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"H &xBeon adt dpyavdbnke anod v "EOvixh MMvaxobikn o cuvepyasia pE 10 Bpeta-
viké Zvppovito. Ta Epya napaywpifnoav and 6 Bpetavikdé Movotio kai thyv Tént
Ixakept o8 dvréraypa tiig éxbéoemg g oviroyfic N.II. Toviavdpii o1o Bpetavikod
Mouvagteio.

This exhibition was organized by the National Pinakothiki in collaboration with the
British Council. The works are lent by the British Museum and the Tate Gallery, in
exchange for the exhibition of the N.P. Goulandris collection in the British Museum.
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JM.W. Turner, Self portrait, c. 1798



ITpocpdvnan tod Awvbovesi g "Efvinic Mivaxothixn: Apa Anun-
tpiov Hanaotduov mpog toig Kaleouévous yia ta éywaivia thc énlé-
aews T M. Tépvep mob Eyivay napovaia g A.E toi Hpoédpov 1
‘Erinvikiic Anuokpartia; Kopiov Kovetavrivov Kapauavif wai o
A.BY. Mpiyximooac Mapyapitag ti; "Ayyiias, kouooas toi Lvo-
ovvTov.

'H "EOvik) Mivaxobrjrn, nov Ew v T} va Ekmpoownd ods kaioowpiler ué eiikpive
1apa otV Amowivy GUYKEVIpman T@V Eykaviwy e ixbécews Epywv tob J.M.W.
Turner.

‘H mapoveia oas é0@ jaumpivel v éxdniwon, avpfailer oty mpowbnan tdv
OIAKPATIKDY MOAITIOTIKDY AvTaiiay®dy kal Tiud v Exlean To0 peyaivtepov EKmpoaco-
OV THS POUAVTIKHS Tomloypapiac atny ayyiikn (wypa@ikn tol TpomTov (ool tob 190v
aiwva, mov y1a mwpaTy Popd dpyavidverar oty "Eiidda.

Xaipouaote yid 1a dnoyiva éyxaivia 6nmg kai yia é.4ec tic éxbéserc mov mapovaidaty-
Kav dno tig aifovees tijc "EOMKAc [Iivakobnixns yati § npoondbeia éiwv abtdv mob
épyactnrav 06 Ta teAEvTala MéVTE g povia—ano v quépa mob "Eaeic k. Ipoedpe pali pé
tov tote Hpoedpo tiic "Eimviktic Aquoxpatiac k. Kwvatavrive Todtao dvoilate tiv
ITvaxobikn — onquotpynae tic mpoimobicel; wate va eipacte 6é Béan va auvepyaloua-
ate pé ta peyaivtepa Movaeia tob Koouov. ‘Avagépovue tic éxbécerc mov mépagav
«Meoaiwvikny yaiiikn yivntika», «ldiior iunpecioviatéic kal petaiunpecioviotes Cw-
ypapor», « Mvijues kai dvaficraels tobd kAaaikod nvevpuatogy pé Epya dno 1o Mytponoit-
ko Movaeio tijc Néag "Yoprne rai v "EOvikn [Tivaxobhjxn tic Obdoiyrtov, kaloc
Kai avtés mov eival mpoypappaticuives onws « Tpel aidves ianwviky (wypagin kai
1apaktikny ano 1o "Efviko Movaeio o0 Towvo, « Eénpeaiovieuos» ano v "Efvixn
ITivaxobrkn tov Bepoiivou kai « H X yola to0 Movdyov toi 190v aicyva» dne tv Néa
IMivaxkobhjkn kai Aéumayyaovg tob Movdyov.

Oa npémel 6uwe va Toviow 6T1 kauia Aro Tic pélilovoes éxbéaels dév Ba ftav dvvaro va
npaypatomomber yawpic v ebyevikn mapaywpnan thc cviioyic Nikov xai Ntoiivg
Toviavopd], i 6moia pé 10 GVUTOAOIGTHS KALAITEXVIKAC Kai ioTopIKTiC onuaciac mepi-
&xopevo ™ kai v alia mov THc mpocdidovy Td mepipnua KvKAGOIKA gidmila Kdvel
EQIKTES TIC povadines avtés éxbécers péoa oo Kufepyytice npéypaupa dvraiiaydv. Na
v gvufloin Tovs avty kai 6Ty Tpayuatonoinon tic éxbéaewe Turner éxppalovue Tic
Bepuéc pac evyaprories.
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X v npoetoipacia tic éxbéceme atnpiybrikaue 610 DAko mov énelepydotnkay uebo-
dika xai ématnuovika ol dyyiol cuvdadeipol. "EOD npénet va éxppactel éva elAkpIveg
ebyapioTd mpog v Aeomowida Lindsay Stainton kai tov Kopio R.H. Williams kai
TOUS GUVEPYETES TOVS, OV yé THY Ponberd Tovg éxdobnie dmo v "Ebvixy ITivaxobrjrn o
émiotnuovikog katdioyog thc éxbécemc.

"Enionc émibuoud va éxppdow tic Oepués pag edyapiaties npog tov npéafu tic "Ayyiiag
Kipio I.J.M. Sutherland kai tovg avvepydteg tov kai idiaitepa tov kbpio D.J.M. Dain,
apog tovs k.k. J.M.E. Took kai M.J. Bootle 100 Bperavikod Lvufloviiov, kai mpog toig
guvadéigoue tol Bpetavikod Movaeiov kai tic Tate Gallery. "H idéa tijc éxbégews
abtijc Eemidnoe dno tov kvkio T@®v ev{nmicewy mov elyav oi bmovpyoi Ioirtiouod kai
Emiatnudv k.x. Aquitprog Nidviag kai "Avépéag "Avépiavémovios pé tovg bmevbuvouvsg
100 Bpetavikod Movaeiov kai thv k. Ntoiiv Foviavdpsi. Ztic éni pépovg 01001kaotikesS
épyaciec Poribnoav onuavtika oi Ievikoi AwevBoviés HHoiitiotikdy “Ynobéoewv k. .k.
Tedpyroc Mapaykione xai adbioc Xat{nbwuds. "0Oiovg tovg bmebBuvovg toi "Yrouvp-
yetov IToAtiouot kai "Emiatqudv ebyapiatd Gepud.

"H napovdia duwe 6/wv oag Kkai fj anuacia mob dnoktd 1 Exleon abty ué ) coppuetoy
gag divel ) dvvatotnta euveyioews tod rpoypduuaroc thc "Ebvikiic Mivaxobixkng pé
éxléaeic — elkoveg ueydiwv Emoydv TS Téyvng, mialgiwuéves dno draiélelc kal Kiviua-
TOYPAPIKES TAIVIEG TYETIKES UE TO Tepieyopuevo tovg. M’ avty ty Paon dpyilet kai to véo
nevraetég npoypauua s "E@viktic MivaxoBnkns oé jua npocndbeia auvepyaoiag ué dia
ta Moveeia xai tic ITivakobijkes péoa atov douVOpenTo KOoUO THC TEXVIC.
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Address of the Director of the National Pinakothiki Dr Dimitrios
Papastamos to the guests of the opening of the J.M.W. Turner
exhibition in the presence of the President of the Hellenic Republic
Mr Konstantinos Karamanlis and Her Roval Highness, The Prin-
cess Margaret Countess of Snowdon.

As the representative of the National Pinakothiki, I have the honour and the
pleasure to welcome you to this gathering on the occasion of the opening of the
Turner exhibition. Your presence among us adds a particular tone of splendour to
this event, and makes the first exhibition in Greece of works by the greatest
representative of romantic landscape painting in early nineteenth century art a
very special occasion.

We are delighted to have the opportunity to organize this opening, as well as the
exhibitions previously presented in the rooms of the National Pinakothiki, because
we are now in the position to collaborate with the major museums of the world. This
has become possible through the efforts of all those who have worked in this
institution for the last five years,namely since the day that Your Excellency, Mr
President, together with Mr Konstantinos Tsatsos, then President of the Hellenic
Republic, inaugurated our museum. Since then we have presented exhibitions such
as the «Medieval French sculpture », the « French impressionist and post impressi-
onist painters», and « Under the classical spell» — an exhibition of works from the
collections of the Metropolitan Museum of Art, and the National Gallery of Art in
Washington. Our future programme includes the following exhibitions: «Three
centuries of Japanese paintings and prints» from the National Museum of Tokyo,
«Expressionism» from the National Gallery of Berlin, and «The nineteenth century
School of Munich», from the Neue Pinakothek and the Lembachhaus of Munich.

In this connection I would like to point out the fact that none of these future
exhibitions could materialise without the generous collaboration of Nicos and
Dolly Goulandris, who kindly made their collection available for exhibition in
major museums of the world, as part of our government’s cultural exchanges. This
collection, enriched with the added glamour of its famous cycladic figurines is of
invaluable artistic and historical importance, and makes possible the organisation
of such unique foreign exhibitions which we receive in exchange. We are very
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grateful to Mr and Mrs Goulandris for their contribution to the realisation of the
Turner exhibition in particular.

In the course of the preparation of this exhibition we have worked with material
handled by our British colleagues in a most methodical and scholarly way. We
would like to thank Miss Lindsay Stainton, Mr R.H. Williams and their colleagues,
who prepared the texts and other material included in the scholarly catalogue
published by the National Pinakothiki and Alexander Soutzos Museum.

Thanks are also due to the Ambassador of Great Britain Mr 1.J. Sutherland and
his staff, and particularly Mr David Dain, to Messrs J.M.E. Took and M .J.Bootle
of the British Council, and to all our colleagues from the British Museum and the
Tate Gallery.

The idea of the organization of this exhibition emerged in the course of discussi-
ons between the Ministers for Culture and Sciences Messrs D. Nianias and An-
dreas Andrianopoulos with the officials of the British Museum and Mrs Dolly
Goulandris. The General Directors for Cultural Affairs, Messrs Yeoryios Maran-
ghidis and Pavlos Chatzithomas, greatly assisted us in individual administrative
procedures. Our warm thanks are also due to all the officials of the Ministry for
Culture and Sciences.

It is nevertheless thanks to the presence of all of you here and the importance
bestowed on this exhibition through your participation that we are enabled to
continue the programme of the National Pinakothiki. This programme includes
exhibitions which offer a picture of great periods in the history of art, enriched with
lectures and films related to their content. The programme of our museurm for the
next five vears is based on our endeavour to collaborate with all museums and art
galleries, since the world of art has no geographical boundaries.

14



[TPOAOTOX

‘H ixlcan avty véatoypapidy kai ératoypagiidv too J.M.W. Turner évtasoetal 610 npo-
JPALA TOV SIAKPATIKGY TOATIGTIKOY dviaiiay@dv. "Ano éiinvikes nievpds Oa mapovaiactel
oo Bpetaviko Movaeio tov Mdio tob 1983 §j aviioyn kukiadikis téyvys N1, Foviavopi.
Xtiz danpayuarevoers i@ ™y mpaypatmen v ékbécemy avtd@v mipav uipos dpuodiol
rapdyovres o0 Yrovpyeiov Mosmicuod kai "Emomudy, tic "EOviic Mivaxobixns xai
Movaeion "Aieldavépov Xovtlov, tob Bpetavikoi Movaciov, kai tob Bpetavikot Zvufoviiov.

i v éxBean abthy ebyapiatobue tov npéofu tic Meyasns Bpetaviac oty "Abjvarx. 1.J.M.
Sutherland, tov Awevbuvth wai tov "Yrodiewbovty tod Bpetavikoo Zvufoviiov k.k. J.M.E.
Took, kai M.J. Bootle, kai tov Atgvfuvtip ToD moAITioD Tjuatos i dyyAnic npeafeias k.
D.J.M. Dain.

Tic Oepuéc nas evyapioties éxppalovpe énions npos tov mpamy "Yrovpyo Holitiauob kai
Emiatnucv Kalpymy k. Aqwitpio Niavia 6 émoiog éleae tic fagerc yia tic Anpookontes
Sanpaypazevaers, 1ov anuepvo Yrovpyo Moliniauod Kai "Emiactudy k. "Avopéa "Avopiavo-
novie yia v fonberd tov oty viomoinan ths Exbleons, tov Liufovio tov idiov "Yrovpyeiov k.
Techpyio Mapaykion, tov dvarinpot evico Arevfovey k. Hadio Xat(nBoud kal tov Aiev-
Ovvey Moppwtikdy Lyécewv k. "Avdpéa Baaironovio.

Ty peyarn ovpfoin tob Nikov xai this Ntoiivg Foviavdpsi ativ mpaypatonoinan s
inbeonc atiic pé ™y napaywpnen thc aviioyiic tovs, ToviCovue idlaitepa Kai TovS EVyapl-
atovue epud.

T oy mapaywpnen v ipyov s ékbécems ebyapioties dpeliovial mpog Ta AIOIKNTIKG
Svupovia tod Bpetavikoi Movaciov, tjc Tate Gallery, tév Movacicv Ashmolean tijs
‘0&popon: kai Fitzwilliam tob Kaipuapitl, rkai mpoc to Zvufoviio tic Hoins kai v
IMivaxothiky wai 16 Movaeio tob Towneley Hall tob Mrépviv.

Od frav Huws tapaieryn va oy Ekppacovue Tic ebyapaties pag yia 1 fonbeid tovg atpy
npoctoipaaia tc éxbéaems npos tovg kupiovs John Gere, "Egopo toi Tjuatog Xapaxtikov
wai Xyediwv tob Bpetavikoi Movoeion, kai Martin Butlin, "Epopo thc Lviioyis "Ayy ki
Téyvns tic Tate Gallery,  deonovida Lindsay Stainton, "Emueintpia toi Tunjuatog
Xapaxtikév kai Xyedicov toi Bpetavikod Movagiov mov Eypaye Kal Tic mepiypagés 1ol
rataioyov, tov k. R.H. Williams, ématquovico ouvepyaty tob tiojpatos Xapaxtikdv Kai
X yediwv tob Bpetavikod Movaeiov, kai tov k. John Gage, avyypagéa tijc peiétns « O Tépvep
Kai TO EAANVIKO TVEDUQ» , TTOU MEPIAGUPAVETAL GTOV KATALO}0 UGS, TO EMITTAHUOVIKO KAI TELVIKO
npocwniko TV povaeiwv Ashmolean tic "OClpopons, Fitzwilliam tob Kaipumpitl, thc
ivaxobrns kai tod Movaeiov tod Towneley Hall tod Mrépviv, kai téAog mpog tis deomorvi-
dec Margaret Mc Leod kai Barbara Putt o0 Bpetavikot Zvpfioviiov.

Ap Aqpmrpros Hanaartajio
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FOREWORD

This exhibition of watercolours and oil-paintings by J.M.W. Turner is part of the pro-
gramme of cultural exchanges between states. The Turner exhibition will be seen in
Greece as part of this programme, and in return the N.P. Goulandris collection of
Cycladic Art will be seen at the British Museum in 1983.

The realisation of these exhibitions was the result of discussions betrween the appropri-
ate authorities of the Ministry for Culture and Sciences, the National Pinakothiki and
Alexander Soutzos Museum, the British Museum and the British Council.

We would like to express our gratitude to H.E. the Ambassador of Great Britain in
Athens Mr. 1.J.M. Sutherland, to the Representative and the Assistant Representative of
the British Council Messrs J.M.E. Took and M.J. Bootle, and to the Head of Chancery of
the British Embassy Mr. D.J.M. Dain.

Thanks are also due to the former Minister for Culture and Sciences Prof. Dimitrios
Nianias, whose early involvement paved the way for the successful realisation of the
project, to the present Minister for Culture and Sciences Mr. Andreas Andrianopoulos
for his assistance in the realisation of the exhibition, to the Counsellor of the same
Ministry Mr. Yeoryvios Maranghidis, to its Deputy General Director Mr. Pavlos Chatzi-
thomas, and to the Director of Cultural Affuirs Mr. Andreas Vassilopoulos.

A particular word of thanks is due to Nicos and Dolly Goulandris who kindly made their
collection available for exhibition in foreign museums; their contribution made the
realisation of this exhibition possible.

We would like to express our gratitude to the Trustees of the British Museum and to the
Trustees of the Tate Gallery, to the Visitors of the Ashmolean Museum, Oxford, to the
Syndics of the Fitzwilliam Museum, Cambridge, and to the Burnley Borough Council and
the Towneley Hall Art Gallery and Museum, for kindly lending us the works included in
the exhibition.

For their work on the exhibition thanks are also due to Messrs John Gere, Keeper of the
Department of Prints and Drawings, British Museum, and Martin Butlin, Keeper of the
British Collection, Tate Gallery, to Miss Lindsay Stainton, Assistant Keeper, Depart-
ment of Prints and Drawings, British Museum, who also wrote the catalogue entries, to
Messrs R.H.Williams, Research Assistant, Department of Prints and Drawings, British
Museum, and John Gage, author of the essay « Turner and the Greek spirit » included in
our catalogue, to the staff of the Ashmolean Museum, Oxford, the Fitzwilliam Museum,
Cambridge, and the Towneley Hall Art Gallery and Museum, Burnleyv, and to Miss
Margaret Mc Leod and Miss Barbara Putt of the British Council.

Dr Dimitrios Papastamos
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AHMHTPIOL ITAITAZTAMOX

®ig kai ypdpa ot1a tonia tod Tépvep

TI'ipew oo 1800 1 Tomioypapia dpyice aryd-c1ya va GTPEPETAL ATO TH OIGKOGLINTIKY ATEIKOVIO
Amowewy TAPpK@Y PO TH VATOLPALITTIKY Arodoan THC dTuoapalpas Kai Tol gwTtos. LTy
*Ayyiia fi diiay abty Tob bpovc avvééetar pé o Cwypagixy tob Kovatauni kai tod Tépvep. 'O
Kévataunifjirav 6 rapatnpntis t@v idaitepmy EmOpacewy TV ALAayDY TOD pWTOS G TN QU1
nov mpoondfnce va Tic AReIKovIGEl [UE PEALIGTIKO TPOTO KAl [4E THY MOIKIAIG TV Y POUATIKDY
tévav, &vad 6 Tépvep bmipie 6 pouavtikog (wypdpog ué Ty miovaia paviagia wov évolagepo-
Tay Kupiwe yia tovs mapdlevovs POTITHOUS Kai TO Malyviol TV xpoudtay.

Aexatpidv ypovdv dpyioe va ayedidler, kai ota dexatéaacpa frav fjon pabntys tod T{oaova
Pévvoivtc ativ "Axadnuia. To 1793 dvéiafe tv mapayyeiia tov yapaxtn TCénquc ovdkep va
oyedidogl Ty eikovoypagnon tob mepiodikod «Konmepnient Maykalive. Zto miaigio TS
épyaaiac avtiic Enpene va diacyicel bieg Tic Emapyies the Meydins Bpetaviag kal va kataypd-
wel maiid maidrtia, kaledpicovs vaovs, Audvia, mOAEIS Kal popavtika tomia TV AKTOV, o¢
oyédia mov katomy Oa uetagépovray aé yaixoypagia. To 1807 mijpe t Oéan tob kablyyntij tijc
npoontikAic ot Bagiiiky "Axadnuia. "E(noe 10 ueyaivtepo pépoc s (wijs tov ato Aovdivo,
¢ driotyra Kai ywpic vmepfoiikéc kai éCelnuéves éupaviaers. "Exave noiia talidia oty
Ebponn. To npdro, ata 1802, tov Epepe uéypt t Aovképvy kai 1o devtepo, ata 1819, tov Epepe
Vid TP Popd gé votTies meployEs, omws f Poun kai § Neanois.

To pdc mob dvravaxidral mavw atic Apvobdiacces kai 1o fabv yaidlio ypdpa tic
Oaiacaac tic "Adpiratikiic kai tiic Nedmoing tov yéaayv u’ évBovoiacuo, kai 64a ta ficdpara
@V Styacuévay yid ypouata patidv tov Eyivay Eviovaepa, otay Emyeipnae Eva OEVTEPO
talior oy “Traiia 1o 1828. O 'aiioc avyypovos tob Movaaév, Kiwvt Aoppaiv imijple 10
RPOTUNG TV Kai 08 Toiid, dkopa kai puetayevéatepa, Epya tov, 6nwg eival « H A1 ktiCer v
Kapyndovar ( 1815) kai « 'H nrevon tiic abtoxpatopiac tic Kapynoovacr (1817 ), « H "Aypin-
niva Byaiver ativ Enpa pé v téppa tob lepuavikoi» (1839), « O koinog tdv Baiwv pé tov
"Anériwva kai ) Lifviar (1823), énnpeaatyre pavepa an’ avtov. "H Aduyn tob @163 Kai
IOV ypOUATOY T6V Anacyeioboe Gio Kai Teplacotepo Ano v idia Ty dmodoan tob Péuatos.
‘O Tépvep drxoiovfnae to rapdderyua tob Kikvt Aoppaiv kai ato ot1 dno o 1807 dpyige va
kpatdel éva «liber studiorum» pé omovdés v Epywv tov. Metad 1o devtepo tacior ativ Tralia
ayediace kai {wypdpiae TIS éxtsmpéve; anowelg kai 1d peé tob pwtog ota Pfovva Kal Tig
Aluves pé T yvoata) miéov Sika Tov Texvotponia, mob yapaxtnpiletal Amo GRaiong, SuiyAMOeLS
tévove. Of Baiacavés tov eikoves ué ta peyaionpenn iatiopopa onws elval to «Ilpookivyua
tob Tadiivt Xdpoivr» (1832), « H Oed tiig diydvoiag diaiéyel 1o pijio tic anéiavans atov
kfimo t@v "Eomepiowvy (1806) 1 « ‘O yievacuog tov Hoibgnuov dno tov ‘Odveaéar (1829),
Aovauéves ato Sidyvto @S elvar ot GKNVIKY Tovs ovvleon mpayuatikec dnoyel; noiewy,
diida otovs ypopaticuets tovg (wypagikd opaupata mob mAovTICovy THY TOmIOypapia LE
évteidc kavoipyia atotyeia. Katd tj uetayevéatepn nepiodo s épyaoiag tov, Ao Ty omoia
RPoEpyeETal Kai TO peyaivtepo uépoc tav Epywv thc Exbeanc tov atyyv "Efviky IMivarxolikn, 6
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Tépvep drapopomoe oty voatoypagia jud Tey vikn EneCepyacias tol ypouatoes mol apnve Tig
elkoves va Cempofiaiiovy aav puéoa dmo avvvepa ypwudtwmv, avatapayy tic Baiaceac kai
dmieto e@g, pé jua auveyn Kivpan. To @aivouevo e QUaNS, HETAPPATUEVO GE ¥ POUATA Kal
Cwypaginn, dreievfepdvetal Ano THY AVTIKEIUEVIKOTHTA Kai Ao kdbe mepropiouo. Xty na-
tpida Tov i boatoypagia ANEKTNOE S VEOS TPOTos Exppacns v idia fapitnta ué ) ifoypa-
pia, mov elye poirc avakaiveler oty Edpany. "Etal Eyive 1o puégo jadc Anaiig, pevotis Kai
VEUATHS QDS Kal OKIEC ATOJ0NS THC TPAYUATIKOTNTAS, OMOL T4 GUYKEKPIUEVA gTolyeia Too
Epyov dlaivovral Kal T TEPIYPAUNATA TV LopPAY ¥AvovTal yé TV Apaviac Ty TolIKIAla Ty
ypouatik@y tovev., "H teyvikn abty s Ddatoypagiac avranoxpivetal ot popavtikny dvti-
Anwn oup@@va [E THY Omoia 1 TPayuaTIKOTHTA UeTafdiieTal Amo TH payikny Adpwn T
pavtaciag, v ouyypoves émidéyetal Epeliouata kai Emdpacels dmo Ty UAn kal tic aiotnaer.
‘Ao v Eroyn avty kai uéypt to Bavato tov 6 Tépvep KAVEL THY TPOTWTIKY TOV TEYVIKR THS
voaroypagias AmoKAEIGTIKY apyn THS Elatoypagiac kal s [wypapikfic tov yevikd. X1n
Meadyeio qpbe oé énapn pé 64a 1a pwteva Paivousva Tob A0V uE TIC AVTAVAKAGGEIS TOV OTH
Hdaiacaa, kal of EVTUREGEIS TOL AVTES ATO TO VOTO Aveueiynkay oty paviacia Tov ué To dpaua
T axotenvoy poung kal QoA outyins tob Aovdivov. Mé iy Cwypapikii tov 6 Tépvep éCéppaae
) voaTaiyia Tov YId TIiC Eumelpies Tov Amo Y Ouiy A THS matpidag tov ué uetafifaceic tovey

‘H Ao xtiler v Kapyndova
Dido building Carthage




"H Bed tiic diydvoras draiéyer 16 wilo i dréiavens atov ijno 1@y "Eomepiowy
The Goddess of Discord choosing the apple of contention in the garden of the Hesperides

xal TpoTopavtes émeCepyacies v ypopdatwy. "H éntioyn 1@dv Oeudrwv éuws Qupiler ouveydc
tic pouavtikéc dpetnpies e Cwypagikiic avtic, dott 0 Tépvep didieye Cexmpiota PuOIKA
parvoueva, 6mws eivar oi Tpikvuies, oi Kararyides, of pTIES mob Katavyalovy TV obpavo, Kai
AKOua GTIYUES THS PUONS ATEIKOVIGUEVES [é ATOYPOTEIS oV SIvovy TV evKaipia va animael
AV GTO0 HOVaaud TH ¥ PWUATIKY KALaka TS ueyaiomvons gavraaiac tov. To 1843 piiote-
yvnee Tovg nivaxkes « Pac kai ypduay kai « EK1EC kKal oxotddiy. L' avta ta épya o Tépvep rjbeie
Vi ATOOWGE! JiE ypopata 1o kAlua to npowi kai to fpady tis fuépas tol katakivapoi. "Av kai
ota tonia avta 0én Oéinae va drapvnler tic pouavtikég avriinyerg, évrovtoig £0ele, pe ™v
éxioyn Tob TiTAov, GTI TO TPATHATIKG TOV EVOIAPEPOY HTAV T4 PAIVOUEVA THG énidpaons tob
POTOC TAve aTd ypopata, ta onola énediwce va ATOOMOEl MAVE TTO HOVOAUA [ T PaVTd-
OTIKY IKavoTnTa Evog dAYnuiath.

"Onwe 6401 oi Lwypdpol 1@V dpy@®v Tob dékatov Evatov aidva, Etal kai 6 Tépvep katéinie
HETA GTLO OAIN HEAéTn 08 ja dneievbépmon aro kabe deauo Kai Voo, IO UE TOON ERUEAEI
napédwaay oi Lwypdgor Tob déxatov bydoov aidva. Zwypapol omws 6 Tépvep 1j 6 Nteiakpovd,
nov dvifkovy gty yevia mob E{nae dvdpuesa o’ abtovs Kai ToUg GUETWS EROUEVOVS IUTPETIOVIOTES,
npoandtnoay ué 6in tovg ™ dvvas va metvyxovy pid (wvravy dnodoan tHS Evipyelag tob
ypparos. "H éxbean tédv iumpectovioTdy kai peTaiunpeaiovio 1@y {wypagamy Tov Tapovsiaoe
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# "E@viky Mivaxobrixn tov yeyuddva tob 1979/80 pdg Edeiée o éxeivor év éminrodoav pé
Kavéva Tp6mo Y AREIKOVION ECAIPETIKGY KATAOTAGEWY Kai TVYaiwV AERTOUEpEIBY THS PHoNS
nov Ewayve xdanotog aav tov Tépvep, 6 6moiog petovaiwve 1o tomio mov CempoPaie péoa dno v
Opiyin o€ jua ovepikn ovvBeon.

T tovg iumped1oiatés of @1Aaye; TAV ypOUATIKDY TOVWV UE TR Eridpacn Tod pwTog firav
1ion éaitiag tod Tépvep, tod Nteiaxpova kai 1dv ékmpooanwy tis Xyolfs g Mrapumilov,
kdti abtovénto Kai dmoteiodv vopo. I't” avrobs i didamacn kai fj didbiaon Evomdpyel fjon ato
id1o 1o fiaxo pdc. Kai dxoua elvar vopog tic avBpomivys dpaong, 10 611 806 Gia, Kai T0
xabéva ywpiota, éupavilovral duoiopoppa povo aav éva maryviol g TUxNS.

‘H ovvoiikn évrimwen mob amoxouiler 6 Beatic dno to Epyo tod Tépvep tov kaver va
auveldntonomael 6t1 oty PN MEVINKOvTactia tob déxatov Evatov aidva elvar 6, povog
Kaiirtéyvme mou, aneifapyvtac atovs vououg thc Cwypapikic e Emoxiic Tov, byt Hovo Oev
énedince va dviriapfdverar To udti duéog Tic peydies Hopees Kai va avilaufdver i oyéoels
oV brdpyovy dviueoa o tpiodidotara dvikeipeva, GiAd kai katépbwae va dyvoel oyedov
yewioyin ovvleon tis émedveras thg yiG, T ueydin ayéan tob vepoi kai Ty 6pooelpdy, aTHY
npoandberd tov vi peradwoe tic vrvrndaels mov fibeie ué Ty drodoom tig dedviasTng
noiilac v droypdaemy mov dnuovpyody kai of ebaicOntes kai oradiaxés, diid kai of
dnotouec xai toiunpés petafolés tob pwtos Kai TV kaipikdv pavouéverv. ‘O Tépvep buwe
nov mapatipnoe ué toon npocoyy v dotaby katrdotacn tob olpavod kai Ty RolkIAla TV
perafoidv 100 poTos, Kai Tic dretkovioe ué Eexwpioth deloteyvia Kai Emiuéieia, ypnoiuomnoi-
nae v avBpdnivy mapoveia g kati mov A&ile iows Arydtepn npocoyr. "0 @vlpwmnog ftav yi’
abtov povo kdmolog MepacTikes, mod dgnvel miow Tov uévov Iyvn dmo T mEpacud Tov.
‘Avtifeta, 1j émedvea tic yic, kabag kai of peydies émpaveres s Enpds, Tod vepoi kai Tod
obpaved, eival atoiyeia aicdivia kai dpbapta, mod 1 gvon Tovg dikaidvel kdbe npoandbera yid Ty
600 TO OVVATO EVIVRWGIAKWOTEPY ATEIKOVIOH TOVS.



DIMITRIOS PAPASTAMOS

Light and colour in Turner’s landscapes

Landscape painting makes a significant turn around 1800; the decorative views of parks
are gradually replaced by scenes in which the rendering of the atmosphere and the light is
more orless naturalistic. In England, this change of style is related to work of the painters
John Constable and Joseph Mallord William Turner. Constable observed the particular
effects of the changes of the light on nature, and attempted to indicate them in a realistic
manner in his paintings, through the variety of the shades of the colours. On the other
hand, Turner was a romantic and imaginative painter, particularly interested in unusual
lighting and its effect on the colours.

Turner began to draw at the age of thirteen, and the next year he became a pupil of
Joshua Reynolds at the Royal Academy. In 1793, the engraver James Walker entrusted
him with the preparation of drawings for the illustration of the «Copperplate Magazine ».
In order to fulfil the requirements of that commission, he was obliged to travel through all
the provinces of Great Britain, and to record views of old palaces, cathedrals, harbours,
towns and romantic coastal landscapes, which were subsequently going to the engraved.
In 1807 he was appointed Professor of Perspective at the Royal Academy. He spent most
of his time in London, where he led a simple life, without any exaggeration and affecta-
tion. He made several trips to Europe; the first, in 1802 brought him as far as Lucerne,
while the second, in 1819 brought him further south and gave him the opportunity to visit
Rome and Naples. The reflections of the light on the water of the lakes and the sea, the
deep blue colour of the Adriatic and of the sea of Naples filled him with enthusiasm.
During his second visit to Italy in 1828, his eves, longing for colour, were dazzled by its
infinite richess and variety in that part of the world, and his records of those impressions
were full of intensity. The paintings of Poussin's contemporary Claude Lorrain served as
the models for a number of his paintings, and even for some of those dated to the late
periods of his activity. Such works are «Dido building Carthage» (1815), « The decline of
the Carthaginian Empire» (1817), « The bay of Baiae with Apollo and the Sibyl» (1823),
and «Agrippina landing with the ashes of Germanicus» (1839). He was generally more
preoccupied with the rendering of the brightness of the light and the colours, than with
that of the subject itself. Following Claude Lorrain’s example he started keeping a « Liber
Studiorum» containing studies of his works in 1807 . After his second visit to Italy, he drew
and painted the extensive views and the extraordinary effects of the light on the
mountains and the lakes in his own distinctive style, marked by the use of soft, misty
tones. In his paintings with marine subjects, which sometimes include splendid sailing
boats, the diffusion of the light is particularly noteworthy; such paintings are «The
goddess of discord choosing the apple of contention from the garden of the Hesperides »
(1806), « Ulysses deriding Polyphemus» (1829), and « Child Harold's pilgrimage », (1832).
Although the composition of the scenes is that of the typical views of cities (Vedutae), his
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pictorial visions which introduce completely new elements in landscape painting enrich
their colours. In the course of the late period of his activity, to which a large number of the
works in our exhibition belong, Turner developed a personal technique of treating the
colour in his watercolours; this technique gave the impression that the pictures were
emerging from clouds of colour, turmoil of the sea and dazzling light in an endless
movement. Nature as a phenomenon transformed in colours and painting techniques, is
thus liberated from all limitations imposed by objective reality.

In England his technique of watercolour soon acquired the same importance as those
of lithography, which was recently discovered in Europe; it became the ideal medium for
the expression of a soft and flowing reality, full of light and colours, in which all concrete
elements seem blurred, and the outlines of the forms are lost through the incredible
variety of the chromatic tones. Turner's technique of watercolour is in tune with the
romantic concept, according to which reality is transformed by the spell of the imagina-
tion, while receiving stimuli and influences from matter and the senses as well. From this
time on and up to his death, Turner made that personal technique of watercolour the
exclusive principle of his oil-paintings and of his painting in general. In the mediterra-
nean countries he had had the chance to observe all the luminous phenomena of the sun
with its reflections on the sea; those impressions from the south were mingled in his
imagination with the vision of the dark and foggy London. In his paintings, Turner
expressed nostalgic feelings for his experiences of the misty atmosphere of his native

'O xoinog t@v Balwv ué tov "Anoiiwva kai t Lifvia
The bay of Baiae, with Apollo and the Sybil
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city, through gradual changes of tones and novel treatment of colour. However, the

. choice of his themes is a constant reminder of the romantic origins of his painting, for he
chose to illustrate exceptional natural phenomena, such as tempests, storms, fires
illuminating the sky, and even different natural conditions, through tones which enabled
him to spread the chromatic scale of his inspired imagination on the canvas.

The paintings «Light and colour - The morning of the deluge» and «Shade and
darkeness - The evening of the deluge » were made in 1843. In these, Turner attempted to
indicate the climatic conditions of the morning and the evening of the deluge through the
treatment of the colours. Although he did not wish to abandon the romantic character of
his painting, his choice of titles indicates that he was mainly interested in the phenomena
caused by the influence of the light on the colours, which he attempted to render on the
canvas with the phantastic skill of an alchemist.

After considerable study, Turner like all the early nineteenth century painters came to
the liberation from every bond and law which were so carefully transmitted by their
eighteenth century predecessors. Painters like Turner and Delacroix, who belong to the
generation which is intermediate between those and the impressionists, directed their
efforts towards a lively rendering of the chromatic energy. The exhibition of impressi-
onist and post impressionist painters presented by the National Pinakothiki and Alexan-
der Soutzos Museum in the course of the winter 1979 - 80 demonstrated their lack of
interest in extraordinary situations and accidental details of nature; on the contrary,
Turner transformed the landscape emerging from the mist into a dreamlike composition.

The achievements of Turner, Delacroix and the representatives of the French School of
Barbizon enabled the impressionists to view the changes of the chromatic tones through
the influence of the light like something which had the validity of a given and self-evident
law. The diffusion and the reflections of the light are thus treated like something inherent.
Moreover, it is a law that all things in their totality and each thing separately may
accidentally give the impression of uniformity to the human eye.

Turner's complete work helps its viewer realise that he was the only artist of the first
half of the nineteenth century who did not conform to the pictorial laws of his time thus,
he did not seek to help the eye perceive the large forms and the relations between
three-dimensional objects. In addition to this, he managed to deliberately ignore the
geological compasition of the surface of the earth, and the close affinities of the surface
of the water to those of the mountains, in his attempt to convey the desired impression
through the incredible variety of chromatic tones; this variety is due to the changes of the
light and the climatic conditions, whether these are imperceptible and gradual, or sudden
and abrupt. However, Turner who observed the unsteady condition of the sky and the
variety of the changes of the light with such care, and rendered them with unusual skill
and diligence, seems to have treated the human figure like something which deserved less
attention. The human presence is for him something transient, and only traces of its
passage are left behind. In contrast to this, the large surfaces aof the earth, the water and
the sky are imperishable and eternal elements, the nature of which justifies all care and
effort aiming at their attractive and worthy representation.
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TZQN 'KEHTZ

‘O Tépvep kai 10 ELANVIKO TveDpa

«Elvan adbvato va oag dhow karnowa idéa yia ta ypodpata i “EALadas Ba yperalotav
apdta vi Seifo tov ExBupPotiko flo tdv kApatav adtdyv. “O Lopdog Bupov Exave 6,1t
pmopodoe vi kavel | moinon, Gira axdpa kai adtog Epeive ol micw. “H téxvn elvar
adhvato vi anoddoel TOV oxodpo PrAE odpavod kai th okovpa pmié Bdiacoa. Topa
ExTIud TOV Kailtéyvn pag Tépvep teprocdtepo anod kabe GAln popa, yiati yopig va Exet
noté olte xav émoke@fel v Traiia, pavieye ta £pee £vog itakixod fihlov kai f Téxvn
Tov apyilel topa v dnoxti Evav EEotiko yapaxthpar (TLaptl Mracéfy, 1819).

“Orav ypapnke 10 Keipevo avto, 6 Tépvep ftav oyeddv ETOLHOG VA KAVEL TV TPOTN TOL
gnioxeyn omv Ttakia, @n’ dmov Ba Epepve micw pud Eviumeolakn Kataypa@n Thg
TPDOTIG TOL Yvopipiag pé 1ov x®po adto (BA. ap. xat. 15-19), dhhi dév Emoxépbnke Toté
v idwa v "EALGda: 6 {wypagog, dnmg ki 6 mo EvBeppog bmootnpiktig Thg EAANVIKAG
TéYVIC KaTd TOV dEkato 6ydoo aidva I'.I". Bivkeipav, mod dév talideye moté népa dnd
vota "Traria, elxe k1 adtog Eva aviactikd dpapa tod EAANViKoD moATiopoD mov Ba
Epyiyove T dovdeld tov & 6N T pakpodypovn Lon tov.

‘O Tépvep okomneve va Emoxepdei v K@vetavrivoumodn 1o 1799, @hia 16 oyédio adto
dtv mpaypatororndnke. “H mpdtn Eunerpia mov elye 6 Loypagog and oV kéoHO THG
KAQOLKT|C ApYaIdTNTAS, RPOEPYOTAV TNV TPAYHATIKOTNTA Kupiwg ano ) Poun, kxai tod
™ petédwoav 6 oép TLooova Péuvorvig, 6 motog kai Eumiotog cOpfoudog tov oTh
Baothikn "Axadnpia, 6mov onovdace 6 Tépvep 10 1789, Evd déxa ypovia apyodtepa Eyive
kai péhoc e, kai ol xpnuatodoteg v Epywv tov ToL dvijkav & pia TalaloTEPT YEVIA,
onoc fitav 6 Zép Pitoapvt Kot Xoop, mod mpoetoipace tov TEpvep yid 1) yvopipia Tov
pé v Trakia pé 10 va tov @épel oé Enaen pé tovg leypapikovs Tivakeg tob Kidvt
Aoppaiv, o0 Nikord kai ol I'kaonap [Tovoév, kai tod "Ayylov cuveyioti] tod Epyov
Toug Katd TOV dékato dydoo aidva Pitoapvt Movikoov, kabdg kai pé v noinon tod
‘Opéartiov, Tob "OPBidiov kai tod Bipyiiiov kai 1@V "AyyAmv piuntdv toug tol dékatov
&ydoov aidva. "Evag @no tovg mo dpociopivous xpnpatodotes 1o Tépvep o’ 6AOKANPT
™ Lon tov Orfip&e 6 tpitog Koung "Eykpepovt, mov 1 katoikia tov, 1 oikia ITéTyovepd
610 Taoet (BA. ap. xat. 14, 32 - 40) otéyale xai pia 4nod Tig oNEAVTIKOTEPEG CLALOYES
kAaotkiic yAvntkiig e "Ayyiiag, mod oxnpatictnke katd kOHpLo Loyo otn Podun petald
100 1750 xai tod 1760 &nod tov ratépa tod "Eykpepovt: 6 tpitog dpwg Koung, mov Edetie
pd o ExdnAn Tpotipnon yia te EAAnvika Epya ok GvtiBeon pé ta popaika, tv EBake ot
taEn xai Tv Enetéteve. "0 idlog 6 "Eykpepovt avébeoe otov Tépvep Ty tpoonadeia yid
v dnoktnon évog koppod tod [MoAvkAeitov, kata T dapkela Tig devtepng Eniokeyng

Inusiocn: [Tinpogoplaxa ototyeia yia ta TPOCHRE ToL Avagépovial oTo Keipevo avto dxoiovBolv otig
aehideg 34 - 37.
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tov oM Poun 16 1828, xai {toe va tod 1oV «cupminpOcouvyy yid va TAPEL TT] LOPOT)
£Evog «Atovicouv». “Eva ke@aht tiig "A@poditng, Tol 1o anédiday 1ote otov IpatitéAn,
Kai Topa motebetal ndg elval 0 TPOTURO TOU KEPUALOD THC Agpoditn: Mévtitar ot
Phopevtia, ovykatareyotav dvapeca otd KaliTepa KOPRATIA THC CUALOYRC.

‘H mo dpeon épnerpia tig EAAnvikiic téxvng mov elxe 6 Tépvep mpofiibe, onme Ba
nepipeve kaveig, anod ™ yivrtikn. Kata mv npdtn tou éniokeyn ot Poun yépioe
noAheg oeideg Evog teTpadiov oxitowy (T.B. CLXXX) ut ypiyopec omovdes EAinvikdy
Kai popaikdv dyoipudrov oto Movoeio ITio-Kispevtivo to0 Batikavod, kai to 1842
rapovsiace otn Baciiikn "Akadnpuia tod Aovdivov éva ékpayeio Tig popeiic Exeivne
g EAANVIKAG yAurTikfig mov elye T peyahitepn cupmukvepévn Leotikdtnra, dnAiadn
00 Koppol tod "Hpaxif (tod Aeyopevov koppod MrerBevtépe), thg idtag ouiioyiic. ‘H
haZevon 1ol Epyou avtob elye ovvenapet idwaitepa tov Miyani "Ayyeho, xai o adT
anevBuvotay Eva yepdro paviacia dykdpio tod Bivkehpav, mod dvagéper té EE R «"Oneg
6tav onkdverar govoxkobaiacoid, f| Emedvela Tob vepod mov Atav kamote dxivnm..
yepiler pe mayyvisiapika kopata pé pia averaiodntn avatapaxn. 6mov 10 éva xOpa
xatarivel to GAho, moL Ot cuvExele Kavel Kt adtd va otpoPiiilerar, ETot Kt &d® Evag
HLOVAG, TOV POVOK®VEL EAagpd Kt dvaykaletal va kivnlel, xvidel péoa otov GhAo, Ki
Evag Tpitog, Tov Lemetdyetal Gvapeca moug Kai potalet vi Evuvapdver Ty Kivnon toug

0 Xpoanc
Chryses
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katafpoyBiletal oty cuvéysia an’ adbtolg naipvovrtag pali Tov kai 10 PAéppa pag ... "Anod
v nicom dyn PAET® TV Mo téhela doun dhev TV peA@®v T0U COUATOC, THS TNYTS TOV
Hu@vov Kai thg Baong yia v toroBétnon kai thv kivnon tovs. "Oka advtd drokaki-
TTOVTUL oGV Eva Tomio mov PAEREL Kavelg amo 10 Gyog Evog Pouvod, kai oo dmolo 1 ion
810)ETEVOE TOV TOAVHOPPO TAODTO TNS. "Onmg dxpiPdc ta Hyduata mob dvayaiiiaiovy
LAVOVTaL KOl HETUHOPPAOVOVTUL OF AMAAES TAWYIES, PéY PL TiC Baberec kO1hGdeg, T ik pé
10 va tAnotalovv 10 Eva 10 dAAo, Kai THY GAAT HE TO VA ATAGVOVTAL Y1& Pid GKOuT @opd,
£101 K1 £3G of PoVOKWUEVOL LOPOL TAV pudVEV Dydvovtal, 6 6AN Toug THv moikiAia,
EmpBANTIKoi Kai dpaiot, kai yOp® Tovg TEPLETPEPOVTAL GUY Va dvenaichnta Badn, oav Tov
rotapo Maiavépo, mol yivovtal avTiAnmtd meplocOTePo pé 10 aiohnua tapa pé v
Gpacny.

L10 keipevo adto f YAumtikf napopordfetal p’ adta T idia té peyakerddn otoryeia 100
tomiov, dniadn t Bdhacoa kai ta Bouva, Tov té6c0 dyarovoe 6 Tépvep. ‘O id10g Spwe 6
Tépvep dév filtav yAOmTNG, kai dév Exet kaBoov Eekabapiotel 16 TdE N Katd KUPLO AoYO
popaikn Bedpnon tod kKAaoikol KOGHOL Tol KANpovOuUn e and tov dékato dydoo aidva
avuikataotdBnke ano o kabapd EAANVIKES TNYES PE TO KATAOTAATYHA THC TELVS TOV.
Elvai BéBato mag yopw 010 1800, oyeddv poiic ipyioe vi Loypailel tivakes pé puboio-
yika Oépata, 6 Tépvep EvBia@epotay Kai yid EAANVIKG Kai y1d popaika Opata: Tétolon
rivakeg elvar & Tdowv, ypovoroynuévog oo 1802, mov deiyver 611 6 Loypagog eixe
dtaPacer tov "Anorrdvio 10 Podio, kai 6 *Andiiwv kai Hbwy, mov éxtébnke 16 1811 pe
pia Aelavra anod tov "Yuve otov "Anoiimva o0 Karlipdyou: kai ol dVo avtol nivakeg
Bpioxovtar otiv Tént ['karept tod Aovaivov. "Erniong oth peydrov diuctacenv Hduto-
Ypa@ia Qriotexvnpévn V. id10 adto xpovo, mov Ppicketal o Kanola IStk cuALoYT
Kai @EPEL TOV Titho Xpions, maipver v Eunvevon tov and v Tidda, mov ) Siaface o1h
petagpacn tod ‘Akegavrep [ooun, &vd 6 "Anoywpiouos tijs Hpds kai tob Aéavdpov Tig
"EBvuxfig IMivaxoBfkng tod Aovdivou, tov ££ébece & Laypagog 1o 1837, pé ma émypaen
mov Gvépepe mdg O Loypagog GvtAnce thv EUNVELcn Tov Ao «T0 EAANVIKO KEIPEVO TOD
Movaoaiovr, ouvdéetar pe Eva oy£610 moL gpovoroyeital YOpm oto 1802. Ta Epya avta
deiyvouv g 6 Tépvep dpyile va avriel anevBeiag v Epmvevon tou and tig kOpLeg Kai
devtepevovoeg nnyeg tig khaowkiig kai tfig EAAnviotikiig Aoyoteyviag tiig "EAkadoc.
"Eniong Omapyovv Opiopéva @nodeiktikd otoiyeia, mov deiyvouv mdg EKAVE KATOlA
patain tpoondbela va padet kai v idia ™ yhdooa. Movo dpmg ot dexastia tod 1810
apyiCovpe va cvveldntonolobpe TMOS HIG MO EMTAKTIKY vOTa TS ovyypovne éroxfic
elodiel péoa oto Opapa 1o Tépvep y1a v "EAldda, xai t@pa, 61og ftav @uoiko, ol
dpactnprotnteg xai ol £xdocels @V Epywv 100 Adpdov Bipova, mov elye kaver 1o
nepipnuo Tpookvvua tov otd 1809 - 1811, droteiodv 10 katdAAnio miaiolo.

‘O Tépvep @rhoTéY VN OE Tig TEPLOGOTEPES EIKOVES THS GUYY povne “EAAGSAC Ut TO oKOTO
va petagepbodv o& yadkoypagieg yia v eikovoypapnom tod Epyov Bioc xai Eépya toi
Aopoov Bupwva, mov £xdoBnke ano tov TLov Mapain otig dekaetieg Tob 1820 xai 1830
(BA. @p. xat. 68 - 71). "O xardrtexvng elye 6pog Loypapicer ™) obyypovn "Eridda ot
peyaieiddn kiipaxa, fjom 10 1816, o” Evav nivaxa mod tov pavtacstnke g cuptiipopa
piag droyng tig dpyaiag "Erladag. Kai ta Vo adta épya elyav oxomd v tovicouy thv
dduvnpn poipa évog peydhov katamecspévou EBvoug. ADTO fitav 10 TPdTO SElypa PIdc
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cEpiC elkOVOV TOL GupmAnpdvouy 1| pid v dAin kai Exovv Bépata mappéva arod v
apyaia kai ) ovyypovn Lon. O Tépvep doyornBnke u° adth) ) celpa dg 10 TEAOG THG
dexaetiog tov 1830. "H Swapopa elvar g Evd ta Epya adta elyay Oépata tappéva ano v
iotopia tijc Traiiag, of eikoves Y1 10 Epya To0 Adpdov Bipwva elyav kubBapa eEAANVIKG
O¢pata. Tétora BEpata Exovv 6 Naog tob Haveiinviov Afa avactimuévos — Eva Epyo TOL
1G0nke — xai \| "Arown o0 Naod toib ITaveiinviov Ala atyv Aiyiva, pé tov 0viko EAinviko
y0po Popaixa kai tyy "Axponoin oo fabos (61h oviroyn tod dovka tol NopBaunepiavt).
"H relavta tiic tpdTNGg Ao Tig dvo eikoveg, elvarl mapuévn and 1o moinpa tob Pounept
Tadv Podepixog, 6 teievtaioc v ['otbwv, mov elyxe dnpooievtel npdéopata. L0 moinua
avto of ['othor thg "lomaviag, mov elyav donactel 1ov XpioTiaviopd 6dnyodvial oT1
vikn évavtia otovg Mavpitavolg KatakTnTes, kai yivetal pid avagopa oty adymn €vog
TOALTIONOD péoa Gnd MevkoQULTA (Ao mov «uotdlouvv pé kioveg Tod vaodn. To Bépa tiig
adyfic Toviletar Towg idraitepa pé 10 dvayivpo o1’ dprotepa thg eikovag, mov eikovilel
gva fivioxo v dpa oL TOV oTE@AVOVEL Hid vikn, Kabdg kai TV EAANVIKY Emypaen
aproTepa:

ANNIKEPIE

APMHAATHZ

‘H npdtn and tig dvo avtég Aeferg guaivetar nag elvar pud GAAn ypaen tiig AEENC

0 vaoc ton dia gty Aiyiva, yaikeypagia dro oyédto tod Tepvep

The temple of Jupiter in Island of Aegina, engraving after Turner

27



« Avixknrtog», ToU fiTav pid ano tic yapuktnplotikec id10tnTeg Tob B0l Tod fiA1ov Mibpa,
gv@® N devtepN elvar povo pia GAin dvopacia tod fvioxov. TO dvayiuveo eixovilel pid
TapaoTacTt tob VIKN@opou dpuatog ol fiitou. Lo kévipo Tob mivaka eixovifeTal pia
VUPLKT] TOUTT], HE TT) VOPT TOL Qopact témio kai innedet Eva odt, Ty dpa ot otpifel kai
kateuBOvetal mpog v meployn tod vaod pé 8adeg, povoixn xai yopo:

../ «&v T pév pa yapot v Eoav silamival e,
vopeat &’ éx Beidpov daidwv Hro hapuropevamv
fiyiveov dva dotv, moiig &' pévarog dpdpet”
KoUpot &’ dpynortiipeg &diveov, év & dpa toiow
abroi eopuryyEg e Ponyv Exovr.
‘T/iada, £ 491 x. &.

"Avtifeta, oty eikdva mov ) cupnAnpdver f| oxnvi tonoBeteital otd HAlofacilepa,
Kai 10 mp®dTto mAdvo [ovTaveDel He THV Tapousia piic dpddag xoprtoidy Tow xopetouy Ta
Poypaina, mov k1 adtd, 6nwg kai ta épeimia tod vaod 1o Babog dvtipetonilovial dg pia
gmBioon ano v xhaowkn érnoxn. ‘O Xévpu I'kdiv Ndit, mov elye npoundiyel otov
Tépvep Eva oxitoo tdv Epeintiov, Tod Edwoe Kai pid idéa Y10 1O pépog tfig oknviig Tov
avagépetar ot cUygpovn émoyn o1d moinud tov Ppoavvy: wia éiinviky dujynan (1813):

‘O Spuihog TV TapBivmv Tod YPRYOpE CUNTATPOBNKE Kat® Gnd Tov odpavo/ Ipoje-
pODGE LOPELOVTAS TOV SUVNBIGHEVO Z0pd Kai mavovtag ta xépa, / O véor, ywprota ano
tic Spopgeg, / Zynuaticay pé td Ppatd tovg, tov idio Aapipivlo, Grra tovg Eheine AN
i txvn./ Ol dpyovies, mov oynuatioay évay EmPintiko dutho, k@bioav,/ Kai kanvilov-
tog T Towmovkl taphtetvay t cofapn ovlitmon./ Ol oePaopieg déonoveg ot pid
nopunn, pAvapdvrag xepovpeva,/ Iopat@coovial OE pid oelpa, Y1 v KOUTCOUTOAEYOLY
kai va dodv./"O dylog tdv nAinPeiov oxopriletar 6LOyvpa [ Kai mapéeg and maidia
nailouvv yopw /"Okn f| oxnvn xapoyehael Kai divel ota patia tiig eaviaciog /| Miav
eikdva thig apyaiog ‘EAladag xai tiig "Eievbepiag./

(‘Qaon 1, v. 184 - 195).

‘H éiinvixn Lonikotnta xai ol EMAnvikég dEleg Emlodv péoa otV Tapakun Kai thHv
katarigomn, Giha 6@ Exoupe kai 10 NAioPaciiepa, xai bTapyeL olyovpa pia vota dnaiot-
odotiag. "H idia aroicrodoéia dranvist v "Qon I 100 Hpookvvijuatos toi Toaiivt
Xdpoivt mov dnpooiebnke 1o 1812:

/Movo Exel mov Opnvel karola povayikn korova | Mave arod v ddéieoia g t@ Eaniw-
péva ot onnia /| Movo éxel 6nov 1) Tpitovia otohiler 16 evaepo iepd | [Tavw 616 Logo
¢ Koiovag, xai axtivofoirel mave o160 xOpa,/ Moévo mave Grnd tOV 1@@o Kdmoiov
pooeyoopévov moreptothi,/"Omov ol yxpiles nétpeg kai T avéyyiyto xoptapt [ Ayn-
@odv adbvapa tov xpovo, pa Oxt kai T ARBN,/ Evd povo Eévor mepvoiv, oyt BéPara
adragopa,/’Apyodiafaivoviag, dnwg &yd, iocwg y1a v’ dtevicouv kxai v\ dvactevatouv
« Aldolpovon!/

["Opwg ol obpavoi oou glvar 10 idro yaraliot, k1 oi Bpayxotl cov 10 id10 dyprot,/ Ta dron
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oov elval ebyapiota, K oi dypoi cov katapurot,/ Of Aiéc sov dprpualovv OnMwG TOTE MOV
. xapoyéraoe 1| "Abnva,/ K1 “Yunttog yapiler dkxopa thovotondpoya 16 péit tov. Edd
i xaponi péhioca xtilel 16 edodlactd kaotpo g,/ Awaatng tod Bovviciov dyépa, mod
yevwilnke Aebtepog,/'O "Andrlovag dxdpa xpuodver T6 pakpld, pakpd karokaipt,/ Ki
@xopa of Gy tideg tov Aovfovv T pappapa tiig Mevtéing:/ H Téxvn, fi AdEa ki "Edevbepia
doxipdalovrar, GAL’ i ®oon elvar Gxodpa dpaia./

/["Omov k1 Gv mathcovpe, 16 Edaog elvar otorgeimpévo kai iepd,/ Kavéva pépog tiic yiic
oou d&v yapapictnke oé yvdaiovg oynuatiopols,/ AL’ Evag dnépavrog Bavpacuoc
dridverar GL6yvpa,/ Ki breg ol Sinynoeig tiig Moboag paivovtar dinbivec,/ Méypt mod
| alobnon movder and v mpoonddera va ovihaPer pé 1o Bréupa / Tic oknvic Tov
Yépoav 1@ npdra pag Sverpa./ Kabe Logog kai kotrada, kabe Babra yapadpa kai k-
mog,/’AvnicTéketal oTh Shvapn mov cdplace Tovg vaols cov of épeimia:/'O ypbévoc
tpavtaler tov mipyo tiig "ABfvag, GAL’ denver &Bikto 1oV yxpilo Mapabbva./

(Q26on II, LXXXVI - LXXXVIII).

Kai 6 Bopov xai 6 Tépvep dviAncav thv Eumvevon Toug Grd pid onpaviiky katd
napadoon dvrandxpion v "Ayyhev ot poipa e ‘EALGSag kdTt® dno tov Tovpkiko
Luyo, Evd 16 mdg avtd Bd propoiios va dhost éva pabnpa oty "Ayyiic tiic Emoyfig tod
Loypdgov elye moypappiotel npdcoara and tov ®.X.N. Ntayxiac, o1 Epyo Tov Meiém
Y16 pHEPIKA Kova anuela tdv "Apyaiowv kai tdv Ziyypovev ‘Eijsjveov (1813). “H avtinapa-
Beom 1ol dpyaiov yapov xai @V cvyyxpovev Pwuaik@v mov xaver & Ntdykioc o1
tétapro kepdrato 1od Bifiiov tov, deixver mpaypatikd nag 6 Tépvep 10 elye drdyn Tov
btav épnvevotnke Tovg dud avTovg mivakes to 1816. Tétoreg oxéwerg yivoviay BéBata 6ro
kai 1o olkeileg ooV karhitéyxvn: 16 1812 elye fi8n dpyiocer va dvrhel éva érikaipo Sidaypa
and pa dpyaia iotopia pé 1ov mivaka Xiovolveria, 6 "Avwvifac kai 6 Ztpatoc tov évid
owaayilovv tig "Ainerg, mov Ppiokerar oty Tént ['kaiept tod Aovdivov. ‘O Tépvep dumg,
pe Ty émioyn tiig newcoviong tod vaod tfig Alywvag 6° adtd 10 thaioto, S&v Ekave povov
Evav dmatviypd yia 16 8t §| datpeia tod Adg “Eddaviov firav kown yia dhovg tove
"EAAnveg (1oopa BéBara Exer dvayvepiotel nog 6 vadg fitav dprepopévog ot pntépa-ed
"Agaia), @Ala cvykévipove kai TV TPosOYXT TNV MO TPOGEATY, K1 HTMOC TIGTELOTAV
016 Kai Mo onpaviikn, dpyatoroyikn dvaxdivyn tfig émoxfic: Tic dvackagic tob
Bavpdoiov adtod dwpikod vaod ard pud dyyroyepuaviky drostodn 1o 1811. ‘O Xévpu
I'kaiv Naut, nov elye togidéyet oty "EALada ot 1810 - 1811, 1 elxe cuvavtioet otV
"AbMva 16 Lopdo Bipava, Evav takid chVTpogo @V oYorikdY Tov 3 povav, TpopuriBeye
otov Tépvep Eva oxitoo tob &penbpévov ktipiov. ‘O Nart glvar tdpa meprocdtepo
yvootdg and Tic petayevéotepeg Embioeig 100 Adpdov Bopava dvavtiov 1@V dnpociev-
HEVOV TOL KEPEVOV, TTOL ExouV GpKkeTés Gduvapieg, GALa v Enoyl adth Qaivetar mdg
elxe kakég oy£oelg pé Tov TonTh, Kai o1 cuvégeia Eyive eilog xai 1ob Tépvep. "Extoc
Spag arod v eixéva tob «@vastniopévovy vaod tobd Aia (ta Bavpdcia ktipla Yipe
paiverar nog elvar Eviedds pavrastikd), 6 Tépvep 0 npénet va {Htnoe T cupPovAn tdv
m0 eldikdv, kai fj petonikn Tapaotaon tfig Sutikfic dviyoong Seiyvel oiyovpa toc Tiye
070 Ypageio kanolov dpyitéktova. LM cuyKekpiuévn Tepintoon, & dpyitéktovas ftav
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fowg 6 Topag "Ailiacov, mol Qaivetal o AVIjKE K1 a0TOS OTOV KUKAO ToD Nait kai tod
otevoDd @irov o0 Tépvep TLéEnue Xoiyovephu, kai mol 6 Tépvep npénet va tov yvapile
Kaia yOpo oto 1817. To 1814, 6tav Bprokotav otnv "AnNva, 0 "AAiacov elxe aviariaZel
1déeg P TOV KUPDTEPO GvaoKapéa ToD vaod ¢ Ailywvag, tov apyrtéktova T P. Koke-
pei. TO YAURTIKO cUUTAEYHA TOD GETOUATOS TOU vaol aTo Epyo Tol TEépvep, Quivetal Tmg
OUVOEETUL OTEVE HE TNV Gvanapdotaon moL mpoteve 6 Kokepea, dv xal 6 [oypagog
QaiVETUL TOS AVTIKATESTNOE TNV KEVIPIKT popen) thc "Abnvig 1ol oyediov tob Kokepei
pe ) popen 1ot kubiotod Aia. "O Kokeper éneotpeye oty Ayyhiia ano v "EAlada 10
1817, kai ot dekaetia tov 1820 cuvdébnke Moy oteva pe tov TEpvep: KaT® Gno TNy
Emidpacn tov, 6 Loypapog anoktNoe iowg TOV TpdTO Tou 63Ny ¢ "EALGdug ano npdto
1EpL, oL ftav 1o dyk®ddeg kai Aoy10 Epyo tod T.E. Xtov Talid oty Siceiia, vy Ejidda
wai oy A Afavia, mov Exd00nke 10 1820, pé Bavpdoieg elkovoypaeNoELS PLAOTEYVIUEVES
ano tov idio tov Kokepek. ‘O Tepvep elye ty npobeon va Loypagiocel GpkeTEg VOUTO-
Ypaeies tob vaol thg Aiyivag, Baoiopéveg ota oyEda avtod tol dpyrtéktova, Kail ano
onueldoels tod fpeporoyiov tol Kokepek paivetal noxg f1on ano to 1821 oyedwlotay pua
gxteTApEVN dnpooisvon ol vaol. "Eviovtolg, yhpw otig dpyég tod 1825, 6 Tépvep elye
KGvEL TOAD Alya mpaypata, Kai 6tay £QTace O Kaipoc, QuiveTal Tog £va povo oxédio elye
oupnAnpoel kai petaeepbel ot yaikoypagia: V| "Anowny tod Naoi too Haveiinviov Aia
oty Aiyiva kata ™ odprea 1év dvacragdy (Foviktov 493). AUt fitav | povn dako-
ounon mov ékave 6 Tépvep yia v mepionun povoypagia tol Kokepeh Oi vaoi tod
Haveiingviov Aia v Aiyiva kai tod "Emikovpiov "Anrossmva atic Bagos: ol éxdobnke
teAlka 0 1860, dpketd Kuipo petd to Bavato 100 Loypagou.

INipw oto 1816, | "Elhada Epepe tov TEpvep y1d TpOTN Qopa 6TOV KUKAO TOD LOpdou
Bopova, kai épyiynoe v &vaoyOAnon tov pé 10 S18ukTIKO duvapikd tol iotopikod
Tomiovu. £1a Endpeva ypovia dxkorovBnoe ta Ppata 1od Todmivt Xapoivt ota pépn nov
ftav o Kovid oty ntatpida tov, 6nwmg elvatl 6 PRivog (PA. dp. kat. 28, 58, 63), 1} Kevrpikn
Trakia (Br. @p. kat. 73, 15, 17 - 19) kai nave an’ 6ha Ny Bevetia (BA. ap. kat. 77,17, 53-7),
omou 6 Tépvep anetkovioe TN poipa ¢ AGTOKPUTOPLUS TOU AVATPATNKE MO TPOTPUTA
amo évav topavvo, dniadn to Namoréovia, G¢ arotéiecpa @V cuvdvaopévev kal
EZovbevoTik®y Emdpdoewy THG ¥AWRAC Kal THS OOVUUNG, OF MIG ACUTPT OEIPd Amo
vdatoypagies kai LOYpueikolg Tivakes ol ¥ povoroyoivial otig d00 Teievtaies deKU-
etieg ¢ Lofic tou. To 611 6 ékdotng TLav Mapain duareie tov Tépvep y1d v QrioTeyvi-
OEl PEPLKES EIKOVOYPAPNOELS TOV O1ad0Y KOV EKOOTEWY TOU Epyou Biog wai "Epya to
Bipwva, peta&d tov 1825 kai tov 1834, kui 10 671 dMdeKu Ano Tig SEKUEPTA ElKOVOYPUOT-
OE1g MOV EKave elxav EAANVIKG BEpaTa, moU TOAAG T EUTVEDOTNKE GTOV KOAOQOVE TOD
ayova tdv "EAlqvev ia v aveiaptnoia (Pr. dp. xkat. 68 -71), ftav EvieAds QUOIKO.

Agv glvar axopa toxaio to 611 Ny Eragn tod Tépvep pé 10 EAANVIKO Tvedpa, oL elye
peyaritepn Suapkela kai ftav mo otevh, Eyve péoa ano v dpyirextoviky. Nati 6
Loypagog elxe Exmaidevbel 010 apytrektovikd oyédo (Bi. dp. xat. 1) kai Tapdro mou
otav fitav taidi oi TEPLOCOTEPES AN Tig MPdIpES DSUTOYPUPies Ui dpyitexToviKd BEpata
anewcovilav Bépata tomoypagika kai yotbika (BA. ap. kat. 2, 3, 6, 7), évrovtoig eixe
UEYUAVTEPT) OYEOT HE TNV APYLTEKTOVIKT] Kai TOUS dpyitéxToves THC £moyfic Tob KAao1K-

30




‘0 vaog Tob Adia atyv Aiyiva, éévypapia mov drodidetar atov Tépvep
The temple of Jupiter in the Island of Aegina, eiching attributed to Terner

opob, énwg elvat of Zéov, "Alkacov, Kokepeh kai Nag. "EEailov, T dikd tov dpyite-
KTOVIKG oY £d1a dviavakiody Ty miot tov otd TpdTUNa adTd: TPOCOECE AENTOPEPELES
dwpikod pvBuod ot Bida mov EkTicE Y1d Aoyuplaoud TOoL GTO Tovikevap, xkovta oto
Aovéivo, kaBog xai otiv Eravin tig dnoiag Etoipace ti oyédia oo Papviv XaA tod
[opxoaip. "Emiong, otig dteréLelg yia v mpoontiky mov étoipace xai Edmoe ot
Baciiikn "Akadnuia ta ypovia adtd, dvtinoe Enavelknuuéva thy Eumvevot touv dnod
éxeivn v Mokl Ektevn avBoloyia EAANVIKGY dpYITEKTOVIK®V KaTaAoinmy., oniadn to
Epyo 1@v Zriobaps kai PEPet "Apyatotnrec tdv "Abyvav. “O Tépvep dyanodoe TV Pacikd
xepaxtnpa g EAANVIKTC Gpyitextovikiic, yiati dvtanokpivotay oTny A0 Kai peyari-
TEpN Yonteia mod EvieBe Y1d 10 TpeTéYOVO, Kai 68 pd aicOnon nadg Ty téyvn dvthel tig
duvaperg Tng and tig dpyés g oL Ppickovial ot @von. £’ Eva ypaupa tov EGTEILE OTOV
TCov Zoov 10 1806 6 Tépvep mepiéhafe tov axdrovbo otiyo:

Ziyovpog yia TV Emtuyia mpoympasl 6 “"AvBponos | Mov copupova i’ éva TPOUELETT)-

uevo oygdro | Xtiler mpdra pia kaidfa pé E0ra xoi gOiia | Tpiv yepioet tov MapBeva-
va | Mé povotpiylupa-diaotura./ Tote i "Apyitektovikn anhdver ™) paysia e / Kt
dropnuévor pabntég nepvody 1OV Kapd Toug p' dvoryto 1o otépa | My Eépovrog Ti va
npotiunoovy, 10 "ATTkO GAhatt §| 10 Popaiko Lad.
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‘O Tépvep yvorpile oiyovpa t0 6GOVOLO TAY CKEYEMVY YUP® ATO TV ApyN THG ApYITEKTOVL-
kfig, mov dvantiyBnke pé 1oV nhnpéctepo TpoONO Katd TOV dékato ydoo aibva 616 Epyo
100 M.A. Ael1é Meiémn yia tpv "Apyitextovikny (1753), kai mov 6 mo aE16A0y0g EKQPaoTng
tou othv "Ayyiia fiTav, axpipdg, 6 9iiog tob Tépvep TLav Zoov. "H dpyrtextovikn frav
vid tov Tépvep f) kat' EEoyM tE€xvn, moL émdioke 11 dravyela tiig anAfig otepeopeTpiag,
omwe draknpuie of pia diareEn ol Edwoe 1o 1818:

«"'H *Apyttektovikn kiveitat otafepd kai OpO1Opop@a TPpOg TN YEOUETPLKT] HOPPT Yid
Loyoug Gpyflc, TPOS TN YEGUETPLIKT HOPOT KAT@ TNV Kpion NG, TPOS 11 YEMUETPIKT
popon viati €101 elval owoto, TPOS Tig YEMUETPIKES HOPPES Y1l va Tig Kavel va Exouv
TPAKTIKT %PNOIHOTNTR, yiati kabe oyxédio Exer katt and ™ yewperpia, xai aroxtd
neplocotepn Svaun and 8ti oTovg dAkoug TOpElS THG TEXVNS pE T ypnorponoinoy
ALYDTEPOV HOPODVY.

‘Hotepeopetpia éum:;. onog EneEnyeital ato Eyyeipioto tod TCooova Képumy 16 oyetikd
HE TV TPOoONTIKT, 1O 6noio cupPovievotay drapkds 6 Tépvep, Exel Emiong v dpyn g
oth @Uon, xai ot Aelavia tov y1a 16 Epyo ‘O Naog tob Maverinviov dia dvactniwuévos
Onfipye Eniong kanola brovola ErikAnong tod puolkod tpoTuTou tiig dpyitektovikiic. ‘'O
Loypagog katdinge v ) Bewpiocet Og kGt mo ddyvto amo éxeivo, yati 1 idia 1 vom
aroxalvye Tovg Kavoveg Tiig doufic mol aroteiodv th Baon te. To 1818 6 kaAAitéxvng
dMhiwoe 6T1 M| pehétn T yeopetpiag ftav Paoikn yi' abtov yrati «d&v punopovpe vi
Eg@Uyovps and tov mupfva tdv yeopetpikdy popedv, mol elvar ol kavoveg tiig dopfig
KaBe popoeiic, ki Emopévag yrati elval VroTIUNTIKO va TOvG G@ricovpe va EQapuootobv
otiv 1€LVN, Tov eloéduoe oTh @hoT, oV Omoia dvikouv Kai td cvotatikd pépn tiig
yehoyikfg Epevvag, yiati T QuTIKG Kai dpukta ototxeia dév Eepevyouy an’ adtolg Tovg
Kavoves, @l tovg dratnpodv, kai yiati f) knpiBpa thg pehooag kai fi pala tod Bacditn
deiyxvouv v d1a yempetpikn popet, mod 1| @bon Exel 6heg tig Puocikég dpyég Tnoy.
Kai o¢ xanowa Ain didheEn mod Edwoe Aiya ypovia vopitepa, 6 Tépvep napabece
pepikovg oTiyoug £vog dyamnuévov mowntd] tod dékatov Oydoov aldva, tod Mapk
“Enkevoaivt, mov Gva@épovial ¢’ adTh TV TAATOVIKT yeopeTpia Thg oikovpévng:

| Tétorog elvan 6 Bpdvog mov 6 avBpwmog i v @Anbewa | Elxe ktioel dvapsoa otd
povonartia 1 petafintomtag /" Ac@ainc, dkiovnrog, fipepog, kai and ékel napatnpel
yopw /| Méoa ot UAeg mov droouvtiBevtat tig kabapeg popeeg / Tob tpiywvov, tod ki-
kAov, o0 kUfouv kai ol K@vou.

‘H oOArnyn adt tfig GAiniebdptnong Gvapsca ot doun tiig bong Kai g téxvng
MAPOUGLAGTNKE PE TOV MO EVILTOGLEKO Tpomo oty téyxvn tol Tépvep yoipo o1o 1820,
6tav Gpyioe v @iiotexvel ta oyxédia tomiov touv pé Pdon pa anin, diia ovvnbog
Exminktikd EmoeEia torofétnon Aiyov y popdtev, Tob fitay cuvnbog ta tpia tpoToyevn
i ipetéyOVa L pdpata, dNAadh TO KOKKIVO, 1O KiTpivo Kai 10 prié. Ol «apyikeg Enelep-
yaoiec 1dv ypopatovy 010 Epyo "Axponoin (Br. ap. xat. 67) elvar dvo dpaia napadei-
yrata thc Epappoyiic the pefodov adtiic o' Eva EAANViKO Bépa. Qaivetarl o N dradika-
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ola dpy1oe ué LOUTOYPaPies, GAAG KaTd TH Stapkera thg dekuetiag tod 1830 dpyroe va
yiverat 610 kai nepiocotepo 1 ovvnbiopévn péBodog tod Tépvep yid tig Ehatoypaisg
(Gp. xat. 74, 76): 6 Loypagog Eporale va EArilel vt cuvayoviotal Tic Stadikaoies tig idug
TS PUONG, OTNV EZEAMKTIKN NG TPOOSO (MO TO ATAO TPOS TO MO GUVOETO, Kai AKOpa Kai
ot tedkol, ékteBerpévor Loypagikoi tivakes kai of UdatoypuPics divouv cuyvi katola
10éa Y1 1@ mpoTuRd tovg. Morrd oy éda év EyKatéletyay MPayHaTIKG TOTE 10 6TAd10
avto TS popeikiic deaipeons, kai Gnoteholy 10 PEYAAUTEPO PEPOS TV COLOPEVOV
petayeveostepav Epymv 1ol Tépvep. AUTE AVTITPOCORELOLY, GTO LOYPUPIKO Y DPO. EKEIVO
mou 0 ooV OVOPUOE «TO TPOTOYOVo TTpoTUTo TOV “EAANVOWY.

"Evtoitolg 1o mo onuavtiko iowg otorgsio tig EAinvikiic duneipiag 1o Tépvep frav
lowg N dUvapun, \ évépyela thg vong: f Opun tod vepol, dneg drokaiintetat oo Toinpa
to0 Movoaiov Oi épwres ths "Hpd: kai tod Aéavdpov 1y otov 'Y uve oty Afiio 1ot Kallapd-
xou fj dxopu kai f| 6pp1 10D YOTOS, TOL Eve TUTIKO TaPAderyud TS elvat 6 Simhog porog
T00 "AnoALova Kai ToD AlOVUGOU, O EVOOUATOVOLV THV KATUGTPOPIKT Kai THY Tapa-
YOYIKN dvvapn 1ol fAtov. ‘O yapaxtipug mov £dwoe 6 Tépvep otolg Aeipols, pé TOV
upvacco kai v Kaotaiia Kpivn (ap. kat. 70), eite 6 idiog Staiete 10 Oépa eite Oy,
Ogiy Vel Tave Gr” OAa TO EvOLaPEPoY TOL Y1a Tig UIépTates x0OvVieS Suvapels Thg phone, yia
Tig duvaperg mov elye oM dvakariyer otov dpaxovra tol laocwva kai tov [MHBova to0
"Anoirova. Kata tv nepiodo avth ta iyvn puds apyaieg Eykataotaong otovg Ashoouc
frav tereiog kpuppéva Kai d&v pmopodoe va té del kaveic. “H dnoyn tod Tépvep
ninciale mepiocotepo ékeivy ol @ikov Tou kai {oypapov Toapic Adk “"Hothenk, mov
Emoképlnke 6 y@po adto 10 1818: «Oi dv0 Bpayot tob Mapvacoob eivar Hnépoyot amd
HOVOL TOVG, GAAL 1) Yepatn Aaomn noin dév Exel vi tpoc@épel titota. Ty nuatilel, Stoc f
il moAn, éva ap@Béatpo, mov t0 otipilay kanote tnepuyopiva Kukidnewa teiyn.
HEPIKE GTO Ta Omole cMZoVTaL AKOUN' EMe1dh) dpmg ¥ perdiovtat ki diha, o Edapog Exet
AmoTOpES KATNQOPLES P Bpayous kai dppo, Grd tv.moAn G pid arépavtn Kotiadea, mov
Bpioxetar pidia mo katw, kai wov kanote ™v noTte 6 [Mhtotog, [sic] mov ) dwaoyiler
axopa 10 yepdve... Ol Bacels peptkdv anod 1@ HTepLYOUEVE PEPT, UE PEPIKE TV TOD
Zradiov kai pepikovg t@ous Aafepévous otovg PBpayou. elval t@ pova Epeima tdv
Aerpdv. Zdietal i Kaotakia Kpivn: elvar éva pikpd pudxt mov i anyn tou Ppioketar
avapeca oTovg dvo Bpdyovs. "Exel Bpioketat Eva pikpd tapekkAnot, mod £y el EMGve Tou
0 6vopa ol Adpoov Bipova... "Axopa kai yopic kapta ovvieon. 10 pépog adto £xel Kai
POHAVTIONO Kai TOINoT)... Aév UTdpyovv dévipa fi mpaotvo’ T &Oita TOAN Kai 10 DTEPOYO
Bouvo elvar Eriong yopvd... To Bouvo... kai 10 BaBog kai N andcTacn moL TpoKaiodv
TPONO, TUPOLO TOU Eppavilovtal Tpoodevtikd. dtav td Prénel kaveig and ynid, oyxnuo-
Tilouv pid Gno Tic MO PEYUAEIDOELS CKTNVESH,

Méoa ot Alya ékatootd, ot rapnpn eikovoypaenon yut 1o épyo Tadiive Xdpoivt

Q60 L. T) tod Bupwva, katactaiale kai i Epnetpia 1od Tépvep ano v apyaic "EALada,
Kai to Opapa tig ovyypovng "EAladag.
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2ép Tlooova Pévvoives (1723 - 1792)

‘O TLooova Pévvoivic onovdace Loy papikn ué kabnyntn tov Topug Xavroov (1740 - 3),
KUl £EpYACTNKE V1A APKETO KALPO OF TPOCMONOYPUPOS oIV meptoyn tob Ntéfov, Tpiv va
talidéyel oty “ltokia Omov MEPUCE Eva PHEYAAO OLACTNUHU LEAETOVTUS TO EPY0O TOV
Loypapov Papani, Kopétlio, Ticwavol kai Miyzani "Ayyerov. 11 cuveyeld £y1ve O Lo
CNUAVTIKOS KUAMTEYX VNS THS &m0y S ToL Kai pe v idpuon g Buothikis "Axadnuiag
(1768) eereyn npdTog npoedpog te. To 1769 nijpe tov titho TOU IMMOTY.

Pitaapvt Foviieov (1714 - 1782)

‘O Pitoapvt TNoviroov, mod yevvnBnke oy Ovuria nijye 610 Aovdivo 10 1729 6mov
EPYACTNKE KOVTU GTOV mpocwnoypago Topag Pait, kai ol mpocwroypa@ies mou @iioTé-
yvnoe anoktnoav ypnyopa enun. "H éSdayxpovn drapovn touv othv Traria (1749 - 1756)
Ntav g Kploun Kaunn the otadtodpopiag tov, yiatl ékel ano@doios va d@ocimbel
(TOKAEIGTIKG OTNV TOMOYpa@ia. "Yf|pSe i0puTiko péhog g Bauothikfic "TAkadnpiag 16
1768 kui 10 1776 dropiotnke PrfiioBnkaproc tne.

Liép Pitaapvt Kost Xoop (1738 - 1838

‘O iotopikog Pitoupvt Kokt Xoop onoldace téatoypugia kovia otov T{ov «Tov@pik»
Zuif xai kAnpovounce 10 Ltdovpyevt oto Noviktoap 1o 1785, mpotod cuuninpoOcel T
«Meyain Ieprodeior ota 1786 - 7. "Avdpeca 61a Epya moU EEE£0MCE CUYKATUAEYOVTUL
NHEPOAOYLL TEPLOSEIDV otV Ipravdia. tov "EXPa, thv “Ituiia kai ) Likeiia, kubog kal
HoVOYpapies Y1l Tig YEVEOLOYIES TMV OlKOYEVEIDY, TNV TONOYPUQia Kal TV dpyaloroyia
100 [Novittoap. INipo oto 1799 6 Koit Xoop Eyive Eva amo tolg MO GNUAVIIKOUS
LPNHUTO00TES EpYeV ToU TEpvep. K1 O olvdeonos toug EEakoiovdnoce Kaui otV deKueTia
tou 1820.

Lép Tlav O Maparey Foviveau, tpitos wouns "Eynpepove (1751 - 1837)

‘O "Eykpepovt, mov ftav i81oktitng dypokthuatog £tpege dhoya yii inrodpopies Kai
LpNpatodoToloe Kai Epya Téxvng, taideye ot veavikn tov fikia ot Mepuavia Kat
TV AUoTpia, Kai @py1oe va Kavel GUALOYT Epyov ayyAIKRS téxvng and to 1775 kai £57<.
"Evwve Evag amo oG TaKTIKOUS (70 pacTig Epymv Tou Tépvep, kKavovtag apyn 10 1802 ue
10 £pyodlsoia mob itopalovrar v’ dynvpoflosnaony Kal Avapeod oToNg AAAOUS KUAALTEY VES
O % PNHATOO0TOUGE GuYKaTaiEyOVTAY ol Mrévtlapy Popnept Xévvtev, Topag @ilunce.
TCov ®raZpav, TZolep Noirekevg kui Tlov Kovotapmh.

2ép Taaprc Aow "Hatrenw (1793 - 1865 )

‘O Zép Toaphs "Hothenk, Loypagog nod eldikevtnke ota ffoypagika Oépate kai Tig
TPOCONOYPUPIeS Gno TNV ioTopia Kai o& ELaioypagics kai & LéaToYpaEics. Sraxpidnke
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Kai o€ SLoIKNTIKG EmayyEApaTe OF WD pUpata tExvNng. " Yripie Bifhiobnkapiog tig Baot-
Jakfic "Axadnuiag (1842 - 1845), "Egopog tilc "EOvikiic MivakoBrkne (1843 - 1847),
"£geréyn Tpoedpog thc Baotkiic "Axadnpuiag to 1850, xai dopictnke AtevBuvtig tiic
"EBvikiig MivakoBnkng 1o 1855. Zuvdébnke pe @iria pé tov Tépvep yipw oto 1811 kai
£peve 010 610 oriti p’ Ekeivov 10 1828, Atanpaypateinke o Epyo ot Tépvep ot Pifiia
Yawa yia qua Toropia tj; "Eiaioypapiac (1847) kai Lvuforés oty fifrioypagia tov Kaidv
Teyvay (Aevtepn oeipa, 1870) kai & Tépvep eixe oV Katoyn tov 1 petdgpacn tiig
Ocwpias: v Xpopdtwy tob IN'kaite ano tov "Hotienk, oyoklwaopévn ano tov idio.

Touaz Mnpovs, "Efidopos Kouys "Esyivos (1766 - 1841)

To 1799 6 dinkopatng kui @pyatoroyog Aopdog "Eryivog Ntav émikepaific piig drooto-
Mg omv Kevotaviivoinoin kai thv "EALGda nol elye O amotéieopa T peTa@opt oTNV
"Ayyhia 1OV pappapov tod [Mapbevova, o topa Bpiokovrat 610 Bpettaviko Movoeio.
‘O Topag I'képtev kai 6 TEpvep CUYKATAAEYOVTAV GTOVS KAAMTELVES (O TOUE OMOiOUG
Intnoe va Aaouv pEpog oTNV ATOCTOAN B 63 ESIAOTES, ALAR K1 0l dUO Toug ApvAONKav.

T I Koweper (1788 - 1863 )

‘O televtaiog anod Tovg peydioug dyyrovg kraoikovg apyitéktoves Kokepeh tatideye
anod 1o 1810 dc 1o 1817 oty Mikpi "Acia, ) Zikeria xai v "EAAGSa, 6mov améxtnoe
eNuN ©Og apyuroroyos Kai Exmite Eva oNUavTIKo poro GTHV AvaKaivyn TtV pappapivev
yhomtdv amo ) Prydiela, mov tdpa Ppiokovial 610 Bpetavikd Movoeio. “Yrijpie
Enomtng Tig EkkAnoiog tov "Ayiov Maviou kai Kabnynthc "Apyitextovikiic oth Buot-
Akf TAkudnpia ano to 1840 dg 16 1857

Toupaz "Alsacov (1790 - 1832)

‘O Topag "Akhacov onovduce otig Ly orés g Baoiiikiic "Axadnuiag (6mov tob dnove-
unfnke 10 "Apyvpo Metaiiio 1o 1809) kai talidewe otnv "EAlada to 1814, g oyedi-
oG ApKETAV EKOOTEMV TOU oikov Enévoep Etavyoovn. “Yrfpie inontng tod X pnuati-
otmpiov kai o0 ypageiov g "Evdoeng IMupocPectdv, (Tol 16 KTipld toug ot Mrap-
Bokopiov Aény IR pie TO KUPLOTEPO dNUOGLO Epyo Tov) Kai Atav vmevBuvog yia tig
npoobijkes otd kTP ToU onitiod kai Tov kAnov tob Kounta tdv IMipymv tod "Qitov
o010 Zpoounepu. kabbg xai yud Extetapéves Emoxevés oto MMordatt tod MrAévep.

TCenuc Xozyoveptu (1781 - 1841)

"0 girog tod Tépvep TLENpg XOryovepbu UniipZe Loypagog HoutoypugLdy Kai 6GoKaiog
mov elye onoudacel kovta otov TLav TkioPep. “Yriipie éva ano ta apyika péin tig
[Maidc "Etaipeiag "Ydatoypagiag. kai £560sce anoyelg and v Odaiia ot Bactliky
"Axadnuia ota 1803 - 4, kai oty [ara “Etapeia “Ydatoypugiag dg 10 1824,

Tlawv Nag (1752 - 1835)
"O Nag, nov UnfpEe 6 MO METLYNPEVOS APYITEKTOVAS TOV APy @Y TOD SEKATOV EVATOU

aidve, denoe Evtova ta ixvn Tou 610 Aovdivo. "Exave ™ StappvBuion tot PRtleve’ ¢
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[Mapk, xai 1@ oxédia 1@V meplocdTEp®Y OpadmV omtidv nov elyav KTIoTel Mave G
avoeépeleg kovid o avtd, Exave oyxéda yia ) PRtlevt Ztpnt, Savadnuiovpynoe 10
Makatt tod Mraktyyap ano v [Maiwd "Enavin tod Mraktygap. kai Ekave 10 oy édto tiig
Mappapivne "Ayidag mov apyikd DY®OVOTAV UTPocTa At avTo.

Et:‘p‘ Tiav LYooy (1753 - 1837)

0 Ziép TLdv Zoov, terevtaioc oNUavTikOg Gpyitéktovag Tpiv ano ™ Piktwpravh Exoyn
1@V avaPrdoeov, Ekave 1 oyxédia yid thv Tpanela tic "AyyAiiag, xai infjpe kabnynig
e "Apyttektovikiic oth Baoiiikn "Axadnpia aro 10 1806 xai £Efg. Kai 6 Tépvep xai 6
Toov frav péin tod ZupBoviiov tiig "Akadnpuiag 1o 1803, kai cuvéednkav pé deopumn tig
dpactnprotntég toug o1o [evikd "Ayaboepyd "18pupa y1d tovg karirtéyves. Kai ol dvo
omipEay dtevBuvtéc, 1o 1818 kai péin 1ol dtotknTikol ZupPoviiov OV Emdpevo ypovo.

Dpévrepix Xvifiéatep Nopl Nraykiaz (1791 - 1819)

‘O cuyypapias Opéviepix TuiPéotep Noph Nraykiag éxkmtaideldtnke oto Tyoieio tol
Foveotpivotep kai 610 koriéyio Kpaiot Toépts tig "OLpopdng, kai OmfipEe Povievtig
100 Mravunepy ota 1812 kai 1818. To Epyo tov Meiéty yid pepIKES OpOIOTNTES AVANETT
atois dpyaiovs kal avyypovon: "Esinves £xd0Onke 10 1813.

Tlenus Xriovapr (1713 - 1788 ) wai Nikoras Péfer (1720 - 1804 )

Oi 300 avtoi apyrréxtoveg yvopictnkav ot Poun kai tagideyav pali othiv "EALada 1o
1751, xai t° @rotehéopata tig rostoriic abtiis dnpooievtnkav 610 Epyo ‘Apraiotytes
@v "Afpva@y 10 1762, mov £yive G@opun yia THY Tapovsiao g EAANVIKTS ApYLTEKTOVI-
KTl 010 Aovdivo.

Xévpy I'nasv Nair (1786 - 1846)

"0 Xévpu N'kaiv Nart Onijpée ocuyypaéag Epymv yia v GpyLtekToviKT Kai Méhog tiig
BovAfig éknpoconoviag apyika Ty teptoyn 1od "QAiviunopo (1824 - 8), ot cuvéyeia
o0 MdAtov (1830) kai t1éhog o0 Bopetov Notwvykyap (1835 kai 1837). 'H "Apyitextoving
Ieprodeia oty Nopuavdia (1836), kai N ‘Exkinoiacting "Apyitektovikn ths Traiias (1842 -
1844) cvykararéyovral avapesa otd Epya touv. 'O Nat mpounbevoe 10 okitoo anod 10
omoio 0 Tépvep Loypagioe 10 Nao tot Havelsingviov Aia.

Poumepr Xaov (1774 - 1843)

‘O mowntig Poumept Zadv mijpe v éxmaidevon tou otdo Novéotpivotep (an’ 6mou
anoPindnke ywati Epdppole tig "TakwPivikes dpyéc Tov o’ Eva oy oAIKO TEPLOdIKD) Kai
o010 Koiéyro Mrériok g 'OEeopons. Tadideye 600 popes ot Atoafova (1795 kat
1800) kai ot cuvEyela, apold omovdace vouikd éykataotabnke oto Kélixk dmov kai
napepetve. Y nijpEe SaQvooTEQT|C TONTN S otV RN pecia Thg Paciiikiic olkoyévelag 6
1813, kai ano 16 1835 Erarpve ocvvrasn 300 Lipdv nov tol yopnynoe 6 IIqk. "Eni tpravia
LpoOvia UITpEe TAKTIKOS CLVEPYATNS TOD MepLodikod Kovwprepiuv.
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Aopooz Bupawv (1788 - 1824 )

"0 Adpdog Bupav, nifjpe v Exnaidevon tov 616 Zyokeio 100 Xdpoov, kai 6TH ouvéyeia
010 KoAéyio Tpivitu tob Kainurpitl, 6mov diafale moid, kodvurodoe, Ekave Tuypayia
Kai tepvovoe pia Exivtn {mn. Mud tpdiun tontikf cukioyn avatunddnke to 1807 pé
oV titho Qpec Lyoins. xai axorovBnoe 16 Mpookivnpa 1od Tadrive Xdpoivr ((Q8&c 1
kai IT) to 1812, pepikd xoppatia anod v "Avatorn ota 1814/15, oi "Qdég I xai IV dno
tov Todrivr Xdpoivt o1 1816 kai 1817, kai téhog 1a Epya Maénoe (1818), "Eva épaua tic
xpions 10 1822, xai O Ntov Xovay ot 1819 - 24. Ta&ideye moAd o1d Bédyio xai tv neproxn
tol Pfivou xai oty 'EAPetia 6mov ouvavinoe tov momnth Zédv, kai anod kel mpog ™
Bevetia (6mov tépace duo ypovia) kai ) Pdun. Bofnoe évepyi tovg “Ttaiovg "Enava-
otateg, kol to 1823 Bpébnke ot0 mhevpo 1@V Enavactatnuéveov “EAlfvev mol elyav
EeonkwBel Evavria otovg Tovpkovg. IMEBave and ELddn mupetd 616 Mecordyyt OV
EMOHEVO L POVO.

‘Aieavrep Hoovm (1688 - 1774)

‘O "AkeEavrep Iloovur, y10g Evog Aovdpélov Eundpov Heacuatev tod droctpinke drd
v Evepyo Umpecia T gpovid mov yevviBnke 6 o The, yvodpioe ) Lon thig TOANG dnod
£va mvevpat®dn dvBpmno piag karowag fRAkiag, Tov Fovikiap Fovitoepiv. To Epyo tov
£yve Voo 1o yid tpdTn @opa 16 1709, pe v dnuocicvon t@v Howuevikdv otallomtixa
‘Avaiexta tov Tovoov. *AkohobBnoe 6 Mesiac nov dnuociedtnke otd Gcary 1o 1712, 'H
KAOT} THS UmoUKZas ToL dNPOCIELTNKE 0T¢ A vdiekta Tod Alvtot 16 1712 (kai ympiota 1o
1714) xai 16 ddgog tob Loviviaop. "Ahla ypanta Epya elvar ol petagpaoeig tig Tiddas
kai )¢ "Odvgaciac xai 1| npd1N £xdoon tdV ardviov tov Eywve 16 1751. Ta catvpika
ypanta tov avtavakiolv Tig tdcelg Tol Kaipod Tou.

Mapr "Enrkevaaivt (1721 - 1770)

‘O dyyrog montig kai yratpog Mapk “Enkevoaivt Eyxatéietye tig Bcoroyikéc omoudéc
ToUL, Y14 ¥apn ti¢ latpikiic kal £yve tehikd didonpog 610 éndyyeipa mov diaiete, kai
TPOCMMIKOC YLatpog i Baoiiiooag 16 1761. "Eypaye otiyovg ot Heprodino yid kvpiovg
1161 10 1737 xai dnpoocicvoe Eva sdaktikd noinua, tic Xapic tic Pavragias 16 1744. Ta
dravta 1OV TOMpaTeV Tou £xd60nkay to 1772.
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JOHN GAGE

Turner and the Greek Spirit

«Toconvey to vou an idea of the colouring of Greece is impossible, it would be first
necessary to shew the sun which glows in these climates. Lord Byron has done all
that Poetry can do, but even he is very far behind; the dark blue sky, the deep blue
sea are bevond the reach of art. I now value our artist Turner more than ever;
without having even ever visited Italy, he has devined the effect of an Italian sun,
and borders on the Eastern».

(George Basevi, 1819)

Turner was just about to make his first visit to Italy when this was written, and to bring
back some dazzling records of the encounter (see Nos. 15 - 19), but he never did visit
Greece itself: like that warmest advocate of Greek art in the eighteenth century, the
German historian J.J. Winckelmann. who also travelled no further than southern Italy. it
was an imaginative vision of Greek culture that was to animate his work throughout his
long life.

Turner had intended to go to Constantinople in 1799, but the project came to nothing.
The painter’s first experience of the Classical world was, in the event, an essentially
Roman one. transmitted through his mentor, Sir Joshua Reynolds, at the Royal Acade-
my. where Turner had been a student in 1789, and an Academician ten years later; and
through patrons of an older generation like Sir Richard Colt Hoare., who prepared Turner
for his encounter with Italy by exposing him to the paintings of Claude. Nicholas and
Gaspar Poussin, and their English eighteenth-century follower Richard Wilson, and to
the poetry of Horace. Ovid and Virgil, and their eighteenth-century English imitators.
One of Turner’s most devoted and lifelong patrons was the third Earl of Egremont. whose
home. Petworth House. in Sussex (see Nos. 14, 32 - 40), was also the home of one of the
most important collections of classical sculpture in England, gathered chiefly in Rome by
Egremont’s father between 1750 and 1760, but arranged and extendeghy the third Earl,
who showed in the 1820s a more pronounced taste for Greek. as opposed to Roman
examples. Turner was himself entrusted with the acquisition of a Polykleitan torso, on his
second visit to Rome in 1828, and Egremont had this «completed» as a Dionysos. Among
the best marbles in the collection was a head of Aphrodite attributed to Praxitiles. and
now thought to be the prototype of the head of the Medici Venus in Florence.

Thus Turner's most direct experience of Greek art came. not surprisingly. through
sculpture. On his first visit to Rome he filled many pages of a sketchbook (T.B. CLXXX)
with swift studies of Greek and Roman statuary in the Museo Pio-Clementino in the
Vatican, and in 1842 he presented to the Royal Academy in London a cast of that most
concentratedly vital of Greek figure sculptures. the torso of Herakles (The Belvedere

Note: Pages 46 - 49 include information on individual people mentioned in the text.
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Torso) in the same collection; a carving which had especially excited Michelangelo, and
which had been the subject of a particularly imaginative eulogy by Winckelmann:

«Just as in the rising swell of the sea. the once motionless surface grows with
playful waves into a barely perceptible (nebligen) commotion, where one wave is
swallowed up by the next. and then in turn is whirled up by it, so here one muscle,
swelling gently and drawn into movement, flows into another, and a third, which
rises between them. and seems to reinforce their motion, is then itself swallowed
up. taking our gaze with it... [From the back] I see the most perfect structure of the
members of this body, the source of the muscles. and the basis of their positioning
and movement: and all this reveals itself like a landscape seen from the mountain-
height. over which nature has poured her manifold riches. Just as the rejoicing
heights are lost in gentle slopes down to the deep valleys, now drawing together.
now opening out again, so here the swelling hills of muscles raise themselves.
various, imposing and beautiful, and around them twist often imperceptible depths.
like the river Meander, more apparent to the feeling than to the sight».

Sculpture is seen in terms of just those sublime landscape elements, sea and mountains.
so dear to Turner.

But Turner was not himself a sculptor, and it is not at all clear how the essentially Roman
view of the Classical world which he inherited from the eighteenth century came to be
supplemented by more purely Greek sources in the distillation of his art. Certainly.

‘0 droywpiouo; tiz "Hpdc xai tod Aedvdpor
The parting of Hero and Leander
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almost as soon as turned to mythological subject - pictures about 1800. Turner was
interested in Greek as well as Roman themes: the Jason of 1802, which reflects a reading
of Apollonius Rhodius: the Apollo and Python exhibited in 1811 with a caption from
Callimachus’ Hvmn to Apollo (both London, Tate Gallery), the large watercolour of
Chryses of the same year, from the Iliad, which Turner read in the translation of
Alexander Pope (Private Collection), and The Parting of Hero and Leander (London,
National Gallery). with an attribution to «the Greek of Musaeus», which he exhibited in
1837, but which goes back to a drawing of about 1802 — all these show that Turner was
beginning to go directly to the highways and byways of Classical and Hellenistic Greek
literature for his inspiration: and there is even evidence to suggest that he took some
trouble (in vain) to acquire the language itself. But it is not until the 1810s that we begin to
feel a more urgent. contemporary note creeping into Turner’s vision of Greece, and now.
not surprisingly, the context is provided, most of all. by the activities and the publications
of Lord Byron. who had made his celebrated pilgrimage in 1809 - 1811.

By far the majority of Turner’s images of modern Greece were produced for engravings to
illustrate the Life and Works of Lord Byron, published by John Murray in the 1820s and
1830s (see Nos. 68 - 71). But already in 1816 he painted contemporary Greece on a grand
scale in a picture conceived as a companion to a view of ancient Greece. so that together
they would underline the poignant fate of a great nation oppressed. This was the first
instance of a series of companion-pictures on the theme of ancient and modern life, which
was to occupy Turner until the end of the 1830s: but there the subject matter was taken
from the history of Italy; here it was purely Greek: The Temple of Jupiter Panhellenius
Restored (lost), and View of the Temple of Jupiter Panhellenius, in the Island of Aegina,
with the Greek National Dance of the Romaika: the Acropolis of Athens in the Distance
(Northumberland Collection). The caption to the first picture of the pair, taken from a
recently-published poem by Robert Southey. Roderick, the last of the Goths(in which the
Christian Goths in Spain are led to victory against the occupying Moors), suggests the
dawning of a civilisation among groves of pines, «like pillars of the temple». The dawn
theme is reinforced. perhaps. by the sculpted relief to the left of the picture, which shows
a charioteer crowned by a victory. and. on the left, the Greek inscription:

ANNIKEPIZ
APMHAATHZ

The larger word above seems to be a version of "Aviknroc, Invictus, « The Unconquered»,
used as an attribute of the Roman sun-god, Mithra, and the smaller word below is simply
«charioteer». The relief is a representation of the victorious chariot of the sun. In the
centre of the painting a bridal procession, the bride veiled and seated on an ox. winds its.
way with torches. music and dancing to the temple-precinct:

Along the street the new-made brides are led,
With torches flaming to the nuptial bed.
The youthful dancers in a circle bound
To the soft flute and cittern’s silver sound.
(Iliad. Bk. XVIII, v.491 ff. trans. Pope)




O vaog tob Aia ooy Aiyva, axédio yra 6lvypagia
The temple of Jupiter in the Island of Aegina, drawing for an etching

The action in the companion-picture takes place, by contrast, at sunset, and the fore-
ground is animated by a group of girls dancing the Romaika, which, like the ruins of the
temple in the background. was also seen as a survival from Classical times. Henry Gally
Knight, who had provided Turner with a sketch of the ruins, had also, in his poem
Phrosyne: A Grecian Tale (1813) given the painter a cue for this modern motif:

Full soon. beneath the plane, the virgin band,

In wonted dance advancing, join’d the hand:

The youths, divided from the fair, apart

Trod the same maze, but wanted all the art.

Met in a solemn knot the archons sate,

And o’er the pipe prolonged the grave debate:
The matron train, loquacious in their glee.
Range in a line, to gossip and to see:
Th’ignobler crowd are scattered o’er the ground:
And, join'd in troops. the children sport around -
Smiles all the scene, and gives to Fancy's eye

One glimpse of ancient Greece and Liberty.
(Canto 1. v. 184 - 195)
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Greek vitality and Greek values persist amid decay and oppression, but here it is also
sunset. and the note is. surely. one of pessimism: the pessimism of Byron's Childe
Harold's Pilgrimage . Canto 11, which had appeared in 1812:

Save where some solitary column mourns

Above its prostrate brethren of the cave:

Save where Tritonia's airy shrine adorns

Colonna’s cliff. and gleams along the wave:

Save o’er some warrior’s half-forgotten grave,

Where the gray stones and unmolested grass

Ages. but not Oblivion, feebly brave:

While strangers. only. not regardless. pass.

Lingering, like me perchance to gaze, and sigh «Alas!»

Yet are thy skies as blue. thy crags as wild:
Sweet are thy groves, and verdant are thy fields.
Thine olive ripe as when Minerva smiled.

And still his honied wealth Hymettus yields:
There the blithe bee his fragrant fortress builds.
The free-born wanderer of thy mountain-air;
Apollo still thy long. long summer gilds.

Still in his beam Pedeli’'s marbles glare:

Art. Glory, Freedom fail, but Nature still is fair.

Where er we tread “tis haunted. holy ground:
No earth of thine is lost in vulgar mould.,
But one vast realm of wonder spreads around.
And all the Muse’s tales seem truly told,
Till the sense aches with gazing to behold
The scenes our earliest dreams have dwelt upon:
Each hill and dale. each deepening glen and wold
Defies the power which crushed thy temples gone:
Age shakes Athenae’s tower. but spares gray Marathon.
(Canto 11, Ixxxvi - Ixxxviii)

Both Byron and Turner were drawing on a substantial tradition of English response to the
fate of Greece under Turkish domination. and the way in which it might offer a lesson for
contemporary England had recently been underlined by F.S.N. Douglas in his Essay on
Certain Points of Resemblance between the Ancient and Modern Greeks (1813). Dou-
glas’s juxtaposition of the ancient wedding and the modern Romaika in Chapter IV of his
book suggests. indeed. that Turner had it in mind when he conceived his pair of paintings
in 1816. Certainly such meditations were becoming increasingly congenial to him: in 1812
he had already begun to draw a modern moral from an ancient story in Snowstorm,
Hannibal and his Army Crossing the Alps (London, Tate Gallery). But by choosing to
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present the temple at Aegina in this context. Turner was not simply alluding to the unity
- of the Greek people under Zeus Hellanios (the temple has now been recognized as
dedicated to the mother-goddess Aphaia). but he was also drawing attention to the most
recent. and. it was thought, the most important archaeological discovery of the period:
the excavation of this magnificent Doric temple by an Anglo-German expedition in 1811.
Turner had been provided with a sketch of the building in its ruinous state by Henry Gally
Knight, who had travelled in Greece in 1810 - 1811, and had met Byron, an old school-
companion. in Athens. Knight is now chiefly known for Byron's later attacks on his
published writings. which are feeble enough. but at this time he seems to have been on
good terms with the poet. and he subsequently became a friend of Turner’s. But for his
picture of the restored Temple of Jupiter (the surrounding magnificent buildings seem to
be entirely fanciful), Turner must have depended upon more expert advice. and his
frontal presentation of the west elevation certainly suggests the architect’s office. Here
his source may have been_Thomas Allason, an architect who also seems to have been in
the circle of Knight and Turner’s close friend James Holworthy, and whom Turner must
have known well by 1817. In Athens in 1814 Allason had exchanged ideas with the chief
excavator of the Ae®ina temple. the architect C.R. Cockerell. The sculptural group on the
pediment of Turner’s temple seems close to the reconstruction proposed by Cockerell,
although he seems to have substituted for Cockerell’s central figure of Minerva. the
seated figure of Zeus. Cockerell returned from Greece to England in 1817, and during the
1820s he and Turner became very close: it was probably through his influence that the
painter acquired his first first-hand guide to Greece, T.S. Hughes' substantial and
scholarly Travels in Sicily, Greece and Albania of 1820, for which Cockerell had himself
provided the splendid illustrations. Turner proposed to paint a number of watercolours of
the temple at Aegina. based on the architect’s drawings: and from notes in Cockerell’s
diary. it seems that an extensive publication of the temple was already planned in 1821.
By the beginning of 1825, however. Turner had done very little. and in the event only one
drawing seems to have been completed and engraved: View of the Temple of Jupiter
Panhellenius in Aegina during the Excavations (Wilton 493). This was the only embel-
lishment provided by Turner to Cockerell’s great monograph, The Temples of Jupiter
Panhellenius at Aegina, and of Apollo Epicurius at Bassae, which was eventually
published in 1860, well after the painter’s death.

It was Greece that first brought Turner, about 1816. into the orbit of Lord Byron. and that
had stimulated his involvement in the didactic potential of historical landscape: but in the
following years he followed in the footsteps of Childe Harold closer to home, in the
Rhineland (see Nos. 28. 58, 63). in Central Italy (see Nos. 15, 17- 19, 73). and, most of all,
in Venice (see Nos. 16. 53 - 57, 77). where. in a brilliant series of watercolours and paint-
ings from the last two decades of his life. Turner presented the fate of the most recent
Empire to be overthrown by a tyrant. namely Napoleon. as a result of the combined and
debilitating effects of luxury and power. It is entirely appropriate that the publisher John
Murray should have chosen Turner to provide some of the illustrations to successive
editions of Byron's Life and Works between 1825 and 1834, and that a dozen of the
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seventeen illustrations he executed should have been of Greek subjects. several of them
conceived at the height of the Greek War of Independence (see Nos. 68 - 71).

But it is also no accident that Turner’s most sustained and intimate involvement with
the Greek spirit should have been an architectural one. As a boy he had been trained as an
architectural draughtsman (see No. 1), and although the vast majority of his early
architectural watercolours are Picturesque and Gothic (see Nos. 2, 3, 6, 7), it was with
classicising architecture, and with the architects of Neo-Classicism — with Soane, with
Allason, with Cockerell and with Nash — that he always showed most affinity. His own
architectural designs reflect these allegiances: he gave Doric detailing to the villa he built
for himself at Twickenham, near London, and to the lodge he designed at Farnley Hall in
Yorkshire: and in the lectures on perspective which he prepared and gave at the Royal
Academy during these same years, he drew repeatedly on that most extensive anthology
of Greek architectural remains, Stuart and Revett's Antiguities of Athens. What most of
all Turner liked about Greek architecture was its fundamentality: it satisfied his growing
fascination with the primitive, a sense that the strengths of art lie in art’s origins in nature.
In a letter to John Soane of 1806 Turner included this verse:

Sure of success proceeds the Man

Who from a preconcerted plan

With sticks and leaves a hut first builds
Before the Parthenon he fills

With monotriglyphs - diastyle

Then Architecture spreads her guile
And wondering students gape the while
Twixt Attic-Salt and Roman oil.

Turner was clearly familiar with a body of thought on the origin of architecture which had
been developed most fully in the eighteenth century by M.A. Laugier in his Essay on
Architecture (1753), and whose most notable exponent in England was, precisely,
Turner’s friend John Soane. Architecture. for Turner, was the art par excellence that
aspired to the lucidity of simple stereometry; as he proclaimed in a lecture of 1818:

«Architecture moves steadily and uniformly towards geometric form by principle,
towards geometric form by judgement, towards geometric form by propriety,
towards geometric forms to render them practical. for every design partakes of
geometry, and evinces the more power by the arrangement of fewer forms than in
the other departments of the arts».

But stereometry, as illustrated by Joshua Kirby's handbook on perspective. to which
Turner had such constant recourse, also had its origin in nature; and an appeal to
architecture’s natural model was, of course, also implicit in Turner’s caption to The
Temple of Jupiter Panhellenius Restored. The painter came to see it as far more perv-
asive than that, for nature herself displayed underlying structural regularities: the study
of geometry was essential to the artist. he stated in 1818, because
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«We cannot evade those Geometric forms in the Bone, the machinery of all form,
and therefore why is it degrading to allow rhat to accompany art which pervaded
through Nature, the component parts of which Geological research maintains; the
vegetable and mineral evade not, but conform to; the cell of the Bee and the
Basaltic mass display the like Geometric form. of whose elementary principles all
nature partakes».

And in another lecture given a few years earlier. Turner had quoted from a favourite
eighteenth-century poet, Mark Akenside.-on this Platonic geometry of the Universe:

Such is the throne which man for truth amid

The paths of mutability hath built

Secure, unshaken. still. and whence he views

In matter’s mouldering structures, the pure forms
Of Triangle, or Circle, Cube, or Cone.

This conception of a structural interrelationship of art and nature was introduced most
dramatically into Turner’s art about 1820, when he began to build up his landscape
designs on the basis of a simple, but usually breathtakingly subtle, arrangement of a few
colours, often the three primary or «primitive» colours, red. yellow and blue. Two fine
examples of the method applied to a Greek subject are the «colour-beginnings» of the
Acropolis of Athens (see No. 67). The procedure seems to have begun with watercolours,
but during the 1830s it also came increasingly to be Turner’s practice in oils (see Nos. 74,
76): it was as if the painter hoped to emulate the processes of nature herself, in her
evolutionary progress from the simple to the more complex: and even the final, exhibited
paintings and watercolours often reveal something of their prototypes. Many designs.
indeed, never left this stage of formal abstraction, and they constitute the majority of
Turner’s surviving later works. They represent, in painterly terms, what Soane called,
«the primitive model of the Greeks».

And yet perhaps even more important to Turner in his Greek experience was the
power, the energy of nature: the violence of water as revealed in Musaeus’ poem, The
Loves of Hero and Leander , or Callimachus’ Hymn to Delos : or of the light as exempliied
in the dual roles of Apollo and Dionysos, the destructive and generative embodiments of
the sun. Turner’'s characterisation of Delphi, with Parnassus and the Castalian Spring
(see No. 70), whether or not the subject was chosen by the artist himself, shows above all
his concern for the sublime chthonic powers of nature, the subterranean energies he had
already deployed in Jason’s dragon and Apollo’s Python. At this period the remains of
ancient settlement at Delphi were themselves very much hidden from sight. Turner’s
view was close to that of his friend. the painter Charles Lock Eastlake, who was there in
1818:

«The two rocks of Parnassus are fine as such, but the mud town situated at their
foot has nothing to recommend it. It forms, like the old town. an amphitheatre.
which was once sustained by terraces of Cyclopean walls, some of which remain;
but for want of others the ground is one of rapid descent of rocks and sand from the
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town to a vast valley miles below, once watered by the Plistus. which still flows
through it in winter... The bases of some of the terraces. with some traces of the
Stadium, and a few tombs hewn in the rocks. are absolutely all that remains of
Delphi. The Castalian fountain exists: it is a little stream that issues from between
the tworocks. A little chapel is there, with Lord Byron's name onit.... Without any
associations even, this is a romantic and poetical place... There are no trees or
verdure; the miserable town and fine mountain aie equally bare... The mountain ...
and the tremendous depth and distance, gradual as they are. which you look down
upon. form a scene of the sublimest kind».

Within the space of a few centimetres. in this brilliant illustration to Byron's Childe
Harold (Canto 1. 1), Turner has distilled both his experiences of ancient. and his vision of
contemporary Greece.

Sir Joshua Revnolds (1723 - 1792)

Joshua Reynolds studied painting under Thomas Hudson (1740 - 3) and spent some time
working as a local portraitist in Devon before travelling to Italy where he made a
prolonged study of Raphael. Correggio. Titian and Michelangelo. He subsequently
became the most important artist of his day and on the establishment of the Royal
Academy (1768) was elected its first President. In 1769 he was knighted.

Richard Wilson (1714 - 1782)

Born in Wales, Richard Wilson came to London in 1729 and worked under Thomas
Wright, the portrait painter. his own portraits gaining early recognition. His six year stay
(1749 - 56) in Italy marked a turning point in his career for it was there that he decided to
devote himself exclusively to landscape. He became a Foundation member of the Royal
Academy in 1768 and was appointed its librarian in 1776.
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Sir Richard Colt Hoare (1758 - 1838)

The historian. Richard Colt Hoare studied watercolour with John «Warwick» Smith and
inherited Stourhead in Wiltshire in 17835, before completing the Grand Tour 1786 - 7. His
published works include journals of tours in Ireland, Elba. Italy and Sicily and mono-
graphs on Wiltshire genealogy. topography and archaeology. By 1799 Colt Hoare had
become a major patron of Turner and the association continued into the 1820s.

Sir George O Brien Wyndham, 3rd Earl of Egremont (1751 - 1837)

Farmer. racehorse breeder and art patron. Egremont travelled as a young man in
Germany and Austria. and began collecting British art from 1775. He became a regular
buyer of Turner's work ., starting with Ships bearing up for Anchorage in 1802, and among
the other artists he patronised were Benjamin Robert Haydon. Thomas Phillips. John
Flaxman, Joseph Nollekens and John Constable.

Sir Charles Lock Eastlake (1793 - 1865)

An historical genre and portrait painter in oil and watercolour, Sir Charles Eastlake was
also a distinguished art administrator. He was Librarian of the RA (1842 - 1845), Keeper
of the National Gallery (1843 - 1847), elected President of the Royal Academy in 1850 and
appointed Director of the National Gallery in I1855. He was friendly with Turner by 1811
and shared a house with him there in 1828. He discussed Turner’s work in Materials for a
History of Oil Painting (1847) and Contributions to the Literature of the Fine Arts (2nd
series 1870) and Turner owned and annotated his translation of Goethe’s Theory of
Colours.

Thomas Bruce, 7th Earl of Elgin (1766 - 1841)

In 1799 the diplomat and archaeologist Lord Elgin led the expedition to Constantinople
and Greece which brought back the Parthenon marbles now in the British Museum.
Among the artists he approached to join the expedition as draughtsmen were Thomas
Girtin and Turnér. both of whom declined.

C R Cockerell (1788 - 1863)

The last great English classical architect, Cockerell spent the years 1810 - 17 travelling to
Asia Minor. Sicily and Greece. where he made a name for himself as an archaeologist and
was instrumental in the discovery of the Phigaleian marbles (now in the British Museum).
He became a Surveyor to St Paul’s, and was Professor of Architecture at the Royal
Academy 1840 - 57.

Thomas Allason (1790 - [852)

Thomas Allason trained at the Royal Academy Schools (where he won the Silver Medal
in 1809) and travelled in Greece in 1814 as draughtsman to Messrs Spencer Stanhope for
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several of their publications. He was Surveyor to the Stock Exchange, and to the Alliance
Fire Office (whose building in Bartholomew Lane was his chief public work) and was
responsible for the additions to house and garden buildings of the Earl of Shrewsbury’s
Alton Towers, as well as extensive repairs to Blenheim Palace.

James Holworthy (1781 - 1841)

A friend of Turner. James Holworthy was a watercolour painter and teacher who had
studied under John Glover. He was an original member of the Old Water-Colour Society
and an exhibitor at the Royal Academy (Welsh views) 1803 - 4, and at the Old Water-
Colour Society until 1824.

John Nash (1752 - 1835)

The most successful English architect of the early 19th Century. Nash left a strong
imprint on London. He laid out Regent’s Park, designing most of the terraces near it.
planned Regent Street, re-created Buckingham Palace out of the old Buckingham House
and designed the Marble Arch which originally stood in front of it.

Sir John Soane (1753 - 1837)

The last great English architect before the Victorian age of revivals, Sir John Soane
designed the Bank of England and was Professor of Architecture at the Royal Academy
from 1806 onwards. Turner and Soane were both on the Academy Council in 1803 and
they were brought together by their activities in the Artists’ General Benevolent Instit-
ution (both were Directors in 1818 and Trustees the following year).

Frederick Sylvester North Douglas (1791 - 1819)

The author F S N Douglas was educated at Westminster School and Christ Church
Oxford. and was MP for Banbury in 1812 and 1818. His work An Essay on certain Points
of Resemblance<between the Ancient and Modern Greeks was published in 1813.

James Stuart (1713 - 1788) and Nicholas Revett (1720 - 1804)
These two architects became acquainted in Rome and travelled to Greece together in

1751, the result of this expedition being published in The Antiquities of Athens in 1762,
which led to the introduction of Greek architecture in London.

Henry Gally Knight (1786 - 1846)

Henry Gally Knight was a writer on architecture and a Member of Parliament — for
Aldborough (1824 - 8), Malton (1830), and north Nottingham (1835 and 1837). His works
include Architectural Tour in Normandy (1836), and The Ecclesiastical Architecture of
Italy (1842 - 1844). It was Knight who supplied the sketch from which Turner painted the
Temple of Jupiter Panhellenius
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Robert Southey (1774 - 1843)

‘The poet Robert Southey was educated at Westminster (whence he was expelled for
applying his Jacobin principles to a school magazine). and Balliol College, Oxford. He
made two trips to Lisbon (1795 and 1800) and then after studying law settled at Keswick
where he remained. He became Poet Laureate in 1813 and from 1835 enjoyed a pension of
£300 granted by Peel. For thirty years he was a regular contributor to the Quarterly.

Lord Byvron (1788 - 1824)

Lord Byron was educated at Harrow School, proceeding to Trinity College. Cambridge.
where he read widely. swam. boxed and led a dissipated life. An early collection of poems
was reprinted in 1807 under the title of Hours of Idleness. followed by Childe Harold's
Pilgrimage (Cantos I & II) in 1812, some oriental pieces in 1814/15, Cantos Il and IV of
Childe Harold in 1816 and 1817, Beppo (1818). A Vision of Judgmenrt in 1822, and Don
Juan in 1819 - 24. He travelled widely — through Belgium and the Rhine country to
Switzerland where he met Shelley and on to Venice (where he lived for two years) and
Rome. He gave active help to the [talian revolutionaries and in 1823 joined the Greek
insurgents who had risen against the Turks. He died of marsh fever at Missolonghi the
following year.

Alexander Pope (1688 - 1744)

Son of a London linen draper who retired in the year the poet was born, Alexander Pope
was introduced to town life by the elderly wit William Wycherley. His work first became
known in 1709, with the publication of the Pastorals in Tonson's Poetic Miscellanies.
This was followed by Messiah published in the Spectator 1712, Rape of the Lock
published in Lintot’s Miscellanies 1712 (and separately in 1714), and Windsor Forest.
Other writings include translations of the liad and the Odyssey and the first collected
edition of his work was published in 1751. His satiric writings accurately reflect the
tendencies of his age.

Mark Akenside (1721 - 70)

The English poet and physician. Mark Akenside abandoned his studies in theology for
medicine in 1740 and ultimately rose to eminence in the profession he had chosen.
becoming physician to the Queen in 1761. He contributed verses to the Gentleman's
Magazine as early as 1737, and published a didactic poem. Pleasures of the Imagination
in 1744. His collected poems were published in 1772.
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Broypagiko Lnpsiopa

1775 Zrig 23 "Anpiiiov yevvietar 6 T{oLe@ Maropvt Fovikiap Tépvep, npdTog Y105 Evog
KOupEw, 6" Eva omitt oTOV @pBpod 21 to0 Mainviev Aainv, othv neployn tod
Kopevt I'kapvtev to0 Aovdivou.

1789 "Apyiler tig omovdég Tov ot Baoihikn "Axkadnuia o0 Aovdivou. IMapaiinia
naipver pabipata and tov Topag MdAtov, éva (oypago mov eidikebinke ota
apyltektovika Bépata o Géatoypaia.

1790 T tpmdtn Qopa extiBetal Epyo touv — pia Léatoypuia — otf) Bactiikn "Axadnpia.

1791 Tlpotn oyxediactikn neprodeia oth Avtikn “Ayyiio.

1792 Tlpdtn éniokeyn oty Odaiia.

1794 "Exdoon tiig Tpd g raikoypaoiag oThv dnoia petagépbnke éva oyé£d16 tov. Mipe
o' avT TV £noxN cuvdéetal yid PO Qopa pé tov Apa Topag Mavpo kai
napakorovBel pabnpata otiv dveiapmn «akadnpior oxediov mov altdg elye
{dpvoet.

1796 "Extifetan yia mpdtn @opa élatoypagia tov ot Baothiky "Akadnpia.

1797 Tpatn neprodeia ot Bopewa "Ayyhia xai oty nepoy 1@V Atpvidy
(Aaink Nrtiotpikr).

1799 Iyeanaler Eva tagidt oty "EAlada. "Exiéyerar “Etaipog tiig Baowhikiic *Axadn-

piag.

1802 "Exiéyetan mifipeg péhog tiig Baohixfic "Akadnuiag. [Mpdtn neprodeia othv Ed-
ponn, Kata M ddpkeia Thg Onoiag Emokéntetar ) Fakdia xai v "EAPetia.

1804 ITeBaiver fi untépa tod Tépvep. Terewdver pia mvakoBikn 616 onitt Tov yia thv
ExBeon @OV Loypa@ikdv Tivakev tov.

1807 "Exdoom 100 mpdtov topov tod Bifiiov 1dv Lrovddv. "Exiéyetar Kadnyntic Mpo-
ontikfig ot Baowhiky "Axadnpuia.

1809 Ilpatn énioxeyn oty Oikia ITétyoveph, 610 Laoek, katowkia tod Adpdov “Eykpe-
HOVT.

1811 Aiver tig npdreg tov Srarékerg dg kabnynig tiig [poonticiic. *Apyilet va ktiler
Eva onitt 010 Tovikevap, xovid otov notapd Taueon, oxedraopévo anod tov idro.

1817 Ipan éniokeyn otig Kate Xdpeg xai v Kowada tod PAvou.

1819 Ot éxBioerg Epymv Tou 610 Aovdivo, oti ortitia 800 and Tovg X pNUATodoTES EpymV
tov, tod Zép TCav Aéotep kai to0 Novditep Pdovkg, onpetdvovy EEatpetikn
emruyia. Tov Abyovoto Lexivael yid v tpdtn tou éniokeyn oty Trakia.

1820 Tov @ePpovapro émotpégetl anod v "ltakia.

1821 Zvpminpovoviar onpaviikés GAhayéc o1o onitt kai thv mvaxodfixn Tov.

1822 "Opyavédverar ExBeon GdaTOYPAPIOV Y1a HETAPOPE GE YUAKOYpPaPieg and TOV K-
66t I'. Mn. Kovk. "Adkeg EkBéselg tou yivovtat 1o 1823 xai to 1824.

1825 IMeprodeia otig Kato Xdpeg kai tov Pijvo.

1826 "Extetapévn neprodeia ot Farhiia.

1827 To xahokaipt ad1d kavel iowg TV TPOTN GRO T TAKTIKES TOU EMOKEYELS 6TO
ITétyoveph.
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1828 Aivel tig tehevtaieg Swaréerg dg Kabnyntg tic Mpoontikig.
Aegvtepn ériokeyn oy “lTtalia.

1829 Tov ®ePpovapio Emotpipel oty Ayyria. To kulokaipt teplodetel oTh Poperodu-
kN Nahiia. O@dvatog tol matépa ToUL.

1833 *Emokéntetan 10 [apior, xai iowg ) Bevetia, tafidevoviag péoa and ) Baitikn,
10 Bepokivo, ) Apéadn, mv [Ipaya kai ) Biévvn.

1834 “Exfeon tdv eixovoypapnoewv yii ta Honjpata tod Adpdouv Bipwva a1o Aovéivo.
[Meprodeia ot Bopewa T'urria kai ™ [eppavia.

1836 "Emioxéntetar 1) Farhia kai v “Traria.

1837 Ilebaiver 6 @ihog kai ¥pnuatodotng épyov tov Aopdog "Eykpepovr.
Mupatteitar ano ) Béon tob Kabnynti tiic [Ipoontikiis.

1840 "Eniokeyn otnv Trakia, mod neprrapPaver kai ti) Bevetia.

1841 "Emiokénterar v "EABetia xai v Eavaemiokéntetal 10 1842, 1843 kai 1844.

1843 *Avdvupun £kdoon o0 tpdtou Topou o Epyou tod TLav Packy Liyypovor Zwypa-
@oi ol KUPLOG MPOOPLoNOS Tou ftav N Dmepaonion tol Tépvep. Abo cuvTopeg
g¢moxéyeig tod Tépvep oticg dxtég tiig ariiag droteroly ta teievtaia tadidia Tov
010 EEOTEPIKO.

1848 “Avaptnon évog mivaxa tod Tépvep otiy "EBvikn MivakoBikn tod Aovdivou.

1850 Televtaisg EkBicelg ot Baouiikn "Akadnpia.

1851 Ztic 19 AekepBpiov meBaiver 6 Tépvep 010 ££0x1ko ToL omitt 610 Toéhon, oTig
5y0ec tob Tapeon, xai évragraletal 61ov kabedpikd vaod tod "Ayiov aviov otig
30 Aexepppiov.

Biographical Outline

1775 23 April. Joseph Mallord William Turner born at 21 Maiden Lane, Covent Garden,
London, the eldest son of a barber.

1789 Admitted as a student at the Royal Academy Schools. Also studying with Thomas
Malton. the watercolour painter of architectural subjects.

1790 First exhibit. a watercolour, at the Royal Academy.

1791 First sketching tour in the West of England.

1792 First visit to Wales.

1794 Publication of the first engraving after one of his drawings.

Probably at about this time that he became associated with the patron and collector
Dr Thomas Monro, whose informal drawing «academy» Turner attended.

1796 First oil painting exhibited at the Royal Academy.
1797 First tour in the North of England. including the Lake District.
1799 Contemplated a visit to Greece. Elected an Associate of the Royal Academy.

1802 Elected a full member of the Royal Academy. First Continental tour. during which
he visited France and Switzerland.
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1804

1807

1809
1811

1817
1819

1820
1821
1822

1825
1826
1827
1828
1829

1833

1834

1836
1837

1840
1841
1843

1845
1848
1850
1851

52

Death of Turner’s mother. Completion of a gallery at his house for the exhibition of
his paintings.

Publication of the first volume of the Liber Studiorum. Elected Professor of Per-
spective at the Roval Academy.

First visit to Petworth House. Sussex. the home of Lord Egremont.

Delivered first lectures as Professor of Perspective. Began to build a house near the
River Thames at Twickenham to his own design.

First visit to the Low Countries and the Rhine Valley.

Highly successful exhibitions of his works at the London homes of two of his
patrons. Sir John Leicester and Walter Fawkes. Set outin August on his first visit to
Italy.

Returned from Italy in February.

Major alterations to his house and gallery in London completed. Visit to France.

Exhibition of watercolours made for engravings organized by the publisher W.B.
Cooke. Further exhibitions in 1823 and 1824.

Tour of the Low Countries and the Rhine.

Extensive tour in France.

The first of his regular visits to Petworth probably this summer.
Last lectures as Professor of Perspective. Second visit to Italy.

Returned to England in February. Toured north-west France in the summer. Death
of his father.

Visited Paris, and probably Venice. travelling via the Baltic. Berlin. Dresden.
Prague and Vienna.

Illustrations to Byron's Poems exhibited in London. Toured in northern France
and Germany.

Visited France and Italy.

Death of his patron and friend Lord Egremont. Resignation as Professor of Perspec-
tive.

Visit to Italy. including Venice.

Visits Switzerland and again in 1842, 1843 and 1844,

Anonymous publication of the first volume of John Ruskin’s Modern Painters.
intended largely as a defence of Turner.

Turner’s last journeys abroad — two brief visits to the French coast.

A painting by Turner hung in the National Gallery.

Last exhibits at the Royal Academy.

19 December. Death of Turner at his Thames-side cottage in Chelsea.

Buried in St Paul’s Cathedral on 30 December.
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Eicayoyiko onpesiopa otov kataloyo

"Oha ta oyéda g ExBeong adTig, £kTOg Ano ta Epya pE ap. kat. 68 - 77, mpoépyovral ano
1@ teTpadia oxitowy, oxediov xai VéatoypaPidy tov droteroly pépog ot Kinpodotn-
patog Tépvep mov Bpioketar oto Bpetaviko Movoeio.

‘0O A. TC. @ivunepyk, ot ditopo £pyo tou MTigpne Katdioyos toi Kinpodotiuaros
Tépvep mol EkdoBnke 16 1909 Exave évav katdroyo kai pid cvvioun meptypa@n tol
ouvorov Tdv Epymv mod 10 drnoteloiv, Kai mov 6 ap1Bpog toug raver ta 20.000 poiia. "H
Epeuva mov Eyive ota Katomiva yoovia elye d¢ dvarogevkto arotéheopa thv avabe-
@pnon kai tporonoinon tiig ypovoroynong kai TavTiong Optopévey teTpadinv okitooy
Koi oyediov, dAid 10 ovotnua dpibunong tod Pivunepyk éEaxorovbel va xpnoiponorei-
tat o€ k@be avagopd oo Kinpodotnua.

To Kinpoddtnua nepriapfaver molv Aiyes teheropéveg bdatoypagiesg, mob & Tépvep
okOmeLE va TovAnoel. To peyaritepo HEPOS TOL AmoTELEITUL AMO MPOKATUPKTIKES HEAE-
TEC TOU Y PNCIUSYAV HE KATOL0 TPOTO Y14 THV TposTolpacia tdv Epymv mol §E£BeoE, T Mg
teAelopéva oxEdia yia roikoypagiss, kai N mokiAia t@v Bepdtov toug pag diver pia
povadikt Bedpnon thg EEEMENG ki tdv Emrtevypdtov tod TEépvep.

Alvtoain Ztainviov
"Emperntpra toU Tpnpatog
Xapaktikiic Kai Zyediov tob

Bpetavikod Mouoeiov

Introductory Note to Catalogue

All the drawings in this exhibition, with the exception of nos. 68 - 77, are from the
Turner Bequest of sketchbooks. drawings and watercolours deposited at the British
Museum. This Bequest. which numbers almost 20,000 sheets. was listed and briefly
described in A.J. Finberg's Complete Inventory of the Turner Bequest (2 vols., 1909).
Finberg's dating and identification of particular sketchbooks and drawings has inevitably
been modified over the years as a result of further research, but his system of numbering
is invariably used when referring to the Bequest.

The Bequest includes very few of the finished watercolours that Turner intended for
sale. It consists, for the most part. of preliminary studies which served in one way or
another for the preparation of his exhibited works or as finished designs for engravings,
and in its range of subject matter provides a unique insight into Turner’s development and
achievement.

Lindsay Stainton
Assistant Keeper

Department of Prints and Drawings

British Museum
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Inueioon: "H Evéeitn TB otolg tithoug tdv Epyov aviiotolgel oti dpyika tob kinpodotipatog Tépvep
(Turner Bequest). O ap1Bpoi not dxoiovBoly dvagépovial oo ebpetnpio tol KANpodoTHuaTOL.

Note: In the titles of the works the indication TB stands for Turner Bequest. The accompanying numbers are
their inventory numbers in the Bequest.




"Ayyiia, Farhia, Ttario 1789 - 1832

England, France, Italy 1789 - 1832

| To Pavriv Xwi dno ta votioavatorind, 1789
(T.B. III - D)
Moript Kai Doatoypagia, pé TeEvakt Kai ka@e perdavt, 0.294 < 0,438 p.

“Yroypagpn: Wm Turner pinxit

‘O Tépvep Loypagioe Ty droyn adtr Tod Pavtiv Xdk kovra iy "OZpopdn 10 1789, o¢
finkia dexateooapov Etdv. TO kahokaipt 10D i10v ¥ povoL Epeive OTO OTiTL £vog Belov
1OV oD KATOIKOUGE GTO YEITOVIKO yopld Zavivykyovek. "Eva tetpadio okitowv mov
cuykatahéyetal otd Epya mod dvikovy 61d Kinpodotnua (T.B. II) nepriapBaver apretd
oxES1 pé poriPt mod cuvdEovtal pué Ty Hdutoypugia adTh, KubdS Kai pid CUPTAN pOUA-
TikR droyn tob idtov omitod anod ti Boperodvtika (T.B. IIT - C). “"H @povride kai 7
tpocoyn ue Ty onoia 6 Tépvep AnES@OE Tig APYITEKTOVIKES AENTOUEPELES, KAl O TPOTOS
pE TOV. 6010 TAUICIOCE TPOCEKTIK( TO OTITL Amd 300 CUUUETPIKG BEVTPA deiyvouy TV
gnidpacn tod Topag Mditov (1748 - 1804), évog xarirtéyvn pé idwitepn Enidoon o
TonoypuPkd Bépata.

| Radley Hall from the south-east, 1789
(T.B. Il1 - D)
Watercolour over pencil strengthened with pen and brown ink. 294 x 438 mm

Signed: Wm Turner pinxit

This view of Radley Hall, near Oxford, was drawn by Turner in 1789 at the age of
fourteen. In the summer of that year he stayed with an uncle who lived in the nearby
village of Sunningwell. A sketchbook in the Bequest (T.B. II) includes a number of pencil
sketches related to the watercolour and a companion view of the same house from the
north-west (T.B. I1I - C). The influence of the topographical artist Thomas Malton (1748 -
1804) is apparent in Turner’s careful attention to architectural detail. and the way in
which he has carefully framed the house between two répoussoir trees.

2 To Kpaiot Taépts this "O&popons, ano ta iipaoia tob Méprov, 1791
(T.B. VIII - A)

Mor 0Pt kai Udatoypagia, 0,273 x 0.332 .

“Yroypaen xai Emypagn: William Turner xai oto nepibodplo 1ot Lutoypdputog mov yproiponoincE O
vaitexvne: Kpaiar [aeptc

"Onog kai i tponyovpevn, ETo1 kai adth | Déatoypaia TPEMEL va prrotexvnOnke xata
™ dudpkela widc kahokaipratikng niokeyng tob [oypagov 610 onitt Tob Beiou tou. 1
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AMyo peta an’ adth. Ta ewteva ypdpate tdv Tpdipwy adtdv oyxediov, ota dnoia O
Tépvep ypnoponoinoe cuyvi Lonpa Kitpiva, Seixvouv 10 TPOLUO EVOLEPEPOV TOV Y10 TU
EQ@E o dnuiovpyel TO E@C ToD HAlov, Kai elval TOAD YUPUKINPIGTIKG Y1a TNV Tarita
touv &g 10 1793 mepimov.

2 Christ Church, Oxford, from Merton Fields, 1791
(T.B. VIII - A)
Watercolour over pencil, 273 x 332 mm

Signed and inscribed: William Turner and on the artist’s wash border Christ Church

Like the preceding watercolour, this must also have been made during or shortly after a
summer visit to his uncle. The bright colouring of these early drawings, in which Turner
frequently used vivid yellows, shows his early interest in effects of sunlight and is very
characteristic of his palette up to about 1793.

3 To éowtepiko tob afaciov tob Tiviepy ato Movuobaap, 1794
(T.B. XXIII - A)
MokriBt kai Gdatoypapia, 0.360 x 0,255 p.

‘0 Tépvep Enyeipnos v npd o edlactiki Tov E£0PUNOT GTHV KEVIPLIKT Kai T voTla
Ovaiia 1o 1792, kai xatd T Sidpkerd Tng Emoxéednke td yepdta popavtiopo épeinia tod
aBasiov tob Tiviepy, mov avijke raiidtepa o6 Taypa 1@V Kiotepkiavay povaydv. "Exel
erhotérvnoe pid Aertopepn peiétn pé portfi (T.B. XII - E), navw oty Onoia Baciotnke
| bdatoypagia adth tod 1794. Mia bdatoypagia mov dnewkovilet pia ntépuya Tod dPagiov
tob Tivtepv, xai mov Pacilotav ki adth mave o Eva mahardtepo oxédlo pE poiuvPr,
gxtédnke 10 1795 ot Baouukt "Axadnuia. To Tiviepy dnotéheoe Eva ano ta Gyannpéva
fépata 1@V Loypapwv tig Emoyfis mol eidikedTNKAY OTHV ANEIKOVICT) TOTOYPUPIKADV
fepdtov xai oxnvdy 6OV TO TOMIO PETATPERETAL O PIG YPUAPLKT] ATEIKOVIOT].

3 The interior of Tintern Abbev, Monmouthshire, 1794
(T.B. XXIII - A)

Watercolour over pencil. 360 x 255 mm

In 1792 Turner went on his first sketching tour of Central and South Wales, visiting the
romantic ruins of the former Cistercian abbey at Tintern: he made a detailed pencil study
(T.B. XII - E) on which this watercolour of 1794 was based. In 1795 he exhibited a
watercolour of the transept of Tintern Abbey at the Royal Academy, again based on an
earlier pencil drawing. Tintern was a favourite subject for topographical and picturesque
artists of the period.
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3 To écwtepiko tov dfasiov tov Tiviepy otd Movuobaoap
The interior of Tintern Abbey. Monmouthshire
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! To Pavtiv Xoi amd Td vOTIOGVATOAIKO
Radley Hall from the south-east



2 To Kpawot Toeprtg tiig "OE@opdng and ta Afadia 1ol Méptov
Christ Church, Oxford, from Merton Fields




4 Ecotepikod E£0y1koD omitiod pué yuvaika mov kaBetatl kovrd ot eI
A cottage interior with a woman seated by a fire



4 ‘Ecwtepino ECoyikol omitiob [E yvvaika mov kabetar
" wovrd ot pwtid, T. 1796

(T.B. XXIX - X)

Moiipt xai bdatoypagia, 0,200 x 0,271 p.

“Yroypuapn (o tpia pépn): W. Tumer

"H Odatoypapia adtn sixe iowg éxktebel o1 Baociiikn "Axednuia 10 1796 ué tov titho
‘Ecwrtepino évog éCoyikod amition. To évdiaépov tob Tépvep yua thv oAlavdikn Loypa-
@1x1) ToU déxatov Efdopov aidva Qaivetal Amo TN X OAUCTIKT) TPOCOYT OTNV ANOS00T
@V Aentopeper®dv. To otoryeio avto dnavti dpyotepa ot Epya "Ayyhov [oypapov 1@V
apy®dv 100 0fkatoL Evatou aidva, mov eldikevTNKav oThVv aneikovion ffoypa@ikdv
oknvdv, kai idaitepa ot doviewd tod Zep NténPuve Tovikk (1785 - 1841).

4 A cottage interior with a woman seated by a fire, ¢ 1796
(T.B. XXIX - X)
Watercolour over pencil, 200 > 271 mm

Signed (in three places): W. Turner

This watercolour may have been exhibited at the Royal Academy in 1796 as the Internal
of a cottage. The meticulous attention to still-life detail reflects Turner’s interest in
Dutch seventeenth-century painting, and also seems to anticipate early nineteenth-
century British paintings in this genre. particularly the work of Sir David Wilkie (1785 -
1841).

S "Amoymn iotiopopov ano vy axty, n. 1796 - 7
(T.B. XXXIII - X)
"Yéutoypapia, 0,100 x 0,145 p.

To Epyo avtod elvar pa ano tig moriég omovdis y1a Buracocoypapicg oL PLA0TEYVNOE O
Tépvep yOpw ota 1796 - 7. "H Bahlacoa 8a éZaxoiovBolos vit yontevet tov Tépvep o
6r6xAnpn ™ Lo tou, kai | tpdTn Ehatoypagia nov 2EE0eoe ot Bacihikn "Akadnuia
-t0 1796- Nrav M| Aroyn vic Garaceas o Taouiv (tic Tént Ixdarepl). "Av xai f
Loypapikm (’mc’)ﬁéﬁn g bdatoy pagiag adTHG elval KATWS TELPUUATLKT, EVIOUTOLS ANOTE-
Ael pd ano tic muhaldtepeg peréteg avtod Tob Eidouc.

5 A sailing vessel seen from the shore, ¢ 1796 - 7
(T.B. XXXIII - X)

Watercolour, 100 x 145 mm

One of a number of marine studies made by Turner in about 1796 - 7. Turner was to have a
life-long fascination with the sea, and the first oil painting that he exhibited at the Royal
Academy —in 1796— was The Cholmeley Sea Piece (Tate Gallery). This watercolour,
though drawn in a rather tentative manner. is among the earliest of such studies.
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6 To dfasio tor "Auroteurepr ato Ntopeer, n. 1796
(T.B. XXXIII - V).

MorUft kai Doatoypugia, 0,142 < 0.212 p.

Ta &pya ot "Evrovepvr Nténg (1763 - 1804). évog oxedtaot] mov eldikedtnke otnyv
ATEIKOVIOT] TOMOYPUPIKADV Kai (ApyalohoyikdV Bepdtov drotéAecay T TPOTUTL Y1l
apketic amo tic mpdipes Loutoypupics tod Tépvep. "H Uoatoypagia avtn eivar oty
TPUYHATIKOTNTU AVTIYPUPO KAToLus Bdutoypa@iag o0 NTENg, mou EUQUVICTNKE Y1 pid
aKOUM QOpG 01O EUNOPL0 Epyav TEXVNS TOD Aovdivou o 1977, kai aneikovilel TOV peyaro
ayvpeva ot @Pusiov Tol "TApTOTOUTEPL, TOL Elval TO MO EVIUTIOOCIUKO Kui KUALTEPU
SLUTNPNUEVO PEPOS TV EPEITiMV TOL. TKNVES oL areikovilouy Toroypuika Bépata,
OM®S slval qUTH £6(M, ATAVTOUY CLYVE AVEPESH OTa Tpmpa Epya to Tépvep.

6 Abbotsbury Abbey, Dorset, ¢ 1796
(T.B. XXXIII - V)

Watercolour over pencil. 142 x 212 mm

Turner modelled a number of his early watercolours on the work of Edward Dayes (1763 -
1804). a topographical and antiquarian draughtsman: this watercolour is in fact a copy of
one by Daves — the original reappeared on the London art market in 1977. It shows the
great barn at Abbotsbury. the most impressive and best preserved part of the Abbey
ruins. Picturesque subjects such as this occur frequently in Turner’s early work.

7 To wdaotpo tob Nravatavunpe, oto Nopbaumepravt, ©. 1798
(T.B. XXXIII - 5).
Mokt mviko Kai pafipo peiavy, D6UTOYPa@ia Kui TUKVOPPEUCTT TEUTEPX GE KITPIVOTO (upTi,
0,200 x 0,277 .

To Epyo adTo AVAKEL & Lt OPaoR Ao EMLONG TOAUN PEG HEAETES PE GPAIT) KUl TUKVOPPEL-
GTN TEPUTEPU TTAVE GE LOVIPO LupTi, oL grrotéyxvnoe O Tépvep kata T dwapkela THS
TPOTNS GYESUCTIKAS Tou Teplodeiag ot Bopeta "Ayyiia 10 xaroxkaipt to0 1797. "H
Uoatoypugia aith, Kubog Kai puda diin tupopoly droyn tob Kactpov 1ol Ntavotav-
unpo (T.B. XXXVI - 5) cuvééoviar pé i Eraroypugio mot &5é0ece & Tépvep ot
Buotiikn "Axadnuic 1o 1798, kai mot topu Bpioketar oy "EOvikn [Mivaxobnkn tig
Biktopia oty MeiPoltpvn tic Avotpurias. To 1828 6 Tépvep @UAoTEXVNOE Pl TereL-
®OUEVT VOUTOYpu@ia ToU KAGTpou abtol, Tuipvovtug @¢ Pdon oyédta Joypa@iouiva 10
1797. mov v mpodpile yid ™ cepd [ papinés drnowels s "Ayyzdas kai s Ovaziaz. Avtd
amoterEl EVa LUPUKTNPLOTIKO Tupadetypa ths ouvnbelug 1ol Tépvep va Suvay pnoipo-
notel SluPKG:Z OKITOU QLAOTELVIHEVE UPKETU ¥ pOVIU TTPiv.



& "H xovliva to0 ££oy1koDd omitiod o Fovéhg 610 Nokyoit tob Kévr
The kitchen of Wells’s cottage, Knockholt, Kent
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5 "Anoyn ioti0Qopov and TNV dKT
A sailing vessel seen from the shore
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6 To aPaeio tod "Apnotounepu 616 Ntopoer
Abbotsbury Abbey, Dorset




7 To xaotpo tol Ntdvotavunpo, oto Nopbaunepiavt
Dunstanborough Castle. Northumberland
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7 Dunstanborough Castle, Northumberland, ¢ 1798
(T.B. XXXIII - 5)

Pencil, brush and black ink. watercolour and bodycolour on buff paper. 200 x 277 mm

One of a group of similarly bold studies in wash and bodycolour on coarse paper made by
Turner during or shortly after his first sketching tour of the north of England in the
summer of 1797. This watercolour, and another very similar view of Dunstanborough
Castle (T.B. XXXVI - 5), are both related to an oil painting exhibited by Turner at the
Royal Academy in 1798 (now at the National Gallery of Victoria, Melbourne, Australia).
In 1828 Turner made a finished watercolour of the Castle for the series Picturesque Views
in England and Wales, which he based on drawings made in 1797: a characteristic
example of Turner’s constant use of sketches made years earlier.

8 "H rovliva to0 éCoyikob amitiod tob I'ovéls ato Nowkyoit tob Kévr, . 1800
(TBXCV (a) - A).
IMevaxt kai padpo peiavt kai Ladoproyid of yapri. 0.274 % 0,375 u.

"Emiypagn ot micw pépog: 101 "H wovliva toi Tovéis; ato Noxyoit

‘O tomoypaeos Kai deLrotéyvng tod oyediov Novikiap Ppéviepik Novéhg (1762 - 1836)
kai 6 Tépvep Eyivav @iiol YOpo o106 1800, kai 6 {oypagoc cuvnOile va Emokéntetatl TOV
610 kai Tv oikoyéveld Tov 610 omitt toug ot Mdovvt Ztpnt 1o Aovdivou, kabag Kai
610 ££0Y1x0 TOL omitt 61O Nokyoht. "H oUykpion g yepatng toOAun avtiig omovdiig of
HELKTT] TEYVLIKT] LE TO MAAULOTEPO EPYO Ecwrepiico éCoyikol amition ué yovaika nov kabeta
wovia gty gwtia (ap. kat. 4) elvan Evdragépovoa. "Av xai f| olivBeon elval tapopora,
gvtouTolg 10 idiaitepo oTo1XElO THiC OYOAUOTIKTG Enelepyaciag T@V AERTOUEPELDV TG
«ekphig puong» Edwoe T BEom Tou o¢ pia S1dbeomn yevikd MO SPapatik Kai puetnpl-
®31. "H texvikn tob Tépvep Exel mpoympficer and ) cvpPatiky xpnon tiig Gdatoypa-
eilag ot Eva mold eDPNUATIKO XEIPIONO THC pelkThS Texvikic. "O Maptiv Mrathw xai 6
"HBhuv TCOA ypovoroynoav ) pekétn adtn ota 1805 - 6, @hida 6 "Avipiov INovidtov
TPOTEVE P1d TaAaroTeEPT X povoroyia, yupm o1 1800, Buciopévn o1 cbykplon pé diieg
vdatoypapies ypovohoynuéves pé peyaritepn axpifera oty nepiodo avtn.

8 The Kitchem of Wells's Cottage, Knockholt, Kent, ¢ 1800
(T.B. XCV (a) - A)
Pen and black ink and oil paint on paper. 274 x 375 mm
Inscribed verso: 101 Wells™ Kitchen Knockholt

The landscape artist and drawing master William Frederick Wells (1762 - 1836) befrien-
ded Turner in about 1800, and Turner used to visit him and his family both at their house
in Mount Street. London, and at their country cottage at Knockholt. This bold study in
mixed technique makes an interesting comparison with the earlier Cottage Interior with a
Woman seated by a Fire (no. 4). Although the composition is similar, the earlier meti-
culous still-life quality has been transformed into an altogether more dramatic and
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mysterious mood. Technically, Turner has progressed from the conventional use of
watercolour to a highly inventive manipulation of mixed media. Martin Butlinand Evelyn
Joll have dated this study to c. 1805 - 6, but Andrew Wilton has proposed the earlier date
of ¢. 1800. through comparison with other watercolours more firmly datable to this
period.

9 "Anoyn ds xorzadag, 1801
(T.B. LVIII - 6).
Mokipt, k@pBouvo Kui doTpn TUKVOPPELSTN TEPREPL OF dompo yapti, Tave o1o onolo Exer TomobenBel

yxprlo-kitpvono dpaio Gdatoypwua. 0,305 x 0,479 p.

To tomio avto, mov & Pivunepyk tavTioe pé Em@oviain p’ Eva tonio «xovia 010 "Appo-
rap» ot Poperodutika tiig Mhaok®dpPng, elvar Eva dvtinpoconevTiko Epyo amod pia Opada
oyediov Loypupiopévov to 1801, tov 6 Tépvep ta arnokahioloe th Lrwtaéliva Moiifia
tov. Avta deiyvouv tig npdteg npoon@deies Tob [y paov vi EPeLVIOEL Tig EKPPUOTIKES
duvatoTNTES TOL HOVOY p@UOL oY EdioL, dmodidovtag Tig Anoy pdaElg, TO MG, TT) OK1G Kai
v 01 pé mhatiég paleg ypodpatos. Ta tohatotepa oxédia Hé porvPt 10U KaAATEXVT
ftav ypiyopa okitow o& mepiypappa, mov t¢ £kave cuvnbmg yia va vmoPfonbnoel
LVILT] TOL GTIC TOMOYpaikeg avagopic. Ol peléteg abtég and ) Zkmtia propel va Exouvv
oyéon ué T oyédia mov erhotéxvnoe 6 Loypagog otig Falhikég "Akneig 10 1802 (Gp. xar.
10, 11). “H gpnowponoinon pdg meaveiag peta v énetepyacia g pé «Eva piypa ano
ivdiko pehavt kai Yupo and tapurdkor, 6neg dvagépel 6 ovyypovog Tob Tépvep ypoviko-
ypaog TLOLep PapivyKToV, TpoavayYEAEL TiG TEYVIKES TOL Y pnoiponoince 6 {oypagog
otic anoyerg Tod Pvou tob 1817, kabag kai otig anoyeig g “Trariag tod 1819 (BA. ap.
kat. 17).

9 View over a valley, 1801
(T.B. LVIII - 6)

Pencil, charcoal and white bodycolour on white paper prepared with a grey-buff wash, 305 x 479 mm

Tentatively identified by Finberg as «near Arrochar», north-west of Glasgow. this is
typical of a group of drawings made in 1801 and referred to by Turner as his Scottish
Pencils. They show Turner beginning to explore the expressive potential of monochrome
drawing. working in broad masses of tone, light, shade and texture. His earlier pencil
drawings were rapid outline sketches, usually made as aides mémoire for topographical
reference. These Scottish studies can be related to the drawings made in the French Alps
in 1802 (see nos. 10, 11). The use of a prepared surface — reported by the contemporary
diarist Joseph Farington to have been made from «a mixture of Indian ink and tobacco
juice» — anticipates the techniques employed by Turner in his 1817 Rhine views and
those made in Italy in 1819 (see no. 17).

10 To Maptivo g Taiziiag, 1802
(T.B. LXXIV - 54).

MoitBt, x@pPouvo kai GoTPN TUKVOPPEVCTN TEUTEPA OE YKPILo xapti, 0,284 x 0,213 p.
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12 Tknvi otov Taueon pé motapdniola kai pia Papxa pé otarix
A scene on the Thames with barges and a punt
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9 "Anoyn puig kotrhadag
View over a valley
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11 "0 xatappaxtng tiig Nkpavt Zaptpél tiic Mairiag
The cascade of the Grande Chartreuse, France
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10 To Maptvd tig larhiag
Martigny. France
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10 Martigny, France, 1802
(T.B. LXXIV - 34)

Pencil, charcoal and white bodycolour on grey paper. 284 x 213 mm

11 "0 rarappdaxtn: s I'pavt Laptpel iz Faiiiaz, 1802
(T.B. LXXIV - 31).

Moripr, kapPouvo kai dompn nukvoppevetn téunepa o yxpilo yapri, 0,282 x 0,213 p.

To Maptio 100 1802 1) "Ayyiia ouvijye pé ) Furhiia, thv Eipnvn tfig "Apiévng mod frav
pia mpocwpiv drakont t@v Nanokedvieiov Torépov, Kai y1a tpdtn opa dnod 1o 1793 ol
"Ayyhol urnopecav v taidéyouy Eava oty Edponn. "0 Tépvep Eexivnoe yid v TpadTn
Tou tepLodeia oo EEmTeptko Tov "Tovhio, tepvavtag o 1M Faiiia xai katevBuvopevoc
npog Tig "EABetikeg "TAknerg, mob tig yvdpile 161 and devtepo xEpt ano tig Hdatoypagisg
o0 TC. P. Kalevg (1752 - 1797), yia tig omoieg étpepe peyahro Bavpacpd. Ta dvo adti
Oy £6L TPOEPYOVTAL GO TO TETPASLO OKITCMY oL Y pnoiponoinoe 6 Tépvep otV dpeivi
nepLoyn Yopw ano ) Fkpevopn kai tig Fahiikés "Alners. "H texvotpornia toug dnotehei
pia €8EnEn g texvikig mov pnoponoince 6 Tépvep ota Lnwraélica Moiifia tov (ap.
Kat. 9).

11 The cascade of the Grande Chartreuse, France, 1802
(T.B. LXXIV -31)

Pencil. charcoal and white bodycolour on grey paper, 282 x 213 mm

In March 1802 the Peace of Amiens (a temporary break in the Napoleonic Wars) was
concluded with France and for the first time since 1793 travel on the Continent was again
possible. In July Turner set out on his first foreign tour, travelling through France to the
Swiss Alps, already familiar to him at second hand through the watercolours of J.R.
Cozens (1752 - 1797) which he much admired. These two drawings are from the sketch-
book used by Turner in the mountainous area around Grenoble and the French Alps.
Stylistically, they are a development of the technique used by Turner in his Scortish
Pencils (no. 9).

12 Zknvy atov Taueon pé motauoniowa kai wa fapra wé arariini, 7. 1806
(T.B. XCV - 49).
“Yoatoypagia xai mevaxt, 0,256 x 0,368 p.

To Epyo adto dvikel o& pia oelpd dnd Ldutoypagies mob dneikovilovy andyelg Tod
Tapeon, kal grrotexvibnkay ano 1ov Tépvep yOpo ota 1806 - 1808. To pikpo ktiplo othv
630N 1ol motapod 610 Pabog thig ovvBeon kai ek elvat fowg 6 «Znkog» Tod “Atohyou-
epb, Eva KLVNYETIKO TEPIMTEPO PE HOPET {OVIKOD VaOD, KTIGUEVO Yid AOYUpPLacud TOU
devtepov Aovka tod NopBaunephavt. "O Tépvep dpyioe va EvBia@épetatl yid THY TepLoy
avtn 1ol Tapeon, mov Ppicketar hiyo mio @ Gnod 10 Aovdivo, oyedov duécmg peta Ty
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EMOTPOQT TOL Amd THY TPdTN Tov Enickeyn oty Ebpdnn 1o 1802. To 1804 6 Loypapog
Epeve Oc Evoiklactig o éva onitt tod "Atohyoveph, kai dpyioe va ktiler 10 S1ko Tov omitt
010 Tovikevay, v «Oikia 6Log» mov apydtepa dvopdotnke «Oikia ZavTvkoum» 10
1810. Té dévtpa, ta MPadia kai 10 vepd pé tig okOpmies pikpeg Papkes, kabdg kai ta
dpaid omitia TOL TAUIGIOVOLY TH OKNVY, AToTEAECAV TO DAIKO MOV Y pNOIHONOINsE )
Tépvep of Amha oxitoa £k T00 QuOLKOD, Kai y1d EAaioy pagieg, Tod pia dpada toug i dnoia
ypovoroyeitar cuviBmg yopm 610 1807, Bpioketar othv Tént Ikdiept, kai yia bdatoypa-
Qiec, 6mag £3@. To idwitepo yapaktnpiotiko @y Epyov adtdv elvar Eva e150g vatovpa-
AMopod mov cuvdietal T ovyva pé t {oypagikn o0 Kovotaunh napa pe tod Tépvep,
kai & kaAhitéyvne Edeiie £0M pia katvovpyia Eumotoovvn kai éhevlepia oty Enelepya-
oia tfig UANG.

12 A scene on the Thames with barges and a punt, ¢ 1806
(T.B. XCV - 49)

Watercolour and pen, 256 x 368 mm

This is one of a series of watercolours of the Thames made by Turner in about 1806 - 1808.
The small building on the far bank of the river to the right of the composition is probably
the «Alcove» at Isleworth, a shooting-box in the form of an Ionic temple built for the
second Duke of Northumberland. Turner first became interested in this area of the
Thames just beyond London shortly after returning from his first visit to the Continent in
1802. He had lodgings nearby at Isleworth in 1804, and began building his own house,
Solus Lodge (later Sandycombe Lodge) at Twickenham in 1810. Turner used the trees,
meadows and water, dotted with small boats and flanked by the occasional building, as
material for direct uncomplicated sketches from nature, both in oils (a group of these,
usually dated to ¢. 1807, is in the Tate Gallery) and, as here. watercolour. Their
naturalism is of a kind more often associated with Constable than with Turner, and in
them the artist showed a new confidence and freedom in his handling of the medium.

13 Kvua mov onaler, m. 1809
(T.B. CXV -7).

TApaiod Véatoypopa, yrpilo kai xage, 0,229 x 0,375 p.

To oygédro avto erriotexvnOnke Ty (61a Moy T HE HEPIKES OMOVDES O APAIOUEVT] GETLA,
otic Omoieg Umapyel lowe Pk LrTodNAwon AV Kuudtwv Tijg Bdhaocoag, | pue amin
amelkovion tavidv eotdc Kail arnoypooccwv yopic idwaitepo Bépa. "H agaipeon mov
rapaktnpilel ta oyEdia adta vnapyel ota votepa Epya tob TEpvep.

13 A breaking wave, ¢ 1809
(T.B. CXV 7)

Grey and brown wash 229 = 375 mm

This drawing was made at the same time as a number of similar studies in sepia wash
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14 "Amoym 100 ITétyoueph amod ) Aipvn
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13 Kipa ot okalel
A breaking wave
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15 Oi otéyeg pudg itarikiic moAng
View over the roofs of an italian town
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16 Beveria: To xapravaptd tod “Ayiouv Mapkov kai 16 makatt Tod Adyn
Venice: The campanile of St Mark’s and the Doge’s Palace



which seem to suggest the waves of the sea. or simply indicate bands of light and tone
without a specific subject. The abstract character of these drawings seems to anticipate
Turner’s later work.

14 "Amown tob Hétyovepl ano ™ Ziuvy, 1809 - 10
(T.B. CIX - 4).
Mohipt, 0,228 x 0,375 p.

To £pyo avto elvar pia mpokatapkTikt omovdn yia tov Loypagixo tivakadpocookénacto
npenvo ato Iétyovepl tod Ldaoel, édpa tod Koun "Eykpepove, ypovoroynuévo otd 1810, mov
ExtEBNKe o1 Baohikn "Axadnuia tov id10 adto xpovo. ‘O nivakag Bpicketal dkopa otod
IMetyovepB. TO oy£d10 aTO TPOEPYETUL AMO Eva TETPASLO GKITOMV TOL ¥ PNOLUONOINGE O
Tépvep 10 kahokaipt tod 1809, kai e prhappaver apketeg onovdeg kai tod IMeTyoveph kai
t00 Kdotpov tot Kokeppaov, mod drotehoboe k1 avtd pEPOS TS GKivnTng meplovsiag
tol "Eyxpepovt ot Bopewa ‘Ayyiia. ‘O hopdog "Eykpepovt ftav évag and tolg mod
ONUAVTIKOUG mMerates Mol Emyopnyoloay Epya Tod Tépvep (BA. ap. xat. 32 - 40).

I4 Petworth from the lake, 1809 - 10
(T.B. CIX - 4)

Pencil. 228 x 375 mm

A preparatory study for the painting Petworth, Sussex, the seat of the Earl of Egremont:
Dewy Morning, dated 1810, and exhibited at the Royal Academy in that year. The
painting is still at Petworth. This drawing is from a sketchbook used by Turner in the
summer of 1809 and includes a number of studies both of Petworth and another Egremont
property in the north of England. Cockermouth Castle. Lord Egremont was one of
Turner’s most important patrons: see nos. 32 - 40.

15 Oi otéyes ag itasinis nosns, 1819
(T.B. CLXXXI - 3).
Mokiupt kai Odatoypagia, 0,224 = 0,287 p.

‘O Tépvep EQuye ano v "Ayyhia otig Gpyég Avyodatou tod 1819, kai tatideye mpog 1O
Toupivo, repvdvrag ano 16 IMapiot, ™ Avev kai 1o Zapnept. Kata ) iapxeia Tig
TPOTNS Tov avtiig Emiokeyng oty Ttakia, népace anod 10 Mirdvo xai tpox®pnoe Tpog
) Bevetia xai totepa npog ) Podun, nepvoviag ano ) Mrordvia, 1o Pipvt xai tv
"Aykova. “H dnoyn adth dév Exet axopa tavtioTel pé axpipera, dv kai iowc dretxovilen
Karowa moAn tiig Popetag Ttakiag, deod mpoipyetal Gno TO TETPAdIO OKITO®V TOL
rpnowonoince 6 Loypagos otnv neproyn yupe ano to Kopo kai ) Bevertia.
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15 View over the roofs of an italian town, 1819
(T.B. CLXXXI - 3)

Pencil and watercolour, 224 = 287 mm

Turner left England in early August 1819, travelling by way of Paris. Lyons and Cham-
bery to Turin. On this, his first visit to Italy. he went on through Milan to Venice, and then
to Rome via Bologna, Rimini and Ancona. The exact location of this view has not been
identified. though since it comes from a sketchbook used in the area around Como and
Venice it presumably shows a town in northern Italy.

16 Bevetia: To kaumavapio tob "Ayiov Maprkov kai 1o masatt tov Aoyy, 1819
(T.B. CLXXXI - 7).

Mot kai Gdatoypagia, 0,225 x 0,287 pu.

"0 Tépvep Emoképdnke y1d Tpd™™ @op T Bevetia 10 ZentépPpro tod 1819, kai Epewve
toTe EKel Y1a dekanévte mepinov pépes. "0 Loypagog KatEypaye Tig EVILTOGEL; TOL and
THY TOAN O pid opada anod dydovta mepinov pikpa oxédia pé poAvPt xai of TECoEPIS
Odatoypugies, P and tig droieg elvar kai avt. "H @peokadda kai 6 avBopuntiopog tov
yapaktnpilovv tic Vdatoypaeics adtés, oTig dnoieg N ELarpetika evaicOnn xpnon tod
apaiopévon Hdutoy pdpuatog ano tov Tépvep divel pia Adpyn otd AELKO JapTi, delyvouy
™ yopyn EEMEN Tiig Emidoong tob Tépvep oth xpnon tod pécov avtod. "O froypagog
tod Tépvep A. TL. @ivurepyk Eypaye 611 1) GTOLSN AOTH «KAPPOOCE GTO PUAADO TOL Y1d GAN
v Omoroinn Lo Tov 10 Spapa Ekeivo pidc TOANS GO GoTPUPTEPO PAPHAPO OV Pyaiver
anod ™) Bdhacoar. Of dp. kat. 53 - 57 elvar Véatoypagies mov 6 LOYpPaPog PLhoTEXVNOE
KUt Tic HETUYEVESTEPES EMOKEYELS TOL 61N Bevetia.

16 Venice: the campanile of st Mark's and the Doge's Palace, 1819
(T.B. CLXXXI -7)

Pencil and watercolour, 225 x 287 mm

Turner's first visit to Venice was in September 1819, when he seems to have stayed for
about a fortnight. He recorded his impressions of the city in a group of about eighty small
pencil drawings, and in four watercolours. of which this is one. The freshness and
spontaneity of these watercolours, on which the whiteness of the paper glows through the
most delicate of translucent washes. suggests Turner’s rapidly developing subtlety in the
use of the medium. Turner’s biographer A.J. Finberg wrote of this study that «it fixed
upon his mind for the remainder of his life that vision of a city of gleaming marble rising
from the sea». For later watercolours made in Venice, see nos. 53 - 57.

17 Poun. g Paciiikn tob Kevetavtivov rkai to Kolocoaio, 1819
(T.B. CLXXXIX - 20).
Molift, datoypagia xai TuKVOppPELSTN TEUREPA Of dompo yapti Tave o1d omoio Exel tomobetnbel
rkpilo dparwpévo Héatoy popa, 0,228 x 0,368 p.

"0 Tépvep Eprace oty Podun ota péoa "Oxtofpiov tod 1819 kai Eueive Ekel ouveyela &g
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18 To Tifoit pe tolg KATAPPAKTES
Tivoli with the cascades
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17 Popn: f Baothikn tod “Avyiov Kevotavtivov xai 10 Koloooaio
Rome: the basilica of Constantine and the Colosseum



19 Adyn o106 Kaotéh viéd "Ofo tijg Nednoing, pt 16 Kanpt xal 16 Zoppévto oto Babog
The Castel dell’ Ovo, Naples, with Capri and Sorrento in the distance: early morning




21 To mapko tod "Apaviek otig 6y30ec 100 motapod "Apav
Arundel Park, on the river Arun




ta péca Aekepfpiov, EMOKENTONEVOS HOVO pid @opd T Neanoin. "Onwg xai ot Bevertia,

"£T01 K1 £00 TEPUOCE MOAD KULPO KAVOVTAG HIKPE OKITo® ME HOAUPL, AL’ EkTOg an’ adta
YEULOE KOl GAPKETO HeYdAa TeTpAdia oKITO®MV PHéE TAVE Ao d1aKOoLX TEVH VI TLO dOUAE-
pEVO o0, HEPLKE GO Ta 0ol HTav Kal xpopatiotd. To oy£dio adto tpoépyetal ano
Eva tetpadio okitowv ota omoia 6 Tépvep Etoipace apyika Eva ykpilo ovTo, dnuiovp-
yoOvVTag Anoypooelg pg to Eavorypa ol podpatos. L cvvéyela oyediace Elagpa tept-
ypappata pé porvpr, Loypapiopéva iomg éni tomov, dv kai eaivetar nidg cuvidile va
npoobétel Kapid popa 1o xpdpa 616 Eevodoyeio fi 10 oritt mov voikwale, 10 Bpadv. “H
daroyn adth tfig Popaikiic "Ayopag ano tovg Kinoug ®apvéle nepriapfaverl ano api-
otept npog ta defid ) Baoulikn 1ot Keovotavrivou, thv ékxinoia tiig ayiag Opayki-
ok ¢ Popaiag pé 16 popaviikd kaprtavapid g, v ayida tob Titov, kal 10 Koroo-
caio.

17 Rome: the basilica of Constantine and the Colosseum, 1819
(T.B. CLXXXIX - 20)

Pencil, watercolour and bodycolour on white paper prepared with grey wash, 228 x 368 mm

Turner arrived in Rome in mid-October 1819 and. apart from a visit to Naples, remained
there until mid-December. As in Venice, he spent much time in making small pencil
sketches. but he also filled a number of large sketchbooks with over two hundred and fifty
more elaborate drawings, a number of which were coloured. This drawing comes from a
sketchbook which Turner first prepared with a grey tinted ground. Soft pencil outlines
followed. probably drawn on the spot. while the colour seems, at least on occasion, to
have been added by Turner at his hotel or lodgings in the evening. This view of the Roman
Forum, taken from the Farnese Gardens, includes from left to right; the Basilica of
Constantine, the Church of S. Francesca Romana with its Romanesque campanile: the
Arch of Titus: and the Colosseum.

18 To Tifos1 ué tovs karappirtes, 1819
(T.B. CLXXXVII - 32).
Moiifh xai Déatoypugia, 0.253 x 0,403 p.

"Evag and toig toOmoug mov dyanolooy Vo EMICKERTOVTAL ol KaAAltéyveg 1idn amo ta péoa
o0 déxatov EBSojiov aidva ftav 1o Tifoir. "H 2vtuneciaxn Béon tiig toAng adtig, Tov
Bpioketat of drdcTacn 25 xihopétpov and ) Poun, tave ano toug katappaxtes Kai ol
dagopec anoyelg Tod Aatiov Tov propodoe vit del kaveig ano kel, dpxloav v yonTevouy
TOUC KAAALTEY VES Ao TNV Emoyx T Tob KAdvt Aoppaiv kai ££fig. “O Tépvep dév AnotéAece
EEaipeon, K1 £tol [oypa@ioe TOLAGYLGTOV OV0 UBATOYPUPIES HE YEVIKEG AMOWELS TOD
Tipoit xai dpketég omovdig pé porvfr. “H vdatoypagia avtn, mov elkoviler pid droyn
¢ mOANGC anod tovg katapfaxtes, Loypapiotnke dnd éva onueio tol npénel v yvopile O
Tépvep ano tovg mivakeg Loy pagikiic 1o Pitoapvt [Novikoov (1713/14 - 1782), 6 6moiog
elye émoxepel ) Podun ot dexaetia tod 1750 xai Loypagice 1o Tifoit anod 10 10
pépos. “H amoyn adtn ouvykevipdvel OAa T oTolyeia mov deiyvouv OTL Td ¥ POUATE
npootebnkav 010 UmaBpo, dvti va 1a énefepyactel 6 kaAiiitéxvng 10 Ppadu.
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18 Tivoli with the cascades, 1819
(T.B. CLXXXVII - 32)

Watercolour over pencil, 253 x 403 mm

Tivoli had been a favourite place for artists to visit since the mid-seventeenth century:
situated 25 kilometres of Rome, the dramatic setting of the town above the cascades and
the views that it afforded over the campagna attracted painters from Claude Lorrain
onwards. Turner was no exception, and drew at least two general views of Tivoli in
watercolour and a number of pencil studies. This watercolour, looking across the casca-
des to the town, was taken from a viewpoint which must have been familiar to Turner
from the paintings of Richard Wilson (1713/14 - 1782), who had visited Rome in the 1750s
and painted Tivoli from the same spot. This view has all the appearance of being coloured
in the open air. rather than having been worked up in the evening.

19 Abyn oto Kaotél viél "Ofo tijs Neamosns, pé to Kanpt kai to Zoppévto
ato paboc, 1819
(T.B. CLXXXVII - 2).
MoiOpt kai Gdatoypagia, 0,257 x 0,403 p.

‘0O Tépvep amopacioe va Emokeebel 1 Nednoin 6tav fprokodtav ot Poun, kai yua
dAhoug AOyoug GAAd kai y1a va Tapatnpioet pia Ekpnén tod BeLovProv mov dpyioe yopo
010 1éhog "OxtmPpiov 100 1819. 'Enéotpeye ot Pdpn ano kel ota péca NoeuPpiov.
Kata 1 didpkera tiic napapoviic touv otn Neanoin Loypagioe dpketés anoyelg, Grevi-
Lovtag ) BGAacoa ano tO id10 onueio, GAha pué Sragopetikésg kaipikés ouvlijkes. Ta
BuvpooTta poTeVa ¥ podpata kai i fvtinooT tol tpokaiotv adBopunta of Héatoypagieg
avtés, 0a mpémer va katéningav tovg ovyypovoug tod Tépvep. “O @ivpnepyk, ot Pr-
oypagia tod kalhitéyvn, peTa@Eper Ta Aoy Evog ouyypovoD tou: « O Tépvep Bpioketat
ot nepiympa tijic Nedmoing Kai kavel mpoyelpa oxitoa Eapvialoviag Tovg «HOVIEP-
VOUS» LoD Avap@Totvtal o& Ti Bk propécouy vi 100 ¥ pNotpedcovy avTa Ta TpdyeLpa [sic)
ainBela, Tl anhoikeg yuyeg».

19 The Castel dell’Ovo, Naples, with Capri and Sorrento in the distance;
early morning, 1819
(T. B. CLXXXVII - 2)

Pencil and watercolour. 257 x 403 mm

Turner went to Naples from Rome partly to observe an eruption of Vesuvius which began
towards the end of October 1819: he returned to Rome in mid-November. While there. he
made a number of views looking out to sea from the same viewpoint, but under differing
weather conditions. The marvellously clear colours and spontaneous effect of these
watercolours must have startled his contemporaries. Finberg, in his Life of Turner quotes
a contemporary: « Turner is in the neighbourhood of Naples making rough sketches to
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22 To Mévryovain
The Medway



- ; T x

20 To Mop IMapx, xovta o16 ovdteopvt otig 8yBec tob motapod Koiv
Moor Park, near Watford on the river Colne




23 Atpoémhowo pt Koﬁni Kol Bapkeg y1a xontniacia EE® Gnod v axtn
A paddle steamer and rowing -boats off the coast




the astonishment of the Fashionables, who wonder of what use these rough draughts [sic]
(ie. drafts) can be — simple souls».

20 To Mop Iapk, kovra ato Fovdtpopvt atis dybes tob motauod Koiv,
m. 1823
(T.B. CCVIII - H).
"Ydatoypagia, 0,157 x 0,221 p.

“H bdatoypapia adti, kabodg kai i EROuEVN AVAKOLY OE HIG OELPA AT dexaoy Td DdaTo-
ypagicc oL PIAOTELVNOE 6 KahhiTéxvng YOpo ota 1823 - 4 yid hoyapracud tod ekdotn I'.
M. Kolk, Tob fifehe vi Tig xpnoiponotioet @g slkovoypagnon piig oelpdg pé titho Of
rotapoi T "Ayyiiac 1| "Anowerc notaudv. Ta Enopeva déxa ypovia 6 TEpvep EnPOkeLTo va
¢mdoBel 6TH Prhotéyvnon oyediov yia eikovoypagnoeig pé EEatpetikn Empéiea. "H
nepiodog adTh cuvéneoe pé tig TPOCPATES TEXVIKES EEERIEEIS TG yuhkoypaeiag (petlo-
Tiviov) mdve of dtodht, kai Hyi, 6meg mponyoLpives, Tave oF Thdkeg Xaikod, OV
eBsipovral ypriyopa. “Eva oyédio pé pordp (T.B. XCVI - 76) mov elye xaver & Tépvep
YOp® 6Ta dEka Y pOVIa vopitEpa Kai petaipdnke kai o& yalkoypagia 16 1824, drotéhece
™ Baon tic cOvBsong adtiic. 10 Pabog defra draxpivetar poiig fi Tpocoyn e Tig
Klovostotyiec 100 Mop Iapk, £vog @paiov omitiod KTIGPEVOL CUHE@VE pE Tig ApYES TS
dpyrrextovikiig mov kubiépwoe 6 IMailravrio.

20 Moor Park, near Watford on the river Colne, c 1823
(T.B. CCVIII - H)

Watercolour, 157 x 221 mm

This and the following watercolour are from the series of eighteen watercolours made for
the publisher W.B. Cooke between 1823 and 1824 to illustrate a series called The Rivers of
England or River Scenery. Over the next ten years Turner was to be extraordinarily
industrious in designing illustrations: this period coincided with the recent technical
developments of mezzotinting on steel (rather than on copper plates as before, which
quickly wore out). The composition is based on a pencil drawing (T.B. XCVI -76) made
by Turner about ten years earlier, and was engraved in 1824. The colonnaded facade of
Moor Park. a fine Palladian house north of London, can just be glimpsed high in the
distance right of centre.

21 To ndpro tod “Apaviel atic 0xbes tob motauod "Apav, m. 1824
(T.B. CCVIII - G).
“Yéatoypagia, 0,159 x 0,228 p.

“H ypagikn adth ouveon mov dév £xet kaBopiopévo mhaicto kai té Gkpa THG CLY(OVED-
ovtal pé o eovTo, anekovilel Eva Eoyikd omnitt 610 Babog K Eva Komadt and ELdera of
npdTo TGV, Kai elvat Eva xapaxTpIoTikd Selypa TdV TONOY PUPIK@Y EIKOVOY pUPTCEDY
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24 "HhoBacilepa mave ano ™ 0dhacoa o moptokaiid dpixin
The sun setting over the sea in orange mist



tijc mepLodou adtiig, @A)’ Exelvo mov Eeyopiler elvat 6 EUTAOLTIONOS THIG TaAéTag MO
KGVvel TG XpOUATE Vi AGumovy oav T Koopfuata, kabog xai 7 EKTATKTIKT] TEYVIKT
tehE10TNTA. "ARAE OTOLSES i HOALPL oL CUVEEOVTAL U T TV véatoypapia mept-
LapPavovral oo TeTpadio okitowv and 16 Mrpartov kai 10 "Apavtei (T.B.CCX 69-70).
“H bdaroypagia adth petagépdnke kai of yarkoypagia (petlotivio) 10 1827. To kdotpo
tob "Apavieh oThv meployn tod Laoek, elvar §| E3pa 1@V dovkdv 100 Nopox.

21 Arundel Park, on the river Arun, ¢ 1824
(T.B. CCVIII - G)

Watercolour, 159 x 228 mm

This picturesque composition of vignette-like-construction with a country house in the
distance and a herd of deer in the foreground is characteristic of topographical illustrati-
ons of the period, but what distinguishes it is the jewel-like palette and astonishing degree
of technical accomplishment. Pencil studies connected with this watercolour are in the
Brighton and Arundel sketchbook (T.B. CCX 69 - 70). It was engraved in mezzotint in
1827. Arundel Castle. Sussex, is the seat of the Dukes of Norfolk.

22 To Mévtyovamn, m. 1824 '
(T.B. CCVIII - P).
Molup xai Gdatoypagia, 0,156 x 0,218 p.

“H bdatoypagia adth, Tov iceg 6 GpyLKog TPoopIopog Te ftay v drnotehécet Eva amo ta
oyédla Y1 TV eikovoypagnon tod Epyov O motauoi ths "Ayyiias, dEV petaQeplnke
telik@ of xamola yahkoypagia thg oeipds avtiic. ‘O idtog 6 Tépvep petéepe
rapailayn Tob oyediov adtod o yarkoypapia (peviotivio) yid celpa nov elye Tov
titho 7o Mikpo Bifiio, yopw oto 1825. Ta oxaen oth péon Kai tpdg 10 Bdbog tob mivaka
frav 800 moAspwikd mhola ywpig iotolg, mov ypnoipomotiBnkay Gpyikd O MAGMTES
QuAakic yui tovg F@riovg vadteg mov ol "Ayyhot cuvérafay @g alyperdTovg Katd ™
drapkera Tob Nunoreovieiov ITorépov.

22 The Medway, c 1824
(T.B. CCVIII - P)

Pencil and watercolour, 156 x 218 mm

Probably originally intended as a design for The Rivers of England., this watercolour was
not engraved for the series. A modified version of the design was mezzotinted by Turner
himself for a series called The Little Liber, c. 1825. The vessels in the middle distance
were two dismasted war ships that served as prison hulks originally for French sailors
captured in the Napoleonic War.



31 "H pavpn Bapxa
The black boat

95



27 Tépmho yorhikod pubuod otov kabedpikd vad tiig Povév
A gothic screen in Rouen cathedral




26 T16An oty meproyn tod Molédia;
A town on the Moselle?
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28 "Amoyn tol Mnrepvkaotéd kai tob Advtoyout
Berncastel and the Landshut

98



23 "Atuonioto pé kovni kai fapres yid konniacia Ew ano iy axty, n. 1825
(T.B. CCLXIV - 14)

“Yéutoypagia, 0,225 x 0,280 p.

"Av Kai 10 GY£010 aOTO CUVBEETUL TEXVOTPOMIKA WE TOUC Mivakes mod amewkovilouvy
Bahaoova Bépata T dexaetiag tob 1840, kai iowg idiaitepa pé 10 Epyo Xiovolveiia kai
drponioro £ dné v eigodo évog Jpaviod Tod 1842, Eviovtolg | Teyvikh Kai td LpOUATE
tov Bupilouv nepiocoTEPO PHEPIKES GO Tig OTOLSES Y1d Bukdoora Bépata ot Hdatoypagieg
g dexaetiag Tob 1820. Ta drponiora kai oi unyavig 1@V c1dnpodpou®y, pé T Evivno-
OluK@ QOVYapa TOLG Kai T KLHATIOTE cUVVEQU ToD KumvoDd, Qaiverar 6T1 yorntevav
idlaitepa tov Tépvep.

23 A paddle steamer and rowing boats off the coast, ¢ 1825
(T.B. CCCLXIV - 147)

Watercolour, 225 x 280 mm

Although the drawing has a stylistic relationship with marine paintings of the 1840s,
especially perhaps the Snow Storm — Steam Boat off a Harbour's mouth of 1842, in
technique and colouring it resembles more closely some of the watercolour studies for
marine subjects of the 1820s. Turner seems to have been fascinated by steam ships and
railway engines. with their dramatic funnels and billowing clouds of steam.

24 "Hrwfacirepa navw ano ty Oaracaa ae noptonarsia ouiysy, n. 1825
(T.B. CCLXIII - 210).

“Youtoypagia, 0.243 - 0345 .

"H (datoypagia avtn vikel 6& pid Opada Arod oToudES Y1d TNV ATEIKOVIOT TOU 0VPavoD
KaT¢ 10 NAtoPauciiepa, mov Eexwpilovy pE T TAOUGIA ¥ POUATE TOLS KUl £Vl OUTKOAO Vit
7povoroynBolv: ue kanowa axpifeie. M ano avtég @éper ) ypovoroyia 1823 o10
UOUTOOTHO, KUl T} TEXVOTPOTIKT] GUYKPLOT] pé GALES DOUTOYPUPIES OV Y POVOAOYODVTHL
o010 pEoa g dekuetiag Tod 1820, deiyvel dS 16 oYES10 aUTO TPEREL Vit AvAKEL oV (d1a
Emoyn.

24 The sun setting over the sea in orange mist, ¢ 1825
(T.B. CCL.XIII - 210)

Watercolour. 243 < 345 mm
One of a group of richly coloured studies of sunset skies which are difficult to date with

any accuracy. Among them is one on paper watermarked 1823, and stylistic comparison
with other watercolours of the mid-1820s suggests a similar dating for this drawing.

99



25 Kaotpo oty mepioyn tob Moléiial;) m. 1827
(T.B. CCLIX - 143).
TMukvoppevotn tépnepa o pmie yapri, 0,140 x 0,190 p.

25 A fortress on the Moselle? ¢ 1827
(T.B. CCLIX - 143)
Bodycolour on blue paper, 140 x 190 mm

26 Io/in oty meproyn tod Moléilal;) m. 1827
(T.B. CCLIX - 144)
[Mukvoppevotn téunepa of unhé yapri, 0,140 x 0,191 p.

26 A town on the Moselle?, ¢ 1827
(T.B. CCLIX - 144)
Bodycolour on blue paper, 140 x 191 mm

27 Téumio yorbikod pvBuod atov kabedpiko vao thic Povév, m. 1828 - 9;
(T.B. CCLIX - 149)
Mukvoppevotn téurepa of punhé yapti, 0,141 x 0,192 p.

Ta dvo mponyolpeva oyédia (&p. kat. 25, 26) npoépyovial icwg Gnd orovdic o Prloté-
xvnoe 6 Tépvep kata T didpkela tfig neprodeiag tov otig neproxis tob Mola xai 1ol
Moléhia 1o 1825. "H peyain ExkkAnoia pé tovg Simhoig TUPyoUS 6TO SUTIKO PEPOC, TPENEL
va glvar 7| éxxAnoia 100 Kapvrev otig 6xBeg to0 motapod nov Bpiokerar petald tod
Koyep kai tod Kopmhevts. To oxédio tob téumiov tod kabedpikod vaod tfic Povév
xpovoroyeitar otnv ida Eroy N pé tovg Motauovs tic aiiias (Gp. kat. 41 - 46), dAha dév
npoopiiotav yia dnpocicvon. "Eva okitoo pé poripr otd tetpddio oxitcev ano
Agnnn, ) Pouev kai 1o IMapiol (T.B. CCLVIII) dnotéleos ) Baon tod Epyov avtod.

27 A gothic screen in Rouen cathedral, ¢ 1828 - 9?

(T.B. CCLIX - 149)
Bodycolour on blue paper, 141 x 192 mm

The first two drawings were probably derived from studies made by Turner on his tour of
the Meuse and Moselle in 1825. The large church with twin western towers seems to be
that of Karden on the river between Cochem and Koblenz. The drawing of the screen in
Rouen Cathedral dates from the same period as the French Rivers (see nos 41 - 46), but
was not intended for publication. It was based on a pencil sketch in the Dieppe. Rouen
and Paris sketchbook, T.B. CCLVIII.

28 "Anroyn 100 Mrepvkactés kai tob Advrayovt, m. 1827
(T.B. CCXXI - D)
Mukvoppevotn téurepa of punié yapti, 0,140 x 0,190 p.
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29 "Epeitopévo kaotpo ot Bpayo mave and mokn oti Sxbec Evog motapod
A ruined castle on a rock above a town by a river
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25 Kdotpo otiv neproyxn 100 Moléhla;
A fortress on the Moselle?
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32 IétyovepB: 6 odpavog 10 fihoPaciiepa ave dnd T Alpvn
Petworth: sunset sky over the lake
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33 IétyovepB: 6 odpavog to Bpadu mave Gro Tt Aipvn, pé pa Bapxa kai Eva mopyo otd
Padog
Petworth: evening sky over the lake with a boat and distant tower
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28 Berncastel and the Landshut, ¢ 1827
(T.B. CCXXI - D)
Bodycolour on blue paper, 140 = 190 mm

29 "Epeamwuévo kdatpo 6é fipdyo mave Ano moiN Kovia G& ToTauo,
n. 1827
(T.B. CCXXI - F).

Mukvoppevatn tépnepa o urié xapti, 0,139 < 0,191 p.

Ta 600 tehevtaia Epya elval YapokINPLOTIKG delypata TV oy edi®v oL PLLoTéyvnoe O
Tépvep xata ) dapxera Thg neplodeiag Tov otig meproyeg Tob Mola kai tot Maléhia to
1825.

29 A ruined castle on a rock above a town by a river, c 1827
(T.B. CCXXI - F)

Bodycolour on blue paper. 139 x 191 mm

Both these drawings are typical of those resulting from Turner’s tour of the Meuse and
Moselle in 1825,

30 To warxo nvedua, m. 1832
(T.B. CCLXXX - 202)
Bwigta ot Géatoypapia xai porif, 0,118 x 0,160 p.

30 The evil spirit, ¢ 1832
(T.B. CCLXXX - 202)

Vignette in watercolour and pencil, 118 x 160 mm

31 'H pavpny Papra, m. 1832
(T.B. CCLXXX - 209)
Buwigta o Gdutoypagia, 0,120 x 0,160 p.

3
‘O Zapoved Potleps (1763 - 1855), évag tpanelitng yvdotng 1@V Bepdtov téxvng, péhog
g DYNATg Kowveviag kai Epacttéyvng tontng, avabece otov Tépvep v eikovoypi-
enon v Ardvrwy 1od momtikol tov Epyov. “H mapayyeiia adth Eyive Eiaitiag thg
TEPACTING EMTUY XS TOL oNueiwcay ol eikovoypa@noelg tob TEPVEP YLd TO HEKPOTKEAES
roinua tod Potlepg 'H Traiia (1830). @aivetal ndg N éneéepyacia adtdv 1@V oyediov
aracyoinoce tov TEpvep y1a oAU ka1pd, kai 6 Loypaeog KpATNoE U TPocoyH Emonuet-
®oelg oF pa tahardtepn £kdoon @V Ardviwy mov Kukio@opnoe 1O 1827. To Kaxo
Ivevpa peta@épbnke xai o€ yoikoypagia ano tov "Eviovapvt 'kobviok, pé oxomod v
anoterEoel 10 HoTEPOY pago ThHe Awdékatng "QB1ic tod rotuatog To talior tov KoiéubBov
oV ixdoon 1dv Aravrav tol 1834, "H Maipy Bapra OmijpZe lowe éva oxédo yia 1o
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BiBrio mov Epewve tehika axpnopomointo. To mowmukd Epyo tod Potleps, mov dév
Bempeitar onpepa idraitepa onpavtikd, Eyve g podag v éroyn éxeivn, xai A eikovo-
ypaenon tob Tépvep yia 10 noinpa 'H Traiia EEfjye 11a npdT™ Qopd T gaviacia tod
TLav Paokiv, mod ftav tOTE deKaTPIdV ETAV.

31 The black boat, ¢ 1832
(T.B. CCLXXX - 209)

Vignette in watercolour, 120 x 160 mm

Turner was commissioned by Samuel Rogers (1763 - 1855), a banker, connoisseur,
socialite and amateur poet. to illustrate the Collected Poems. This commission followed
the enormous success of Turner’s illustrations to Rogers’s lengthy poem Iraly (1830).
Turner seems to have spent a good deal of time working on these drawings, and carefully
annotated an earlier edition of the Poems, published in 1827. The Evil Spirit was engraved
by Edward Goodall as the tailpiece to Canto XII of the Voyage of Columbus in the
Poems, 1834. The Black Boat appears to have been an unused design for the book.
Rogers’s poetry. nowadays little esteemed, enjoyed a vogue at the time, and it was
Turner’s illustration to fraly that first captivated the imagination of the thirteen year old
John Ruskin.

Tétyovep0

‘0 TLoptl Fovivtap, tpitog Koung "Eykpepovt (1751 - 1837), Omfip&e Evag and toug
ONUAVTIKOTEPOLS TEAATES TOL Y pnpatodototoav Epya tol Teépvep. To IMétyouepd tod
Yaoek, fva anod ta dparotepa EEoyikd oitia tod dékatov éPdopou aldva fjtav 1) katoikia
tov. TO oritt adTo odletar dkopa, elvat avoryTo yY1d 10 Koo, Kai 10 TEPIEYONEVO TOL EYEL
ariatel Ehayiota ano v énoyxn tob Tépvep. O "Eykpepovt Omiiple Evag mepipnuog
CUAAEKTNG EpYOV CLYYPOVOV TOL Bpetavdy kaiiiteyvdy, Kal oty nepiodo petald tod
1802 xai to¥ 1813 dyopace moihd Epya tod TEpvep. 10 1€h0G Thig dexaetiag Tob 1820 kai
v apyn tic dexaetiag Tod 1830 6 TEpvep Epeve tayTika o’ adTo TO OTiTl, KOi datnpodoe
£kel Gkopa Kul TPpoowTKO EpYucTiplo.

Petworth

George Wyndham, 3rd Earl of Egremont (1751 - 1837), was one of the most important of
Turner’s patrons. He lived at Petworth in Sussex, one of the finest seventeenth century
houses in the country. It still stands with the contents little altered since Turner’s day and
is open to the public. Egremont was a celebrated collector of works by contemporary
British artists and bought a large number of Turner’s works between 1802 and 1813. Inthe
late 1820s and early 1830s Turner stayed there regularly, even having his own studio.

32 MTétyovepl: 6 obpavos 1o filofaaiiepa nave ano ) Ay, n. 1828
(T.B. CCXLIV - 3).
IMukvoppevatn 1Eunepa of pmké yapri, 0,139 < 0,189 p.
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34 TletyovepB: cuvvepraocpévo HloPaciiepa nave dno ) Aipvn
Petworth:cloudy sunset over the lake

107



39 TléryovepB: Evag Gvdpag kai pia yovaika mod railovv t@pit
Petworth: a man and a woman playing backgammon
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40 TIétyovepB: EEL popoig Opbieg kai kabiotég Kovia oE Tpanelt
Petworth: six figures standing and seated near a table
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38 Tlétyouepd: Eva dwpdtio pe Prpriobdnkmn, Eva porhol PokoKO Kai TOALES LOPQYES
Petworth: a room with bookshelves and a rococo pier-glass with several figures
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32 Petworth: sunset sky over the lake, ¢ 1828
(T.B. CCXLIV - 3)

Bodycolour on blue paper, 139 x 189 mm

33 Héryovepl: 6 obpavos 1o Ppadv mdvew ano th iipvy, ué wa fapra kai évay
nupyo ato faboc, m. 1828
(T.B. CCXLIV - 4).
Mukvoppevotn tépnepa of prii yapti, 0,139 x 0,190 .

33 Petworth: evening sky over the lake, with a boat and distant tower,
c 1828
(T.B. CCXLIV -4)

Bodycolour on blue paper. 139 x 190 mm

34 Iétyovepl: auvvepracuévo nitofaciiepa wave dno t zipvy, ©. 1828
(T.B. CCXLIV - 18)

Moxvoppevatn téprepa ok prié yapti, 0,139 x 0,190 u.

Ot omovdeg adtég ano 16 Métyovepd (Gp. kat. 32 - 34) Sév prmopoiv vi ypovoroynBodv pé
axpifera, dhdi aiverar ndg cuvdiovtar TexvoTpOmIKG Ui TapdpOLE Oy ESIA TOU GV KoLV
ot oewpa Oi rotapoi tijc Faiiias (Gp. xat. 41 -46), mod dpyioe vi énetepyaletar 6 Tépvep
YOpw otd 1826 - 1827, xai mov Eytvay K1 adTd pé TUKVOPPELGTY TEUEPE TAVE® GF HIKpPd
@UAAQ pmAE yapti. "Onota k1 Gv elvar /| axpiBiig Toug ypovokroyia, of omovdic adtég dno
10 Iétyoveph, Eyivav Sreg pali péoa o” Eva pikpo ypovikod S1doTnua, Tl uropel vi frav
novo Aiyeg pépes. TRy idwa mepimov Emoyn p' adti ta oxédia, 6 Tépvep dvéraPe va
Cwypagioet yia Aoyapraocpo tod Adpdov "Eykpepovt pid dpuada ano TECOEPLS EAOLOYPU-
@ieg ue Bépata tonia, 6vo anod Tig dmoies dneikovilovv andyelg Thc teproyfic Tod [létyou-
epb.

34 Petworth: cloudy sunset over the lake, ¢ 1828
(T.B. CCXLIV - 18)
Bodycolour on blue paper, 139 x 190 mm

There is no certain dating for these Petworth studies, but they seem stylistically linked
with similar drawings in the French Rivers series (see nos. 41 - 46) which Turner began to
work on ¢. 1826 - 1827, and which are also in bodycolour on small sheets of blue paper.
Whatever their precise date, it is likely that these Petworth studies were made in one
concentrated period, probably over a few days. At about the same time as these draw-
ings. Turner was also engaged in painting for Lord Egremont a group of four landscapes
in oils, two of which showed views of the grounds at Petworth.
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35 Hétyovepl: i Hivaxobnrny pé tov « "Ayio Mryani» tod @iaéuav, m. 1828
(T.B. CCXLIV - 3)

Mokupr, Udatoypagia xai mukvoppeuotn tépnepa of unis yapti, 0,138 x 0,189 p.

‘O Adpdoc "Eykpepovt eiye EkBéoer v npooomKn T0L CUAROYN AyYALKTC LOYpaeIKiic
kai yAuntikfig otn Bopeia Etod o0 [Tétyovepd. To kevipiko ovpnieypa o eikovileta
010 Gy £010 avTo elvat 10 koroootaio puppdpivo YAunto ‘O “Ayrog Miyan s vikdel 1o Xatavad
o0 Kopugaiov "Ayyiov yAUmTN Thig £M0y fig oD KAacikiopuot Tlav ®iaspav (1755 - 1826)
mov mapayyerOnke 10 1819 kai Epbuce otd IMétyoveph to 1826.

35 Petworth: the picture gallery with Flaxman's «St Michael», ¢ 1828
(T.B. CCXLIV - 13)

Pencil, watercolour and bodycolour on blue paper. 138 % 189 mm

The North Gallery at Petworth was devoted by Lord Egremont to his collection of British
painting and sculpture. The central group in this drawing is the colossal marble sculpture,
St Michael defeating Satan,by the leading British neoclassical sculptor John Flaxman
(1755 - 1826), which had been commissioned in 1819 and arrived at Petworth in 1826.

36 Iétyovepl: to dompo kai ypveo dwudtio, ©. 1828
(T.B. CCXLIV - 14)
"Yéutoypugia kai rukvoppevotn tépnepa of punié xapri, 0,133 x 0,190 p.

36 Petworth: the white and gold room, ¢ 1828
(T.B. CCXLIV - 14)

Watercolour and bodycolour on blue paper, 133 x 190 mm

37 Hétyovepl: i fifiiiobnky, n. 1828
(T.B. CCXLIV - 16)
"Yéatoypagia xai mukvoppevotn tépnepa of pmié yapti, 0,140 x 0,190 p.

"0 ovvdvacpog g TPOCEKTIKTIC TAPATNPNONG TAV YUPAKTNPLOTIKMY GTOILEIOV Kai THC
Béong 1@V mvakov Loypapikiic kabog kai t@v Aoy dvTikeluévoy pg 1 dpaic EQQE 1o
£00TEPIKOD POTIOHOD, OV ETVYE O TéEPvep OTiC OMOVES TOV E0WTEPIKAOV Y OP®V TOD
Tlétyovep, tovg divouv piav idwaitepn yonteia. "H tonofétnon kai t@v Loypagikdy
Epyov xai t@v Enitiov oV droyn adth thig Bifriodnkng elvar mokt yapuktnpiotikn
Y@ TV EnoyN: péca 010 AOTPo Kai puod SopdTio puE Ty VALV Enéveuom, of Kapékieg
omnpiloviat ooV ToTY0 HE TOV TUIKO TPOTO Tol dékatou Hydoou aidva, Evd ot Pipit-
ofnkm, ol dveteg morvBpoveg pé 1@ npocheta kahvppata Exovy TonoBetnBel 616 KEVIPO
10U dwpatiov y®pig va dxorovBolv KUVEVE GUYKEKPILEVO TUTO.
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36 Ilétyoveph: 10 Gompo kai ypvod dopario
Petworth: the white and gold room
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1 Bipiroffixn

[Iétyousph:
Petworth: the library

37
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35 Tléryovepd: /) MivakoBikn pé tov Ayre Miyan/ to0 ®ratpav
Petworth: the picture gallery with Flaxman's St Michael
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30 To xako mvebpa
The evil spirit
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37 Petworth: the library, ¢ 1828
(T.B. CCXLIV - 16)

Watercolour and bodycolour on blue paper, 140 x 190 mm

The combination of the careful observation of the identity and position of pictures and
objects, together with the beautiful effects of indoor light which Turner achieved in his
studies of interiors at Petworth, make them particularly attractive. The arrangement of
both paintings and furniture in the view of the Library is very characteristic of the date: in
the panelled White and Gold Room, the chairs are pushed back against the wall in the
formal early-eighteenth century manner, while in the Library, the comfortable loose-
covered armchairs are informally arranged in the centre of the room.

38 Iétyovepl: éva owuatio pé prfriolnkn, éva posol pokoko Kal ToALES
roppés, . 1828
(T.B. CCXLIV - 24)
“Yéatoypapia kai mukvOoppevuatn TEunEpe, o punii yapti, 0,138 x 0,193 p.

38 Petworth: a room with bookshelves and a rococo pier-glass, with
several figures, ¢ 1828
(T.B. CCXLIV - 24)

Watercolour and bodycolour on blue paper. 138 x 193 mm

39 Iétyovepl: évac dvipac kai pia yvvaika mov mailovv tdfiii, m. 1828
(T.B. CCXLIV - 27)

“Yéatoypugia kai mukvoppeuatn téunepa of prhé yapti, 0,140 x 0,189 p.

39 Petworth: a man and a woman playing backgammon, ¢ 1828
(T.B. CCXLIV - 27)

Watercolour and bodycolour on blue paper, 140 x 189 mm

40 Iétyovepl: éCi poppés, opbiec kai kabiotéc Kovia o€ tpaméll,
m. 1828
(T.B. CCXLIV - 38)

“Yéutoypagia ki mukvoppeustn téurepa, o purhé yapti, 0,140 x 0,189 .

Ta televtaia Epya (ap. xat. 38 - 40) elvar tpia and ta moAvapidpa oyxédia 100 METyovepd,
ot omola 6 Tépvep anotinwoe tig Spactnprotntes 1@V pehdyv tiig oikoyéveras, kaubag
Kui 1@V dAiov Emokentdv. Mepika an” avta eikovilovy oknveg and deinva y1d ToAAla
TPOCONE, EVD GALU TLO PIKPES, PLALKES Opadeg SU0 T TPL@V TpooAOT®Y Tov culnTtoly, i
nou nailovy TaPil, SnwS E6G.
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40 Petworth: six figures standing and seated near a table, ¢ 1828
(T.B. CCXLIV - 38)

Watercolour and bodvcolour on blue paper, 140 x 189 mm

Three of the numerous Petworth drawings that record the activities of members of the
family and Turner’s fellow guests. Some of them show large dinner-parties in progress,
others more intimate groups of two or three people talking or, as here, playing a game of
backgammon.

Oi notapoi tijc lNariiac

To 1833 6 éxdotng Toapic X0 Exave v avayyeiia prac émkeipevng peyaienifoing
Exdoomng mov Ba elye tov titho Oi Meyasion Mlotauoi s Edponys. Ly éxdoon adtn Ba
neplAauBavotay Hid CELPA ATO TOPOLS EIKOVOYPUONUEVOLS HE XAAKOYPAPIES MAVK OE
aToGil, PETUQEPUEVES Ao UBuToY pagies Tob TEpvep, ToU kabepid toug elye aprepwbel ot
dLa@opeTikovg totapovc. To dhokinpmpévo Epyo Ba cupnepriapufave kal ta oyedia and
tov Mola kai tov Molérha, mov elye apyioetl vi grroteyvel 6 Tépvep peta to tagidt tov
OTig TEPLOYES TV TOTUP®Y adTdV TO 1825, kai 6 Loypagog Emyeipnos dpkeTeg Teprodeieg
peoa ot dexaetia tol 1830 {owg y1a 10 Loyo adtd. Ty rpaypatikOTnte TLNOONKAY
povo tpeig topor: 10 1833 1 ‘Emjoia meprodeia tod TEpvep mov fTav APrepopévn oty
neproy ™ tob Alynpa, kai 1o 1834 kai 1835 dvo dpotdopopEot topot YLl tov Znkovava. "H
apyikn eikovoypaenon yia Ty neplodeia 6TV teploy 100 Alynpa cupuninpodnke icwg
yOopw ota 1826 - 8, &vd ol eixovoypapioelg yia v neployn tod Inkovava pnopel vi
OrokAnpabnkav yOpo o1o 1830. "Ev tovtoig, | akpifng xpovoroynomn tdv oelpdy adtdv
MUPUPEVEL TPOS TO MAPOV TPOPANUATIKY.

The french rivers

In 1833 the publisher Charles Heath announced a grand publication, to be called The
Great Rivers of Europe. This was to be a series of volumes, illustrated with steel
engravings after watercolours by Turner. each devoted to separate rivers. The scheme
would have included the Meuse and Moselle designs which Turner had begun to make
after his journey along these rivers in 1825, and was probably the reason for a number of
tours in the 1830s. In the event. only three volumes were actually published: in 1833
Turner’s Annual Tour, which was devoted to the Loire, and in 1834 and 1835 two uniform
volumes for the Seine. The original illustration for the Loire may have been completed
¢ 1826 - 8: those for the Seine perhaps c. 1830. However. the exact dating of these series
remains at present a problem.

41 TI'égupa mavew ano motapo KAtw dno évav ynio fpayo, m. 1826 - 8
(T.B. CCLIX - 159).
Mukvoppevotn tépnepa of prié yapri, 0,139 x 0,188 p.

To Epyo udtd eaiveral rdg eikovilel 10 Ppovplo mave anod tov Mola o1o "YU, oti
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41 Tépupa mave and motoud Kite Gnd yniod Bpayo
A bridge over a river under a high cliff
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45 Bepvov
Vernon




42 Kéotpo oty Balacoa pué yapnioig Bpayovg kdtw and ykpilo clvvepo
A fortress on the sea with low cliffs under a grey cloud
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voTioavatorikd tdv BpuEelhdv, kai Exel dg Paon tov éva oy£d10 pué poAU Pt mov mEPLAap-
Bavetal 610 TETP@dLo oKiTowV And Tig Meployss tod Mala wai tod Molésia (T.B. CCXVI).

41 A bridge over a river under a high cliff, ¢ 1826 - 8
(T.B. CCLIX - 159)

Bodycolour on blue paper. 139 x 188 mm

This seems to show the fortress overlooking the Meuse at Huy, southeast of Brussels,
and is based on a pencil drawing in the Meuse and Moselle sketchbook (T.B. CCXVI).

42 Kaatpo oty OQaiacea e yapmiovs fpayovs Kai ykpilo auvveo,
m. 1826 - 8

(T.B. CCLIX - 173).
Mukvoppevotn téunepa of pnié yapti, 0,137 x 0,191 p.

"H tonofeoia nov eixoviletar elvar iowg 10 Olipepé, ota Popera tiig Boviovng tiig
Fairiac. TO Epyo adTO QUIVETUL TOS CUVOEETAL PE APKETA OKiToA PE pOALPL Kai mevaki
(T.B. CCXXIV), éva aro ta 6moia gépet TV Entypapt «Biepipotdn.

42 A fortress on the sea with low cliffs under a grey cloud, ¢ 1826 - 8
(T.B. CCLIX - 173)

Bodycolour on blue paper, 137 x 191 mm

Perhaps at Wimereux, north of Boulogne in France: it seems related to a number of pencil
and pen sketches (T.B. CCXXIV). one of which is inscribed «Viemirux».

43 Kiyunép, m. 1830
(T.B. CCLIX - 103).

"Ydatoypa@ia, TUKVOPPELCTN TEPNEPU Kai MEVAKL OF prié xupti, 0,140 x 0,189 .

To Epyo adto peta@épdnke kai o yuhkoypaic yia 10 Pifiio "Etjeia nepiodeia tov Tepvep
~ "0 Eyrovivaz, 1834. "0 Tépvep B g pnotponotodoe 1o ido potifo oty ELaloypa@ia Tov
To6 atopo tob Xnrovava oto Kiyunée, mov xtédnke oth Bacilikn "Axadnpia 16 1833, xai
topa Bpioketar 610 dpupa Karovot MNkoviurevkiay ot Awcafova.

43 Quilleboeuf, ¢ 1830
(T.B. CCLIX - 103)

Watercolour, bodycolour and pen, on blue paper. 140 > 189 mm

Engraved for Turner's Annual Tour — The Seine, 1834. Turner was to employ the same
motif in his oil painting The Mouth of the Seine, Quilleboeuf. exhibited at the Royal
Academy in 1833 (now Fundagao Calouste Gulbenkian. Lisbon).
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44 Metalo Kiyumép wai Biskig, m. 1830
(T.B. CCLIX - 104)

"Ydatoypagie, TUKVOPPEVCTN TEUNEPA Kai mevaxt o prié yapti, 0,138 x 0,190 .

To oy £610 adto, oL Exel OS Paon Tov Eva oy £010 pé porv Pl 610 TETPASLO OKITCWY GO THYV
TavkapBir kai th Atipurov (T.B. CCLIII - 55v) petagéphnke kai o€ yurkoypapia yia 10
BiBirio "H "Etjaia Heprodeia tov Tépvep — 'O Znrovdavac, tob 1834. @aivetrar nag 6 Tépvep
YONTELOTAV MO T ATPOTAOLA, HE TO EVIUTMOLEKO TOVS TPOPIA Kal Td TUKVE cOVVEQX TOD
GKOUPOYPOUOL KUTVOD.

44 Between Quilleboeuf and Villequier, ¢ 1830
(T.B. CCLIX - 104)

Watercolour, bodycolour and pen, on blue paper, 138 x 190 mm

Based on a pencil drawing in the Tancarville and Lillebonne sketchbook (T.B. CCLIII -
55v), this design was engraved for Turner's Annual Tour — The Seine, 1834. Steam-boats,
with their dramatic profile and dense clouds of dark smoke, seem to have fascinated
Turner.

45 Bepvov, m. 1830 - 1
(T.B. CCLIX - 129)
“Ydutoypagia pé Aiyo nevakt of purié yapti, 0,138 x 0,194 p.

45 Vernon, ¢ 1830 - 1
(T.B. CCLIX - 129)
Bodycolour with some pen, on blue paper. 138 x 194 mm

46 Meralov Naviyg kai Bepvov, m. 1830 - 1
(T.B. CCLIX - 114)

“Yoatoypugia pé Aiyo mevaki o pmié yapri, 0,142 x 0,193 p.

Ta 800 tehevtaio oyéda (ap. kat. 45, 46) peta@épdnkay Kai o YUAKOYpUPies y1a TOV
deitepo topo tod Epyov ‘H 'Etiaia Heprodeia tob Tépvep — 'O Lnrovavas, tob 1835.

46 Between Nantes and Vernon, ¢ 1830 - 1
(T.B. CCLIX - 114)

Bodycolour with some pen, on blue paper. 142 x 193 mm

Both of these drawings were engraved for the second volume of Turner’'s Annual Tour -
The Seine, 1835.
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44 MetaEd Kiypnée xai Biikig
Between Quilleboeuf and Villequier
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46 Metald Naving xai Bepvov

Between Nantes and Vernon
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47 “"Amoyn 1ol knnov 1@v Bepoatidv
View in the gardens of Versailles




49 To Eowtepikd pidg ExkAnociag
The interior of a church
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47 "Amoyn tod kpmov 1@V Bepoaiidv, n. 1830
(T.B. CCLIX - 46).

TMukvoppevoTn TEUNEpa oF Prie yapti. 0.142 x 0,190 p.

47 View in the gardens of Versailles, ¢ 1830
(T.B. CCLIX - 46)

Bodycolour on blue paper. 142 x 190 mm

48 *Extetauévy dmoyn ué t Odiacoa ato pabos, m. 1830
(T.B. CCLIX - 49).
Moripr kai mukvoppevotn tépnepa, 0,319 % 0,189 p.

48 Extensive view with the sea in the distance, ¢ 1830
(T.B. CCLIX - 49)

Pencil and bodycolour on blue paper. 319 x 189 mm

49 To éowtepixo ds éxkinoiag, . 1830
(T.B. CCLIX - 50)
"Yéatoypagio ot pnié yapti, 0,141 % 0,189 p.

“Av kai xavéva Gro ta oyedia adta dév petagépbnke of yuhkoypa@ia yid 10 Epyo Oi
notauoi tic Taiiiag, gvtovtolg yvopifovue 6T @rroteyxvhbnkay v gmOYN KUtd TNV
omoia 6 Tépvep oyediale T oetpd adth. "Apketég ano tig anoyeig tod Mapioiod Kai té@v
rEPLYOPOV Tov pETa@épBnkav kai o yuAikoypagie, Kai Quivetal OTL 10 OYEd0 TAV
Bepoahidv Exet oyéon pé avtés. Mio 6pada oxediov ue poAvPL pE AmoyeLS 1OV KNV
reprhapfavoviat oo tetpadio okitomv ano 16 Mapioct kai ta nepiyopa (T.B. CCLVID).

49 The interior of a church, ¢ 1830
(T.B. CCLIX - 50)
Bodycolour on blue paper, 141 x 189 mm

Although none of these drawings were engraved for the French Rivers. they were made at
the time Turner was planning the series. A number of views in and around Paris were
engraved, and it seems that the Versailles drawing is probably connected with those. A

group of pencil studies of the gardens is in the Paris and Environs sketchbook (T.B.
CCLVII).

50 "H moin tic giaddov juds noins avaueoa & npopaydves, ©. 1830
(T.B. CCLIX - 13)
Mukvoppevotn téunepa of unié yapri, 0,140 x 0,191 p.

“H tavtéotnta g méing avtiic dév elvar yvooti, @AL’ 1| texvotponia 1o oyediov 10
tonofetel oy (da nepiodo pé 1o Epyo Oi motauoi tis Iasiiias.
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50 Entrance gate of a town between bastions, ¢ 1830
(T.B. CCLIX - 13)
Bodycolour on blue paper. 140 x 191 mm

The town has not been identified. but the style of the drawing suggests that it belongs to
the period of the French Rivers.

Bevetia kai "Elfetia, n. 1836 - 40

‘O Tépvep taideye otny Evponn 1o 1834, pali peé 1ov kavoipyro tov 9iro, 10V Zk@1oélo
peyaroktnuatia X.A. TC. Mavpo tot NoPdp. mov émyopnyotoe Epya Tov xai Aoy oln-
Onke £paotteyvikd Kal pe v 1€ v, KateuBuvopevog tpog v kotkada tiig "Adotns kai
nepvovtag ano ™ Faiiia kai v "EAfetia. To tafidt avtod paivetal nog avalonipoos
tov évlBovotaopo tod Teépvep yia TV @relkOvVIon OpelvdY TOTIOV, Kal 010 S1doTnua Tou
pecoraPnoe g M dexuetia tov 1840 Euvaemioképdnke dpketéc @opég tic TALmEC,
owacyilovtag ovyva ™ Ieppavia, ano v émoia éunvevotnke émiong Bépata yid toig
Loypuikovg nivakés tov. To 1842 kui to 1843 6 Tépvep dvabeoe otov épmopo Topag
I'kpiee1g va aoyoinbBel pe v rornon v Epyov tou, air’ | pébodog adty ndinong
dév amodelytnke EEUIPETIKG TETUYNUEVT).

Yrapyer kanowa afefurommra ot gpovordynon tdv HOUTOypUPLOdY TOL EYOuV OC
Ocpata anoyerg g Bevetiag. To Kinpodotnua Tépvep nepriapfavel morha tétowa Epya,
TOU MPEMEL VA CUVOEOVTUL UE KATOLX Amod Tig dLo teieutuleg EMokiyelg o0 Loypagov
otV TOAN avtr, t0 1833 kai 10 1840. To npofinua THg ¥ pPOVOLOYNONG CUYKEKPIUEVOV
oyxedimv oL pa anod Tic dvO wlTEC Emoyec ofv £xet AvBel dkopa, av Kal pmopoiv v
LOPLOTODV & OUASES TOU QUiVETUL OTL GUVUVIIKOUV Kal £xouvy plioteyvnBel pali.

Venice and Switzerland, ¢ 1836 - 46

Turner went to the Continent in 1836 with his new friend and patron. the Scottish
landowner and amateur artist, H.A.J. Munro of Novar, travelling through France and
Switzerland to the Val d”Aosta. The journey seems to have re-kindled Turner’s enthusi-
asm for mountainous subjects, and he was to return to the Alps on several occasions in
the 1840’s, often travelling via Germany which was also to provide him with subjects for
paintings. In 1842 and 1843 Turner invited commissions through the dealer Thomas
Griffiths. but this method of selling did not prove very successful.

There is some uncertainty as to the dating of the Venetian watercolours. The Turner
Bequest includes a large number which must be connected with either of his last visits to
the city. in 1833 and 1840. The problem of deciding to which of the two dates particular
drawings belong has not yet been solved. though they can be arrunged into groups which
seem to belong together and appear to have been executed at one time.

51 "Anoyn wovia oto mépacpa tob Paivto, m. 1836;
(T.B. CCCLXIV - 128)

“Yoatoypapia nave ano porvPi, 0,255 < 0,280 .

“H 08ato; pugia auin ¥povoroyninke doxtuecTika yop® oto 1836, yiati 16 ypdpa kai f
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57 Bevetia: 10 kaunavapd anod 16 aifpro tod Paciriikod Takatiod
Venice: the campanile seen from the atrio of the Palazzo Reale
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50 "H mbAn g elocddov pdg TOANG Gvapeca of mpopay@veg
Entrance gate of a town between bastions
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38 Mavrc;
Mainz?
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53 Bevetia: | mhateia tod “Ayiov Mdapkov
Venice: the Piazza of St Mark’s
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TEXVIKT NG TUPOLOIAlovy ONUAVTIKES SwQopeg ard &keives mov yupaxtnpilovv Tig
. andyerg g “EABetiag, mov ypovoloyolvia oth Sexaetia toi 1840. ‘H otabepdtnra tiic
AMEIKOVIONS TAV HOPPDOV Kai TOV % POUATOV TOUS GUVNYOPET ETiONC Y1 Pl TPOIPOTEPT
LPOVOROYNON, YIaTi OTIG HETAYEVESTEPES UOUTOYPaQies dnetkovilovial onavia HOPOES.

51 View near the pass of Faido, ¢ 18367
(T.B. CCCLXIV - 128)

Watercolour over pencil. 255 x 280 mm

This watercolour has been tentatively dated c¢. 1836 because in colour and technique it is
markedly different from the Swiss views of the 1840s. The solidity of modelling and
colouring in the figures also supports an earlier dating — in the later watercolours, figures
are rarely present.

52 °H Jipvy i Aovképyns ano to Mrpobvey mpog to Todpi
pe to Litiepatdiv ata oecrd, . 1836
(T.B. CCCLXIV - 127)
“Yéatoypoapia nive ano oAU, 0,223 < 0,280 p.

ToEpyo abto elvar pia anod dpretéc omovdes yi” adth Thv dmoyn mov nepiiapfavovral 6To
KAinpodotnua Tépvep.

52 The lake of Lucerne looking from Brunnen towards Uri:
The Schillerstein on the right, ¢ 1836
(T.B. CCCLXIV - 127)

Watercolour over pencil, 223 x 280 mm

One of a number of studies of this view in the Turner Bequest.

33 Bevetia: 5 miateia tod "Ayion Maprov, 1840;
(T.B. CCCXVIII - 1)

Yoatoypagia Kai mukvoppeuatn téunepa of kagé yapti, 0,148 x 0,228 p.

"H Beatpucny On tiig oivBeong kai 100 poTionod elvar LAPAKTINPIGTIKN Y1d TNV OpGda
avtn v oyediov ano t Bevetia mov griotéyvnoe 6 Loypapog ot ka@é yapti. "Apketa
an’ avtd dretkoviovy vuyTepIvES OKMVES pé Aapyelg QWTOG TOL dNuiovpyodv Evivtmot-
axa oyfpate. Lta oxéda adta 6 Tépvep ypnotponoince TMUKVOPPELOTT TEPTEPA G Y apTi
Tave 610 6molo N avapelEn 1@V L pOPATeOY dnuovpynos arnoyphoeig, pé uam?wtepn
axopa deglotey i an’ 6t otig oeipéc Of Hotauoi wijc Fadiiac xai Hétyovept.
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53 Venice: the Piazza of St Mark's 1840?
(T.B. CCCXVIIL - 1)

Watercolour and bodycolour on brown paper, 148 x 228 mm

The theatrical quality of the composition and lighting is characteristic of this group of
Venetian drawings made on brown paper. A number of them are of night scenes. with
particularly dramatic shapes thrown into silhouette by flashes of light. In these drawings
Turner used bodycolour on tinted paper with even greater virtuosity than in the Rivers of
France or Petworth series.

54 Bevetia. dmoyn diaymviov kavaiiob kovta 6to omioatdciol;), T. 1840
(T.B. CCCXVII - 29)

Mokifr, bdatoypagia Kai TuKvOppELSTN TéumEpa LE mEvaKL of ykpilo xapti, 0,188 x 0,278 H.

"Eva oy£810 mov ouvdéetal pé adth thv Hdatoypagia Onapyel 610 TETPAdLO OKITOWY ATd
™ Bevetia xai 10 Mrotoev tod 1840. Kai 1@ dhha oyédia dno ) oe1pd 1@V 6Tovddv o
yxpilo xapti ypovoroyodvia icwg otiv Emoy Tiic énickeyhc tov ot Beveria 1o 1840.
‘O Tépvep xatopbooe £6® va anodmdoet Kai 1 peyahonpénela T dpyLtektovikiic, Kai
TNV KAT®G ATOKOGUT ATHOCEuLpa oD EMKpatel 6£ TOALE AN T& oTEVOTEPE KaVaALa TG
Bevetiag.

54 Venice: view on a cross canal near the arsenal(?), ¢ 1840
(T.B. CCCXVII - 29)

Pencil, watercolour and bodycolour with pen on grey paper. 188 x 278 mm

A drawing related to this watercolour occurs in the Venice and Botzen sketchbook of
1840. It seems probable that this and the rest of the series of grey-paper studies date from
Turner’s 1840 visit to Venice. Turner has caught both the grandeur of the architecture
and the somewhat eerie atmosphere that pervades many of Venice's narrower canals.

35 Bevetia: atéyeg dmo 1o Eevodoyeio « Evparnn» ué tovg nupyovs tob “Ayiov
Mavpixiov, tob "Ayiov Mwiah kai tob "Ayiov Mdprov, 1840
(T.B. CCXVI-3)
MoivPu kai béatoypagia pé hiyn mukvoppevatn tépnepa, 0,194 x 0,281 p.
"Emtypa@t| 016 nicw pépog: « Bevetia, dno v Kpefatoxduapd pov».

To Epyo adto dvikel o0& pa dpada anoyeov mov Lwypagice 6 Tépvep ano T mapadupo
o0 dwpatiov tov 610 Levodoyeio «Ebpdnny». I adta anédwoe pé mokin Erevdepia tic
Aentopépeteg tig tonoypagiag, cuprepriapBdavovtag cuyva Kai ktipa mov dév 0d pro-
povoe va ol kaveig anod pia povo dnTikn yovia.
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54 Beveria: dmoyn dtaydviov KkavaAiiod Kovid o1d 6MAOCGTACLO;
Venice: view on a cross canal near the arsenal?
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35 Bevetia: otéyeg and 10 Eevodoyeio Edpdnn pé tovg mopyoug tod “‘Ayiov Mavpikiov,
100 "Ayiov Mwiof] xai tod "Ayiov Mdpkou
Venice: view over roofs from the hotel Europa, with the towers of St Maurizio.,
St Moisé and St. Marco
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56 Bevetia: 10 tslmvt:lo; 0 Kapravepld tod ‘Ayiov Mdapkov kai 16 maAdtt Tod Adyn
Venice: the dogana, campanile of St. Mark’s and Doge’s palace
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48 "Extetapévn droyn pg ) Bdhacoa oto Babog
Extensive view with the sea in the distance
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55 Venice: view over roofs from the hotel Europa, with the towers of S.
Maurizio, S. Moise and S. Marco, 1840
(T.B. (T.B. CCXVI -3)
Pencil and watercolour with some badycolour.194 x 281 mm. Inscribed.

Verso: From my Bedroom, Venice.

One of a group of views from Turner’s window in the Hotel Europa. In their topography
he used considerable licence, often including buildings that could not have been seen
from only one angle.

36 Bevetia: to Teiwveio, to kapmavapio tob "Ayiov Mdpkov kai 1o
[Taratt tod Aoy, 1840
(T.B. CCCXVII - 20)
Moiifr, Déatoypagia kai muKvOppevotn téunepa oi yxpilo yapri, 0,192 x 0,281 p.
"Emypuen xGto apiotepd @ «8Vn

To oyédro adto avikel oty id1a Opada pé 1o Epyo ap. kat. 4. To ypappa «V» mov Exel
YPa@Tel amd 1OV id1o TOV kahAitéyvn elvat 0 apy1ko 10D OVORATOC THC Bevetiag, 6mmg kai
10 ypappa «L» ot pepikeg dAiieg dnoyels mov dvikouvv 6t kAnpoddtpa Tépvep, elvat 10
apyiko tod Ovopatog Thg TOANE AOUKEPYIG.

56 Venice:the Dogana, campanile of St. Mark’s and Doge’s palace , 1840
(T.B. CCCXVII - 20)

Pencil, watercolour and bodycolour on grey paper. 192 x 281 mm. Inscribed bottom left: «8V».

Another drawing from the same group as no 54. The «V» inscribed by the artist refers to
Venice, as other views in the Turner Bequest inscribed «L» refer to Lucerne.

57 Bevetia: to kapmavapio ano to aiblpio tov Baciiikod naiatiob, 1840);
(T.B. CCCXVIII - 26)

“Yoatoypagic kai mukvoppevotn téunepa o ka@é yupti, 0,305 x 0,233 p.

‘Onog kai 10 Epyo ap. kat. 53, £to1 kai adtod dvAkel otV Opada 1@V oTOLdDY OF KaPE
rapti. “O {dwaitepog tpomog pé tov 6moio 6 TEPvep Y PNCIHONOINGE THY TUKVOPPELOTN
TEUNEPQ O TIG OMOLSESG aDTES deiy Vel 6TL Aviikouy O pid KAT®S TPOIUOTEPT N0y T, dood
paivetar mog elvar pa EEEMEN g texvotponiag v HHotaudy i Iaiiiac, GAAeS OPmS
OMOVOES and T Bevetia o€ mukvoppevotn téunepa propoiv vi g povoroynBoiv oo 1840.
‘0 éviunooiakog tpomog pé tov 6moio 6 Tépvep mhaicinos 10 Kapmavaptd pé pia ayida
Bupiler toug Loypagovs andoyeov (vedutisti) dnog elvar 6 Kavahétro kai 6 T'kovapvr.
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57 Venice: the campanile seen from the atrio of the Palazzo Reale.,
1840?
(T.B. CCCXVIII - 26)

Watercolour and bodycolour on brown paper, 305 x 233 mm

Like no. 53. this is from the group of studies on brown paper. The particular way in which
Turner has used bodycolour in these has suggested a rather earlier date. since they seema
development of the French Rivers style. but other Venetian studies using bodycolour can
be dated to 1840. The dramatic way in which Turner has framed the Campanile in an arch
recalls eighteenth-century Venetian vedutisti painters. such as Canaletto and Guardi.

58 Maivt:, 1840;
(T.B. CCCLXIV - 293)
Mo#ivi, Uéutoypagia Kai TUKVOPPELCTN TEPMEPU UE MEVAKT Kl PIAE Kai KOKKIVO HEAGVL OF ke yrpilo
xupti. 0,193 % 0,282 p.

To Epyo adto avixet o pa ce1pa aroyeov tov erhotéxvnoe 6 Tépvep 616 PRvo kai 1o
Mmnotoey, kai £ ouv oTevi) TUROLOYIKT OYEoN pé dpKeTEg Amdyers ThHe Bevetiag, mob Tig
Loypagioe v idwa éroy.

58 Mainz, 18407
(T.B. CCCLXIV - 293)

Pencil, watercolour and bodycolour with pen and blue and red ink on blue-grey paper. 193 x 282 mm

One of a sequence of views. made along the Rhine and at Botzen, which correspond
closely in type with a number of Venetian views of the same date.

59 To @paipmovpyw s Eifetias, . 1841
(T.B. CCCXXXV - 19)

Moiuft kai Ddutoypagia pé mevakt kui kokkvo kai yrpilo peidavi, 0,233 x 0,335 .

"H omovdn adt pé 10 cuvdvaopo tiig oxedov povoypepung apuaiopévne Héatoypugiac,
oL £)€1 OOVAEVTET UE TOAD AEMTO MEVAKL PE KOKKIVO HEAGVL, £IVAL AV TITPOCOREVTIKT PGS
HEYAANG Opadag ardyemv mov Lwypagiae 6 Tépvep 616 Piivo, 16 Nékap kai thv "ErBetia
ota 1840 - 41.

59 Friburg, Switzerland, ¢ 1841
(T.B. CCCXXXV - 19)

Pencil and watercolour with pen and red and grey ink. 233 x 335 mm

This study. with its combination of almost monochrome wash worked up with fine
penwork in red ink. is typical of a large group of views drawn along the Rhine and Neckar
and in Switzerland in 1840 - 1.
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61 To népacpa tod ‘Ayiov M'kdétapvt ff PO YéQPUPA Mavw and 0 "AlTviope
The pass of St Gothard: the first bridge above Altdorf
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60 To Piyxt pgé maveéinvo xai ta «BéAn» tod kabedpikod vaod tiig Aovképvng
The Rigi with a full moon and the spires of Lucerne cathedral
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62 @berda kai hakdda tave and ) 8dracoa
A rainstorm and sunshine over the sea




52 "H Aiuvn thig Aovképvng anod 10 Mrpodvev mpog 10 INolpt pé 10 Zikiepotaiv ot
delua
The lake of Lucerne looking from Brunnen towards Uri: the Shillerstein on the right
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60 To Pivit pé mavaéinvo Kai ta « férn» tob kabedpikod vaob ths AOVKEPYNS,
n. 1841
(T.B. CCCLXIV - 221)
“Yoatoypagia, 0.233 = 0311 p.

Tthv apyn thc dexuetiog tov 1840 10 Evdragepov tov Tépvep yua tig Aipveg g  EAPetiag,
kai idwaitepa yra ™) Aipvn g Aouképvng Eyive oxedov Eppovn 1déa. Tt oelpa 1@V
oyediwv anod 1o Piyki, éva Bpayo pé yupuktnplotiko oy fjpa oty dAin 6x0n tig Aipvng
Kai arnévavtt ano v moAn The Aovképvng mov Loypagioe 6 Tépvep, anotinwoe Eva
EVIUTOOLUKO OPOCT O HE TOAAOVS SLUPOPETIKOLS OTIoHOVS. "Eto1 10 Piyki Eyive yua tov
Tépvep 611 B yivotav apyotepa t© Bouvo Zaivt Biktovap yud tov Zelav, dniadn pua
elkOvVa oY Kuplapynoe oto Epyo tou. ME TV EVatévion TS, TO KaArLTeXviKO Opapa tod
Tépvep £ptace of véa Uy Ereyelakod peyaieiov.

60 The Rigiwith a full moon and the spires of Lucerne cathedral, ¢ 1841
(T:B. CCCLXIV - 221)

Watercolour, 233 = 311 mm

During the early 1840s the lakes of Switzerland. especially Lake Lucerne. became an
almost obsessive preoccupation for Turner. In his series of studies of the Rigi (a distincti-
vely formed rock facing Lucerne across the lake) Turner records one dramatic landmark
in many different lights. The Rigi became for Turner, as the Mont Sainte Victoire was to
be for Cezanne. a dominating image. In its contemplation Turner’s vision was raised to
new levels of elegiac grandeur.

61 Tomnépacuatov "Ayiov I'kotapyt, ) mparty yépupa mave Ao 10 ALTvTope,
m. 1843
(T.B. CCCLXIV - 283)
Moiufhr, 1'|ﬁl.lt(’l'|-’l|."l(,l(pl'.ﬂ kai mevaxt, 0,237 % 0,295 p.

"Entypa@n 610 mico pepog: "TAATVIOPE

To oyédo avto vpfiple ioog N Paon yia pa Héatoypagia mov Qrrotexvhbnke yid
royapracpd tov Paockiv 16 1845. To népucpa tob "Ayiov I'kotapvt OfpEe Eva ano td
potifa amo myv "EABetia mov aneikovioe cuyva 6 Tépvep, kai 6 Packiv elye otV ketoyn
TOU APKETES ATO TIG HETUYEVESTEPES UMOWELS TOV.

61 The pass of St. Gothard; the first bridge above Altdorf, ¢ 1843
(T.B. CCCLXIV -283)
Pencil, watercolour and pen. 237 x 295 mm

Inscribed on verso: Altdorf

This drawing was probably the basis for a watercolour made for Ruskin in 1845. The St.
Gothard Pass was one of the Swiss motifs frequently drawn by Turner. of which Ruskin
owned several late views.
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Tehevtaia £pya

Ot npoonabeieg 1od Tepvep va dnoddoe oTig TelevTaieg Tov HIATOYPAPieS ATHOCPUIPIKE
EQQPE oV dnpiovpyodv Sagopes Eviumdoelg eivat idiaitepa dflonpoceytes, dhhd Kai
ouvyva pacaviotika avenaicOnteg kai Siokores oTHV arokpuntoypaenon tovg. Ta oy h-
Hota Kol T Y pepate Tod Snuiovpynoe 6 {oypagos Evivmdvovtal pé douvifiotn Shvaun
ot pvnun tod Beatii, aAra Suotuydg 1 idéa tod Tépvep 6TL T oyEda adtd B Amodeikvi-
oVTav 1000 SNUOPLAT 6G0 0f TEAEIMPEVES TOL DOUTOY PAPIES TOV TPOTYOUPEVOV ET@DV TTOD
onpeiocav Emtuyia, dév dvtanokpibnke oty npaypatikotta. Elvar évéiapépov to 61t
oi Uotepeg EAaroypagiec. otig dmoies 6 Loy papog dnuiovpyel tapdpota E@E, potdlovy vi
pipodvrat Tig bdatoypagics, mov Lwypagictnkay ué peyain edaiodncia 61o apuiopa tdv
APOUATOV TAVO of hevko Edagog. Of tedevtaieg Hdatoypagics Tod Tépvep oTig Omoieg
Hmopel v dobel kamowa ypovoroyia tomoBetodviat otd 1846, kai dv kai &5é0e0e Aiyec
Eraroypagieg mpiv anod 1o Bavatd tov 10 1851, Evrovtorc eaivetat &1t T tekevTaio TEVTE
xpovia T Lofic Tov oTapdatnos ovolacTikd Vi oyedialet kai vi [oypaeilet vdatoypa-
picc.

Late works

In his last works in watercolour, Turner’s attempts at evocative atmospheric effects were
very remarkable, but often tantalizingly slight and difficult to decipher. The shapes and
colours he created are extraordinarily haunting, but sadly Turner’s idea that these
drawings would prove as popular as his successful finished watercolours of earlier years
was incorrect. Interestingly, the late oil-paintings, in which he creates similar effects.
seem to imitate the watercolours, being painted with delicate coloured washes over a
white ground. Turner’s last datable watercolours are from 1846, and although he exhibi-
ted a few oil-paintings before his death in 1851, he seems virtually to have stopped
drawing and painting in watercolours in the last five years of his life.

62 Overta kal slaxada nave drno ™ Odlacca, . 1843
(T.B. CCCLXYV - 20)
“Yéatoypagia, 0,290 x 0,437 p.

Mé Baon Eva Hdatdoonpo 610 xapti £vog dhlov oyediov, ol Gvikel TRV id1a OpGda pe
a0T0 Kai QEpel TNV ypovoroyia 1842, unopel 6in 1 oe1pd va dnodobel o& pid nepiodo Aiyo
peta amo ) ypovoroyia avth. TO kowvd yupaktnplotikd SAmv v Epyov moL TV
aroterolv elvat pia Opotdpopea EAedfepn Kai oLV KATOS TPUYLL TEXVIKT.

62 A rainstorm and sunshine over the sea. ¢ 1843
(T.B. CCCLXYV - 20)

Watercolour, 290 x 437 mm

On the evidence of a watermark dated 1842 in the paper of another drawing from the same
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65 OOpavog pé tpopnvipata Bveiiag '_11:('1\1'(0 anod m Badhacoa
Stormy sky over the sea
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59 To ®papnovpyk tiic ‘EABetiag
Friburg, Switzerland
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XaideABépyn: f mOAN and thv dnévavt x0n 100 Néxap
eidelberg: The city from the opposite bank of the Neckar
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Doviavunim

10

Adieu Fontainebleau

64 *Avt
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~ groupas this, the whole series may be assigned to a period shortly after that date. They all
share a uniformly free. often rather rough, technique.

63 Xaioeifépyn: n moin ano v anévavt oyfn tob Néxap, 1844
(T.B. CCCLII - 17)

Moript kai vdatoypugia, 0, 230 x 0,328 p.

To Epyo adto dvnKel 610 TETPASIO oKitowV ano ) XaideAPEpyn to0 1844, mol xpnoipo-
noinoe 6 Tépvep kata t didpkera g tehevtaiag iowg neprodeiag tov oth I'eppavia kai
mv "EABetia. To tetpddio oxitowv @épel Ldatdéouo pé xpovoroyia 1844, kai yvopi-
Covpe o 6 Tépvep Exave 1O tafidt adto tov Adyovoto kai 1O ZemtéuPpro anod dvo
émotorés. ‘O Tépvep elye xavel GpKeTeg EMOKEYELS OTHV TOAN adTh, Kai elyxe Qrrote-
LVNOEL APKETES TEAEIMUEVES DOATOYPAPLES ATOYEDY TNG OTO TEAOS THG dekaetiag Tod 1830
Kai oty apyn tic dekaetiag tov 1840.

63 Heidelberg: the city from the opposite bank of the Neckar, 1844
(T,B. CCCLII - 17)

Pencil and watercolour, 230 x 328 mm

From the Heidelberg sketchbook of 1844, This was drawn on what seems to have been
Turner’s last tour of Germany and Switzerland. The sketchbook is watermarked 1844,
and from two letters we know that Turner made the journey in August and September.
Turner had visited the city often, and had made a number of finished watercolours of the
city in the late 1830s and early 1840s.

64 « Avtio @ovrarvunsw», 1845(;)
(T.B. CCLXXX - 29)
“Yoéatoypapia, 0,219 x 0,291 p.
"Ervypagn: « Avtio Dovratvumio»

To Epyo avtd grhotexviidnke o’ Eva and ta dekatpia ypiotd @OALR yapTio 1oL elyav
tonofetnfel péocat otd KGAvupa tod teTpadiov okitowv pé 1M xpovoroyia 1825 oto
vdatoonpo. "Eviovtolg, ot avtifeon pé 1o Ddatoonuo, Emkpatel yevika fj nenoibnon 611
1@ okitoa adtd tov T yapaxtnpilel E£apetikn Ehevbepia ypovoroyodvtal oTa TEAEL-
taia ypovia thg dnuioupyikic dovierdc 1o Tépvep. [Torha an’ adta @Epovy EMy paQeg
nov oyedov 6év dwaPalovrat.

64 Adieu Fontainebleau, 1845?
(T.B.CCLXXX - 29)

Watercolour, 219 x 291 mm

Inscribed: «Adieu Fontainebleau»

One of thirteen loose sheets in the covers of a sketchbook watermarked 1825. However,
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despite the watermark. these extremely free sketches are generally believed to date from
the last years of Turner’s active life. Many bear practically illegible inscriptions.

65 Ovpavos pe mpounvopata Overras énave ano ™ Qaracoa, n. 1845
(T'B. CCCLYVH - 2)
“Youtoypugia. 0.237 = 0.366 .

"H Goatoypagia avty grioteyvnBnke xata ) didpkewa tig terevtaiag neprodeiag tod
Tépvep othv EDponn, 10 Zentéuppro 1ot 1845, 101e mol EmokéeONKe diapopu HeEpM TS
Boperwag lNuriiag onwg elvan 1 Aiénnn, 10 “E kai 10 Tpenop.

65 Stormy sky over the sea, 1845
(T.B. CCCLVII - 12)

Watercolour, 237 =« 366 mm

A watercolour from Turner’s last continental tour. made in September 1845, when he
visited northern France. including Dieppe. Eu and Tréport.

66 Bpayor ati; antés s Tassiaz, 1845
(T.B. CCCLIX - 14)
MoaiPt kai Déatoypagia, 0.230 x 0,329 pu.

‘H Véatoypagia adtn pmopel, 6nwg kai f| mponyovpevn, (@p. xat. 65), va anodobei
LPOVOAOYIK(E TNV TeAevtaia Emiokeyn tol Tépvep oth Naidia. [ToAkid ano ta televtaia
avTd oy édta elval oYETIKG EMpPEANHEVE OTIG AERTONEPELES, Kai 1] SNUIOVPYIL HUYELTIKOV
GTHOCQAIPIK®Y EQQE BUPIlEL OUYXVE GVGAOYE XAPUKTNPIGTIKG EPYOV TOL dVAKOLY OTig
oelpig oyediov and ) Beveria tod 1840.

66 Cliffs on the coast of France, 1845
(T.B. CCCLIX - 14)

Pencil and watercolour. 230 % 329 mm

Like no. 65. this watercolour can also be dated to Turner’s last visit to France. Many of
these late drawings are comparatively elaborate. with evocations of atmospheric effect
which sometimes approach those of the Venetian series of 1840.

"Elinvika Ofpata

67 "H "Axponoin pali pé jua omovoy yia yasidlia kai unié oivepa, . 1831:
(T.B. CCLXIII - 253)
"Yéutoypagia, 0,372 x 0.223 p.

To £pyo alto elval pid TPOKUTUPKTIKT CTOLST) TOU CUVOEETUL PUE TNV EIKOVOYPAPT O TOL
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66 Bpayou otig éxtég g Mahhiag
Cliffs on the coast of France y
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51 "Amoyn kovta oto népacpa tob Pdivro
View near the pass of Faido
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67 “H "Axpomoin pali pé pua omovdn yid yaralia Kai prie cOVVEQQ
The Acropolis. Athens and a study of pink and blue clouds
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68 'O vaog g "Abnvag otig Kafokohdveg
The temple of Minerva, Cape Colonna
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prrotéxvnoe 6 Tépvep yia tov tpito top0 Tod Epyou tob Diviey Bipwy, xai eiye g Bao

tov éva oKkitoo tod Topag "Arracov, ol peTa@épdnke kai o yuikoypagic o 1832. "H
Slagaveln T@v ypopatov Bupiler dpropéves i \EC MPOKUTAPKTIKES OMOVOES YL EiKOVO-
ypugnoeis, aira 6 Bavpacta Erevbepog kai IUTPECLOVIOTIKOS UPAKTAPAS THS DdUTO-
YPUQiag ad TS TV KAVEL Vi ExEl OLOQAVEPES BLaPOpES Ao Td TEAELOUEVE GYESL, TOU o1
LUPAKTES Of eldikEVpéVOL OTiG yahkoypagics eiyav v araitnon va sivat doo yivotav
TEPIOGOTEPO GKPIPN Kai Aentopepn: PA. ap. kat. 68 - 71.

Greek Subjects

67 The Acropolis, Athens; and a study of pink and blue clouds, ¢ 18312
(T.B. CCLXIII - 253

Watercolour, 372 = 223 mm

A preliminary study connected with the illustration which Turner made for volume 111 o
Findens Byron. based on a sketch by Thomas Allason. and engraved in 1832. The
translucent colouring is similar to that of certain other preliminary studies for iHustrati-
ons. but the marvellously free and impressionistic character of this watercolour i
markedly different from the finished designs. which were required bv the engravers to be
as precise and detailed as possible: see nos. 68 - 71.

Eikovoypaonosic y1a 10 fio xai ta épya tov Adpdov Bipmva
‘O Tépvep @rotéyvnoe eiK0GIEEL GUVOLIKG G e, TN ZpNoiporombnrey @2 sixove-
7PUPNGELS TdV Epywv Tob AOpdou Bipova, kai cupreptinednkay o Tpeis om'nopr 1KES
EKOOOELS MOV amu\ petalv tov 1825 kai tov 1834. Movo Séka amo adta ta Oy E0LU
faciotnkav oty Tpocomkn 3mypuq)u\q SpT{\EUGI] tob Tépvep, &vd ta bmolotma Htav
dlaokeveg oyediov mov Eytvav éni tomov amd dhhoug Karitéyves i Epacitéyves. “H
Saitepn mpocoyn mov E3woe 6 [OYPUQOC OTH TPAYHATIKG pHépn o6mov Elnce §j mou
EmokepBnKe 6 TOUfTNS. Gvtanokpivetal mapa Tokl 610 Tvebua ToU idtov Tot Bupwva tov
gypave ta EERS: «Aév [0 KAEIGUEVOS HEGE GTOV EQUTO pov, A Eywva Eva pépog EKeivon
mov pé mepipariews. ( I'aarive Xdposvt, "Q8R 3. atpoon 72).

Illustrations to Lord Byron’s life and works

Altogether Turner designed twenty-six illustrations for Lord Byron's works: these
appeared in three different editions between 1825 and 1834. Only ten of these were based
on Turner’s own pictorial sources, the remainder being adapted from drawings made on
the spot by other artists or amateurs. The special attention given to the actual places
which the poet had lived or visited was very much in the spirit of Byron himself. who
wrote «Ilive not in myself but I became portion of that around me » (Childe Harold . Canto
I11. stanza 72).
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68 "0 vaos tijc "AOnvag otic Kaforoidves, n. 1823 - 4
“Yéatoypagia, 0,160 x 0,219 p.

To £€pyo aito petagépbnke ot yaikoypagia &nod OV "Evtovapvt ®ivtev vyt ta "Epya tod
Aopoov Bipwva 1o 1825. “H mhiaxa adth Eavaypnoiponotidnke yii to Epyo Toria Kai
roptpaita yia v eikovoypagnon tiz Zwis kai tav “Epywv toi Adpdov Bipwva, 1833 - 4.

T6 Bépa adto, mov npoépyetat and th devtepn ®OT tod Todiive X aposvt aneikovilet éva
tomio tf¢ "EALGdog, mov 6 id1og 6 Tépvep dév £ide moté. Kai mo elye &g Paon tov éva
oKkitgo mov Exave 6 Topag "Ailacov. "H éviuneciaxn kai YEHATT QavTaoia @Uon Thg
ouvbeong, pe 10 Qeyyapt mod EempoPaiiel péoa anod Eva CUVVEQLAGHEVO OVPaVO Kai
avravakidtal ot Bdhacoa o1d deE1d Th elkovac, Taipvel avap@loBnInTa TEPIGGHTEPO
™V Eunvevon g and tov Tépvep mapd ano tov "Ardacov. «Pdtnoe 1oV taE 18T »,
gypaye 6 Bupov, — o’ Eva ypappa mod dnpociebtnke ot oeh. 239 tod £pyou tob Xapeptov
"H Comj tob Tépvep (1879) — oav vi fiBeke v Enynoet kai 10 £pyo Tov kai v eikdva Tod
Tépvep, «ti 1o @aivetar mod monTikd — oi kioveg oTic KaBoxordves fij 10 1610 10
axpotnplo; “Yrapyovv yiiiades Ppayot kai dkpwtipia, mod elvat Gnod Hova Toug TOAL
TO YPUQIKaG and THv 'Akpomoin kai to akpetipro tod Zovviov. Ti elvat adtod UTPOCTA G
xihes oknveg and tig mo Gypleg meproyés tc ‘EARGSoc, thc Mikpic "Aciag, T
"EABetiag fj axopa kai tiig Oivipa tig Moproyakiag, i prpoota oi TOALES OKNVES GmO
myv Tradia kai tig dpooepig tiig Tonmaviag. “H téyvn Spoc, of Kioves, 0 vaodg, ta
vavayopéve okan, divovy otols Bpayovg kai ot dkpetipla Tod Zovviov Hia moinon
mov elvan kai apyaia kai cOyypovny.

"Avike oty MivaxoBikn kai t& Movoeio 1ot Taouviu Xk,

68 The temple of Minerva, Cape Colonna, ¢ 1823 - 4

Watercolour, 160 x 219 mm

Engraved by Edward Finden for Lord Byron’s Works, 1825: the plate was used again
for Finden’s Landscape and Portrait lllustrations to the Life and Works of Lord Byron,
1833 - 4.

The subject from Childe Harold, canto 11, depicts a landscape in Greece that Turner
himself never saw, and was based on a sketch made by Thomas Allason. The dramatic
and imaginative nature of the composition — the moon revealed through a cloudy sky
reflected in the sea to the right — doubtless owes more to Turner than Allason. «Ask the
traveller» wrote Byron, as if to explain himself as well as Turner, «what strikes him as
most poetical — the columns of Cape Colonna or the Cape itself? .. There are a thousand
rocks and capes far more picturesque than those of the Acropolis and Cape Sunium in
themselves. What are they to a thousand scenes in the wilder parts of Greece, of Asia
Minor. Switzerland, or even of Cintra in Portugal, or to many scenes of Italy and the
sierras of Spain? But it is the art, the columns, the temple. the wrecked vessels. which
gives them their antique and their modern poetry» (a letter by Byron, quoted in Hamer-
ton’s Life of Turner. 1879, p. 239).

Lent by the Towneley Hall Art Gallery and Museum., Burnley Borough Council.
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69 "Anoyn tiig KopivBov arnod v "Axpgmoin
Corinth from the Acropolis
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70 O Mapvacoog kai 7| Kastakia kpivn
Parnassus and the Castalian spring
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72 KoAhigpydvrag péfeg kovta oto TMiov
Ploughing up turnips, near Slough
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71 "H oyoif 100 "Opnpov ot Xio

The school of Homer, Scio
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69 "Aroyn tijc Kopivlov ano ty "Axporoin, n. 1832

Buvigta pé Oéatoypapia kai portpr. 0.210 x 0,267 p.

To £pyo avto petagépdnke kai ot yarkoypagia ano tov "Eviovapvt ®iviev 10 1832, nia
t@ "Epya tov Aopdov Bipwva... mov £kd00nkav to 1832 - 4. "H nhdaxa Eavaypnoiponot-
NOnke y1a ta Tonia kai npocwroypagics y1d yy elkovoypagpnan e Zwis kai 1y "Epyay tod
Aopoov Bupwva, o0 ®iviev o ékdobnkav ota 1833 - 34.

TR Baon tig Ldutoypupiag tod Tépvep anotérece éva okitoo tod [Novitiap [Méntl
(1794 - 1872), évog 61 oAl onuaviikod Erayyeipatia tonoypagov nov elye émoke@ei
mv "EAkada. “H yourkoypagia mov £yive ano th Prviéta adth SNUOCIENTNKE Y1d TPOTN
Qopa @¢ mpopeTONide T00 dEKUTOL TOHOL TV Epymr tob Bipova.

Awjrer ato Movaeio ®rrlfiiziau, Kaipumpizl

69 Corinth from the Acropolis, c. 1832

Vignette in watercolour over pencil, 210 x 267 mm

Engraved by Edward Finden, 1832, for the Works of Lord Byron ..., 1832 - 4: the plate was
used again for Finden's Landscape and Portrait Illustrations to the Life and Works of
Lord Byron. 1833 - 4.

Turner's watercolour is based on a sketch by the minor professional topographer
William Page (1794 - 1872). who had visited Greece. Inits engraved form this vignette was
first published as a frontispiece to volume X of Byron's Works.

Lent by the Syndics of the Fitzwilliam Museum, Cambridge.

70 "O Hapvacoog kai  Kactaiia Kpyvy, m. 1832

Biviéta ot Ddutoypagia kai mukvoppevotn teunepa, 0,184 x 0,140 p.

To Epyo adto petagépbnke kai o yarkoypagia and tov "Evrovapvt @iviev 16 1833, yua
va ¥y pnotponolnfel otV sikovoypagnon t@v Epywy toi Aopdov Bipwva.. mol Exkdodnkav
ot 1832 -4."H nlbka Eavaypnotpornotifnke yii 10 £pyo tob ®iviey Tonia kai [optpaita
yia v eicovoypdpnan e Zwic kai v "Epywv tot Aépoov Bipwva, mov ékdobnkav otd
1833 - 4.

To oyédro avto ya ™ PiviEta Thg TPOUETONIONS TOD BEKATOL TETUPTOU TOHOU TAV
"Epywv 100 Bopova elye dg Baon tou éva okitoo tod FNovthiap ITéntl.

‘Avigrer gy Téne idiept, Aovdivo.

70 Parnassus and the Castalian spring, ¢. 1832

Vignette in watercolour and bodycolour, 184 x 140 mm

Engraved by Edward Finden, 1833, for The Works of Lord Bvron .... 1832 - 4: the plate
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74 “Avatoln 1ob filov pé Bapka dvapsoa ot dxpotipia
Sunrise, with d boat between headlands
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73 “H Aipvn Ném
Lake Nemi
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was used again for Finden's Landscape and Portrait lllustrations to the Life and Works of
Lord Byvron, 1833 - 4.

The design for the frontispiece vignette to volume XIV of Byron's Works, based on a
sketch by William Page.

Lent by the Tate Gallerv. London.

71 "H Lyo5 o "Ouqpov oty Xio, m. 1832

Buvigta of Udatoypugic kai tevakt, 0,210 x 0,200 p.

To Epyo abto peta@épbnke Kol of yoikoypoeia and 1ov "Evrovapvr @iviev yia v
gikovoypagnon tdv "Epywv tob Aopdov Bipawva... mov éxdoOnkav ota 1832 - 4. "H nhaxa
SavaypnowporotnOnke oto Epyo Tomia wai mposwnoypagics yid v elkovoypagnon s
Zwiz kai tav "Epyov tob Adpdov Bipava tov @iviev, mol £x600nke oti 1833 -4, Kai adtn
N boatoypuPia, 6T Kai ol dVO TPONYOLHEVES, Elxe O Paon tng Eva oyédio Tod Movidiapn
[TéntC. "H Puviéta adtn Atav yia Eva Stactnpa oty Katoyn 1ol peydhov Bavpaotii tod
Tépvep, TLov Paokiv, mov v dyopace yid 50 ykwvées kai ) xapioe otd6 Movoeio
"Acpoiiav, to 1861.

‘Awviker oto Movaeio "Aapoiay, "OZpopdn.

71 The school of Homer, Scio, ¢ 1832

Vignette in watercolour and pen. 210 x 200 mm

Engraved by Edward Finden. 1833, for The Works of Lord Byron ..., 1832 - 4: the plate
was used again for Finden's Landscape and Portrait lllustrations to the Life and Works of
Lord Byron, 1833 - 4. Based, like the two preceding watercolours, on a drawing by
William Page. This vignette was at one time owned by Turner’s great admirer John
Ruskin, who bought it for 50 guineas and presented it to the Ashmolean in 1861.

Lent by the Visitors of the Ashmolean Museum, Oxford.

"Elaoypagicg

2 Kariiepyovrag péfiec kovra ato X rdov
ypovoroyia £kBeong: 1809
"Eraroypapia of povoapa, 1,02 x 1,30 p.
"Extéfnke otnv mvaxoBikn tod Tépvep 1o 1809.

To £pyo adto fTav Tarartotepa Yvwoto &g I ovivigop EEmtiag 100 Paciitkod avaktopou
nov Cempofariel poa amod v opixAn. "O twpivog tov tithog ypnoiponotidnke otov
KataAioyo tiig £kBeong mov Eyive o 1809 othv mvakodnkn tod Tépvep, xail deiyvel 611 1
vE@PYIKTN Epyacia mov aneikoviletul 610 MpdTo MAGvo Ntav yid 10 (OYpaeo 1O MO
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ONUAVTIKO pépog Tol tivaka. Ol popeeg elyav @ faon toug dpk ta okitow pé poAvPL mov
gkave 0 Tépvep oto Novivioop kai v nepoyn tov Alya ypdvia npiv.

‘Avipwet oty Ténr Trdazepr, Aovorvo.

Oil-Paintings

72 Ploughing up turnips, near Slough
(exhibited 1809)
Oil on canvas, 102 x 130 ¢m

Exhibited at Turner's gallery, 1809

Formerly known as Windsor, because of the royal castle that looms through the haze.
The present tittle is that used in the catalogue of the 1809 exhibition at Turner’s gallery,
and suggests that for him the agricultural activity in the foreground was the most
important aspect of the painting. The figures were based on a number of pencil sketches
made in and around Windsor some years earlier.

Lent by the fate Gallery.

73 "H Aipgvny Néu, . 1828

"Elaoypugia ot poveapd, 0,605 x 0,995 .

To Epyo avto avikel o€ pua OpGda aro Entd okitow pé Aadt mov elyav dpyika Loypuprotel
nave 6° Eva peyaho povoapa kai droywpictkay otd 1913 - 14. "Ola elval oxitoa kai &yt
«atérerwtow Loypagikoi nivakes mov 6 Loypagog B prnopolice vi Tovg elye cuveyiost.
‘O Tépvep pmopel va ta Ekave Katd ™) dudpkeia tig devtepng Enickeyng tov oty "ltakia
ota 1828 - 9. "Avrifeta pé pepika dila oxitoa pé radt tod Tépvep, ta Epya adta dév
Loypagpictnkay &ni tOMOU, T GKOpa Kai B¢ Hueco Anotéiecpa Tic EMickeync Tov 6 éva
OUYKEKPLUEVO pépog, il elvan doknoels ovvBeong. "0 Tépvep melpapatiletar £6® pé
EMIMEdES EMPAVELES Y POUATOS OV TAPOLGIALOLY EVTOVES avtifiosig ot dapopeg mept-
0%£5 T0D mivaka, kai Lovravedouy pé t xpRon Lovipol acTolIKou 1 pORATOS OF HEPIKE
xoppdtia. ‘O Laypapog émoxépBnke th Aipvn Nép, mov Bpioketar o pkpn dnootaon
ano ) Popn 16 1819, 6tav Exave td oyédia tiig meproyfig mod tdpu cupmepiiapfavovral
o160 KAnpodotnua Tépvep, kai Ba propotioe dveta v elye EavasmiokepBsl ™ Alpvn ota
1828 - 9. Mmopel dxopa va elye GrOKTAGEL OIKELOTNTA PE TH HOPOR TNC GMd TOUG
Loypagikovg mivakeg Kai 1@ oyédia GOV Kaliitey vdv.

‘Avier oy Tent Trdiepr, Aovéivo,
73 Lake Nemi, c. 1828
Qil on canvas, 605 x 995 mm
One of a group of seven oil sketches originally on one large canvas: they were separated in

169



75 @alaccoypagia ué onuadovpa
Seascape with a buoy
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76 "Amoymn motapod and Eva Logo
A river seen from a hill
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1913 - . 4. All of them are sketches rather than «unfinished» paintings which could have
been taken further. They were probably painted during Turner’s second visit to Italy in
1828 - 9. Unlike some other oil sketches by Turner, these were not painted on the spot, or
even as the immediate result of visiting a particular place. but are exercises in compositi-
on. Here Turner is experimenting with strongly contrasted areas of flatly applied paint,
enlivened with patches of heavy impasto. Turner visited Lake Nemi (which is not far
from Rome) in 1819, when he made drawings of the area (now in the Turner Bequest), and
could easily have revisited the lake in 1828 - 9. He would also have been familiar with its
appearance from paintings and drawings by other artists.

Lent by the Tate Gallery.

74 "Avatoin cob Hilov ué fapra avapesa oé axpotipla, n. 1835 - 40

"Elawoypagia o povoapd, 0,915 x 1.22 u.

To Epyo avtd. mov [oypapictnke yopo ta 1835 - 40, elvan g ano tig aréleloreg
Ehatoypagics mov N texvocponia kai i VO TOUC TIC CUVAEEL GTEVE UE TIS TEAELTUIES
Doatoypugicg tob Tépvep, xal dwaitepa pe doeg aneixovilovv Atpveg tig “EiPetiag.
Quiveton nog sivar pé aveEaptntn ovvBean, nov dév cuvdeeTal pe Kavéva airo £pyo.

‘Avrer arpy Tent Frazept, Aovoive.

74 Sunrise, with a boat between headlands. ¢. 1835 - 40

Oil on canvas, 91.5 x 122cm

Painted c. 1835 - 40, this is one of the unfinished oil-paintings which is similar in style and
mood to Turner’s late watercolours, particularly those of Swiss lakes. It seems to be an
independent compositicn, unrelated to any other work.

Lent by the Tate Gallery.

75 Qaracooypagia pé onpacovpa, m. 1840
"Ehaioypagia o povoapd, 0,915 = 1,22 u.

"H ELEN mov aicBavotav 6 Teépvep yid 1) Bdhacoa elye OC AMOTEA =TUA TN QLAOTEXVION
apket®v LOYPaPIKOV MVEKOV YEPATOV dUvapun 610 téhog tiig duxaetiag tob 1830 kai
oV apyn tig dexaetiag tov 1840, 6 meplenuoTEPOS ANO TOLG 67 0lOUG PEPEL TOV TiTAO
Xrovobvedia: drponioo i¢em dano v gigodo évog Atuavion, kol EKTEOnke otn Boohikn
"Axkadnpia to 1842, Ztov mivaka mov BAETOUNE, TOU ¥ povoLOoYHONKE BOKIHACTIKA YOP®
o10 1840, | mpocoyn ol Loypagou GUYKEVTPOVETUL ATOKAEIGTIKG OTNV ATELKOVION TTig
O8arhacoas kai 1o ovpavol. "H enuadovpa, mov icmg tpostébnke ék td@v DoTEPOV, eV
Loypu@ioTnke PE AUOOUTOYIU, GAAG HE EUOIAALTO VEPOY POUC.

"Avker amyv Tént Prdlepr, Aovoivo.
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75 Seascape with a buoy, ¢ 1840

Oil on canvas. 91.5 x 122 ¢cm

Turner’s fascination with the sea in all its moods resulted in a number of powerful
paintings during the late 1830s and early 1840s. the most famous of which was Snow
Storm: Steam Boat off a Harbour’s Mouth (R.A. 1842). This picture, which has been
tentatively dated to c. 1840, concentrates exclusively on the depiction of the sea and sky.
The buoy — perhaps added as an afterthought — is painted not in oils, but in water
soluble paint.

76 "Amown motauod ano éva sogo, . 1840 - 45
‘Elaroypagia of povoaud, 0.79 x 0,795 p.

To Epyo adto mob ypovoroyeital iowg oty apy 1 Tig dekaetiag tod 1840, elvar pid ano tig
npdTES EAIOY paPieg THS TEAEVTaing TEPLOSOL THS dNuIoLPYIKTS Epyaciag Tob {aypagou.
To tomio pé tig dvo Aedkeg Kai pia yépupa ot péon kai mpog 10 Badog thg eikdvag,
deiyvouv iowg 611 & Tépvep elye 616 puakoé tou karoto Bépa and v Trakia.

‘Aviwrer ampy Tent Frdiept, Aovdivoe,

76 A river seen from a hill, ¢ 1840 - 45

Oil on canvas, 79 x 79.5 cm.

One of Turner’s late oil beginnings probably dating from the early 1840s. The landscape
with two roplar trees and a bridge in the middle distance. seems to suggest that Turner
had an Italian subject in mind.

Lent by the Tare Gallery.

77 Bevetia: Bpdov, nyyaivovtas 6to yopo
xpm-okoyiu%lcﬂacn;: 1845
"Ermoypagia o povoaud, 0,615 x 0,925

To Epyo éxtebnke ot Bacihikn "Axadnuic 1o 1845,

‘O Tépvep £EeBeoe 600 [oypa@ikols mivakeg pé tovg tithoug Iyyaivovras o1o yopse xai
‘Emiatpépovtas dno to yopo 10 1845, kai driovg dvo pé td idra Oépara to 1846 — navrote
o1 Baotiikn "Axadnpia. ‘O dovvnbiotog tithog propel va avaeépeta ot pia lopty tic
‘Ayia; Mapbaz, oty omoia mepiiapPavoviav Bapkes pé Aapmpd QOTIONO Kai dtaxo-
OUNGT ano prairovia, Kabmg KU’ Eva cuUTOG10 oY Kpatovoe O¢ thv avyn. "Eva tétoto
0épa Ba pr.opovoe oiyoupa va yontevoet tov Tépvep. "H éharoypagia mov Biémouvpe Exel
LaoEL MOAAES GmO Tig ApyiKES Gpetéc Tme. Mua xpitikn thig £xBeong tod 1845, mov
onuoocieLtnke Ot £PMuepida T Emoyiic, Umoypapupilel o ndc ol mivakes tod Tépvep
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umopotoay va yivovv kalOtepa aviiinnrol and kanola andéctact. Tty sikova adth «to
Peyyapt mov Pyaiver ... pué ) Adpyn 1ol POTOS TOL MO Srayéetar oTd vepa elvar Tpaypa-
TIKG kAT dovvnBioto mov aSilel va peretnBei. "Etol 6nog elvat koAAnpévo pé 1o poyaipt
TG TaAEtag fi PE OV dvtiyeipa, To1dg Ba propodoe vi motéyel 611 0 E81ve 16 arako Kai
NpERO EMOS TOL Hivel...»

Avirer oty Tent Drdiepr, Aovdive.

/7 Venice: evening, going to the ball
Exhibited 1845
Oil on canvas, 61.5 x 92.5 mm
Exhibited at the Royal Academy, 1843

Turner exhibited two pairs of Going to and Returning from the Ball at the Academy in
1845 and 1846. The unusual title may perhaps refer to a Festa Santa Marta. which
included brilliantly lit boats decorated with balloons, and a banquet which lasted until
dawn: a subject which would certainly have appealed to Turner. This painting has lost
much of its original quality. A newspaper review of the 1845 exhibition noted the way in
which Turner’s late pictures made sense at a distance. In this picture «the rising moon..
with its long gleam of light coming across the waters, is really a curiosity worthy of study.
Stuck on with the palette knife or the thumb, who would think it would give the soft cool
light it does...».

Lent by the Tate Gallery.
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77 Bevetia: Bpadv mnyaivovrag otd opd
Venice: evening going to the ball
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Aivioan Zrainviov: [eprypapic I{:pymv
"Ayyéha Tappaxn: Metaepuon

Ol pwrtoypagics xui da@aveles ntupuyopnbnkay arno:

Bpetaviko Mouaeio (@p. kat. 1 - 67)

Tént Iedakept (ap. xat. 70, 72 - 77)

Mouvoeio "Aocporiay g "OZeopdng (ap. xut. 71)

Movceio ®utlfiriop ot Kainprpuirl (ap. kar. 69)

MvaxoBnkn Téxvne xai Movoeio Taovviu XA ot Mrépviu (ap. kat. 68)

Lindsay Stainton: Catalogue entries
Angela Tamvaki: Translation

The following museums provided us with transparencies and photographs:
British Museum (cat. no. 1 - 67)

Tate Gallery (cat. no. 70, 72 - 77)

Ashmolean Museum (cat. no. 71)

Fitzwilliam Museum (cat. no. 69)

Towneley Hall Art Gallery and Museum (cat. no. 68)
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