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UDC 75.071.1:929 Skoutaris I.

IOANNIS P. HOULIARAS

20" Department (Ephorate) of Byzantine Antiquities (Zakynthos, Kefalonia and Ithaka)
Opurunanuu HaydHu pan / Original scientific paper

The Work of the painter Ioannis Skoutaris
from Grammosta, Kastoria in Epirus
and Southern Albania (1645-1672/3)"

ABSTRACT: In several churches of Epirus and Southern Albania as well in two
icons of 17" c. is written the name or we recognize the art of the painter Toannis Scoutaris
from Grammosta, Kastoria. [oannis is a recognizable and competent artisan during the
second half of the 17 ¢. working initially with his father and later with two assistants,
Dimitrios and Georgios. He continues the work of the great linotopite painters. loannis and
generally the painters from the village Grammos while adhering to the tradition of the lo-
cal epirote school they present certian trends in refreshing and enriching their iconography,
as opposed to the linotopites.

KEYWORDS: 17" century (1645-1672/73), Epirus ans Southern Albania, Painting,
Painter loannis Skoutaris, Grammos-Grammosta, Kastoria, Church of Holy Apostles in
Molyvdoskepastos, Monasteries of the Prophet Elijah in Zitsa-of the Spilaiotissa on the
Voidomatis River-of Spilaio in Sarakinishta of Lunxheri-of Agioi Anargyroi in Kleidonia-
of Ravenia in Dropoli-of Zoodachos Pigi in Molyvdoskepastos, Icons.

Ioannis Skoutaris is a 17" century painter, whose name is known to us for the first time
from the inscription of the church of the Holy Apostles of Molyvdoskepastos in loannina,
which has the year 1645 inscribed’. He was the son of Dimitrios, a fact found in the founders’
inscription of the Holy Apostles. loannis appears in his first signed work with his father and
we read that he was from the now abandoned village of Grammosta (or Grammos) in the re-
gion of Kastoria. In other words, we are dealing with a family workshop, without, naturally,
eliminating the existence of one or more assistants, as was the norm in such cases of decora-
tion of large churches.

* The theme was presented at the 30" symposium of the Christian Archaeological Company (Athens, 14-16 of
May 2010), with the title “O Coypdpog Iodvvng Zkodtapng and ) Ipaupoota (1645-1672/73)”. T would like at this
point to thank Professor George Velenis for his significant contribution to the graphological examination of the in-
scriptions of the painter loannis Skoutaris. I must also note that the greater part of Southern Albania, west of the Aoos
River and south of the Akrokeravnian mountains is the geographical limit of Northern Epirus. See N. G. L. Hammond,
“Temevotkol yapaKTpeg Kot 16Topikn yeoypapio tg Hrelpov”, Hreipog, 4000 ypovio eAlnvikng iotopiog kot woli-
niopo? (I'ev. Emonteio M. B. Zakelhopiov), ABMva 1997, 12 on. All of the photographs are from my personal archive.

L A. Kapapmepidn, “Zoypagot ard tov Ipappo oty Hrepo tov 17 audva, otoyeio and Tig entypagéc tov
épyov toug”, Iavemiomo Ioovvivav, Topgag Apyoaroroyiag, Miltog Iapions (1926—1996), Apiépawua, A, Iodvviva
2003, 292-294, 305.
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IOANNIS P. HOULIARAS *

Ioannis Skoutaris is a point of interest in our studies for three basic reasons: First, be-
cause he is one of the most prolific painters from Grammos. Second, because he cooperates
with two workshops during the 17% century, initially one with his father, as an apprentice, and
a second one later as a teacher, and third, because he is one of the few Post-Byzantine painters
in Epirus whose surname or nickname, at least, is known.

The presence of loannis Skoutaris is mentioned in the inscriptions of two icons and of
two other churches in Epirus, besides the Holy Apostles. His art can be detected, without his
name being inscribed, in at least four more churches, within Epirus and Southern Albania.
The anomaly that occurs is that he only inscribes his surname in the Holy Apostles of Moly-
vdoskepastos and on the icon with Christ as the “Severe Judge”, from the church of Saint
Athanasios in Droviani in North Epirus (1657)>. He only inscribes his name in the other two
churches and the remaining icon. Also, in the inscription of the Holy Apostles, his name fol-
lows that of his father’s, while in the other two churches, his is inscribed first and the names
of his two assistants, Dimitrios and Georgios, are inscribed after®.

The churches in which loannis’s name appears are, besides the Holy Apostles, the cathol-
ica of the monasteries of the Prophet Elijah in Zitsa (1657)* and of the Spilaiotissa on the
Voidomatis River (1672/73)°. His name is written in the large icon of Christ the Pantokrator
from the templon of the church of the Holy Apostles of Molyvdoskepastos (1645/46). There-
fore we can pinpoint the artist’s period of activity within a span of 27 or 28 years (1645—
1672/73)%, a time-span which is considered “normal” for a painter of that era, who quite pos-
sibly worked from a young age in his father’s workshop'.

Besides the aforementioned churches, the illustrative art of Ioannis Skoutaris can be found
in four more monuments. In three of these he seems to be painting by himself, possibly with
the help of certain assistants, while the fourth features the possible contribution of a second
artist. They are, in chronological order: the narthex of the monastery of Spilaio in Saraki-
nishta of Lunxheri (Albania) (1658/59)8, the catholicon of the monastery of the Agioi Anargyroi

2 Eikéveg aré tic opfidolec kowodtnteg e Alfaviag, Zolhoyn EOvikod Movogiov Mesaiovikng TExvig
Koputodg, Katdroyog éxbeong, A. Tovpta —I1. A. Bokotéonmoviog — E. Apakomovrov, @ecoarovikn 14 Maptiov-12
Iovviov 2006, no. 32, fig. on page 105.

 Kapapmepidn, 2003, 293 on, fig. 1, 2, 5.

4 Kapapmepidn, 2003, 294-298, fig. 2. Herself. H povij Hotépwv kar n {oypagixii tov 1700 aidvoe. otny mepio-
1 e Zitoog loovvivov, lodvvive 2009, 342 on. Regarding the dating of the decoration, to 1657. See 1. I1. XovAa-
pag, H evroiyio Opnoxevtiry {wypapiki tov 16° kar 17°° aucdve aro Avtikd Zoyopr, Abiva 2009, 43 note 117.

® Kopaumrepion, 2003, 303-305, fig. 5. Xovhapdg, 2009, 41-44, fig. 28.

® We must note at this point, that the decoration of the main church and narthex of Saint Athanasios in Mikro
Peristeri (Prosgoli), loannina, as well as certain icons within the church, have been incorrectly attributed to the artist.
See Xovhapdg, 2009, 411 note 2228. Regarding the above attribution, see Tp. A. Z100Ang, “IIpocydit-Ilaioydpt-
Muwkp6 Ieprotéptl. Ot toyoypapieg tov vaov Ay. Abavaciov kot o ayroypdeog lodvvng (1680-1690)”, Hreipwrika
Xpovika 34 (2000), 111-112. E. Apaxomodrov, EAlnves (wypapor ueta tnv Adwon (1450—1850), 3, ABnva 2010, 322—
323, with the previous bibliography.

7 See. Regarding the period of apprenticeship of painters, the age at which they began, and the stages of their
practice X. Kaiomion-Béptn, “Ot Loypdgot otnv votepn Pulaviivi kowevia. H paptopio tov smypa(pd)v”, To
Hoprpmro 700 Kaxlmrexvn oto Bv{avtio (em. M. Bamkoucn) HpdxAiewo 1997, 151-152. E. As?mymvvn -Aopn, ¢ Fupm
a6 TO EPYACTPL TOV Kovtapndov. Zupﬁokn GTINV €pevva Yio TN HabnTein GTNV TOLOYPAPio Kot T GVLYKPOTNOT
TOV epyacTNPioV TV (Oypdeny Katd t petafulavivh tepiodo”, Movaotipio Nijoov lwavvivav, [lpoktika oouro-
oiov 700 ypovia 1292—1992, 29-31 Mdaiov 1992, Iodvviva 1999, 103— 139, especially 125 on.

8 K. Giakoumis, The Monasteries ofJorgucat and Vanishte in Dropull and of Spelaio in Lunxheri as Monu-
ments and Institutions during the Ottoman Period in Albania (16"-19" Centuries), Volume I, II, The University of
Birmigham 2002, 225 note 146. Kapapmepidn, 2009, 346 note 2479. Xoviapdg, 2009, 408—409, fig. 336, 337.
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* THE WORK OF THE PAINTER IOANNIS SKOUTARIS FROM GRAMMOSTA...

in Kleidonia (1661)%, a section of the decoration (besides the apse, the dome, and the northern
section) of the catholicon of the monastery of Ravenia in Dropoli (Albania) (around 1660)* and
a section of the decoration of the monastery of Zoodochos Pigi in Molyvdoskepastos (7% or
8™ decade of the 17" ¢.)"*. With reservations, because of the damage sustained and few pres-
entations, the depictions on the apse in the church of the Dormition of the Virgin in Kleidonia
(second half of the 17" ¢.) could also be considered works of Ioannis’s workshop'?.

Until recently, the identification of the loannis Skoutaris of the Holy Apostles of Moly-
vdoskepastos as the same loannis who illustrated the catholica of the monasteries of the
Prophet Elijah in Zitsa and of the Spilaiotissa on the Voidomatis River was risky at best'®. The
recent publication of an icon from Droviani, with Ioannis Skoutaris’ signature', as well as the
icon from the templon of the Holy Apostles, were the missing links in the chain of thought
which led to this identification. A significant factor in this identification of loannis’s works is
his handwriting style, which could also be identified utilizing the two icons.

The despotic icon in the templon of the Holy Apostles of Molyvdoskepastos has dimen-
sions of 1.05x0.65 meters (fig. 1-3). It has sustained extensive damage and is covered in soot.
The icon can be found placed in its original position, to the right of the sanctuary door. It
consists of a central theme, depicting Christ enthroned (fig. 1, 2), while around him we can
see the symbols of the evangelists. At the top, on either side of his head, we see the Angel
(Matthew) on the left and the Eagle (John) on the right. At the bottom, on the left side of his
feet we see the Lion (Mark) and on the right the Bull (Luke). On the raised side sections, on
either side of the central depiction, there is a series of small icons with the twelve apostles, six
on each side. The first one, depicted on the top left, is the apostle Peter and beneath him fol-
low in this order the apostles Matthew, Mark, Andrew, Jacob, and Thomas. On the corre-
sponding right side, the apostle Paul is depicted first and the apostles John, Luke, Simon,
Bartholomew, and Philip follow. Christ holds in his left hand an open book with an inscrip-
tion written with large lettering, which begins with a red letter and continues with black let-
ters on a gold background: AEYTE OI / EYAOI'H/MENOI TOY / II(AT)P(0)~ MOY / KAHPO-
NOMHXA/TE THN H/TOIMAXME/NHN YMIN / BAXIAEI(AN) (Matthew 25:34). The sym-
bols of the evangelists Matthew and John each hold an open codex, as well as the four evan-
gelists which can be found in the apostles’ zone, however these have small lettering. The rest
of the apostles are depicted with closed scrolls. The inscriptions are relatively readable in the

® Xovhapdg, 2009, 385 on.

0 Giakoumis, 2002, 225. Kapaurepidn, 2009, 346 note 2479. Xovhapdg, 2009, 409-410, fig. 338-341. Gener-
ally for the monastery, see I. K. ['akooung, H lepa Movij Pafeviowv Apomoing, ABnva 1995.

% Joannis’s art can mainly be discerned on the west wall of the church, where, unfortunately, the presentations
are not preserved intact. In the dome and in the Sanctuary, the style of the frescoes is different, an explanation for
which could be the presence of another artist, which could be identified as loannis’s co-worker Georgios, but the non-
publication of the monument does not allow this identification without reservations, see Kapopmepion, 2009, 346 note
2479. Xoviapdg, 2009, 410, fig. 342. For the church in general, see B. N. ITaradomoviov — A. Kapapunepidn, Bola-
viva kor Metafolaviive, Mvnueio. Molvfdookerdoarton, lodvviva 2006, 41—43.

2 Xovhapdg, 2009, 410-411, fig. 343-345.

¥ A. Karamperides, without knowing about the existence of the icon in the templon of the Holy Apostles of
Molyvdoskepastos, supports the theory that the loannis of the Holy Apostles is not in fact the same loannis who
paints in Zitsa and Spilaiotissa. See Kapapmnepidn, 2003, 291 on, in particular 306. Herself, 2009, 342 on, in particu-
lar 350-352 and note no. 2807.

¥ See above note 2.
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Fig. 2. Christ enthroned Icon of Holy Apostles
of Molyvdoskepastos detail

Fig. 1. Christ enthroned Icon of Holy Apostles of Fig. 3. Christ enthroned Icon of Holy Apostles
Molyvdoskepastos of Molyvdoskepastos detail

books of the three evangelists, but not in the case of John, where the inscription is almost
completely destroyed. In Mark’s codex, we can more readily discern the left folio, where we
read: pleme/te un / mhovy/Onre-(...) (possibly Luke 21:8), in that of Luke: 6 ovpavog / k(o) 1)/
1] mop/eAev-oov/rar ol o Ad/yor pov (Luke 21:33) and finally in Matthew: o0 u1 / wopéd/0w 1
/yevea / ovth-[elws av / [movta tad]/ta yé/[vy]tar (Matthew 24:34) (fig. 3). The inscription on
the book which is held by the symbol of the evangelist Matthew has not been preserved ade-
quately, but in the case of the symbol of the evangelist John, we can discern the beginning of
his gospel divided between the two folia: EN AP/XH HN / O AOI'0OX / K(Al) O-AOI'0X'/ HN
IIPOX / TON @EON. The painter’s inscription, with red lettering on a dark background “yeip
lwavvy”, can be found on the bottom right hand side of the icon, between the legs of the throne.
On the lower raised fringe of the icon, the donor inscription is written with red lettering on a
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* THE WORK OF THE PAINTER IOANNIS SKOUTARIS FROM GRAMMOSTA...

gold background: AEHX1Y TON AOYAON TOY O(EO)Y XPEIXTOPQPOY HEPOMQNAXOY
EN ETH AXMG AIK[EJBPIOY .. A .. According to this inscription, the icon was donated by
the monk Christoforos during the year 1645/6.

At this point we must make a minor note, with regards to the date written on the icon.
The date from the birth of Christ is read as 1646. However, thanks to recent studies, we now
know of the peculiarity exhibited by the painters from Grammos in the use of chronological
systems from the birth of Christ and the Beginning of the world during the months of Sep-
tember through December. As such, we cannot rule out the possibility of the icon, as it was
completed during December of the year AXMQ( from the birth of Christ, not corresponding
to the year 1646, but to the year 1645, which would be in tune with the system from the begin-
ning of the world, in which the year begins in September.

The comparison of the frescoes with the icons loannis paints confirms his singular style,
his similar choices in each detail and his iconographical consistency. loannis’s art in the icon
from the Holy Apostles of Molyvdoskepastos presents some basic characteristics, which can
be seen in all of his works and some of which improve over time. A defining characteristic is
lIoannis’s passion for designing the folds of garments, the bright parallel lines in the joints and
the sculpting of figures, which in his art is gentle but monolithic. These characteristics im-
prove considerably in the icon from Droviani and even more in the monastery of Spilaiotissa.
Certain technical details, such as the use of colors, the utilization of space, and the layout of
the details, remain unchanged. The basic characteristics of loannis’s style, which can be found
in all his works, are the human-centric compositions (fig. 7, 8, 10, 13), the bold outlines (fig.
2, 4, 5), the sculpting uniformity of the naked body sections (fig. 4, 6, 12), the singular ears
which often connect to the forehead (fig. 2, 4, 5, 9, 12), the penetrating eyes (fig. 6, 7, 11, 13)
and usually small mouths (fig. 2, 4)!. Important stylistic elements include the nose that is
slightly bulbous towards the center (fig. 2, 5, 12), the wider right nostril compared to the left
one (fig. 2, 12), the red dash of paint which denotes the upper lip, the essentially unchanged
shadows beneath the nose, the lower lip and the chin, the identical design of the ears, the
similar depiction of facial hair, the robust necks with a crooked line at their base and the ol-
ive-green shading on the sides of the face, which becomes brown-green in the icons (fig. 1, 5,
12). In all of his works, he also designs the tip of the nose identically, and draws the almond-
shaped eyes with two black dashes of paint protruding on either side, round brown irises, and
bold pupils in the center. The forehead is normally triangular, with a bold outline which
separates the hair from the face, the hair does not differentiate as a uniform mass, and the
facial hair is depicted with cruder lines in his earlier works (fig. 2, 4). The folds are designed
more simply in the older works, with more linearity and far steeper in comparison with the
far more flowing ptychology of garments Seen in the Droviani icon (fig. 5, 7). Another point
of interest is the design of the hands which is more gentle in later works. The crude design of
the, most often right, leg with the bold line which becomes a groove vertically and the similar

% Regarding the particularities of the chronological systems, in particular in Epirus, see. I. BeAévng, “Xpovo-
Aoyucd cuoTiHaTe 68 ETYPAPEG Kat xepoypapa Bulavtivav kot Metafulavivav xpdvav”, Ipaxtikd tov XT" Aie-
Ovoig Zvumooiov EAAnvikns Halaioypagiag, Apapa, 21-27 Zentepfpiov 2003 (Emp. B. Atcarog— N. Topodvn), B,
ABnva 2008, 659—-679.

16 Regarding these characteristics, see XovAapdg, 2009, 403 on.
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Fig. 4. Holy Apostles of Molyvdoskepastos
St Dadas detail

Fig. 4. Holy Apostles of Molyvdoskepastos
St Dadas detail
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way in which the ptychology of Christ’s chiton is depicted exactly above his bare feet in both
icons, but also more simply in certain walled presentations (fig. 1, 9, 10), are also points of
interest. As it concerns the colour options of loannis we must notice the common use of the
red in many balances for the garments and especially for the chiton of Christ.

The identification of loannis on an artistic level is unquestionable, regarding the church-
es where his name is inscribed. The significant differences which can be found between the
first monument, the Holy Apostles of Molyvdoskepastos (fig. 4), and the other two, the mon-
astery of the Prophet Elijah (fig. 5, 6) and the monastery of Spilaiotissa (fig. 7, 8), can be ex-
plained by the dominant presence of loannis’s father Dimitrios, in the greater part of the art
in the Holy Apostles'. Ioannis’s art is also prominent in the two icons he designs. In the first
icon, of the church of the Holy Apostles, as we can see, he does not write his surname, how-
ever the decoration of the church in November of 1645 by Dimitrios and loannis Skoutaris
and the dating of the icon, which is dated to December of 1645 or 1646, in conjunction with
the appearance of loannis’s style in it and its inclusion in the templon do not allow any conjec-
tions that the loannis who drew the icon is anyone other than loannis Skoutaris.

Skoutaris’s art, even though it presents obvious progress in the Spilaiotissa monastery,
does not differentiate from the previous churches and icons, and of course presents almost no
differentiation in the choice of lettering. We can see that loannis’s art in the Spilaiotissa mon-
astery achieves a certain nobility and fullness, a clear sign that he is maturing as a painter, but
with certain elements that remain unchanged, as we can see for ourselves in the piercing
gazes, the way the ears are depicted and the figures in profile.

Ioannis appears essentially after the end of artistic activity from the two prolific li-
notopite painters, Michael and his son Constantinos®. The significant activity of these two
painters and their possible high rewards perhaps pushed the painters from Grammos into a
similar trajectory during the second half of the 17" century. Ioannis in particular, for a small
time period, was a contemporary of Constantinos, as well as with the last known painters of
the 17" ¢. from Linotopi'®, but during this period, he only appears in the Holy Apostles of
Molyvdoskepastos. This fact once again reveals the linotopites’ dominance in the art of Epi-

7 Joannis’s presence indeed can be found in a few faces of the main church and in certain compositions, which
we cannot, however, depict safely, if a thorough cleansing of the frescoes is not carried out first. Also, the founder’s
inscription of the monument does not correspond to loannis’s writing style, however its writer is quite possibly
Dimitrios, who adds his son’s name to end of the inscription, seemingly to enforce the writing of his name in it. See
Kaopopmepion, 2003, 294, fig. 1.

8 The work of these two painters and, to a lesser extent, their helper Theologis has been meticulously studied
in recent years in important articles and monograms, see for example A. ToOpta, Or vaoi tov Ayiov Nikoddov otn
Bitoo ka1 tov Ayiov Miyva oto Movodévipr, AOnva 1991. Herself, “Ewoveg Loypdomv and to Awvotdmt (16917 ar-
@vog). Néa ototyeio kot S1AmOTAOGELS Y10 TN dpacTnpldTnTa TOVS”, Aedtiov e Xpiotiavikng Apyaioloyixng Etoupei-
ag 22 (AXAE) (2001), 341-355. K. T T'waxovpng, “Kprrikn £€kdoomn entypapdv cvvepyeiov and 10 AvoTtomt 6TIg e-
prpépeteg tng opBodoéng Exkinciag tng AAPaviac”, AXAE 21 (2000), 249-266. M. I1. Zkafdpoa, “Ot Awvotomiteg
Muyon kot Kovetavtivog oty N. AABavia og cuveytotég g Loypaeikng topadoong g oxoing s BA EALGSag”,
Hrepwrtixa Xpovika 38 (2004), 455-491. Herself, To épyo twv Awvotomitav {wypdpwv Miyanl koi Kovoravtivov otnv
Emioxoni Apvivovrdlews Bopeiov Hreipov. Zvuflors otn uerétny tne uvnueioxns (oypopikns tov 1700 aidvae., lodv-
viva 2011, A. Zrpatn, H {oypagixn atnv lepa Moviy Tyiov Tpodpouov Zeppav 14°-19% ai., @gocarovikn 2007, 81
on. A. Kapapmepion, “Ewdva Koipnong tg @gotdékov amd ™ poviy Belddg, £pyo Tov (oypdeov Kovetavtivov arnd
10 Awotont’, Hrepwtixd Xpovika 42 (2008), 75-94. Herself, 2009. Xoviapdg, 2009, 285 on. Himself, “Ot pdoeig
Stokdounong kot ot {oypdaeot Tov vaov tg Koipunong O@sotorxov gtov ELapdtono. Nedtepeg napatnproels”, Hrel-
powtiko Huepoloyio 29 (2010), 363-387.

¥ For these painters, see for example Tovpta, 1991, 34—45. Tlakovung, 2000, 261-263.
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Fig. 5. Monastery of Prophet
Elijah in Zitsa Deisis detail

Fig. 6. Monastery of Prophet
Elijah in Zitsa Divine Liturgy
detail
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rus while they are at the apex of their activity, but also reveals the nonexistence of a succes-
sive situation, which the painters from Grammos, in particular loannis and the brothers Dim-
itrios and Georgios manage to utilize, to create their own tradition, mainly from 1657 and
afterwards. Of course, this tradition formed by the painters from Grammos was already
present in the central Balkans from the 16™ ¢?°, but the dominant position held by the li-
notopite painters overshadowed it for a large period of time*. The painters from Grammos
appear as a type of succession, when the family workshops of Linotopi essentially cease func-
tioning during the second half of the 17" c. This event is depicted in the continuation of the
work of the linotopites by Toannis and the brothers Dimitrios and Georgios?. In fact, this con-
tinuation is visible in churches which the linotopites Michael and Constantinos had partly
decorated which were completed by the grammostans loannis, Dimitrios, and Georgios. Ex-
amples include the monasteries of Spilaion in Sarakinishta (fig. 9)%, of Ravenia in Dropoli
(fig. 10, 11)** and of the Prophet Elijah in Stegopoli®, all in Southern Albania.

Ioannis and his co-workers continue the tradition of the school of Northwestern Greece
and create conservative depictions with anti-classical figures. It is characteristic, however,
that their iconographical inspirations and their art present certain differentiations in com-
parison with their linotopite comrades. The grammostan painters, while adhering to the tradi-
tion of the local school, also include classical elements in comparison with the linotopites
with regards to space and the human figure, and follow sometimes, with their templates, the
so-called Cretan school, an element absent from the works of the linotopite painters®. Gener-
ally speaking, even though the painters from Grammos remain dedicated to the local, Epirote
traditions, they present certain trends in refreshing and enriching their iconography, as op-
posed to the linotopites, who prove to be more conservative in the depiction of their themes.

2 Many painters are descended from the same village, with the earliest being, according to evidence gathered
until today loannis, son of Theodoros, and Nikolaos, who paint in the region of Skopia during the first half of the 16
c. See for example M. Masni¢, “Jean le zographe et son activité artistique. Connaissances antérieures et actuelles”,
Problemi na Izkustvoto 2 (1997), 10—17, 63. Herself, “Sur quelques ceuvres attribuées récemment a Jean Zographe de
Gramosta”, Nis and Byzantium, 8th Symposium (Nis, 3—5 june 2009), The Collection of Scientific Works VIII (ed. M.
Rakocija), Nis§ 2010, 355-364. J. Spahiu, “The Great Feasts Scenes in the Monastery of Toplica”, Patrimonium.mk 7-8
(2010), 331-350. Apaxomodrov, 2010, 322-323, with the previous bibliography. At the beginning of the 17" c. the art-
ists Michael and Constantinos from Grammosta appear at the monastery of Divrovounion in Albania (1604), see. Th.
Popa, “Considérations générales sur la peinture post-byzantine en Albanie”, Actes du ler Congres International des
Etudes Balkaniques et Sudest Européennes, 11, Sofia 1966 (1970), 778. M. Xot{nddakng — E. Apaxomovrov, EAlyve
Cwypagor uere v Alwon (1450-1830), 2, ABnva 1997, 132, 192. ©. Todurovpog, “Ot toyoypaeieg Tov kaforikond
¢ povig Koymoewg g Ogotdkov oto Apofoivi tng Bopeiov Hreipov kat ot véeg TpotepatdTNTEG TNG UV ILEL-
axng Loypaeikng tov 170v cwwva”, 310 Zvurodaio Bolavtivig kot Metoffolavtiviig apyoroloyiog kot téyvig (Zoumooio
XAE) (2011), 80-81.

ZAlready from the end of the 16™ c. the linotopite painters appear dominantly in the art of northern and west-
ern Greece, see for example. Tovpta, 1991, 23-28. Herself, “To épyo dvo {oypaewv g Makedoviag otn povn
Dotpov Artohiog”, lpaktikd A" Apyaiodoyixod kar lotopikod Zvvedpiov Aitwioaxapvaviag, Aypivio 21-23 Okto-
Bpiov 1988, Aypivio 1991, 379-385. Herself, “The Painters from Linotopi (Greece) and the Serbian Church”, Zbornik
Matica Srpska za Likovne Umetnosti (ZMSLU) 27-28 (1991-1992), 319-325.

2 K apapmepidn, 2009, 362.

2 Th. Popa, Mbishkrime té kishave né Shqiperi, Tirané 1998, 234 no. 559, 236 no. 564. Giakoumis, 2002, 225.
Kaopapmepion, 2009, 346 note 2479. Xovhapdg, 2009, 408—409. Zkapdpa, 2011, 278 on.

2 Giakoumis, 2002, 225-226. Kopaurepion, 2009, 311 note 2272, 316, 346 note 2479. Xovhiopdc, 2009, 409—-410.

% Popa, 1998, 230 no. 550. Kapapmepidn, 2003, 301-302. Xoviapdg, 2009, 466. Zxafdapa, 2011, 51, 329 on.

% Xovhapdg, 2009, 404-406, 466.
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Fig. 7. Monastery of Spilaiotissa Incredulity Fig. 8. Monastery of Spilaiotissa the Entry
of Thomas detail into Jerusalem detail

Fig. 9. Monastery of Spilaion in Sarakinishta the Burning Bush Fig. 9. Monastery of
Spilaion in Sarakinishta the
Receiving of the Law detail
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The identification of loannis, who illustrates the monasteries of the Prophet Elijah in Zitsa
and the Spilaiotissa as loannis Skoutaris, solves the problem of the workshops from the village of
Grammos during the second half of the 17" c., as it is made clear that [oannis, who is a student of
his father in the Holy Apostles of Molyvdoskepastos, is clearly a teacher a decade later. This
revalation is attributed mainly to the writing of his name before those of all the other painters in
Zitsa and the Spilaiotissa, a practice which is usually adhered to the inscriptions of Byzantine and
post-Byzantine churches written by the teacher and master?’. Toannis himself becomes master of
the workshop, which consists of himself and the brothers Dimitrios and Georgios. Of course,
loannis’s father was also named Dimitrios. This coincidence leads us to the next step, which is the
attempt to connect loannis Skoutaris with familial bonds to the members of his second workshop.

In the monastery of the Transfiguration of Drenovo in Lunxheri (or monastery of Migouli)
in Albania (1666)%, P. Poulitsas and Th. Popa mention a seven-lined inscription in the conch of
the prothesis which includes the following: MviaOnti K(Dp1)e / teov yovéwv tov eiato/pioypdpmv
mv exAn/onay tovtnv / Movovnl koi Zoyog / ynp Anuntpiov / Tewpyiov: Iw(@vvov)®. Today, this
inscription cannot be clearly seen, however, if the older reading is correct, it creates problems
regarding loannis’s familial ties with the brothers Dimitrios and Georgios. According to the
inscriptional tradition and the importance of the word historiographer, the historiographers of
the temple are its painters®. It is also known that many painters write their names in the conch
of the prothesis in the form of votive inscriptions®. In the founders’ inscription, in this particu-
lar church, mention is made of Dimitrios and Georgios as the painters. However, loannis’s name
is not present®. Besides the word “historiographers”, another small detail presents a problem:
After Georgios’s name follows a colon (:) and after this the name Ioannis. We do not, of
course, know if this name was included in the original inscription or if it was added later.

If this inscription did not exist, things would be quite simple and we could claim with
relative safety that loannis was the father of the brothers Dimitrios and Georgios, and Dimi-
trios, as the eldest, took his grandfather’s name. Also for certain, after the identification of loannis
as loannis Skoutaris, we can rule out the possibility that loannis was the brother of Dimitrios
and Georgios, because the parents of the two brothers are mentioned as Manuel and Zoga.

The close familial ties of loannis with the brothers Dimitrios and Georgios must be con-
sidered obvious however, as we know of their common birthplace, the oftentimes familial
nature of the workshops®, and most importantly, the common name Dimitrios for the father
of Ioannis and the brother of Georgios. One of the most possible familial relationships of the
aforementioned individuals is that of the first cousin. Dimitrios, son of Manuel and Zoga,

2T Agdnyiavvn-Aepn, 1999, 133-134.

2 Popa, 1998, 236237 no. 567. Kapourepidn, 2003, 300-301. 1. IT. XovAapdg, “O {oypapikdg SiGKoGHOG TG
Hovig Mampop(pmcmg ApevoBov Arovvting omn Bopera Hnatpo (1666)”, 27° Zv/momo XAE (2007), 129-130.

° T1. H. TlovAitoog, “Emypoagai kot evBupicelg ek g Bopeiov Hreipov”, Emetnpic Etaipeias Bolavtivey

2rovdadv 5 (1928), 83. Popa, 1998, 288-289 no. 787. Popa, in the 6" row, reads “Knp” instead of “ymp”.

% S. Kalopissi-Verti, Dedicatory Inscriptions and Donor Portraits in Thirteenth Century Churches of Greece,
Wien 1992, 68—69. E. Apaxomodrov, “Yroypoeéc petafoloviivov oyplomv. Aviyvenon TpocOTIK®V Kol KOAATE-
LVIKOV poptopltdv”, AXAE 22 (2001), 134.

3 TTovAitoag, 1928, 83. I1. Bokotomovrog, “Emtypapicd Zopuetkto axd tnv AABovia”, dnyde, Tyumticds tépog
yia tov kaOnyntiy Lwtipn Adxopn, lodvviva 1994, 394, fig. 2 on page 399. Popa, 1998, no. 7, 14, 93, 94.

% See above note 28.

% See for example Kalomion-Béptn, 1997, 149-150.
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Fig. 11. Monastery of Ravenia in Dropoli Albania Fig. 12. Monastery of Agioi Anargyroi
the Martyrdom of St John the Baptist Kleidonia Pantokrator
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possibly was named after his uncle, and father
of Toannis Skoutaris. The use of the uncle’s
name for one of the boys in families of brothers
is not a rare occurrence in our tradition, espe-
cially when there is more than one boy in a
family. Another possibility is that of the broth-
ers Dimitrios and Georgios having another
brother, who was also named loannis. Perhaps
this is the reason that the name loannis is re-
corded in the conch of the prothesis in the mon-
astery of Migouli, even though, as we men-
tioned before, we cannot be certain about the A : : :

date that the name was written. In diagram 1  Fig. 13. Monastery of Agioi Anargyroi Kleidonia

I g i o

we can see the possible family tree of the paint- the Betrayal detail

ers loannis, Dimitrios and Georgios. WPy SReGTEpIE] |
Finally, with regards to the writing of the =

name or the surname, we must note that this 7 T

practice is rare, although it is not absent from Pl T~

Byzantine and post-Byzantine art**. Surnames | Sneicpros kovcap: | [Mavowiih (Exoirapns) - Zaa |

generally denote profession, a certain property,

or ancestry; the writing of loannis’s surname

could possibly correspond to one of that. The ™ i: trovrapne ] " wiepros - Teapros |
word “Skouteris” denotes the sheep-herder’s
first mate or the master of the sheep farm®.
Also, “Skoutarios” or Skouterios” was an official in the byzantine royal court®. Also, Skoutari
with emphasis either on the “u” or the “a” is a common name for locations in the southern Bal-
kans®. Toannis’s non-inclusion of his surname mainly after 1657 must be attributed mostly to
the fact that he does not illustrate alone on any of the churches, on which we knew until now that
he illustrated and inscribed his name. This fact proves the inscription of his surname that same
year, 1657, on an icon and the absence of it in the monastery of the Prophet Elijah in Zitsa, where
he illustrates accompanied by the brothers Dimitrios and Georgios. Finally, the surname
“Skoutaris” is well known in Kastoria, where since the 18" c. at least one of the large aristocratic
families of the city bore the name. In fact, the family’s manor house is still preserved®.

% The anonymity of the Byzantine artist is replaced during the early post-Byzantine years by the named paint-
ers, advocates mostly of the Cretan school of art, a habit which stretches beginning from the 16" ¢ to the whole of
Greece and into all of the trends, however the inscription of the surname remains rare, see generally Kalonion-
-Béptn, 1997, 121 on. M. Bacthdkmn, “Anod tov “ovadvopo” Bulovivo kailtéyvn otov “enmdvopo” Kpnrtiko {oypdeo
tov 15°° awwva”, To moppaito tov kaAlitéyvn ato Buldvtio (em. M. Baciddkn), Hpakielo 1997, 161 on.

B T Mropnvidtng, Etowoloyiké leéiké e Néag EAnvikiic Ilwocag, ABva 2009.

% See K. E. [Mhakoywavvaxng, Tuntikol tithor kar evepyd aliwpata oo Buldvrio, Ogooalovikn 2001, 281. It
is descended from the word okovtdprov or ckovtov, which means shield or Escutcheon. See E. A. Sophocles, Greek
Lexicon of the Roman and Byzantine Periods (from B.C. 146 to A.D. 1100), London 1914, 997-998. A. P. Kazhdan,
The Oxford Dictionary of Byzantium, New York-Oxford 1991, vol. 3, 1913.

% For example we mention that Skoutari is a common name for the city of Skodra in Albania as well as for a
suburb of Constantinople on the asian side (the ancient Chrysoupolis).

BT A. Méyag, “To apyovtikd Zkovtapn g Kaotopiac”, Iépag, Avt. Kepapomovliov, Abvar 1953, 503-509.
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As a result, we can conclude that loannis combines all the elements which identify a
painter of his era: A singular style, characteristic handwriting, organized and steady profes-
sional team, family unity and a conscientious choice of ways of expression. He differentiates
from his contemporaries however in his choice to highlight his surname and home region,
mainly in his earlier works, thus showing us that he is no ordinary painter, but a recognizable
and competent artisan during the second half of the 17" ¢. By placing emphasis on his sur-
name and home region, he wants to highlight the fact that he continues a great tradition of his
particular home and that he has a name, which is a characteristic of his work and serves to
differentiate him from the other painters. We could not imagine this painter, who continues
the work of the great linotopite painters, who almost always signed their work and proudly
declared their home region, differently. This fact reveals the indisputable domination of the
painters from Grammos in the art of Epirus during the second half of the 17 c.

Joanuc I1. Xymapac

PAJT CJIMKAPA JOAHUCA CKYTAPUCA U3 TPAMOCTE,
KACTOPUJA Y EITNPY U JYXXHOJ AJIBAHUIU (1645-1672/3)

Pesume

Joanuc Ckyrapuc je ciinkap u3 X VII Beka o kome cMO IpBHU Iy T 4yJIH U3 HaTmuca u3 1645. a koju ce
nanasn y L{pkeu CBeTux anoctosa y Monusnockenacrocy y Jamnunu. PoljeH je y nanac HamymTeHom ceiry
y I'pamoctn y obnmactu Kacropuja. Joanuc je capahusao ca nse paanonnne Tokom X VII Beka, npso ca
CBOJUM OLIEM KOJI KOT'a je paAino Kao IIEeTPT, a IOTOM ca ABa acucTenTa, Jumurprocom u ['eopruocom. On
Jj€ jemaH on peTKMX MOCTBU3AaHTHJCKUX CIMKapa u3 Enmpa Kome 3HaMO Mpe3nMe, WM Makap HaJuMak.
Ocum y Lpxsu Cetux anoctoiia, JoaHHCOBO UMe ce jaBJba M y LIPKBU MaHacTHpa npopoka Mnuje y 3unn
(1657) u manactupy Cnunanoruca Ha peuu Bougomaruc (1672/73). BberoBo nme je takole HamucaHo Ha
JIBEMa MKOHaMa, jeJTHOj Ha onTapckoj nperpaan Lipkse CBeTnx anocrona y Monunockenacrocy (1645/46)
n npyroj u3 Llpkse CBetor Aranacujay JlpoBuanujy y jy>xnoj Andanuju (1657). Jomr yeTnpu yMeTHUYKA
nena cy pajg Joannca Ckyrapuca. V3riena ia je oH caM HacJIMKao TPH, MOK/a y3 moMoh HEKUX capajHu-
Ka, TOK Y€TBPTO JEJI0 CaAP>KH JOMPHHOC jOIT jeJHOT YMETHHKA. XPOHOIONMIKH ropehano, To cy crneneha
nena: npurnpara Manactupa Crusano y Capakunuctu y Jlynxepu (Andanuja) (1658/59), npksa manactu-
pa Aruon Anaprypou y Kiennonuju (1661), neo ykpaca Ha upkBu MaHactupa PaBenuja y Jpomnoiujy
(Anbanuja) (oxo 1600) u neo ykpaca y manactupy Majke boxwuje y MonuBnockenacrocy (ceama WiH
ocMma seriennja X VII Beka). Joanunc je KOMOMHOBAO CBE €JIEMEHTE KOjH Cy KapaKTEePUCTHUYHU 32 CIIMKapa
ETOBOT 7100a: JeTMHCTBEH CTHJI, KapaKTEPUCTHYAH PYKOIHC, OPraHU30BaH M yCTaJbeH MPO(EeCHOHATHI
THM, TOPOJUYHO jeJUHCTBO U CaBECTaH U300p HAUMHA M3paxkaBama. Mmak, OH ce 0] CBOJUX CaBpeMEHHUKa
Pa3IMKOBAO 1O TOME IIITO j€ JKEJIeO J]a UCTAKHE CBOje MPE3MME U POIHU KPaj, YIJIABHOM Y CBOJUM PaHUjUM
JieJIMMa, TaKo HaM Iokasyjyhu aa Huje oOnvaH ClIMKap, Hero npero3HaTjbiB U CTPyYaH MajcTop KOjH je *KHU-
Beo y npyroj nojosuuu X VII Bexa. Harnamasajyhu cBoje mpe3nmMe u poHU Kpaj, OH je JKeJeo aa UCTaK-
HE YMILCHUITY JIa HACTaBJba BEJIMKY TPAJANIIN]y CBOje MOPOAMIIEC U 1a UMa UME, IITO j€ 00EIIEeKHUIIO IETroB
paj ¥ pa3InKoBaJIO Ta O]l OCTAJINX ciinkapa. He GrmcMo HM Morn 1a ApyTadnje 3aMHUCIMMO OBOT CIIMKapa
KOJj! je HAaCTaBHO paj BEIUKHUX JTMHOTOMUTCKHUX CIMKapa U KOJU CE CKOPO yBEK MOTHHCHBAO M TIOHOCHO
UCTHIIA0 CBOj poAHH Kpaj. OBa UnibeHHIIA HCTHYE HEIOOUTHY JOMUHAIIM]Y ciuKapa u3 ['pamoca y ymeT-
HocTu Enupa tokom npyre nosnosune X VII Beka.
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