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NKOHOIINCAILL CUMEOH JIASOBU'h
N BEI'OBE IIPEJICTABE
BACKPCEHIA XPUCTOBOI’

Aucimpakin: Texciu ce 6asu UKOHOUUCHUM PAO0BUMA HA
wiemy Backpcera Xpuciuosoe itosnainoe ciuxapa Cumeona
Jlaszosuhia, koju je denao na wupem tioopyyjy 3aiiaone Cp-
ouje, Meiioxuje u Ilpumopja wiokom Opyze itonogure XVIII
u toueiuxa XIX eexa. Jlo danac cy ipeocivane yeiiupu re-
206e KOMUOo3UyUje u3 paiuyuiuux yprkaea ca 060omM memom
(ypxea Ceetiux Ileiupa u Iasna y Cupoeojny, bena ypksa
v Kapany, Benuxa Yciiencrka ypxsa manacimiupa Casuna),
Koje Ham Oociua UpeyusHo otugapajy mo2yhHociu ananuse
u cunitieiiuzosaroa CumeoH0802 U100H0E UKOHOUUCAUKOZ
0ena oKoM HeKOIUKo oeyenuja. Yjeono nam ce otkpusa u
Cumeonos yoeo u Mecitio y OKeUpuMa wexkyhux ymeunuy-
kux mooena XVIII u ioueiika XIX eexa.

Kuwyune peuu: ciuxap Cumeon Jlazosuh, Backpcerve Xpu-
ctioeo, ukonouuc, XVIII eex

bjenonosecku cnukap, cBemrteHuk Cumeon Jlazo-
Buh (?—1817), Ouo je poJOHAYETHUK IUIOAHE CIH-
kapcke Qamunuje JlazoBuh, umja ce nena Hanmaze
Ha IIAPOKOM IMPOCTOpPY Koje oOyxBara Toapydyja
on Crapor Bnaxa no [Ipumopja.! Mako cy ctunaju
OKOJIHOCTH ¥ OypHa UCTOPH]ja, Ka0 M HEMap, TOBEJIN
JI0 HECTaHKa MHOTUX H-ETOBHX PasioBa, J100ap 1eo
BUX UIAK j€ I0YCKA0 TaHAIh¢ BPEeMe U MOXKE HaM
J0CTa MPELM3HO MOCTY)KUTH 32 aHAIN3Y PAa3BOJHOT
YMETHHUKOT ITyTa ukoHonuca Cumeona Jlazosuha.

OBom npunuKoM 6aBrhemMo ce KOHKPETHOM Te-
MoM XpucrtoBor Backpcema, kojy je Cumeon Jlazo-
Buh BHIIE IyTa MPEACTABUO Y PA3IMYUTUM IPKBa-
Ma TOKOM TPH JACLEHH]E, alli CBAKU MyT Ha HEIITO
Jpyraduju HaduH. J{o maHac cy mpeocrana 4yeTupu
Jieqia ca OBOM IIPE/ICTaBOM 3a KOja Cce M0Yy3/1aHO 3Ha
nma ux je ypaano Cumeon Jlazosuh, 1ok je meto y
HETO3HATO BpEME HEeCTaso, T€ ra JaHac MOXKEeMO
JIOHEKJIE carieilaTd caMo Mo IpHO-0enoj dororpa-
¢uju.2 Unaxk, 30or MmoryhHOCTH na ce aHanmu3upa

I Inpe o omycy Cumeona Jlasosuha Bumern jomr: Cra-
wuh 1973: 65-100; Menakosuh 1976: 271-281; Byjosuh 1986:
194-198; Cranuh 1991: 12; MunocasibeBuh 1990; Munocasibe-
Buh 2000; Toguh 2013 (II): 129-132 ca cTapujom JIUTEpaTypoM;
Maruh 2018: 63—-79; Maruh 2022: 230-298.

2 Cumnh-Munosanosuh 1953: 162—163; 3naruh-Vskosuh
2004: 111.

Marina Lj. Mati¢

Academy of the SOC for Fine Arts and Conservation,
Belgrade

ICON PAINTER SIMEON LAZOVIC
AND HIS DEPICTIONS OF THE
RESURRECTION OF CHRIST

Abstract: The text deals with the icon painting works dedi-
cated to the Resurrection of Christ theme and done by fa-
mous painter Simeon Lazovi¢ who was active in the area
of western Serbia, Metohija and the Eastern Adriatic coast
during the second half of the 1 8" and the beginning of the
19t century. To date, only four of his compositions with this
theme have survived at different churches (Church of Sts.
Peter and Paul in Sirogojno, White Church in Karan and
Great Temple at Savina Monastery). They provide us with
a rather precise possibility to analyse and synthesise Sime-
non s fruitful icon painting opus over the course of several
decades. At the same time, this reveals Simeon's share and
position within the scope of the contemporary artistic mod-
els present during the 18" and early 19t century.

Key words: painter Simeon Lazovic¢, Resurrection of Christ,
icon painting, 1 sth century

A painter from Bijelo Polje, priest Simeon Lazovi¢,
(?-1817), was the founder of the prolific painting
family Lazovi¢ whose works may be found through-
out a wide territory that includes areas from Stari
Vlah region to the Eastern Adriatic coast/Primorje.!
Although the circumstances and the volatile history,
as well as the negligence, have led to the disappear-
ance of many of his works, a good share of them did
survive to the present times and may serve us rather
precisely for an analysis of the developmental artis-
tic path of icon painter Simeon Lazovic.

On this occasion we are going to deal with the
concrete theme of the Resurrection of Christ which
Simeon Lazovi¢ depicted several times at different
churches over the period of three decades, but each
time in a somewhat different manner. To date, four
works with this depiction have remained which are
reliably attributed to Simeon Lazovi¢, while a fifth
one disappeared at an unknown point in time and
nowadays we can analyse it only partially by us-

I For more about the opus of Simeon Lazovi¢, also see: Cra-
Huh 1973: 65-100; Menakosuh 1976: 271-281; Byjosuh 1986:
194-198; Cranuh 1991: 12; MunocassseBuhi 1990; Muocasibe-
Buh 2000; Toxuh 2013 (1I): 129-132 with older literature; Maruh
2018: 63—79; Maruh 2022: 230-298.
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ukoHorpaduja, Mu hemo ra ykJby4uTH y Halla pas-
MaTpama Kako OMCMO JIOOMIIH IITO MOTIYHH]Y CITHU-
Ky O YMETHUYKOM onycy ciaukapa CuMeoHa.

I[Ipe Hero mTo MPUCTYNUMO aHAIM3H MPECTa-
Ba Koje je ypaano Cumeon JlazoBuh, ocBpHyhemo
ce Ha camy KoMIo3uuujy Xpucitiosoe Backpcera,
IBEH HUCTOPH]CKH Pa3BOj, HEHY HKOHOTpaujy u
cUMOO0IIOTH]Y.

Cuena Huje omucana y JeBanhespnma.? Xpu-
cTtoBo Backpceme y xpumthanckoj ukoHorpaduju
TPOjaKo je TMpeAcTaBIbaHO: Kao Jasmware anhena
MupoHocuyama Ha 2poby Xpuciioeom, xao Xpu-
cuios Cunazax y ao u xao Xpuciioso Backpcere
u3 otusoperoe capkoghaza.* Jasmwarve anhena mupo-
Hocuyama Ha epoby I ociioorem, IO CBOj IPUIIHIIY,
notude jour u3 IV Beka. BpemeHnowM je oBa npescra-
Ba 3aMEHEHA NPEACTAaBOM Xpucitiogoz cunacka y
ao, a on XIV Beka HHje PETKO Ja ce MpUKazyjy u
3ajeqHo, TO jecT Muponocuye na epoby ce TpuKa-
3yjy nocie komrosunje Curacka y ad.> Cama KoM-
nosunuja Cunacka y ao odyxsara nisa gorahaja: I1o-
6edy nao adom n Hzbasmere Adama u Ege.b Nako
ce MKOHOTpaduja HHje MHOTO Memaja TOKOM Bpe-
MeHa, M0jeIMHU €JIEMEHTH Cy CBOjCTBEHHU ojpele-
HUM enoxama.’ YKpIITeHa MOJIOMJbEHAa Bpara aja
M0jaBJbYjy Ce 01 X BEKa M 0CTajy Kao yCTaJbeH MO-
tuB.8 L{pBeHa 3actaBa kojy XpHCTOC APKU, OOUIHO
y JIEBOj PYIIH, Mpey3eTa je KacCHUje U3 PeHEeCaHCHE
Wranuje, na mra ynyhyje u Jlnonucuje nz ®@ypue
y CBOM TIPHPYYHUKY.” Y CBakoM Ciyd4ajy OBa JiBa
BUJIa TIPE/ICTaBJbaha CBOJCTBEHA CY CPEIHOBEKOB-
HOj YMETHOCTH TpaBociaBHoOr cBera.!? Mkonorpa-
buja npencrase Xpucitiosoe Backpcerwa uz epodoa

3 Uroworpadekn m3Bopn Hanase ce y armokprpeom Huko-
IMMOBOM JeBaHlesby, Koje je M IIaBHH M3BOp, NcajiMuma, Mca-
WjUHUM TIpopodYaHcTBHMa, [lemnma amoctosickuM, OTKpOBEHY,
no3HatuM Oecenama Ceeror Emmdanmja Kumapckor Ha Bemmky
cyoory.

4 Kocrenkas 1928: 63.

3 Kocrenxas 1928: 63.

6 Hekax cy oBe [Be IpPEACTABE OCIMKABAHE Pa3IBOJCHO.
Hexu aytopu cmarpajy aa je [lo6eoa Xpucitia Had adom TPUKOT
nopekia, 1ok je Ocnobaharwe Adama u3 1io03emba CBOjCTBEHO
apamejckoM ucToky (Kocremkast 1928: 69). Heka teonomka Ty-
Mauera JI0BOJIE Y Be3y XPHCTOB CHJIa3aK y aj U craceme (0cIo-
Oabhame) cTapo3aBeTHUX MPABEIHKUKA Ca ICTAmkEM 3aBece y jepy-
canmuMckoM xpamy HakoH Pacmeha (Mt 27, 52) (Schiller 1972:
113-114).

7 Kocreukas 1928: 68. Tako, y npeacrasama ox VIII 1o X
BeKa XPUCTOC HOCH CBUTAK Kao CUMOOII mponoBeiu Backpeema y
ajty, 10K Ce KPCT YMECTO CBHTKa y XPHCTOBHM pyKama I0jaBJbyje
on XI Beka.

8 Pagosanosuh 1977: 37.
9 Memuh 2005: 42.
10 TToxposckmit 2001: 482-519.
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RESURRECTION OF CHRIST

ing a black-and-white photograph.Z Still, since it is
possible to analyse its iconography, we are going to
include it into our considerations in order to get as
complete picture about the artistic opus of painter
Simeon as possible.

Before starting the analysis of the depictions cre-
ated by Simeon Lazovi¢, we are going to look at the
very composition of Resurrection of Christ, its his-
torical development, its iconography and symbology.

The scene was not described in the Gospels.3 In
the Christian iconography, the Resurrection of Christ
was depicted in three ways: as Appearance of Angel
to the Myrrhbearers at the Tomb of Christ, as Christ’s
Descent into Hades and as Resurrection of Christ
from the Open Sarcophagus.* Most likely, Appear-
ance of Angel to the Myrrhbearers at the Tomb of
Christ dates back to the 4th century. Over time, this
depiction was replaced by the depiction of Christ’s
Descent into Hades and from the 14th century it was
not seldom that they were depicted together, that is,
Myrrhbearers at the Tomb are depicted after Descent
into Hades.> The composition of Descent into Hades
itself comprises two events: Victory over Hades and
Salvation of Adam and Eve.6 Although the iconog-
raphy did not change much over time, some ele-
ments are more typical of certain time periods.” The
crossed, broken gates of the Hades appeared from
the 10th century on and they remained as a common
motif.8 The red banner carried by Christ, usually in
his left hand, was taken over later from Renaissance
Italy, which Dionysius of Fourna pointed to in his
manual. In any case, these two forms of depictions

2 Cumuh-Munosanosuh 1953: 162-163; 3naruh-Hekosuh
2004: 111.

3 The iconographic sources are found in the apocryphal
Gospel of Nicodemus, which is also the main source, psalms,
prophesies of Isaiah, Acts of the Apostles, Revelation, and the
known sermons of Epiphanius of Salamis for Holy Saturday.

4 Kocreukas 1928: 63.
5 Kocremkas 1928: 63.

6 Sometimes these two depictions were painted separately.
Some authors maintain that Victory of Christ over Hades is of Greek
origin, while Salvation of Adam from the Hades is more typical
of the Aramaic East (Kocteukas 1928: 69). Some theological
interpretations make a link between the Descent of Christ into
Hades and the salvation (deliverance) of the old testament’s
righteous men by tearing the curtain at Jerusalem temple after the
Crucifixion (Mt 27, 52) (Schiller 1972: 113-114).

7 Kocrenkas 1928: 68. Thus, in the depictions from the gth
to the 10th century, Christ is carrying a scroll as a symbol of the
Resurrection sermon in the Hades, while from the 11t century on
a cross started to appear in the hands of Christ instead of the scroll.

8 Panosanosuh 1977: 37.

9 Memuh 2005: 42.
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nojaBJjbyje ce 3HaTHO KacHuje,!! a ce yemrhe ce
MpHUxBaTa U y cprckoj 6apoknoj ymernocta XVIII
Beka, ymecto Bep3uje Cunacka y ao.1?

Cumbonnuku, Backpceme y ceOu caapxu yBek
JUTYPTUjCKO 3Ha4Yewme. [lo criaBibemwy, CyIITHHH,
Ca/Ip)KUHU M CMHCIY, €BXapUCTHja ce TOKJIama ca
Backpcom, jep je eBxapuctuja OECKpBHO ITOHA-
BJbAHC KPBHE KPTBE HA KPCTY, TO jECT M0oOeae Hal
cMphy, UCKYTIJBEHhE M HaJla y CBEOIIIITE BACKPCEHE,
TE€ TajHa BEYHOT XHMBOTA.!3 Y TOM CMHUCITYy MOKEMO
TYMa4ylTH YHECHUILY Jia CE€ OBa MpeJicTaBa y 6apo-
KHOj KyATYpH 4Y€CTO M3]lBaja U3 LIUKIyca Benuxux
ilpaznuxka W TOCTaBJba C€ KA0 CPEIUILIEa KOMIIO-
3MIMja HA UKOHOCTacHMa, Ca YJIIOTOM Y CIIOKEHUM
JIUTYPIUjCKO-CBXapUCTOJIONIKAM TPOrpaMUMa Tia-
CXaJIHHUX CITyKOM. 14

Hajpanuja mno3nara CuMeoHOBa TIpencTaBa
Xpuciiosoe cunacka y ad Hana3u ce Ha HKOHOCTacy
upkBe Cetux Ilerpa u [lana y Cuporojny (cia. 1).
OBa mpeacTaBa MOTHYE Ca MOYETKA OCAMIECETHX
roguHa X VIII Beka, kaja CUMEOH y IpyroM HaBpa-
Ty paJy Jieo WKoHa 3a oBy IpkBy.!5 Ilpencrasa je
BEOMa jeJJTHOCTaBHA Ca OCHOBHHUM IMPOTAarOHUCTAMA
KOJH C€ YKJbYUY]y V BY, IOK CUTHaTypa Ha WKOHU
HUje OdyBaHa. XPHUCTOC je Y CPEIWHH, y JIECHO]
PYLI Ip’KU LPBEHY 3acTaBy Ha KPCTY, JOK JIEBOM
xBata Anama 3a pyky. JlecHo ox mera je u EBa ca
NPEKPINTEHUM pyKama y MonuTBU. M3a Anmama u
EBe HmXe ce MHOIITBO TiaBa TpaBeIHUKA, HA Taj
Ha4yMH Harnamasajyhu 1youHy npoctopa KOMIO3H-
mje. Mcrmon XpucToBUX HOTY HaJla3e Ce YKPIITEHA
Bpara ajia, a y rTOpi\bHM YIIIOBHMA MPEICTaBe Ha3HA-
YEHH Cy OOJaIy.

11 Cassee, Berserik, Hoyle 1984: 23-24. TlojaBa oBakBoOr
Tuna npencrase noruye ¢ kpaja XII u mouerka XIII Beka. JaBipa
ce MPUMapHO y MUHHjaTypHOM CIMKapcTBY HEMA4KOI IOAPYdja.
Excnansujy noxusibaBa y apyroj monosuHH XIV Beka, mocie
n30mjama BelMKe enuaeMuje kyre y Wranuju, Kaga je nenoBao
NPHjEeMYUBHjE OBaj TUIl EKCIUIMLUTHOT, CyNEPUOPHOT M 10010~
HOCHOT TIpe/ICTaBbama Backpcema.

IIpema HeKMM TyMademHMa IpeAcTaBa XPHUCTOBOT TPHjyM-
(hanHOT M3MacKa U3 rpoda CBOj IUTEpapHH Y30p HaJla3u y MCAIMU-
Ma (Tlc 66) (Knipping 1974: 227).

12 1lIupe o Gapokwoj nxorHorpadujn Teme Xpucrosor Ba-
CKpcema M3 rpoda y cprickoj ymetHocTH B. TumortujeBuh 1989:
111-114, ca crapujoM JIUTEpaTypoM.

13 Mupxosuh 1961: 195; Pagoasosuh 1977: 42-43.
14 Tumorujesuh 1989: 113-114.

15 TIpeu nmyT y 0Boj upkBu paau 1764. ronuHe, H3paIuBIIN
ToM mpwimkoM Llapcke nBepu, HamBepje ca Hedpemanum oxom,
U jOII HEKOJIMKO MKOHA, KOje Cy yjeHO W TPBH MO3HATH PAJTOBH
Cumeona Jlazosuha (3naruh-MBrosuh 2004: 93). Hakon nayse
oJ1 HeKkonuKo roanHa, CuMeoH ce moHoBo Bpaha y CHporojHo aa
TIOITYHU CBOj OITyC, ¥ TOM IPWIAKOM, u3Mely ocraror, m3pahyje
ukony Cunaszax y ao.
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are typical of the Orthodox world’s medieval art.10
The iconography of the depiction of Resurrection of
Christ from Tomb appeared significantly later!! and,
instead of the version of Descent into Hades, it was
accepted more frequently in the Serbian Baroque art
of the 18th century.!2

Symbolically speaking, the Resurrection always
contains liturgical meaning in itself. By its celebra-
tion, essence, contents and meaning, the Eucharist
overlaps with Easter since the Eucharist constitutes
the bloodless repetition of the blood sacrifice on the
cross, that is, the victory over death, the redemption
and hope in the general resurrection, as well as the
secret to the eternal life.!3 It is in this sense that we
can interpret the fact that in the Baroque culture this
depiction often gets taken out of the Great Feasts cy-
cle and placed as the central composition on the icon-
ostases, with a role in the complex liturgical and Eu-
charistological programmes of the Paschal services.!4

The earliest known depiction of Christ’s De-
scent into Hades by Simeon may be found on the
iconostasis of the Church of Sts. Peter and Paul in
Sirogojno (fig. 1). This depiction dates back to the
early 1780s when Simeon worked on a part of the
icons for this church for the second time.!5 The de-
piction is very simple with the basic protagonists
who are included into it, while the signature mark
on the icon has not been preserved. Christ is in the
middle, holding the red banner on a cross in his right
hand, while grabbing with his left hand Adam’s arm.
To the right from him there is also Eve with her arms
crossed in prayer. Behind Adam and Eve, there is

10 MToxposckmit 2001: 482-519.

1 Cassee, Berserik, Hoyle 1984: 23-24. The appearance
of this type of depiction dates back to the late 12th and the early
13th century. It appeared primarily in the miniature painting in the
German territories. It experienced expansion in the second half of
the 14th century, after the onset of a large plague epidemic in Italy,
when this type of explicit, superior and victorious representation of
the Resurrection seemed more amenable.

According to some interpretations, the depiction of Christ’s
triumphant departure from the tomb found its literary paragon in
the psalms (ITc 66) (Knipping 1974: 227).

12 For more about the Baroque iconography of the
Resurrection of Christ from Tomb theme in the Serbian art, see
Tumotujesuh 1989: 111-114, with older literature.

13 Muprosuh 1961: 195; Pagosamosuh 1977: 42-43.
14 Tumormjesuh 1989: 113-114.

IS He worked at this church for the first time in 1764
making on that occasion the Royal Doors, the Deesis tier with the
Anapeson and several icons that are also the first known works
by Simeon Lazovi¢ (3naruh-MBroBuh 2004: 93). After a break of
several years, Simeon returned to Sirogojno again to complete his
opus and this time around he painted, among others, the icon of
Descent into Hades.
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Jlakie, KOMITO3HIIMja je BPJIO CKPOMHA M MKO-
HOTpa()CKH M KOJIOPUCTHYKHU CBEJICHA MPETESIKHO Ha
I[PBEHY U TuTaBy 00jy. Omex e mpoTaroHNucTa uMajy
alMKanyje 'y BHIY OeNuX TpyNuCaHuX TavYKHIIA.
YouaBa ce 3HaTHAa HECUTYPHOCT y L[PTEXKY, HEBEIITO
oaMepeHe mponopnuje ¢urypa, mro he 6utu u xa-
cHHje JecTa ojyinka CHMEOHOBHX pajJioBa, CTaTHU4-
HOCT ¥ HAMBHOCT Y MOJICTIalINj | JINKOBA. EBUICHTHO
j€ Za je ciamMKap jOoII HEBEIIT Y CBOM 3aHaTy, CKIIOH
HAMBHOM 30Tpa)CKOM MAaHUPY MPETXOIHHUX €r0Xa.

Kpajem ocme neuenuje, Taunuje 1779. ronune,
CuMeoH je aHTaXOBaH Ha M3paJu MKOHOCTaca 3a
1pkBy-OpBHapy y CeBojHy, mocBeheHy apxanhemy
Muxanny. Lpksa y CeBojHy je kpajeM XX Beka U3-
ropena y noxapy, Te je je/iaH Jieo0 HKOHa TOM TTPHJIHU-
KoM yHumTeH. 6 [lo cBoj mpwmim Taga je Hectana
U MIKOHA Xpucitios cunasax y ao, Te je JaHac mo3Ha-
Ta camo u3 Juteparype.l’ Mkonorpadcku mienaHo,
OBa TIPE/ICTaBa je HeITO CIOXKEHHUja U pazpahenuja
on oHe 3 Cuporojaa. XpucToc je y IEeHTPY KOMITO-
3MIMje W3HAJ YKPIITEHUX Bpara aja, cajaa JeCHOM
pykoMm Onarocusba, JOK y JIEBO] JIP>KH 3acTaBy ca
kpcrom. Ca Te crpaHe je U Aznam, KOju TIOCEXe 3a
XpUCTOBOM pYKOM M KOjU OBAEe MMa M opeoi. M3a
era Cy JIPyTH MPaBEAHUIIM, O] KOJUX CE CaJia BUJIE U
HEKa JINIa, a He caMo Hacyarane miase. JlecHo je Epa
ca octaynuM npaseaHuiMa. OBJie ce casia y TOpBuM
napTvjaMa jaBjbajy Ha oOnanuma u anhenu u xepy-
BuMH. Konopuctnuky ukoHy Huje Moryhe aHamusu-
parH, any nmpema pecrayprucaniuM nkoHama u3 CeBoj-
Ha, pal)eHIM HCTOBPEMEHO U 32 UICTH HKOHOCTAC, MO-
JKEMO J1a 3aKJbYYHMO J1a j€ MajieTa, o CBOj IMPHIIUIIH,
Takohe HemrTo Ooraruja U CyNnTUIIHU]A, Maja OCTajy
JOMHMHAHTHH TUIABH U LIPBEHH TOHOBH.

Xpucitios cunazax y ao (Eb_c'lcpceuhﬁ'l'e rcan k),
Koju ce cana Hanasu y benoj npksu y Kapany, Be-
POBaTHO je MKOHOMMCAH He3HAaTHO HakoH CeBojHa,
tokoM JsieBere AerieHuje X VIII Beka (ci. 2). Ukona
u3 bere npkBe kapaHCKe 3HATHO je yCaBpIleHa, ca
3aHUMJBMBHM MOMEHTHMA, KOjU OTKPUBAjy UHBEH-
TUBHU NyX Majctopa. Mako je Beoma omrehena,
MOXKEMO JIa TIPETI03HaMO XPHCTa y MaHI0PIIH, KaKo

16 3paruh-Uekosuh 2004: 121.

17 Cumuh-Munosanosuh 1953: 162-163. Juuaum YBHJIOM
ayTopa OBOT TEKCTa, IIPYIIMKOM CTPYYHHX TEPEHCKUX HCTPAKUBAA
omyca cnukapa JlazoBuha obaBspanux 2013. roguHe, YCTaHOBIIH
CMO JIa je HEKOJIMKO MKOHA M3 OBE LIPKBE CIIACCHO U MOXPAHEHO
y 00OMIKE0] HOBO] mapoxujckoj npkeu y CeBojuy (llapcke Osepu,
Ceeiniu nuja v Kpwitierne Xpucitioso). Mely oBUM HKOHaMa HUje
6uo Cunaszax y ao, a ukoHe cy Ouiie y Beoma JiolieM cramy. Ose
HKOHE yOp30 Cy YCIIENIHO pecTaypucaHe u 3amruheHe, Te je crpe-
4yeHo nasbe npomaname (Tomanosuh, L{BeTkoBcka 2016: 225-258;
Tomanosuh, L{BetkoBcka 2017: 263-280).
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1. Cunazax y ao, L{prea Cseiuux Iletupa u Ilaéna,
Cupoeojro (fioueitiak ocme Oeyenuje XVIII éexa)

1. Descent into Hades, Church of Sts. Peter and Paul,
Sirogojno (beginning of the eight decade
of the 18" century)

a myriad of the heads of the righteous men, in this
way emphasising the depth of the space within the
composition. Under Christ’s legs there are crossed
gates of Hades, while in the upper corners of the
depiction there are suggested clouds.

In other words, the composition is very modest
and in terms of its iconography and colour scheme it
comes down primarily to red and blue colours. The
garments of the protagonists have applications in
the shape of white grouped-up dots. One can also
observe significant insecurity in the drawing, un-
skilfully measured proportions of the figures, which
will later also be a frequent characteristic of Sime-
on’s works, and the stasis and naivety in the light
modelling of the figures. It is evident that the painter
is still unskilful in his craft, prone to naive zograph-
ic manner present in the previous epochs.

Towards the end of the eighth decade, in 1779 to
be more accurate, Simeon was hired to work on the
iconostasis for the wooden church in Sevojno, dedi-
cated to Archangel Michael. The church in Sevojno
burned down in a fire towards the end of the 20th
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BACKPCERA XPUCTOBOI

2. Cunasax y ao, Bena ypkea, Kapan
(Oegeitia deyeruja XVIII éexa)

2. Descent into Hades, White Church, Karan
(ninth decade of the 1 8th century)

y JI€BOj PYLIU JIP>KH L[PBEHY 3aCTaBy ca KPCTOM Ha
BpXY, JIOK JISCHOM Onarocusba. [0TOBO je y UCTOj
no3u kao u 'y CeBojHy. JIeBo u JiecHO of] mera cy
MIOBOPKE MPaBeHMKA Ha deiy ca AnamoMm u EBom.
VY neBoM ropmeM yIily Hajasze ce Tpojulla aHhena
Ha oOrjammMa, JIOK Ccy JecHO aHheocke TiaBe ca
KpWJInMa, pema 0apoKHUM mnpenioumma. Memnon
CIIOMJbEHHUX BpaTa aja BUAM ce 3apo0JbeHH ax y
nannuma. CrieHa je KOMIIOHOBaHa JKUBO, Ca JICTIUM
JeTajbiMa, ald ca jaCHUM OJICYCTBOM OapOKHOT
OJIHOCA IpEeMa CBETJIOCTH, TE€ jOII YBEK IMPHCYT-
HUM HUKOHOTPaQCKUM CIIenn(PUIHOCTUMA PaHH]jHX
ernoxa, MonyT MaHJOopJie, HACIaraHuX IiaBa y Mo-
3aJIMHU, KOje J09apaBajy JyOuHY IpOCTOpa, 3J1aTHE
M033IUHE U U3PAXKECHUX MPONOPIIMOHATHUX HEIpa-
BUTHOCTH. Mnak, BuaumMo 11a je CHMEeOoH y U3BECHO)]
MEpU HalpaBHO KOPaK Ka OAPOKHOM CTHUIJICKOM MO-
JielTy, TIpe CBETa y CIIOPEIHUM JICKOPAaTUBHUM eJle-
MEHTHMa, TIONYT aHhEeOCKUX IaBa ca KpHiuMma U
37IaTHUM OpHAMEHTHMa Ha OfIeX/1aMa, Koje caJia mo-
KyIlIaBajy Ja MmpaTe MOKpeTe Telna, mTo ymyhyje Ha
yIuiiBe panoOapokne Tpaauimje. Takohe je jacauja
U CIIOKECHHja KOJOPHUCTUYKA M3IU(EPEHIIMPAHOCT,
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century and a part of the icons were destroyed at the
time.16 In all likelihood, the icon Descent into Hades
was created at the same time, but today it is known
only from literature.!” Speaking in terms of iconog-
raphy, this depiction is somewhat more complex
and more developed than the one from Sirogojno.
Christ is in the centre of the composition above the
crossed gates of Hades, how giving blessing with
his right hand, while holding the banner with a cross
in his left hand. Adam is also on that side and he is
reaching for the hand of Christ and has a halo here
as well. Other righteous men are behind him, with
some of the faces now visible and not only present-
ed with stacked up heads. Eve is on the right-hand
side together with other righteous men. In the upper
sections here we can see both angels and cherubs
on clouds. The icon cannot be analysed in terms of
its colour scheme, but judging by the restored icons
from Sevojno that were painted concurrently and
for the same iconostasis, we can conclude that the
palette was, in all likelihood, somewhat richer and
more subtle, although the blue and red tones con-
tinue to dominate.

The icon Christs Descent into Hades
(Rockpcenntie TCANE), that is now located at the
White Church in Karan, was probably painted short-
ly after Sevojno, during the ninth decade of the 18th
century (fig. 2). The icon from the White Church of
Karan was significantly improved, with interesting
details that reveal the inventive spirit of the master.
Although it is greatly damaged, we can still recog-
nise Christ in a mandorla, holding the red banner
with a cross on top in his left hand, while giving
blessing with his right hand. He takes up almost the
same posture as in Sevojno. To the left and right
from him, there are processions of the righteous
men led by Adam and Eve. In the left-hand upper
corner, there are three angels on clouds, while angel
heads with wings, in line with Baroque templates,
are on the right-hand side. Underneath the broken
gates of the Hades, you can see the captured and
chained Hades. The scene was composed in a lively

16 3parnh-Uekosuh 2004: 121.

17 Cumuh-Munosanosih 1953: 162-163. Through the
personal insight by the author of the text, during the professional
field research of the opus of painter Lazovi¢ carried out in 2013, we
ascertained that several icons from this church had been rescued
and put at the nearby new parish church in Sevojno (Royal doors,
Saint Elijah and Baptism of Christ). These icons did not include
Descent into Hades and they were in a very bad shape. The icons
were soon successfully restored and protected, thus preventing
their further deterioration (Tomanosuh, L{BeTkoBcka 2016: 225—
258; Tomanoswuh, L{eTkoBcka 2017: 263-280).
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KOja yKa3yje Ha CIMKapeBy OTBOPEHOCT Ka ycaBp-
[IaBamy JUKOBHUX €JieMeHara. Y JI0mhEeM ey UKO-
HE Hajla3u ce omTeheH 3ammc-mocBeTa, y KojeM ce
nomume npesume Panosuh, anu ce menuna 3amnuca
HE MOJKE UIIYUTATH.!8

Ha ukonocracy Benuke npkse Manactupa Casu-
Ha, locBeheHe Yenemy boropoamanaoM, mMamo J1Ba
OJ1 TP BUJIA Mpe/CTaBbama Backpcema. OBaj MKo-
Hoctac u3paauo je Cumeon Jlazosuh y nepuony of
1795. no 1797. roguue, kKako HaM TOBOPU YTOBOP KOJU
je moTmucao ca apXMMaHApUTOM MaHacThpa CaBuHA
Huokentujem Jlabouhem.!® Ty je mpBu myT pamuo
ca cBojuM cuHOM AuekcujeM JlazoBuhewm, koju je y
CaBHHHU TOM HPHIMKOM CIIUKA0 IUKIYC Xpuciiosux
ciipadarba Ha XOpCKoj damyctpaau 1pkse.20

[pencrasa Muponocuye na 2pody Ioctioorem
(Mapue Hempukacawce MHE:) jeIMHU je TIO3Ha-
TH cadyBanu pax Cumeona Jlazosuha ca oBakBOM
ukoHorpadujom Backpcemwa (cin. 3).21 Hamaszu ce
Ha COKJIy CaBUHCKOI' MKOHOCTAaca, y OKBUPY LIEJIH-
He Kojy umHe jour Tpu npencrase (Cycpeir Mapuje
u Jenucaegeiue, Heseposarve Tomuno n Monuiusa
o uawu). OnHocu ce Ha jorahaj HakoH XpHCTO-
Bor Backpcema (Henesma muponocuma, tpeha mo
Backpcy). Mako je morahaj ommcaH y cBa 4eTHUpH
JeBanhesba, mpezcrasa nparu TekctT JoBaHoBor Je-
Banhespa (Ju 20, 1-18), re ce cnajajy nBa norahaja,
4ecTo paznBojeHa: Muporocuye Ha epody Xpuciuo-
séom n Noli me tangere. Muponocuiie (Ha JIeBOj
CTpaHU TpeJcTaBe) mpuiiaze 00jakJbUBO XPHUCTY,
KOjU MX ca MBHIE Ipoba Onarocusba, J0K ca Heba
najaajy 3pamu cBemioctd. M3mely wux anheo, y
BUJIy JIETETa, CeM Ha KaMeHy rpoda 1 pyKoM IMoKa-
3yje Ha Backpcior ['ocnona. Y u3BecHOj MepH ciie-
Ha OJICTYIA Off TEKCTa IOMEHYTOT JeBaHljeJLa jep
ce y leMy HaBOJIM TI0jaBa JiBa aHlerna Koju cejie Ha
XpuctoBoM rpody (jenan rie je 6uia riasa, Ipyru
rae cy omite Hore). Takohe, y JoBanoBom JeBanhespy
MIOMUILE C€ CaMO jelHa O] MUPOHOCHUIIA.

Cumeon JlazoBuh je ouumiegHo Ha camo-
CBOjaH HAYMH MHTEPIPETHPAO ONHUC W3 JoBaHOBOT
JeBanhespa, anmm ce mpexncTaBa OAJIMYHO yKJama y
OKBHY IIUPET pa3MaTparma COKJIa CABUHCKOT UKO-
HocTaca.?2 COKJI ca CBOje YETHUPU KOMIIO3HIIH]Ee
noTBphyje TemesbHy Nopyky umkoHocraca y XVIII

18 Moxe ce JOII TIPEro3HATH HEKOJIMKO HEMOBE3aHHX
(dparmenara 3anuca y any ukone: 13 TPHA(BE?), kao u Ha kpajy
3ammca y JecHoM yriry, Tpeha nudpa y roguau: 8.

19 Murkosuh 1930: 124; Maruh 2022: 222-224.

20 Iupe o AnekcujeBuM pagoBuma y CaBuHU B. Menako-
Buh 1978: 59-60; Maruh 2017: 171-183.

21 Maruh 2022: 234.
22 Maruh 2019: 787-804.

ICON PAINTER SIMEON LAZOVIC AND HIS DEPICTIONS OF THE
RESURRECTION OF CHRIST

manner, with pretty details, but also with a clear ab-
sence of the Baroque stance towards light and with
the still present iconographic specificities of the
earlier epochs, such as the mandorla, the stacked-
up heads in the background that accentuated the
depth of the space, the golden background and the
pronounced proportional irregularities. And yet, we
can see that up to a point Simeon makes a step out
towards the Baroque style model, primarily as re-
gards the secondary decorative elements, such as the
angel heads with wings and the golden ornaments
on the garments that are now trying to mirror the
body movements, which suggests the influence of
the early-Baroque tradition. The colour differentia-
tion is clearer and more complex which reflects the
painter’s openness to the improvement of the paint-
ing elements. In the lower part of the icon, there is
a damaged inscription-dedication that mentions sur-
name Radovi¢, but the inscription as a whole cannot
be read.!8

The iconostasis of the Great Temple of Savina
Monastery, dedicated to the Dormition of the Virgin,
contains two of the three ways of depicting the Res-
urrection. Simeon Lazovi¢ made this iconostasis in
the period from 1795 to 1797, as corroborated by a
contract signed with Archimandrite of Savina Mon-
astery, Inokentije Dabovié¢.!° This is where he first
worked with his son, Aleksije Lazovi¢, who painted
the Passion of Christ cycle on the choir balustrade
at the church on this occasion.20

The depiction of the Myrrhbearers at the Lord s
Tomb (Mapue Hempukacance Mue:) is the only
known preserved work by Simeon Lazovi¢ with such
Resurrection iconography (fig. 3).2! It is located in
the socle of the iconostasis at Savina, within an en-
semble comprising three other depictions (Visitation
of Mary to Elizabeth, Thomas's Doubt and Christ
Prays on the Mount of Olives). It refers to an event
following the Resurrection of Christ (Sunday of the
Holy Myrrhbearers, the third one after Easter). Al-
though this event was described in all four Gospels,
the depiction follows the text of the Gospel of John
(John 20, 1-18), where two events, that are often
separated, are brought together: Myrrhbearers at the

18 Several unconnected fragments of the inscription at the
bottom of the icon can still be discerned: I3 TPHA(BE?), as well
as at the end of the inscription in the right-hand corner, the third
figure in the year: 8.

19 Muxosuh 1930: 124; Marnh 2022: 222-224.

20 For more about Aleksije’s works at Savina, see Menako-
uh 1978: 59-60; Maruh 2017: 171-183.

21 Maruh 2022: 234.
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3. Muponocuye na epody I'ociioorem, Benuxa ypxea,
manaciuup Casuna, 1795—-1797

3. Myrrh-bearing Women by the Lord s Tomb, Great Temple,
Savina Monastery, 1795-1797

BeKy o MukapHammju u Mckyrseemy, jep mpBa u
3aama KoMriosuija Ha wemy (Cycpeii Mapuje u
Jenucaseiue n Monuiuea o uawiu) yokBupyjy Xpu-
CTOB 36MaJbCKU IIYT, JIOK CPESIUILLE JIBE, Ca TeMa-
TUKOM XpHCTOBOI Backpcewa (Muponocuye na
2poby Xpucinosom u Hegeposarwe Tomuno), ropope
0 KOHaYHOM cMmHuciy Te MHkapHanuje.?3

VY napyroj momoBuHu XVIII Beka 3amakeHO
MECTO Yy CPIICKOM OapOKHOM CIHMKapCTBY J00H]jajy
ynpaBo jeBanheocku mpuzopu u3 Hemesba mo Ba-
ckpcy. Cmarpa ce &1a je BUXoBa 10jaBa IUION Py-
CKO-YKPajHHCKHX YMETHHYKUX yTHIAja Y CPIICKUM
cpemmHama, jep ce MpBU MYT jaBJbajy HA MKOHOCTA-
cuMa cprickux 1pkasa y CratuHckoM JlpeHoBly u
Kocrajuunu, koje cy ocluKanu yKpajuHCKH HKOHO-
nucan Bacunuje PoMaHOBHY U H-eTOBU YUCHUITH. 24

Hpyra mpexactaBa Backpcema ca CaBUHCKOT
MKOHOCTAaca HaJla3u ce y OKPHBY LIUKITyca Benuxux
iipaznuxa 'y ukoHorpaduju je Xpuciuogoe cuia-
cxa y a0 (Boamp comrectie Xproso: ). Kommosumja
npaTd MKOHOrpa(ujy yCTalbeHy y IPaBOCIABHOM
xpumrthaacTBy (ci1. 4). XpUCTOC je Y IIEHTPAITHO] OCH
Ipe/ICTaBe, Ha pa3BaJbeHUM BpaTuMa ajia, v of lera

23 Maruh 2019: 787-804.

24 Josarosuh 1963: 403; Tomuh 2013 (I): 103—109; Kywueko-
Bih 2014: 52-56, 258-264.
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Lord’s Tomb and Noli me tangere. The myrrhbearers
(on the left-hand side of the depiction) timidly ap-
proach Christ who is blessing them from the edge of
the tomb, as the rays of light fall from the sky. There
is an angel between them, in the shape of a child,
sitting on the rock of the tomb and pointing with his
hand to the resurrected Lord. The depiction deviates
up to a point from the text in the said Gospel, since
the latter mentions two angels sitting on the tomb of
Christ (one where the head used to be and the other
one where the feet used to be). Also, the Gospel of
John mentions only one myrrhbearing woman.

Simeon Lazovi¢ obviously interpreted the de-
scription from the Gospel of John in his own origi-
nal way, but the depiction fits perfectly into the
broader consideration of the socle in the iconostasis
at Savina.?2 With its four compositions, the socle
confirms the basic message of the 18th-century icon-
ostases about Incarnation and Redemption, since the
first and the last composition within it (Visitation of
Mary to Elizabeth and Christ Prays on the Mount
of Olives) provide a frame for the earthly road of
Christ, while the middle two, with the Resurrection
of Christ theme (Myrrhbearers at the Tomb of Christ
and Thomas's Doubt) talk about the final quintes-
sence of this Incarnation.?3

It was the Gospel scenes from the Sundays fol-
lowing Easter that acquired a prominent place in
the Serbian Baroque painting of the second half of
the 18th century. It is believed that their occurrence
was a result of the Russian and Ukrainian artistic
influences in the Serbian settings, for they appeared
for the first time at the iconostases of the Serbian
churches in Slatinski Drenovac and Kostajnica that
were painted by the Ukrainian icon painter Vasilije
Romanovich and his disciples.4

The second depiction of the Resurrection from
the iconostasis of Savina is located within the Great
Feasts cycle and it is in the iconography of Descent of
Christ into Hades (Boazb comecTBie XI.)_”J[OBOZ). The
composition follows the iconography established in
the Orthodox Christianity (fig. 4). Christ is in the
central axis of the depiction, at the demolished gates
of Hades, and bright light radiates from him onto the
surrounding space. He is extending his right hand
towards Adam, while holding in his left hand the red
banner with a cross on top, the symbol of victory

22 Maruh 2019: 787-804.
23 Maruhi 2019: 787-804.

24 Joamosuh 1963: 403; Tomuh 2013 (I): 103-109; Kyuexo-
Buh 2014: 52-56, 258-264.
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C€ jaka CBeTIOCT LIMPH Ha OKOJHU TpocTtop. [lecHy
PYKy Tpyxa Anamy, IOK y JI€BOj JpXKH IPBEHY 3a-
CTaBy ca KPCTOM Ha BpXy, cuMOoioM molene Haj
cmphy u amom. ¥3 Anmama je JoBan Kpcruress, ca
CKJIOTUBEHUM pyKama Ha TpyAauMa, U OcTaiu Opoj-
HU nipaBenHuIM. JoBan IlpeTeua ce He mojaBibyje
HU Ha jeTHOj IPyTOj MpeCcTaBy Kojy je ypamuo Cu-
meoH JlazoBuh.?> JleBo on Xpucra kieun EBa, ca
pykama IpeKpUBeHUM OenuMm yOpycom, a mpaTH je
Takohe MHOIITBO IpaBeiHUKa. OHO LITO je IPUMET-
HO M JIpyrauuije y ofHocy Ha cBe ocTtane CuMeoHOBe
NPETXO/IHE TPEJICTABE JeCTe TPETUPAHE CBETIIOCTH.
CuMeoH cajia youaBa 3Hauaj Koju y 0apOKHO] yMeT-
HOCTHU 100Mja CBETIIOCT, T€ TIOKYIIIaBa J1a, MOK/a Ha
JOIII YBEK HEBEIIT HAYWH, TTPEIOYH NCH]aBabE CBET-
noctu u3 ['ocnosa, Koje ce MUpH Ha OKOJIHU CBET.20

HxoHorpadcku riegaHo, CaBUHCKAa KOMITO3H-
IIja TOTOBO je WASHTHYHA Tpaduiy Xpuciios cu-
nazak y ao xojy je Xpuctodop Lledhaposuh ypaamno
3a Kanon Bockpecnu 1742. ronuHe U Koja je Ka-
CHHje TpelTaMiiaBaHa u Ouiaa JoCTymHa Kao y30p
(cm. 5).27 Pactiopen ¢urypa, npucyctBo JoBaHna Kp-
CTHTEJha y CIIEHH, NpekpuBeHe EBuHE pyke yOpy-
COM, MCHjaBam€ CBETJIOCTH y BHy JUHHja KOje ce
npyxajy ox ['ocrona ka OKOJTHOM TIPOCTOPY U JIp. Y
MOTITYHOCTH Ce MoIy/1apajy Ha o0eMa KOMIO3HIIH]ja-
Ma. Kanon Bockpecnu mpenctaBiba uHade 30MpPKY
YCKpIIEBUX MecaMa U MOJITaBa IM03ajMJbEHUX W3
pycke Oorociry:kOeHe JInTepaType Koja je mramra-
Ha TI0JI TIOKPOBUTEJHCTBOM MaTpHjapxa ApceHuja
IV Illakabenre. [locBery marpujapxy MOTIHUCY]eE
Xpucrodop [ledaposuh, kao u momMeHyTy HITyCcTpa-
mnjy Cunasax y ao.28 Crora je Bpiao moryhe naa je
CumeoHn JlazoBuh MMao oBaj WK CIMYaH MPEAJIO-
JKaK 3a CBOjy KOMMO3UIM]y y MaHactupy CaBuHA.
Tpebamo O UMaTH y BHIY MOCTYITHOCT M JIPYTHX
rpaduuKuX MpeaoxKaKa u3 pycKo-yKpajuHcke 00-
TOCJIOBCKE JIUTEpAType, Koja je Ouna y OorpOMHHUM
pa3mMepamMa MpUCYTHA TOKOM OapOKH3aIHje CPIICKe

25 lojasa Josama Ilpereue y npencraama Cuzacka y ad y
BE3U je ca IHEroBuM IponoBenameM JeBanhesma y amy. Takohe,
JoBanoBa akTuBHa ciyx0a [ocrony, Koja ce 3aBpIIuIa KPTBOM,
noBesyje ra ca XpUCTOBOM XpPTBOM, Te eBxapuctrjoM (MBaHoBa
2010: 36-61, 41).

26 O cuMGOMITH M CMHCITY CBETJIOCTH y TIpejicTarama Ba-
cKkpcema XpuctoBor B. PamoBanosuh 1978: 22-25.

27 Yypuuh 1968: 312, nycrparmja 4.

28 Jasumos 1978: 109—110, mmycrparmja 6p. 91. Xpucro-
¢dop Lledaposuh uspanuo je jour jeany 6akpopesHy WIyCTpauujy
Xpucitiog cunazax y ao (1751) ca cuenama u3 XpuCTOBOT KUBOTA,
BpJIO ciyHe MKOHOTpaduje. bakpopes je ypahen Ha mHUIIjaTHBY
Iledaposuhesor npujaresba Cumeona Cumeonosuha, o Hapyy-
OuHM merose Opahe MakeOHCKHX TproBaa n3 Mockorossa, Koju
cy Gakpopes XKeJeln J1a TOKIoHe IpkBU CBeTor rpoda ['ocmoamer
y Jepycanumy (JaBumos 1978: 117, unycrpauuja op. 63).

ICON PAINTER SIMEON LAZOVIC AND HIS DEPICTIONS OF THE
RESURRECTION OF CHRIST
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4. Cunasak y ao, Beauxa ypkea, manaciuup Casuna,
1795-1797

4. Descent into Hades, Great Temple, Savina Monastery,
1795-1797

over death and Hades. Next to Adam, there is John
the Baptist, with his arms crossed against his chest,
as well as other numerous righteous men. John the
Forerunner does not appear in any other depiction
created by Simeon Lazovi¢.2> Eve is kneeling to
the left from Christ, with her hands covered with a
white cloth and she is also followed by a myriad of
righteous men. What is noticeable and different in
relation to all other previous depictions by Simeon
is his treatment of light. Simeon now observes the
significance given to light in the Baroque art and is
attempting, perhaps still in an unskilful manner, to
epitomise the radiation of light from the Lord that
spreads onto the surrounding world.26

In terms of iconography, the composition from

25 The appearance of John the Forerunner in the depictions
of Descent into Hades is in connection with his preaching of the
Gospel in Hades. Also, John’s active service to the Lord, which
ends in a sacrifice, links him to Christ’s sacrifice and the Eucharist
(MBanosa 2010: 36-61, 41).

26 About the symbolism and the meaning of light in the
depictions of the Resurrection of Christ, see PagoBanosuh 1978:
22-25.
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wAPOCA, C:UBAR , NAFIAPXA ,XP: %
5. Cunasak y ao, X. [le¢paposuh, Kanon Bockpecru, 1742

5. Descent into Hades, H. Dzefarovi¢, Kanon Bockpechu,
1742

kynarype y XVIII Beky,?? rae ce clim4Ha UKOHOTPa-
dbuja moxe 3anaszutu (cia. 6).30 Takohe, y Oubmmo-
Teru camor MaHactupa CaBuHa mocToju Behu Opoj
KIbUTA yIPaBO U3 OBOT AOMEHa,3! Te cy TakBH MpH-
Mepu Cumeony JlazoBuhy Ouam JOCTynHH Uy ca-
MOM MaHacTHpy.32

29 llupe o GapoKHOj GOrOCIOBCKOj TUTEPATYPH M HEHOM
YTHLAjJy Ha CPIICKO OapOKHO CIUKAapcTBO B. TumorujeBuh 1996:
277-294, ca cTapujoM JTUTEPATypOM.

30 Bapanosnus 1666: X 13; Oxmouxs 1689. Ilupe o py-
CKO-YKPajUHCKO] OOTOCIIOBCKO] IUTEPATypu U HCHOM yTHIIA]y Ha
KyJITYpYy ¥ YMETHOCT y cprickuM kpajeBumMa y X VIII Beky B. JoBa-
HoBuh 1959: 171-177; BomkoB 1973: 527-567; Bykcan 2001: 61.

31 [Iupe 0 GapoKHOj GOroCIOBCKO] THTEPATYPH Y MAHACTH-
py CaBuna B. bornanosuh 1978: 89-96; Maruh 2017a: 21, 23-24.

32 Jesanhemwe 1763; Jesanheme 1791.
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Savina is almost identical to engraving Descent of
Christ into Hades which Hristofor Dzefarovi¢ did
for Kanon Voskresni in 1742 and which was later
reprinted and was available as a model (fig. 5).27
The distribution of the figures, the presence of John
the Baptist in the scene, the hands of Eve covered
by cloth, the radiation of light in the shape of lines
that extend from the Lord towards the surrounding
space, etc., fully coincide on both compositions.
Kanon Voskresni (Easter Canon) is a collection of
Easter hymns and prayers borrowed from the Rus-
sian liturgical literature printed under the auspices
of Patriarch Arsenije IV Sakabenta. The dedication
to the patriarch is signed by Hristofor Dzefarovié¢
who also signed the above mentioned illustration
Descent into Hades.?8 Thus, it is very possible that
Simeon Lazovi¢ had this or similar template for his
composition at Savina Monastery. We should bear
in mind the availability of other graphic templates
from the Russian and Ukrainian theological litera-
ture that was vastly present during the baroquisa-
tion of the Serbian culture in the 18t century,?®
where similar iconography may be observed (fig.
6).30 Also, a large number of books precisely from
this domain may be found in the library of Savina
Monastery3! and such specimens were accessible to
Simeon Lazovi¢ at the monastery itself as well.32
From the presented works dealing with the Res-
urrection of Christ theme we can understand and
conclude a lot about the artistic development of
Simeon Lazovi¢ over the course of three decades.
Primarily, it can be clearly noticed that Simeon kept
changing and improving his style and technique.
Having started his activity as a modest zograph in

27 Yypunh 1968: 312, illustration 4.

28 TMasupos 1978: 109110, illustration no. 91. Hristofor
Dzefarovi¢ made yet another copper engraving illustration of
Descent of Christ into Hades (1751) with scenes from the life of
Christ, of very similar iconography. The copper engraving was
made at the initiative of Dzefarovi¢’s friend Simeon Simeonovic¢
and was commissioned by his brothers, Macedonian merchants
from Moscopole, who wanted to donate the engraving to the
Church of the Holy Sepulchre in Jerusalem (/laBugos 1978: 117,
illustration no. 63).

29 More about the Baroque theological literature and its
influence on the Serbian Baroque painting, see Tumotujesuh 1996:
277-294, with older literature.

30 BapanoBuus 1666: X 13; Oximiouxs 1689. More about the
Russian and Ukrainian theological literature and its influence on
the culture and arts on the Serbian territories in the 18t century,
see JoBanoBuh 1959: 171-177; bomxkos 1973: 527-567; Bykcan
2001: 61.

31 More about the Baroque theological literature at Savina
Monastery, see bormanosuh 1978: 89—96; Maruh 2017a: 21, 23-24.

32 Jesanhemwe 1763; Jesanheme 1791.
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6. Cunazax y ao, JI. bapanosuu, Mau dyxoeuu, 1666

W3 npenoveHux pajgoBa Ha TeMy XPHUCTOBOT
Backpcewa MoxeM0 A0cTa TOra Ja pasyMeMo U
3aKJbYYHNMO O YMETHHYKOM pa3Bojy Cumeona Jlazo-
Buha Tokom Tpu nerieanje. [Ipe cBera, jacHo ce yo-
yapa Ja je CUMEOH CBE BpeMe MeHmao U yHampehu-
BaO CBOJj CTWJI M TEXHHKY. 3allO4€BIIN CBOjy JeJaT-
HOCT Ka0 CKpPOMHHU 30rpad y IyXy MOCTBU3aHTH]CKE
YMETHOCTH HPETXOAHUX €eroxa, OO je OTBOpEH
Jla TIpuMa ¥ HOBe yTuiaje Tekyhe 6apokHe ermoxe.
Takohe je mpuMeTHO Ja HHje AOCIOBHO M CXeMa-
THU30BaHO KOPUCTHO CIMKapcke mpeanomke. Kao
IITO CMO BHJIEJIU, CBAKU EETOB paji, HaKo Ha UCTY
TE€MY, HOCH HEKH HOBU 3aHMMJbUB JI€TaJb WU APY-
raqyujy 1MoCTaBKy JIMKOBA, KOjH J1ajy JeIHy CBEXHUHY
U BUTAJIHOCT F-ETOBOM CIIMKApCKOM OIIYCY, alu U
yka3yjy Ha CHMEOHOBO NPOMHILbAKE M WHBEH-
TUBHOCT. lako HUKa/ y NOTIYHOCTH HHjE YCIeOo /1a
ce OTprHe eJeMEeHTHMa MTOCTBU3aHTHjCKOT Haclieha

6. Descent into Hades, L. Baranovic, Mau oyxosnu, 1666

the spirit of the post-Byzantine art of the previous
epochs, he was open to the receiving of new in-
fluences of the current Baroque period as well. It
is also noticeable that he did not use the painting
templates literally and in a schematic manner. As
we have seen, each of his works, although dealing
with the same theme, carries a new and interest-
ing detail or a different distribution of the figures,
which render freshness and vitality to his artistic
opus, as well as reflect Simeon’s way of thinking
and inventiveness. Although he never managed to
fully get away from the elements of the post-Byz-
antine heritage (a series of heads of the figures in
the background, the mandorla, the stasis of the fig-
ures, the use of gold, etc.) and to completely perfect
the proportions of the figures and harmonise their
movements, he undoubtedly adopted the elements
of the Baroque artistic model over time. Such ap-



MKOHOIIMCALL CUMEOH JIASOBW'h U BLET'OBE ITPEJICTABE
BACKPCEHA XPUCTOBOI’

(Hu3ame T1aBa puUrypa y mo3aJauHu, MaHo0pia, CTa-
THUYHOCT (urypa, kopuirheme 371aTa UTA.) U J1a
y TOTIYHOCTH yCaBpIH Mpomopiuje Gurypa u
YCKJIaaAu BUXOBE MOKpETe, OH 0e3 CyMme Bpeme-
HOM yCBaja eJleMeHTe GapOKHOT JTMKOBHOI MOJIENIa.
TakaB TpHUCTYNT HAjYOWHHBH]H j€ Ha UKOHOCTACy
Benuke npkee manactupa CaBuHA, jeTHOM O TO-
3HuX panoBa Cumeona JlazoBuha,33 xoju je yjeaHo
BEPOBATHO M BPXYHAIl H-ErOBOT cTBapanamTsa. Ha
caBUHCKOM nKoHOcTacy CuMeoH Beh cHUrypHO Bia-
Jla KOMIIO3UIMjoM, GUrype Texe MOKpeTy, Apare-
puje mpupoaHuje, Oorartuje W CI00O0AHHjE Tanajy,
nparehu y Behoj mepu mokpere ¢urypa. MuTen-
3WBHO pajJyl Ha yCaBpIllaBamky CBETIOCTH Ha KOMIIO-
3WIIMjaMa, PACcBETIJhaBa, yCIOXKmbaBa M CYNTHIIHH]C
KOMOWHYj€ KOJIOPUCTHYKY Tramy. bapokuu enemen-
TH TIONYT aHl)EOCKUX TiaBa ca Kpwinma,34 obriaka,
Mej3KHUX peliemha M OpOjHUX HMKOHOTpadCKuX
JieTajba €BUJICHTHU Cy Ha CABUHCKOM HMKOHOCTACY.
Nako je yousbuBa 3HaTHa ymorpeba 3mara, OH ra
KOPHCTH OUYHMIJIEHO IpeMa JOCTYIHHUM Y30puMma
KOJU Cy OWJIM aKTyaJdHH y PaHOOApOKHOM MEPHOAY
y CpIICKMM KpajeBuma ceBepHo o Case u JlyHaBa.
Jaxiie, CUMEOH, HaKoO ca U3BECHUM 3aKaIIHEHEM,
MOKyIIIaBa J1a C€ YKJbYYH y JMKOBHOCT TJIABHOT
TOKa CPIICKOT OapOKHOT CIMKapCTBa, KOjy BEINTO
KOMOMHYj€e ca paHHjOM TPaJIUIIH]joM, H3BogehH Tako
JIOTIa/IJbUBE, a MIOHEKA]] ¥ 3aHUMJbUBE U UHBEHTHB-
He komnosunyje. Mnak, Hegocrarak noapoOHUjer
CIIMKapcKor oOpa3oBama HUje CHUMEOHY JA0ITyCTHIIO
Jla y TIOTIIYHOCTH pa3BHje CBOje ciaukapcko ymehe
U J1a ce y LEeJNHHN Ipejia TOKOBUMa OapoKHE | Taza
Beh HacTtymajyhe HEOKJIaCHITUCTHYKE YMETHOCTH.
On ocraje pocieAHo 3apobsbeH u3mel)y mocTBH-
3aHTHjCKE U OapOKHE TpaaWIvje, Maja HEroB paj
Ha MKOHOCTacy Bemmke npkBe maHactupa CaBuHa
MOXeMO y HajBeho] MepH U C MPaBOM YBPCTUTH Y
0apOKHU YMETHUYKH MOJICII.

33 Yaxo je Cumeon naxoH CaBHHE KHBEO jOII OKO J[BE Jie-
LIEHUje, y FHEroBUM JI0 JTaHAC CAuyBaHWM MOTHMHCAHUM TO3HUM
LieJIMHaMa, TTOMyT MKOHA U3 MaHactupa bpesosa (1805) (Cranuh
1993: 97-145; Matuh 1918: 69), manactupa Jleuanu (1813/1814)
(Crannh 1992: 229-261) nnu manactupa Knucypa (1816) (Toauh
2013/1: 129-130), He 3amakaMO €BHUICHTHO HETrOBY pyky. Ms3-
miena ja je Beh ocrapenu ciMKap CBe BHINE ITOCIOBA MPEITyIITA0
CHUHY AJEKCHjy, IOK C€ OH BHIIE I10jaBJbUBA0, KA0 UCKYCHHJU H
MO3HATHjU CIUKAp, Y YJIO3HM Hapyduola IociioBa U (HopMaaHOr
MOTIUCHBAYA U3BEJICHUX JIeTIa.

34 Ha pasmarpannm nkonama u3 CaBuHE HeMa [eTasba 110-
IyT aHheoCKHX IIaBa ca KpwinMma (SBHACHTHH Cy Ha MKOHM U3
Bene upkse y Kapany), anu ce OHH T0jaBJbyjy y HH3Y APYTHUX
kommno3unja: Ciiena jecu djesam (10 nkoc BoropoaudnHor aka-
tucta), Heopemano oxo, Ioknowere uaciiupa Xpuciiy Mna-
Oenyy, bnazoseciiu, y3 mpopoka ABakyma, Kao U Ha TyOOpe3HUM
aIuIMKalujama CTpyKType HKOHOCTaca.
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proach is most visible in the iconostasis of the Great
Temple of Savina Monastery, one of the late works
by Simeon Lazovi¢,33 which probably constitutes
the pinnacle of his creative opus. In the case of the
iconostasis of Savina, Simeon exhibits a firm com-
mand of the composition, the figures aspire towards
movement, the draperies fall more naturally, more
richly and more freely, following the movements
of the figures to a larger degree. He worked inten-
sively on the perfecting of the light in the compo-
sitions and he also lightened, made more complex
and combined more subtly the colour gamma. The
Baroque elements, such as the angel heads with
wings,34 clouds, landscape solutions and numerous
iconographic details are evident in the iconostasis
of Savina. Although the significant use of gold is
visible, he obviously uses it in line with the avail-
able paragons that were looked up to on the Serbian
territories north of the Sava and the Danube in the
early Baroque period. In other words, albeit with a
certain delay, Simeon did try to catch up with the
artistry of the mainstream in the Serbian Baroque
painting which he skilfully combined with the ear-
lier tradition creating such likeable and sometimes
interesting and inventive compositions. Neverthe-
less, the lack of more thorough painting education
did not allow Simeon to fully develop his painting
craft and to give himself completely to the trends of
the Baroque and by then also the already very much
present Neoclassical art. He remained consistently
stuck between the post-Byzantine and Baroque tra-
ditions, although his work on the iconostasis at the
Great Temple of Savina Monastery can be classified
to the highest possible degree and rightfully as a Ba-
roque artistic model.

33 Although Simeon lived for around two decades more
after Savina, in his signed later-date ensembles preserved to date,
such as the icons from Brezova Monastery (1805) (Cranuh 1993:
97-145; Maruh 1918: 69), Decani Monastery (1813/1814) (Cra-
Huh 1992: 229-261) or Klisura Monastery (1816) (Toguh 2013/11:
129-130), we cannot evidently discern his own hand. It seems that
the already elderly painter passed more and more work to his son
Aleksije, while he appeared, as a more experienced and renowned
painter, in the role of the ordering party for the works and the
formal signatory of the executed pieces.

34 The considered icons from Savina do not have the details
such as the angel heads with wings (they are evident on the icon
from the White Church in Karan), but they do appear in a number
of other compositions: Thou Art a Wall to Virgins (10 oikos of the
Akathist to the Theotokos), Anapeson, Adoration of the Shepherds
to Infant Christ, Annunciation, along with prophet Habakkuk,
as well as on the woodcarving applications of the iconostasis
structure.



2 3 8 ICON PAINTER SIMEON LAZOVIC AND HIS DEPICTIONS OF THE
RESURRECTION OF CHRIST

Citucak peghepenyu / List of References:
Juinepainypa / Literature:

bapanosuus JI. 1666, Meu /{benbi, Kues.

bornanosuh /. 1978, Uneeniniap pyroiuca manaciupa Casune, J1. Menakosuh,Manaciuup Casuna — Benuxa ypxea, pusrHuya,
pykoiiucu, beorpaj, 89-96.

BomkoB M. 1973, Pycka winamiiana krouea y Hawem XVIII eexy, Tonnmmak ®@unozodcekor pakynrera y Hosom Cany XVI/2,
527-567.

Byjosuh b. 1986, Vmeiinociu oonoswene Cpouje 1791-1848, beorpan.

Byxkcan B. 2001, Vkpajuncka 6oecocrnoscka nuinepaiiypa u dapoxuzayuja cpiicke auxoene ymeiunoctiu y XVIII ciuonehy, Cao-
mrema X XXI-XXXIII, 61-80.

Hasunos . 1978, Cpiicka epaguxa XVIII sexa, Hopu Can.

3naruh-Uekosuh 3. 2004, [{pxea Cseiniux aiiocwiona Ilewipa u Ilasna y Cupoeojry, CUporojHo.

Weanosa C. B. 2010, Uronocpagpus Iacxu: ,, Cowecmeue 60 ad““ unu ,, Bockpecenue? “, ictopus u Kynerypa, 36—061.

Jesanheme 1763, Mockra (bubnuoreka manactupa CaBuna, uHB. Op. 134).

Jesanhewe 1791, Mocksa (bubnnoreka manactupa CaBruHa, 63 HHBEHTapHOT Opoja).

JosanoBuh M. 1959, Ilpunoe iipoyuasary yuiuyaja pycke epaguxe Ha cpiicky ymeitrnociu cpeourne XVIII séexa, Pan BojBohaHCcKux
Mmy3eja 8, 171-177.

Josanosuh M. 1963, Pycko-cpiicke ymeiunuuxe gese y XVIII eexy, 36opauk duno3odekor dakynrera VII-1, 379-410.

Kocrenxkas E. 1928, Kv» uxonoepaghiu Bockpecenis Xpucmosa, Seminarium Kondakovianum II, 63-70.

Kyuexosuh A. 2014, Vuewrnociu Iaxkpauro-Cnasoncke eitapxuje y XVIII sexy, beorpa.

Maruh M. 2017, Cruxapcku padosu Anexcuja Jlazosuha y manaciuupy Casuna, Caonmrema XLIX, 171-183.

Maruh M. 2017a, Beze manaciiupa Casuna ¢ Pycujom y 18. éexy u mwuxos yuuyaj y boxu Koitiopcroj, 360pHnk Martwuiie cpricke 3a
IpylmTBeHe Hayke 162/2, 17-33.

Maruh M. 2018, Hronouucre tipedciiase Heopemanoe oka — padosu Cumeona Jlazosuha, 36opuuk Hapomnor myseja XXIII/2
(Uctopuja ymernoctu), 63—79.

Maruh M. 2019, Teorowro-cumbonuuke ananocuje dpuiasHoe doeia ukorociiaca Benuxe ypkee manaciuiupa Casurna, llpkBeHe
crynuje 16/2, 787-804.

Maruh M. 2022, Manaciuup Casuna y XVIII eexy — ilpasociasHu uoeniiuitieil u mieidaqxa enacid, beorpa.

Menaxosuh [1. 1976, Ciuxapcka iiopoouya Jlazosuha, Ceocku nann Cperena Bykocasiwesuha 111, yp. I1. Biaxosuh, [Tpujenosse, 271-281.
Menaxosuh 1. 1978, Manaciiup Casuna — Benuxa ypkea, pusnuya, pykouucu, beorpaj.

Menuh M. 2005, Cruxapcku apupyunuyu I11 — Epmunuja o ciukapekum sewinunama Juonucuja uz @ypue, beorpa.

Muxosuh 1. 1930, O uxonociacy Cs. Yciienckoe manaciuupa Casune, I'macauk Cpricke npaBociasHe upkse 8, rox. X1, 124-125.
MunocassbeBuh [1. 1990, 3aociuiaswiiuna ciuxkapcke iopoouye Jlazosuha, Ipn6oj.

MunocassbeBuh 1. 2000, Cruxapu Jlasosuhu u wuxoso doba, Yxuue — [Ipnooj — bujeno ITosbe.

Mupkosuh JI. 1961, Xeopinionocuja, beorpan.

Oxmouxv Ocmoenachuks, 1689, JIsorb (bubmuoreka [arpujapiuje, 11, 4082).

[Moxposckuii H. B. 2001, Esancenue 6 namaamuuxax ukonoepaguu (penpuHt u3nama n3 1892), Mockaa.

Panosanosuh J. 1977, Jeounciusene tipeociiase Backpcersa Xpucitiosoe y cpiickom cauxkapciigy X1V eexa, 3orpad 8, 34-47.
Panosanosuh J. 1978, Uxonoepaghcke 3abenewe uz JJeuana, 3orpad 9, 20-26.

Cumuh-Munosanosuh 3. 1953, Cesojro, Apxeonoiku crioMmeHuI U Hanasuinrta y Cpouju, I, yp. B. bomkosuh, beorpan, 162—163;
Cranuh P. 1973, Crukapcka denaiinocii Cumeona Jlazoeuha y yocuuxom kpajy, YKUIKH 300pHUK 2, 65-100.

Cranuh P. 1991, Cruxapcka oena Cumeona Jlazosuha y uauanckom u mopaguukom Kpajy, Yauancku rac, 1. 1. 1991, 12.

Cranuh P. 1992, Crukapcka 3aocimaswitiuna Cumeona u Anexcuja Jlazosuha y Jlevanuma, Caonmrema XXIV, 229-261.

Cranwuh P. 1993, I{presa ceeitioc Huxone y Bpesosu koo Hearuye, Caonurema XXV, 97-145.

Tumorujesuh M. 1989, Hronoepaghuja Benukux ipasnuxa y cpiickoj 6apoknoj ymetnocuiu, 300pHIUK MaTHIle CPIICKE 3a JIUKOBHE
ymetHocTH 25, 95-134.

Tumorujesuh M. 1996, Cpiicko bapoxno crukapcitieo, Hou Caj.
Tomuh B. 2013, Cumeon Jlazosuh, y Cpiicku cauxapu 00 XIV 0o XVIII eéexa, 1-11, Hosu Cap.

Tomanosuh /1., I{BetkoBcka B. 2016, Peitka tipeocitiasa ceeiioe Hnuje na uxonoctiacy ypree opsnape y Cegojry, YKUUKN 300pHUK
40, 225-258.

Tomanosuh /1., IIBetkoBcka B. 2017, Iapcke 0sepu uz ypkse 6psuape y Cesojny — Konzepsayuja u peciiaypayuja, Y KUaku 300p-
HUK 41, 263-280.

Uypuuh JI. 1968, Heiiosnaiiu 'Kanon Bockpecnu’ Xpucitiogpopa JKepaposuha, 360pauk Matuiie cpricke 3a JMKOBHE YMETHOCTH
4,309-316.
*

Cassee E., Berserik K., Hoyle M. 1984, The Iconography of the Resurrection: A Re-Examination of the Risen Christ Hovering
abovethe Tomb, The Burlington Magazine 126/970, 20-24.

Knipping, J. B. 1974, Iconography of the Counter Reformation in the Netherlands, 1, Nieuwkoop — Leiden.

Schiller G. 1972, Iconography of Christian Art, 2, London.



