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ALIKI TSIRGIALOU

The stereotyped vision of Greece: 19th century photographs in the
Benaki Museum archives

THE PHOTOGRAPHIC ARCHIVE of the Benaki Museum
was founded in 1973 with the object of collecting, stor-
ing and classifying photographs of monuments and works
of art of the Byzantine and post-Byzantine eras. Over
the years the initial thematic repertoire of the Archive
has been expanded, so that it now covers all aspects of
modern Hellenism and is currently exploring trends in
contemporary Greek photography. The Museum’s pho-
tographic collection comprises 300.000 negatives and
25.000 vintage prints which have been acquired by the
Archive mainly through major donations and purchases.
Outstanding among the material from the 19th century
is the oeuvre of the European photographers James Rob-
ertson and Alfred Nicolas Normand, as well as that of
the Greeks Dimitrios Constantinou and Petros Moraitis.
The impressive twentieth-century collection includes the
archives of professional photographers such as Nelly’s,
Voula Papaioannou, Periklis Papachatzidakis, Dimitris
Harissiadis, Nikolaos Tompazis, Henri Paul Boissonnas
and Nikolaos Rizos, as well as amateurs.

The discussion that follows is based on an examina-
tion of the material held in the Photographic Archive,
specifically the vintage nineteenth-century prints taken
in Greece by foreign photographers. The photographic
work produced in Greece during the nineteenth century
has often been characterised as having a certain sameness,
and a study of the photographs at the Benaki confirms
this uniformity of subject matter. Yet beyond this the-
matic unity one may find an underlying diversity, and
a closer analysis of the photographs supports the thesis
that in the case of Greek antiquities the same subject was
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observed, examined and documented by each photogra-
pher from a different perspective.

The stereotyped perception of Greece

Interest in travelling to Greece has a long history and,
to judge from the ever-increasing number of visitors,
the desire to see the country remained unaffected by
the constant political and social changes within Greece.'
“What increasingly focused attention on Greece for its own
sake was its antiquities and the hope of finding them”.* The
travellers were often accompanied by artists whose task
was to produce textual or visual documentation of the
main places of interest. Most visual images depicted the
antiquities and most published writings described the
ruins and historical background associated with them.
Over the years, and as a result of this thematic preoc-
cupation, these artistic and literary endeavours created
a stereotyped perception of Greece —a perception which
was adopted by photographers during the nineteenth
century.

The majority of photographers documenting Greece
imitated their predecessors, the illustrators and writers,
by confining their thematic choices within the domain
of the Greek antiquities. It is therefore no coincidence
that early photographic work in Greece reflects a homo-
geneity of subject matter. However, as mentioned above,
differences in approach emerge if one examines the work
more carefully. As Susan Sontag remarks, “zhe photogra-
pher was thought to be an acute but non-interfering observer
—a scribe, not a poet. But as people quickly discovered that
nobody takes the same picture of the same thing, the suppo-
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sition that cameras furnish an impersonal, objective image
yielded to the fact that photographs are evidence not only of
what’s there but of what an individual sees, not just a record
but an evaluation of the world”

Over the centuries, Greece has attracted visitors of
different origins and cultures. Due to its geographical
location the country has served both as a place of transit
for voyagers to the Holy Land and as a destination in
itself. The large number of conquerors who occupied the
Greek territories and the hazardous conditions of travel
within the interior of the country did not diminish the
interest of travellers in Greece, and many of those intent
on visiting the country appear to have been undeterred
by difficulties of transport and accommodation®. Even if,
unlike Italy, Greece was not included in the pre-arranged
destinations of the Grand Tour,’ the country became an
important stopping-off point for a number of travellers
visiting the Holy Land. Although commercial motives
became an increasingly important reason for travelling
to Greece, its antiquarian interest remained the principal
attraction.

Curiosity about Greece and its past did not develop
until the late thirteenth century with the revival of clas-
sical learning. A number of factors, such as the trans-
lation of ancient Greek texts and their introduction
into university curricula,® led to Europe’s heightened
enthusiasm for the historical background of the country.
By the end of the 15th century, “Europeans had studied
Greek manuscripts, admired and collected Greek coins and
expressed their fascination for Roman copies of lost Greek
sculptures”.” The “works of most of the ancient Greek
historians, poets and philosophers, from Homer to
Plotinus, were available in Latin translations™ and the
traveller had become familiar with ancient literature both
from his studies and from his own private reading. As a
result of this revival of classical studies, visitors came to
Greece with the desire to identify the “Homeric sires”
and the Athens of Pericles, and in search of the ‘ideal” of
the ancient Greek civilisation described in these works.

Often, travellers’ activities were not restricted simply
to touring archaeological sites. Many writers and art-
ists produced textual and pictorial documentation of
their visits to Greece, and since their interest was exclu-
sively directed towards its antiquities, this was naturally
reflected in their work. The increased demand for infor-
mation concerning Greece and its ancient history found
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a response when travellers started “writing about the life
and sensibility of the ancient Greeks” and portraying
Greek antiquities. Consciously or unconsciously, writers
and artists both satisfied and further stimulated the inter-
est in antiquities through their work. The texts consisted
largely of descriptions of the sites," usually accompanied
by historical narratives linked to a specific antiquity."
Similarly, paintings, drawings, engravings, lichographs
and, later in the nineteenth century, photographs also
depicted the ruins.” Evidence of artistic interest in other
subjects, such as the contemporary social scene or mod-
ern Greek architecture, is almost non-existent. Uncon-
sciously, travellers, along with the large number of other
artists and writers who documented the ancient remains,
provided Greece with a distinct identity that was closely
related to its past. “ The culturally located ways of framing
sights and arranging narratives is a selective process that
usually reproduces the predictable; the alveady said, writ-
ten and photographed”."* Before considering the various
factors that lad to this homogeneity of subject matter, it
may be useful to examine how the cultural representa-
tion of a country is formed.

Man has always felt a strong desire to explore the
limits of his world. Natural curiosity and the thirst for
knowledge have brought travellers into contact with
unknown civilisations and exotic locations. The search
for the “extraordinary”™ and the “otherness”™ of a dif-
ferent country or civilisation has encouraged the urge
to travel. In Greece, this search for the exotic and the
unfamiliar found its response in the archaeological sites:
the peculiar and diverse character of the Greek landscape
did not attract the traveller, who concentrated on the
discovery or rediscovery of the remains of ancient Greek
civilisation.

According to historians of tourism, the remoteness of
a place is what awakens human curiosity and the urge to
travel to that location. This leads to an attempt to capture
the large “range of signs, images, symbols” and “make the
sight familiar to us in ordinary culture”.” In other words
the cultural representation of a tourist site is formed by
“symbols, images, signs, phrases and narratives”."* The sum
total of these representations reproduce what Tim Eden-
son calls the “otherness™ of a travel destination. In this
respect, Greece was represented only by characteristics
that were closely related to its past, to ancient Greek
civilisation. Consciously or unconsciously, the traveller
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Fig. 1. P.-G. Joly de Lotbiniere, The east facade of the Propylaia, October 1839 (from: Excursions Daguerriennes: Vues et
monuments les plus remarquables du globe, Noél-Marie Paymal Lerebours [(Paris 1842)]. Aquatint, 15.4 x 20.8 cm.

sought to find in Greece its ancient identity, in other
words those features that distinguished this country from
others.

Guidebooks played a unique role, since in their own
way they determined the routes the voyagers followed.
Greece, set apart by linguistic and topographical barriers,
necessitated the consultation of such books, the major-
ity of which proposed visits to the archaeological sites,
often commenting on their singular qualities.”” Nearly all
guidebooks began their itineraries with Athens because
of the attractions it provided in itself and also because of
its convenience as a starting point for tours to the inte-
rior of Greece. Travellers were recommended first to visit
the Acropolis, which dominated the landscape, and then
the ruins surrounding it, such as the Monument of Phi-
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lopappos, the Temple of Olympian Zeus, and the The-
seion. After the antiquities of Athens, they were directed
to other archaeological sites throughout the rest of the
country, such as Delphi, Corinth and Aegina. In this
way they were encouraged to follow a pre-determined
route and some of them, in their turn, documented the
pre-selected sites recommended by these publications.
Another fact that recommended people to visit and

document antiquities was the distinctive architectural
eclecticism of Athens. “Perhaps no town on the world
possesses such an extraordinary melange of different styles of
buildings as Athens, which may be accounted for, from its
having fallen under so many masters, each of whom bas left
some specimen of the architectural style of their nation”
Eastern elements could be found in the presence of
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Fig. 2. A.-N. Normand, View of the Acropolis and the Temple of the Olympian Zeus, 1851. Albumin print from calotype
negative, 15.4 x 20.5 cm.

Turkish mosques and, at the same time, Western
influences in the modern architecture. Many travellers
expressed their feelings of disappointment on arrival at
the sight of what was described as the “dirtiest little town
in all Christendom’.” A traveller in Athens during the
1850s remarked: “There is nothing particularly Greek in
the physiognomy of Athens. The houses of the better sort are
German in outward appearance, while the poorer dwell-
ings resemble those of the Iralian villages”™ The feature
that justified the “otherness™ of Greece which most
travellers were looking for was its antiquarian interest.

Nineteenth century photography in Greece
According to Gary Edwards, “early photographers of
Greece followed what might be called a standard icono-
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graphic programme in selecting sights at which they pointed
their cameras, an iconographic tradition that nor only
predated photography. .. but continued for abour 25 years
following Joly de Lotbiniere’s 1839 views” * Moreover, the
thematic uniformity of early photographs of Greece was
encouraged by the physical properties of photography
itself. During photography’s first years, it was not pos-
sible to document moving objects with clarity because of
the long exposures required. Thus photographers turned
their lenses to ‘stable’ objects such as architectural views,
and, in the case of Greece, archaeological sites.

When the invention of photography was presented at
the Académie des Sciences in Paris on 19 August 1839,
the Frenchman Francois Dominique Arago declared that
the discovery had many marvellous applications. Specifi-
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The stereotyped vision of Greece: 19th century photographs in the Benaki Museum archives

Fig. 3. A.-N. Normand, The west slope of the Acropolis, 1852. Albumin print from calotype negative, 14.9 x 20.4 cm.

cally, he mentioned that in order “0 copy the millions and
millions of hieroglyphics that cover (even on the outside) the
great monuments of Thebes, Memphis Karnak etc. one
would need twenty years and legions of drafismen. With the
daguerreotype, one single man could do this enormous work
by himself " > Following the announcement, the French
publisher Noel-Marie-Paymal Lerebours (1807-1873)
supplied travellers with photographic equipment and
sent them to document on his behalf the “most remark-
able monuments of the globe’.

Among the first daguerreotypists despatched by Ler-
ebours was the Canadian Pierre-Gustave Joly de Lot-
biniere (1789-1865).” Lotbini¢re, who was travelling in
the Mediterranean, visited Athens in October 1839 and
photographed its antiquities for the first time. As was to
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be expected, the ‘most remarkable one’, the Acropolis,
was the prime subject chosen by the first photographer
in Greece. The daguerreotypes he produced® resulted
in an illustrated album entitled Les Excursions Daguér-
riennes: Vues et Monuments les plus remarkables du globe
(1840-1844),” which included three engravings made
from the daguerreotypes depicting Athenian antiquities
(the Parthenon, the Propylea [fig. 1] and the Temple
of Olympian Zeus). The Benaki Archive contains two
copies of the three aquatints produced from these, the
first daguerreotypes taken in Greece. In this volume
Joly de Lotbini¢re described his impressions while
photographing in Athens: “7 had already admired the
beauties of the Acropolis in detail when I first went there
with my daguerreotype camera. At that time I was a strict
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Fig. 4. ]. Robertson, South front of the Theseion sen from the south-east, 1853-1854.
Albumenized salt print, 23.5 x 29.4 cm.

observer of Daguerre’s rules, and I intended not ro waste a
moment in exposing my plate ro the rays of the sun. None-
theless I was greatly confused by the need to choose among so
many masterpieces, I turned my camera first one way and
then another. In the end, the position of the sun led me to
decide on the view of the Propylea, that marvellous gateway
which is such a worthy introduction to the wonders of the
Acropolis. I cannot deny that I regretted having ro turn my
back on the divine Parthenon and the Erechtheion, but my
regret soon faded before the magical view laid our before
me” *® No previous photographic work existed for Joly
de Lotbiniere to use as a starting point, but he himself
laid the groundwork for later photographers by adopting
and exploiting the thematic repertoire of the printmakers
who had preceded him.

The ‘iconographic tradition’ was next adopted by the
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photographers of the calotype era.’’ One of the pioneer
calotypists to visit Greece was the famous French archi-
tect Alfred-Nicolas Normand (1822-1899). In 1846,
Normand was awarded the Prix de Rome, which allowed
him to continue his studies in Italy, and while in the Ital-
ian capital he learned photography from the celebrated
writers Maxime Du Camp and Gustave Flaubert. Nor-
mand briefly practiced photography in Rome, Pompeii
and Sicily, before travelling to Greece in the company of
Alfred Mézieres. The two men arrived in Thessaly in the
autumn of 1851 and travelled south to Athens, reach-
ing the capital on 8th October,” where they remained
until the 25th of the same month, documenting the
ruins (fig. 2). In one of his letters Normand describes his
experiences while in the Greek capital: “Finally, I am in
Athens, near the monuments I so admired. However, I had
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not imagined the city to be so small, miserable, melancholic
and waterless. [...] What compensates (the visitor) for all
the minor tribulations is the Acropolis and the antiquities
that surround it. It is difficult to find something as beauti-
ful as the Acropolis”® On their way back, they toured
the region of Pelion and Ossa, and stopped in Salonica
before finally reaching Constantinople. Normand visited
Athens again in January 1852 on his way to Ancona (fig.
3). In 1855, he abandoned photography and returned to
the practice of architecture. It is recorded that Normand
made a total of 130 calotypes during his tour of Greece
but only a few exist today. The Photographic Archive
of the Benaki Museum owns what could be described
as the oldest single collection of photographs preserved
in Greek archival collections, consisting of 24 albumin
prints produced from calotype negatives dated 1851-
1852 and 7 albumin prints signed 1887. Normand’s
depictions of the Greek capital are among the earliest
surviving photographs of Athens, and he documented
the Acropolis and its surrounding antiquities in the state
of abandon brought about by centuries of foreign occu-
pation. His images move us, but at the same time they
display a beauty and power which are only apparent on
careful examination. Despite some aesthetic differences,
the work of the calotypists in Greece largely conforms to
the ‘iconographic programme’ of photographing Greek
antiquities.

The Englishman James Robertson (1813-1888)* also
travelled to Greece in the early 1850s. It has been sug-
gested that Robertson was born in Middlesex, England
and studied at the University of Edinburgh, but he spent
most of his professional life in Constantinople as Chief
Engraver of the Imperial Mint. Robertson’s interest in
photography began to show itself in 1850, when he spent
some time in Malta, taking calotype views of the island®
with Felice Beato (c. 1830 - c. 1906). A few years later
he opened a photographic studio in Pera, the European
quarter of Constantinople, thus facilitating his access to
Greece. His photographs of Greek ruins taken in 1853-
1854 were published in two albums (figs 4, 5). The first,
entitled Grecian Antiquities Photographed by James Robert-
son, esq., Chief Engraver to the Imperial Mint, Constantino-
ple* consisted of forty-eight photographs on salted paper
and the second, Photographs by Robertson: Athens and the
Grecian Antiquities, contained forty-four albumenised
salted paper prints. A copy of the latter was presented
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Fig. 5. J. Robertson, The north porch of the Erechtheion from
the north-east, 1853-1854. Albumenized salt print,
30.7 x 26 cm.

to the Benaki Archive by Rena Andreadis in 1989. A
feature of Robertson’s photographs is the inclusion of
human figures in local Greek costumes, while sharpness
and an overall penetration of detail with a rich gradation
of tone are the basic characteristics of his camera vision.
Although the images of the photographers mentioned
above fall within the ‘iconographic programme’ described
by Gary Edwards, the personal vision of each individual
is apparent, and closer analysis reveals a difference in style
and approach —for example the ‘romantic vision™ that
Robertson transferred to his views through his particular
way of positioning of the human element.

The late 1850s was a period of further transition in
photographic technology. The calotype was replaced by
the wet collodion process, making photography more
resistant to elements such as hot climates. Addition-
ally, travellers became increasingly intrigued by the ‘new
discovery’, and the profession of photographer began
to appear more attractive in commercial terms.”*® Thus
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Fig. 6. C. Schiffer, The Parthenon, ¢.1859. Albumin print, 16 x 21.2 cm.

began a dynasty of photographers whose photographic
views of the Grecian antiquities would invade Europe
in the form of souvenirs brought home by tourists.
Prominent among them are Francis Frith (1822-1898),
Francis Bedford (1816-1894) and Jacob August Lorent
(1813-1884). At the same time, one finds a number of
foreign photographers becoming established in Greece.
Carl Schiffer, probably of Bavarian origin, spent a
considerable time in Athens. According to Schiffer’s
‘announcements’, he worked there from late 1859 to
1863 and called himself a “painter and a photographer” »
Photography historians have suggested that Schiffer was
one of the first photographers to open a proper indoor
studio (i.e. one with large glass windows) in Greece. His
work is not restricted to portrait photography but also
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illustrates the architecture and archaeological sites of
the time. The Benaki Museum has recently acquired an
interesting view of the Parthenon signed by this photog-
rapher (fig. 6).

By the end of the 1850s stereo photography had
begun tackling everything from architectural views to
sociological scenes. The stereoscopic effect, produced
by two slightly dissimilar photographs taken from view-
points 10 to 20 centimeters apart, affected the photog-
rapher’s vision and the public’s way of seeing. Stereos-
copy secured a perception of relief and depth and, thus,
“created a comprehensive pictorial catalogue of the world,
comparable to a detailed topographical survey”®. Included
in the Photographic Archive are 10 stereoscopic views
of Athens taken by Vassilaki Kargopoulos (1826-1886).
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The sterecotyped vision of Greece: 19th century photographs in the Benaki Museum archives

Fig. 7. V. Kargopoulos, The Gate of Athena Archegetis in the Roman Agora, 1860.
Stereoscopic photograph, albumin print, 7.2 x 14 cm.

Kargopoulos is one of the most important names in the
history of photography in Ottoman Empire, and is best
known as a master of the art of portrait photography.
Having been appointed ‘Chief Photographer to His
Imperial Majesty the Sultan’ he photographed members
of the imperial family, and leading civil and military offi-
cials in the government service. It is not known if he was
Greek in origin® but photography historians have called
him the first Greek photographer in Constantinople.®
Kargopoulos opened his studio in 1850, when he was
24 years old, in Beyoglou, next to the Russian Embassy.
Probably in 1878, he moved to a new address “7iinel
Meydani 4, which would become the setting for the most
brilliant years of his professional life” * Some time at the
beginning of the 1860s Kargopoulos visited Greece and
documented the Athenian monuments (fig. 7).

Despite the ease of stereoscopy, many photographers
created panoramic views in an attempt to give an illu-
sion of depth to their images. The Benaki’s Photograph-
ic Archive has recently acquired five of the six sections
which comprise a photographic panorama of Athens
taken around 1865 by Baron Paul von des Granges
(1825-1887). Des Granges was born in Kalamata
where he lived until 1848. He studied in Germany and,
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for a few years, in Italy. It seems that his first contact
with photography took place in Florence in the early
1860s, and in 1865 he toured Greece, systematically
documenting its beauties:* among the places he vis-
ited were Athens, Corinth, Delphi, Aegina, Sparta and
Santorini. In 1869 Des Granges published a remarkable
selection of photographs in a volume entitled Classische
Landschafien und Denkmiiler aus Griechenland nach der
Natur photographisch aufgenommen von Paul des Granges
in Athen.® The importance of the panorama lies in the
information it contains not only on the state of the
antiquities around Athens, but also on the city’s con-
temporary urban planning.

By the end of the 1860s the photographic market for
monuments and genre scenes had proliferated beyond all
expectations. As a consequence, the first large commer-
cial photography studios appeared in order to satisfy the
demand for souvenir images. Among the best known were
those belonging to the Alinari brothers and the Bonfils
family. The Alinari studios were founded in Florence in
1852 by Leopoldo Alinari (1832-1865), and taken over
on his death by his brothers Romualdo (1830-1890),
and Giuseppe (1836-1890). The firm Fratelli Alinar,
Forografi e Edirori, covered a wide range of photographic
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Fig. 8. Fratelli Alinari, The Gate of Athena Archegetis in the
Roman Agora, c. 1890. Albumin print, 25.5 x 19 cm.

activity from the reproduction of works of art to the
documentation of Italian scenery and costumes. They
rapidly made an international name in the photographic
industry through their contacts with important museums
and art historians.® It is not known which of the Alinari
brothers visited Greece or when exactly this occurred, but
they are generally said to have photographed in Greece
in the late 1860s.” However, a close examination of the
photographic prints in the Benaki Museum reveal that
the visit must have taken place in the late 1890s (fig. 8).
In 1890 the two eldest brothers, Romualdo and Giu-
seppe, died and control of the firm passed to Vittorio
Alinari (1859-1932), Leopoldo’s son. The Alinari firm
took on a new direction, focusing on the documenta-
tion of the entire national territory.® By the end of the
century the firm’s catalogue listed about 20.000 subjects
and comprised 70.000 itemized negatives.

Another important acquisition by the Benaki’s Pho-
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tographic Archive is the work of the Frenchman Felix
Bonfils (1831-1885). Bonfils was an established com-
mercial photographer in Beirut from 1866, and he was
later joined by his son, Adrien, who continued the opera-
tion of the studio after Felix’s retirement. Adrien sold
up the studio in 1894, by which time, presumably, “zbe
market for professional photographs of the monuments |...]
was dwindling in the face of new technologies which pur the
art of photography within the range of the ordinary travel-
ler” . Felix Bonfils made at least two trips to Athens, in
1870-1872 and again in 1877.” His photographic imag-
es of Greece, eight of which are included in his album
Architecture Antique: Egypre, Gréce, Asie Mineure. Album
de photographies published in 1872 and ten in Souvenirs
d Orient, published in 1878, once again illustrate pre-
constructed themes of ancient ruins such as the Parthe-
non, the Erectheion and the Theseion (fig. 9). Andrew
Szegedy-Maszak has characterised Bonfils’s images as
beautiful but at the same time ‘conventional’,’' created to
satisfy the taste of the eager nineteenth-century market.
A closer examination, however, shows Bonfils’s “austere
and scholarly approach to the sites”, the result of this pho-
tographer’s interest in the archaeological, as opposed to
merely picturesque, details of the antiquities.

Pascal Sebah (1823-1886) was a leading photographer
in Constantinople who visited Greece and documented
the ‘important’ archaeological sites in 1873-1874. He
was born in 1823 and established a photographic studio
(which he named ‘El Chark’) on Pera’s Postmen Street*
in 1857. A few years later, in 1873, Sebah opened a
second studio in Cairo, where he collaborated with
H. Bechard.” In his book 7he Athens of Alma Tadema
Richard Tomlinson mentions that in an advertisement
of 1880 the Sebah studios offer complete collections of
views in all forms of Egypt, Nubia, Greece, Constan-
tinople, Bursa, Adrianople and Smyrna.”” Most of his
depictions of Greece illustrate the antiquities of Athens
but there also exist photographic images of the ancient
ruins of Corinth, Nemea and Mycenae.”® In 1875, he
published a catalogue entitled Catalogue des vues d’ Egypte,
Nubie, Athenes, Constantinople et Brousse which consisted
of 400 photographs.” The album itself was not for sale
but it was compiled to assist in the marketing of his
work. The Photographic Archive has recently acquired
two signed albumin prints depicting the Ancient Theatre
of Dionysos (fig. 10) and the Propylaca. Sebah’s pho-
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Fig. 9. F. Bonfils, 7he Arch of Adrian, ¢. 1870. Albumin pring, 21.1 x 27.9 cm.

tographs are notable for their careful lighting, effective
posing, use of attractive models, and careful attention to
detail, as well as for the excellent print quality produced
by his technician, A. Laroche.”

Towards the end of the nineteenth century more and
more tourists were visiting Greece and the introduction
of easy-to-use cameras made photography more acces-
sible to amateurs. In 1888, Kodak manufactured and
marketed the first cameras that enabled tourists to take
their own photographs. As photography became mass-
produced, the iconographic interest began to change.
“Traditional’ depictions of the antiquities were now
found dull and new ideas were explored. An interest in
Greece’s social environment and political life began to
emerge; indeed, despite all the difficulties still involved
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in the photographing of moving subjects, photographers
were now to be found at events of every kind.
Stereo-photography became even more popular in
the 1880s and 1890s. Once again Greek antiquities at-
tracted photographers, mostly Americans and Germans,
who took pictures on behalf of stereoscopic agencies
abroad. One of the larger 19th century photographic
agencies specialising in the production and sale of
stereoscopic pictures” was Underwood and Underwood
News Photos Inc., founded in 1880 in Ottawa, Kan-
sas, by Elmer and Bert Underwood. The two brothers
started their business by buying and selling stereoscopic
photographs. When the demand for such photographs
increased towards the end of 19th century, the company
began to buy up other international agencies, and it soon
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Fig. 10. P. Sebah, The Theatre of Dionysos, c. 1872. Albumin print, 26.2 x 34.4 cm.

became the leading photographic agency in America.
The company did not restrict its activities to simply
purchasing the photographs but it also produced them,
and in 1901 production appears to have reached 25,000
photographs per day. The company’s personnel was
trained to specialize in scenes of everyday life: many of
them, whose names are mostly unknown today, travelled
the world, documenting places as far afield as Japan. The
stereoscopic photographs that were taken in Greece on
behalf of Underwood and Underwood Publishers date
from 1897 to 1906. A total of 100 such photographs
(albumin prints, 8 x 7.2 cm) were issued as an album
—in the form of a box resembling a closed book— enti-
tled Greece, Through the Stereoscope. The Benaki Archive

contains a copy of this album along with a large number
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of stereoscopic photographs that date from the 1860s to
the 1910s.

Some photography historians claim that these photo-
graphs were taken by the Underwood brothers themselves.
However, no evidence exists to support this view, particu-
larly as the photographs bear only the name of the com-
pany. They explore a wide area of Greece, covering places
such as Athens, Corinth, Patras, Corfu, Meteora, Delphi,
Epidaurus and Olympia (figs 11, 12). Although they pro-
vide an extensive record of the archaeological monuments
and other buildings of historical importance, this did not
remain the photographers’ sole interest: the Greek coun-
tryside and scenes of daily life are also documented, thus
demonstrating how photography can overcome its static
and silent nature and befriend reality. On the back of each
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Fig. 11. Underwood & Underwood, The Ancient Theatre of Epidaurus, 1897. Stereoscopic photograph, 8.1 x 15.5 cm.

Fig. 12. Underwood & Underwood, Olympia, 1897. Stereoscopic photograph, 8.1 x 15.5 cm.
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photograph there is a text by Rufus B. Richardson which
links the image with its historical background. In 1925,
the Underwood brothers retired, leaving behind them a
veritable treasure-house of stereoscopic photographs.

Conclusion

As stated at the beginning of the article, a certain
sameness characterises the photographic work produced
in Greece during the nineteenth century, and our exam-
ination of the photographic collection of the Benaki
Museum has confirmed the uniformity of subject matter
at this time. Yet beyond the thematic unity an under-
lying diversity of approach can be observed. Although
early photographs of Greece may at first sight appear
indistinguishable because of photography’s propensity
to render an apparently objective view of the world, in

fact each photographer took a slightly different approach

NOTES

1. F.-M. Tsigakou, Through Romantic Eyes: European Images
of Nineteenth Century Greece from the Benaki Museum (Athens
1991) 10. The number of travellers visiting Greece has often
been linked with the political and social changes of the coun-
try. The frequent conquest and occupation of Greece and the
hazardous conditions created by war did not prevent travellers
from visiting the country: “The Veneto-Turkish War in the
mid-seventeenth century drew European attention to political
and military developments in the area”.

2. Ibid. 10.
3.S. Sontag, On Photography (London 1977) 88.
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vivid descriptions of the discomforts awaiting the traveller was
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to the ceiling; into which I creep by a hole, which is tied up directly
1 am in it, s0 that no creature gets in, and one sleeps soundly in a
room full of vermin”. Quoted from the Journals of a Landscape
Painter (1851) by Tsigakou (n. 1) 22.

5. “The institution of the Grand Tour was born in Eliza-
bethan England to finance the trip of young adults destined to
become the managing class. It was an itinerary through Europe
towards the Holy Land’. Nineteenth century travellers could
take the steamship from Southampton, Marseilles, Brindisi,
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in his photographing of the Greek antiquities.

For us today collections such as the Photographic
Archive of the Benaki Museum are of invaluable and
inspirational interest. They present a unique record of the
critical state to which the antiquities had been reduced
through the plundering and vandalism that took place
during the years of Ottoman rule. Nineteenth century
archaeological photography in Greece can assist archae-
ologists and conservators today in the difficult task of
restoring Greek monuments: indeed for the gradually
developing science of archaeology the camera was —and
still remains— indispensable.

Aliki Tsirgialou
Photography Historian
Benaki Museum

e-mail: tsirgialou@benaki.gr

or Trieste to Alexandria. Then they made their way to Cairo
where they took the steamship up the Nile to Aswan or Wadi
Halfa and finally reached Palestine and the Holy Land. On
their return, most travellers passed through Constantinople
and with a few exceptions, Athens. For further information
on the Grand Tour see also H. Chr. Adam, Reiseerinnerungen
von Damals (Dortmund 1985) 7-9, 215-27 and 1. Zannier,
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A. Demoustier and Abbé Barthélemy. In 1786, Demoustier
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mental dissertations and poems on the deeds of the heroes of Greek
mythology”. 'T'wo years later in 1788 Barthélemy published an
“idyllic panorama of the ancient world” entitled Vayage du Jeune
Anacharsis en Grece.

11. One of the best-known examples of written documen-
tation by a traveller in Greece is William Gell's Classical and
Topographical Tour Through Greece (1819), which provides a
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systematic topographical description and a detailed investiga-
tion into the antiquities.
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nomy of an antiquity and recounts the history associated with
itis A. de Burton’s Ten months’ Tour in the East. Being a guide
to all that is Most Worth Secing in Turkey in Europe, Greece,
Asia Minor, Palestine, Egypt and the Nile (1870). This gives a
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history before going on to describe all the antiquities of Ath-
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16. Edenson (n. 14) 13.
17. Rojek (n. 15) 53.
18. Edenson (n. 14) 13.
19. Ibid. 13.

20. “It certainly inspires one with wonder and admiration to
behold these massive pillars, which have stood for so many ages,
still retaining all their pristine majesty”. Quote from Fr. Herve,
A Residence in Greece and Turkey; with Notes of the Journey
through Bulgaria, Servia, Hungary and The Balcan (London
1837) 125-28.

21. [bid. 125-28.

22. T. H. Usborne, A New Guide to the Levant; for the Use
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(London 1840) 49.
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27. Ibid. 17. The daguerreotypes produced by Lotbiniere
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Greece were taken by the Frenchman Joseph-Philibert Girault
de Prangey (1808-1892). De Prangey toured the Mediter-
ranean during the years 1842-1844, travelling through Italy,
Greece, Egypt and Palestine. He returned to France with over
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volume entitled Monuments Arabes d’Egypte, de Syrie et d’Asie
Mineure (Paris 1846).
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30. Xanthakis (n. 29) 25.
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AAIKH TXZIPITAAOY
H otepedronm ewdva g EALGSag: potoypapies tov 190v atdva ota Potoypagikd Apyeia

tov Movoetov Mmevdxn

To GpBpo BaociCetal oto mpwtdtuno vAKS oL PUAGG-
oetat oto Tprjpa Potoypagikdv Apxelwv kat mpaypa-
tedetal 1o €pyo tov Eévav potoypdeev otnv EAAdSa
tou 190v atdva. Méoa and ) perétn tov potoypagt-
AV auTdv TIpokvTITEL pa opotopopia wg mpog T Oepa-
toypagia. Ou neploodtepor patoypdgor eméheEav va
KATAypaypouy pe ToV Paksd TouG TG EAANVIKEG apyad-
mrec. [apdiinia, mépa ané avty ) Bepatuct| opots-
TNTA, ATOKAAUTITETAL pLa SLAPOPETIKT| TTPOOEYYLOT] TOV
Béparoc ané kdbe potoypdgo.

2uc 19 Avyodotov touv 1839 mapovoidotnke oty
FaAiiky Axadnpia Teyvév kat Emotnudv oto Iapiot,
1 €PEVPEOT] TNG POTOYPAPIAG KAL CUYKEKPIPEVA 1) Pé-
Bodog tov Louis-Jaques Mandé Daguerre (1787-1851),

o omolog elye katagépet va anoddoet pla Betiky etkéd-
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va endve oe a xdAkvy mhdka. Katd ) didpketa tng
avakoivoorng, o I'dArog akadnuaikés Frangois-Domi-
nique Arago (1786-1853) dev mapérenpe va tovioetl Tig
noAvdpiBueg epappoyéc e “npotédtunmg” avakdiuv-
PNG. ZUYKEKPLUEVA QVEPEPE OTL «Yid va avitypapoty 6ia
va 16poyAvgixd twy peyddwv pynueivv twy Onfdy, tov
Kapvix x.d4, da xperdCoviav 20 én xar eyedves oxedia-
oy, evid pe Tn dayyeporvmixti uédodo éva pudvo dropo da
pHrmopovoe va Kdver avriy tny tepdoria epyacia». Epmveu-
opévog and v avakofvoon avt], o ['dAdog exddng
Noél-Marie-Paymal Lerebours (1807-1873) egodiace
tabdidteg pe potoypagikd efomiiopd (dayyepoturni-
K€G HMYXavéG) Kat Toug £0TELRE va KATAYPAYOLV «za 720
aroonpeinra pynueia 1ov Kéouov».

‘Etot Eexwvd 1o talidt v Eévav gotoypdgov otnv
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EXAdda. Apngdvtag tig kaptéc ovvBrikes kat to Pd-
POG TOL POTOYPAPLKOY TOLG EEOTIAIOHOY, é@Tavav aTov
EAANVIKG OpO pe OKOTO va kataypdypouv, akoAovBd-
vtag g npokabopiopéveg dradpopéc tov tabidtotkdy
0dnydv toug, ta “atroonpeiota” pvnueia tov. H Akpé-
moAn, kabdg kat ta pvnpeia mov v mepdiiovy, a-
notedoboav anapaitmto otabud tovg, pe anotéAeopa
1 mopeia tovg va axorovfei to o1 drapoppwpévo and
TOUG TEEPMYNTEG-CWYPAPOVS OTEPEGTUTIO EIKOVOYPAPLKS
TIPSYPApUa, KAl 0TO £pYO TOUGC VA PETAPEPETAL 1] EIKGVA
piag weatrig EAAGSag mov tavtifetar pe avty| g kha-
owrig apyarétnrac. To yeyovés avtd evioyue 1 meplopt-
opévn Suvatdtta Tov PEToypaPikol Pakov, Abye Tov
peydiou xpdévouv ékBeonc g paotogvaionng mAdkag,
mov kabotoboe adbvarty v anotdnwon e kivnong.

Avdpegoa oToug TPGTOuS dayyepoTurioTeg oL avéia-
Bav v anootor tov Lerebours, vjrav kat o Kavadde
Pierre-Gustave Joly de Lotbiniere (1789-1865). O Lotbi-
niere, wov taideve ot Meodyelo, emoképtnke kat Y-
Toypdgioe yla mpdTy Yopd tg abnvaikéc apyadtnteg
tov OxtdPpro tov 1839, do péiig prveg petd ty emi-
onun avakoivoor g epedpeans. Onwg avapevdtay, 1)
Akpdémorn fjrav to mpetapyiké Bépa mov enéiete.

H Sayyepotvmkyy péBodog dev eiyxe ™ duvatdmra
va mapdyet moAdamid avtituna, yeyovog mov odvyn-
0€ TOUG POTOYPAPOUG VA TPOTIUHooLV TN UEB0dO g
karotur{ag, 6mov pe T pecordPron evéc apvrtikoy
pnopovoav va ektundoovy aneptépioto aptBuéd et
kv ewévav. O Sidonpog I'dArog apyitéktovag Alfred-
Nicolas Normand (1822-1909) tpdfinée ovvorikd 130
kahoturieg katd T didpkela TC TAPAPOVAG TOL OTNV
EArdSa. Méoa ané tov gatoypagiké tov @gakd ana-
Bavduoe xupiog v Akpémodr kat g nepifdirovoeg
apyadTNTeG TG,

Ta ypévia mov akorovBobv anoterodv petafatiki
nepiodo yia ) patoypagia. H péBodog tg karotumi-
ag avtikataotdfnke and v texviky] Tov Lypov KOAAO-
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Slov kat ot peydrot xpdvot ékBeomng g potoevaiodn-
¢ mAdkag petddnkav, mpoodidoviag ot véa epelpe-
on evkpivela, gvkoiia ot xpforn kar avBextikétrta
oe dbokorec katpikés ouvvBrikes, dnwg to Beppd kAipa
g EAAGSag. Ty enoyh avti pia ogipd and yvootoig
EMAYYEAUATIEG KAl EPACLTEYVEG (POTOYPAPOVS ETUOKE-
mrovtat kat gotoypagifovv tnv Advva. Avdpeod toug
Eexwpiler to £pyo twv James Robertson katr Paul Baron
des Granges. Apketol fjtav kat ot £évol potoypdgot Tov
eykataotddnkav oty EAAGSa. Xapaktmpiotikd ava-
@épetat o Carl Schiffer, mBavée Pavapikic katayoyc,
Tov gpydotnke otnv ABYva and to 1859 fwg to 1863.

[1pog ta téAn tov 190v atdva éro kat meptoodtepot
tabdidtec-potoypdgot emokéntoviay v EAAdSa. H
pwtoypapia elye ylvel O TPOTITH OTOVG £PACITEYVEG,
TIOL £0G TOTE TAPEUEVE TO TIPOVOULO TWV OLKOVOULKA 1~
oxvpdtepwv. e autd ouvvéPale KAt 1 KATAOKELY TG
TPOTNG €VXPNOTNG QOTOYPAPIKNG UNYXAVHG amd TV
Kodak, to 1888. Acdouévov 61 1 potoypagia mépace
ot palikf mapaywyy, to elkovoypa@ikd evilagpépov
dpytoe va arrdler. To otepedtuno g anotémwong
v apyaotitev £dwae T Béom tov oTig putoypagpieg
g obyypovrs Lotc. Eppavifetat, dniady, ewtoypapt-
K6 evdlagépov yla ta ToALTIkA kal Kowavikd dpdueva
mg EAXAdag, mapd g duokories mov ogelloviar aks-
pa oty advvapia mg potoypapiac va kataypdyetl pe
emrvyla v kivnow.

Adyw g paydaiag eE€MEne Tov €xetl yvopioet to pé-
00 pE TNV TIdpodo twv eT6v, 1 poondbela ov katé-
Barrav ot mpdrol petoypdgotr gaivetal va vrotipdrat.
Meretdvrag kavels 1g eicdveg avtée, ondvia draxpivel
g teyvikés uebddoug 1 akdpa kat ™ @avtacia mov &-
TevdtBnke yia v mpaypatonoinoy] tove. Ilapd tr Be-
patiky] opotopopia mov yapaktnpilet ) pwtoypagpia
tov 190v awdva otv EAAGda, o kdBe potoypdgog pe-
TEPEPE OTIC EIKOVEG TOL TO TIPOCOTIKS TOL BPOG, amoTé-
Aeopa pag wialtepng diepedvnomnc tou xwpov.
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