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Imaginary perceptions and representations of the ancient

Greek monument in the engravings of European travel literature
(17th - 19th centuries)

In memory of Angela Tamvaki

GREEK ANTIQUITIES in their various forms have contri-
buted a rich source of material to the illustration of Euro-
pean travel literature. They played an outstanding part in
publications of the 18th and 19th centuries, when they
were at the forefront of the iconography of Greece. A
large number of these engravings can be found in the
Benaki Museum, and also in the important collection of
Eustathios ]J. Finopoulos, some of whose engravings are
being published for the first time in this article.

Depictions of Greek monuments, faithful or other-
wise, are crucial to the mythology of the ruin, which
adopts a multiplicity of forms in European art and
haunts the imagination and sensibility of intellectual
Europe, especially in the second half of the 18th centu-
ry. Europe’s relationship with Greco-Roman antiquity
in its various identities —the antiquity of the imagina-
tion, the antiquity of myth, the antiquity of visible, tan-
gible remains— and its representation have journeyed
down the centuries making innumerable appearances
in European art and culture. One aspect of this broad,
multi-dimensional theme in the 16th century has a par-
ticular impact on the illustration of ancient Greek ruins
in 17th century European travel literature, and brings
on to the stage one of the continuing protagonists of
this story —~Rome and its monuments. The bipolar axis
Greece / Rome, Greek antiquity / Roman antiquity in
all its manifestations is a decisive component of the
iconography of Greek antiquities during the 17th and
18th centuries, extending into the 19th.

2,2002

In the 16th century a large number of artists from the
Low Countries spent a period working in Rome, and
this was considered an indispensable stage of their artistic
training. The revelatory experience of the Eternal City
with its wealth of ancient monuments and with antique
works of art lying in ‘poetic confusion” and continually
brought to light by excavation, and the strong attraction
all this held for artists from Northern Europe engen-
dered a large number of drawings, prints and paintings
of ruined buildings and sculptures, often in imaginary
configurations within real or invented scenery, in the
tradition of Flemish and Dutch panoramic landscapes.
In these works artists made a conscious attempt to depict
in a ruined state even those buildings which were still
intact. A vanished world of decay suggests the idea of
(“tempus edax”), the universal

destroyer, as quoted in one of the most characteristic

Ovid’s “devouring time’

paintings of this type, the Landscape with ancient Ruins
by Herman Posthumus (1536, Vaduz, Sammlung der
Regierenden Fiirsten von Liechtenstein). At the same
time these images reflect the humanistic interest of the
Renaissance in systematically studying the relics of antig-
uity in order to decipher their secrets, as shown by the
activity of the human figures in these works. This per-
ception and vision of the ancient world is clearly reflect-
ed in certain engravings with arbitrary configurations
of ruins —images of Greece which illustrated volumes
of travel literature, mainly Dutch, in the 17th century.
An eloquent example is the view of Athens in the Dutch
edition of Spon and Wheler’s book (1689), which shows

the two travellers, gazing intently at the exterior of a
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Fig. 1. Spon and Wheler in Athens. Engraving, 12.5 x 16.5
cm, from Voyagie Door Italien, Dalmatien, Grieckenland,
ende Levant... Door Jacob Spon... En Georgius Wheler. ..

(Amsterdam 1689). Athens, Gennadius Library.

building, placed within the theatrical framework of an
Athens overrun with ruined edifices (fig. 1); another is
the engraving of the antiquities of Delos in a mountain
landscape (fig. 2) from the Dutchman Olfert Dapper’s
Naukeurige Beschryving der Eilanden in de Archipel...
(Amsterdam 1688, French translation 1703).?

In the 18th century Rome and its antiquities re-
mained one of the two equally powerful poles as
regards the European perception and representation
of the ancient Greek monument. Italian paintings and
engravings now played the dominant role, and became
the direct and primary model, as attested by certain
engravings of Greece executed mainly in the second
half of the 18th century (figs 3-7).

The obsession with classical antiquity —on a conce-
ptual / ideological and aesthetic level- throughout the
century, together with the fascination and magnetism
exercised by Rome itself through its grandiose architec-
tural settings, is expressed in the visual arts by a host
of paintings and prints: actual and imaginary land-
scapes and topographical views (vedute reale / vedute
ideate), and architectural capriccios or fantasies, the
work mainly of Italians, but also of French artists (the
so-called ruinistes) —Giovanni Paolo Panini and his fol-
lowers, among them Hubert Robert, G. B. Busiri, J. N.
Servandoni.* In the art of engraving Giovanni Battista
Piranesi was the undisputed master. These vastly po-
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pular works circulated in numerous versions by the
artists themselves. The same monuments and works
of art recur in different locations, with changes in the
staffage —supplementary pictorial elements and motifs
such as miniature figures (figurette), architectural seg-
ments and fragments of works of art. Paintings also
circulated in the form of numerous skilful and more
or less faithful engraved reproductions, often on a large
scale, which had the status of independent works of art.
These engravings, together with the famous etchings of
Piranesi, adorned the so-called print rooms of the man-
sions of the antique-loving British aristocracy —wealthy
collectors and travellers who had made the Grand Tour
through Italy, and who constituted the basic clientele
for such material.” Compilations of these engravings
were also issued in special albums.

A particularly interesting example of Greek material is
the broadsheet engraving of The Ruins of Attica (fig. 3):
this is a reproduction of a painting by Panini of almost
the same dimensions, as the legend indicates. The spe-
cific reference to the original, which was clearly aimed at
potential customers and enhances the value and author-
ity of the engraving, is significant; we may read in this
print an eloquent statement on the elevated status of
engraved vedute in the 18th century European market.

A comparative study with Roman vedute reale and
ideate and architectural capriccios reveals the inspiration
and origin of certain engravings of imaginary or actual
Greek antiquities, and their points of convergence on the
iconographic and the morphological level. The arbitrary
juxtaposition of heterogenous monuments and works of
art, these contrived assemblages (as they have been called)
in a fictitious, ideal space,’ the association of the grandiose
edifice with fragmentation and ruin, the theatricality of
the image with its scenic framework” and graduated planes
which direct the eye as it wanders through the ‘spectacle’
of the antiquities, the exaggerations of scale, the staffage,
the expressive use of chiaroscuro and the dialectic relation-
ship between nature and the creations of man —all these
provide direct or indirect references to Panini, Piranesi,
Hubert Robert and Busiri. Together they form a code
to the conceptual language which is conveyed by these
pictures —sophisticated vehicles for the expression of ideas
which obsessed the European consciousness and imagina-
tion. These images pronounce a discourse on the Sublime,
the lofty character and noble grandeur of works of Greco-
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Fig. 2. Ruins of Delos. Engraving, 27.5 x 34 cm (from: Description exacte des Isles de L'Archipel. .. Traduite du flamand d’O.
Dapper [Amsterdam 1703]). Athens, Benaki Museum.

Roman antiquity, within the spirit of Neoclassicism, with
intimations of the Romantic, while at the same time
echoing the refined, elegant aesthetic climate of the 18th
century with touches of Rococo picturesqueness.

The incorporation of statues, reliefs and ornate anti-
que vases into the representations, and their juxtaposi-
tion with buildings in a totally implausible manner is a
common practice of Roman vedute ideate, architectural
fantasies and capriccios, and is also observable in engrav-
ings of ‘Greek’ antiquities, as previously mentioned.
Sometimes edifices and vases are transplanted arbitrarily
from the Roman paintings (fig. 4).* Intact or mutilated,
set on pedestals or ‘accidentally’ thrown to the ground,

2, 2002

prominently displayed or half-hidden, to be discovered
by the eye of the viewer / traveller, illuminated by a glo-
rifying light or animated by more subtle nuances, they
remain symbols charged with meaning, emblems of a
world of ideal beauty that is lost for ever.

There has been much academic discussion about the
prestige and the magnetic attraction exercised at that
period by certain celebrated works of art such as the so-
called Borghese Vase,” the Laocoon, the Farnese Her-
cules, the Apollo Belvedere and the Belvedere Torso,
which adorned famous Italian private collections and
the Vatican and Capitoline museums. The cult of the
ancient work of art is associated with the contemporary
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Fig. 3. The Ruins of Attica. Engraved afier the original Picture painted in Rome by G. P. Panini...,
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18th century. Engraving,

39.5 x 52.5 cm. Athens, E. J. Finopoulos Collection.

study of antiquity and the excavations at Herculaneum
(1738) and Pompeii (1748) as well as Rome. Winckel-
mann himself, who extols the ancient ideal of beauty in
a generalised fashion, is at the same time held captive
by the irresistible fascination of certain Greek statues.
“Topoi’ of various projections and fantasies, objects of
desire for collectors and others, antique sculptures are
at the same time the models par excellence for artists,
in accordance with the theories and also the pedagogic
disciplines of Neoclassicism. “Slaves of the marbles’
is the description given by scholars to the artists of
that time," who were obliged to measure themselves
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against the unsurpassable models bequeathed by anti-
quity. The well-known drawing by the Swiss painter
H. Fuseli of the artist overwhelmed by the magnitude
and the grandeur of the ruins of antiquity, as indi-
cated by the title of the work, is a significant piece of
evidence, subject to multiple interpretation.” It also
assists in the understanding of how Greek antiquities
were depicted in certain travel engravings of the second
half of the 18th century. It has been noted that Fuseli
chooses the extremities of a massive statue, the Colos-
sus of Constantine, to represent the art of the ancient
world. In this way he points to an additional criterion

MOYXEIO MITENAKH
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Fig. 4. The Remarkable Ruins of the Morea, formerly called the Peloponnesus, in Attica, now Turky in Europe, second half of the
18th century. Engraving, 18.8 x 28.8 cm, after a painting by Giovanni Paolo Panini. Athens, private collection.
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Fig. 5. Ruins of Athens, 1783. Engraving, 12.5 x 17.5 cm. Fig. 6. ]. D. Le Roy, Temple of Olympian Zeus. Engraving,
Athens, E. J. Finopoulos Collection. 28 x 44 cm (from: Les ruines des plus beaux monuments de la
Grece [Paris 1758]). Athens, Benaki Museum.
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Fig. 7. Athens, Triumphal Monument of Philopappus. Temple at Mount Laurium, imaginary composition after Le Roy.
Engraving, 25.5 x 38.5 cm (from: Ruins of Athens, with Remains and Other Valuable Antiquities in Greece [London, for
Robert Sayer, 1759]). Athens, Benaki Museum.

for the evaluation of antiquities —that of scale, which
he empbhasises in his structuring of the picture. The
impressive dimensions of ancient remains, indelibly
associated with their monumental grandeur and mag-
nificence, become a prerequisite of this panegyrical,
emotionally charged approach and of the perception
of them visually as @ spectacle, under the inspiration of
Piranesi’s example. Awesome proportions become part
of the discourse on the Sublime in its association with
the aesthetics of antique edifices and sculpture.

The emphasis on impressive scale is also the crux of
the attitude taken by their contemporary, the French
architect Julien David Le Roy, towards antique monu-
ments, again with direct consequences on their treat-
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ment as images. We are now dealing with actual,
extant monuments in Greece, as found in the finely
wrought prints of Le Roy’s book, Les ruines des plus
beaux monuments de la Grece... (Paris 1758) and the
variants based on it (figs 6-7). In the introduction to
the second edition Le Roy makes his intentions quite
clear, disassociating himself from Stuart and Revett and
their meticulously accurate impressions: “And surely 1
would not have travelled to Greece simply to observe the
relation of the edifices and their parts with the divisions
of our feet... These ruins, in the views which I have pre-
sented, occupy a much greater part of the picture than those
of Mr Stuart; they thus affect the spectator more vividly,
and succeed in passing on to his soul all the admiration

MOYZXEIO MITENAKH
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by which one is stricken when looking at the monuments
themselves.” Although Le Roy had observed the anti-
quities at first hand, he does not hesitate to take liber-
ties with reality. For instance he provides the Theseion
with a greater number of columns than it actually has,
in order to give it a more striking appearance.

The presence of nature is often crucial both to the
design and also at a conceptual level in those depictions
of ruins which address basic ideas of Romanticism —the
relationship between human achievement and Time,
the transitoriness of the works of man in the unchang-
ing cosmic cycle, fragility with connotations of vanitas.
The rendering of decay on the robust and rugged rocky
masses by engraved lines well suits the semantics and
the poetics of the illustrations. The same applies to chi-
aroscuro, which dramatises the monuments within this
elegiac, ambiguous climate of mortality and survival.

In their exaltation of the antique monument and also
in their morphology, the engravings of Le Roy and their
variants underline the affinities with the etchings of
Giovanni Battista Piranesi. They do not of course have
the visionary power and visual effectiveness of the Iralian
master’s pictures, which gave new content to the monu-
ment, creating new conditions for its perception from
the conceptual-aesthetic viewpoint and for its “appropri-
ation” by the eye of the viewer. Moreover, the arbitrary
and ornamental assemblages in clearly fictitious locations
and the idyllic picturesqueness are generally faithful to
the concept of ‘ruin painting’ which also flourished in
France —mainly with Hubert Robert— as a later phase of
the great tradition of the paysage historique.”

The engraving in fig. 8, the frontispiece of A New
Collection of Voyages (second half of the 18th century),
contributes its own illuminating evidence, in particular
through the rhetoric of the legend," which matches
the attitude of Le Roy, Two Travellers attended by a
Guide viewing with Surprise the stupendous Ruins of a
magnificent Pile. A distant View of a City with a Prospect
of the Sea, etc. This print with its legend may be said
to constitute an emblematic image, juxtaposing travel,
antiquity and exoticism, three prominent themes of
18th century European travel literature.

The 19th century would provide its own responses to
these themes. The first decades of the century saw the
actuality of modern, real-life Greece, spearheaded by the
Greek Revolution, emerging to establish a position on

2, 2002
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Fig. 8. Two Travellers attended by a Guide viewing with
Surprise the stupendous Ruins of @ magnificent Pile. A distant
View of a City with a Prospect of the Sea, erc. Engraving, 21
x 16 cm (from: A New Collection of Voyages [second half of
18th century]). Athens, E. J. Finopoulos Collection.

the intellectual scene and in the European consciousness
and sensibility. This process was fuelled by Romanticism,
Orientalism, and Philhellenism, which added their own
ideological and aesthetic filters, their own points of
reference and their own ‘colour’ to the European vision
and approach to Greece. The direct, physical encounter
with Greece by many European intellectuals, artists,
architects and archaeologists in the context of travel
should also be taken into account. All this created new
foundations and new conditions for the relationship
of Europe with ancient Greece, the Greece of visible
monuments and the Greece of a visionary revelation. Its
historical present, moreover, provided fertile soil via other
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Fig. 9. A View of the Eastern Portico of the Parthenon. Engraving, 30 x 44.5 cm (from: The Antiquities of Athens Measured and
Delineated by James Stuart... and... Nicholas Revett, Painters and Architects 11 [London 1787]). Athens, Benaki Museum.

routes for the shaping of imaginary representations. This
bipolarity of reality and imagination presents a special
interest through its diverse pictorial handling, and here
again travel prints are useful and telling pieces of evidence.
The thematic repertory of antiquities is ‘hellenised’” with
specific, actual and recognisable, monuments and works
of art, in particular those which for varying reasons had
become the current focus of attention (figs 10, 12). It is
no coincidence that it is the Elgin Marbles, the Acropolis
and the Caryatids that now dominate the interest of
the art-loving intelligentsia of Europe, a public already
sensitised through many ‘channels’. The new thematology
demanded new models. Fig. 10 refers directly to an
engraving from the painstaking work of Stuart and Revett
on the monuments of Athens, The Antiquities of Athens,
Measured and Delineated. .. (London 1762-1816) (fig. 9),

152

which had met with a great response in antiquarian circles
in England and beyond. But it is characteristic that the
mosque inside the Parthenon, not yet demolished, is here
omitted. Yet compositional devices and iconographic
motifs of the earlier tradition —of ‘ruin painting’ and
the prints associated with it— survive in the inclusion at
the foreground of sculptures scattered on the ground.
Echoes of this artistic tradition are also recognisable in
the engraving entitded Greek Ruins on Crete (fig. 12),
where influences can also be traced from Byron’s “dream”
(1829, The Tate Gallery, London), the painting by the
well-known English artist Sir Charles Lock Eastlake,”
which was reproduced as an engraving (fig. 11).

The subject of this discussion, multi-dimensional in
its diachronic, evolutionary progress, cannot be ade-
quately covered within the limits of a single article. The

MOYZXZEIO MITENAKH
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Fig. 10. Remains of the Parthenon, or Temple of Minerva, at Athens, with some of the Fragments brought over to England by
Lord Elgin, 1829. Engraving, 14.5 x 20 cm. Athens, E. J. Finopoulos Collection.

Fig. 11. Byron’s “dream”, 1833. Engraving, 52 x 67 cm,
after the painting by Sir Charles Lock Eastlake. Athens,
Benaki Museum 25107.

2, 2002

approach taken here focuses on certain specific aspects,
and is based on two co-ordinates, the iconography and
morphology of the works, both of which, in more or less
equal fashion, display the plurality of the subject’s sig-
nificance —while at the same time indicating the broad
area of research demanded by a study of this material.
Empbhasis is given to the 18th century (the second half
in particular), a critical and especially important period
for Europe’s relationship with classical antiquity as a
result of a combination of factors. Of these, the direct
contact of a large number of European intellectuals, art-
ists, dilettanti and wealthy collectors with the tangible
remains of the ancient world —especially in Rome— was
catalytic, and it can indeed be argued that it contri-
buted to the construction of an imaginary perception of
Greek antiquity. In this context the ancient monument,

133



APHRODITE KOURIA

Fig. 12. Greek Ruins on Crete. Hand coloured steel engraving, 9.8 x 13.3 cm (probably from: Meyer’s Universum oder
Abbildung und Beschreibung des Sehenswerthesten und Merkwiirdigsten der Natur und Kunst... [ca. 1840]). Athens,
Alpha Bank Collection.

the ancient ruin both in its natural state and also as an
image, is invested with a multiple meaning and charge,
a fact which gives to visual representations a particular
dynamic for their reading and interpretation. The ele-
ment of fantasy, a constant throughout the centuries
in the iconography of ancient monuments, acquires a
special semiological weight and becomes an instrument
for the better understanding of engravings relating to
Greek antiquity. It sheds light on the conditions under
which these pictures were produced, their shaping, their
reception and their function within a complex web of
relationships, references, obsessive fixations, and intel-
lectual and aesthetic trends against the background of
the socio-cultural environment of Europe and the lure
of Greece in its double identity: imaginary (a timeless

134

vision) and real. This dual nature of Greece, arising
from the bipolarity of its glorious, near-mythical past
and its historical present, is the central element in the
way Greek antiquity was perceived and represented in
the first half of the 19th century, as new facets were
added to the pluralist identity of Greece which step by
step down the centuries was constructed and established
in the European consciousness.

Dr. Aphrodite Kouria
Art historian

33, Xenokratous str.
106 76 Athens

e-mail: kouria@hol.gr
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NOTES

1. D’ apres I’ antique (exhibition catalogue, Musée du Lou-
vre, Paris 2000) 356.

2. Cf. Fiamminghi a Roma 1508/1608. Artistes des Pays-Bas
et de la Principauté de Liege & Rome a la Renaissance (exhibi-
tion catalogue, Palais des Beaux-Arts, Brussels — Palazzo delle
Esposizioni, Rome 1995); also D’ aprés I’ antique (n. 1) 356,
357, 360, 369, 379, 380.

3. Compare the imaginary view of Delos encumbered with
ruins, in Les voyages de Jean Struys en Moscovie. .. et en plusieurs
autres pais étrangers by the Dutch traveller ]. Struys (French
edition, Amsterdam 1720) with landscapes by the Dutch
painter Jan van Scorel, cf. The Madonnas of Jan van Scorel
(1495-1562). Serial Production of a cherished Motif (exhibition
catalogue, Centraal Museum, Utrecht 2000, ed. by M. Faries,
L. M. Helmus). On Struys’ view of Delos, A. Kouria, H “re-
PUTETEL” TOV EAMVIKOV ApYALOTHTOV 0TI EVPOTAIKES TIEPL-
MyNukég exddoets, Apxarodoyia 23 (June 1987) 75-76, with
a reproduction of the engraving.

4. Cf. E. P. Bowron, J. J. Rishel (eds), Art in Rome in the
Eighteenth Century (Merrell in association with Philadelphia
Museum of Art 2000). The fascination of Rome and its
monuments, ancient and modern, was articulated in a spec-
tacular, indeed emblematic way in the well-known paintings
by Panini, /nterior of an Imaginary Picture Gallery with Views
of Ancient Rome and Interior of an Imaginary Picture Gallery
with Views of Modern Rome: cf. Art in Rome (ibid.), 425-27
pls 275-76.

5. As well as ‘print rooms’ there were also ‘ruin rooms’
dedicated to paintings. These same collectors, together with
their French and Italian counterparts, were engaged on a pas-
sionate quest for original antique works of art while at the
same time commissioning reproductions from artists in Rome.
These issues are considered in detail in studies dealing with
the relation between Europe and classical antiquity: cf. Art in
Rome (n. 4); F. Haskell, N. Penny, Taste and the Antigue (New
Haven-London 1998).

6. The recurrent motif of water in the foreground should
be noted.

7. Scholars have commented on the influence of theatrical
scenery on such works, and on the echoes from garden design.
It is no doubt relevant that certain artists (ruznistes) were also
involved in these activities: Art in Rome (n. 4) 417, 434; ].
Clay, Le Romantisme (Paris 1980) 264-66.

8. Cf. Sermon by an Apostle, 1754 (private collection) by
Panini. Reproduced in F. Arisi, Gian Paolo Panini (ed. Dei
Soncino 1991) 113 pl. 36.

9. It is no coincidence that the Borghese Vase often appears
prominently in the paintings of Panini.

10. Cf. ]. Siegel, Desire and Excess. The Nineteenth-century
Culture of Art (Princeton 2000) 42.

11. Siegel (ibid.) 28, 29, 30, 35, 36, 47; Art in Rome (n. 4) 38.

12. Translation from F.-M. Tsigakou, 7he Rediscovery of
Greece. Travellers and Painters of the Romantic Era (London
1981) 18.

13. Diderot’s pre-Romantic sensitivity towards the ‘Sub-
lime’ was particularly stirred by paintings of ruins: “d les belles,
les sublimes ruines”, a work by Robert inspired him to write
in his review of the 1767 Salon; Diderot, Salons III. Ruines et
paysages. Salons de 1767 (Collection Savoir: Lettres - Hermann
éditeurs des Sciences et des Arts, 1995) 336; on the ‘poetics of
ruins’, see also J. Starobinski, Diderot dans [’ espace des peintres

(Paris 1991) 54-57.

14. Such grandiloquent legends should not be interpreted
restrictively in the narrow context of the specific picture: they
are indicative of a general attitude towards the monuments of
Greco-Roman antiquity.

15. Eastlake, who lived for some time in Rome, had visited
Greece in 1819. A reproduction of the original painting in
Tsigakou (n. 12) pl. IV and 194.
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NyNukov ekddoeov and tov 170 éwg tov 190 atdva.
H pvBoroyia touv epetniov oppayifet ) oyéon g
Evpdmng pe myv erdnvopopdiky apyatétra péoa
0TOLG ALDVEG, PE TIOAAATIAEG EKQAVOELG 0TIV TEXV KAl
yevikétepa otov moAttiopd. H Pdun pe 1o mingbog tov
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Pvnpeiov TG Katéyel mpOTayoviotiké péro, pdiota
amotelel ToALdGVapo onpeio avagopdc kat yla tg a-
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avlaipeteg ovoopevoELS epelTi®y —0€ OAALAVIIKEG Ku-
plag exddoelg tov 1700 atdva— éxovv aoParde tg ka-
taPorég Toug o€ €pya pe POUATKES apyatdTnTeg QLho-
Texvnpuéva and kalittéyves tov Kdto Xopaov, mov ep-
ydomkav ot Pédun katd tov 160 atdva. e 6Aec av-
TEQ TIG €IKOVEG évag OAGKANPOG KOOHOG TIOL €xel Ka-
tappedoet vofdAiel v W8éa tov xpévouv Tov kata-
otpépet ta mdvta, evéd ot avBpdmiveg @ryolpeg vtodn-
AdVouV T0 OLVHAVIOTIKG eVOLAQEPOV yia T HEAETY ToV
apyaiov Aetpdvov Tpokeipévou va anokedikomotnBoty
Ta PLoTIKA TOUG.

Katd tov 180 aidva n Pdun pe ) peyareiddn apyt-
TEKTOVIKY] oknvoypagpia g —apyaia kar vedtepn— a-
okel ot Adyta Evpdmn payvnuiy| €AEn, mov exdnAd-
vetat kat pe 1o mAfjfog tov anetkovioeov e “atdviag
TOANC”, ot omoleg eivat draitepa dnpogireic. H ttait-
K1) Loypagikij kat Yapaktiky tov epeimiov —pe Kopu-
@aiovg ekmpoodnovg ¢ tov G. P. Panini kat tov G.
B. Piranesi avtiotovya, ot popaikés vedute ideate (@pa-
VIAOTIKEG TOTIOYPAPIKES ATOPELS) KAl TA APYLITEKTOVL-
Kkd “kanpitoia” Ba anoteréoovy to kiplo TpdTuTo —pE
ouvvenikovpo ) yaAiiky Coypagiky avtic g Bepatt-
KNG— Yla Ta Xapaktikd Pe QaviaoTikég 1 Kat paypa-
TIKEG EAANVIKEG apyatdtnTeg, 6mwg @aivetar and tnv
avBaipetn yerrviaon etepdkintov pvnueiov, ayatpd-
Tov Kat ayyeiov o éva TAAopatiké ydpo, T oKnvo-
Beofa ¢ obvBeong, o swffage, v exppaoctiky xpi-
on ¢ pwtookiaong, t dtakektiky oxéorn g @vong
Kkat tev épyav tov avbpdnov. Ot apyatdtnteg wg “0é-
apa”, péoa oto kKoppd atedntikéd ki{pa tov 18ov aid-
va, pe mveAlég pokokd, dmov eyypdgetat kal to aitn-
pa ya m ypagikdnra (to pittoresque). IlapdAinia,
aQuTéC ot €1kOVEG ek@Eépouy Adyo Kat yia to sublime:
ya tov “opnAd” xapaktipa kat to evyeviké peyaieio
TV eEAANVOpopaikGdY épywv, péoa oto Tvedpa Tou
NeoxAaoukiopot, émov avantbytnke kat 1 Aatpeia
(culte) Tov apyaiov €épyov-avtiketpévov téxvng oe ov-
vdptnon pe v apyaloyveoia g emoxng kat Tg a-
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vaokagéc. To evivnoorakd péyebog, dppnira ovvde-
depévo pe to pvnpetakd peyaieio, ovviotd téte évav
épo yta ) do&aotiky, OLYKIVNOLAKA POPTIOUEVY] avil-
PETATON TV apyatotitov kaddg kat yia vy omtky
npdoAnyy} toug, pe dpeon enimtwon oty Sraxelptor
ToUG WG etkévev. ATé TV dmoypn avty ta yapaktkd
tov I'dAdov apyitéktova Le Roy eivat mapadetypatikd
yla tov eAANVIKS xdpo.

210 a’ pod tov 190v atdva, 6tav 1 vedtepy, viap-
Kkt EALGSa épyetar oto mpookivio, ta 1eoroyikd kat
aoOnukd @idtpa tov Popavuiopod, tov Opieviait-
opot kat tov PiAeAinviopot Ba enmpedoouvy g ava-
napaotdoelg tov apyaiov eEAANvikob pvnpeiov ota ya-
PaKTIKA TV TEpynTayY, kat éxt pévo. To pemeptd-
pto tev apyaotjtov “eEeAdnviletal”, pe avayvopiot-
pa mAéov, mpaypatkd pvnpeia kat £pya téxvnge, kat pd-
AMota avtd ota onofa éprovy ot poPoreic (Axpbmo-
A, Exyivera, Kapududec). H véa Bepaticy mpoimodé-
tet kat anartel dGAAa mpdtuma (PA. . v éykupn €k-
doon tov Stuart kat Revett). EmPidvovv Spwc axdun
popgomiaotikol tpdmot kar etkovoypagikd potifa g
naiaidtepng mapddoongc, e Loypagikic kat xapaxti-
KN Tov gpetmiov tov 18ov awdva. To Sutoiiké oxrjpa
npaypatkdmrac kar gaviaciac mapovordler Eexwpt-
016 evOLaPépov 0TI EIKAOTIKEG EKOOYEC TOL.

H npooéyyton avtod tov moAvdidotatov Béparog &-
OTIAOTNKE O€ KATIOLEG XAPAKTNPLOTIKEG TITUYEG TOV, HE
d€ova g dvo ouvvietaypéveg touv: v elkovoypagpia
Kat ) popgoroyia tov Eépymv, mou kat ot 4o, wdtipa
0xeddv, avadetkviouy v ovonuia tov, evéd Tapdi-
Ania katadeikviouy tov gvpt opifovia épevvag mov
vrayopetet 1 peAétn avtot tov vitkov. ‘Epgaon 66-
Onke otov 180 atdva (mo ovykekpipéva oto B’ piod
tov), enoy) Wiaitepa onpavuky] yta ) oxéon mg Ev-
pdTMG pe ™V KAaotky apyaidtnta, péoa and ™ ov-
vepyla mokilov tapaydviwv. Avdpeod toug, 1 dpeon
emagn moAvdptBpov Aoylev, kaAitteyvdv, TAovolev
kat gulétexvev Evponaiov pe ta antd {xvy tov ap-
xafov kéopov ot Pdun kupileg, vmipée kataivty.
Mmopel pdiiota va vrootprytel étt avty] Aettodp-
YNOE KAt @G HOYXASG yla 1 OGuNom Hag paviactaxig
pdoAnypng e eEAANVIKIG apyatdtntac.

MOYZXEIO MITENAKH


http://www.tcpdf.org

