
ability to act and interact. An approach to relationality within the field of human
geography that has proven to be very influential on my work is that of Doreen Massey. In
exploring the processes that result in the formation of space, Massey interprets space as a
process of becoming, as a realm that is always in the making: ‘...precisely because it is
the product of relations, relations which are active practices, material and embedded,

practices which have to be carried out, space is in a process of becoming... It is always,

therefore, also in a sense unfinished. There are always connections yet to be made,

% Non-representational theory has developing since the mid-1990s through the work of Nigel
Thrift, J. D. Dewsbury, Derek McCormack, Paul Harrison, John Wylie and others. It is a post-
structuralist approach weaving in the perspectives of Foucault, Martin Heidegger and Maurice
Merleau-Ponty, among others. See for example Nigel Thrift, Non-Representational Theory:
Space, Politics, Affect (London: Routledge, 2007); Nigel Thrift, Spatial Formations (London:
Sage, 1996); also J. D. Dewsbury, 'Performativity and the Event: Enacting a Philosophy of
Difference', Environment and Planning D: Society and Space, 18 (2000), 473-96; J. D. Dewsbury,
'Witnessing Space: Knowledge without Contemplation', Environment and Planning A, 35 (2003),
1907-32; Paul Harrison, 'Hows Shall T Say It? Relating the Non-Relational', Environment and
Planning A, 39 (2007), 590-608; D. McCormack, 'An Event of Geographical Ethics in Spaces of
Affect', Transactions of the Institute of British Geographers, 28 (2003), 488-507.

“! Thrift, Non-Representational Theory: Space, Politics, Affect,p. 10.

“2 Thrift, Spatial Formations, p. 13.
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juxtapositions yet to flower into interaction (or not), potential links which may never be
established. ‘Space’, then, can never be that completed simultaneity in which all
interconnections have been established, in which everywhere is already (and at that
moment unchangingly) linked to everywhere else. There are always loose ends in space. It
is always integrally space-time’.**> ‘New spaces, new identities, new relations and new
differences’ continuously emerge, as space is shaped by co-existing and competing
relations that give it an unpredictable character.”®* For Massey, space is a ‘meeting place’,
a locus where relations intersect and interweave.”’ Therefore, space can be regarded in
Massey’s terminology as made up by relations, entities and processes: it is an open,
dynamic domain where relations meet to form new relations and new identities.**®

In the context of the chora, the concept of relationality will be regarded as referring
to the way that bodies — material and conceptual — relate to space and to each other in
space. The concept of relationality will also be a focal point in the process of reading
space as a relational product. In the field of human geography, non-representational
theory suggests that objects in space have agency and that art can have ‘determinable but
not determined effects’ on the beholders, leaving them to suggest towards which paths the
trajectories might point.**” For Dewsbury and Thrift, the assessment of the agency of
objects, spaces and subjects can provide grounds for exploring the means by which social

contexts transform the experience of space. In the context of the Chora, the notion of

* Doreen Massey, 'Spaces of Politics', in Human Geography Today ed. by D. Massey, J. Allen,
and P. Sarre (Cambridge Polity 1999), pp. 279-94, 283.

4 Massey, 'Spaces of Politics', p. 284.

5 Doreen Massey, 'A Global Sense of Place', Marxism Today (1991), 24-29.

“¢ Murdoch, Post-Structuralist Geography: A Guide to Relational Space, pp. 21-22.

487 Dewsbury, John and Nigel Thrift, 'Genesis Eternal: After Paul Klee', in Deleuze and Space, ed.
by Ian Buchanan and Greg Lambert (Edinburgh: Edinburgh University Press, 2005), pp. 89-108.
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agency is touched upon by Ousterhout, but in different terms. He maintains that the space
of the Chora is an artistic product elaborately designed by Metochites to appeal to the
refined taste of his circle of aristocrats.*® The symbolic connotations of the iconographic
programme and their interactions with the architectural structure, the embodiment of the
concept of the chora in the monastery and the subtle artistic and spatial references to it,
are according to Ousterhout designed intentionally, so that Metochites and his associates
could find delight in exploring those trajectories when attending services.*” My
understanding of the agency of space and imagery of the Chora works between those two
uses of the term. I maintain that space and imagery have been designed by Metochites in
order to affect beholders in a particular way. The experience of space is thus created
through the relationality of patron, artists, images and beholders. Under this prism, the
notion of space and objects exercising agency within the parekklesion should be taken
into consideration when discussing the faithful’s experience of space, particularly because
in this study behind the generic terms ‘faithful” and ‘beholder’ stands the educated patron
of the monastery and members of the Constantinopolitan elite.

The importance of the notion of the body in the chapel and the ways it operates and
interacts in and with space and time is in effect an introduction to the process of
producing meaning and to the process of two or more bodies coming to a unity and
forming a complete whole. For Maximos, the ultimate unity is the church — the body of
Christ, the church as a building, the church as a community, the church as a liturgical

reality — a unity that in any case is described in terms of the body. Maximos does not

488 Robert Ousterhout, 'Reading Difficult Buildings: The Lessons of the Kariye Camii', p. 99.

489 Robert Ousterhout, 'Reading Difficult Buildings: The Lessons of the Kariye Camii', pp. 99-
100.
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differentiate between the church as a building, community or liturgy and therefore one
could think of the church in Maximos as a body of bodies, a wider body formed and
defined by bodies, a spiritual, visible and collective body space. This ultimate unity for
Maximos can be thought of as being visualised by a body formed by members and parts
that have their individual function, their interrelations and their co-operation is so flawless
that they create a concrete functional entity. Church space can thus be regarded as a body
formed by interrelated members and therefore it would be more appropriate for it to be
regarded not as one objective thing but as a realm of relations, as a body defined and
marked by the interactions and interrelations of its parts. However, before attempting to
understand the space of the chapel in its entirety, as a whole, it would be useful to look
into the way that the parts of that space relate to and interact with each other.

As mentioned in the first section of this chapter, the body of Christ as a multivalent
symbol of the church is the ultimate example of a perfect unity of two realities in one
complete body. As John of Damascus explains, the two natures, the divine and the human
are present in Christ without ‘confusion or intermixture... but by synthesis’. Christ
combines in Him the human and the divine in such way that neither of them is altered, as
they are both preserved intact in Him after the union. The two natures of Christ exist in
one body without being confused with each other but at the same time without being alien
to each other, otherwise there would not be a body. The human and the divine are united
by synthesis, they come together to become a ‘compound subsistence’ maintaining at the

same time their individual characteristics.*”’ It is in this contradictory notion of synthesis

4% < And therefore we hold that there has been a union of two perfect natures, one divine and one
human; not with disorder or confusion, or intermixture, or commingling, as is said by the God-
accursed Dioscorus and by Eutyches and Severus, and all that impious company: and not in a
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in a chora space that the core of the concept of the relation between different parts in the
space of the chapel is anchored. If one is to attempt to study the way through which
different elements inside the parekklesion come together to become a body, the concept of
synthesis should be a guide in identifying complete bodies and the way they are formed.
In this context, I will interpret the concept of synthesis as a multidimensional nexus that
incorporates various other concepts, such as interrelation, interdependence and
interaction. In this way, it will become clear that the way that the parts of a structure relate
to and interact with each other will determine whether this structure can be regarded as a
whole, a functional body, a body that fulfils its purpose inside the space of the chapel.
Before proceeding, one important point has to be made. The idea of synthesis of two
different elements in the face of Christ provides an arguably vague image of what a body,
architectural, pictorial, liturgical or collective should look like, as the case of the
Incarnation is a miraculous one and the concept of synthesis in Christ can prove rather
contradictory. However, what one should keep in mind is that the body of Christ will be
here thought of as more of an example of a chora space in between realising a bridging
between two different realities and not as a literal analogy. For this reason, the concept of

synthesis is not interpreted and employed in strict theological terms here.

personal or relative manner, or as a matter of dignity or agreement in will, or equality in honour,
or identity in name, or good pleasure, as Nestorius, hated of God, said, and Diodorus and
Theodorus of Mopsuestia, and their diabolical tribe: but by synthesis; that is, in subsistence,
without change or confusion or alteration or difference or separation, and we confess that in two
perfect natures there is but one subsistence of the Son of God incarnate; holding that there is one
and the same subsistence belonging to His divinity and His humanity, and granting that the two
natures are preserved in Him after the union, but we do not hold that each is separate and by itself,
but that they are united to each other in one compound subsistence. For we look upon the union as
essential, that is, as true and not imaginary’. Original text in John of Damascus, "Exdoo0ig
Axoifng Tric Opbodd&ov Iliotews | De Fide Orthodoxa, p. 58. The translation of this extract
comes from John of Damascus, 'An Exact Exposition of the Orthodox Faith', pp. 654-55.
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The synthesis of elements in one body is performed in the parekklesion by
maintaining each element’s characteristics while at the same time each element becomes
fully integrated in the whole. Given the fact that the formation of a body is primarily an
attempt to make a structure as functional as possible, the role of each individual element
is to contribute to the overall degree of functionality of the whole. In this case, the
individual contribution to the structure’s functionality can be seen as directly related to
the strength of the relationship established between individual elements. Therefore, the
closer and more functional the relationship between the individual elements of a structure,
the higher the functionality of the whole, and the more the possibilities for it to be
regarded as a body, an organism that functions as one concrete entity and not as a sum of
elements piled together. What is probably the most important factor in the formation of a
functional body from individual parts in the chapel is the manner in which the parts relate
to each other, the nature of their relationship. In the case of the space of the parekklesion,
the relationship between each part is founded on the ability of each element to lean
towards the other, approach it and become dependent to it. It is the ability of an element to
approach and give away a part of its self-sufficiency that allows it to become able to relate
to other elements and participate in the formation of a functional whole. Relation,
interdependence, interaction and ultimately unity in the concept of the body is a product
of movement, the ability to approach the other and minimise the distance between the two
in space and time. In this way, when a set of elements comes into unity in the form of a
body, the body that is produced through this process can be thought of more as a dynamic
entity rather than a static one, a reality constructed in and through movement, formed and

defined by the interrelations and the interactions of the elements that constitute it.
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But how are the bodies within the chapel formed and in which way do their parts
relate to each other? In architectural terms, the sphere-square unity in the chapel that
symbolises the bridging between the divine and the human is expressed through the
notion of heaven with its inhabitants moving downwards to meet earth in order for the
holy persons to join the faithful in the latter’s spatial and temporal dimension. Keeping
this in mind, one can observe the way that the sphere of the dome of the western bay
seems to extend downwards towards the north and south walls. Another example of the
process of becoming a body that takes place between the spherical and the square element
can be seen in the way that the dome seems to move downwards to meet the apse of the
eastern wall. This descent is performed on a larger scale than the dome’s descent towards
the south and north walls as the downwards movement in this case involves larger
elements and runs through a wider area of the chapel. The descent takes place on an axis
from the west to the east as the spherical element of the dome of the western bay seems to
move towards the east to appear in the domical vault of the eastern bay. From the domical
vault, the spherical element moves further east to appear in the conch of the apse of the
east wall where it is ultimately directed towards the ground through the hemispherical
vertical wall of the apse. In this way, the spherical element projected in the dome of the
western bay as the highest point of the chapel, is transferred gradually to lower and then
even lower points, passing in this way on from the top to the bottom of the parekklesion
along the east—west axis.

In the case of the dome seeming to move downwards toward the south and north
walls the movement is experienced by the faithful in the chapel when they face eastwards

and they stand in front of or underneath the dome as well as when they move eastwards
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from a position in front of the western bay towards the eastern bay. Similarly, in the case
of the descent of the dome from the western to the eastern bay, the wave-like movement
that seems to transfer the spherical element eastwards as well as downwards can be
observed by the faithful in a corresponding manner. The movement of the spherical
element becomes evident as the faithful walk facing eastwards from the entrance of the
parekklesion and can be experienced as they progress towards the eastern bay while they
continue to follow it until their gaze reaches the prominent spot of the conch of the apse
and the eastern wall. In this way the relation established between the sphere and the
square and their coming together into one complete structure is not only achieved through
movement on the interior of the architectural body but it also becomes evident or, in other
words, it becomes activated, through the faithful’s movement inside the chapel.
Especially in the case of the transfer of the spherical element eastwards, the faithful seem
to experience the unity of the sphere with the square as it is being formed as they walk
along the parekklesion from the entrance eastwards. The approach of the sphere towards
the square follows the direction of the movement of the faithful, either as they walk
towards the eastern bay or as they enter the chapel and their gaze follows the direction of
the sphere’s movement.

The architectural body is thus formed by two elements that symbolically and
physically relate closely to each other in and through movement. On the one hand, in
pragmatic terms, the spherical element, whose presence is more evident in the higher
sections of the chapel, seems to approach the square that dominates the lower sections by
means of the vertical walls and join it in an architectural unity. On the other hand, in

symbolic terms, the movement of the sphere towards the dome acquires meaning that
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transludes the boundaries of architecture as it attempts to represent the desired movement
of heaven (the sphere) towards earth (the square). In this way, heaven with its inhabitants
seems to reach towards the faithful in the church symbolically through architectural
forms, join their space and invite them into interaction. It is thus through movement that a
chora space in between human and divine can be formed and unity can be achieved
between them in the form of an architectural body.

It can be argued however, that it is in the paintings of the parekklesion that the
concept of relation between and unity of elements through movement finds its clearest
expression. The formation of a functional body among the elements of a structure is
performed in painting in different levels from a smaller to a larger scale. The
establishment of a relation between pictorial elements can be observed in single figure
images as well as in narrative compositions. Moreover, relations between pictorial
elements can be seen on a larger scale, outside the boundaries of the individual image as
well, such as in the case of individual images that relate to images next to them. In the
case of the paintings of the chapel, artistic bodies are created in two ways, the first
referring to the relation between elements belonging in the same image body and thus
associated with the application of internal rhythm and the second referring to the relation
between separate images and therefore associated with a technique that can be thought of
as a rhythmic wave.

On a micro-level, that of the individual image, the use of internal rhythm targets
specifically the relation between parts of the image, as explained in detail in chapter three.
The painters, in the case of individual images, created the conditions for the

transformation of the image into a functional body that would reflect and be defined by
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the interrelations and the interactions of the parts that constitute it. The use of the X marks
a relation characterised by the concept of dynamic balance; the core of this concept lies in
the relation developed between two elements in and through movement that in their unity
form a body that creates the impression of an internally balanced but at the same time
dynamic entity. Through the emergence of a body in movement, the space of the icon is
thus shaped into a chora space in between that exists in the gap between presence and
absence and realises in this way the concept of pictorial presence. The pictorially present
body is constituted by elements in movement, as this is indicated by their placement on a
diagonal axis. The use of internal rhythm and the development of interrelations between
pictorial elements in movement can be observed in all the images of the parekklesion.
Characteristic examples of the application of internal rhythm include compositions such
as the image of the Anastasis, as well as single figure images, such as the image of St
Theodore Tiro.*"

The need for creating more extended or macro-pictorial bodies that would project
the concept of chora through the notion of the body in movement within the space of the
chapel arguably called for the expansion of the use of techniques related to internal
rhythm to a larger scale in order to cover the relations between individual images. The
most characteristic example of this attempt is the design of the figures of the frieze
covering the lower section of the south and north walls, even though it can also be
observed in a smaller scale within images, in the way that certain figures relate to each
other, such as the groups of Apostles and Angels in the Second Coming. The development

of a relation between the figures of the frieze is based on the principle that calls for the

1 A detailed analysis of the Anastasis and the image of St Theodore Tiro can be found in chapter
three.
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movement of one element towards the other in order for them to become able to interact.
In the frieze, each image seems to play a special role in the formation of a system of
interrelations either by indicating movement or by acting as a border for it, in order to
confine it within the given pictorial body. In this way, the concept of movement, in its
presence or in its absence, contributes to the formation of an interactional space within the
space of the icon that extends to include individual images into a wider pictorial body that
would facilitate the needs of the community inhabiting the chapel. The space of the icon
is thus transformed into a chora space in between that bridges the gap between the
individual and the collective. The individual body of the saint is incorporated into a nexus
of interrelations that connect images into a collective body, existing in an interactional
chora space that can be thought of as being both in movement, as well as formed through
movement.

The development of an extended pictorial body however can be observed not only
within the boundaries of the image or the images themselves and within the boundaries of
the painting surface. The pictorial body does not only extend along the walls of the
parekklesion but it becomes three-dimensional with the application of external rhythm
and its entry into the actual living space of the faithful. The space of the icon expands to
include the beholder physically and the pictorial body opens up towards the faithful to aid
the development of a unity or a body of mixed nature, consisting of the body of the
beholder and the pictorial body of the saint. With the application of external rhythm the
image acquires interactional qualities that allow it to relate to the beholder through
movement and interact with him or her by means of the body, through the inclusion of

both bodies into one unity. The energy of the image, indicated by the outward movement
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of its members to the direction of the beholder, is transferred outside the painting surface
in the form of a virtual cone that develops and expands inside the space of the chapel. In
this way, the movement of the pictorial body becomes the messenger of an invitation for
interaction and establishment of a relation between the two bodies, while it creates a
special interactional space in the shape of a cone to contain the two bodies’ unity.
Moreover, the manner through which the movement of the Imaged is transferred outwards
towards the space of the faithful in the form of a cone seems to target in interactional
terms not only the individual but the collective body as well. The virtual cone emanating
from the image becomes wider as it leaves the image and expands inside the parekklesion
to include not only one the person standing in front of the image but more people within
its limits. In this way, the collective body becomes the receiver of the pictorial energy of
the Imaged and it can in its turn activate the process of communication and interaction
with the Imaged. The space of the icon is thus shaped through movement into a chora
space that exists in the gap between human and divine and functions as a bridge for the
facilitation of interaction between Imaged and beholder. The space of the icon is an
interactional chora that can be thought of as being formed in movement and through
movement, transferring energy while in movement and receiving energy through its

interaction with the movement of other parts or bodies.



323

Retracing the chora: the production of meaning and space

As mentioned in the previous three sections of this chapter, one can think about the
space of the chapel and the parts that it consists of in terms of the body. The liturgy is a
body, the architecture is another body, the paintings of the parekklesion form another
body and the faithful bring the element of the living body inside space. Moreover,
conceptual entities can be thought of as bodies, for example time in the chapel can be
interpreted as functioning as a temporal body continuum. These bodies, present in the
space of the chapel, are formed by individual elements, which relate to each other in a
particular way, they exist by themselves but function together, they interact and
communicate with each other, and together they constitute a complete whole. Being part
of a functional whole requires the active participation of every element in the process of
producing meaning and forming a unity, and as expected, at the same time, the function of
each element has an impact on the function of every other element in the same structure.
Therefore, it could be claimed that inside the chapel, every element of a body, pictorial,
architectural, liturgical or even temporal and spatial, exists in relation to the other
elements that surround it and belong to the same body and also in relation to the body as a
whole. The individual element or member of a body can only be considered truly
complete when put into relation with the other members of the body to form a larger
functional whole. In this way, fulfilment of a member’s purpose comes through its
participation in a whole, through the ability to participate in the process of shaping a

space of becoming and of becoming a body, a unity. Producing meaning and becoming a
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body are thus a product of a synthesis of elements, based on their interrelations, their
interaction, their degree of interdependence and co-operation. It is through the
establishment of a relation with the other members and consequently with the body as a
whole that the member is offered the opportunity to become perfect and to be considered
fulfilled. In this way, the body in the space of the parekklesion, as well as the body space
of the parekklesion as a complete entity, can be thought of as a multidimensional nexus, a
web of relations between elements and bodies, dynamic and fluid, always in the process
of reshaping themselves. The body in and of the chapel is a realm of relations between
bodies and therefore it is always in the making. It takes place as elements and bodies
negotiate their presence, their interrelations and interactions in space and in this sense it
can be considered as an event, an act of interacting, a fluid reality that balances itself
through relations and interactions, a space of becoming. The body in the parekklesion
should be regarded as more of a verb than a noun, it is active and dynamic, it produces
meaning and it happens through movement and interaction. It exists, acts and reacts in
relation to the other — element or body — and for this reason it is never static, it is always
moving, pulsating to the beat of its relations and interactions, and for this reason it is
always in the process of becoming complete. The body of the chapel is a verb, an active
dynamic reality that lies not in the realm of being but in the realm of becoming.

The body in the parekklesion can be thought of as a complex system of
interrelations and interactions between parts. It is a nexus marked by the movement of its
parts towards each other, the taking place of their communication and the tackling of
otherness through the establishment of relationships. The space of the chapel can be

perceived as a realm of relations between bodies, a space defining and defined by
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relations between bodies of all sorts and natures. It is a locus of relationality and a
relational space, it receives bodies and offers them the space to relate to each other and at
the same time it is itself an object of their interaction as well as its product. The space of
the parekklesion is a body of bodies, an extended body that receives all other bodies, an
entity whose density or a container whose fullness depends on the complexity of the
relations between its parts, on the distance that separates them from each other. The body
space of the chapel is formed by bodies whose relationship with the bodies that surround
them is so immediate that their existence becomes directly related to them; the other is a
defining point in the process of their fulfilling their purpose, of their coming into presence
and producing meaning. The bodies in the space of the chapel exist in relation to each
other; they cannot be thought of as total or complete because they need to collide with the
other in order to produce meaning, to reach a Christian teleiosis, a state of completion or
totalness. In this way bodies in the parekklesion are interdependent, as they have to share
their space and therefore themselves — their own presence. Architecture shares its space
with painting, the living beings share their space with the deceased, the liturgy shares its
space with architecture and the faithful share their space with the pictorial bodies of the
holy persons. Under this prism it can be said that what is shared is negotiated; bodies
negotiate meaning, their presence, their space and their relationship with it with the other,
as well as their relationship with them. They need to approach, to move towards the other
and enter a process of unification in order to inscribe meaning in space and reach the state
of teleiosis, because they exist in relation to the other, meaning will always be negotiated
within their interactions, mediated by the other, always underway, always fluid, in the

process of becoming a definitive thing. Following this conception, the space that gives
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birth to these bodies, that calls them inside it, contains them and becomes defined by them
is in this sense destined to remain incomplete, always in the making, in a fluid state like
the bodies and the interactions that mark its body. The space body of the chapel is always
in the process of becoming a total space, of becoming a unified body of bodies and in this
way it cannot be thought of as being static or having a determinate form. It is rather an
ever-changing matrix that creates and is being created, it is definite enough to give space
and at the same time ephemeral enough to take place, it is an event of spatiality that
appears in the collision between other bodies, during the moment of their interactions. It
is a reality in between, a space of becoming: becoming present, becoming meaningful,
becoming complete.

The concept of becoming lies at the heart of my thinking about bodies, bodies in
space and the body space in and of the chapel. It represents the uncertainty of the relation,
of the act of interaction, in the process of producing meaning. It represents the fluidity and
haziness of the act of interaction, the constant struggle for balance and definition, the yet
unfulfilled need for unity, a state of ambiguity, a state in between, definite and indefinite
at the same time, structured and chaotic. The concept of becoming stems here from
thinking about space as a chora of relationality; it is a container for relations and at the
same time a relational product, a body shaped by the relations between its parts. If the
space of the chapel is thought of as floating in a state of becoming, it can be regarded as a
space in between as it is neither completely definite neither absolutely indefinite, it is both
and neither at the same time. It rather seems to fill the gap between the two realities, a
bridge over the distance that separates two oppositions and at the same time a bridged

opposition itself. The space in between is the receptacle in which the bridging takes place
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and at the same time a catalyst and a product of the bridging. Thought of in this manner,
the space of the parekklesion can be seen in the light of the concept of the chora, as
having the characteristics of a matrix, a space body in between and always in the making,
in the process of becoming meaningful. By extension, one can imagine the Chora
parekklesion as a chora space in Platonic terms. In Plato’s Timaeus, Socrates describes
chora as a third kind of being; it is neither being nor nonbeing, it is rather an interval
between the two, a receptacle or a milieu in which forms materialise. Chora is a disruption
to binary oppositions, a transitional space between Being, the ideal intelligible model, and

Becoming, the material sensible copy or form***:

ToiToV 08 av yévog Ov 10 Tijs ywoag del, pOooav oV mpoodeydusvo,
Edpav 0¢ maéyov boa éyel yéveow maow, avto 0€ uet' dvawobnoiog
amrov Aoywou@® twt volw, uoylis motov, meog O Onf xol

ovelpomolovuev BAémovtes xai gpauev dvayxaiov eivai mov 10 OV

2 Plato defines Being and becoming in Timaeus, before proceeding to a definition of chora as a

3

third genus. The world of Being is described by Plato as follows: ‘...0uoloyntéov &v uév eivou
70 xaTa TOVTA €ld0g Exov, dyévnTov xal davdlieBoov, olite eic éavto eiodeyduevov dilo
dAAoBOev oUite avTO €ig dAAo ot iov, adgatov O xal dAAws avaioOntov, TovTo O 01 VOnoig
eiAnyev éEmoxomeiv’ (‘is always the same, uncreated and indestructible, never receiving anything
into itself from without, nor itself going out to any other, but invisible and imperceptible by any
sense, and of which the contemplation is granted to intelligence only’) in Plato, Timaeus: 52a.
Original text comes from Plato, Timaeus, p. 87. Translation of this extract comes from Plato,

3

Timaeus, p. 41. The world of becoming is described as follows: ‘...70 0& oudvvuov 6uoiov te
Exelve 0evTEQOV, QIOONTOV, YEVYNTOV, TEGOONUEVOV dEl, YLYyVOUEVOY TE &V TWWL TOMQ %al
T Exelfev dmoAlvuevov, 06En uet' aiobnosws meoidnmrov’ (‘there is another nature of
the same name with it, and like to it, perceived by sense, created, always in motion, becoming in
place and again vanishing out of place, which is apprehended by opinion and sense’) in Plato,
Timaeus: 52a. Original text in Plato, Timaeus, p. 87. Translation of this extract comes from Plato,

Timaeus,p. 41.
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dmov &v Tive TOTI xal xaTéYOV XWeav Tvd, TO O& UNT' €V VIj UNTe IOV
%at' 0veavov ovdy eivat, Tavta 01 mdvra xai TovTwv dAda ddelpa
xal weQl TNV dvmvov xal dAnlds ¢pvow vadoyovoay Vo TAVTHS TS

ovelpagewg. **

Viewing the space of the parekklesion in its entirety as a form of chora transforms it
into a space that fills the gap between binary oppositions projected by bodies in the
parekklesion. The chora space of and inside the chapel is a ‘mediating bridge’ between a
series of binary oppositions, as expressed and becoming manifest by bodies in space;
living and deceased, past and present, human and divine, symbolic and physical, private
and collective, mortal and immortal, isolated and united. It is a space that disrupts the
clear structure of oppositions and introduces the element of ambiguity, of the uncertainty
inherent in the act of interacting with the other. By bridging the distance between
oppositions, the chora space becomes a catalyst of transformation from opposition to
complementarity. Antitheses become continua in and through the chora in the process of
producing meaning.

The concept of the chora can be understood here (in part) as the womb of the
Virgin, 1 ywoa tov aywerntov, the container of the uncontainable God, acting as a

bridge between the human and the divine, a portal through which the divine enters the

493 “The third nature is space (i.e., ywoa/chora), and is eternal, and admits not of destruction and
provides a home for all created things, and is apprehended without the help of sense, by a kind of
spurious reason, and is hardly real; which we behold as in a dream, say of all existence that it must
of necessity be in some place and occupy a space but that what is neither in heaven nor in earth
has no existence’. Plato, Timaeus, 52a-b. Original text in Plato, Timaeus, p. 87. Translation of this
extract comes from Plato, Timaeus, p. 41.
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human, an opposition that inside the womb becomes a complementarity, a synthesis. At
the same time however, the notion of the chora can also be articulated in the space of the
chapel through the image of the incarnated body of Christ. The chora space is thus not
only a bridge covering the distance between two oppositions or two different realities, but
it is also a bridged opposition in itself, as this is projected by the incarnate body of Christ
inside the parekklesion. It is 1 y®oa Twv Tovtwv, the dwelling place of the living, an
event of spatiality that can only miraculously manifest itself in the visible as it partakes of
two different realities, it exists in between certainties, a circumscribed body and at the
same time an infinite domain. In this sense, the chora space promotes the bridging of
oppositions and their transformation into complementarities as this act is suggested by the
symbolic roles of the Virgin and Christ inside the chapel. In this way, the present and the
past form a continuum, a prism of uninterrupted experience in which the faithful can mark
their presence and inscribe meaning; the living and the deceased form together one
community where the flow of communication can be continuous; the holy persons join the
faithful in an act of bodily interaction and include them in an embrace projected through
the interactional space of the pictorial cone. The interactional chora of becoming exists in
between visibility and invisibility, immediacy and mediation, presence and absence as
these are articulated by painting, architecture, symbolism and liturgy and experienced by

the faithful. The intermediate nature of the chora leads one to think of it as being outside

494 > 495

of presence,” the space we ‘see without noticing and hold without possessing’.
However, chora can be thought of as able of episodical appearances that penetrate the

visible through its relation to the bodies it receives, through their movement and their acts

% Grosz, Space, Time and Perversion, p. 114.
% Grosz, Space, Time and Perversion, p. 114.
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of interacting, in the process of them approaching each other and inscribing meaning in
space. Chora arguably materialises only in movement, when the active, moving bodies
collide with it and momentarily push it towards the visible.*”® Chora appears episodically
in the interaction between Imaged and beholder made possible through pictorial rhythm,
in the contact of the living with the dead through the presence of the tombs of the
deceased inside the chapel, in the physical and conceptual convergence of the architecture
with painting, in the sense of community between those of the past and those of the
present.

Chora manifests itself in the visible through and functions as a receptacle for the act
of interacting and producing meaning, it receives bodies and offers them an
interactionally active domain, and it only appears in movement, in their attempt to move
towards each other, in the distance between them, in relation to them, in the process of
them shaping their interrelations and becoming one. Chora, conceived in this way, gives
space to bodies and their interactions; it receives them in the sense of a matrix,”” it can be
thought of as a receptacle and a mother of them, their production of meaning and their
coming together. It hosts and at the same time activates their interactions. It is a space
shell that contains, and at the same time a moldable material that gives birth to bodies
continua. As a moldable material, chora could be thought of as being a-morphon, which
means without having a determinate form or shape of its own.”® As such, it rather molds

into the shape of the relationships that the bodies within it establish, it is as dense as the

richness of these relationships, and it is arguably this lack of conclusiveness that allows it

4% Isar, 'Chorography: A Space for Choreographic Description', p.263.

7 Isar, 'Chorography: A Space for Choreographic Description', pp. 264-66. Also see Grosz,
Space, Time and Perversion,p. 114.

4% Malpas, Place and Experience, p. 138.
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to receive all bodies. In the absence of a determinate shape, of a pre-constructed model,
interactional events will absorb the essence of the chora and acquire their diversifying
forms. In this way, the chora space defines the bodies and their relationships and at the
same time it becomes defined by them, as they are of it and it is of them.

In the extension of the concept of chora as a moldable, originary matter, one can
argue that it is this exact quality of chora being fluid that allows it to receive and sustain

bodies in movement. *’

Bodies in the space of the chapel relate to each other by
interacting, an act of approaching, of moving towards the other and sharing or partaking
of their space. Pentcheva highlights the importance of the relatedness of the body to other
bodies in the process of shaping church space into a chora of participation. In examining
the conceptual and material implications of the relation between the terms chora (ywoa)
with choros (x00dg),” Pentcheva claims that chora space is experienced through
movement and the relation of the body — individual and collective — with other bodies.
The body of the faithful, the choir and the officiating clergy participated in a theatrical
performance that aimed at bringing the divine closer to the senses of the viewer through
movement, singing and the burning of incence. Thus for Pentcheva, the divine manifests
itself in corporeal movement, sound and smell through a process of inspiritment of matter.

Chora in this sense can be imagined as a vortex of bodies, human and divine, swirling

around and episodically revealing themselves in moments of spiritual rapture triggered by

% Alejandro Vallega, Heidegger and the Issue of Space: Thinking on Exilic Grounds (University
Park, PA: Penn State University Press, 2003), p. 31.

% The word y0pd¢ in Greek derives from the verb yopetvw which means to dance. XopOg can
either mean dance/movement or it can indicate a group of people singing together in a church. For
a historical overview of the term from Ancient Greece to Byzantium see Pentcheva, The Sensual
Icon: Space, Ritual, and the Senses in Byzantium, pp. 48-49. In Pentcheva’s work, the association
of the terms chora and choros is based mainly on the fact that they constitute a phonetic pair.
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movement, sound and smell. Bodies, movement, sound and smell transform church space
into a ‘breathing receptacle’ in Pentcheva’s terms.”' In movement, in the attempt to
communicate and become one with the divine and with other bodies, chora might
episodically appear when one notices its peculiar non-presence, when one acknowledges
the existence of a space in between that links the past with the present, the human with the
divine and the living with the deceased. Pentcheva acknowledges the importance of the
relatedness of the body to other bodies in experiencing space as chora, however for her,
church space remains a receptacle that receives bodies — human and divine — and their
energies. Even though space is not considered to be an empty medium, it is not a product
either. It is a container of performativity and participation but it does not appear to be
shaped and re-shaped based on the relations that are formed inside it. In Pentcheva’s
chora, the faithful experience the presence of the divine inside an empsychos or inspirited
receptacle. I would suggest that chora space is rather a purely relational product, a
reality, an event of spatiality or ylyveoOat, and as such, it is always in the making,
constantly being created by the faithful and through their relations with other bodies,
material and conceptual. Church space as chora can be regarded as a fluid material of
becoming.

In this final chapter I discussed the role of the body in the production of space and
the role of space in the production of bodies within the parekklesion of the Chora. In
analysing the way that the notion of the body relates to the concept of chora, I explored
the way that the parekklesion is transformed into an intermediate space of becoming, that

happens in present time and exists in the gap between human and divine, past and present,

1 Pentcheva, The Sensual Icon: Space, Ritual, and the Senses in Byzantium, p. 55.
%92 Pentcheva, The Sensual Icon: Space, Ritual, and the Senses in Byzantium, p. 52.
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living and deceased. I argued for a definition of space as a relational product, a
yiyveoBau, a fluid reality governed and shaped by the movements of and the interactions

between bodies across space and time.
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Chapter 6: Conclusion

The preceding chapters have provided a view of the parekklesion as a chora space
of becoming, shaped by interactions between bodies. The art of the icon and its
importance in the transformation of the holy image into a chora space; rhythm and its role
in shaping the beholder’s experience of space; space as an artistic installation and
interactive narrative; space as ecclesia or body of bodies; space as chora and interactive
locus of becoming where meaning is produced; and the production of space and bodies
inside the parekklesion were some of the fundamental concepts discussed in this thesis.
The space of the parekklesion has functioned as a platform from which to discuss
concepts and contexts in and of church space and test theoretical approaches to the
interpretation of church space. As a space shaped by the dialogue between architecture,
painting, symbolism and the faithful, the chapel has been interpreted as a container and a
catalyst for, and as the content and the product of interactions between bodies formed
within it. In analysing the way that concepts are projected through material forms, I have
here attempted to bring into dialogue the dual realms of the material and the theoretical.
As I have argued throughout the preceding chapters, the space of the parekklesion is
marked by the material concept of the body and it is this concept that ultimately brings
chora into being in space and time. In order to explore ways through which the concept of

chora appears in the unified space and the micro spaces of the parekklesion, I have
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attempted to bring together a wealth of sources across both Byzantine and contemporary
studies of Byzantine art and architecture. This has helped me to better understand the
symbiotic relationship between chora as a space of becoming in between realities and the
body in the space of the chapel. This thesis offers a way into the parekklesion of the
Chora through following the production of bodies, meaning and space in a site of
participation and interaction.

Starting from the space of the icon as the smallest part of the parekklesion where the
concept of chora as an intermediate space appears, I argued for a formalist paradigm that
places the holy image in between presence and absence. In analysing the realisation of
pictorial presence in the image through the application of rhythm, I demonstrated how the
space of the icon expands to include the viewer and establish itself as an interactional
space of becoming between human and divine, where meaning is made through corporeal
communication. As the study continued to zoom out of the space of the icon to include the
architectural space of the chapel, I explored the way that bodies and meaning are
produced in space through the interaction between architecture, painting and symbolism,
and the faithful’s experience of and participation in the bodies created. The space of the
chapel was thus regarded as an artistic body and as a living ecclesia, a body of bodies, that
shaped the parekklesion into an intermediate chora of becoming through interaction.
Involving the concepts of time and relationality, the space of the chapel as a whole was
finally understood as a realm of relations that took place in the present in order to form a
body space that exists on the borders of heaven and earth, human and divine, past and

present.
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In this thesis the chora space of the chapel is understood not as an extension of
space, a space beyond or another kind of space. It is rather space in space and space of
space; it is space in between space and in between bodies, in between being and
becoming. It fills the gap between oppositions and transforms them to complementarities.
It can be articulated in terms of the womb of the Virgin and the incarnate and resurrected
body of Christ. It is both a space shell and a moldable material that gives birth to bodies
and interactions. It is a space under negotiation that can accommodate endless revision; a
space of becoming, a locus of struggle where bodies combat to produce meaning. It is a
circumscribed body and at the same time it is an infinite milieu. It is a space open, not
confined, it opens upwards so that heaven can come to and be received by earth; it opens
downwards so that the deceased can join the faithful in a community in Christ; it is open
in time, so that the past can continue to exist through the present. It receives bodies in
movement and gives space to them and their interactions and it is thus a space of
expansion and contraction. It shapes and defines relationships between bodies and at the
same time it is shaped and defined by them in the present, an ever-changing nexus of
space, bodies and time. The chora space of the parekklesion is a relational space. It
represents the freedom of relationality, the fluidity of the interaction between bodies, the
lack of a determinate shape of things, the lack of an absolute truth and completeness in
oneself. It comes to abolish the tyranny of being, the veridical case of ‘to be so’, the
confined space and the pre-constructed model. It is a space of becoming, not of being, a
space of negotiation and under negotiation, not a space of certainty and absoluteness.

Chora is a relational and interactional body space that shapes and is being shaped, an open



337

domain. It is the fluid space of the uncertainty of interaction in the process of producing

meaning and becoming complete through the other.
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