Abstract: The motif of the so-called “maskeron” or
“lion mask motif” on the pillar of St. Symeon the Won-
der-worker in the narthex of the monastery of Lesnovo
(1349) has caught scholars’ attention long ago. In pre-
vious literature it has been pointed out that this detail
originated in classical art, being the reminiscence of
antique art and tradition, which was confirmed sev-
eral times. Different meanings have been attributed to
this motif. Although a large number of similar motifs
have been the object of research in a wider sense of
the word, more concrete meaning of the particular lion
mask on the pillar of St. Symeon the Wonder-worker in
Lesnovo and the reasons for its placing on the column
remained to be revealed. Thus, this paper analyses the
specific context of this motif as well as its meaning
and offersclose iconographicanalogies, whose mean-
ing corresponds to the meaning of the lion mask in
Lesnovo. It is concluded that this lion mask has pro-
found Christian connotations, being the image of “a
great dragon”, “the serpent of old”— Satan and that
the fresco of St. Symeon the Wonder-worker conveys a
powerful apotropaic image, whose function is to repel
the evil from entering the church.

Introduction and historiography. In the art of the
Byzantine Empire and in the art of the lands under
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Byzantine cultural influence in general numerous and
various masks, that is, “maskerons” of classical in-
spiration were depicted in different contexts, on the
painted architecture, warriors’ armor, shields etc.!
Although present in all periods of Byzantine art, this
iconographical detail is not a common phenomenon,
but reveals a highly classical taste of the patron of
the work in question and of the artists as well. One
very unusual, fantastic, lion mask (ill.3, 4), depicted
on the fresco showing St. Symeon the Wonder-work-
er (St. Symeon the Younger or St. Symeon of Tau-
maston Oros) in the Serbian church of St. Archangel
Michael and Gabriel in Lesnovo, in today’s FYR of
Macedonia,broadly speaking,belongsto this group of
motifs. However, strictly speaking, thecontext of the
Lesnovo mask differs from these masks, while the
iconography of this highly unusual mask is unique
in Serbian monumental painting and even broadly
speaking in Byzantine art as well. This unusual lion
mask will represent the subject of the present paper.

As it is well known, the ktetor of the Lesnovo
monastery was Great Duke, later Despot, Jovan Ol-
iver, a distinguished noble at the court of Serbian
king and later tzar Stefan DuSan (1331-1346, king;
1346-1355, tzar). Thanks to the sources we know that
the main church in Lesnovo was built in 1341/1342,
while Teodosius was the hegumenos of Lesnovo
monastery.” The addition of the narthex to the church
(1347 or 1348), which was painted in 1349, is cer-
tainly connected with the proclamation of the Serbi-
an patriarchy in 1346 and the fact that the monastery
of Lesnovo became the seat of the newly established
Zletovo Episcopy. The content of the majority of the
paintings of the narthex was determined by their ritu-
al purpose. Illustrations of the Baptism cycle, next

! See below footnote no 3.
2 C. Tabenuh, Manacmup Jlecnoeo. Hcmopuja u
arcusonuc, beorpan 1998, 27 pass.



1. 1ThePillar of St. Symeon the Wonder-worker,
Lead disc, 7th c., Syria

to the baptismal font, speak for themselves in this
respect, while many other scenes and figures indi-
cate funerary and commemorative services. Other
customary rituals were certainly also carried out in
the narthex, some of which were not liturgical. When
dealing with the unusual lion mask motif from Les-
novo, one is reminded of a special feature of the Le-
snovo painting of both the nave and the narthex in
general — itsunique and rare illustrations.

In previous bibliography, only a few scholars dealt
with the motif of masks, among whom Doula Mouri-
ki occupies the primary position, her paper published
in 1981 still representing the primary source for all
further investigations.® She briefly enumerates the
types of masks which appear in Byzantine art and
their contexts. She follows the appearance of the phe-
nomena of mask motifs deep into the past, to the peri-
od of classical art, and makes a survey of these motifs
throughout the history of Medieval and late Byzan-
tine painting. Concerning the Late Byzantine paint-
ing under the dynasty of Paleologoi (1261-1453), she
grouped the masks into several categories, according
to the context where they are painted and she also
put forward the assumptionabout their prophylactic
function. However, because of the difficulties with
the investigation following the general lack of tex-
tual evidence on this subject as well as the very na-
ture of her paper, she does not engage in a more de-
tailed discussion about the meaning and reasons of
the appearance of these motifs in Byzantine art on

3 D. Mouriki, The Mask Motif in the Wall Paintings
of Mistra. Cultural Implications of a Classical Feature
in Late Byzantine Painting, Agktioving XploTlovikng
Apyooroyung Etarpeiog 10 (1981) 309-337.
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1. 2 The Lion Mask Motif, the Pillar of St. Alypius,
Ms Par. Gr. 580, fol. 2v, National Library Paris,
11th century

individual examples. Having in mind her statement
that the examples of masks in the paper “do not ex-
haust all instances of the appearance of this motif in
the churches of Mistra”, it is clear why she does not
mention the lion mask from the monastery of Lesno-
vo (1349) in her paper.

On the other hand, in Serbian literature, the rep-
resentation of this particularmask motif in the narthex
of Lesnovo under Symeon the Wonder-workerwas
noticed long ago and different opinions about the in-
terpretation of the meaning of this lion mask have
been expressed.

Ivan DPordevi¢ states that the lionmask from Le-
snovo represents reminiscence on classical art and
opines that the mask represents “lion-ocean”.He also
notices that the lion mask from Lesnovo “deviates
from the pure late ancient copies from the beginning
of the (sc. 14th) century”, pointing out that the unu-
sually large ears “make him resemble a monster.”

Smiljka Gabeli¢ suggests that this lion mask
should be linked with “a prophylactic character, its
power to frighten and repel evil”,warning of the ef-
fect of frightening of the beholder, referring to the
epigram of Manoiles Philes.’ Smiljka Gabeli¢ further
concludes that the representation of the lion mask
should be thought of as “a complement to the pro-
tective powers which are, in fact, attributed to the
depicted saint.”®

4 . M. DBophesuh, 3aconemnu aux na xanumeiuma
v Hoeoj Hasnuyu, in: . M. Bophesuh, Cmyouje cpncke
cpeomwogexosHe ymemnocmu, beorpan 2008, 34-35.

5 T'abenuh, Jlecnoso, 203, footnoteno 1503.

6 Ibid., 203.



1ll. 3 St. Symeon the Wonder-worker, Lesnovo
Monastery, nartex, western wall, 1349

However, in previous literature on Serbian me-
dieval art there has been no further analysis on the
narrower context of the origin of the motif of the lion
mask on the pillar of St. Symeon the Wonder-worker
in the narthex of Lesnovo. Therefore, in this paper we
will offer a more specific interpretation of the mean-
ing of this mask and of its origin, as well as some
analogies for this peculiar iconographic solution.

Placement, iconography and analogies. The
fresco depicting the Holy Stylite Symeon the Won-
der-worker on the column we are dealing with is
found in the narthexof the church of Lesnovo and is
placed beside the west entrance door, on the southern
part of the west wall, in the register of the standing
figures.Its placement on the narrow surface between
the door and the wall, just next to the entrance is usu-
al.” However, the detail of the mask is quite rare in
Byzantine art and in the art of its cultural sphere.

The above-mentioned detail of the fantastic lion
mask is painted on the capital of the column of St.
Symeon the Wonder-worker. The part of the fresco
which depicts the face of the mask (the area of eyes,
nose, and slightly below it) is damaged. The lion-like,

7 . M. Bophesuh, Ceemu cmomnuuyu y cpnckom
3UOHOM cuKapcmesy cpedree eeka, in: . M. hophesuh,
Cmyouje cpncke cpedmwosexogne ymemnocmu, beorpan
2008, 67.

251

%

1‘1 s
5'!!! __

| - .,..u.- I—
B

,J'

{ I

st

’.

ﬂ.

%
1

1. 4 St. Symeon the Wonder-worker, Lesnovo
Monastery, detail, the lion mask, 1349

human-like mask has huge eyes, emphasized eye-
brows, and a distant gaze, highlighted cheekbones,
mouth and moustaches. Beside the huge eyes and
accentuated eyebrows, the most striking attribute of
this unusual creature are notably its huge, tear-shaped
ears, which are drooping. The mask is done in red
and gray hues: the main part of the face is executed in
a reddish color, while the highlighted parts are done
in gray tones.

The so-called “lionmask™ or “maskeron”on the
capital of the pillar of certain holy stylites represents
avery rare motif in Byzantine art, and its presence
in Lesnovo testifies that the mask in question con-
stitute salavish, richer iconographic solution, which
complements the meaning of the illustrated narrative.
There are only three known masks which decorate
the capital of Stylites in entire Byzantine art.

The first known mask on thecapital of a certain
stylite is the mask on the capital of St. Symeonthe
Wonder-worker, dating from the 7th century (ill. 1).3
The mask 1s executed on a lead disc, the so-called
“eulogia”, the artefact which transmits sanctity and
healing powers of the saint. In the center of the disc
one sees the Holy Stylite on the pillar with the dis-
tinctively ornamented capital in the form of the mask,

8 A. Evyyomovloc, Evdoyio tod ayiov Znuedv, Enetephg
Eraipeiog Bulavtivov Znovddv 18 (1948) 90-93.



flanked by saint’s mother St. Martha and Konon, his
follower. Two angels are represented above the saint.

The next example of the maskeron on the capital
of a stylite is the mask on the capital of St. Alypius
the Stylite, on a miniature of the Greek Manuscript
No 580 in the National Library in Paris, dating from
the 11th century (ill.2).° Here the lion-like head is il-
lustrated in the midst of acanthus leaves decorating
the capital.

The head of the lion on the capital of St. Symeon
the Wonder-worker in the narthex of the church of
Archangel Michael in Lesnovo (1349) representsthe
third known example of this kind in Byzantine art in
general and the unique example of this phenomenon
in Serbian medieval art (ill. 3, 4).

Observing the rarity of the mask mo-
tif and its possible meaning, one may suppose
that the unknown painter who executed the frescoes
in Lesnovo had borrowed the lion mask as a visual
model that had already been used in art. The cho-
sen visual model would be dictatedby its purpose. It
would further mean that this model also carried its
peculiar meaning — depicting the crucial moment in
the life of St. Symeon, which matches the one from
the life of St. Alypius the Stylite (ill. 2, 3). Namely,
following the data from the vita of St. Alypius the
Stylite, the pillar of St. Alypius was depicted with
the motif of the lion mask in Byzantine art. The only
example that survives today is theabove-mentioned
portrait of St. Alypius the Stylite on the miniature
which is kept in Paris today (ill. 2)."

When investigating the enigmatic motif in the
church of Nova Pavlica, painted around 1386, Ivan
DPordevi¢ noted that “St. Alypius the Stylite, whose
capital bears a head in leaves, a head which should
represent the Ocean, but looks like a lion instead,
is depicted on the folio of the saints celebrated in
November, (November the 26th).”!! Namely, in his
study, Ivan Dordevi¢ is of the opinion that human-like
and not lion-like masks are as a rule depicted on the
capitals of the columns in Byzantine and Serbian
art, symbolising Ocean, “Okeanos”, the ancient Sea-
God*“ which served as a decoration of the painted ar-
chitecture”.!> Obviously there existed iconographic
subspecies of the masks whose presence had special
meanings. Thus, we can differentiate between the li-
on-like or the human-like mask. However, this is not
always the case. On the contrary, a precise distinction

° H. Omont, Miniatures des plus anciens manuscripts
grecs de la Bibliotheque Nationale du Ve au XIVe siecle,
Paris 1929, 50, PI. CII (fol. 2v).

1 Omont, Miniatures, 50, P1. CII.

" "Bophesuh, 3aconemnunux, 33.

12 Ibid., 34.
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1l 5 Plaque found near Ma’aret in Noman in Syria
(6—7th century), Louvre Museum, BJ 2180

between the human face and lion face is not often
possible.”* Nevertheless, although the iconography
of the masks can vary, we believe that the context
of the represented mask decisively influenced both
the meaning of the mask and its iconography. When
dealing with this particular mask and the miniature
of St. Alypius the Stylite, it is important to note that
Henry Omont refers to this mask as the animal head
tavpoléwv.'* This is a highly distinctive term, which-
literally means “lion-bull” and which applies to the
lion mask of St. Alypius the Stylite in particular.

Due to the exceptional rarity of the motif in Byz-
antine art in wider sense and in Byzantine literature,
its importance and the direct relationship between the
literarysource and the visual motif depicted in art, we
will directspecial attention to the term zavpoléwv.
For the same reason, we will mention several crucial
moments from the life of St. Alypius the Stylite.

Tavpoléwv, hagiographical sources and conclu-
sion. Theterm tavpoiéwv, mentioned in the vita of

3 C. ejuh, Anmuuxe ,, nozajmuye** y cpnckom 3u0nom
caukapcmay o0 cpedute 15. 0o cpeoune 16. sexa, Cprcku
J€3UK, KEbHDKEBHOCT M YMETHOCT : 300pHHUK pajioBa ca VI
MelyHapoaHOT HayYHOT CKyIIa OAp>KaBHOT Ha DHII0NIOMIKO-
ymeTHnukoM Gakyarery y KparyjeBmy (28-29. X2011).
Kmura 11, Jesuk mysuke: My3uka u penuruja. & Ped u
ciuka. MkoHorpaduja u ukoHOrpa)CKu METO/I — TeopHja 1
npumena, Kparyjesar 2013, 54.

4 Omont, Miniatures, 50, P1. CII.



1ll. 6 Manuscript Vaticanus Graecus No 749, fol. 25r

St. Alypius the Stylite has been examined by scholar
Andreas Xungopoulos, who dedicated awholestudy-
toit.!" The interpretation of Hypolite Delehaye that
ovpoAéwv is “un animal fantastique, motié taureau,
motié lion” does not seem to Xungopoulos to be cer-
tain.'* He rather underlines the fact that there are no
preserved representations of this fantastic animal that
is half-lion, half-bull in art, which “does not permit
us to form a clear, definitive picture of this piece of
work.”!” Therefore, he is of the opinion that reliable
ideas concerning the form of the so-called ravpoléwv
should besought in related monuments, the most no-
table of which Bovxoléwv, the famous Imperial pal-
ace in Constantinople. Further, Xungopoulos drew
the conclusion that the tauroleon which St. Alypius
threw off represented a marble group, “which show
a lion slaying the bull.” He leaves the question of the
meaning of this group open: And the meaning of this
group as a funerary monumentis not up to me to in-
terpret.'® Concerning the marble group Xungopoulos
also points out: “I find it useful to point out that these
two animals, the lion and the bull, are individually
present on Hellenistic tombs.”"

15 A. Enyyomoviog, Tawpoléwv, Aektioving Xpiotiovi-
KkNg Apyaoroywkng Etarpeiag 5 (1969) 309-314.

16 H. Delehaye, Lessaintsstylites, Paris 1962, LXXXI-
1T ; Enyyomoviog, Tovporémv, 309.

17 Enyyomovrog, Tavpoléwv, 309.

18 Ibid., 310.

19 Ibid. Certain masks present in Serbian medieval wall
painting show tombs decorated in such a manner. Name-
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Based on the description of the appearance of
Constantinopolitan Imperial palace of Boukoleon,
which is provided by Peter Zen, the representative
of Venice to Turkish sultanin 1532,Xungopoulos
wrongly concludes that the ravpoiéwv marble group
executed on the pillar of the Holy Stylite also repre-
sented a lion slaying a bull and that such a group was
certainly present in front of the Constantinopolitan
palace of Boukoleon.

Leaving aside at the moment the appearance and
the form of the tavpoléwv, we can conclude that due
to the fact that this marble sculpture at the top of
the column of St. Alypius the Stylite was addressed
as tovpoléwv in the hagiographical sources it must
have beendepicted as such on the miniature with

ly, one finds the representations of lion-like and bull-like
sculptures depicted on the tombs.The practice of depict-
ing masks on the tombs is attested by the fresco from the
nartex of the monastery of Decani (1347) illustrating the
death of St. John the Theologian. Here on the sarcophagi
one sees different masks and may suppose that they in-
deed reflect medieval funeral practice (for the fresco of the
death of St. John the Theologian and the details of masks
see http://www.srpskoblago.org/Archives/Decani/exhib-
its/Menologion/September/CX4K3481.html;accessed:
february the 20th 2018 ); for the position of the same fres-
co in the programme of the church see /[. Bojsoauh, C.
Kecuh Puctuh, Menonoe, in: B. J. Bypuh (yp.), 3uono ciu-
xkapemeo manacmupa Jeuana. I'paha u crynuje, Beorpan
1995, 380, T. IL, 3).



representations of Saints of the month of November
from the Paris National library. In other words, the
artist in this case certainly followed the text of the life
of St. Alypius the Stylite when illustrating the lion
mask at the capital of the pillar. In order to present the
data from the hagiography ina more detailed manner,
we will make a brief survey of the vita of the saint.

The biographer of the older version of life of St.
Alimpius the Stylite states that the saint has departed
from his hometown of Hadrianopolis in Paphlagonia
(Asia Minor) and came to some nearby mountain.
There he founda deserted areawith a huge number
of ancient tombs and made a decision to withdraw
into solitude. On one of the tombs there was a colum-
non which an ancient piece of art, the tauroleon, was
standing.St. Alypius intended to topple the tauroleon
and to climbonto the column. So the saint brought an
icon of Christ, a cross and an iron leverfrom Hadria-
nopolis and overturned the tauroleon.

The funerary monument that represented the
mythical animal (tauroleon) on acolumn was particu-
larly appealing to St. Alypius the Stylite. He spoke
to the statue with affection and even embraced it: “I
greet you, very precious to me; worthless, you have
been assigned for use as a funeral monument by those
who built it; I welcome you, because being a corner-
stone you are appropriate for me; you have been cre-
ated as a cornerstone by God and are marvellous to
look at. I greet you, stone, in Christ, because Christ
himself, the unshaken power, is called ‘true’ stone,
on which I wish to support my feet. I have chosen
this place as a residence in eternal rest.”?® Symeon
Metaphrastes, in a later versionof the Life of St.
Alypius the Stylite, gives a somewhat different inter-
pretation of the saint’s predilectionfor the tombstone:
the tombstone was suitable to his needs since he was
preparing himself for voluntary death.?! The end of
the story is quite interesting and very important for
our investigation: the saint brought from the city an
icon of Christ, a cross, and a lever; he demolished
the monument and replaced it with the cross and the
icon, so that the enemy army of the demons would be
an object of ridicule.

As we can see, the saint spotted the stone statue at
the top of one column on the old graveyard that had-
been serving as the ornament of the funeral monu-
ment. [t represented the decoration of a certain pagan
tomb. At first St. Alypius expressed special sympathy
for this statue, embracing it. Previously, while in the

2 Delehaye, Lessaintsstylites, 154 (13—16); H. Sara-
di-Mendelovici, Christian Attitudes toward Pagan Mon-
ument sin Late Antiquity and Their Legacy in Later Byz-
antine Centuries, Dumbarton Oaks Papers 44 (1990) 55.

2 Delehaye, Lessaintsstylites, 176 (26-29); Sara-
di-Mendelovici, Christian Attitudes, 55.
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1ll. 7 Manuscript Vaticanus Graecus No 749, fol. 238r

service of the pagan cult, the statue was worthless,
but later, when the saint discovered it, it became very
precious, due to its function — it was the symbol of
death. Standing on the stone, the saint would literal-
lyrest his feet on it. One can conclude that before the
demolition, the ravpoiéwv served as a tomb monu-
ment and later at first it maintained its function as
such. It was a symbol of thedemons and evil spirits
who dwelled on the graveyard.

We believe that the above-mentioned extract with
the description of the details from the vita of St.
Alypius the Stylite can explain the presence of this
kind of sculptural decoration on the painted pillar
of St. Symeon the Wonder-worker in the narthex of
the Monastery of Lesnovo. In order to depict a par-
ticular detail from the life of St. Symeon the Won-
der-worker, the artist may have borrowed the already
present iconographical model. However, one must be
cautious with such a conclusion, due to the fact that
we today know of only three examples of the masks
represented on the pillars of Holy Stylites and that
the example of the mask on the pillar of St. Symeon
(7th century) predates the example of the mask on the
pillar of St. Alimpius (11th century). Regarding the
present state of preserved examples, one may draw a
rather opposite conclusion. Still, bearing in mind the
general similarities of the lives of two stylites, who
were both committed to a most zealous way of ascet-
ical life, the fact that the iconographical solutions of
the masks on their pillars as well as their placement



at the top of the column match each othertoo seems
quite logical.

We believe that the very unusual lionmask motif
from the narthex of the monastery of Lesnovo, orig-
inally a mark of pagan culture, must bear negative
symbolism. One can recall that in the life of St. Alyp-
ius the Stylite it is stated that St. Alypius toppled the
Tavpoléwyv in order to make demons the object of rid-
icule. Although masks in Byzantine art have a wide
range of implications, we are of the opinion that the
lion mask from Lesnovo, being found on the deserted
place,is associated with the dwelling place of demons
and evil spirits. At least two iconographical details of
the fresco from Lesnovo can serveas support for this
conclusion. St. Symeon the Wonder-worker is there
depicted with the cross in his hand and with the cross
on his analabos.

Neither of the lives of St. Alympius the Styliteof-
fers adescription of the statue of the tavpoléwv and
we do not know the exact source of inspiration the
artist used. Still we can assume that the source of the
artist’s inspiration, the model for such an iconograph-
ic solution and the reason to depict such an imagi-
nary, frightening creature can be found in the artistic
works and motifs that bear strong Christian connota-
tions — that the ancient, pagan motif of tavpoléwv in
Lesnovo is wrapped into profound Christian symbol-
ism. Regarding the mythical beast on the pillar of St.
Symeon the Younger in Lesnovo, some motifs, depic-
tions of beasts, deserve our special attention. There
are several exclusive iconographical analogies that in
our opinion bear the same meaning as the ravpoiéwv.

The enormous, monstrous serpent coiling around
the pillar is depicted on the portrait of St. Symeon
the Stylite (Elder or Younger?) on the partially gilded
silver ex-voto plaque found near Ma’aret in Noman
in Syria (6—7th century) and kept in Louvre under
the number BJ 2180 (ill. 5).>> Although some schol-
ars think that this creature is portrayed to evoke the
specific episode from the life of St. Symeon the El-
der, we do believe that this monstrous serpent should

22 ], Lassus, Une image de saint Syméon le Jeune sur
un fragment de reliquaire syrien du Musée du Louvre, in :
Monuments et mémoires de la Fondation Eugene Piot, Vol.
51, 1960, 129- 150; K. Weitzmann (ed.), The Age of Spirit-
uality. Late Antique and Early Christian Art. Third to Sev-
en Century, New York 1979, No 529 (N. P. Sevéenko); M.
Mundell Mango, Silver from early Byzantium. The Kaper
Kaoran and Related Treasures, Baltimore 1986, 240-241,
no 71; A. Shalem, Jewels and Journals: The Case of the
Medieval Gemstone called Al-Yatima, in: G. Necipoglu
(ed.), Magarnas: An Annual on the Visual Culture of Is-
lamic World, Vol. 14 (1997) 45, fig. 2; R. Milburn, Early
Christian Art and Architecture, London 1988, 261.
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be understood as the image of devil i.e.“the coiling
serpent”(Is. 27:1).

One otherexample should be especially point-
ed out, namely, the miniature from the manuscript
Vaticanus Graecus No 749 on the folio 238r. That
miniature features Leviatan, the fantastic beast, the
sea-monster described in the Book of Iob as “the King
of All Beasts” (Iob 41:25), depicted as a lion-headed
coiled snake, which shows that this creature, as well
as Behemot, represents the mixture of several beasts
— of a lion and a snake (ill. 7).2

In the same manuscript another image of the devil
should also be mentioned, the one of the miniature on
the folio 25r (ill. 6).* Here we can see thethree-head-
ed serpent-like monster emerging from the sea. The
serpent-like creature also consists of several beasts
— it has a head of a wolf, of a lion and of a serpent
andthere is no literary source which describes the-
appearance of this monster, as is the case with the
above-mentioned image of Leviatan from Vaticanus
Graecus No 749, fol. 238r.

On this occasion, we will also mention the exam-
ple from the church of St. George in Kurbinovo as
well. There, in the scene of the Ascension of Christ,
we see the lion in the sea, next to marine creatures,-
below the figure of Christ sittingon a rainbow.> We
suggest that this creature from Kurbinovo portrays
Leviatan, the sea-monster mentioned in the OId
Testament (Iob. 40:20; Ps. 104:25-26; Is. 27-1),
representing the visual synonym of the same mon-
ster from the manuscript Vaticanus Graecus No 749,
fol. 238r (ill. 7) and showing that the sea of glass in
this context bearsstrong negative connotation.’® As
Hadermann Misguisch noticed: “Elle (sc. la mer)
n’est toujours symbole de vie.”?” She also brings the
verses from the book of prophet Zachariah: “En ce
jour-13, sortira de Jérusalem une eau vive, moitié vers
la premiére mer et moitié¢ vers la derniére; il sera de
méme en ét¢ et au printemps. Et le Seigneur sera roi
sur toute la terre...” (Zach. 14:8—11).% The depiction
of lion-ocean, according to Ivan Pordevi¢, implies

3 Cf. P. Huber, lob. Dudler oder Rebel. Byzantinische
Miniaturen zum Buch Hiob in Patmos, Rom, Venedig, Si-
nai, Jerusalem und Athos, Diisseldorf 1986, Abb. 82.

24 Huber, Iob, Abb. 69; Ch. Walter, The Iconography
of Tob, Agktioving Xprotiovikng Apyaroroywng Etaipeiog
29 (2008) 70-71, fig. 1.

% L. Hadermann-Misguich, Kurbinovo. Les fresques
de Saint-Georges et la peinture byzantine du Xlle siécle,
Bruxelles 1975, 172—-173, pl. 85.

%6 For the opinion that the lion from Ascension in Kurbi-
novo has the form of Leviatan, see Bophesuh, 3aconemnu
auK, 36.

¥7 Hadermann-Misguich, Kurbinovo, 172.

2 Hadermann-Misguich, Kurbinovo, 174-175.



“the sea of glass” near the throne of God mentioned
in Revelation (Revel. 4:6; 15:2). However, he de-
prives it, in the case of Nova Pavlica,of the negative
symbolism.?

The color of the fantastic beast on the capital from
Lesnovo is also worthy of attention — the lion mask is
painted in red color, which is the color of the dpdxwv
Toppog néyag that is of “the great red dragon” men-
tioned in the Book of Revelation: “And another sign
was seen in heaven; and behold, a great fire-red
dragon, having seen heads and ten horns, and seven
diadems upon his heads” (Rev. 12:3). According to
Andreas of Caesarea:* Heaven is to be understood
as the air, and the fire-red dragon is the one whom,
after he was created, was mocked by the angels of
God, as it has been written in Job. He is fire-red ei-
ther because of his murderous nature and delight in
bloodshed or because of the fiery angelic nature, even
though he fell from (among the) angels.”’ According
to the Methodios of Olympus words: “The great fiery
dragon with the seven heads who is pulling down one
third of the stars and who stood watching in order
to devour the child of the woman in labor, he is the
devil.”?! Speaking of Lesnovo church, one might,
here, also point out to the position of the fresco of
St. Symeon the Wonder-worker at the very church
entrance. He is depicted here as the guardian of the
Lesnovo catholicon itself and of the Church in gen-
eral. In this context the following interpretation of
Methodios is very significant and instructive, espe-
cially if we have in mind that the saint is a stylite and
that he is depicted on the pillar: “But he (sc. a devil)
misses the pray and is unsuccessful (because) those
who are reborn are snatched and carried upwards

» ‘Bophesuh, 3aconemnu aux, 39.
0 PG 106, 321 A-B.
PG 106, 321 C.
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to the heights (highlighted A. G.); a third of stars it
called the portion of those utterly wrong (regarding)
one of the Trinity.”*? “The desert, into which the
Women (the Church) came to be nourished, is desti-
tute of evils and barren of decay.** And the following
he says concerning his crowns: She had struggled be-
fore against the devil and after she had deadened the
seven heads of the seven crowns becomes self dis-
ciplined (with respect to virture).”** Having in mind
the above-said interpretation, one should also point
out that under the woman is meant most manifestly
“the Church, endued with the Father’s Word, whose
brightness is above the sun.”*

To conclude, we suggest that the monstrous lion
mask from Lesnovo, the ravpoléwv, represents
“the great dragon, the serpent of old who is called
the devil and Satan, who deceives the whole world*
(Rev. 12:9), which is the meaning of the above-men-
tioned motifs too. In spite of quite different forms of
portraying the ancient serpent, in fact, these motifs
represent visual synonyms. The problem with deci-
phering those forms, lieson the one hand, in the fact
that the literary source describing these beasts does
not exist and, on the other hand, in the fact that the
serpent of old is depicted in different forms. How-
ever, no matter how different these forms are on the
first gaze, they still, from the iconographical point of
view, maintain the main traits: lion-like, serpent-like
and other forms. In accord with the above-mentioned,
we can conclude that the fresco of St. Symeon the
Wonderworker with its unusual capital in the form
of lion-like, beast-like mask has powerful apotropaic
meaning.

32PG 106, 321 C-D.

3 PG 106, 321 D.

3 Ibid.

35 Ph. Schaff (ed.), Ante-Nicene Fathers, Vol. 6 (Fa-
thers of the Third Century: Gregory Thaumatorgus, Di-
onysius the Great, Julius Africanu, Anatolius and Minor
Writers, Methodius, Arnobius), Grand Rapids, MI [1885]
808.



Anhena TABPUJIOBUTh

MOTMUB JIABJE MACKE HA CTYBY
CBETOI' CUMEOHA 4YYJAOTBOPLA VY JIECHOBY (1349)

HOpeKﬂO U 3Haveroe

Tema oBor pana je 3HaueHE U MOPEKII0 BeoMa He-
O0OMYHOT (paHTACTUIHOT MOTHBA T3B. JIaBJbE MACKe Tj.
T3B. MackepoHa Ha cty0Oy cBeror Cumeona UynoTeop-
[y MPUIPATH JISCHOBCKOT KAaTOJHMKOHA, TOcBeheHor
Ceetum Apxanhenuma Muxawny u [aspuny (1349;
ci. 4). @pecka ca koM ceetor Cumeona UymoTBop-
I1a HaJ1a3M ce y 30HU cTojehmx (urypa Ha y3aHOoj IOBp-
IIFHY Ca jy)KHE CTpaHe 3alaIHoOT TopTaia. Y CPIICKO]
YMETHOCTH j€ OBO jeJHHCTBEH NMPHUMEP NOCTaBIbambha
(haHTacTUUHE MacKe Ha KalHTell CTy0a CTONMHUKA. Y
pPaHMjO] JIMTEPATYPH j€ MCTAKHYTO Jia je OBaj JeTalb
MOPEKIIOM U3 aHTHYKE YMETHOCTH — PEMHHHCIICHITH]a
Ha aHTWYKY YMETHOCT U TPAJHIIH]jy, IITO je BUIIE IIyTa
noTBpheHo, oK cy caMOM MOTHUBY TpHIaBaHa pa3Jid-
4ynTa 3HaueHka. Mako je Benmuku O0poj, y IMUpeM CMHUC-
Jy peYd CPOAHUX, MACKEPOHA MPEACTaBIbao MpeaIMeT
MaKHEC UCTPAKHMBaua, KOHKPETHHU]C 3HAUYCHE JIABJHE
Macke Ha cTyOy cBeror CmmeoHa UymorBopria HHje
JeTajbHUj€ MCIUTaHo. Y pajy Cce CTOora OBaj MOTHB
MIOJIBpTaBa JIeTaJbHHUjO] aHAJIM3H, a ToHyheHe cy u -
KOBHE aHaJIOTHje, Koje Cy JieKalle Y OCHOBH HJIEjHOT
pelema MpruKa3iBamba MackepoHa Ha CTyOy CTOJITHU-
Kay JICCHOBCKO]j IIPHITPATH.

[MoMeHyTH MOTHB (haHTACTHYHE JIABJbE MAacKe
HacIWKaH je Ha KamuTelry cryba cBetor CmMmeoHa
Uynoreopua. [leo dppecke koju npukasyje iuie (mpe-
JIE0 O4Hjy, HOCA M TIPEe0 UCIOJ Hoca) je omreheH.
[Nony-naBsba, Moy Jby/cKa Macka UMa KpyIHE OYH,
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Hamamene oopse, nperehu mornen, HarameHe ja-
roxuie, ycra u 0pkose. Ilopea KpynmHUX O04Mjy U Ha-
IalleHuX 00pBa, HajyneyarsbUBHjH aTpuOyT OBOT
HEOOMYHOT CTBOpEHA Cy OTpOMHE, O0OpeHe YIIH
Karbu4yacTor obnmka. [naBa QaHTacTUUHE >KHUBO-
TUEE j€ W3BEJIeHa y I[PBEHOj 00ji ca CHBHUM aKIICH-
TMa (00pBe, OPKOBH, TIPEIEO UCIION OUYH]Y U JEIIOBU
yimjy). Ha ocHOBY u3rieaa 4ynoBHITHOT MacKEpOHa
y JlecHOBy, mojaraka n3 >KUTHja CBETOI ANMMIIMja
CToIUITHIKA, Ka0 W JMKOBHUX aHAJIOTHjaOBOM JieC-
HOBCKOM MOTHBY YOUCHHX HAEBJIOTHjH y BUIY OJIO-
BHOT aucka npenahenor y Cupuju (VII Bex; ci. 1),
HamuHHjarypu pykoruca BNF 580, fol. 2v (cn. 2),
cpebpHoj ex-votorutoun u3 Jlyepa BJ 2180 (ciu. 5),
3aTHM Ha MUHHjaTypama pykomuca Vat. Gr. 749, fol.
25r (cn. 6), 238r (cn. 7) mumerasha JlaBa-OKeaHa ca
¢dpecke Baznecema y npksu Cetor bopha y Kypou-
HOBY, 3aKJbYUCHO j€ J1a IECHOBCKM MOTHUB (paHTaCTH-
YHE JIaBJbe IIaBE MPEACTaBJba BEIHKY, CTapy 3MH]Y,
Koja ce 30Be haBo U caTaHa, Koja 3aBOAM CBY Bacesbe-
Hy (Otkp. 12:9), xojy je cBetu Cumeon YymoTBopair
moOeINO CBOJUM CTpaZameM 3a XpHucTa. Y painy ce
pasMaTrpajy W pa3iio3W IpHKa3uBama (aHTACTHIHE
Macke y IpBEeHOj 00jH, KOju MOTBphyjy mara Tyma-
yema. 3aKkJbyueHo je Aa (pecka ca JUKOM CBETOT
Cumeona YynoTBopiia HOCH CHaKHY aroTPOIjECKy
(GYHKIM]Y, IITO je W Pa3lior HEHOT NMOCTaBJbamkba y3
caM yIa3 JIECHOBCKE I[PKBE.
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