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Rezumat

Acest studiu este urmarea unei intrebari personale,
recurente pe parcursul anilor din urma: mai este ne-
cesara mentinerea partiului traditional al spatiilor de
cult crestin? Adicd, mai este necesara includerea sem-
nului crucii in planul sau spatiul templului crestin?
Pentru ce spatiul de tip bazilical, paleocrestin, a deve-
nit, in timp, un spatiu in cruce greaca sau latind? Este
acest simbolism rodul cunoasterii, sau formalism? Si
este fireasca consacrarea acestuia ca spatiu arhetipal
al cultului crestin? Acesta devine, astfel, un spatiu sus-
tenabil, utilizatorii avand un maximum de beneficiu?
Analizand realizari arhitecturale moderniste sau mai
recente, inovatoare, de mare calitate spatiala, expre-
sive si recunoscute ca facand parte din sfera clasica a
domeniului, se pune intrebarea: unde este adevarul?
Formele traditionale nu aveau nicio justificare si pot
fi abandonate, in favoarea unor experiente spatiale
inedite?

Pot deveni acestea modele pentru spatiul de cult crestin,
dat fiind succesul lor? Sau sunt acestea doar spatii pen-
tru adundri? Sau sdli de concert?

Evoluand, dupa cum era firesc, simbolurile asociate
acestor spatii au devenit din ce in ce mai evidente:
spatiul unidirectional al bazilicii lasa locul celui bidi-
mensional, perfectiunea spatiala si simbolica fiind
atinsa prin includerea directiei ascensionale: Axis
Mundi.

De ce Axis Mundi este exprimata la intersectia na-
vei cu transeptul? Pentru ce nu este aceasta chiar pe
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Abstract

This paper follows a recurrent personal question during
the latter years: is still necessary to maintain the tradi-
tional parti of the Christian worship spaces? | mean, is
it necessary to include the sign of the cross in the plan
or the space of the Christian temple? Why basilica-type
space, Palaeo-Christian, became, in time, a space in
Greek or Latin cross? It is this symbolism the result of
knowledge, or formalism? And is it natural its consecra-
tion as the archetypal space of Christian worship? So, it
becomes a sustainable space, users having a maximum
benefit?

Analyzing modernist or later architectural achieve-
ments, innovative, of high spatial quality, expressive
and recognized as part of the classical part of the field
area, the question arises: where is the truth? Traditional
forms had no justification and may be abandoned, for
novel spatial experiences?

May they become models for Christian worship space,
given their success? Or are they just gathering spaces?
Or concert halls?

Evolving, as was natural, the symbols associated with
these spaces became increasingly evident: the unidi-
rectional basilical space leaves room for the two-di-
mensional one, spatial and symbolic perfection being
achieved by including the upward direction: Axis Mundi.
And why is Axis Mundi expressed at the intersection
point of the nave with the transept? Why not exactly
on the altar table? What prevails? The altar or the cross
shape?
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masa altarului? Ce prevaleaza? Spatiul altarului sau
forma crucii?

Spatiul astfel gandit este locul aducerii aminte (anam-
neza), spatiul comuniunii. Concluzia care se impune
este aceea ca complexul bagaj de cunostinte pastrat
prin ceea ce numim traditie primordiald nu reprezinta
un balast, ci o cale de a redobandi intelesuri adanci,
pierdute.

Cuvinte cheie: anamneza, Axis Mundi, centru, cerc,
cruce, cunoastere, patrat, semn, simbol, spatiu suste-
nabil, spirald, traditie primordiala

Argument

Acest studiu este urmare a unei intrebdri personale,
recurente pe parcursul anilor din urma: mai este ne-
cesara mentinerea partiului traditional al spatiilor de
cult crestin?

Adica, mai este necesard includerea semnului crucii
in planul sau spatiul templului crestin?

Pentru ce spatiul de tip bazilical, paleocrestin, a deve-
nit, in timp, un spatiu in cruce greaca sau latina?

Este acest simbolism rodul cunoasterii, sau formalism?
Si este fireascd consacrarea acestuia ca spatiu arheti-
pal specific?

Cumva, este acesta un spatiu sustenabil, utilizatorii
avand un maximum de beneficiu spiritual si fizic?
Analizand realizari arhitecturale moderniste sau mai
recente, inovatoare, de mare calitate spatiald, expre-
sive si recunoscute ca facand parte din sfera clasicd a
domeniului, se pune intrebarea: unde este adevarul?
Formele traditionale nu aveau nicio justificare si pot fi
abandonate, in favoarea unor experiente spatiale in-
edite? Pot deveni acestea modele pentru spatiul de cult
crestin, dat fiind succesul lor?

Concret, facem referire la cateva exemple notorii:

Such a space is a place of remembrance (anamnesis), a
communion space. The conclusion that emerges is that
the complex knowledge base preserved through what
we call primordial tradition is not a burden, but a way to
regain deep, lost meanings.

Keywords: anamnesis, Axis Mundi, centre, circle, cross,
knowledge, primordial tradition, sign, spiral, square,
sustainable space, symbol

Argument

This paper follows a recurrent personal question during
the latter years: is still necessary to maintain the tradi-
tional parti of the Christian worship spaces?

I mean, is it necessary to include the sign of the cross in
the plan or the space of the Christian temple?

Why basilica-type space, Palaeo-Christian, became, in
time, a space in Greek or Latin cross?

It is this symbolism the result of knowledge, or formal-
ism?

And is it natural its consecration as the archetypal space
of Christian worship?

So, it becomes a sustainable space, users having a maxi-
mum spiritually and physically benefit?

Analyzing modernist or later architectural achieve-
ments, innovative, of high spatial quality, expressive
and recognized as part of the classical scope of the field
area, the question arises: where is the truth?

Traditional forms had no justification and may be aban-
doned, for novel spatial experiences? May they become
models for Christian worship space, given their success?

Concretely, | refer to notorious examples:
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Kresge Chapel, MIT, Cambridge, Massachussetts, 1950-
1955, Eero Saarinen — Forma sculpturald purd, un cilin-
dru, inchide un spatiu de reculegere, dar fard destinatie
precisa a cultului, ecumenic, s-ar putea spune. Distinctive
sunt efectul luminii perimetrale reflectate pe suprafata
unei oglinzi de apa, zidul de cardmida cu rol acustic, sculp-
tura din aluminiu cu functie de clopotnita’, ecranul metalic
suspendat peste altar.? Un spatiu de expunere, am afirma.
Obiecte de artd modernd inlocuiesc arta sacrd.

North Christian Church, Columbia, Columbus, Indiana,
1959-1963, Eero Saarinen - Impunatoare sunt scara edi-
ficiului si expresionismul formei care accentueaza verti-
calitatea. Dar verticala clopotnitei, rezultata dintr-un gest
structural, nu creeaza un Axis Mundi. nsusi comentariul
autorilor sustine aceasta opinie: O pdldrie din otel, peste un
amfiteatru din beton’? lar lipsa orientarii, prin modificarea
pozitiei altarului, apropie spatiul interior de cel al unei sali
de congrese.

Biserica celor trei Cruci,Vuoksenniska, Imatra, Finlanda,
1955-1958, Alvar Aalto - Prin conceptul sdu, acest spatiu
de cult intereseaza in mod deosebit: numarul ,trei” a jucat
un rol important in conceperea volumului monument pu-
blic, a dominantei verticale si a divizarii spatiului interior.
Nu doar datorita prezentei celor trei cruci in spatiul altaru-
lui, ci si pentru ca desfasurarea serviciului religios protes-
tant se focalizeaza pe trei spatii: altar, amvon, locul orgii.
Efectele spatiale ale conflictului dintre functiile religioase
si cele practice ale temei oferite si ale cultului luteran, in
general, sunt determinante pentru aceasta realizare.* Ins3,
in acest exemplu, cele trei cruci nu reprezinta trei simbo-
luri diferite. Ele au rezultat prin repetarea unei forme cu
acelasi continut si care se devalorizeaza, tocmai prin aceas-
ta repetitie.

1 deTheodore Roszak
2 creat de sculptorul Harry Bertoia

3 Textorig.:"A steel hat over a concrete bowl” (afirmatie a lui
Henry Pfisterer, inginerul proiectului). (Serraino 2006: 89)

4 Lahti2004: 81

Kresge Chapel, MIT, Cambridge, Massachussetts,
1950-1955, Eero Saarinen — The pure sculptural form,
a cylinder, encloses a space of silence, without targeted
worship, ecumenical, one might say. Distinctive are the
perimeter light effect reflected on a mirror surface of the
water, the brick wall with acoustic role, the aluminium
sculpture with bell function', the metallic screen sus-
pended over the altar.? An exhibition space, | would say.
Modern art objects replace sacred art.

North Christian Church, Columbia, Columbus, Indi-
ana, 1959-1963, Eero Saarinen - Stately are the build-
ing scale and form expressionism which emphasizes the
verticality. But the vertical of the bell, resulting from a
structural gesture, does not create an Axis Mundi. Even
the author’'s comment supports this view: “A steel hat
over a concrete bowl!”? And the lack of the orientation,
by changing the position of the altar, draws the interior
space to that of a congress hall.

Church of the Three Crosses, Vuoksenniska, Imatra,
Finland, 1955-1958, Alvar Aalto — Through its con-
cept, this place of worship is particularly interesting: the
number “three” played an important role in designing
the public monument volume, the dominant vertical
and in dividing the interior space. Not only due to the
presence of the three crosses into the altar, but because
Protestant religious service deployment focuses on three
spaces: altar, pulpit, organ place. Spatial effects of the
conflict between religious and practical functions of-
fered by the design theme and the Lutheran worship, on
the whole, are crucial for this achievement.” However,
in this example, the three crosses are not three different
symbols. They have resulted by repeating a shape with
the same content that is devaluing, precisely through
the repetition.

by Theodore Roszak

created by sculptor Harry Bertoia

Statement of Henry Pfisterer, project engineer. (Serraino 2006: 89)
Lahti 2004: 81
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Catedrala Sfintei Fecioare din Maringd, Brazilia,
1958-1972, José Augusto Bellucci® — Forma pura,
conica, si volumul alb al acestei bazilici® vor sa se im-
puna prin monumentalitate, intr-un oras dominat de
verticalele cladirilor administrative. Functii adiacente
se suprapun peste cea de cult: observator, perete-
gropnita (mausoleu), spatiu de expunere a obiectelor
de arta cu caracter religios etc. — mod de interpretare
specific culturii sud-americane. Mozaicul cultural al
orasului (avand comunitati de italieni, portughezi,
germani, japonezi, arabi) pe care autoritatea romano-
catolica voia sa-i integreze spiritual, si-a lasat ampren-
ta asupra acestui spatiu de cult.

Biserica Temppeliaukio (Biserica de pe stdnca din
T66l16), Helsinki, 1961-1969, Timo&Tuomo Suoma-
lainen - Inspirata constructie, asezata in stanca exca-
vata si neprelucratd, iluminata natural, este apropiata
de modelul originar al pesterii. Conceptul a fost cel
de a nu altera spatiul initial al pietei publice in care
este amplasata. Mai are o caracteristica aparte: lipsa
clopotelor, acestea fiind inlocuite de o inregistrare.
Spatiul interior, cupola si modul de iluminare, acusti-
ca desavarsita, totul a condus la reusita arhitecturala.
Aceasta este confirmata si de faptul ca a fost inclusd
pe lista monumentelor istorice, dar si pentru ca este o
atractie turistica constanta, fiind vizitata de peste o
jumatate de milion de persoane anual (iar faptul de
a fi deschisa permanent se datoreaza tocmai acestui
interes).

Crystal Cathedral - Christ Cathedral, Garden Grove,
California, 1977-1980, Philip Johnson - Am lasat la
urma acest exemplu deoarece se remarcd, pe langa

5 http://digitaljournal.com/article/304241

6 Nu in sens arhitectural, ci in cel utilizat de biserica romano-
catolica: titlu de onoare atribuit anumitor biserici, datorita vechimii,
valorii istorice sau importantei.

Cathedral of Our Lady of Maringd, Brazil, 1958-
1972, José Augusto Bellucci® — The pure conical shape
and the white volume of the basilica’ tend to impose
through monumentality, in a city dominated by the
administrative buildings verticals. Adjacent functions
overlap the religious one: observatory, wall-final rest-
ing place (mausoleum), exhibition space for religious
artefacts etc. - mode of interpretation inherent to South
American culture. The cultural mosaic of the city (with
Italian, Portuguese, German, Japanese and Arab com-
munities) which the Roman Catholic authority wanted
to integrate has left its mark on this worship space.

Temppeliaukio Church (the Church of the Rock from
T6616), Helsinki, 1961-1969, Timo&Tuomo Suoma-
lainen — The inspired design, placed in the excavated
and rough rock, daylighted, is close to the original mod-
el of the cave. The concept was to not alter the initial
space of the square where it is located. It has one more
special feature: the lack of bells, these being replaced
by a recording. The interior, the dome and the lighting
mode, the perfect acoustics, everything led to success-
ful architecture. This is confirmed by the inclusion in
the list of historical monuments, but also because it is
a constant point of interest for tourists, being visited by
over half a million people annually (and that it is per-
manently open is due precisely to this interest).

Crystal Cathedral - Christ Cathedral, Garden Grove,
California, 1977-1980, Philip Johnson — | ultimately
left this example for it also stands, besides the volume
of reflective glass, by its capacity: it can accommodate
2736 people, as a real auditorium. Maybe the commu-
nity history explains these options: primarily, religious

5 http://digitaljournal.com/article/304241

6 Not in the arhitectural meaning, but as used by the Roman
Catholic Church: title of honor given to certain churches, due to the
age, historical value or importance.
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volumul din sticla reflectorizantd, si prin capacitatea
acestuia: poate primi 2736 de oameni, ca o adeva-
rata sald de spectacol. Poate ca istoricul comunitatii
explica aceste optiuni: initial, serviciile religioase s-au
desfdsurat intr-un spatiu de spectacol (Orange Drive-
in Theatre). Nu este mai putin relevant faptul ca ac-
tualul proprietar, Biserica Catolicd, intentioneaza sa
opereze modificari la nivelul spatialitatii interioare.”
Asadar, simbolismul cercului este suficient pentru a ex-
prima spatiul sacru crestin? Sau o dominanta verticala?
Ori simbolica numdrului trei? Sau asemdnarea cu un
model originar?

Oare sunt acestea doar spatii pentru adundri, sau sdli
de concert, asa cum este preferential utilizata Biserica
de piatra din To06106, iar nu spatii optime desfasurarii
cultului crestin?

In randurile ce urmeaza vom incerca sa dam un ras-
puns, pe baza unei analize a simbolurilor ce au gene-
rat acest tip de spatiu, iar nu bazdndu-ne pe analiza
stilisticd, exclusiv formala: cheia simbolicd va inlocui
cheia stilisticd a carei utilizare nu conduce la atingerea
esentei.

Spatii de cult crestin relevante

Mircea Eliade afirma: ,Mitul cosmogonic este model
exemplar pentru orice act de creatie”?® Orice spatiu
traditional era conceput prin indeplinirea unui ritual
si avand la baza un model originar. Cu atat mai mult
spatiul sacru. In interiorul acestuia lumea profana
este depadsita, deoarece cuprinde in sine o sinteza de
simboluri, printre care cele legate de: centru, vertica-
litate, axa, lumina.’ Templul crestin reda prin mijloace

7 http://www.crystalcathedral.org/about/history.php
8 Eliade 1957/1995: 93

9 Eliade 1957/1995; Chevalier/Gheerbrandt 1969/1993, vol.2:
135

services were held in a show space (Orange Drive-in
Theatre). It is also relevant that the current owner, the
Roman Catholic Church, intends to make changes con-
cerning the interior space.”

Therefore, is the symbolism of the circle enough to ex-
press the Christian sacred space? Or a vertical dominant
form? Or maybe the symbolism of the number three? Or
else, the ressemblance to an original model?

Could be these barely meeting spaces, or concert halls,
as is mainly used the Church of the Rock from T6616, and
not optimal spaces for carrying on the Christian wor-
ship?

In this paper I will try to give an answer based on an
analysis of symbols that generated this type of space,
and not based on stylistic analysis that is only formal:
the symbolic key will replace the stylistic key whose use
does not lead to reaching the essence.

Relevant Christian worship spaces

Mircea Eliade stated: “The cosmogonic myth is paradig-
matic model for any creative act’® Any traditional space
was conceived by performing a ritual and based on an
original model. All the more the sacred space. Inside it
the secular world is outdated, for it comprises a synthe-
sis of symbols, including those relating to: centre, verti-
cality, axis, light.® The Christian temple reconstructs the
inner structure of the Universe by plastic means, sym-
bolizes the Cosmos and reflects the Heavens.

The archetypal worship space was, past question, the
cave. (Fig. 1)

The first Christian church was the Last Supper Room.
This is referred to, in theological language, as “the upper
room’. It is the reason why churches are built up to this

7 http//www.crystalcathedral.org/about/history.php
8 Eliade 1957/1995: 93
9  Eliade 1957/1995; Chevalier/Gheerbrandt 1969/1993, vol.2: 135
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plastice structura interna a Universului, simbolizeaza
Cosmosul si reflecta Cerul.

Spatiul de cult arhetipal a fost, neindoielnic, pestera.
(Fig. 1)

Prima biserica crestina a fost foisorul Cinei de Taind
(,foisorul de sus”). In limbaj teologic, mai este denu-
mit camera de sus. Acesta este motivul pentru care
bisericile se cladesc pana in ziua de astazi pe un loc
fnalt, sau cel putin pe un soclu avand cateva trepte.”
Bazilica a reprezentat o forma primara, specifica cul-
tului paleocrestin.

Evoluand, aceste spatii au devenit din ce in ce mai
apropiate de modelul exemplar: spatiul unidirectional
al bazilicii (in orientarea sa de la apus catre rdsarit,
de la moarte la viatd) lasa locul celui bidimensional
(cu cele patru directii cardinale exprimate de crucea
greaca sau latind), perfectiunea simbolica si spatiala
fiind atinsa prin includerea directiei ascensionale.

10 Staniloae 1981/2000: 84

Fig. 1. PESTERA, spatiu de cult arhetipal,

Pestera Sf. Dimitrie Basarabov, Bulgaria, sec. XII-XIII /
THE CAVE, archetypal worship space.

St. Demetrios Basarabovski Cave, Bulgaria,

XII*-XIII" centuries

day, on a height place, or at least on a base with several
steps.'?

The Basilica was a primary structure, specific to Palaeo-
Christian worship.

Developing, these spaces have become increasingly
closerto the paradigmatic type: the unidirectional space
of the basilica (in orientation from sunset to sunrise,
from death to life) leaves place to the two-dimensional
(with the four cardinal directions expressed by the Greek
or Latin cross), the symbolic and spatial mastery being
achieved by including the upward direction.

10 Stdniloae 1981/2000: 84
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Prototipul. Apogeul spatiului de cult de rit bizantin
este materializat in biserica Sfdnta Sofia din Constan-
tinopolul imparatului Justinian (532-537, Anthemios
din Tralles si Isidoros din Miletus), cu etalarea monu-
mentald de cupole, semi-cupole si arce care o fac ase-
menea structurii Universului: cupola infatiseaza Ce-
rul, pe cand arcele, cele patru parti ale lumii."" Rezul-
tata din suprapunerea spatiala a structurii bazilicale
cu cea de tip central'?, in timp, Sfanta Sofia (,Biserica
cea Mare”, cum era numitd) a devenit un prototip al
spatiului de cult bizantin.

In iconografia Sfintei Sofia din Constantinopol este
reprezentata si intaia etapa a dezvoltarii artei icoanei.
In acelasi timp, prin maretie a fost sugerata categoria
esteticd a sublimului.

11 dupa Sf. Maxim Marturisitorul
12 Curinschi 1991: 112

The prototype. The climax of Byzantine worship space
is embodied in Hagia Sophia Church from Emperor Jus-
tinian’s Constantinople (532-537, Anthemios of Tralles
and Isidoros of Miletus), with the monumental display of
domes, semi-cupolas and arches which make it alike to
the structure of the Universe: the dome is the likeness of
Heaven, while the arches, of the four sides of the world."’
Outcoming from the spatial overlapping of the basilical
structure to the central type'?, over time, Hagia Sophia
(“The Great Church’] as it was known) has become the
prototype of the Byzantine worship space.

In the iconography of Hagia Sophia of Constantinople is
also represented the first phase of the icons art develop-
ment.

Also then, by means of magnificence it has been sug-
gested the aesthetic category of the sublime.

11 according to St. Maximus the Confessor
12 Curinschi 1991:112

Fig. 2. CRUCEA planara /

THE two-dimensional CROSS

Lalibela, regiunea Amhara, Etiopia, cca. 1200/
Lalibela, Amhara region, Ethiopia, app. 1200
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In acest context, cele 11 monumente rupestre din
Lalibela (regiunea Amhara, Etiopia)'3, ce formeaza un
ansamblu unit prin galerii subterane, capata un rol
aparte. Excavate in granit (,piatra vie”, cum o numesc
localnicii), in jurul anului 1200, fara lut sau lemn, ca
rod al unei convertiri regale, acesti monoliti formea-
za orasul etiopian sfant, un original Nou lerusalim.
Discretia asezarii pe amplasamente - subteran, in-
tegrarea in peisajul aspru, modul simplu si direct de
exprimare a simbolului crucii, parca spre a fi ,vazute
de Sus’, sdracia materialelor de constructie (de fapt,
un unic material, piatra), lipsa ornamentului excesiv,
pledeaza pentru o trdire autentica. In epoca in care
Europa Occidentala inalta flesele catedralelor gotice,
crestinii copti din nordul Africii aveau viziunea aces-
tei arhitecturi rupestre, spre mentinerea unui drept
echilibru.

Ritualul punerii in opera este relevant: mai intai, lo-
cul a fost luat in stapanire, prin sdparea santului in-
conjurator; si apoi a fost scobit miezul astfel ramas.
lluminare retinutd, prin goluri mici, inegale si lasate
neacoperite; spatii inguste si inalte; monocromie - to-
tul aminteste de tacerea primordiald. Interesantd este
si simbolica numerelor: crucea planului bisericii Sf.
Gheorghe (Biete Ghiorgis) are latura de 12 m. (Fig. 2)
Arta tacutd vorbeste cu putere.'

Este de remarcat principiul compozitional dominant,
in conformarea cu modelul originar, al tuturor exem-
plelor de spatii de cult traditionale expuse: simetria,
nu in sensul de duplicare, ci ca simbol al unificdrii con-
trariilor prin sinteza, acesta fiind scopul actului crea-
tor.'

13 Parte a patrimoniului UNESCO, incepand cu anul 1978 (cf.
http://whc.unesco.org/en/list/18).

14 dupa Sf. Grigorie al Nyssei, P. G. 46, 737 D.
15 Chevalier/Gheerbrandt 1969/1993, vol.3: 229

In this respect, the eleven rupestral monuments from
Lalibela (Amhara region, Ethiopia)’®, forming a com-
plex joined by underground galleries, acquires a special
meaning. Excavated in granite (“living stone’, as the lo-
cals call it), around 1200, without clay or timber, as the
outgrowth of a royal conversion, these monoliths form
the Ethiopian holy city, an original New Jerusalem. The
discreet setting on the sites - underground, the integra-
tion into the rough scenery, the simple and direct way of
expressing the sign of the cross, as if to be “seen from the
Heavens’] the construction materials poverty (in fact,
a unique material, the stone), the lack of excessive or-
nament, advocates genuine feelings. In the time when
Western Europe erected the spires of the Gothic cathe-
drals, the Coptic Christians in northern Africa had the
vision of this rupestral architecture, to maintain a right
equilibrium.

The ritual of putting into practice is relevant: first of all,
the place was taken over by digging the surrounding
moat; and then it was hewed out the remaining core.
Retained lighting, through small gapes, uneven and
left uncovered; narrow and high spaces; monochromy
- everything recalls the primordial silence. It is also note-
worthy the symbolic of numbers: the cross plan of St.
George’s church (Biete Ghiorgis) is 12 meters long. (Fig. 2)
The silent art speaks powerfully.™

It is interesting to note the dominant layout principle,
in complying with the original model, of all explained
examples of traditional worship spaces: symmetry, not
as duplication, but as symbol of the unification of oppo-
sites by synthesis, which is the purpose of creative act.”

13 Part of the UNESCO heritage, since 1978 (http://whc.unesco.org/
en/list/18).

14 according to St. Gregory of Nyssa, P. G. 46, 737 D.
15 Chevalier/Gheerbrandt 1969/1993, vol.3: 229
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Semnul crucii

Crucea este o hieroglifd'® incarcata de semnificatii.
Crucea este steag, cand este arborata pe flesd sau pe
turla de peste naos.

Crucea se aseazad pe toate obiectele din casa, pe pere-
te, in fereastra etc., nefiind asociatd ornamentului.
Omul are forma crucii, dar in proportia de aur, adica in
proportia desavarsita a Crucii.

Cele trei cruci

Esenta alcatuirii spatiului de cult bizantin o consti-
tuie cele trei ipostaze sub care intalnim semnul crucii:
crucea ca Pom al Vietii si Axis Mundi, crucea de pe
iconostas, crucea ca Pom al Cunoasterii. lar toate
aceste semnificatii sunt simultane, neexcluzandu-se
reciproc.

Crucea spatiald, Pomul Vietii si Axis Mundi (Fig. 3)

Si in biserici, crucea are un LOC central, Axis Mundi
spatial si ritual. Ea strdpunge spatiul si timpul, de-
terminand deschiderea cerului. Cele sase directii
spatiale intregesc simbolul lumii manifestate si, im-
preuna cu punctul central, al intersectiei axelor, for-
meaza numarul sapte, numar sacru. Cel ce intra in
acest loc este invdluit intr-o cruce tridimensionala’’,
spatiald, atotcuprinzatoare.

Dimensiunea verticala simbolizeaza sacralitatea, pre-
zenta transcendentului, pe cand dimensiunea ori-
zontala sugereaza sfera sociala.'

Despre cupola turlei naosului, simbol al cerului, nu
intamplator s-a afirmat ca nu este asezatd pe pamant,
ci coboara pe acesta, agdtata de locul de origine.”

16 simbolul egiptean Ankh

17 Hani 1962/2005, cap.,Orientare rituala”
18 cf. Pr. Gheorghe Calciu-Dumitreasa

19 Staniloae 1981/2000: 67

Sign of the Cross

The cross is a hieroglyph'® full of meanings.

The cross is flag, when it is hoisted over the spire or the
dome over the nave.

The cross is placed on all objects in the house, on the
wall, in the window etc., not related to ornament.

Man has the shape of the cross, but in golden ratio,
namely perfect ratio of the Cross.

The three crosses

The essence in composing Byzantine worship space con-
sists of the three hypostasis in which we come across the
sign of the cross: cross as Tree of Life and Axis Mundi, the
cross of the iconostasis, the cross as Tree of Knowledge.
And all these meanings are simultaneous, not excluding
each other.

The spatial cross, Tree of Life and Axis Mundi (Fig. 3)
Also in the churches, the cross has a PLACE, central,
spatial and ritual Axis Mundi. It pierces space and time,
bringing the opening of heaven. The six spatial direc-
tions complete the symbol of the manifested world and,
along with the central point, the intersection of axes,
constitute number seven, the sacred number. He who
enters the place is enveloped within a three-dimensio-
nal cross”, spatial, all-inclusive.

The vertical dimension symbolizes sacredness, the pres-
ence of the transcendent, while the horizontal dimen-
sion implies the social extension.'®

On the dome of the nave, symbol of heaven, not coinci-
dentally was stated that it is not placed on the ground,
but descends on it, hanging by the place of origin.”

16 Ankh Egyptian symbol

17 Hani 1962/2005, chapter “Ritualistic Orientation”
18 according to Pr. Gheorghe Calciu-Dumitreasa

19 Stdniloae 1981/2000: 67
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Fig. 3. CRUCEA SPATIALA / THE SPATIAL CROSS
Ménastirea Vlatadon, Salonic, Grecia, 1351/
Vlatadon Monastery, Thessaloniki, Greece, 1351
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Simbolismul Centrului®*® sta la baza structurdrii
spatiale, deoarece fiecare edificiu astfel creat devine
el insusi un centru al lumii. Ritul circumambulatiei im-
plinit de cel ce participa, rit atestat in toate culturile
si caruia i se atribuie o valoare cosmica, ar putea fi
asimilat unui drum ce conduce la spiritualizare trepta-
td. Se petrece sacralizarea timpului si a spatiului, prin
miscarea in spirald. Vibratia creatoare originara s-a
manifestat printr-o miscare in spirala. Aceasta se face
in sensul polar, iar nu in cel al miscarii aparente a soa-
relui. Si se opreste doar prin iluminare, cand centrul si
circumferinta se confunda, prin aducere-aminte?'.
Deoarece lumina se identifica cunoasterii, locul pus
in lumina din spatiul de cult crestin ortodox, altfel
scufundat in penumbra, este tocmai cel de pe Axis
Mundi, spre accentuarea prevalentei crucii spatiale.
Legenda spune ca poporul rus a ales sa preia traditia
bizantina dupa ce solii reveniti atat de la Roma, cat
si de la Bizant, au marturisit impresia pe care le-a la-
sat-o cupola cea mare ce pdrea cd pluteste, a bisericii
Sfanta Sofia.

Suprapunerea dintre crucea spatiald si spirald sinteti-
zeazd structura lumii.?

Crucea de pe iconostas

Crucea care incununeaza iconostasul, fiind asezata
peste registre ordonate gradat, ca intensitate a semni-
ficatiei evenimentelor descrise, simbolizeazd, prin
pozitionare, finalitatea acestora. Aceasta cruce de pe
tampla ar putea fi denumita crucea steag. (Fig. 4)

20 Eliade 1957/1995:37
21 anamnezd
22 Chevalier/Gheerbrandt 1969/1993, vol.3: 252; vol.1: 321, 404

The symbolism of the Centre®® underlies the spatial
structuring, for each edifice so created becomes itself
a centre of the world. The rite of circumambulation ac-
complished by the one who assists, rite confirmed in all
cultures and to which is assigned a cosmic value, could
be assimilated to a route leading to gradual spi-ritual-
ization. It generates the sacralization of time and space,
by the spiral movement. The original creative vibration
manifested itself by spiral movement. This is done in the
polar direction, and not in that of the apparent motion
of the sun. And it stops only in illumination, whenso-
ever centre and circumference merge, through remem-
brance®'.

As light identifies with knowledge, the place highlight-
ed in the Christian Orthodox worship space, otherwise
immersed in penumbra, is precisely that on the Axis
Mundi, to emphasize the prevalence of the spatial cross.
Legend has it that the Russian people chose to take over
the Byzantine tradition after the envoys who returned
back home both of Rome and of Byzantium, confessed
the impression left upon them by the great dome that
seemed to be floating, of Hagia Sophia Church.

The superposition of the spatial cross with the spiral syn-
thesizes the structure of the world.*

The cross on the iconostasis

The cross that crowns the iconostasis, being placed over
series gradually arranged, as intensity of significance of
the events described, symbolizes, by positioning, their
purpose. This cross on the iconostasis may be referred to
as the cross flag. (Fig. 4)

20 Eliade 1957/1995:37
21 anamnesis
22 Chevalier/Gheerbrandt 1969/1993, vol.3: 252; vol.1: 321, 404
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Fig. 4. CRUCEA STEA

255

G/ THE FLAG CROSS

Mdndstirea Preobrazhenski, Bulgaria, sec. XIV, reconstruitd in 1825/
Preobrazhenski Monastery, Bulgaria, XIV*" century, rebuilt in 1825

Crucea de pe altar (crucea dezvelitd) sau Pomul
Cunoasterii

Conform traditiei orale, Crucea de pe Golgota ar fi fost
facutd in realitate, din lemnul Pomului Cunoasterii bi-
nelui si* raului. A fost ridicata pe crestetul lui Adam,
in Vinerea Mare, si sadita in centrul Cosmosului.
Crucea dezvelita, realizata din lemn, la scara uma-
na, este asezata pe altarul bisericii de rit bizantin, ca
punct fix. Este capul de perspectiva al unui ax vizual,
in timp ce spatiul cruciform ce determina insusi locul
de cult poate fi perceput ca axd mentald. Cea gene-

23 Accentuam, nu intamplator, conjunctia ,si’, deoarece isi reve-
leaza marea importantd: cunoasterea trebuie sd aiba valentd
exclusiv pozitiva.

The cross on the altar (the cross unveiled) or The
Tree of Knowledge

According to oral tradition, the Cross on Golgotha
would have actually been made from timber of the Tree
of Knowledge of Good and?® Evil. It was erected on Ad-
am’s crown, on Good Friday, and planted in the centre
of the Cosmos.

The unveiled cross, in wood, to human scale, is placed
on the Byzantine church altar, as fixed point. It is the per-
spective end of a visual axis, while the cruciform space
determining the place of worship itself may be per-

23 | emphasize, not coincidentally, the conjunction “and’, for it
reveals its great importance: knowledge should have mere positive
value.
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rata pe Axis Mundi defineste un spatiu omogen (un
cosmos), in opozitie cu spatiul inform (haosul).
Asadar, nu este vorba despre o repetare intreitd, a
aceluiasi simbol.?*

Ne-am putea intreba de ce Axis Mundi este exprimata
la intersectia navei cu transeptul? Pentru ce nu este
aceasta chiar pe masa altarului, spatiu central de con-
densare a sacrului? De ce prevaleazd, ca insemnatate,
crucea spatiala intuitd, iar nu cea vdzutd, de pe altar?
Deoarece crucea spatiala are puterea de a cuprinde in
sine omul intreg, nu doar la nivel mental, ci chiar fizic.
Adaugam cad, pentru a parcurge drumul interior me-
diat de acest spatiu, este necesar ca cel care intrd sa
trdiasca o schimbare de stare: sd constientizeze si sd
interiorizeze aceste valori.

Orientarea si parcursul
Cel ce intra in acest spatiu este invitat sa-l parcurga in

doua directii: ,inainte” si ,in sus”, in sensul de fnainta-
re si indltare, fizic si mental. Participantul este invitat
la un parcurs ascendent, in opozitie cu cel descendent,
simbol al involutiei. O scard leaga Cerul de Pamant, o
scara pe care se afla omul ce voieste ascensiunea spi-
rituald.

Orientarea navei se face atat in raport cu punctele
cardinale, pe axa est - vest, in ndzuinta catre Lumina
Originara, cat si in functie de calendar. Traditional,
orientarea bisericii sau a orasului nu era dictata doar
de norme administrative: implica si raportarea la un
sistem de referintd incontestabil, la un punct de reper
imuabil, in nesiguranta lumii.

~Locurile” din biserica

Pentru ca templul sa nu fie o carte inchisd® pentru
cel ce-i calca pragul, este necesar ca formele, planul,

24 Hani 1962/2005
25 Evdochimov 1981/1993: 132

ceived as mental axis. The one generated on Axis Mundi
defines a homogeneous space (a cosmos), in opposition
to the amorphous space (the chaos).

Therefore, itis not a triple iteration of the same symbol.?*
One might question why Axis Mundi is put at the cross-
ing of the nave by the transept? Why it is not right on
the altar table, central space condensing the sacred?
Wherefore prevails, in significance, the intuited spatial
cross, rather than the visible, from the altar? For the spa-
tial cross has the power to embody the whole being, not
just mentally, but even physically.

Iwould add that, to go through the inner road mediated
by this space, it is appropriate for whoever enters, to ex-
perience a conversion: to be aware of, also to retain such
values.

Orientation and route

Whoever enters this space is invited to travel through it
in two directions: “forwards” and “upwards’; in sense of
advancement and elevation, physically and mentally.
The participant is invited to an upward journey, as op-
posed to the downward one, symbol of involution. A
stair binds Heaven to Earth, a stair whereon is whoever
desires spiritual ascension.

The orientation of the nave is made both in relation
to cardinal points, oriented east - west, longing for the
Initial Light, and in relation to calendar. According to
tradition, the orientation of the church or town was not
determined only by regulations: also meant to point to
an undeniable reference, to an immutable landmark, in
the insecurity of the world.

“The places” in the church

It is appropriate that shapes, plan, spatial principle,
stones reveal their inmost life, by contrast to the sur-
rounding space, so that the temple might not be a

24 Hani 1962/2005
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principiul spatial, pietrele sa-si reveleze viata tainica,
prin contrast cu spatiul inconjurator.

Impartirea functionald a bisericii, exemplificatd prin
cortul mdrturiei, dateaza de pe vremea Vechiului
Testament. Structurarea era urmadtoarea: in primul
rand, era orientatd; apoi, ordonatd: altarul, la rasarit si
pronaosul, la apus. lar iconostasul este reminiscenta
vechii balustrade care inconjura sanctuarul din leru-
salim.

Templul lui Solomon din lerusalim, in care s-a pdstrat
aceeasi distributie spatiald, era considerat centrul lu-
mii si sfintea Spatiul si Timpul. Era 0 imago mundi: cur-
tea simboliza marea; sanctuarul, Pamantul; iar sfanta
sfintelor, Cerul® Acesta a devenit prototip pentru
compunerea spatiului bisericilor paleocrestine, deoa-
rece are la baza un arhetip.”

Ins& crucea determind forma in plan, specificd unui
spatiu de cult crestin.

Pdtrunderea provoaca o prefacere a asezarii interi-
oare, cdlauzita de configuratia locului. Patrunderea
intr-o bisericd tradeaza nazuinta participantului de
a se identifica cu centrul, de a ajunge la starea inte-
rioara de convergenta a tuturor sensurilor existentei.
Interiorizarea simbolismului usii duce la deschiderea
personala catre transcendenta. Pragul pdstreaza con-
tinuitatea spatiului, a comunicarii si a legaturii intre
doua lumi sau stari de spirit, dar este si un simbol al
trecerii intre spatiul profan si cel sacru, o trecere de la
exteriorizare spre interiorizare. Acest ritual de trecere
incepe intotdeauna dinspre asfintit. (Fig. 5)

26 dupa Flavius Josephus, Ant. Jud. lIl, VII, 7.

27 Utilizez cuvantul arhetip conform definitiei sale: model initial,
primar. lar pe cel de prototip, in sensul de prim exemplar care
serveste de model perfect al unei serii de obiecte.

closed book?® to those who cross its threshold.

The functional distribution of the church plan — exem-
plified by the tent of meeting — dates back to the Old
Testament. The structuring it was as follows: first and
foremost, it was oriented; and then, arranged: the altar,
eastwards and the narthex, westwards. And the icon-
ostasis is reminiscent of the ancient handrail which sur-
rounded the sanctuary of Jerusalem.

The Temple of Solomon in Jerusalem, in which has been
maintained the same spatial distribution, was regard-
ed as the centre of the world and sanctified Space and
Time. It was an imago mundi: the courtyard symbolized
the sea; the sanctuary, the Earth; and the tabernacle,
the Heavens.” It became prototype for composing the
early Christian churches space, since is based on an ar-
chetype.?”

But the cross determines the design, distinctive for a
Christian worship space.

The entering causes a transformation of the inner be-
ing, guided by the shape of the place. By entering into a
church is revealed the participant’s yearning to identify
himself with the centre, to reach the inner condition of
convergence of all the meanings of existence. Assimilat-
ing the symbolism of the door leads to personal orien-
tation towards transcendence. The threshold maintains
the space continuity, connection and relationship be-
tween two worlds or states of mind, but it is also a sym-
bol of passage between profane and sacred space, a
passage from exteriorization to interiorization. This rite
of passage always starts from the west. (Fig. 5)

25 Evdochimov 1981/1993: 132
26 according to Flavius Josephus, Ant. Jud. Ill, VII, 7.

27 | use the word archetype according to its definition: original,
primary model. And that of prototype, to mean the first specimen that
serves as perfect model of a series of objects.
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Fig. 5. PATRUNDEREA. PRAGUL / THE ENTERING. THE THRESHOLD
Manastirea Preobrazhenski, Bulgaria, sec. XIV, reconstruita in 1825/
Preobrazhenski Monastery, Bulgaria, XIV*" century, rebuilt in 1825

Urcand, participantul intra in pridvor®, spatiu de
tranzitie spre pronaos®, spatiu de pocainta, al slujbelor
funebre si, cdndva, trapeza.

In naos, dinamismul semnificatiilor celor patru bra-
te ale crucii sacralizeaza punctele cardinale. Crucea
spatiala inchide in sine simboluri subiacente. Centrul
naosului este tocmai centrul spatiului sacru, simbolul
Inceputurilor, principiul creator, centrul unui cerc in
care sunt prezente simultan toate razele ce urmeaza
a porni din el*®, inteles ce cuprinde amploarea sim-
bolului in sfera sociald. Conform traditiei bizantine, in
nava®' se realizeaza unirea cercului (simbol al Cerului)
cu patratul (simbol al Pamantului), prin dinamismul

28 exonartex

29 nartex

30 dupa Dionisie Areopagitul
31 delalat. “navis” = corabie

Ascending, the participant enters the exonarthex, tran-
sition space towards the narthex, space for repentance,
of funeral religious services and, formerly, refectory.

In the nave, the significations dynamism of the four
arms of the cross sanctifies the cardinal points. The spa-
tial cross comprises subjacent symbols. The centre of the
nave is precisely the centre of the sacred space, the sym-
bol of the Origins, the creative principle, the centre of a
circle in which are simultaneously present all the rays
which are to begin out of it?, meaning which comprises
the spread of the symbol in the social sphere. According
to Byzantine tradition, in the nave® is achieved the unity
of the circle (symbol of Heaven) with the square (symbol
of Earth), through the ascending dynamism that gener-

28 according to Dionysios the Areopagite
29 from the Latin “navis” = ship
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ascensional ce genereaza o trecere, o transformare de
stare sufleteasca sau de statut.

Cercul, ca simbol al vesniciei, are capacitatea de a apa-
ra, de aici provenind puterea reald a procesiunilor cir-
culare sau a imprejmuirii asezarilor sau locurilor sacre.
Patratul si, prin extensie, cubul, reprezinta imuabilul,
stabilitatea celor realizate. In interiorul acestei forme
se petrece dinamismul circular al slujbelor sau ,misca-
rea in stabilitate”3?

Iconostasul care sustine miscarea continud de inain-
tare a practicantului, poate fi inteles ca o limita intre
lumea sensibild si cea inteligibila.*® Prin prezenta aces-
tuia, accentul este pus pe intelegerea reprezentarii
naratiunilor din Biblie, mai mult decat pe participarea
personald la ritual.

Balustrada care se aseza, initial, intre altar si naos, avea
functia de a proteja, fiind o limitd sugeratd. Aparitia
tamplei, desi strapunsd de trei goluri, a determinat o
scindare. Introducerea catapetesmei ca limitd accentu-
atd, ca perete separator, isi are originea in Rusia seco-
lului al XV-lea, cand s-a pus accentul pe fastul ritualului
cultic, in detrimentul trairii.

Tinta finald a urcusului spiritual inceput la intrarea in
spatiul sacru, este ,locul inalt” din spatele altarului®,
punctul in care pietrele de temelie se asaza in chipul
crucii. In vederea sfintirii, acest spatiu se elibereazd
de tot ceea ce este mobil (respectiv, ,trecdtor”), de tot
ceea ce nu este fixat.®

Spatiul acesta, al absidei centrale, ,pestera” sau ,mor-
mant’, este curbat spre rdsdrit: in limbajul simbolic al
liniilor curbele convexe indica cuvantul, actiunea; prin
contrast, curbele concave inseamna ascultare si recep-
tivitate.3

32 Evdochimov 1981/1993: 129; Staniloae 1981/2000: 62
33 Staniloae 1981/2000: 71

34 “alta-ara”sau“altum”(lat.) = inalt

35 Staniloae 1981/2000: 85, 89

36 Evdochimov 1981/1993:216

ates a passage, a transformation of mood or status.

The circle, as a symbol of eternity, has the power to de-
fend, hence the true strength of the circular processions
or of enclosing the settlements and sacred places. The
square and, by extension, the cube, signify the immuta-
ble, the stability of those achieved. Inside this structure
is celebrated the circular dynamism of the religious ser-
vices or “the motion in stability"*°

The iconostasis that supports the continuous move-
ment forward of the believer can be viewed as a limit be-
tween the sensible world and that intelligible.*’ Through
its presence, the emphasis is on the understanding of
narrative representations from the Bible, rather than on
personal participation to the ritual.

The handrail that was placed, initially, between the altar
and the nave, served to protect, being a suggested limit.
The emergence of the iconostasis, though pierced by
three gaps, resulted in a separation. Inserting the icon-
ostasis as an emphasized limit, a partition wall, origi-
nates in Russia of the XV century when they focused on
cultic ritual glitter, to the detriment of feelings.

The final aim of the spiritual ascent initiated by entering
the sacred space is “the upper place” behind the altar®,
the point where the cornerstones are laid in the sign of
the cross. In order to be consecrated, this space is cleared
of everything that is movable (namely, “passing”), of
everything that is not fixed.>

This space, of the central apse, “cave” or “tomb’] is curved
towards the east: in the symbolic language of lines the
convex curves denote word, action; by contrast, the con-
cave curves mean obedience and receptivity.**

30 Evdochimov 1981/1993: 129; Staniloae 1981/2000: 62
31 Stdniloae 1981/2000: 71

32 ‘alta-ara” or “altum” (Lat.) = upper

33 Stdniloae 1981/2000: 85, 89

34 Evdochimov 1981/1993:216
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Lumina

Puterea spirituald este sugerata si prin modul in care
patrunde lumina in acest spatiu, altfel asemanator
unei pesteri.

Spatiul este expus simturilor doar prin prezenta lumi-
nii, deoarece ochiul percepe raza reflectatd.’” Ea naste
spatiul. Lumina trezeste la viatd, atat in sens real, cat si
imaginar. Mai ales ca originea acesteia este intotdeau-
na, in afard, dincolo de ceea ce poate omul stapani. Ce
ar fi lumea?®, fara lumina?

In sens simbolic, lumina poate fi interiorizats, prin
participare.

Sunetul

Dangatul de clopot este ,un exorcism care purifica
vazduhul” ¥, asemenea celui de toacd. Prin vibratia
produsa, sunetul armonios al clopotului inlatura limi-
tarile conditiei umane supuse degradarii temporale.
Acesta trezeste vibratia interioara sau tdcerea inimii.
Limba clopotului sugereaza pozitia celor aflate in
echilibru instabil, intre Cer si Pdmant, simbolizand si
legatura reciproca.” (Fig. 6)

37 Tn acest punct al argumentarii, am afirma cd anvelopanta din
sticla a Crystal Cathedral determina (in toate punctele sale) refractia
luminii, respectiv o deviere, fapt care, in sens simbolic, sugereaza
abatere, denaturare, falsificare. Si in acest sens apare cu totul im-
proprie scopului asumat.

38 Interesanta etimologia cuvantului romanesc ,lume”: de la
latinescul lumen, adica ,lumind”.

39 Evdochimov 1981/1993: 139
40 Chevalier/Gheerbrandt 1969/1993, vol.1: 338

Light

The spiritual strength is also suggested by the manner
in which light penetrates this space, otherwise akin to
acave.

The space is exposed to the senses only through the
presence of light, for the eye perceives the reflected ray.*
It brings forth space. Light calls into being, in both real
and imaginary meaning. Especially since its origin is
always, outside, beyond what can man control. What
would the world be*¢, void of light?

Symbolically, light can be interiorized, through partici-
pation.

Sound

The ringing of the bell is “an exorcism that purifies the
air”%, like that of toaca®. Through the vibration caused,
the harmonious sound of the bell clears the limitations
of the human condition prone to temporal degradation.
This awakes the interiar vibration or the silence of the
heart.

The clapper suggests the position of those in unstable
equilibrium, between Heaven and Earth, symbolizing
also mutual connection®. (Fig. 6)

35 At this point of the exposure, | would state that the glass skin of
the Crystal Cathedral causes (in all of its points) the refraction of light,
respectively a deviation which, symbolically, implies transgression,
distortion, falsification. Also in this regard appeares totally unfit to the
assumed purpose.

36 Interesting, the etymology of the Romanian word “world”
(=lume): from the Latin word lumen, namely “light’.

37 Evdochimov 1981/1993: 139

38 Wooden or metal plate which, being sounded, calls people to
church (Romanian-English Dictionary. 100+1 GARMAR Publishing
House, Bucharest, 2002).

39 Chevalier/Gheerbrandt 1969/1993, vol.1: 338
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Fig. 6. SUNETUL / THE SOUND
Insula Egina, Grecia / Aigina Island, Greece

Fig. 7. ICOANA SAU ,ALB PE ALB"? /

ICON or WHITE ON WHITE?

Manastirea Sf. loan Teologul, Suroti, Grecia /

St. John the Theologian Monastery, Suroti, Greece)
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Icoana sau ,alb pe alb”?%

Icoana*?, o prezentd, transcendentul dezvaluit intr-o
imagine, are rolul de a transfigura simturile privitoru-
lui, nefiind (asa cum s-a interpretat de la Reforma in-
coace) rezultatul incalcarii celei de-a doua porunci®.
Functia acesteia este cea de mijlocire, de a-I duce pe
privitor in preajma prototipurilor, sprijinind gandirea
simbolicd. Aceasta interpretare este sprijinita si de ur-
matorul detaliu: icoanele nu au umbrd, deoarece sunt
o fereastra spre lumea fara umbre.

Icoana este, intotdeauna, integratd semnifi-catiilor
spatiului, neavand niciodata rol de podoabd. Nefiind
nici parte a portretisticii, si nici a picturii cu subiect re-
ligios - rod al artei subiective, ci fiind o imagine sacrd,
icoana tinde sa surprinda transcendentul, fiind defini-
ta ca teologie vizuald.

Prin contrast, principiile calvinismului au fost transfor-
mate in rigoare geometrica purd. Albul (“candidus”),
fiind absolut, considerat nonculoare ce apartine ri-
turilor de trecere care insotesc transfigurarea fiintei,
se situeaza la limita si inseamna ori suma culorilor, ori
absenta culorii.* In acest sens, interiorul unui edificiu
de cult cu peretii albi (maniera stabilita odata cu Re-
forma) conoteaza un spatiu pasiv, neutru, neorientat.
(Fig. 7)

Astdzi, lucrdri de arta cu subiect religios inlocuiesc din ce
in ce mai adesea, arta sacra.

De la locul fizic la locul teologic

Silueta asezarilor traditionale avea ca dominantd ver-
ticald turlele bisericilor sau flesele catedralelor. Volu-
mele ce adaposteau puterea militara, politico-admi-
nistrativa, economica etc.,, nu puteau fi decat subor-

41 Evdochimov 1981/1993

42 ,Biblia nestiutorilor de carte’, cum a mai fost numita.
43 ,Sa nu-ti faci chip cioplit..”

44 Chevalier/Gheerbrandt 1969/1993, vol.2: 75

Icon or “white on white”2*°

The icon*, a presence, the transcendent revealed in a
picture, aims to transfigure the viewer’s senses, not be-
ing (as interpreted since the Reformation) the result of
violation of the second commandment®. Its function
is that of intercession, leading the viewer close to the
prototypes, by supporting symbolic thinking. This inter-
pretation is also supported by the following detail: the
icons do not have shadow, because they are a window
towards the shadowless world.

The icon is always integrated in spatial significations,
never having adornment role. Being neither part of the
portraiture nor of the painting with religious subject -
outgrowth of the subjective art, but being a sacred im-
age, the icon aims at grasping the transcendent, being
defined as visual theology.

By contrast, the principles of Calvinism have been con-
verted into sheer geometrical rigor. White (“candidus”),
being absolute, regarded as non-colour belonging to
the rites of passage that accompany the transfiguration
ofthe person, is at the limit and means or the sum of col-
ours, or lack of colour.” In this respect, the interior of an
edifice of worship with white walls (manner established
with the Reformation) connotates a passive, neutral,
undirected space. (Fig. 7)

Nowadays, works of art with religious themes increas-
ingly often replace sacred art.

From the physical place to the theological place

The silhouette of traditional settlements had as domi-
nant vertical the domes of the churches or the spires of
the cathedrals. The volumes that sheltered the military,
political-administrative, economic etc. power, could

40 Evdochimov 1981/1993

41 “The Bible ofilliterate’; as has also been named.
42 “You shall not make for yourself a graven image...”
43 Chevalier/Gheerbrandt 1969/1993, vol.2: 75
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donate, deoarece, in esentd, civilizatiile traditionale
erau parte a unei lumi in care sacrul era o prezenta
vie, incontestabila.

Templul crestin, concentrare a patru simboluri funda-
mentale (centru, cruce, cerc, patrat) si a puterii vitale
transmise de sensul miscarii spiralei spatiale, este un
loc al teofaniei, axial - centru cosmic, iar nu geografic.
De aceea si modelul sau spatial este universal, nepu-
tand fi conditionat, in esenta sa, de spiritul locului. lar
locurile alese nu sunt intamplatoare si timpurile cultice
sunt precizate. Acestea din urma sunt determinate de
ciclul solar, cu intentia de a integra in ritual lumina ra-
saritului de soare, deoarece exista o echivalentd sim-
bolica intre soare si cunoasterea nemijlocita.

Axele compozitionale sunt determinate de crucea
naosului, axele vizuale sunt sustinute prin prezenta
semnificativa a luminii, axele mentale, prin imbogatire
spirituala, comunitara®, la acestea adaugandu-se pu-
terea vibratorie a cuvantului.

Participarea formelor din acest spatiu la adevarul ab-
solut, se face prin asemdnare. Doar in aceasta relatie
de asemanare, spatiile create de om isi afla realitatea
proprie. Creatorul spatiului de cult crestin are menirea
sa transfigureze spatiul profan, profanat, astfel incat
reprezentarea si alcatuirea acestuia sa devina adecva-
te aducerii aminte sau anamnezei.

Spatii improprii?

Sunt spatiile de cult prezentate in introducere, im-
proprii pentru functiunea pe care si-o aroga? Mai
precis, prin modificarea spatialitatii, prin excluderea
coexistentei spatiale a celor patru simboluri funda-
mentale specifice (centru, cruce, cerc, patrat) si a
functiei imprimate de spirala spatiald, persoana care
participa nu este integrata Realitatii. In acest sens, pot
fi admirate ca spatii arhitecturale remarcabile, dar nu

45 caldura sufletului

only be subordinated since, essentially, the traditional
civilizations were part of a world in which the sacred
was a living, undoubted presence.

The Christian temple, concentration of four fundamen-
tal symbols (centre, cross, circle, square) and of the vital
power conveyed by the direction of the spatial spiral
movement, is a place of Theophany, axial - cosmic cen-
tre, rather than geographical. Therefore its spatial mo-
del is also universal, and cannot be conditioned, in its
essence, by the spirit of place. Also the places chosen are
not random and the cultic times are specified. The latter
are determined by the solar cycle, aiming at integrat-
ing the light of sunrise in ritual, since there is a symbolic
equivalence between the sun and direct knowledge.
The compositional axes are determined by the nave
cross; visual axes are supported by the significant pre-
sence of the light; mental axes, by spiritual, collective
enrichment*, adding the vibrating power of the word.
The participation of the earthly forms at the eternal
truth is done by likeness. Only in this relationship of
likeness, the spaces created by man find out their own
reality. The creator of Christian worship space is meant
to transfigure the profaned, profane space, so that its
representation and structure become proper for remem-
brance or anamnesis.

Improper Spaces?

Are the cultic spaces presented in the argument, im-
proper for the function which they arrogate? Namely, by
altering the spatiality, by excluding the spatial coexis-
tence of the four specific fundamental symbols (centre,
cross, circle, square) and of the function imprinted by
the spatial spiral, the person who participates is not in-
tegrated into Reality. On this line, they can be admired
as remarkable architectural spaces, but not as spaces
congruent with the assumed function.

44  the warmth of the soul
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ca spatii conforme functiei asumate.

n acest context, ce loc ar avea cele doud impresio-
nante lucrari semnate Tadao Ando: Capela pe apd
(Tomamu, Hokkaido, 1985-1988) si Capela cu lumind
(Ibaraki, Osaka, 1987-1989)? in spatiile acestor doua
edificii practicantul nu este cuprins total in energiile
generate de semnul crucii, insa forma predominanta
vizual este crucea, exprimatd ca Pom al Cunoasterii.
Contrastul intre starea elementelor (solid-lichid,
transparent-opac), prezenta apei si a luminii, simpli-
tatea formelor primare, gandite in contextul natural
si reinterpretate, aduce aceste spatii pline de tacere,
foarte aproape de modelele originare.

bl

ESSS SN

In this context, what place would take the two impres-
sive works signed Tadao Ando: Chapel on the Water
(Tomamu, Hokkaido, 1985-1988) and Chapel with the
Light (Ibaraki, Osaka, 1987-1989)? Inside the spaces of
these structures, the probationer is not entirely com-
prised in the energies generated by the sign of the cross,
yet the visually prevailing form is the cross, expressed as
The Tree of Knowledge. The contradistinction between
the state of the elements (solid-liquid, transparent-
opaque), the presence of water and light, the purity of
primary forms, thought of in the natural context and
reinterpreted, bring these spaces filled with silence, very
close to the originary model.

Fig. 8. LUMINA / THE LIGHT
Biserica Sfanta Sofia, Constantinopol, 532-537, Anthemios din Tralles si Isidoros din Miletus /
Hagia Sophia Church, Constantinople, 532-537, Anthemios of Tralles and Isidoros of Miletus
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inloc de incheiere

Raspunsul la intrebarea referitoare la mentinerea for-
mei traditionale a spatiilor de cult crestin, este afir-
mativ. Renuntarea la tipologia de plan stabilita prin
traditie si asumata ulterior, determina o forma saracita
de semnificatia si puterea originare. Si care nu mai in-
chide in sine spatiul de cult crestin integrator, benefic
fiintei, deoarece acesta std sub semnul crucii spatiale.
Aceastd invariabilitate a formelor asumate prin traditie,
in care nimic nu este intamplator, nici la nivelul celui
mai simplu gest, este datorata continutului simbolic al
acestora. (Fig. 8)

Aceastd,vesnica reintoarcere la izvoarele sacrului si ale
realului”®, proiecteaza orice existenta in vesnicie. Cei
din vechime afirmau ca ,spatiul sacru astampara setea
dupad Paradisul pierdut”* Atitudinea fatd de traditie
trebuie sa fie cea a receptivitdtii active, prin reinterpre-
tare. Este justificata cdutarea unor noi modalitati de
expresie plastica, dar fdrd abandonarea continutului
simbolic, singurul care confera semnificatie.

Din cele expuse reiese ca complexul bagaj de
cunostinte pastrat prin ceea ce numim traditie primor-
diald® nu reprezinta un balast, ci o cale de a redoban-
di intelesuri evocatoare, pierdute, devenind o busold
metafizicd*. Reprezinta o rememorare, prin eterna re-
petare a unor gesturi atribuite stramosilor, o cale de
intoarcere la adevarul originar. Traditia nu reprezintd o
piedica in fata puterii creatoare, atata vreme cat exista
fidelitate fata de spiritul acesteia. Caci, prin traditie s-a
intrezarit, o datd, ceea ce poate, nu se va mai intrezari
a doua oara. Si nu cumva, in esentd, atitudinea omului
premodern si modern constd tocmai in renuntarea la
simbol sila sacru?

46 Eliade 1957/1995: 86
47 Evdochimov 1981/1993: 125
48 Guénon, 1931/2012
49 Evdochimov 1981/1993: 152

Instead of a conclusion

The answer to the question concerning maintaining the
traditional form of Christian worship spaces, is positive.
Giving up the layout established by tradition and later
assumed, results in an impoverished form, without the
primary significance and power. And which no longer
encloses in itself the integrating Christian worship
space, beneficent for the being, for this is under the sign
of the spatial cross. This persistence of the forms tradi-
tionally assumed, in which nothing happens by chance,
neither in the most ordinary gesture, is due to their sym-
bolic content. (Fig. 8)

This “eternal return to the sources of sacred and real™,
casts any existence in eternity. The ancients asserted
that “the sacred space appeases the thirst for the lost
Paradise”* The attitude towards tradition must be that
of the active receptivity, through reinterpreting. It is le-
gitimate the search for new ways of visual expression,
yet without abandoning the symbolic content, the only
one that gives meaning.

From the above emerges that the complex knowledge
base preserved through what we call primary tradi-
tion* is not a burden, but a way to regain evocative,
lost meanings, becoming a metaphysical compass®. It
is a remembrance, through the eternal repetition of ges-
tures attributed to forefathers, a way back to the original
truth. Tradition is not a hindrance to the creative power,
as long as its spirit is respected. For, through tradition for
once was foreseen what, perhaps for a second time will
not be foreseen. And maybe, basically, the attitude of
pre-modern and modern man does not precisely consist
in giving up symbol and sacred?

45 Eliade 1957/1995: 86

46 Evdochimov 1981/1993: 125
47 Guénon, 1931/2012

48 Evdochimov 1981/1993: 152
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