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Abstract

This dissertation is the first study of the three-hundred year history of souvenir images of
Venice produced by local Venetians for tourists from the eighteenth century to the twenty-first
century. The project traces both the changes and the elements of continuity in the Venetian
spaces depicted and in the visual conventions used. The Introduction explains why Venice is a
particularly significant subject for a study of souvenir imagery and outlines the theoretical ideas
related to travel and souvenirs that inform the work that follows. Chapter One focuses on the
view paintings of Venice by Giovanni Canaletto and Francesco Guardi, as well as Antonio
Visentini’s engravings of Canaletto’s paintings, within the context of both the Grand Tour and
Venice’s dwindling power leading up to the fall of the Republic in 1797. Chapter Two explores
nineteenth-century photographs of Venice made by local photographers Carlo Ponti, Carlo Naya,
and Tomaso Filippi, with the photographs organized into central and peripheral spaces in the
city, and with attention devoted to archival material in the little-known Archivio Filippi. Chapter
Three considers the photographs in their serial form, as images included in commercial souvenir
albums. Chapter Four analyzes twentieth-century postcards of Venice, which used the
nineteenth-century photographs for their images. The Conclusion includes a study of a company
in Venice that is continuing the tradition of producing postcard views of the city for visitors. The
chapters also call attention to how the figures of locals and foreigners are presented in the
images; to the tourist circuits through Venice implied in collections of images bound together,
which are read here as visual guidebooks; and to spaces that brought tourists together to engage
with the city’s souvenir images, specifically Joseph Smith’s viewing gallery on the Grand Canal
in the eighteenth century, photographers’ shops in San Marco in the nineteenth century, and the

post office at the Fondaco dei Tedeschi in the early twentieth century.
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This thesis shows how Venetian souvenir images participated in reinforcing and shaping
the spaces of tourism in the city, as in, for example, the emergence of the Bridge of Sighs as a
significant tourist site. Furthermore, these reproduced views, which circulated widely, influenced
not only which sites tourists visited and how they enacted their roles as tourists but also how they
anticipated and remembered their travels. However, tourists were not passive recipients. Arguing
for a dynamic relationship between the producers and consumers of the tourist imagery, this
thesis incorporates travel writing, guidebooks, and literature of the eighteenth, nineteenth, and
twentieth centuries to highlight that tourists were often aware that their perceptions of the city
were shaped by the representations they had seen. Moreover, tourists had a hand in shaping the
souvenir views presented to them. In the eighteenth century, Canaletto and Guardi’s patrons
suggested subject matter, size, and viewpoints for the view paintings. In the nineteenth century,
photographers took into account the Gothic and Romantic sensibilities of visitors when
photographing Venice, and tourists were able to choose the specific images included in the
commercial souvenir albums they purchased. This collaboration of sorts between producer and
consumer is seen most tangibly in postcards, in which the tourist’s own words accompany the
commercial image. This project is at the intersection of art historical work on material culture, in
which a close reading of visual conventions is at the fore, and sociological work on tourism,
which explores the rituals associated with travel. Engaging with the city one visits through texts
and images has often been disparaged as diminishing travel. In contrast, this project suggests that
such an experience is an integral aspect of travelling, especially in Venice, a city that has for

centuries had a place in the minds of visitors through its representations in literature and art.
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Résumé

Cette dissertation constitue la premiere étude portant sur une page de ’histoire de Venise
s’échelonnant sur trois cents ans, soit du dix-huitiéme siécle au vingt-et-uniéme siecle, ayant été
captée en images-souvenirs par des Vénitiens a I’intention des touristes. Ce projet met en lumiére
a la fois les changements et les éléments de continuité relatifs aux lieux de Venise ainsi qu’aux
conventions appliquées aux représentations visuelles. L’introduction explique les raisons pour
lesquelles Venise représente un sujet particulierement significatif pour une étude portant sur
I’imagerie-souventir, et trace les grandes lignes des théories liées au voyage et aux souvenirs qui
faconnent le travail qui suit. Le premier chapitre focalise sur les vues de Venise réalisées par les
peintres Giovanni Canaletto et Francesco Guardi ainsi que sur les gravures d’ Antonio Visentini
réalisées a partir des tableaux de Giovanni Canaletto, et ce, dans le contexte du Grand Tour et du
déclin du pouvoir de la république de Venise qui mena ultimement a la chute de celle-ci en 1797.
Le deuxiéme chapitre explore les photographies de Venise réalisées au dix-neuviéme siecle par
des photographes locaux comme Carlo Ponti, Carlo Naya et Tomaso Filippi, qui ont été
répertoriées selon I’emplacement central ou périphérique des quartiers de la ville, avec une
attention particuliere apportée au matériel d’archives du peu connu fonds Tomaso Filippi
« Archivio Filippi ». Le troisieéme chapitre considére les photographies de série publiées dans les
albums-souvenirs commerciaux. Le quatrieme chapitre analyse les cartes postales de Venise
réalisées au vingtieme siccle a 1’aide de photographies datant du dix-neuviéme siccle. La
conclusion comporte une étude portant sur une entreprise de Venise qui poursuit la tradition de
production de cartes postales représentant des vues de la ville a I’intention des visiteurs. Les
chapitres attirent I’attention sur la maniere dont les figures des Vénitiens et des étrangers sont

présentées dans les images, ainsi que sur les circuits touristiques implicites que créent les
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collections d’images de Venise une fois reliées entre elles, et qui sont interprétées ici comme des
guides touristiques. Les chapitres s’intéressent €¢galement aux établissements qui attirent les
touristes et impreégnent leur esprit des images-souvenirs de la ville, et tout particuliérement la
galerie d’exposition de Joseph Smith sur le Grand Canal, au dix-huitiéme siécle, les boutiques de
photographie de San Marco, au dix-neuvieme siecle, et le bureau de poste a la Fondaco dei

Tedeschi, au début du vingtieme siecle.

Cette these démontre de quelle manicre les images-souvenirs de Venise ont contribué a
renforcer et a faconner les lieux touristiques dans la ville, comme, par exemple, I’émergence du
Pont des Soupirs comme important site touristique. De plus, en raison de leur grande circulation,
ces reproductions des vues de Venise ont non seulement influencé les visiteurs quant au choix
des sites qu’ils ont fréquentés et au réle qu’ils ont joué en tant que touristes, mais également sur
leur maniére d’anticiper leurs voyages et sur les souvenirs qu’ils en ont gardés. Toutefois, les
touristes n’étaient pas des figurants passifs. Défendant 1’existence d’une relation dynamique
entre les producteurs et les consommateurs d’imagerie touristique, la présente thése incorpore
des récits de voyage, des guides touristiques et de la littérature des dix-huitiéme, dix-neuvieme et
vingtieme siecles afin de mettre en relief que les touristes étaient souvent conscients du fait que
leurs perceptions de la ville avaient été fagonnées par les représentations qu’ils avaient vues. En
outre, les touristes ont contribué a la conception des vues souvenirs qui leur étaient présentées.
Ainsi, au dix-huitieme siecle, les clients de Canaletto et de Guardi apportaient des suggestions
relativement aux sujets traités, aux dimensions et aux points de vue a illustrer dans les scénes de
leurs tableaux. Au dix-neuviéme siécle, les photographes de Venise tenaient compte de la
sensibilité des visiteurs quant au caractére romantique et gothique des scénes qu’ils

photographiaient, et les touristes pouvaient, quant a eux, choisir les images particuliéres qu’ils
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désiraient inclure dans les albums-souvenirs qu’ils achetaient. Ce type de collaboration entre
producteur et consommateur se constate de fagon plus tangible dans le cas de la carte postale sur
laquelle le message personnel du touriste accompagne I’image commerciale. Ce projet se situe a
mi-chemin entre une étude d’histoire de I’art sur la culture matérielle, comportant un examen
attentif des conventions visuelles au premier plan, et une étude sociologique du tourisme,
explorant les rituels associés au voyage. Le fait de s’imprégner de I’esprit d’une ville que I’on
visite au moyen de textes et d’images a souvent été décrié comme une pratique défavorable au
voyage. Par opposition, ce projet suggere qu’une telle expérience constitue une partie intégrante
du voyage, et ce, particulierement a Venise, une ville qui a la faveur de ses représentations dans

I’art et la littérature a tenu une place particuliére dans I’esprit des visiteurs pendant des siecles.
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Introduction

I am in the curious position, for a foreigner visiting the Venetian lagoon, of having seen
Venice before having seen images of Venice. My interest in the way local Venetians have represented
their city in souvenir images has developed over the years during trips to visit family in the Veneto.
Venice was reproduced for tourists arguably more than any other city of art and culture in Europe. In
the second half of the eighteenth century, during the peak of what was known as the Grand Tour, most
British and North American tourists arriving in Venice had already seen the city in vedute, or view
paintings, painted in Venice and displayed in galleries in England, or in books that reproduced the
engravings based on those vedute.” In the nineteenth century, Venice became a centre of commercial
souvenir photography at the same time as travel to the Continent was becoming more accessible to the
middle classes.” Souvenir photographs, albums featuring key sites, and, later, postcards, were
purchased in great numbers by tourists visiting the city and displayed in parlours back home, thus
creating a pre-memory in those who had yet to visit. As the American novelist Henry James wrote in
Italian Hours (1907), his collection of travel writing, “Venice has been painted and described many
thousands of times, and of all the cities of the world is the easiest to visit without going there.”* This
dissertation is the first to study three hundred years of Venetians producing souvenir images of their
city for tourists.

I begin with a study of the view paintings and engravings of Venice produced in the eighteenth

century, and then turn to nineteenth-century commercial photographs of the city and twentieth-century

? Martin Clayton, Canaletto in Venice (London: Royal Collections, 2005), 16.

3 Paolo Costantini, “Carlo Naya,” in Venezia nella fotografia dell’Ottocento, ed. Italo Zannier (Venezia: BShm/Arsenale,
1986), 37.

* Henry James, Italian Hours (London: Penguin, 1907), 7. James’ piece on Venice was first published in Century
Magazine (November 1882, 2-23).
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postcards, concluding the project with a consideration of a company in present-day Venice that is
continuing the tradition of producing commercial souvenir images for visitors. In the 1720s, Giovanni
Canal, known as Canaletto, began painting Venice for well-heeled visitors, as did Francesco Guardi in
the latter half of the century.’ Canaletto’s paintings, especially, were so popular that his patron, Joseph
Smith, the British Consul to Venice, published a book of printed images of them.® These were
reproductions of the engravings Antonio Visentini had made of Canaletto’s vedute. Smith’s palace on
the Grand Canal featured a gallery displaying Canaletto’s paintings and was open to well-connected
visitors by invitation.” In the nineteenth century, Carlo Ponti, Carlo Naya, and Tomaso Filippi
photographed the city for tourists, selling the souvenir images in their shops as single photographs and
in albums.® Many of these photographs were then used in colour and black-and-white postcards in the
twentieth century.’

The way these souvenir images of the city were presented both in Venice and in the tourist’s
social circles back home created the conditions for tourists to become, increasingly, tourists of images
and not only tourists of the actual city. Significantly, travel writing on Venice is a trove of rich
evidence on how tourists conceived of themselves and the souvenir images produced for them.
Visitors wrote about their experience of seeing the city after having seen reproductions of the city, and
it is their voices that are given prominence in this study. For example, the British writer, historian, and
art patron Hester Piozzi, a prolific chronicler of Grand Tourist life, writes in her 1789 memoir of first
entering the Piazza San Marco, whose “appearance [...] revived all the ideas inspired by Canaletti,

those especially which one sees at the Queen of England’s house.”'® Foreigners began looking at

5 Christopher Baker, Canaletto (London: Phaidon, 1994), 7.

® Frances Vivian, Il console Smith: mercante e collezionista (Vicenza: Neri Pozza, 1971), 13-14.

" Ruth Bomberg, Canaletto’s Etchings: Revised and Enlarged Edition of the Catalogue Raisonné (San Francisco: Alan
Wofsy, 1992), 2.

¥ Italo Zannier, Venezia nella fotografia dell’Ottocento (Venezia: Bohm/Arsenale, 1986), 17.

? In order to determine this, I have compared postcards in antiquarian shops in Venice with the photographs in the
Archivio Filippi.

' Hester Lynch Piozzi, Observations and Reflections Made in the Course of a Journey through France, Italy, and
Germany, vol. 1 (London: Strahan, 1789), 77. In 1762, King George III purchased a large part of Smith’s collection of
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paintings, prints, and photographs of Venice, and at Venice as framed through these images. These
views were especially prized because the city’s own residents were producing them, lending the
representation greater authority as an image that captured the city."'

Viewers toured the images as armchair tourists, as well as during and after their travels, and
the places and perspectives depicted in those images also toured or travelled, so to speak, over the
centuries from one medium to another. The space of the Piazza San Marco, for example, moved from
a painting, to a photograph, to a postcard. Three examples of the Piazza illustrate well the long history
of the views I am investigating. In 1730, Canaletto paints the Piazza San Marco looking out towards
the Basilica di San Marco, peopling the square with groups of local residents in conversation and
depicting market stalls in front of the basilica (fig. 1.1). The same view of the square becomes a
popular souvenir photograph in the following century (fig. 2.1), as do images of the square featuring
tourists, as in Filippi’s 1895 photograph of the fagade of the basilica with a view of the clock tower
(fig. 2.26). The emphasis on providing tourists with souvenirs of both the city and of their own tourist
activities continues in early twentieth-century postcards of the Piazza, as in a postcard of a view of the
Palazzo Ducale seen from the Piazzetta, the female figure’s white dress and red umbrella identifying
her as the central figure strolling through and observing the architecture (fig. 4.3).

My goal in embarking on this project was to consider ways in which these visual
representations of the city, intended for foreign visitors and which, at various times, included
depictions of Venetians and tourists, changed over time and may have participated in shaping the

spaces of tourism, tourists’ conceptions of themselves as tourists, and notions of the city’s residents.

Canaletto paintings, and as Clayton writes, “many of Smith’s paintings were used to furnish the newly purchased
Buckingham House (later Palace)” (16).

' Nineteenth-century guidebooks to the city, such as Murray’s Handbook for Travellers in Northern Italy (London:
Murray, 1873), highlight that the local photographers, whose shops were in and around the Piazza San Marco, sold the
best photographs (376).
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What I discovered during my research was that there are both moments of shift and elements of
continuity in the way Venice is presented. Pictorial representations of Venice, acting as lodestones,
draw tourists to particular spots, and some of these locations remain consistent over the centuries,
such as the Piazza San Marco, Grand Canal, and Rialto Bridge, while others, such as the Bridge of
Sighs and the city’s peripheral spaces, as in bridges and canals that are not part of the standard tourist
routes through the city, emerge as noteworthy at particular times because of historically-specific shifts
in aesthetics and notions of tourism, among other factors. What also became evident during my
research was that visitors had a hand in shaping the souvenir views aimed at them, and corresponding
ideas about tourist and local identities, in both subtle and quite tangible ways.

In recent scholarship, souvenir images are acknowledged as powerfully shaping viewers’
perceptions. For example, Jonathan Long observes that “the postcard establishes a hierarchy of space
by excluding from representation those places that are not worthy of being seen and decreeing in
advance how those spaces that are represented are to be both seen and remembered.”'* This
understanding of the work that souvenir images do can certainly apply to all the representations of
Venice studied here, and I follow this approach in considering effects of souvenir images on the
viewer. Yet, as I also argue, the particular aesthetic and literary interests of the dominant tourist
groups also affect how the spaces represented are seen and remembered, as does the fact that visitors
were, at times, actively engaged in the production of the souvenir, as in the case of the personalized
commercial souvenir albums available in Venetian photographers’ shops in the nineteenth century.
The tourist is not always a passive viewing subject but rather, to varying degrees depending on the
moment and medium, also engaged in the complex process of constructing the “hierarchy of spaces,”

to borrow Long’s phrasing, that the souvenir images determine.

2 Jonathan Long, “W.G. Sebald: The Anti-Tourist” in The Undiscover’d Country: W.G. Sebald and the Poetics of Travel,
ed. Markus Zisselsberger (Rochester: Camden, 2010), 79.
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One longstanding convention in travel writing on Venice is to assert that words are an
inadequate tool to capture the city. Charles Dickens, for example, writes of Venice in 1844 “that the
reality itself [is] beyond all pen or pencil,” adding that “I never saw the thing before that I should be
afraid to describe. But, to tell what Venice is, I feel to be an impossibility.”'* The trope that Venice is
impossible to record in words may be the reason the city has been reproduced so extensively in
images. While foreigners have written on Venice, locals have depicted the city for foreigners, and this
is a subject that has not yet been broached in art historical work on Venice or in sociological studies of
travel. My work can be positioned at the intersection of an art historical attention to material culture,
with its corresponding analysis of the visual conventions in the popular images, and the interest
prevalent in leisure studies on considering ways in which tourists engage in what can be considered
the rituals associated with travel.'*

My methodological approach in each chapter also focuses on working with primary texts as
much as possible, specifically memoirs written by Venetians and visitors, travel writing, guidebooks,
and literature set in or inspired by Venice. In addition, I also had the great pleasure to discover that the
photographer Filippi’s youngest daughter kept all her father’s photographs and documents. This trove
of over 7,000 negatives, 20,000 photographs, 3,000 postcards, and numerous boxes of documents and
journals is now housed in the last place she lived in Venice, the Casa di Riposo dei Santi Giovanni e
Paolo, one of the city’s residences for the elderly, and is preserved by the Ufficio Conservatori delle
Istituzioni di Ricovero e di Educazione di Venezia (IRE), the organization’s archival office.'”> Along

with these primary documents, I also returned often to particular theoretical ideas associated with

13 Charles Dickens, The Selected Letters of Charles Dickens, ed Jenny Hartley (Oxford: Oxford UP, 2012), 149.

' For examples of the approach taken in leisure studies work on tourism, see John Urry and Jonas Larsen’s The Tourist
Gaze 3.0 (London: Sage, 2011), 116, as well as Dean MacCannell’s The Tourist: A New Theory of the Leisure Class
(Berkeley: U of California P, 1976), and, specifically on Venice, Garry Marvin and Robert C. Davis’ Venice, The Tourist
Maze: A Cultural Critique of the World’s Most Visited City (Berkeley: U of California P, 2004).

'> My thanks to Dr. Paola Margarito, of the Marciana Library, and Dr. Agata Brusegan, of the IRE Archive, for their
assistance and for the information provided during my visits.
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tourism, such as Judith Adler’s understanding of travel as a “performed art,”'® Susan Sontag on the
camera’s ability to make “everyone a tourist in someone else’s reality and eventually in one’s own,”"’
as well as John Urry’s concept of the tourist gaze.'® Long’s emphasis on postcards forming social
networks also influenced my thinking," as did conceptions of space and place, especially the notion
of an imaginative geography in Derek Gregory’s work on travel Writing.20 Before all this, though,
reading Susan Stewart’s On Longing (1992) reinforced my interest in the ways in which the mass-
produced souvenir is rendered personal once it is purchased. As Stewart argues, a souvenir requires
the participation of the purchaser and, once purchased and taken home or mailed away, keeps its
“material relation” to its original location.”’ Keeping these ideas in mind, I began to consider more
closely how tourists interacted with the souvenirs they purchased.

Eighteenth-century view paintings have been studied for their formal qualities** and
nineteenth-century photographs as documents of the city’s past,” but neither has been approached

primarily as the souvenirs that they certainly were produced to be.>* Postcards of Venice have

received minimal scholarly attention until this project™, although postcards of other cities have

' Judith Adler, “Travel as Performed Art,” The American Journal of Sociology 94 (1989): 1368.

'7 Susan Sontag, On Photography (Anchor: New York, 1990), 57.

'8 John Urry, The Tourist Gaze (London: Sage, 2002).

" Long, “W.B. Sebald: The Anti-Tourist,” 79.

2 Derek Gregory, “Scripting Egypt,” in Writes of Passage: Reading Travel Writing (London: Routledge, 1999), 147, and
Gregory in “Social Theory and Human Geography,” in Human Geography: Society, Space, and Social Science (1994).

*! Susan Stewart, On Longing: Narratives of the Miniature, the Gigantic, the Souvenir, the Collection (Durham: Duke UP,
1992), 138 and 135.

** For a formalist analysis of eighteenth-century view paintings, see, among others, Michael Levey, Painting in
Eighteenth-Century Venice (Ithaca: Cornell, 1980) and Diane De Grazia and Eric Garberson’s catalogue of seventeenth
and eighteenth-century Italian painting in the National Gallery in Washington (New York: Oxford, 1996).

3 Ttalo Zannier, Venezia: Archivio Naya (Venezia: Bdhm, 1981).

* Scholarship on the Grand Tour, such as Andrew Wilton and Ilaria Bignamini’s Grand Tour: The Lure of Italy in the
Eighteenth Century (London: Tate, 1996), does present the view paintings as souvenirs but without a close reading of how
the formal conventions in the images shaped tourist perceptions.

> In Venice, The Tourist Maze, Davis and Marvin discuss postcards in their chapter on souvenirs in which they write “one
would never want to underestimate” the “bad taste” (277) of tourists. As noted above, their project takes a sociological
approach to tourism in Venice. They do analyze some of the visual conventions in the postcards, but what they determine
about the postcards, specifically that these ushered in images of tourists feeding pigeons and moonlit scenes (271-273), in
fact begins with the souvenir photographs on which the postcards were based.
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recently been studied.?® In light of the long history of souvenir views undertaken here, I offer a
detailed survey of both the history of and scholarship on view paintings, commercial souvenir
photographs, and postcards in the introductory section of each corresponding chapter. But, it is
important to highlight, by way of introduction, that in both travel writing and scholarly work, images
sold as souvenirs were, for a long portion of their history, seen as less than art. James, in ltalian
Hours, writes critically about all that is sold in the Piazza San Marco, such as “bead bracelets and
‘panoramas,”” asserting that these souvenirs turn the elegant Piazza into a commercial “treadmill.”?’
Michael Levey, in his seminal work on eighteenth-century Venetian paintings, sees vedute as
decorative filler. Levey argues that Venice’s political and social decline created “a fundamental need
[...] for pictures removed from reality” and asserts that Canaletto and Guardi “represented, they did

2
not need to comment.”*®

However, Canaletto’s paintings, while evoking a serene cityscape, are very
much engaged in the details of daily life, as I will show. Moreover, often an artwork’s apparent
uselessness is its own politically useful tool, allowing it to subtly criticize the status quo, which is the
role that Guardi’s paintings, albeit perhaps unintentionally, can be understood to be taking on.
Echoing James and Levey’s stance on souvenir images, James Buzard, in his study of the
visual culture associated with nineteenth-century tourism in Europe, suggests that the collecting of
souvenir images diminished the experience of visiting a foreign city by prompting the tourist to see
the actual site as “a painted surface.”” In his work on the various motifs, both literary and visual,
associated with Venice, Tony Tanner also sees pictures as “empty,” arguing that both Romantic

poems and souvenir images “dematerialize” and “dehistoricize and un-people it [so that] ‘Venice’ has

been purveyed by thousands of empty texts and pictures from the end of the eighteenth century to the

%6 See Nancy Steiber, “Postcards and the Invention of Old Amsterdam Around 1900” in Postcards: Ephemeral Histories of
Modernity, eds. David Prochaska and Jordana Mendelson (University Park: Pennsylvania State UP, 2010).

27 James, Italian Hours, 11.

¥ Levey, Painting in Eighteenth-Century Venice, 12 and 96.

*% James Buzard, “A Continent of Pictures: Reflections on the ‘Europe’ of Nineteenth-Century Tourists,” PMLA 108
(1993): 34.
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present day.”’

In contrast, John Eglin, in his work on the myths associated with Venice in British
tourist culture of the eighteenth century, has noted that while it is “reasonable to see the vedute
primarily as tour souvenirs” since they were in the service of promoting nostalgia, “they still have

ideological significance.”"

Eglin’s view is rarer, and thus images of Venice have not been analyzed
for what insights they can bring to our existing knowledge of interactions between locals and tourists,
of commercial decisions to serve particular interests, and of shifts in perceptions of Venice, changes in
modes of looking, and shifts in popular tourist spaces, to mention only a few possibilities explored in
depth in this project.

Depictions of Venice’s Piazza, bridges, and canals predate eighteenth-century tourism.>* Five
of the celebrated paintings on the stories of the True Cross by Gentile Bellini, Lazzaro Bastiani,
Vittore Carpaccio, and Giovanni Mansueti are set in Venice itself, providing us with details about
Renaissance Venice.” Indeed, even though we are attune to the fact that paintings, photographs, and
postcards are not documents, art does often operate as information.>* Bellini’s Procession in Piazza
San Marco (1496), commissioned for the Scuola Grande di San Giovanni Evangelista and, since the
early nineteenth century, on display at the Accademia museum, provides tourists with the chance to,
in the words of the Eyewitness Travel Guide to Venice, “compare the square with how it looks
today.”

Because of changing markets and forms of patronage, as well as increased tourism on the part

of Northern Europeans, among other factors, artists began creating paintings in which views of Venice

%% Tony Tanner, Venice Desired (Cambridge: Harvard UP, 1992), 20.

*! John Eglin, Venice Transfigured: The Myth of Venice in British Culture, 1660-1797 (London: Palgrave, 2001), 124.

32 For more on printed imagery of Venice produced before the eighteenth century, see Bronwen Wilson’s The World in
Venice: Print, the City, and Early Modern Identity (Toronto: University of Toronto Press, 2005).

33 The five paintings are Bastiani’s The Relic of the Holy Cross is Offered to the Scuola Grande di San Giovanni
Evangelista (1494), Mansueti’s Miracle of the Cross at San Lio (1494), Bellini’s Procession in Piazza San Marco (1496),
Carpaccio’s Miracle of the Cross at Rialto (1496), which provides a view of the wooden Rialto Bridge before its collapse
in 1524, and Bellini’s Miracle of the Cross at San Lorenzo (1500).

** In “Art as Information,” Anna Ursyn points out that the eighteenth-century view paintings of Warsaw, Poland painted
by Canaletto’s nephew, Bernardo Bellotto, “due to his accuracy and careful attention to relevant details [...] furnished
visual evidence” that helped architects restore the city after World War II (Leonardo, vol. 35, no. 4 (August 2002): 446).
% Brenda Birmingham, Eyewitness Travel Guide to Venice and the Veneto (London: Dorling Kindersley, 2010), 133
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were the subject and not the backdrop. The genre of the vedute began in Venice in the early 1700s
with Luca Carlevaris, who, inspired by Dutch landscape painters, created large-scale ceremonial
views of Venice, and reached its peak most famously with Canaletto, whose view paintings were the
first to be created specifically for tourists.*® Canaletto painted his views of Venice, in which the city is
presented as a luminous stage set, for wealthy expatriates and visitors, which explains why Venetian
museums have so few of his works. Canaletto’s Venice can be seen more when travelling elsewhere
than when in Venice. Nineteenth-century photographs of Venice were similarly created for tourists.
Anticipating postcards, they acted as inexpensive, portable souvenirs. The theme of timelessness is
one that certain types of nineteenth-century photographs deliberately evoke, along with other visual
tropes related to the continued popularity of Gothic and Romantic literature among late nineteenth-
century travellers.

Spanning many centuries, this thesis, with its chronological structure, provides the opportunity
to study the possible reasons for shifts in how the city has presented itself over time. The art historian
Mark Miller Graham has asserted that “synchronic units can provide more meaningfully articulated
histories than can our fixation on linear sequence [which nevertheless] remains the crucial construct
that makes the teleological narratives of style seem ‘natural.”””>’ However, we can engage in a
diachronic study without pretending such a study is natural: both synchronic and diachronic
approaches create their own narratives about art and historical moments.

Eighteenth-century Venetians themselves had something to say about how we perceive
history. The architectural theorist Carlo Lodoli believed that history is not linear but rather develops

without continuity and through a series of caesuras and breaks.*® Lodoli’s ideas, as recorded by his

3% William Barcham, “Townscapes and Landscapes” in The Glory of Venice: Art in the Eighteenth Century (London:
Royal Academy of Arts, 1994), 93.

*7 Mark Miller Graham, “The Future of Art History and the Undoing of the Survey,” Art Journal, vol. 54, no.3 (Fall 1995):
33.

¥ Alina Payne, “Architectural Criticism, Science, and Visual Eloquence: Teofilo Gallaccini in Seventeenth-Century
Siena,” The Journal of the Society of Architectural Historians, vol. 58, no.2 (June 1999): 150.
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contemporary Francesco Algarotti, intrigued Smith and other members of his social circle.
Architectural historian Alina Payne asks, in her analysis of Lodoli’s contributions to architectural
theory, if Lodoli’s and the later modernist view of history as a series of disconnected ruptures is
correct or if there are links between these ruptures. She suggests that the scholarly tendency to focus
on one historical moment has “led us to neglect the interstices, the very sites where transition and
transformation in [a] discourse took place.”3 K

In the history of souvenir views of Venice created by locals for tourists, this discourse must
take into account two shifts in the way in which Venice was represented, specifically the move from
painted views to photographed views and then the proliferation of postcard views. These changes,
along with a host of other historically-specific factors, brought about transitions in both modes of
looking at and moving through a tourist space, as well as in the tourists’ level of engagement in the
production of these souvenirs. Only a diachronic study can support the analysis of two major changes
in the history of souvenir views of Venice. These will be studied not as the natural development of
what came before but as moments of transition in pictorial representations of the city’s spaces. At the
same time, artists and photographers did not alter greatly how central spaces in the city were framed
or the points of view used, and thus the shifts also contribute to a history of souvenir images of Venice
in which there is a significant degree of continuity.

Although this dissertation is organized chronologically, the chapters are also organized with
attention to particular elements that recur in the images and the ways in which tourists engaged with
these views of the city. Specifically, the chapters focus on the following: the spaces featured in the
images, such as the Piazza San Marco, the Grand Canal, and others that emerge as significant at

particular moments; the figures in the images, often those of locals and tourists; the circuits through

¥ 1bid.



Souvenirs of Venice Liana Bellon 11

the city evoked in collections of images bound together; and tourist spaces, which is to say spaces
which brought together foreign visitors.

These tourist spaces were Smith’s palace in the eighteenth century, nineteenth-century shops
devoted to selling photographs of Venice, such as Filippi’s in the Piazza San Marco, and, in the
twentieth century, the Fondaco dei Tedeschi, Venice’s post office, in which tourists dipped their nibs
in the provided ink and wrote postcards home. The souvenir views prompt particular spaces in the city
to be considered especially noteworthy by tourists; they participate in structuring the tourist’s
movements in the city and their understanding of the rituals associated with being a tourist in Venice;
and they also foster social spaces of interaction among tourists and local residents, and, in the case of
postcards, networks of senders and recipients.

In Chapter One, I argue that eighteenth-century view paintings, by virtue of their repetition,
solidified the most salient points of interest for foreigners, created tourist desire for an idealized
Venice, and, through their use of perspective, also instructed tourists on how to look at Venice. The
vedute tended to endorse central spaces over peripheral ones and thus had some degree of control over
what tourists focused on, how they moved from one site to another, and what and how they
remembered. | also contextualize the view paintings by considering them alongside handwritten texts
displayed in the Piazza San Marco that engaged with the social and political realities in the decades
before the fall of the Venetian Republic. In a comparative analysis of Canaletto and Guardi’s
paintings of the Piazza San Marco, I argue that while they are often considered to be simply beautiful
depictions of a serene city, the vedute are, in ways specific to the style of each painter, a comment on
the political instability of la Serenissma, as the Venetian Republic was called. These paintings of the
square, like the writings that circulated in it, emphasize the ability of a social space, such as Venice’s

singular Piazza, to become a multi-valent symbolic space through representation. I also devote
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attention to the book Le prospettive di Venezia (1735), which features reproductions of Visentini’s
engravings of Canaletto’s paintings, and which I read as a visual guidebook.

In Chapter Two, I explore photographs of Venice produced by local photographers and, by
extension, the fervour amongst tourists for what were perceived as realistic and authoritative
souvenirs. After considering ways in which photographers established continuity with the view
paintings of the previous century, I devote attention to Venice’s status as a center of commercial
souvenir photography. I then organize my analysis of the photographs that form the Archivio Filippi
into a study of photographs of central spaces, followed by a special focus on the Bridge of Sighs and
its presence in Romantic poetry, and then a consideration of the new tourist space of minor bridges
and canals, which I refer to as peripheral spaces. I consider the particular representational strategies
used in producing these different sets of images. As well, I devote attention to the figures in the
photographs. Tourists were often depicted in these souvenir photographs. Local photographers not
only catered to the desire of foreigners to see their likeness in souvenirs, but they also engaged in
ethnographic projects, albeit in reverse. While foreigners surveyed locals in their travels and travel
writing, the Venetian photographers trained their eye on foreigners and presented tourists, and their
rituals, as a recurring type in the souvenir images.

In Chapter Three, I study a representative commercial souvenir album in order to consider, as
in the Visentini engravings of the previous century, how souvenir images work differently when
presented in serial form. I compare the album to the book Smith published of Visentini’s engravings,
both of which encourage the viewer to have an embodied relationship to the images, and I call
attention to how the nineteenth-century album also functions as a visual guidebook, in this case with
the figures of tourists further framing viewers’ conceptions of themselves. Such albums are useful in
that they, like guidebooks, help us suggest how tourists navigated the city or, in other words, how the

experience of the city was organized, in miniature, for them. Tourists then used this predetermined
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division of space when exploring the actual city; thus, photography, along with guidebooks and
literature, scripted their experience, as did painted views a century before. However, the tourist also
participated in the creation of these souvenir views. In the case of single photographs, tourists’
sensibilities, as formed by Gothic and Romantic literature, prompted the particular aesthetics
photographers cultivated in their images. In the case of the commercial albums, the tourist
participation in the creation of the souvenir is more tangible since tourists were invited to choose
photographs for their albums from a selection in the photographers’ shops.

Chapter Four engages in an analysis of postcards of Venice. Many of these postcards, printed
by the Scrocchi company based in Milan, used the photographs of the city taken by Naya and Filippi
as source material. I consider various stylistic elements, such as the use of deliberately non-realistic
colour in many of the postcards, and the recurring figure of the tourist. I also devote attention to the
early anxieties associated with such an open form of communication, as well as to how the medium
altered the tourist’s interactions in the city. As the new century began, tourists who would once spend
a week in Venice, borrowing books, conversing with photographers, waiting for albums to be bound,
were now skimming Venice in three days or less with their ubiquitous Kodak cameras in hand.*’
Accordingly, the culture of purchasing souvenirs changed from relatively prolonged interactions with
photographers to a brief exchange at these same shops or with a street vendor in which a few coins
were given in exchange for a collection of postcards. Distanced from the production of the souvenir,
tourists may have echoed the sentiments of Walter Crane, the British illustrator, designer, and
proponent of the Arts and Crafts movement, who, in his Ideals of Art (1905), lamented the fact that in

industrialized cities “the shops are not workshops. The goods appear in the window as if by magic.

* Barbara Levine and Kirsten Jensen, Around the World: The Grand Tour in Photo Albums (New York: Princeton
Architectural Press, 2007), 25.
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! In order to make a profit and compete with

Their producers are hidden away in distant factories.
other souvenir shops, those owned by photographers developed the film taken by tourists with their
portable Brownie cameras. The stores were also stocked with lace, glass, figurines, maps, and books,
which, often, were sold at a higher price than the shops’ initial raison d’étre, the photographs that, in
many cases, were the souvenirs made by the photographers themselves.** As postcards grew in
popularity, tourists continued to engage in a personal interaction as a result of the objects they
purchased as souvenirs, but now the engagement was not a face-to-face one with the producer of the
souvenir image but a remote one with the sender’s network of recipients. Nevertheless, more than
with any of the previous souvenirs, the postcard as a souvenir object attests to the collaboration
between the producer and consumer of the souvenir in light of the sender’s handwritten message on
the postcard’s verso.

This dissertation on Venetian souvenir images is a contribution to the study of tourism and its
material culture and the first account of Venice’s long history of representing itself in images intended
for visitors, with a focus on the eighteenth to the twentieth centuries. View paintings, photographs,
and postcards of the city created a visual narrative for the tourist on how to experience Venice as a
collection of views. These reproduced views had some degree of control over what tourists focused
on, how they moved from one site to another, and how they anticipated and remembered their travels
so that the images became spaces of tourism themselves that semaphored, or visually signalled,
Venice. These same views were also influenced by the aesthetic sensibilities and interests of the

tourists, as each chapter will argue. The behaviours and expectations promoted in and by souvenir

imagery form part of what can be termed tourist culture, and culture, as this project emphasizes, is

*! Walter Crane, Ideals in Art: Papers Theoretical, Practical, Critical (London: George Bell, 1905). This is also cited in
Gary Beegan, The Mass Image: A Social History of Photomechanical Reproduction in London (London: Palgrave
Macmillan, 2008), 16.

* The items sold in Filippi’s shop and the services offered, such as film development, are listed in a folder marked
‘Corrispondenze Clienti 1896-1899” in his personal and commercial archive of letters, notebooks, and photographs housed
in Venice at the Ufficio Conservatori delle Istituzioni di Ricovero e di Educazione di Venezia (IRE).
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constantly in the process of being shaped, largely non-deliberately, by various agents.43 Moreover, my
work here also contributes to a reconsideration of the way tourist rituals are perceived. Scholarship on
tourism, as noted above, often derides the tourist tendency to engage more with images and texts than
with the city itself. Instead of criticizing this tendency, the following chapters, with each new form of
souvenir imagery being studied, show that the mediated experience, in which images are often used as

a way to enter into a relationship with the space being visited, is the authentic travel experience.

* This idea about how culture is formed is also developed in Karin Becker, “Picturing Our Past: An Archive Constructs a
National Culture,” The Journal of American Folklore, vol.105 (Winter 1992): 16-17.
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Chapter One

Eighteenth-Century Souvenirs: Paintings of the City

1.1 Introduction

In 1730, Canaletto painted one of his many vedute of the Piazza San Marco as a clear, sunny
square suggestive of order, balance, and harmony (fig. 1.1). The view is framed so that the arcaded
facades of the Procuratie Vecchie and Nuove offer a pleasing symmetrical border for the basilica and
its bell tower seen from the vantage point of a beholder looking out from a second floor window
across the square from the basilica. The small figures gathered in groups conversing in the square
function as spatial markers to highlight the grandeur of the architecture that surrounds them. These
figures of local Venetians are presented as serene citizens enjoying their city’s quintessential public
space, the space most associated with civic pride and the Venetian Republic’s long history. During the
course of his career as a painter of souvenir views for foreigners from the 1720s to his death in 1768
at the age of 71, Canaletto depicted the Piazza from the exact same angle six other times, and from
myriad other angles over forty times.** With only a few exceptions, the scene is always bright, and the
figures are clearly delineated. Fifty years later, in 1780, Francesco Guardi depicted the square from
the same angle, looking out towards the basilica (fig. 1.2). The view is framed in the same way, the
beholder is also positioned looking out from a window across the square, and the figures are both
spatial markers and depicted in conversation. Here, though, the space is encroached by shadows, with

more than half the Venetians painted in semi-darkness. The figures, too, have their capes, like the

* Information on Canaletto’s age at his death is taken from Baker, Canaletto, 23. The information on the number of times
Canaletto painted the perspective of the Piazza San Marco described above and the Piazza itself is gleaned from my study
of the various catalogues of Canaletto’s existing paintings.
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canopied stalls near the basilica, caught up in an implied wind, in contrast to the still capes and
canopies in Canaletto’s painting. In Guardi’s painting, order, balance, and harmony are replaced by an
unstable atmosphere that subsumes the blurred figures. Guardi also depicted the Piazza San Marco
from various angles about forty times in his career, from the 1760s until his death in 1793 at the age of
80, with each canvas presenting a more shadowy version of the square as the century, and the
Republic, moved closer to its end.*

One could argue that Canaletto and Guardi simply painted in two different styles, and that
nothing more should be made of the difference. But, importantly, some of Canaletto’s earlier
paintings, influenced by Luca Carlevaris’ cityscapes of Venice, incorporated more “menacing skies,”
as one art historian has described them.*® Canaletto’s shift to the pleasing blue skies and sunlit views
for which he is known were more in keeping, it seems, with the neoclassical tastes of his largely
British art patrons and dealers. Guardi appealed to a different set of collectors, notably other Italians,
such as the cardinal Giacomo Della Lena and the priest Giovanni Vianelli.*’ Both these intellectuals
reacted against neoclassicism and thus were drawn to Guardi’s style. John Strange, a British resident
of Venice in the 1770s, also patrionized Guardi, in contrast to most of Strange’s compatriots who
preferred Canaletto’s style. In a catalogue prepared for the sale of his paintings in 1789, Strange
writes of Guardi’s “particular manner, which is spirited and quite his own.”*® As the art historian
Francis Haskell has described it, these collectors moved “on the fringes of scholarship.”*’ By the mid
eighteenth century, Venice experienced a social and economic shift from being the dominant source of
goods for the Venetian Republic’s international markets to becoming a city that produced luxury

items aimed primarily at a local market of wealthy British and American ex-patriates living in

*> Antonio Morassi, Guardi: L ’opera completa (Milan: Mondadori Electa, 1975).

% Christopher Baker, Canaletto (London: Phaidon, 1994), 8.

47 As well, some of his late works, depicting the smaller islands that surround Venice, may have been painted for local
Venetians rather than for tourists. For more on this, see Haskell, “Francesco Guardi as Vedutista,” 274, cited below).
8 Cited in Roderick Conway Morris, “Venice through an Eccentric’s Eyes,” The New York Times, November 5, 2012.
* Francis Haskell, “Francesco Guardi as Vedutista and Some of his Patrons,” Journal of the Warburg and Courtauld
Institutes 23 (July-Dec. 1960): 263.
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Venice.” In patronizing Guardi, art collectors, consciously or not, promoted vedute that were,
stylistically, in contrast to the tendency to cater to the dominant aesthetic interests of British tourists
visiting Venice.

Indeed, in a nineteenth-century review of Venetian view paintings exhibited at the Royal
Academy, an anonymous London art critic writing in The Athenaeum asserts that “in the last century
[...] no Englishman of wealth considered his Venetian tour complete until he had secured a Canaletto

9951

[...], but nobody in this country heard of Guardi.””" In his study of the 200 surviving Guardi

paintings, Haskell argues that “a patron who proposed to buy a work by Guardi had to turn against the

»32 The Italian collector Della Lena, for example, favoured art that was ambiguous, “indiretto

fashion.
e indeterminato” as he phrased it.”®> Canaletto, who trained as a painter of theatre scenery, was known
for ‘exact’ views, which nevertheless toyed with perspective so as to include as many distinctive
elements of the Venetian topography as possible, as well as capricci, fantastical views of Venice that
conflated two parts of the city together or views set in an imagined landscape with fanciful
architecture. While Canaletto’s paintings were valued by eighteenth-century patrons who sought an
ostensibly objective document of their travels, Guardi’s paintings appealed to patrons who wanted an
impression of a scene. In this chapter, I focus not only on how the paintings function but also on what
their distinctive styles might suggest because it was their stylistic difference that was often cited in
eighteenth-century and early nineteenth-century texts on Venetian art and by Grand Tourists when
they included references to the paintings in their travel chronicles.

The difference between Canaletto’s clear, linear style and Guardi’s frenetic, painterly

brushwork has not been analyzed with an eye to the political and social context of the period. I argue

3% Paolo Polledri, “Urbanism and Economics: Industrial Activities in Eighteenth-Century Venice,” Journal of Architectural
Education, vol, 41, no. 3 (Spring 1988): 15.

3! Anonymous, “Review of the Royal Academy Winter Exhibition,” The Athenaeum (February 2, 1884): 156.

32 Haskell, “Francesco Guardi as Vedutista,” 257. Two hundred paintings by Guardi have survived of his output of more
than a thousand.

> Cited in ibid., 262. For more on John Strange’s patronage of Guardi see Francis Haskell’s Patrons and Painters (New
Haven: Yale University Press, 1980). In “Guardi and the English Tourist” (Burlington Magazine, vol. 138, Jan. 1996),
Francis Russell considers Brook Bridges’ and Lord Brudenell’s influence on Guardi’s success.
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in this chapter that Guardi’s view paintings were in part a response to anxieties developing in the
middle of the eighteenth century as a result of changes in Venice’s economic fortunes and a growing
sense that the Republic could no longer retain its autonomy. While Canaletto’s vedute celebrate and
attempt to preserve the glory of the Venetian Republic, Guardi’s works can be seen as a critique of
attempts to gloss over the Republic’s decline and as a patriotic gesture asserting Venice’s local
identity in contrast to the aesthetic preferences of foreign patrons and tourists. By subtly engaging
with the political, the paintings call attention to the fact that souvenir images created by locals for
tourists are not trifles: they are in dialogue with the tastes of tourists and patrons as well as with the
social and political climate in which they were produced.

In order to contextualize the view paintings, this chapter begins with a survey of the economic
changes and political tensions in eighteenth-century Venice, followed by an overview of the history of
the genre of view painting in Venice and a survey of the scholarship on the vedutisti. The brushwork,
perspectives, depiction of figures, and other details in the Venetian vedute have rarely been studied for
how local concerns might reverberate in them or as elements that make claims about Venice for
foreign visitors. In the history of scholarship on the view paintings, there exists a long tradition, still
very much in place, that stylistic details are observed, not analyzed.

Following these introductory points, I focus on how patrons and tourists engaged with the
view paintings both before and during their stay in Venice. The city was an important stop on the
Grand Tour.>* The tour, as Eglin has noted, was a “process of elite socialization” since it “secured [the

traveller’s] status not only at home but as a member of an international and cosmopolitan elite.”>> One

* The term “Grand Tour” was coined by Richard Lassels in The Voyage of Italy (1670). The tour was intended as an
edifying visit to the continent for well-heeled North American and British travellers, lasting many months or a few weeks,
typically with stops to see key sights of artistic and architectural interest in France, Germany, Italy, and Greece, with some
travellers continuing as far as Egypt and the Holy Land. The tour, often chaperoned by a tutor, was considered the cap to a
young man’s university studies and a finishing touch on the moulding of a cultivated woman before marriage. For more on
the history of the Grand Tour, see Chloe Chard’s Pleasure and Guilt on the Grand Tour: Travel Writing and Imaginative
Geography, 1600-1830 (Manchester: Manchester University Press, 1999) and Jeremy Black’s [taly and the Grand Tour
(New Haven: Yale University Press, 2003).

> Eglin, Venice Transfigured, 73.
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of the characteristic aspects of the tour was what Christopher Baker has described as “refined souvenir
hunting.”>® A through line in this dissertation is that consumers of souvenir views are not passive
recipients but rather engaged, actively or through the influence of the particular tastes of their social
group, in the production of the souvenir imagery aimed at them. This dynamic begins with the
numerous souvenir views available for purchase in the eighteenth century, view paintings that patrons
and agents often had a hand in shaping. In Venice, these paintings were produced as engravings for a
larger tourist population or often copied by other artists and sold in picture shops.”’ Canaletto’s patron
and agent Joseph Smith influenced the size of Canaletto’s paintings as well as his style.”® The
paintings became smaller, more portable for tourists packing for the return home, and Canaletto
moved away from his early agitated brushwork towards the smooth lines, clear details, and bright light
favoured by British and American clients steeped in neoclassicism.

Smith, as British Consul to Venice, lived in the Palazzo Balbi on the Grand Canal and invited
visitors to see Canaletto’s paintings in the palace’s viewing gallery.” Thus, Smith’s gallery became a
key tourist space in Venice, a space for tourists to convene and associate in addition to the tourist sites
and souvenir picture shops of the city. In 1762, King George III purchased Smith’s collection of view
paintings for the royal library.®® Until his death in Venice in 1770, Smith continued to collect vedute,
making them accessible to his compatriots who were visiting Venice.*'

Visitors preparing for their Grand Tour in the eighteenth century were not seeing Venetian
view paintings for the first time when in Venice. Instead, because the serial images lent themselves so

well to the medium of engraving, “a connoisseur of even the most modest means,” as Martin Clayton

%% Baker, Canaletto, 11. The paintings are now in the Royal Collection at Windsor Castle.

37 Filippo Pedrocco, Visions of Venice: Paintings of the Eighteenth Century, trans. Susan Scott (London: Tauris Parke,
2002), 26.

3% Bglin, Venice Transfigured, 118.

%% The fact that British travellers visited Smith in Venice and viewed his private gallery is included in Baker, Canaletto,
14, as well as in Ruth Bromberg, Canaletto’s Etchings: Revised and Enlarged Edition of the Catalogue Raisonné (San
Francisco: Alan Wofsky, 1993), 2.

60 Clayton, Canaletto in Venice, 15.

*! bid.
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writes, “could afford to assemble a sizeable collection of prints, housed in portfolios, on the pages of

albums, or bound together in slim volumes.”*

These prints, as well as the view paintings they saw in
the homes of fellow Grand Tourists and the Smith trove once it was displayed in the galleries at
Buckingham Palace®, shaped British tourists’ perception of Venice. For example, the English
musicologist Charles Burney, in his 1771 account of his travels in The Present State of Music in
France and Italy, acknowledges that the vedutisti made art appear more real than life. He writes that
tourists “develop such a romantic idea of Venice that the actual Venice does not respond to our
expectations, especially after having examined the view paintings of Canaletto.”®* Grand Tourists,
being diligent chroniclers, have left a wealth of impressions of their travels. It is these discourses on
travel that serve as evidence of the effect of the view paintings. The painted views became the lens
through which the actual Venice was seen and remembered and, in turn, the published travel
narratives of Grand Tourists prompted armchair tourists, as they prepared or imagined their travels, to
engage in the same way with the reproduced views. The actual city was compared to the reproduced
view, with the souvenir images becoming the original and the city the copy that must measure up.
Following an analysis of how patrons and tourists engaged with the souvenir views, | turn
more closely to the work of Canaletto and Guardi for a number of reasons. They were the most
prolific of the view painters, with many hundreds of paintings each; they were local Venetians
representing their city for tourists; and they were the most referenced in the travel writing and
chronicles of tourists. As well, their use of space in the view paintings is distinct from the
organization of space in earlier view paintings and, perhaps because of this, they were the most
imitated by other painters. Canaletto’s paintings were engraved and sold as prints and thus accessible

to a wide tourist population. Most importantly, their views of Venice repeat the same perspectives and

62 Clayton, Canaletto in Venice, 16.

% For more on the royal purchase of Smith’s collection, see the exhibition catalogue 4 King’s Purchase: King George III
and the Collection of Consul Smith (London: Queen’s Gallery, 1993).

%4 Charles Burney, The Present State of Music in France and Italy (London: Becket, 1773), 146.
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city spaces and thus construct a set of established and expected souvenir views available for tourists
and resident foreigners.®> As noted in a 1757 survey commissioned by the Venetian Republic on the
various arts sold in the city’s shops, picture shop owners often bought view paintings from “poor
starving painters at a dastardly price then to sell them at a great markup.”®® Many of these view
painters, catering to public demand, made painted copies of varying quality from the prints of
Visentini’s engravings of Canaletto’s paintings.®” Canaletto and Guardi’s perspectives dominated the
market: their paintings were the most numerous, the most copied and popular, and thus the most
viewed, factors that are essential when making claims about how Grand Tourists and patrons may
have interpreted their very different styles.

View paintings of Venice, with few exceptions, focus on the city’s central spaces: the Grand
Canal, the Rialto Bridge, the Riva degli Schiavoni, and, most often, the Piazza San Marco.%® It is the
Piazza San Marco, the only square in Venice to be given the name Piazza, which is my focus, as
introduced by the two paintings with which I began. I first establish that the Piazza San Marco was a
physical and metaphorical lodestone in the political discourse published in the city during the period
leading up to and after the fall of the Venetian Republic. The square was the key space in Venice

associated with the political. Contrasting viewpoints were printed and posted on broadsheets in the

% Other well-known Venetian vedutisti were not producing souvenir views per se or were not as prolific. Luca Carlevaris’
celebrated 1701 book of engravings of Venice was certainly the inspiration for the collection of engravings made by
Visentini of Canaletto’s paintings in the 1730s, but Carlevaris’ paintings were created as monumental commemorative
souvenirs for ambassadors visiting Venice and thus fall outside the scope of this project. Bernardo Bellotto, Canaletto’s
nephew and assistant, moved to Poland to work as a view painter, and Michele Marieschi, also a contemporary, died
young. A number of anonymous view painters also worked in Venice, such as the painter known as the Langmatt Master,
as noted in a recently discovered 1757 report commissioned by the Venetian Republic on the subject.

5 This citation, from the 1757 survey on the various arts sold in Venetian shops, is included in Pedrocco’s Visions of
Venice, 26. The original source is an article by Federico Montecuccoli degli Erri, available at the Museo Correr in Venice:
“I ‘bottegheri da quadri’ e i ‘poveri pittori famelici’: Il mercato dei quadri a Venezia nel settecento” in Tra committenza e
collezionismo: Studi sul mercato dell’arte nell’Iltalia settentrionale durante [’éta moderna (Vicenza: Terra Ferma, 2003),
143-166.

67 Pedrocco, Visions of Venice, 147.

58 Notable exceptions include Canaletto’s The Stonemason’s Yard (1728), at the National Gallery in London, which
depicts the Campo San Vidal in the San Marco sestiere, a square that is removed from the city’s central tourist spaces, and
Guardi’s Gondolas on the Lagoon (1765), depicting a solitary gondolier surrounded by water with the Venetian shoreline
in the distance, at the Museo Poldi Pezzoli in Milan. The Guardi, though, was cut from a larger of Guardi’s canvases by
the artist and art dealer Giuseppe Bertini (Morris, “Venice through an Eccentric’s Eyes,” The New York Times, November
5,2012).
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square, pamphleteers worked the arcaded walkway, and the space was also the setting of choice for
allegorical political tracts.”

Figures of locals are plentiful in the view paintings. Devoting attention to the inclusion of
these figures, I consider how the view paintings created a class-based narrative about public space.
The poor are engaged in work and the upper classes in conversation. Unlike later souvenirs, namely
photographs and postcards of the city, the view paintings tend not to include figures of tourists. Those
purchasing the paintings or engravings were not seeing their own likeness but were rather observing
the particularities of local life.

The final section of this chapter is devoted to a close analysis of the views Visentini engraved
from Canaletto’s paintings for Le prospettive di Venezia, a bound collection of printed views funded
by Smith and published by the Pasquali publishing house in Venice with a first edition in 1735 and a
longer second edition in 1742.”° In addition to the way in which the book of engravings structured
experiences with the city, I consider how the shift in medium, from painting to engraving, alters the
context for the scene being depicted.

Since the view paintings were the product of local Venetians, these vedute were often
politically engaged. In the late eighteenth century, political tracts allegorized aspects of the Piazza San
Marco to celebrate or to lament the Republic’s defeat and Napoleon’s rule in Venice. For much of the
century, view paintings and engravings were also creating a discourse about the city at a time when its
future as an independent city-state was uncertain. In addition to this political element, souvenir view

paintings of Venice solidified the most salient secular points of interest for foreigners and participated

% As Catherine M. Sama emphasizes in her study of eighteenth-century Venice, the city “was the principal center of
journalistic activity in all of Italy and ranked among the most important publishing centers in Europe” (“On Canvas and on
the Page: Women Shaping Culture in Eighteenth-Century Venice” in ltaly’s Eighteenth Century: Gender and Culture in
the Age of the Grand Tour, eds. Paula Findlen, Wendy Wassyn Roworth, and Catherine M. Sama (Redwood: Stanford
University Press, 2009), 133). Casanova, too, makes this point succinctly when writing of his imprisonment in Venice.
Allowed to request books, he provided the guards with a detailed list since “what books are not translated in Venice!”
(History of My Life, vol. 4, trans. William Trask (New York: Harcourt, 1970), 230).

" When published, the collection of engravings was given the Latin title Prospectus Magni Canalis Venetiarum. I will
discuss the history of publication in the final section of this chapter.
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in creating tourist desire for an idealized Venice. Through their organization of space, depiction of
central spaces over peripheral ones, and presentation of local life, the paintings instructed tourists on
how to move through, look at, and conceive of Venice. Simultaneously, the foreigners themselves,
such as Smith and his gallery of Venetian view paintings or Grand Tourists writing about the
paintings in published accounts of their travels, contributed to the way the vedutisti depicted their city

and to the way future tourists experienced both the city and its souvenir imagery.

1.1.1 Economic changes and political tensions in eighteenth-century Venice, and their relation to

tourism

The economic changes and political realities in eighteenth-century Venice that either affected
tourism or were themselves somewhat affected by tourism are important to underscore. During the era
of the Grand Tour, Venice was shifting from being a European and international economic power to a
local producer of goods, with an economy that gradually became based on producing souvenir items
for its cosmopolitan visitors. Venice attracted a great number of British tourists because of the English
tradition of seeing parallels between England and Venice, specifically in light of Venice’s
independent status, its elected Council of Ten, and its resistance to the papacy.’' By the mid
eighteenth century, Venetian luxury goods such as mirrors, masks, painted views, and lace, which had
been mainstays of artisanal production for centuries, were now being produced mainly for tourists. In
the 1730s, Venice was still associated with its seventeenth-century role as a centre of large-scale
industry, but by the middle of the century the penchant for luxury items resulted in a decrease in the

production of wool, silk, and other traditional items.’* As Paolo Polledri has shown through a study of

" Eglin, Venice Transfigured, 3.

72 For the decrease in wool production, see Polledri, cited below, and for the decrease in Venice’s silk industry, see
Marcello Della Valentina’s “The Silk Industry in Venice: Guilds and Labour Relations in the Seventeenth and Eighteenth
Centuries” in At the Centre of the Old World, ed. Paola Lanaro. (Toronto: Victoria UP, 2006).
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tax records and guild rolls, Venice “was in the process of readapting from the role of a European
economic power to that of a local centre.””® As a result of Venice’s strict control of various
workshops, the city’s guilds lost lucrative contracts to their competitors on the terra ferma.”* When
the traditional workshops closed, moved to the mainland, or were replaced by a tourist-oriented shop,
“the pattern of pedestrian traffic changed,” as Polledri states, “altering the functional aspect of an
area.”” In the 1789 edition of her Observations and Reflections, Piozzi notes that “it was very
petulantly and very spitefully said by Voltaire that Italy was no more than la boutique.”’® Indeed, by
using statistics compiled by Polledri that compare guild workers in the seventeenth and eighteenth
century, one notices that the number of paper makers, crafts workers, leather workers, and, most
significantly, service workers all rose dramatically as tourism increased.”’

Despite the popularity of the Grand Tour throughout the century, a series of European conflicts
resulted in a marked decrease in tourism at certain points. Once stability was restored, tourism
increased, as did a more critical take on the Grand Tour, at least in England. Venice was not involved
in the War of Austrian Succession between the Habsburgs and France during the 1740s. The city
instead enjoyed a relatively peaceful and stable period, but travel to the city was nevertheless seen as
dangerous. The number of tourists during the 1740s decreased enough to prompt Canaletto to leave
Venice for London in order to paint his clients’ native topography.’® Tourists returned to the city
directly after the conflict, but despite the war’s end in 1748, Giacomo Casanova, writing his History of

My Life in the 1790s, recalls the tension felt in Italy until the 1756 alliance between France and

7 Paolo Polledri, “Urbanism and Economics: Industrial Activities in Eighteenth-Century Venice,” Journal of Architectural
Education, vol. 41, no. 3 (Spring 1988):15.

™ A decrease in wool production also occurred in the 1600s, post-plague, as Brian Pullan has shown in “Wage Earners and
the Venetian Economy, 1550-1630 in Crisis and Change in the Venetian Economy in the Sixteenth and Seventeenth
Centuries, ed. Brian Pullan (London: Methuen, 1968), 146-174. Pullan notes that the guild’s rigid quality controls in
Venice as well as the cheaper labour available in rural areas prompted the wool industry to shift its centre of production to
the mainland. However, as Polledri emphasizes, the most dramatic decline in the wool industry occurred in the 1760s.

73 Polledri, “Urbanism and Economics,” 19.

76 Piozzi, Observations and Reflections, 124. Piozzi’s line is also cited in Brian Dolan, Ladies of the Grand Tour: British
Women in Pursuit of Enlightenment and Adventure in Eighteenth-Century Europe (London: Harper, 2001), 197.

7 The statistics Polledri cites are for 1642 and for 1760. Polledri, “Urbanism and Economics,” 15.

8 Clayton, Canaletto in Venice, 15.
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Austria. He writes that upon hearing of the treaty “the part of Europe which had the most reason to
rejoice at it was Italy because she was suddenly delivered from the fear of becoming the unhappy

theatre of war whenever the least difference should arise between the two courts.”””

The rejoicing was
short-lived since 1756 marked the beginning of the Seven Years War, which was a continuation of the
previous political tension.* Venice remained on the sidelines, a sign of its decreased power on the
political stage.®" After the Seven Years War, which ended with England’s victory over France in
1763, the number of visitors to Venice increased.®

However, in England, the value of the Grand Tour came into question soon after the war.

Linda Colley has argued that England’s “colossal new dimensions™®’

prompted a sense of insecurity
about the most effective way to manage the empire, and Bruce Redford has suggested that perceived
problems with the Grand Tour were highlighted as a result of this period of anxiety. A Socratic
dialogue on “The Uses of Foreign Travel Considered as Part of an English Gentleman’s Education,”
written by the British bishop Richard Hurd, begins by stating all the benefits of the Grand Tour,
namely that it polishes the mind, offers “knowledge of the world,” develops the traveller into a
connoisseur, and teaches the liberal arts in situ.** However, one of the text’s speakers then argues that
“the tour of Europe is a paltry thing: a tame, uniform, unvaried prospect” that makes men ill-prepared

to lead.® Despite criticism in England of the decadence and vice engendered by the famous tour of

Europe, Grand Tourists, both men and, increasingly, women, continued to visit Venice in large

7 Casanova, History of My Life, 141.

% For more on the Seven Years War, see Daniel A. Baugh’s The Global Seven Years War (Toronto: Longman, 2011).

#1 Sama notes in “On Canvas and on the Page” that Venice “experienced a period of peace during the eighteenth century
[...]. As a result, there was little social unrest and living conditions in Venice compared favourably with [those in] the rest
of Europe” (133).

%2 Francis Russell, “Guardi and the English Tourist,” The Burlington Magazine, vol. 138, no, 1114 (January 1996): 10.

% Linda Colley, Britons: Forging the Nation, 1707-1837 (New Haven: Yale University Press, 1992), 101.

% Bruce Redford, Venice and the Grand Tour (New Haven: Yale University Press, 1996), 41.

% Cited in Redford, “Venice and the Grand Tour,” 42.
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numbers in the latter half of the century. The numerous picture shops that mushroomed in the city are
evidence that prints and paintings were the most sought-after souvenirs.*

During the last decades of the eighteenth century, Venice experienced a period of political and
social turmoil. The cities of Trieste and Fiume had developed ports that rivalled Venice’s. As well,
Lombardy, which was under Austrian rule, and Mantua were closing in on Venetian territory, causing
the trade route along the Po River to become unstable.®” William Wordsworth, in his early nineteenth-
century poem “On the Extinction of the Venetian Republic,” eulogizes Venice by recalling the city’s
earlier power as “the safeguard of the West” and “the eldest child of liberty,” and then turns to the city
in the eighteenth century, when Venice saw “her glories fade” and “strength decay,” before ending
with the now well-known lines that “men are we, and must grieve when even the shade/ Of that which
once was great has pass’d away.”™ Tourists in Venice also recorded their observations and
experiences at the city’s casino and at carnival festivities in language that suggests the Council of Ten
cultivated distractions from what was an impending shift in its political fortunes. For example, during
her visit in 1789, Piozzi describes the festive atmosphere and notes that “suspicion [is] concealed
under the mask of gaiety.”® Clearly, the Republic’s declining economic, military, and political power
in contrast to the terra ferma’s growing economic power, as well as the threat to Venice of France and
Austria’s political and military might, did not go unnoticed by foreigners in their reflections on
Venice.

As a reaction against Venice’s reputation as decadent and corrupt, the Council of Ten limited
the independence of its citizens. Books by the Venetian poet Lorenzo da Ponte and the French

philosophers Rousseau and Voltaire were burned. Political dissenters were hanged from the columns

86 Pedrocco, Visions of Venice, 26.

¥ Stuart Woolf, 4 History of Italy, 1700-1860: The Social Constraints of Political Change (London: Methuen, 1979), 37.
% William Wordsworth, “On the Extinction of the Venetian Republic” in William Wordsworth: The Major Works
(London: Oxford, 2000), 268.

% Piozzi, “Observations and Reflections,” 162-163.
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in the Piazzetta with signs around their necks that read For treason.”®® In response to Casanova’s
claim that “nowhere are we more free than in Venice,” Voltaire is said to have quipped, “Yes, if you

are a mute.””"!

Voltaire here participates in what is known as the anti-myth of Venice. He counters the
myth that Venice was an island of freedom and liberty.”

An independent republic for over a thousand years, Venice conceded defeat without a battle to
the Napoleonic army in the summer of 1797. With the signing of the Treaty of Campo Formio in
October 1797 after Napoleon’s victory against the Austrians, the Italian campaign between Austria
and France ended, and Napoleon gave Venice to Austria after he secured control of the Austrian lands
in Italy and the Netherlands.” The disintegration of the Venetian Republic captured the public
imagination of Europe, as Wordsworth’s poem suggests. For the first time in its history, Venice was
invaded, the city lost its status as an independent city-state, and Venetians lived through a decade
during which physical and symbolic spaces in their city, most notably the Piazza San Marco, were
altered because of political factors.

The political writings penned by local Venetians and published during the summer of 1797
call attention to the fact that the Piazza San Marco was the space in the city most associated with the
political. Specifically, in the minds of many Venetians the square was metonymic for the Republic
itself and thus served as the site of acts of protest and dissent against political change. In his memoirs,

published in London in 1798, the Venetian Francesco Calbo Crotta chronicles the political atmosphere

leading up to the summer of 1797.** Sympathetic towards Louis XVI, Calbo Crotta describes the

* Levey, Painting in Eighteenth-Century Venice, 10-12.

’' Ibid., 13.

%2 For bibliography on the myth and anti-myth, see Peter Burke, “Myths of Venice” in The Cultural Identities of European
Cities, eds. Katia Pizzi and Godela Weiss-Sussex (Bern: Peter Lang, 2011), esp. 78.

% James H.S. McGregor, Venice from the Ground Up (Cambridge: Harvard University Press, 2006), 304-309. After
declaring himself emperor of France and King of Italy in 1804, Napoleon cancelled the treaty with Austria, and French
troops entered Venice once again in 1806.

% Francesco Calbo Crotta, “Memoria che puo servire alla storia politica degli ultimi otto anni della Repubblica di
Venezia,” (London: Rivington, 1798), 380-381. Using the epistolary form as a framing device, the piece, written as a letter
to a friend, was published in England since, unlike most histories published under the newly established French control in
Venice, it attacked France.
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Venetian crowd’s reaction to a French general’s speech in the Piazza San Marco that celebrated the
Venetians’ newfound liberty: the crowd resisted by refusing to repeat the cry of liberty, and only when
the general tried “Viva San Marco,” the well-known Venetian slogan honouring Venice’s patron saint,
did the crowd repeat joyfully, ripping copies of 1/ libero veneto (The Free Venetian), a pamphlet
distributed by the French authorities.”

Another distinctive voice that emerges in the printed discourse is an anonymous response to
the Venetian nobleman Nicoldo Morosini who had written a pro-French piece in Italian. The rebuttal,
in Venetian dialect, purports to be the writing of a gondolier, a barcariol, and includes phrases such as
“za che ti spieghi sta parola, che mi no capiva” (“you’ll need to explain that word to me since I don’t

”).”® The text, despite these claims of ignorance, was clearly written by another patrician

understand it
who objected to Nicold’s new loyalties. The piece is noteworthy for its colourful use of Venetian
dialect, its critique of the notion that Venetians were being liberated, and its vivisection of the
Venetian upper classes, presenting them as thieves who stole Venice by aligning themselves with the
French. The writer declares “we are free now, just as we have always been” even though the poor
“don’t have your palaces, gardens, carriages, and horses in the countryside” and asserts that although

he might die before he sees the gondoliers make something of themselves he will nevertheless tell his

son “#i xe libero,” that he is more free than the wealthy patricians who are tied to those in power.”’

% Ibid. Calbo Crotta also writes that “without a leader to direct them in their noble quest to save their Venice,” the crowd
attacked the printer Fogliarini who had published the French pamphlet. The mob stormed the printing shops, ransacking
the workshop of the printer Sardi, who had engraved the pro-French Albero della liberta, a print of the Tree of Liberty,
and even the shops of “the honest Savioli” and other printers were vandalized as the mob stormed the streets.”” Calbo
Crotta criticizes French revolutionaries and writes of the “morta della mia patria,” the death of his homeland, since France
refused to form an alliance with Venice, who would have been a powerful friend (Calbo Crotta, Memoria, 7). In the
original Italian, he writes of “l/i francesi [...] continuando nel loro piano di non curanza verso li piu delicate riguardi di
una Potenza Amica.” All translations into English in this dissertation are mine unless noted otherwise.

% Anonymous, “Scritti sortiti nella Rivoluzione di Venezia.” Della Stampa del Cittadino Francesco Andreola. Libreria
Marciana. C183¢96.40.

%7 The original, in Venetian dialect, reads as follows: “semo liberi, come che semo stai tanti secoli.” Even before the
French liberation, they were “liberi, e no i gaveva el palazzo, el zardin, la carozza, i cavai in compagna.” The writer goes
on to recall his father recounting tales of Venice, his father who without eyeglasses, “senza occhiai,” saw more and
understood “come che andava la polenta,” how the cornmeal cooks, that is to say how life works. He ends with “ho fenio,’
which translates as “I’ve said my part” (Anonymous, “Scritti,” C183¢96.40).

]
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This text was displayed in and around the Piazza San Marco, and it was popular enough to be soon
after included in a collection that gathered together various writings from this period.”®

These writings had as their counterpoint competing pro-French accounts of the Council of
Ten’s draconian ways, published by, among others, the Venetian Francesco Bellon, referred to as
Citizen, or ‘Cittadino,” Bellon, given his support of the French Revolution.”” These texts give voice to
the thoughts of Venetians who saw that a political shift was a possible alleviation of their poverty but
who nevertheless took issue with the notion that they were not freethinkers while under Venetian rule.
Clearly, the political atmosphere in Venice at the end of the century was one of anxiety, division, and
uncertainty as various voices vied for the political sympathies of the populace.

During the spring and summer of 1797, more level-headed locals than the mob Calbo Crotta
describes seem to have collected the many published arguments celebrating French rule as well as the
counter-arguments, often in Venetian dialect, into a bound history of the public discourse on Venice’s
defining current event. The books’ owners added their own handwritten thoughts and transcribed
copies of other texts between the published sheets.'® The anthologies are evidence of the fact that the
Venetians who compiled them were interested in the political discourse but not particularly tied to one
side or the other. Instead of taking an entirely pro-Venetian or pro-French and Austrian stance, the
compilations and often the texts themselves include both, which speaks to a sense of uncertainty as

well as a willingness to consider the validity of contrasting opinions. For example, in a two-volume

% The compilation is entitled Raccolta di tutte le carte pubbliche stampate ed esposte ne’ luoghi piu frequentati della citta
di Venezia, which translates as “A Compilation of all the published texts displayed in the most frequented areas of the city
of Venice.” Libreria Marciana. C183c98.

% These pieces are also included in the compilation Scritti sortiti nella Rivoluzione di Venezia, cited above.

1% The archives of Venice’s Marciana library preserve these homemade anthologies, many of which are carefully dated
although not signed. One such compilation provides the publisher’s name, Dalle Stampe del Cittadino Francesco
Andreola, and the date, May 24, 1797, two weeks after Napoleonic troops entered the city. The speed with which
publishers such as Andreola prepared these volumes suggests that there was a great demand for a portable record of the
public opinions and propaganda issued during the tumultuous summer of 1797. The volumes also include handwritten
Table of Contents, suggesting an impulse to order the political narrative, and handwritten additions to the printed
discourse, transcribing what may have been popular publically-disseminated tracts that were not included in the bound
edition. Political tracts were displayed in public areas in Venice, allowing those interested to copy them in their own hand
into their printed collections of the public discourse. See Raccolta di tutte le carte pubbliche stampate, Stampa Francesco
Andreola, 24 maggio 1797. Libreria Marciana. C183c 98, 476.
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anthology entitled “Raccolta,” the first text in the compilation is both pro-French and sympathetic to
the Lion of St. Mark, the symbol of the Venetian Republic. The text includes the Italian version of the
French revolutionary slogan but also comforts Venetians by celebrating the best aspects of Venice’s

191 1y the second volume of the same anthology, a piece written by the count

“ancient democracy.
Bujovich ambiguously favours a change to Venice’s political system and also expresses a sense of
melancholy at the fall of the Republic.

The anthologies are a record of public debates about matters of widespread concern: they
provided a framework for reacting to and understanding Venice’s current events. Even if a publisher
bound the popular tracts together, the creation of an anthology with additional handwritten
transcriptions of popular texts was a personal project, one that attempted to take the varied output of a
propaganda war that was displayed as broadsheets and scattered about the cafés of the city and create

192 The printed collections and their

an orderly discourse allowing for rebuttals and counter-rebuttals.
handwritten annotations stand as a rejection of absolutes in a time of change. The owners of the books

organized competing voices, a gesture which speaks to an impulse to impose order on both the public

discourse and, by extension, the actual political and social shifts experienced at the time.

1.1.2  History and development of view painting in Venice

The desire to organize chaotic and competing aspects of the city into a comprehensive whole in

the political anthologies compiled by local Venetians at the end of the eighteenth century is also

101
102

Anonymous, Raccolta di tutte le carte pubbliche stampate, 476.

These compilations also attest to the city’s status as a centre for printing and publishing. The local Venetians who
annotated their copies of the collected printed tracts were, perhaps peripherally, part of the city’s tradition of editing and
compiling. As Mario Infelise argues, “there existed no other city in the Italian peninsula where it was possible to earn a
living from intellectual work, [...] editing books, [...] compiling newspapers” (“Gazzette e lettori nella Repubblica Veneta
dopo l'ottantanove” in L eredita dell’Ottantanove in Italia, ed. Renzo Zorzi (Florence: Oleschki, 1992), 310. On the
city’s eighteenth-century print culture, the Swiss writer Philippe Monnier, in 1902, romanticizes the scene, writing that “in
Venice books were sold by weight, like walnuts and apples. Venice was a city [...] where sonnets flutter about in the wind,
where rolls of manuscripts appear from coattails, where men of letters abound” (Venice in the Eighteenth Century
(London: Chatto, 1902), 74).
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evident in the view paintings produced by the vedutisti throughout the century. In the cityscapes
painted by Canaletto and Guardi, various social groups, moments, details of everyday life, and even
perspectives are brought together.'® Canaletto and Guardi in Venice, and Canaletto’s contemporary
Giovanni Panini who painted the sites of Rome, were crafting images that developed out of an earlier
tradition of landscape painting in Rome and of Dutch cityscape painting. Seventeenth-century artists
working in Rome, especially Annibale Carracci, Nicolas Poussin, and Claude Lorraine, influenced the
work of later view painters by presenting ideal, utopic landscapes. Landscape painting, though, was
regarded more highly than view painting since it was seen as an interpretation of a scene and thus
requiring more skill than view paintings, which were considered to be simply accurate renderings of
topography.'®* Venetian view paintings also have as their ancestors the painted cityscapes produced in
the Netherlands, such as the work of Jan van der Heyden and Gaspar van Wittel, which incorporated
meticulous details and architectural reflections in canal waters.'®’

Luca Carlevaris, born in the northern Italian city of Udine and Venice’s first local view
painter, was influenced by the work of the Dutch cityscape painters. He began painting monumental
views of Venice in 1700, depicting the festivities organized to honour visiting French and British
ambassadors and the Danish king.'* In Carlevaris’ Regatta on the Grand Canal in Honour of
Frederick IV of Denmark (1709), the perspective is that of a viewer at eye level to the pageantry, a
perspective Carlevaris used often and one that allows viewers to feel immersed in the event being

chronicled, in contrast to Van Wittel’s tendency to paint cityscapes from a raised, bird’s eye

19 Michele Marieschi also painted views of Venice from 1735 until a year before his death at the age of 33 in 1743. Like
Canaletto, he had painted theatre scenery before turning to view paintings. They both applied perspective and composition
techniques that formed part of their early training in the theatre. Marieschi, especially, composed his paintings so that the
scene seems to play out on stage with the architectural details appearing as painted stage wings. Marieschi did not paint
figures in his view paintings: while figures are present, these were added in the final stage of the painting’s completion by
other artists before the canvas was presented to potential buyers (Pedrocco, Visions of Venice, 150).

1% Baker, Canaletto, 8.

19 Ibid. For more on Van Wittel, see Emanuela Tarizzo, Gaspar Van Wittel: Views of Italy (Rome: Gangemi, 2013).

1% Barcham, “Townscapes and Landscapes,” 93.
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perspective.'’” Canaletto at times based his view paintings on Carlevaris’ sketches and thus
Canaletto’s use of perspective is at times similar,'® although Canaletto often depicts a view from a
raised perspective, as in the example that opens this chapter. Carlevaris’ technique of using dabs of
paint to depict figures, known in Italian as macchiette, is also taken up by both Canaletto and Guardi,
as is Carlevaris’ attention to the sartorial details of the figures he depicts.'”” Canaletto and Guardi,
though, both value empty spaces that allow the eye to rest while Carlevaris fills the canvas with
figures and movement. This is largely because of the different moments depicted: with some
exceptions, Canaletto and Guardi are often presenting Venice on any given day while Carlevaris is
depicting government rituals to commemorate foreign dignitaries, spectacles which attracted crowds.
The Republic’s power, though, was already ebbing in the first decade of the eighteenth century and
thus Carlevaris’ paintings of civic rituals were contributing to what William Barcham, in his work on
Venetian views, has described as the Republic’s desire “to convince itself, and to assure others, that it
retained its former prestige.”''® Canaletto’s paintings continue this same project.

By the latter half of the century, art treatises and travel memoirs of Venice inevitably
compared Guardi’s paintings to those of Canaletto. Writing in 1796, Luigi Lanzi, in his History of
Painting in Italy, asserts that Guardi is admired largely for his use of colour while Canaletto remains
the master at composition, light, and detail."'" The French chronicler and collector Pierre-Jean
Mariette, writing in the 1770s, noted that Canaletto was known for the finesse of this brushwork. 12 1y

keeping with the prevailing view that Canaletto was indeed the superior painter, some of Guardi’s

"7 Tbid.

108 Pedrocco, Views of Venice, 53.

19 Barcham, “Townscapes and Landscapes,” 96.

"' Ibid., 99.

"' Luigi Lanzi, Storia pittorica dell’Italia, vol. 3 (Florence: Molini, 1845), 240. Lanzi writes of Guardi’s paintings that “/e
sue vedute di Venezia hanno desta ammirazione in Italia e oltramonti; ma presso coloro soltanto che si sono appagati di
quell brio, di quell gusto, di quel bel effetto che cerco sempre: perciocche nel esattezza delle proporzioni e nella ragion
dell’arte non puo stare a fronte del maestro.” An English translation omits the reference to colour and instead has Lanzi
writing that Guardi is admired “by such persons alone who are satisfied with the spirit, the taste, and the fine effect which
he invariably studied” (The History of Painting in Italy, trans. Thomas Roscoe (London: Simpkin, 1828), 388.

"2 Giuseppe Berto, L opera completa del Canaletto, (Milano: Rizzoli, 1968), 9.
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patrons asked him to paint scenes and figures more distinctly, more in keeping with Canaletto’s style.
One such patron was Pietro Edwards, in charge of inspecting public paintings in Venice. He states in
a letter to the sculptor Antonio Canova that, because of decreased funds, Guardi would make his
paints stretch by diluting the colour by adding oil, which would, in turn, create blurred contours and
outlines. Edwards maintains that “those who purchase his paintings must resign themselves to lose
them shortly; I would not be surprised if they last less than ten years.”''* Guardi’s paintings were also
thought to be more ephemeral than most because he often painted his cityscapes on canvases that had
already been used.''* Perhaps it was precisely the painting’s potential transience that spoke to
Guardi’s patrons in contrast to Canaletto’s permanently clear skies and solid architectural symmetry.
Indeed, Canaletto’s luminous paintings, more than Guardi’s shadowy ones, participated in what some
have observed as eighteenth-century Venice’s collective avoidance of melancholy. Philippe Monnier,
writing in 1902 on eighteenth-century Venetian literature, seems to be referencing Canaletto’s
paintings when he writes that “it would seem that in those days it was always fine, [...] the sky was
cloudless, and there were no shadows.”'"> The Venetian patrician and architectural theorist Andrea
Memmo celebrated the bright neoclassicism of Canaletto’s view paintings.''® In contrast to this
aesthetic, Guardi describes his own style as “tocco forte,” a thick and often rough application of

117

paint. " On the back of one of his drawings, Guardi writes that he seeks out interested buyers who

appreciate brushwork that is deliberately rough rather than fine.'"®

'3 Pietro Edwards’ letter, dated June 23, 1804, is cited in Luigina Rossi Bortolatto, L opera completa di Francesco
Guardi (Milano: Rizzoli, 1974), 7. (“Chi acquista dei suoi quadri deve rassegnarsi a perderli in poco tempo, ed io non mi
farei mallevadore della loro durata per altri dieci anni.”)

14 Haskell, “Francesco Guardi as Vedutista,” 257.

'S Monnier, Venice in the Eighteenth Century, 28-29. Monnier’s statement on Venetian literature of the eighteenth-
century is written in the context of analyzing Gaspare Gozzi’s comic stories and Carlo Goldoni’s plays.

'® Memmo’s penchant for neoclassical architecture, an aesthetic that was popular in Venice as well as in France and
England, is expressed in his Elementi dell’architettura Lodoliana (Rome: Pagliarius, 1786).

"7 Cited in Rodolfo Palluchini, / disegni del Guardi al Museo Correr di Venezia (Venezia: Correr, 1943), 26.

"% Ibid. Palluchini cites Guardi’s statement in Italian: Guardi painted canvases that consisted “pii: di tocco forte, che finite.
Le desidera abbondanti di figurine piene di tocco.”
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Canaletto’s brushwork, though, was the preferred style, and with Smith as his patron and
agent, Canaletto gained an extensive British clientele. His nephew Bellotto often signed his own
paintings as “Bernardo Bellotto, known as Canaletto,” thus creating confusion among both collectors
and early art historians.'"” As Bozena Kolwaczyk underscores in her work on Bellotto’s early period,
in both his and Canaletto’s paintings “a grid is marked out with a ruler, arches are drawn with a
compass, and lines of perspective and proportion are indicated by incisions in the ground.”'* To
evoke three dimensionality when depicting sculptural elements, both applied “various overlapping
layers of thick paint [...], from the darkest to the lightest, [...] topped with touches of white and
yellow” and the light reflected in windows “is marked with touches of blue-grey.”'?' While in London
in 1749, Canaletto invited “any gentleman that will be pleased to come to his house to see a picture
done by him, being a view of St. James Park.”'** Canaletto’s invitation was prompted by his
awareness that buyers were unsure if he was indeed the famous painter of views since Bellotto was at
the time styling himself, on canvas and in name, as Canaletto, which attests to Canaletto’s fame as the
period’s most sought-after view painter.'>

Canaletto and Guardi were both accepted only late in their careers into the Venetian Academy
of Fine Arts, which was established in the 1750s. Canaletto was accepted in 1765 at the age of 68 and
Guardi in 1784 at the age of 72.'** While fetching high prices for his vedute, Canaletto was for years

deemed to be in the business of producing ornaments akin to the lacework and glasswork sold to

113

"% Pedrocco, Visions of Venice, 118. Lanzi, the eighteenth-century art historian, acknowledges that Canaletto’s
and pupil, Bernardo Bellotto, approached so nearly his style, that it is with difficulty their respective pieces are
distinguished” (Lanzi, The History of Painting in Italy, 387).
12 Bozena Anna Kowalczyk, “Bernardo Bellotto and the Formation of an Original Style” in Bernardo Bellotto and the
g]apitals of Europe (New Haven: Yale University Press, 2001), 7.

Ibid.
122 Pedrocco, Visions of Venice, 118.
123 Canaletto’s vedute were so popular that they created business for copistes in London. Hilda F. Finberg, in “Joseph
Baudin, Imitator of Canaletto” (Burlington Magazine, 1932), writes of discovering a June 1740 article in The Gentleman’s
Magazine in which a tourist celebrates the talent of a Mr. Joseph Baudin, writing that his Venetian views bear “an exact
Likeness to the Originals” and have “so good effect that I almost imagined myself to be once more taking a Turn about
Venice which I left but three months ago” (204).
124 The information on Canaletto is taken from Baker, Canaletto, 26. The information on Guardi is taken from Robert
Barry Simon, Important Old Master Paintings (New York: Piero Corsini Gallery, 1988), 113.
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tourists.'* Because his paintings were souvenirs for visitors, they were seen by the academy as
commercial products rather than high art. With an eye to what the academy would value, Canaletto,
once admitted to its ranks, chose as his reception painting not one of his well-known views of Venice
but a capriccio, a fantasy of colonnades in a palace courtyard that displayed his virtuosic skill at using
perspective.'?

Canaletto and Guardi’s late acceptance into the Venetian art establishment may also have been
because of their purported use of the camera obscura to create their view paintings. The pinhole
camera would have allowed the view painters to trace the outlines of architecture when making their
preparatory sketches. Although the device was first used by artists as an aid in solving problems of
perspective, viewing the world in miniature through the camera obscura became commonplace. By the
middle of the century such boxes were depicted in Gaetano Zompini’s Le arte che vanno per via nella
citta di Venezia (The Arts that Travel the Streets of Venice), published in 1753. The caption below the
illustration in the Zompini book emphasizes the popular demand for this visual entertainment: “in this
box, I show the world anew/with inner distances and perspectives.”'?’ The artist and writer Antonio
Maria Zanetti, in his Della pittura veneziana, first published in 1771, was the first to assert that
Canaletto used the camera ottica, as the pinhole camera is often known in Italian, to create his

impressively exact views.'*® Lanzi, in 1796, repeated the claim in his survey of Italian art, and it

quickly became accepted.'*’

"2 For more on the Venetian Academy’s consideration of Canaletto’s oeuvre, see Levey, Painting in Eighteenth-Century
Venice, 95.

126 Baker, Canaletto, 23.

127 This illustration from Zompini’s Le arte che vanno per via (1753) is included in Terisio Pignatti, Gli incanti di Venezia
(Venezia: Aldo Martello, 1974), 69.

128 Robert Smith, “Canaletto and the camera obscura” in Studies in the Eighteenth Century, IV (Canberra: Australian
National University Press, 1979), 232.

1% Twentieth-century scholarship has questioned whether the view painters did use the camera obscura to achieve perfect
perspective. Smith, cited above, states that “in many of the sketches claimed as products of the camera obscura the
distances are either so short that a wide-angle lens would have been necessary, or so long and diverse that a camera would
have needed [...] lenses of different powers to produce the images to the varied scale of these drawings.”
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Even before art historical scholarship addressed the issue, Grand Tourists were aware of the
difference between the images offered by the mirrored walls of the camera obscura and the skill and
artistry involved in the final view painting they were enjoying. Piozzi, in her travel memoir,
emphasizes the difference between “a camera obscura in a London parlour” and “a view of Venice by

139 Whether or not the view painters made frequent use of the device,

the clear pencil of Canaletti.
what the camera obscura places emphasis on is what can be seen, not what is felt or believed. The
images produced with its help were often considered as ocular proof and as magical, despite the fact
that it was a mechanical intervention that allowed the scene to appear in miniature for the viewer. In a
city so aesthetically pleasing that countless tourists were writing that they could not believe their eyes,
the view paintings, with the possible aid of the mechanical, assured them that they could indeed."'

In the mid nineteenth century, the apparent mechanical style of the view painters came under
the wrath of Victorian England’s foremost arbiter on art, John Ruskin, thus spawning a marked
decrease in the appreciation of the vedutisti among British tourists. In Modern Painters, first
published in 1843, Ruskin famously declared that “Canaletto professes nothing but coloured
daguerreotypism” and “possesses no virtue except that of dexterous imitation of commonplace light
and shade.”'** With the advent of photography, the tradition of the vedute was seen as redundant by
the most established guidebooks. View painters were often omitted from surveys of Venetian art
included in popular Baedeker and Murray guidebooks to the city. Copyists, though, are mentioned: the

1873 edition of Murray’s Handbook for Travellers in Northern Italy includes an asterisk next to the

name of a Mr. Nerly, “a Prussian, whose views of Venice are in great request” and who “resides at the

139 Cited in Levey, Painting in Eighteenth-Century Venice, 120.

13! Perhaps as a reaction against assumptions that the use of the camera obscura made his work less than art, Canaletto,
after completing one of his meticulous sketches of the Piazza San Marco, proudly and endearingly writes “Anni 68, 1766,
senza occhiali,” which translates as ‘68 years old, without spectacles’ (cited in Levey, Painting in Eighteenth-Century
Venice, 119).

132 John Ruskin, Modern Painters, Volume One: Of General Principles, and of Truth (Sunnyside: George Allen, 1888),
110. In his vivisection, Ruskin also writes that Canaletto’s “miserable, virtueless, heartless mechanism, accepted as the
mechanism of such various glory, is, both in its existence and acceptance, among the most striking signs of the lost
sensation and deadened intellect of the nation at that time. [...] The mannerism of Canaletto is the most degraded that I
know [...] for there is no texture of stone nor character of age in Canaletto’s touch.”
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Palazzo Pisani, at San Stefano.” However, the guidebook quickly notes, in italics, that “the best views
of Venice are photographs.”'>* By as early as the 1850s, visitors to Venice were confusing a

13* While photography usurped the view paintings and Guardi’s and

Canaletto painting with a Guardi.
Canaletto’s paintings were seen as interchangeable in the mid nineteenth century, by the end of the
century reviews of exhibitions often did celebrate the paintings, specifically Guardi’s work, which
was considered more impressionistic and thus more in vogue than Canaletto’s neoclassicism. For
example, an 1884 review in The Athenaeum of the winter exhibition at London’s Royal Academy
praised “a group of fine and luminous Guardis [...] far superior to the finest Canaletto.”'

In the early twentieth century, the view painters continued to be considered as less noteworthy
than the artists who preceded them. In Baedeker’s 1903 edition of Northern Italy, the vedutisti are
mentioned but in a rather critical piece written by the art historian and professor Anton Springer.
Springer, parroting Ruskin, writes that Venetian artists “in the eighteenth century [...] excel in effects
of colour, and by devoting attention to the province of genre and landscape painting they may boast of
having extended the sphere of their native art. At the same time, they cannot conceal the fact that they
have lost all faith in the ancient ideals, that they are incapable of new and earnest tasks.”'*° Clearly, it
was the view paintings’ association with the mechanical, both with the camera obscura of their own
time and their intimation of the photograph to come, that prompted those determining tourist tastes to
claim the vedute were less than art.

Visitors who styled themselves as being above the typical tastes of nineteenth-century tourists
imply in their travel writing that the view scenes have, because of repetition, become trifles. For

example, James, in a passage that will be discussed in more depth in the following chapter, writes that

Venice “of all the cities of the world is the easiest to visit without going there. [...] Step into the first

133 John Murray, Murray’s Handbook for Travellers in Northern Italy, 12™ ed. (London: Murray, 1873), 376. The copy
used for my research was owned by Peter Redpath and is preserved at McGill University’s Rare Books Collection.

134 Haskell, “Francesco Guardi,” 266.

135 Anonymous review of the winter exhibition at the Royal Academy, The Athenaeum, February 2, 1884, 156.

138 Northern Italy, 12" ed. (London: Baedeker, 1903), xxv.
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picture-dealer’s and you will find three or four high-coloured ‘views’ of it.”"*” James’ tone captures
his disdain for repetitive souvenir images of Venice; he is a few sentences away from celebrating the
actual, physical city in contrast to its reproduced views.

Giacomo Guardi, Francesco’s son, continued the tradition of supplying view scenes for
tourists into the nineteenth century, but his paintings were seen as nostalgic.'*® These view paintings
did not depict historical moments, such as the entrance of Napoleonic troops into the Piazza San
Marco. In keeping with the atmosphere of connoisseurship that has always surrounded the view
paintings, Giacomo Guardi’s works were often described as technically inferior pieces in guidebooks,
in surveys of the view paintings, and later in the scholarship on the vedutisti.">® As both the art
historical narrative and indeed nineteenth-century vedute themselves suggest, the innovative work of

Venice’s view painters ends with the end of the Venetian Republic.

1.1.3  Survey of the scholarship on the vedutisti

Venetian view paintings have often been considered as decorative works featuring repetitive
scenes and thus have not garnered the critical attention devoted to Venetian artists of the Renaissance
and to the eighteenth-century paintings of Giambattista and Giovanni Domenico Tiepolo. In recent
scholarship, even as visual culture is studied in greater detail, studies of the vedute remains rooted in
connoisseurship.'** Scholars place emphasis on the development of Canaletto’s style and the history

of ownership of the paintings, and they bring to life the commercial exchanges between patrons and

137 James, Italian Hours, 7.
:zz Alessandro Bettagno, Venetian Drawings of the Eighteenth Century (Venice: Neri Pozza, 1972), 63.

Ibid.
14 See Charles Baddington, Review of Filippo Pedrocco’s Visions of Venice: Paintings of the Eighteenth Century,
Burlington Magazine, vol. 144, no. 1192 (July 2002): 440. Baddington is the voice of most contemporary scholarship on
the view painters in that his review focuses on the apparent errors in dating included in Pedrocco’s survey and on the
choice and quality of the images reproduced.
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artists.'*!

The view paintings have been studied largely in catalogues raisonnés, in which attention is
placed on dating and authenticating the paintings.'** This formalist tradition through which the
narrative of Venetian view painting has been created by art historians is vital in that in never loses
sight of the actual art object. However, an issue that has been overlooked is the tourist context for
these paintings. Precisely because of their popularity as souvenirs, vedute were low in the hierarchy of
different genres of painting. Yet, they are essential to a study of how local artists and tourists engaged
with Venice’s public spaces in the eighteenth century.

Twentieth-century scholarship on the vedutisti developed in the 1950s with the work of art
historians F.J.B. Watson and Michael Levey. Watson published an important article on Visentini’s
preparatory drawings for his engravings of Canaletto’s paintings. The preparatory drawings had been
until that point considered the work of Canaletto and only in 1948 attributed to Visentini. Watson,
setting the stage for future scholarship on the vedutisti, devotes his attention to how the drawings are
similar or different from the final engravings, adding that even those that include Canaletto’s name are
“clearly the work of the same hand as the rest of the group,” which is to say Visentini’s.'** In 1959,
Levey prepared the first comprehensive study of the view paintings in his book on eighteenth-century
Venetian art. Levey refers to Canaletto’s paintings as “picture-souvenirs,” as images that were made

to be useful, as mementoes, as advertisement, as decorative filler, and as a sign of status for

144
collectors.

"I See Bettagno’s Venetian Drawings of the Eighteenth Century and Pedrocco’s Visions of Venice, both cited above. In
the 1989 Metropolitan Museum of Art exhibition catalogue, Canaletto, Bettagno in “Fantasy and Reality in Canaletto’s
Drawings,” also focuses on the artist’s evolving style and working method, noting that the paintings offer “harmonious
effects” (42) but without considering why such harmony would be a goal. The 1989 Met catalogue includes other essays
that are in the same vein, such as Viola Pemberton-Pigott’s on the development of Canaletto’s technique, and Levey’s
which explores Canaletto’s playing with perspective and argues that Canaletto “seldom created a fully convincing tonal
relationship between sky and water” (22).

%2 See Antonio Morassi’s Guardi: L’opera completa, cited above; Diane De Grazia and Eric Garberson’s catalogue of
seventeenth and eighteenth-century Italian painting in the National Gallery in Washington (New York: Oxford, 1996); and
Roberto Contini’s catalogue of the Thyssen-Bornemisza’s collection of seventeenth and eighteenth-century Italian painting
(London: Philip Wilson, 2002).

3 F J.B.Watson, “Notes on Canaletto and His Engravers- I1,” Burlington Magazine, vol. 92, no. 573 (December 1950):
352.

"% Levey, Painting in Eighteenth-Century Venice, 95.
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More recent studies of eighteenth-century Venetian art also avoid analyzing the content of the
view paintings in favour of patronage studies. In 1996, Francis Russell explored the relationship
between Guardi and his British patrons, focusing on why Guardi adopted particular viewpoints in the
various paintings. Russell concludes that Guardi painted a scene from a new angle because the buyer,
Lord Brudenell, already owned vedute painted from other perspectives.'*> Recent scholarship on
Canaletto’s work suggest he engages in realism and in illusionism, but little mention is made of which
elements of Canaletto’s visual vocabulary may suggest his tendency to idealize and which speak of his
realist tendencies.'*® Pedrocco’s Visions of Venice, for example, focuses most on which paintings by
Canaletto, Bellotto, Marieschi, and Guardi derive from either their sketches or those of other artists.

Over the years some scholarship on Venetian view painting has gone beyond connoisseurship.
Haskell’s work in the 1960s on Guardi and his patrons, as noted earlier, offers insight into why certain
intellectuals and patrons specifically purchased Guardi’s canvases instead of Canaletto’s. Ronald
Paulson, in his 1971 study of Pietro Longhi’s paintings of Venetian interiors, considers how, in a
Canaletto painting, the “analytic, ordered view” tends to be an interior moved out onto the street, since
Venice was “the city par excellence for closed views; its squares, colonnades, passageways, and
canals were social space that was more significant than private living space.”'*” However, analyses
like his, which link perspectival representations of space to Venice’s cultural and civic identity, are
rare. More recently, the exhibition catalogue for the State Hermitage Museum’s 2005 exhibit on
eighteenth-century Venetian art does place emphasis on the political aspects of the vedute. Guest
curator Henk W. Van Os argues that Canaletto and Guardi “produced a grandiose décor for a society

on the verge of disintegration,” and he does not minimize the decorative but instead suggests that this

15 Russell, “Guardi and the English Tourist,” 9.

16 See Alessandro Bettagno’s Canaletto: Disegni, Dipinti, Incisioni (Venezia: Neri Pozza, 1982); J.G. Links’s Canaletto
(Ithaca: Cornell University Press, 1982); and Martin Clayton’s Canaletto in Venice (London: Royal Collection
Publication, 2005).

47 Ronald Paulson, “Living Space in Eighteenth-Century Venetian Art: Longhi and the View Painters,” Eighteenth-
Century Studies, vol. 4, no. 4 (Summer 1971): 467.
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“ultra-expensive wall-paper” can be recognized as a reaction to Venice’s political situation. He sees
the paintings as signs of “how vibrantly and spectacularly artists will disguise the fact that all is
coming to a close.”'*® Importantly, Van Os acknowledges that the ornamental can express the
political.

By virtue of being repeatedly seen by Grand Tourists, the most popular view paintings, namely
those of the Grand Canal and of Piazza San Marco, participated in organizing a tourist’s experience of
Venetian spaces. Yet, scholarly work on the eighteenth-century view paintings does not focus on the
topic of viewers’ perceptions. The formal devices, such as perspective, colour, and brushwork, in
Canaletto’s and Guardi’s view paintings have much to tell the observer about what the two vedutisti
conveyed through paint about their city and how the paintings participated in reflecting and shaping
the patterns of tourist culture in Venice, specifically in the ways the city was both visited and

perceived.

1.2 Patrons, Grand Tourists, and the vedute

By purchasing and viewing Venice in miniature, eighteenth-century collectors and tourists
cultivated a sense of knowledge and ownership of Venice. They established in their libraries and
viewing rooms dominion over a city that had been chronicled and catalogued for them by local
painters. Although Guardi’s patrons included prominent Italian intellectuals, British visitors to Venice
were the largest group purchasing vedute, and thus the focus in this section of the chapter will be on
how British patrons and their fellow Grand Tourists displayed, viewed, and engaged with the
paintings. Since this dissertation highlights how the producers and consumers of souvenir views of

Venice intersected, attention will be given to the ways in which patrons collaborated, often quite

'S Henk W. Van Os, “All that Glitters” in Venezia: Art of the Eighteenth Century (Amsterdam: Lund Humpbhries, 2005),
38,24, and 17.
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tangibly, with the view painters in the production of souvenir views; the ways tourists came in contact
with the view paintings while in Venice; and the ways in which tourists conceived of Venice in their
published travel writing. Indeed, tourists often referenced the paintings as the prompt for their specific

expectations and perceptions of the city and, in so doing, fostered similar connections in their readers.

1.2.1 Displaying Venice: Patrons as collaborators, display practices, and Smith’s gallery as a

tourist space

Canaletto and Guardi depicted their city for patrons interested in repeated, miniature views
from various points of view.'* Smith not only prompted Canaletto to reduce the size of his paintings
to make them more portable as souvenirs of the city,'*” he also encouraged the painter to focus on
making variations of his Grand Canal and Piazza San Marco views, which Smith knew would appeal

to buyers."”’

Furthermore, well-heeled visitors to Venice did not only commission particular views
they had seen to commemorate their journey; they often specifically commissioned similar views of
Venice from different perspectives. These patrons and buyers thus had a hand in shaping the souvenir
images produced for them to such an extent that the cityscapes can be seen as a collaboration between
the artist and his client. The reduction in size of the view paintings, an early change prompted by

Smith, combined with each collector’s search for multiple viewpoints, which also dictated to a certain

extent the works being produced, speaks to a desire on the part of the collector-tourists to take in as

'*° Brudenell, one of Guardi’s British patrons, already had views of the Grand Canal by Marieschi and Marieschi’s
apprentice Francesco Albotto but nevertheless commissioned Grand Canal views from Guardi, notably from more oblique
viewpoints. It was not simply the view of Venice itself but the angle from which the view was depicted that Brudenell
sought since, as Francis Russell surmises, he lacked such a perspective of the Grand Canal in his collection (Russell,
“Guardi and the English Tourist,” 9).

159 While the size of Canaletto’s paintings varies throughout his career, his earliest paintings, which were not painted for
buyers secured by Smith, are often in the range of 140 cm x 200 cm or larger. From the late 1720s on, numerous paintings
of his tend to be smaller in scale, in the range of 40 cm x 80 cm, although Canaletto still painted larger-scale views for
wealthier collectors.

! In a letter written in November 1754, the British politician and art historian Horace Walpole states that Smith “had
engaged Canaletti for a certain number of years to paint exclusively for him, at a fixed price, and sold his pictures to
English travellers” (The Letters of Horace Walpole, vol. 3 (London: Bentley, 1840), 77.
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many and as similar visions of Venice as possible, all at a glance. To wit, Piozzi acknowledges that
while in Venice “one sits longing for a pencil to repeat what has been so often and exquisitely painted

by Canaletti.”'>

The impulse to collect various perspectives of similar views suggests an attempt to
interiorize Venice, domesticating it within the confines of a sketchbook or home gallery, and thus,
deliberately or not, establishing authority and order over the geography of the city.

View paintings catered to an interest in miniaturization and repetition. These two qualities
have practical roots: smaller canvases are more portable and affordable, and repetition is a response to
mimetic desire. But, the repeated views and the scale of the canvases also speak to a specific trend. In
eighteenth-century Venice, as Monnier phrases it, “the diminutive was paramount, and the moment
anything showed signs of a tendency to expansion, it was immediately suppressed.”'*>> As Monnier
notes, the plays of local Venetian Carlo Goldoni “could be induced to sparkle by no loftier themes
than a fly, a beauty spot, or a silver spoon” and “small cabinet pictures were beginning to take the
place of the fresco.”">* Smith, whose Venetian residence displayed numerous Venetian cityscapes
precisely rendered on a small scale, certainly exhibited the aesthetics of the period.

The display practices popular among collectors created narratives about Venice. Since similar
views painted from slightly different perspectives were displayed together, the viewer saw Venice
catalogued and scrutinized from every angle. The city feminized for centuries as ‘la serenissima,” a
serene Venus rising from the sea, is in these view paintings a beauty repeatedly sitting for her portrait
and obligingly offering up a slightly new angle with each likeness. Smith’s Palazzo Balbi, which
looked out over the volta, the bend in the Grand Canal, from its location on the Calle del Dragon, was
the prime tourist space for such observations. As Ruth Bomberg writes in her study of the palace’s
gallery, Canaletto’s view paintings were displayed in “Smith’s residence bought by him in 1740. [...]

Here they would be fully admired by English visitors to Venice who never failed to make a visit to

12 Piozzi, Observations and Reflections, 171.
133 Monnier, Venice in the Eighteenth Century, 36-37.
4 Tbid.
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Smith’s famous library and gallery.”155

Frances Vivian, in her research on Smith’s patronage of
Canaletto, notes that British visitors such as Robert D’ Arcy Holderness, who was the British
Ambassador to Venice in the 1740s, referred to Smith’s library and gallery as the “cabinet” or ““i/
museo di Smith.”">® The gallery encouraged tourists to convene and associate, and it functioned as a
display case for an ideal, miniature Venice.

The canvases in Smith’s gallery were often painted and hung as pendants. Eglin emphasizes
that most British patrons commissioned Canaletto to paint pairs of views, either of the Piazza San
Marco and Piazzetta, or of the Grand Canal with one painting of the Canal almost always including
the Rialto Bridge."”’ These pendants may have had a stereoscopic effect on the viewer, creating a
slight sense of three-dimensionality. Cesare Brandi, in his work on the vedute, has suggested that
Canaletto “does not construct a receding image but one that is approaching.”"® The viewer, though, is
not drawn into the painted scene but rather observes it from a superior position. Paulson has suggested
that the stereoscopic effect in a Canaletto painting “brings forward details to the spectator, and draws
his attention to the relationship of the part to the total structure, rather than allowing him to submerge
himself in an atmosphere. The effect is supported by the enclosure of space which prevents the eye
from wandering off into the sky.”"*” Paulson’s emphasis on sky as a framing element in the view
paintings prompts attention to the various other framing elements that visitors to Smith’s gallery
experienced. The tourist ritual of viewing the paintings at the Palazzo Balbi, a practice specific to
Smith’s well-connected visitors,'® provided multiple framed views. The paintings themselves, their

frames, their placement in a gallery space with windows framing views of the Grand Canal, and the

153 Bomberg, Canaletto’s Etchings: Revised and Enlarged Edition of the Catalogue Raisonné, 2. Smith lived in the palace,
and established its viewing gallery, before purchasing the building in 1740.

156 Vivian, Il console Smith: mercante e collezionista, 49.

17 Eglin, Venice Transfigured, 120.

18 Cesare Brandi, Canaletto (Milan: Mondadori, 1960), 34.

1% Paulson, “Living Space,” 468.

1% The collector Richard Rawlinson records in a journal entry dated July 20, 1735 that “this day [he] went to see Mr.
Smith and his fine library” (cited in Stuart Morrison, “Records of a bibliophile: the catalogues of Consul Joseph Smith and
some aspects of his collecting” in Book Collector 43 (1994): 27-28.
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palace itself were all a series of boxes within boxes. These various frames evoke the boxed spaces of
the camera obscura, which was a fixture on the streets of Venice, and, like the camera obscura,
Smith’s gallery of views presented Venice framed in miniature. A visitor to Smith’s had her act of
viewing framed multiple times, with the final frame being the view outside the Palazzo Balbi’s
windows, with a vantage point that, to the left, offered a long view of the Rialto Bridge.

By opening his gallery by invitation to tourists, Smith fostered a tourist culture within his
residence in Venice. The experience of viewing the paintings was part of a ritual of aesthetic
appreciation and conversation among like-minded travellers, as many tourists noted in their travel
journals and memoirs.'®' Smith promoted such exchange on a greater scale as well, making the
experience of viewing his cityscapes accessible to an even wider public through his association with
the printer Giambattista Pasquali whom he paid to print Visentini’s engravings of Canaletto’s
paintings.'®® The Pasquali publishing house was known for its esoteric and unconventional texts.
Many of its publications were stamped as having been printed in London, Milan, or Amsterdam to
avoid the stricter Venetian censorship laws that came with the return of the Jesuits.'®® Smith, in
keeping with Protestant support of Venice against the papacy, published through Pasquali Paolo Sarpi
giustificato in 1753, a text celebrating the religious reforms of the sixteenth-century scholar, scientist,
and anti-papist Sarpi who successfully encouraged the Council of Ten in 1606 to resist Pope Paul V’s

164

attempt to force Venice to submit to the Vatican’s increased presence in secular matters. = In the

! Lady Anna Miller, in her Letters from Italy, humorously admits the physical toll of such dutiful aesthetic appreciation
when she writes, after visiting the Palazzo Pitti in Florence, that “I only wish you to believe that [the frescoed ceilings]
have great merit as paintings, that they are symbolical, mysterious, that I got a pain in my neck from looking up at them
and was tired to death of hearing them explained” (Letters from Italy, vol. 2 (London: Edward Dilly, 1776), 7. The passage
is also quoted in Dolan, Ladies of the Grand Tour, 192.

'2 Vivian, Il console Smith, 13-14.

'3 Ibid., 103. As Vivian notes, Pasquali also published Diderot’s preface to his Encyclopédie, Goldoni’s comedies, and
Giuseppe Parini’s satirical poem, // giorno (1763-1801), which criticized the nobility and attracted the attention of the
Illuministi in Lombardy who condemned capital punishment and state use of torture. See also Federico Barbierato, “La
Bottega del cappellaio: Libri proibiti, libertinismo e suggestioni massoniche nel ‘700 Veneto” in Studi veneziani 44
(Edizioni dell’ Ateneo, 2002), 327-361, and also cited in Muir, The Culture Wars, 167.

1% For more on Sarpi, see David Wootton’s Paolo Sarpi: Between Renaissance and Enlightenment (Cambridge:
Cambridge UP, 1982).
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spirit of intellectual curiosity rather than the dissemination of a particular agenda, Smith also paid
Pasquali to publish religious books and political treatises that were more conventional.'®> Through his
association with Pasquali, the city’s foremost collector of Venetian views fostered conversation and
debate among the well-read in his museum-palazzo and in the city’s cafés and squares, foreshadowing
the collecting in book form of opposing political ideas during the summer of 1797. Smith and
Pasquali’s decision to make available a series of officially sanctioned as well as more subversive texts
participates in the creation of a culture of information and conversation that resisted the authoritative
power of the Republic. Smith’s library and gallery were spaces Smith curated both for himself and for
tourists. The various texts he published and the view paintings he promoted, in which Canaletto often
includes figures in conversation, formed part of the Grand Tourist’s experience of the city.

Along with Smith’s gallery, picture shops selling copies of Canaletto’s and Guardi’s view
paintings also offered opportunities to see painted cityscapes of Venice in situ. As referenced in the
1757 report on Venice’s artisans, the shops purchased view paintings at low prices from impoverished
artists and then sold the paintings to tourists at a high profit.'®® Federico degli Erri devotes attention to
the Fontana picture shop in his study of the tourist market for view painting in eighteenth-century
Venice.'®” Pedrocco and Fabrizio Magani, in their study of commercial activities prompted by the
popularity of view paintings as souvenirs, emphasize that “the success of the picture shops [...] was
due to the success of the genre of view painting, which in turn depended almost entirely on tourist
demand.”'®® In addition to these shops, tourists who were in Venice on August 16" were able to

witness the exhibition of paintings outside the church and scuola of San Rocco, a scene Canaletto

1 For more on Smith’s collection of books, see Thomas Frognall Didbin’s Bibliomania, or Book-Madness: A
Bibliographical Romance (London: Bohn, 1842), 34-51.

166 Pedrocco, Visions of Venice, 26.

167 See Montecuccoli degli Erri’s “I ‘bottegheri da quadri’ e i ‘poveri pittori famelici,””143-166.

1% Fabrizio Magani and Filippo Pedrocco, Officina Veneziana: Maestri e botteghe nella Venezia del settecento (Crema:
Centro Culturale San Agostino, 2002), 74. The original Italian is “il successo delle botteghe da quadri nella Venezia
settecentesca e anche dovuto al successo di un ‘nuovo" genere, la veduta, la cui fortuna dipende quasi esclusivamente
dalla domanda straniera.”
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depicts in one of his most well-known paintings. Both Canaletto and Bellotto sold their view paintings
at these exhibitions.'®

Painted views of Venice could also be seen by tourists when paintings were displayed in the
Piazza San Marco during fairs.'”® Artisans were allowed to set up tents in the square on these days, a
fact that Canaletto incorporates into his paintings of the Piazza San Marco (fig. 1.3). Painters set up
two mobile picture tents per year.'”' The popularity of view painting among tourists suggests that
painters without wealthy patrons or agents would not have missed the opportunity to sell their views
directly to tourists, without the picture shops as middlemen. Clearly, it was not only those with
connections to Smith but also less illustrious tourists who were surrounded, especially at this
particular stop on their Grand Tour, by myriad painted representations of the city they were visiting.

Significantly, the view paintings did not offer a bird’s eye view of the city from a bell tower.
Instead, the paintings provided viewers with perspectives that, although altered to include more of the
city’s architectural details, could be arrived at while on foot and in gondola. Piozzi writes of the
possibility of “climbing the beautiful tower which stands, as everything else does, in St. Mark’s
Place,”172 but she, like most of her contemporaries, does not write of having in fact climbed the bell
tower, or any other campanile in the city. Since the souvenir paintings of Venice did not present such
viewpoints, the experience of seeing the city from above was not sought after. Instead, the Grand
Canal and Piazza San Marco seen from a slightly raised position, as in that of a top floor window or
bridge, were the perspectives offered to tourists. The painted canvases tourists saw in collections back
home, in Smith’s gallery, or in the city’s picture shops and squares offered tourists a sense of control
over the labyrinthine city. They presented accessible perspectives, thus further contributing to the

tourists’ propensity to compare their actual experience of the city to these souvenir views.

1 Baker, Canaletto, 62.
170 Bernard Aikema, I/ collezionismo a Venezia (Venice: Marsilio, 2005), 169.
171 1.
Ibid.
172 Piozzi, Observations and Reflections, 156.



Souvenirs of Venice Liana Bellon 49

1.2.2  Writing Venice: View paintings in Grand Tourist discourses on travel

The writings of Grand Tourists serve as evidence of the fact that travellers were often aware
that their perceptions of Venice were being shaped by the representations of the city they saw
displayed both at home and in Venice itself. For example, George Dennis, who contributed content on
Italian art to the popular Murray guidebooks, writes in “The City of the Doge, or Letters from Venice”
of his first sight of the city: “we shot beneath a bridge and into the Grand Canal, and then the glories
of Venice burst upon me. Then I was indeed in Venice—in the Venice of my imagination—the
Venice of Canaletti.”'” As noted earlier, Piozzi’s memoir of her first impressions of Venice begins
with a comparison of the actual Venice to the painted views of the city she saw in London. Describing
the Piazza San Marco, she writes that its “first appearance [...] revived all the ideas inspired by
Canaletti, those especially which one sees at the Queen of England’s house.”'’* American travellers
often saw their first Canaletto paintings while in London. In his travel memoir Young Americans
Abroad, John Overton Choules describes the eclectic objects on display in the Sir John Soane’s
collection in Lincoln Inn Fields, noting that “the views of Venice by Canaletti are very fine.”'”> Not
only architecture but local life was also seen through the frame of a view painting. The Irish novelist
Marguerite Gardiner, known for her friendship with Lord Byron, writes in her memoir The Idler in
Italy of observing fishermen at work, noting that “the whole scene resembled a fine Canaletti
picture.”'’® The influence of the Venetian view paintings even extended to observations of one’s own

city: an anonymous review of festivities on the Thames described the scene as “a magnified

representation of one of Canaletti’s best and brightest delineations of Venetian scenery, with all [the]

' George Dennis, “The City of the Doge, or Letters from Venice, July 18397 in Bentley’s Miscellany, vol. 4 (New York:
Mason, 1839), 621.

17 Piozzi, Observations and Reflections, 77.

'3 John Overton Choules, Young Americans Abroad (Boston: Gould, 1853), 140.

17 Marguerite Gardiner, The Idler in Italy, vol. 2 (London: Colburn, 1839), 73.
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picturesque variety of outline [of] a vast number of structures stretching to the water’s edge [...] and
all covered with clusters of human beings.”'”” Tourists were also keen to have the Venice they had
seen represented in word and art confirmed as the actual Venice. Burney, in his 1771 account, found
that “the actual Venice” did not correspond to his “romantic ideas of Venice,” ideas formed “after
having examined the view paintings of Canaletto” before setting off on his travels.'”® Piozzi, in
contrast, declares that “this wonderful city realizes the most romantic ideas ever formed of it.”'"”” As
these statements suggest, the temperament of the chronicler determined the city’s apparent success or
failure in corresponding to expectations shaped by texts and images.

Grand Tourists, being diligent chroniclers, often published their impressions upon returning
home, and thus participated in shaping their readers’ views on the cities described and the souvenirs
collected. As Chloe Chard and Derek Gregory have suggested in their respective work on travel
writing, Grand Tourists knowingly created imaginative geographies for themselves.'® Writing home,
they invented the otherness of those they described and used hyperbole to describe the foreign as

different.'®!

Their writing, though, was not enough of a record for them of the architectural marvel
that was Venice. View paintings were the necessary evidence.

Before the invention of the camera, view paintings were tourists’ proof that they had been to
Venice as well as their talisman against the vagaries of memory. The tourists themselves acknowledge
these two impulses. Piozzi tells her reader that when she and her husband “were at Rome, we

99182

purchased a fine view of St. Mark’s Place, Venice. The visual seems to trump the written:

travellers wanted to present family and friends with a visual sign that their voyage had been edifying

"7 Anonymous, Review of Thames festivities in The New Monthly Magazine and Literary Journal, part 2 (London:
Colburn, 1831), 294.

'8 Burney, The Present State of Music in France and Italy, 146.

179 Piozzi, Observations and Reflections, 157.

"% Eor more on the concept of imaginative geographies, see John Agnew and James Duncan’s The Power of Place
(Boston: Unwin Hyman, 1989), as well as Duncan, in his collaborative project with Derek Gregory, entitled Writes of
Passage: Reading Travel Writing (London: Routledge, 1999).

"UIn Pleasure and Guilt on the Grand Tour, Chard analyzes particular tropes in travel writing, such as the themes of
intensification (49), of incomparability (53), of profusion (56), and of excess (57).

182 Piozzi, Observations and Reflections, 189.
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and sophisticated. The many paintings collected by wealthy tourists were brought home to their
galleries, which were often opened to the public. A visitor to the gallery of the Duke of Bedford at
Woburn Abbey notes that “we put our names and residence down in the visiting book and were
conducted by a [...] well-dressed housekeeper around the splendid suite of apartments. [...] In one
room was a beautiful collection of Canaletti.”'®* As the memoirs of Dennis, Piozzi, and numerous
others suggest, these vedute, seen before seeing Venice itself, often encouraged the eye to perceive the
three-dimensional Venice as a two-dimensional picture.

The experience of travel, and specifically the visitor’s conflation of the actual and the
reproduced view, has been the subject of much scholarly work. John Frow has argued that the tourist’s
reality is “figural rather than literal” and that representations of a tourist site are “lived as real” by us
and we are thus part of a collective perception.'™ Frow argues that the sign (the image) is part of the
signifier (the object or site) so that the city itself, when viewed in person, seems to be a “life-sized
reproduction of the original.”'® The original would be a painting of the Piazza San Marco, for
example. For Piozzi and others, these were the view paintings on display in London, which they had
seen before embarking on their Grand Tour. Frow’s assertion that viewers perceive the reproduction
as the original could be nuanced, though. As the memoirs of travel quoted here make clear, tourists
were often aware that their perception of the city they were visiting was a palimpsest of what they had
already read and seen.

Significantly, Venice has long been associated with Santa Lucia, the patron saint of sight.'*

Indeed, one of the most well-known local proverbs about the city references the ocular: “Venezia, chi

' Anonymous review (possibly by James Elmes) in Annals of the Fine Arts, vol. 5 (1820): 416.

'8 John Frow, “Tourism and the Semiotics of Nostalgia,” October, vol. 57 (Summer 1991): 125-126. In arguing that there
is no authentic experience to lose, Frow moves away from Dean MacCannell’s work on staged authenticity in tourist
centres in which MacCannell implies that there is an authentic experience of the city or culture that lies beyond reach of
the foreigner.

185 Frow, “Tourism and the Semiotics of Nostalgia,”130.

'8 Appropriately, the patron saint of sight, Lucia, now gives her name to Venice’s train station, which provides most
tourists with their first sight of Venice and which was built on the site of the Santa Lucia church. Lucia, a third-century
Christian living in Siracusa, refused to marry a pagan, was denounced as a Christian, and had her eyes gouged out; she is
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no la vede, no la prezia” (‘who does not see Venice cannot appreciate her’), which can be traced to a
sixteenth-century poem by Andrea Calmo. This idea would have been familiar to many visitors to
Venice since Shakespeare famously quotes the line in Love’s Labour’s Lost."*" Indeed, the memoirs of
travel to Venice often place emphasis on the visitor’s first glimpse of the city. Reinforcing this, Piozzi,
when asked to translate into English an epigram in Venetian, tells her readers that she “could never
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succeed till I had been upon the Grand Cana Despite the value placed on painted views of the

city, tourists still prized the actual sight of Venice.'®’

The view paintings also shaped local Venetians’ perceptions. In a letter dated September 1759,
Algarotti, the prominent Venetian philosopher and art connoisseur, praises Canaletto’s attention to
detail and implies that the view paintings themselves prompted a more engaged viewing experience
when admiring the city itself. He writes that in Canaletto’s canvases “neither boats nor gondolas are
missing, both of which Canaletto excels in painting” and he adds, “I have heard said that many
Venetians wonder which part of the city have they not yet seen painted.”'*® Although Canaletto
painted iconic spaces, namely the Piazza San Marco, the Grand Canal, and the Piazza seen from the
waters of the Bacino di San Marco, with only brief forays into the peripheral corners of Venice, his
views seem to have given both tourists and locals the sense that the Venice they saw was thoroughly

represented in the painted views. Venetians themselves seem to have adjusted their perceptions of

their city to have them accord with popular representations.

often depicted holding her eyes on a platter. The church of San Geremia, in Venice’s Cannaregio sestiere, displays her
relics.

'8” The Venetian proverb is a variation on the couplet “Venezia bela, fabrica sul mare/ Chi no la vede, no la pol stimare,”
which was well known in England. In Love’s Labour’s Lost (1595), Shakespeare has Holofernes tell Jaquenetta “I may
speak of thee/as the traveller doth of Venice/Venetia, Venetia/Chi non ti vede, non ti pretia (IV, ii).

188 Piozzi, Observations and Reflections, 186.

' Venetians also echoed the proverb that Venice must be seen to be appreciated. Goldoni, in his 1787 memoirs, describes
the city of his birth as one that his reader “cannot possibly imagine without having seen her. Images, maps, models, and
descriptions are not enough: one must actually look upon her.” (Carlo Goldoni, Memorie (Milan: Mondadori, 1993), 55.)
(“Venezia e una citta staordinaria che non e possible farsene un’idea senza averla vista. Non bastano carte, piantine,
modelli, descrizioni: bisogna proprio vederla.”)

%0 Erancesco Algarotti, Opere del Conte Algarotti, vol. 5 (Livorno: Coltellini, 1764), 77. (“Non mancano al quadro né
barche né gondola, che fa in eccellenza il Canaletto [...]; e le so dire che parecchi Veneziani han domandato qual sito
fosse quello della citta ch’essi non avevano per ancora veduto.”).
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View paintings hid the less pleasing aspects of Venice. In the second half of the century,
British travel writing often focused on the Republic’s abuses of power, the loose mores of its citizens,
and the unhygienic nature of the city’s public spaces, all to provide a contrast with England’s
democracy and propriety. In Dreams, Waking Thoughts, and Incidents, published in 1783, William
Beckford, the British novelist and politician, describes being so affected by the contrast between the
beauty of the Piazza and the horrors he had heard about the prisons in the Palazzo Ducale, which for
the English were a symbol of the despotism and corruption of the Republic, that he “could not dine in
peace, so strongly was my imagination affected; but snatching my pencil, I drew chasms, and

191
subterranean hollows.”"”

For Beckford, the beauty of the Piazza is made even more poignant because
of the inhumane treatment occurring behind the ducal palace’s facade. For other tourists, the beauty
of the Piazza was marred by Venetians leaving “great tokens of their liberty,” as John Northall

192

observes in his Travels through Italy (1766). "~ Piozzi also records that “all about the Ducal palace is

made so very offensive by the resort of human creatures for every purpose most unworthy of so
charming a place that all enjoyment of its beauties is rendered difficult to a person of any delicacy.”'®”
The habit of urinating and defecating in the square, often as a gesture of dissatisfaction with the social
and political status quo, was banned once the city was seized by Napoleon at the end of the century.
Before this change, though, the practice, along with knowledge of the prisons, was often cited in mid-
century British travel memoirs aimed at mocking the Venetian Republic’s assertion of its citizens’
liberty.

An important dichotomy emerges: tourists seemed to want legendary horror, scandalous
behaviour, or examples of local impropriety in the written word while seeking out an idealistic Venice

for their visual souvenirs. Eglin observes that “the Venice of English language travel literature is

difficult to reconcile with the Venice presented in the work of Canaletto and his imitators, but the

P! William Beckford, Dreams, Waking Thoughts, and Incidents (London: printed for J. Johnson, 1783), 79.
2 Cited in Eglin, Venice Transfigured, 84.
193 Piozzi, Observations and Reflections, 173.
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vogue for these productions powerfully suggests the travellers wanted to see and remember Venice

194 While travel writing could be salacious in its

quite differently than travel writers described it.
discussion of Venice’s corrupt mores and critical of the Republic’s treatment of its citizens, travellers
wanted to conjure up for themselves images evoked by these words while entrusting locals with the
business of depicting the cityscape as ideal.

The painted views were expected to depict an ideal Venice because these souvenirs of travel,
not the memoirs or private sketches, would be prominently displayed upon returning home. By the
middle of the century, the Grand Tour was coming under scrutiny: the ostensibly instructive nature of
the tour of Europe was being questioned by critics who considered treasures housed in England to be
study enough and who were aware that the tour was an opportunity for travellers to elude their
chaperones and tutors in order to experience the debauchery of the continent.'”® Furthermore, female
Grand Tourists were considered at risk of being influenced by the looser morals they would encounter
among the local population.'*® Eglin emphasizes that “the practice of travel had to be defended with
clear evidence of salutary ideological results.”'®” Although Eglin does not suggest the link,
Canaletto’s paintings functioned as the visual ‘proof” of the positive aspects of the tour since they
presented Venice as a serene city of architectural delights, filled with figures representing the hard-

working poor, and with an emphasis on the intellect and social graces of the numerous groups of

patricians depicted in conversation in Venice’s most well-known city spaces.

1% Eglin, Venice Transfigured, 104.

195 Redford notes in Venice and the Grand Tour that fear of venereal disease was also an argument against travel to the
continent, especially to Italy, with satirical texts printed in England about the “syphilitic alumnus” of the Grand Tour and
his “Venetian whore” (cited in Redford, 21-22). Jeremy Black, in Italy and the Grand Tour, emphasizes that in England
homosexuality was referred to as the “Italian vice” (Yale: Yale UP, 2003, 130).

1% For a study of the challenges and assumptions faced by women travellers, see Dolan’s Ladies of the Grand Tour (New
York: Harper, 2001).

Y7 Eglin, Venice Transfigured, 90.



Souvenirs of Venice Liana Bellon 55

1.3 Canaletto, Guardi, and the representation of central spaces in Venice

View paintings participated in creating a discourse about Venice, as the travel memoirs of
Grand Tourists make clear. Moreover, these pictorial representations trained tourists to experience
Venice as a collection of views, of which the Grand Canal and the Piazza San Marco were the most
important. Although both Canaletto and Guardi painted peripheral corners of Venice, the bulk of their
vedute solidified for the viewers the essential sites to visit. Thus, the paintings participated in scripting
tourist movement in the city by drawing visitors to key sites.

In this section of the chapter, I consider how the paintings function in positioning the beholder
as having authority over the view, and I also devote attention to how the figures contribute to the
paintings’ various claims about the city. I also focus on the stylistic differences between Canaletto and
Guardi since whenever the two painters were referenced by contemporary tourists or art connoisseurs
it is their differing style that was brought to the fore. Using the two painters’ views of the Piazza San
Marco as examples, [ will argue that Canaletto’s paintings of the square make the claim that Venice is
timeless, a city that transcends its own political uncertainties. Such images of order and good
government also served to counter claims that the Grand Tour was descending into lasciviousness. In
contrast, Guardi’s views of the square, painted later in the century, present the city as one in flux and
turmoil, and thus participate in the growing concerns about the Republic’s stability. A comparison of
Canaletto’s and Guardi’s idiosyncratic painterly styles provides insight not only on tourist spaces and

modes of looking but also on how local political anxieties crept into souvenir art.
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1.3.1 The Piazza San Marco in political discourse

The Piazza San Marco, as Venice’s principal civic space, was for centuries a lodestone for the
political since it was the site for government-sanctioned events staged to promote a sense of unity.'*®
After the Republic conceded defeat to Napoleon, the Piazza was the site of choice for acts of dissent
against the new political order. When Canaletto and Guardi painted the Piazza, they painted a space
steeped in notions of identity and power, a symbolic valence that Venice’s other often-depicted central
space, the Rialto Bridge seen from the Grand Canal, does not exert, as evidenced by the fact that
during the fall of the Republic political demonstrations both in support of the French and in protest
against their arrival were centered on the Piazza. The square’s ceremonial functions and civic
sculpture had for centuries emphasized that Venice was powerful precisely because it was not
dependent on the whims of one ruler.'”’

In the late eighteenth century, the Piazza San Marco was the setting for a series of published
tracts promoting or bemoaning French control of Venice. The Piazza’s cherished allegorical figures of
Venetian military might and civic virtue, such as the bronze horses above the basilica, the figure of
Justice atop the Porta della Carta, and the lion of Saint Mark on his column in the Piazzetta, were

given dialogue in the various tracts, serving as mouthpieces celebrating the new French regime or

calling for the return of the Republic. In printed pamphlets, leaflets, and broadsheets posted in public

%% In the Renaissance, for example, the Piazza San Marco was seen as “the metaphorical loci of the community, the space
for all, or almost all, citizens” (Elizabeth Crouzet-Pavan, Venice Triumphant: The Horizons of a Myth (Baltimore: Johns
Hopkins, 2002), 270).

1% David Rosand notes that the image of the lion of Saint Mark “conferred an independent legitimacy upon the [...]
maritime state” and symbolized the sense of security that the Republic presented itself as offering its citizens.” (Myths of
Venice: The Figuration of a State (Chapel Hill: University of North Carolina, 2001), 5-6). The spoils of war integrated into
the Piazza after the Fourth Crusade’s sack of Constantinople in 1204, specifically the bronze horses atop the basilica and
the marble tetrarchs at its base, also served Venice’s republican image well: the four horses and four tetrarchs evoke the
idea of the many, namely the doge, the Council of Ten, and the magistrates and administrators, working as one for the
sake of the common good. For more, see Marilyn Perry, “Saint Mark’s Trophies: Legend, Superstition, and Archacology
in Renaissance Venice,” Journal of the Warburg and Courtauld Institutes 40 (1977): 45.



Souvenirs of Venice Liana Bellon 57

areas in and around the square, these allegorical sculptures speak to the people, attempting to unify
them either in support of the French or in nostalgic patriotism for the Venetian Republic.

A number of examples from these texts emphasize how charged the Piazza San Marco was as
a political space both in the decades before and during the fall of the Republic. In “The Discourse of
the Four Horses of the Piazza: Bellafronte, Bizzarro, Belmoro, and Serpentino,” the bronzes horses
atop the basilica are described as for years being reduced to skinny, melancholy hypochondriacs,
aligning this quadriga with the Republic’s malaise. The text declares that with the arrival of the
French the horses are rejuvenated as they hear the crowds chant “Viva la liberta!”*” One of the horses
confesses that before the revolution he saw “people dressed in black coming and going in the square,
which aggravated his melancholy, but now he sees colour, green and blue, colours that are a gift to the
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eye, colours that are united with red and with white.””"" These colours bring together those of the

292 The dialogue given to Venice’s four horses promotes the flag, the values

French and Italian flags.
of the French Revolution, and Napoleon’s presence in Italy. Furthermore, by giving dialogue critical
of the former Republic to civic sculpture that had for centuries been associated with the Republic’s
power, the text reframes the Piazza San Marco as a space that is critical of the Venetian Republic’s
rule.
Instead of opting for a complete erasure of the symbols of the Venetian Republic, the

Napoleonic army sought to shift public opinion by issuing pro-French material from the mouths of
those very symbols. The lion of Saint Mark, though, often remains in the published texts a supporter

of the former Venetian state. Since the lion was perceived as both a religious symbol of Mark the

evangelist and a symbol of the Venetian state, Napoleon ordered the removal of numerous leonine

290 Anonymous, Scritti sortiti nella Rivoluzione di Venezia seguita il 12 maggio 1797. Libreria Marciana. C183¢96.40,
448-449. (“Discorso che fanno i quattro cavalli di Piazza: Bellafronte, Bizzarro, Belmoro, e Serpentino.)

21 bid., 449. (“Nel tempo passato cosa vedevammo tutte le mattine; non si vedeva altro che passare e avanti, e indrio
tanti vestiti di negro a longo che ci faceva piuttosto malinconia che altro, ed ora non vediamo altro, il color verde e blo,
colori che rallegano [’occhio, uniti anche al color rosso e bianco.”)

22 The Italian tricolore, influenced by the French revolutionary flag, first appeared in January of 1797 in the Italian region
of Reggio Emilia which was under the protection of the Cispadane Republic, under the auspices of Napoleon (Michael
Rappaport, The Napoleonic Wars (Oxford: Oxford UP, 2013, 124.)
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203

sculptures.” The figure of the lion was often styled in the pro-French texts as an inquisitor, so

omnipresent that the Piazza’s sculpture of Justice on the Porta della Carta once saw “only lions: atop

204 However, in these texts, the French

the column, a lion, under my feet, a lion, to my right, a lion.
writers often resist speaking for some of the surviving lions. In a text issued by the Cordella printing
house, the two lions on the fagcade of the Church of San Basso, which has a side fagade attached to the
Piazza San Marco, discuss the political changes they witness. ‘Dritto,” the lion on the right, declares
he is more at peace now that Venice is in order and neither children nor pigeons climb on him while
‘Sinistro,” the lion on the left, bemoans the lack of gaiety he once enjoyed viewing under the Venetian
Republic’s rule. Giving a philosophical reply, his companion, the lion on the right, cheers him up by
asserting that “we are happy and carefree. [...] Do not think of the bad. Whoever thinks about
tomorrow will feel anxious all today.”*%> With these lines, the lion, the quintessential symbol of
Venice, acknowledges his friend’s sense of uncertainty and suggests how Venetians should react to
political change.

Clearly, pictorial forms were seen as having the power to influence and shape identities. James
Leith, in his work on the urban planning of the French Revolution, has noted that eighteenth-century
thinkers, influenced by John Locke, believed that “monuments and public buildings could provide
useful instruments for re-educating the masses,” an idea brought about by what Leith describes as “an

exaggerated belief in the potency of images.”°® The conceit of expressing political opinions through

allegorical figures is, of course, not unique to the eighteenth century or to the particular historical

2% As Predrag Matvejevic notes in The Other Venice, General Claude Victor-Perrin decreed on 30 Floreal 1797 that
images of the lion were prohibited in Venice. Matvejevic cites Victor-Perrin’s declaration that the Venetian authorities had
displayed “images of Saint Mark with great ceremony in the hope of re-inflicting the terror of the Inquisition upon their
honest and honourable citizens” (London: Reaktion, 2007, 45.)

2% Anonymous, Scritti, 449. (“Che Leoni: sopra la Colonna un Leone, sotto a miei piedi un Leone, a destra un Leone.”)
295 Anonymous, “Feste and allegrezze che fanno i due Leoni posti nella Piazzetta di San Basso,” in Raccolta di tutte le
carte pubbliche stampate. Stampa Francesco Andreola, 24 maggio 1797. Libreria Marciana. C183c. 98, 476. (The lion on
the right states “é un piacere di non vedersi scherniti dai puttelli. [...] Il piu che ci dava fastidio erano i facchini di piazza
che ci montavano sul dorso” and then tells his companion “Va la, che sei matto a pensare a queste cose; stiamo
allegramente, e non pensiamo a niente. Passi oggi, e venga domain, e non penso mai al male. Chi pensa a domani sta
male tutto 0ggi.”)

2% James Leith, Space and Revolution (Montreal: McGill-Queen’s UP, 1991), 27.
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moment of the Republic’s fall. But, as both Leith and Richard Wittman show in their respective work
on eighteenth-century approaches to architecture, buildings were often, from the mid 1700s on,
“represented as speaking aloud.”*"” Referring to the trend as that of “actor-buildings reciting
dialogue,” Wittman argues that the goal of such personification was to “constitute the sudden actuality
of a nation more palpably,” which could certainly be the goal of the French in Venice who were
expected to foster a new sense of civic unity. The tendency to endow tangible architectural structures
with abstract thoughts occurs at what Wittman describes as times of “underlying dislocation,” which
was the case in Venice at the end of the 1790s.>%

After the entry into Venice of Napoleon’s troops, the Piazza San Marco became the space in
the city that witnessed the most change and divisiveness. Napoleon’s alterations to Venice’s
architecture and urban plan included the addition of the Napoleonic wing of the Piazza, the tearing
down of the San Geminiano church in the square to make room for a ballroom, and, near the Piazza,
the establishment of public gardens which contrasted with Venice’s tradition of private green
spaces.””’ Before these changes, Napoleon, in 1797, limited the rituals associated with carnival that
took place in the square. The Venetian Carnival, whose central space for over six hundred years was
the Piazza, became increasingly aimed towards tourists.

Venetians saw the changes to the Piazza as an attack on their identity. Despite the fact that
gestures of dissent and rebellious writings against French and later Austrian rule were punished with
the death penalty, texts expressing dissatisfaction with the new order, such as the ones quoted earlier
in this chapter, were indeed published and public gestures of rebellion took place. On June 31797,
the French military placed a Tree of Liberty, with a Phrygian cap, in the square. Flanking the tree

were two statues symbolizing Equality and Fraternity and burning on a pyre in the square was the

27 Richard Wittman, “Architecture, Space, and Abstraction in the Eighteenth-Century French Public Sphere,”
Representations 102 (Spring 2008): 1.

2% Wittman, “Architecture, Space, and Abstraction,” 21.

% Ennio Concina, Storia dell’architettura di Venezia dal VII al XX secolo (Milano: Electa, 1995), 301.
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ducal insignia. Venetians gathered in the square and began to sing “Albero senza vesta/Berretta senza
testa/Libertd che non resta/Quattro minchioni che fanno festa.”*'® The lines declare that the tree is
naked, the cap is headless, liberty will not last, and, as a reference to the tree, the sculptures, and
Napoleon himself, four idiots are having a party.”'' A few days earlier, a crowd that had gathered in
the Piazza to threaten the Venetian patricians thought to be French accomplices was dispersed with
cannon fire that killed many, prompting the dissenters to shout “Viva San Marco,” which was also the
people’s earlier refrain as they reacted against the doge handing over power to Napoleon’s army.>'
The chant shouted in the square celebrates not only the permanence of the city’s patron saint but also
of the Piazza itself as a touchstone for civic identity.

By 1797, the Piazza San Marco was no longer the site of community and allegiance it had
ostensibly been during previous centuries but was instead a site of competing ideas, with the square’s
well-known allegorical figures courting various allegiances. The square was both the main site for acts
of political dissent against French rule and its sculptures were the spokespeople of choice in various
political tracts. Clearly, the Piazza did not become a political space only in the final days of the

Republic’s rule. Both as a physical space and as a space represented in texts and images, the Piazza

had longstanding status as the barometer of the city’s political climate.

1.3.2  Evoking timelessness: Canaletto’s Piazza San Marco

The view paintings produced before the fall of the Republic are also part of the political
history of eighteenth-century Venice. In Canaletto’s paintings of the Piazza San Marco, despite the
attention to contemporary dress and the gathering of groups in conversation, Venice’s central space is

rendered timeless and static. Cloaks, tents, and the omnipresent laundered sheets hanging from

% Laura Ragg, Crises in Venetian History (London: Methuen, 1928), 226.
' Ragg provides an even more polite translation and does not interpret the reference to “four men.’
212 1y

Ibid.
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windows do not rustle in the wind. The details do not evoke movement, and this is a common element
in many of his view paintings. In Piazza San Marco: looking South-East (fig. 1.3), for example, which
was purchased from Canaletto by the Earl of Carlisle in 1740 and displayed in the picture gallery at
Castle Howard,”" the flagstaffs are unadorned by flags, thus reinforcing the sense of order and calm, a
feeling emphasized by the fact that the figures depicted are in clearly-delineated groups with much
space between them, an element that also recurs often in Canaletto’s view paintings. The composition
in both these examples, representative of many others, is open rather than crowded, with emptiness, or
the space between people and things, favoured over a bustling crowd or a dramatic scene. The Venice
Canaletto depicts is never hurried or cramped: he paints an escape from the anxieties of the moment.

As noted earlier, a common element in Canaletto’s paintings is the fact that the beholder is in a
superior position, looking down from a slightly elevated vantage point at the orderly scene. Canaletto
keeps the viewer at a remove: he or she is audience member rather than actor, never immersed in the
scene depicted, and this quality reinforces the painting’s function as a view staged for the foreigner’s
enjoyment. Moreover, the physical distance between the viewer observing from above and the
Venetians depicted in the scene reinforces another, metaphorical, distance, that between the painting’s
representation of ideal daily life and the actual interactions and activities in the Piazza, which, as
Piozzi noted, often included the habit of locals relieving themselves in and around the square. The
position of the beholder, above the scene and thus separate from it, accentuates the fact that the
painting with its idealized version of Venetian civic life is, likewise, at a remove from ordinary life,
separate from the political, social, and daily realities of the Venetians depicted.

Canaletto often alters perspective to include as many sights as possible, which accentuates his
tendency to idealize specific realities. His organization of space is not limited by the confines of an

actual viewpoint. In the paintings of the Piazza San Marco, especially those that present views of the

213 Baker, Canaletto, 64.
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Riva degli Schiavoni, the perspective is often deliberately skewed so that more of the eastern portion
of the Riva is visible than would in reality be seen from the Piazzetta.*'* For example, in Bacino di
San Marco from the Piazzetta (1735), the viewer looks out towards the waters of the Bacino, a view
framed by the corner fagade of the ducal palace on the left and, on the right, by one of the columns of
the Piazzetta (fig. 1.4). Although the eastern end of the promenade of the Riva degli Schiavoni, with
its row of waterfront buildings, would not be visible from this vantage point, Canaletto includes it
here as a backdrop to the ships and sails, thus conflating the view of the water when looking straight
ahead from the Piazzetta with the view of the Riva seen when the visitor, once arrived at the end of
the Piazzetta, looks east. As a rebuttal to British claims that the Grand Tour introduced innocent
travellers to the licentious behaviour of continentals, Canaletto’s vedute present pleasing groups of
industrious working-class locals and refined patricians congregating in and around an urban centre
that has nothing scandalous to hide, one that in fact offers wide and long views out from its civic
centre to the farther corners of its terrain.

Canaletto presents a Piazza San Marco that exists under clement weather and always at two
particular times of day. His attention to detail includes the addition of shadows extending behind each
figure. The length of these shadows, coupled with his blue skies, signals that the paintings present
Venice in a perpetual mid-morning or mid-afternoon. Indeed, these busy hours of work and commerce
serve Canaletto well since they bring together Venetians of different social classes and they present
the city as active and industriousness, in contrast to the prevailing sense among foreigners that Venice
was a shadow of its former glorious self. The paintings, when viewed at galleries in England or at
Smith’s Venetian palazzo, present a Venice in which time does not pass. This unchanging quality

reassures viewers and makes the claim that Venice continues to be an essential part of the Grand Tour.

1% As Margaret Doody has suggested in Tropic of Venice, Canaletto shows “more than any real life viewer could ever see
from any one point of view” (Philadelphia: University of Pennsylvania, 2007, 231).
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1.3.3  Evoking change: Guardi’s Piazza San Marco

In contrast to Canaletto, Guardi depicts Venice’s Piazza as a space in flux through his
characteristic brushwork and his focus on the movement of tents, capes, and shadows. His Piazza San
Marco, from 1780, presents half the square in shadows, a space peopled by figures that are quite
literally blending into each other and into the background, especially in the darker left side of the
painting (fig. 1.2). His more agitated brushwork was seen by those purchasing and writing about the
views as being in contrast to the restrained style of Canaletto. The Irish writer and vicar Matthew
Pilkington, in his 1810 Dictionary of Painters, writes that Guardi’s “views of Venice have excited in
Italy and on this side of the Alps the admiration of those whom the brilliancy of his effects and the
taste of his method prevented from perceiving how much he wants of the precision and solidity of the
master.”*"> Although Pilkington, like many of his contemporaries, incorrectly sees Guardi’s particular
brushwork as a lack of skill, his comparison nevertheless highlights the “solidity” of a Canaletto in
contrast to the “effects” of a Guardi. While Canaletto presents the viewer with a Venice that makes
claims of constancy and order, Guardi’s Venice is shifting and unstable. His paintings seem to wrestle
with the atmosphere in an attempt to depict transience through the relatively permanent medium of
paint.

Guardi was painting at a time when Canaletto’s neoclassical style dominated the tourist market
for souvenir views. His busy brushwork, bent figures, emphasis on darkness, and the often unstable
nature of the buildings he depicts react against the certainty and fixity of Canaletto’s Venice. In his
Piazza San Marco from the 1760s (fig.1.5), the omnipresent laundry hanging out the windows of the

Procuratie Vecchie and Nuove is a visual trope in Canaletto’s paintings as well. However, the white

*!5 Matthew Pilkington, 4 Dictionary of Painters from the Revival of Art to the Present Period (London: Fuseli, 1810), 2.
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sheets in Canaletto’s painting do not become one with the columns of the buildings whereas in the
Guardi the columns seem to be wavering along with the washing. As Levey writes, in a Guardi
painting “nothing is quite still.”*'® Moreover, the basilica in Guardi’s paintings of the Piazza is a
collection of shadows and light (figs. 1.2, 1.5, 1.6) rather than the substantial mass presented by
Canaletto (fig. 1.1). Since Guardi’s paintings of the city resist sharp delineations between sky, sea,
objects, people, and architecture, they participate in a debate about whether the precision and clarity
of Canaletto’s cityscapes are indeed a hallmark of the viewer’s actual visual experience.

Unlike Canaletto’s paintings, Guardi’s do not reassure or curb anxieties. In Guardi’s paintings,
the sky contributes to the sense of foreboding since its colouring and contours often register as both
sky and sea. Rather than the reassuring clear skies often present in Canaletto’s paintings, the sky
above Guardi’s Piazza suggests that the elements are conspiring against Venice. Indeed, the threat of
subjugation either by outside military forces or by the lagoon itself was in the late eighteenth century
seen by foreigners as an inevitable punishment for Venetian decadence.?'’ Guardi’s paintings of
Piazza San Marco depict an environment that seems stronger than the figures. The square, through his
focus on movement, seems insubstantial and hinged between sea and sky. The figures are caught
under a sky that, in its sea-like qualities, seems to overpower them (fig. 1.2). Although Guardi follows
Canaletto in depicting well-spaced groups of figures in Venice’s civic centre, his deliberate eschewing
of what contemporary writers referred to as Canaletto’s precision and solidity offers viewers a Venice
that is tumultuous rather than serene.

In Guardi’s work, as in Canaletto’s, the beholder is positioned above the scene and perspective
is often altered so that the painting includes as many of the Piazza’s neighbouring architectural
wonders as possible. However, Guardi does not provide as high a vantage point as Canaletto’s does in

his Piazza paintings. Moreover, Guardi’s blurring of architectural details and figures into the

219 Levey, Painting in Eighteenth-Century Venice, 129-130.
*'7 Doody, Tropic of Venice, 28.
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atmosphere does not offer as much of a feeling of ocular superiority for the viewer as in Canaletto’s
crisply delineated cityscapes. For example, in Guardi’s View of the Piazzetta San Marco towards the
Island of San Giorgio Maggiore, from the 1770s (fig. 1.6), which presents a view of the Bacino di San
Marco similar to that in Canaletto’s 1735 Bacino di San Marco from the Piazzetta (fig. 1.4), the
fagade of the ducal palace and the base of the bell tower are painted with thick layers of paint so that
the details blend into each other. The viewer is presented with buildings that seem to be in a state of
change and decay, rather than with a souvenir image featuring exacting architectural details. The base
of the bell tower and its colouring, for example, become one with the frayed tarps set up above the
Piazza’s kiosks. The viewer is nevertheless elevated above the scene, such a positioning no doubt
catering to what patrons and purchasers expected, in light of the popularity of Canaletto’s vedute.
Indeed, Guardi’s British patron, John Strange, wanted Guardi to paint scenes that were “clear,” which
suggests that Strange was looking for a Canaletto by Guardi.*'® Like Canaletto’s painting of the
Bacino di San Marco, Guardi’s also skews perspective to incorporate more of the architectural sights
of the area. In the Canaletto, it was the Riva degli Schiavoni that was made to extend, impossibly
crescent-like, into the waters of the basin, while in the Guardi the island of San Giorgio Maggiore,
which is indeed seen from the Piazzetta, is ferried from its position in the Bacino to the very edge of
the Piazzetta and angled so that it appears an extension of the Riva degli Schiavoni. The bringing
closer to the Piazza San Marco of architectural elements in its vicinity is in keeping with the main
purpose of the view paintings as representations for tourists: the purchasers expected as many
important elements of the area as possible in their souvenir.

While Canaletto’s paintings mask political anxieties, as well as anxieties associated with travel
to the purportedly decadent city, Guardi’s do the opposite: through stylistic details and imagery of

decay, they suggest that Venice’s political and topographic uncertainties need not be suppressed but

*8 Cited in Levey, Painting in Eighteenth-Century Venice, 135.
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rather depicted for tourists as part of the character of the city. Guardi’s Venice is an urgent, shadowy
place, an atmosphere brought about by the relative roughness of his style and the inclusion of details
that suggest movement and shift. Ostensibly, Guardi’s paintings function, like Canaletto’s, as souvenir

images of the city, but they also react against the ideal prospect presented by Canaletto.

1.3.4 Figures in the view paintings

Canaletto and Guardi’s view paintings are peopled with figures that draw the eye since they
are the human element set against the backdrop of grand architecture. In Canaletto, especially in his
later work, the figures are at times simply a composite of dashes and dots, which indicates that after
painting numerous similar views Canaletto adopted an artistic shorthand when depicting figures, a
strategy he did not employ when painting architectural details, which are always meticulously
rendered. This might lead to the conclusion that the figures are an after-thought, functioning entirely
as simple indicators of scale. However, observing the figures allows the viewer to ascertain that the
view paintings in incorporating figures of local Venetians present a narrative about the city that is
based on socio-economic class: the poor work and the rich converse. The paintings included in this
chapter are representative examples of this trope, one which is especially apparent in Canaletto and
Guardi’s Piazza San Marco paintings. The poor are shown either at the ubiquitous tented stalls in and
around the Piazza or on the various boats moored along the Riva degli Schiavoni on in the Bacino di
San Marco, and these poor are largely male, with their female counterparts, painted less frequently,
shown with kerchiefs, shawls, baskets, and at times children as they cross the Piazza San Marco.

The upper middle classes and patricians are also most often male in the view paintings, their
status signalled in the vedute by their powdered wigs and colourful cloaks, and they are depicted

engaging in social interactions, often conversing, heads together, in small groups (fig. 1.1). At times,
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these male figures are depicted with a young child in tow who points up to the architecture (fig. 1.5).
This is a recurring detail which suggests the patrician child is being taught the heritage to which he
has claim. Upper-class women are also depicted, often with attention to a sartorial element, such as
the rose-coloured gown of the female figure cloaked in black in the lit portion of Guardi’s painting.
Guardi often paints these female figures from behind, the skirts of their gowns rustling and kicking up
as they walk, adding to the sense of movement characteristic of his paintings.

The figures depicted are Venetians, not tourists. By not offering tourists representations of
themselves, these souvenir views of Venice emphasize that the tourists are outsiders. At the same
time, the tourist, as an all-seeing observer, is overseeing the figures displayed below who are each
performing their roles, of working poor or patrician, for the benefit of the viewer who has purchased
the souvenir.

The tourist-viewer observes that while the working poor who are painted in the Piazza San
Marco views are not identified as ethnically different from their patrician counterparts, those working
on boats wear red caps which signal that they are labourers, specifically immigrants, or descendants of
immigrants, from the Dalmatian coast and Greece.”"” In Canaletto’s The Pier, looking towards the
Mint with the column of Saint Theodore (1742), for example, thirteen of the figures in the Piazzetta

220 Recently, Predrag Matvejevic, in The

and on the gondolas are wearing the vermillion cap (fig. 1.7).
Other Venice, has written that the Riva degli Schiavoni “once rested upon logs transported from

Istria,” from the Dalmatian coast, and that Venice’s last defenders, in 1797, were “those very

Schiavoni—Slavs—whose ancestors had been chained to the oars of Venetian galleys.”**' Greek

1% The Venetian Republic, early in its history, created a trade route to Schiavonia, as the Dalmatian coast was known, and
ruled the region beginning in 1420. Many of the schiavoni immigrated to Venice and established a confraternity, the
Scuola di San Giorgio degli Schiavoni in 1451. The eastern shoreline near the Piazzetta was named the Riva Dalmatia,
‘vulgo de’ Schiavoni,” a vulgarization that has now become the official name of that portion of the boardwalk. The
presence of the ‘schiavoni’ in Venice is now memorialized in the boardwalk that bears their name, the Riva degli
Schiavoni.

20 The Sforza Castle gallery lists the title in Italian as I/ Molo, verso la Zecca con la Colonna di San Teodoro.

! Matvejevic, The Other Venice, 20 and 94. Matvejevic writes that “few recall the Scavunian regiments who fought on
the streets and shores of Venice’s twilight” (94) and notes that the early nineteenth-century chronicler Ippolito Niero, in
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immigrants were also numerous, and established the church of San Giorgio dei Greci. As William H.
McNeill’s research on immigration during the Venetian Republic has shown, once Venetians stopped
engaging in trade, Greek, Jewish, and Croatian communities in Venice began to work the trade

222 These cultural groups were such a part of the identity of the multicultural port city that they

routes.
figured in Carlo Gozzi’s fiabe, or fables, of Venice written in the 1760s. Vernon Lee, in her 1880
Studies of the Eighteenth-Century in Italy, writes that unlike the narrow canals of Venice, which
evoke Romantic poetry, Venice’s Piazza San Marco reminds her of Gozzi’s fiabe. She writes that she
is prompted to “re-people [the square] with the crowd in domino and mask, the nobles in their scarlet
tabarro mantle, the Greeks and Dalmatians in their plaited skirts and red caps,” adding that “if we do
this, we get the background of one of Carlo Gozzi’s comedies.”**> As Lee’s writing makes clear, for
tourists the Piazza San Marco was a stage set filled with a cast of colourful characters. The painted
scenes of Canaletto and Guardi reinforce this approach, presenting the figures as a collection of types
artfully arranged for the benefit of the spectator.

Significantly, in Guardi’s depiction of well-to-do Venetians in their central square, the figures
are not arranged into conversational groups with as much frequency as in Canaletto. In the Guardi
canvases already referenced above, for example, male patrician figures are often shown alone, near
each other but not engaging with each other, while in Canaletto’s scenes solitary figures in the Piazza
are much rarer. This difference speaks to the fact that Guardi was less invested in Canaletto’s project
of depicting images of civic-mindedness and community fostered by good government. Moreover,

since Guardi did not have the large British clientele of Canaletto he was less invested in curbing

British anxiety about the corrupting influence of continental travel. Canaletto’s upper-class figures

Confessions of an Octogenarian, “paid homage to the ‘faithful Schiavoni’ who ‘quiet and despondent’ lowered the
[Venetian] flag to half-mast.”

2 William H. McNeill, Venice: The Hinge of Europe, 1081-1797 (Chicago: Chicago University Press, 1974), xv.
Reminding us that we are all connected as a result of the invasions and trade routes of distant ancestors, McNeill points out
that modern-day Venetians have French, Greek, Slavic, Turkish, and Arab blood.

3 Vernon Lee, Studies of the Eighteenth-Century in Italy (London: Fisher Unwin, 1880), 280.
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stand together under blue skies, straight-backed as sentinels, their very presence seeming to guard
against lascivious behaviour (figs. 1.1, 1.3, 1.4). In contrast, Guardi’s patricians are often walking
away from the viewer (fig. 1.5), hunched under their capes (figs. 1.5, 1.6), heading further into
shadows (figs. 1.2, 1.5). Beyond the fact that Guardi’s more mysterious patricians are not reassuring
promotional images for the Grand Tour, the figures are functioning, like his recurring dilapidated
tents, crumbling facades, and shadowed, windy scenes, as markers of uncertainty and anxiety in the
public space in Venice traditionally associated with order, control, and civic virtue.

The vedute of Canaletto and Guardi suggest how Venetians reacted to the gradual political and
economic decline of their city. Canaletto and Guardi’s view paintings of the Piazza San Marco are
both souvenirs for tourists of the architecture and activity of the city and a record of local artists
negotiating, through commercial art, the various symbolic valences of Venice’s most politically-

charged public space.

1.4 Visentini’s engravings of Canaletto’s paintings: Le prospettive di Venezia as a tourist map

In the late 1720s, Smith commissioned Antonio Visentini, painter, engraver, and professor of
architecture at the University of Venice, to engrave a series of Canaletto’s vedute from Smith’s own
collection. Visentini engraved fourteen: a set of twelve paintings of various views of the Grand Canal
that Canaletto had made for Smith in the 1720s and which Smith displayed in his gallery, as well as

224 These last two views, the

two other festival paintings Canaletto painted for Smith in 1734.
thirteenth and fourteenth in the book, are of the regatta along the Grand Canal and of the Bucintoro,

the doge’s elaborate gondola, arriving at the Piazzetta with the Piazza San Marco, seen from the

Bacino di San Marco, as backdrop. Canaletto’s paintings, with their “obsession with linear

224 Clayton, Canaletto in Venice, 16.
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demarcation,”** lent themselves well to the medium of engraving and also acted as guidebooks
themselves, cordoning off areas of interest. The prints of these engravings were published as a book in
1735 by the Pasquali publishing house, with Smith funding the project that would make his collection
of Venetian views accessible to other collectors and further cement the status of his gallery of
Canaletto paintings. The book published by Pasquali was given the Latin title Prospectus Magni
Canalis Venetiarum, addito Certamine Nautico et Nundinis Venetis, or The Prospect of the Grand
Canal of Venice, with the addition of the Nautical Contest and Venetian Market. As 1 will argue
below, Visentini’s book of engravings further proscribed tourist movements when visiting Venice,
charting a gondola circuit in images for the visitor, with the circuit presented in the book echoed in the
itineraries included in eighteenth-century guidebooks.”** I will also consider how the shift in medium,
from painting to engraving, removes the ethnic specificity of the labourers who figured prominently in
the canal-side activity Canaletto depicted in colour.

Smith and Visentini’s project saw numerous editions during the eighteenth and nineteenth
centuries, moving from a book initially aimed at a rarefied clientele of collectors to a travel souvenir
for the general tourist. The initial print run of the 1735 first edition of Prospectus Magni Canalis was
small and aimed at an exclusive group of connoisseurs, as can be gleaned from Smith’s
correspondence. In a letter to the collector Samuel Hill dated July 1730, Smith, keen to have the book
he funded turn a profit, encourages Hill to purchase copies by highlighting the special printing of this
first edition. Smith writes that “the prints of the views and pictures of Venice will now soon be

finished. I’ve told you there is only a limited number to be drawn off, so if you want any for friends,

> Ibid.

226 The gondola was presented as the method of choice for seeing works of art in earlier texts on Venice as well, such as
the writer and artist Marco Boschini’s illustrated poem La carta del navegar pitoresco, from 1660. For more on Boschini,
see La carta del navegar pitoresco, ed. Anna Pallucchini (Florence: Leo Olschki, 1966). Eighteenth-century guidebooks
and Visentini’s book of engravings are, like nineteenth-century commercial souvenir albums, in continuity with this earlier
tradition.
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speak in time.”**’ The popularity of the first edition prompted a second in 1742, with the same prints
included in its first section and two other sections with twenty-four additional images, again engraved
by Visentini from Canaletto’s paintings.228 It was this format and ordering of views, with a first
section featuring the fourteen views of the 1735 edition and second and third sections with the twenty-
four views, which was maintained in subsequent editions. In print from 1735 to 1840, the Prospettive
di Venezia, as the project became known, went through two editions in the 1750s, both published by
Pasquali and both including the same prints as in the 1742 edition, as well as a series of reprints in the
1780s, and a nineteenth-century edition issued by the Battaggia publishing house in the 1830s and
again in 1840.”%

While the first and second limited editions were intended for a coterie group of collectors,
subsequent editions were accessible for purchase by forestieri, foreigners visiting Venice as tourists.
The text that accompanies each edition varies, from simple captions in Latin in the first two editions
of 1735 and 1742 to a preservation of the Latin title but the addition of introductory notes in Italian
about the history of the project in later editions. The 1836 edition published by Battaggia was
especially intended for tourists, with a French preface introducing the images.”° The later eighteenth-
century editions and those of the nineteenth century had larger print runs and were produced at a
lower cost: they were intended for tourists, both those from Italy and elsewhere, as a relatively
inexpensive souvenir book of Canaletto’s illustrious Venetian views.”'

Although the Canaletto paintings included in Visentini’s book of engravings were displayed in
Smith’s gallery as a series of views, their migration to the medium of engraving, and specifically to

book form, further accentuated the serial nature of the collection of views and offered a new viewing

227 Cited in W.H. Chaloner, “The Egertons in Italy and the Netherlands, 1729-1734,” Bulletin of the John Rylands Library,
vol. 32, no. 2 (March 1950):164.

228 Clayton, Canaletto in Venice, 24.

** Dario Succi, “La fortuna editorial delle Prospettive di Venezia” in Le Prospettive di Venezia, con il catalogo ragionato
delle incisioni (Mestre: Vianello, 2008), non-numbered pages.

2 Ibid.

> Ibid.
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practice for Canaletto’s well-known works. The book of engravings encouraged viewers to move
quickly from one image to the next, in contrast to the way art was expected to be enjoyed when
viewed in situ. The semi-public display of view paintings at the Smith residence in Venice reinforced,
at least ostensibly, well-bred viewing practices founded on a prolonged aesthetic gaze and sustained
discussion of the works being seen. The visitor to Smith’s gallery moved slowly from one view to
another, often in the company of fellow travellers, with Smith as host. In contrast, the succession of
images to be flipped through in Visentini’s book of engravings sped up the viewing of these
representations of Venice so that the city, in its miniature form, could be consumed at a faster rate.
The ease with which Canaletto’s views could now be taken in, alone or with company, at any time,
and from the comfort of one’s armchair, provided the tourist with control over the pace at which
Venice presented itself in images. This, along with Visentini’s preservation of the beholder’s raised

vantage point, reinforced the position of superiority over the scene that the views afforded the tourist.

1.4.1 Engravings in the 1742 edition: Charting and proscribing tourist movement

Although tourists who purchased the book of Visentini’s engravings of Canaletto’s paintings
could determine the speed at which they viewed the collection of prints, the book itself, being a pre-
bound collection of views, dictated the order in which the views were presented. The views in the first
section of the book are arranged in a rather meandering order: instead of a formal, downstream
sequence of Grand Canal views, the prints in this section, when taken together, capture what would
have been various movements by locals and tourists downstream and upstream along the waterway.
The second section of the book is structured as a more linear route along the Grand Canal, but with a
series of backward glances to the views that have been passed. The third section, consisting of prints

of various squares in the city, is, like the first two sections, also based on movement through the
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canals, with this final section offering what would have been a sightseeing circuit via hired gondola to
various churches and squares in the city. Since the book, especially in its later editions, was a souvenir
of travel, the bound set of views possibly determined the order in which the corresponding actual
views of Venice were remembered as well. The book re-members, that is to say re-organizes, the
tourist’s memory of physically moving through Venice.

I will focus on the 1742 edition published by Pasquali since it is the edition on which all later
tourist editions were based. The thirty-eight views are divided into three sections, each with a
frontispiece: the first section contains the fourteen views that comprised the 1735 edition, which ends
with a view of the Piazza San Marco; the second section features ten views of the Grand Canal and
two of the boardwalk on either side of the Piazzetta; the third section focuses on Venice’s squares,
with ten views of various campi and two final views of the Piazza San Marco. The book presents
exclusively horizontal views in keeping with Canaletto’s canvases. The central areas of Venice are
favoured over peripheral views, with most images being of the Grand Canal. Venice’s Arsenale,
although mentioned in guidebooks, is not depicted in Visentini’s book, possibly because of the
decrease in Venice’s naval and economic power. Although the third section of the book offers views
of significant campi, and thus goes beyond the more well-known Grand Canal images, the Piazza San
Marco area is lead up to dramatically and given pride of place as the final image with which the
collection leaves the viewer in each of its sections. In fact, each section can be seen as a series of
images that chronicles a particular tourist circuit whose aim is to increase anticipation for the most
desired view, which is of the Piazza. This tourist desire for the most quintessential view is enticingly
delayed as other views are presented, and it is ultimately fulfilled in the concluding image of each

section.
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1.4.1.1 The first section of the 1742 edition

The first fourteen views, which comprised the entire 1735 edition and the first section of all
later editions, eschew the sequence, suggested by topography, of following the Grand Canal from its
northern point down towards the Bacino di San Marco. Clayton considers that “the order of the
engravings as published is puzzling” and suggests that “it is very doubtful that this reflects the order in

d 995232

which the paintings were conceived and execute He notes that Canaletto’s sketches for his later

Grand Canal paintings present views in sequence, with no jumps back and forth along the canal.**’
First moving down the canal, then upstream, and then changing course again, the first fourteen views
in the book of prints begin at the Rialto, the geographic centre of Venice, and meander south along the
Grand Canal towards the church of Santa Maria della Salute at the Dogana (fig. 1.8). The next image
in the series turns back to look at the Grand Canal, as would a tourist in gondola when arriving at the
Bacino (fig. 1.9). This northward view eases the transition to the next image, which offers a return to
the Grand Canal with a view of the Rialto. The viewer 1s now headed towards the Santa Chiara canal,
the beginning of the Grand Canal. After a few images, a brief shift away from the northbound route
provides an image from the west side of the Grand Canal towards the east, with a view of the
Cannareggio canal flanked by the Palazzo Labia, although the palace, omitted from the Latin caption,
is not the focus of the image. Instead, the image gives prominence to the sense of moving towards the
Canareggio canal from the Grand Canal. The book then returns to charting the northbound route up to
the Santa Chiara basin and then, once the basin is depicted, the series jumps to an image that has the

viewer, as always, floating slightly above the Grand Canal but now headed towards the Piazza San

Marco. The final and fourteenth viewpoint is from the Piazzetta and the Isola di San Giorgio

232 Clayton, Canaletto in Venice, 25.
23 1bid.
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Maggiore, with the Piazza San Marco, the civic and festive centre of Venice, viewed from a dramatic
distance, with the physicality of the square, its hawkers, tourists, and market stalls pleasantly left just
out of view (fig. 1.10). As in Canaletto’s paintings, the raised vantage point in these images places the
viewer at a distance from the scene, a distance that offers a comprehensive and idealised view.

The unusual order in which these first fourteen prints are presented has several effects on the
viewer. The book encourages the tourist to follow its lead and meander back and forth along the canal.
Moreover, the organization of the fourteen prints, with movement up and down the canal, captures the
various routes inevitably taken by tourists in gondola over the course of their stay in Venice as they
head to various sites of interest. Rather than present a didactic sequence that maps the Grand Canal,
the manner in which the prints shift downstream and upstream calls attention to the comings and
goings, the bustle of activity, along Venice’s main water route. The views also engage the tourist-
viewer’s sense of familiarity with Venice, encouraging him or her to remember the physical
experience of being in gondola along the Grand Canal and to notice when the images back track or
jump ahead. Ultimately, though, when viewed upon a tourist’s return home, the prints create a
palimpsest record of the Grand Canal for the viewer, with the memory of the route physically taken

partially overwritten by the permanent route laid down in the book.

1.4.1.2 The second section of the 1742 edition

The second part of the book of prints focuses on backward glances, akin to the tourist in
gondola turning back at particular moments to remember more fully the view of the Grand Canal just
passed. This section takes the viewer down the Grand Canal, beginning at the Santa Chiara basin, and
heading towards Rialto and the Piazza San Marco, with one look back towards the north for a view of

the Grand Canal from Palazzo Bembo towards the Palazzo Vendramin-Calergi, followed promptly by
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a return to the southbound route towards Rialto, and another look back a few images later for a view
of the Rialto bridge. The book includes backward glances when there is a turn in the canal, replicating
the glances of a tourist headed by gondola towards the Bacino di San Marco and reinforcing these
backward glances as essential to the experience of visiting Venice.

As in Canaletto’s views, the Visentini engravings are accompanied by a caption that situates
by providing specific landmarks as coordinates. In this second section of the book, noteworthy
palaces, such as the Vendramin-Calergi, are featured in the captions. The palaces chosen are often
those that influenced the architecture of later Venetian palaces or take the name of significant figures,
such as the Palazzo Bembo, home of the Renaissance scholar, and the Palazzo Flangini, home of the
seventeenth-century architect. Although a map of Venice is not provided, the engravings’ rational
order, in contrast to the previous section, urges the viewer to experience a gradual and clearly-
demarcated arrival to the Piazza San Marco and its environs. In his description of the engravings in
this second section of the book, J.G. Links notes that “the distant background of the last picture has

become the foreground of the present one.”***

This structure allows and also expects viewers to
prepare for their trip by situating themselves in advance along the canal. The penchant for charting
one’s route is in contrast to the next century’s emphasis on getting lost in order to fully experience
Venice, as I will highlight in the following chapter when I turn to nineteenth-century guidebooks and
photographs of peripheral canals. Furthermore, the second section of the book of prints, like the first,
operates as if the views are a memory-trigger for tourists to recall their Grand Canal ride and,
specifically, to remember their viewing experience of taking in the sights along the Grand Canal and

then re-situating themselves along the Canal. This section places emphasis on the mode of looking a

tourist engages in while in gondola on the city’s main waterway.

4 J.G. Links, Views of Venice (London: Dover, 1971), 48.
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This second section of Visentini’s series ends with two views of the Riva degli Schiavoni from
the viewpoint of a boat along the canal. The penultimate view presents the Palazzo Ducale, Piazzetta,
and Riva degli Schiavoni looking east. The final view looks west, towards the church of Santa Maria
della Salute and the route just taken by the tourists along the Grand Canal (fig. 1.11). The penultimate
view is the one the tourists see when they first look east along the Riva degli Schiavoni as their
gondolier guides the boat to the dock. The final image is the one tourists enjoy after having
disembarked from the boat: they look west along the boardwalk for a view of the Santa Maria della
Salute church seen across the canal from the Piazzetta where the tourists, their gondola tour complete,
now stand. These last two prospects, along with the backward glances offered throughout this section,
serve as visual evidence that the book of prints offered an embodied experience for the tourist to

model.

1.4.1.3 The third section of the 1742 edition

The third section of the book of prints of Visentini’s engravings also charts a tourist
sightseeing circuit. In this case, it is a circuit through the sestieri, the six districts of Venice. The
section is organized with an awareness of the canals that link important churches and squares. It
presents Venice’s campi, or squares, initially in a counter clockwise motion, beginning with the
Campo Zanipolo in the Castello sestiere, with a view of the church of Santi Giovanni e Polo from a
minor canal, moving on past another Castello square adjacent to the Cannaregio sestiere and on to
another in the San Marco sestiere close to Rialto, before depicting the San Polo sestiere, specifically
the Campo San Polo, which would be arrived at either by crossing the Rialto bridge or taking a
gondola across the Grand Canal. Indeed, if we take the engravings as charting an itinerary, the route

requires that, as was the custom in the eighteenth century, a tourist would hire a gondolier and be
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taken to see the different campi, disembarking to walk into the squares and visit the churches, before
continuing in gondola along the canals.

The images in this third section also offer insight into which sites beyond the Grand Canal and
Piazza San Marco were considered especially noteworthy and how tourists moved from one site to
another. After the Campo San Polo, the next image features the neighbouring Campo San Rocco, with
a view of the Scuola di San Rocco, which was often visited since it features a two-floor painting cycle
by Tintoretto. The following engraving, still moving counter clockwise through Venice, jumps to the
Campo Santa Maria Zobenigo, again asserting by its inclusion that its church was one not to miss.
Since the Accademia bridge was only built in the nineteenth century and public vaporetti introduced
in the 1880s, the only routes from the Campo San Rocco in San Polo to the Campo Zobenigo in the
San Marco sestiere were either by foot, then by traghetto, which is the public gondola that traverses
the canal, and then by foot again, or by private gondola. From Campo Zobenigo, the route adopts a
brief clockwise motion to visit the Campo San Stefano, most likely because, given the topography of
the sestiere, tourists would have walked to it as their gondolier waited at the previous campo.

Significantly, what these engravings in Visentini’s third section offer is a gondola route for
tourists sightseeing beyond the Grand Canal. The prints indicate that when tourists returned to their
waiting gondolier at the Campo Zobenigo they should be taken, in a clockwise/diagonal motion, along
the Rio di Verona, Rio Fuseri, and Rio San Zulian to the square featured in the next engraving, the
Campo Santa Maria Formosa, and its church. The next important church in the tourist circuit seems to
have been the Gesuiti, with its trompe d oeil green and white marble evoking sumptuous folds of
damask silk. The church, well north of the previous stop, is at the Fondamente Nuove, in the north of
Cannaregio and is thus a significant detour that initially may seem better placed right after the
relatively nearby church of Santi Giovanni e Paolo, which was the first stop on the itinerary. However,

the aesthetic appeal of the canal route from Santa Maria Formosa to Gesuiti and the church’s interior
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itself must have warranted the detour. Directly south from the Gesuiti, the next stop on the route in the
book of prints is the Campo Apostoli near the Strada Nova in Cannaregio. The image features a sliver
of water at its edge to emphasize that the viewers of the image are sitting in a gondola on the canal.
After the Apostoli view, the page turns and the viewers are promptly inside the Piazza San Marco,
with their back to the basilica, the base of the bell tower at their left and, facing them, bare flagstaffs
allowing for an unobstructed view across the wide square towards the church of San Geminiano.
While the armchair tourist holding the book travels promptly to the Piazza, the actual tourist enjoys a
long glide along the Grand Canal from the Apostoli or a shortcut through minor canals, before
arriving at the Piazza.

The last engraving in this last section of the Visentini collection finally satisfies by providing
an image of the Piazza San Marco with a view of the basilica and bell tower at the end of the
expansive square. Just as tourists converged onto the Piazza San Marco, the three sections of the book
of prints culminate with an image that creates an impact not only because it presents the city’s main
square and most recognizable architecture but also because it mirrors and cultivates the anticipation of
approaching the square. The publication of the engravings participated in fostering tourists’ interest in
having their gondola ride organized to culminate in a significant aesthetic moment, the approach on

foot to the Piazza San Marco.>*’

1.4.2  Figures in the engraved views. Effects of the shift in medium from painting to engraving

Visentini’s engravings reproduce the details of Canaletto’s paintings, but the shift from

painting to engraving removes most traces of cosmopolitanism. This is due to both the lack of colour,

33 In nineteenth-century editions of Visentini’s engravings, the image of the Bacino di San Marco with the doge’s
Bucintoro, which ends the first section of the 1735 edition, was placed first. Nineteenth-century publishers of the visual
guidebook wanted to show the drama of the Piazza San Marco area immediately, but actual nineteenth-century
guidebooks, as we will see in the next chapter, still favoured an itinerary that, like the Visentini series, offered a slow
arrival to the Piazza.
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which prevents the sartorial details that indicate different ethnic groups from being noticed, and the
medium of engraving’s inability to depict with great precision the facial details on the already
miniature figures in the original Canaletto. As a result, Venice in the engravings is less a cosmopolitan
port city and more a city of rather homogeneous figures.

Visentini’s engraving of Canaletto’s The Pier, looking towards the Mint with the column of
Saint Theodore (fig. 1.7) is a pertinent example of the engravings’ partial erasure of sartorial details
and facial features. In Venice, as in other European cities, the centuries-old mandate that minority
groups be identified by the colour of their caps was still in place in the eighteenth century.”° In
Canaletto’s painting, as discussed above, the labourers working on the gondolas and those carrying
pails of water on the boardwalk are wearing the red cap that indicates they are schiavoni, Slavic
immigrants. In Visentini’s engraving, because of the medium rather than because of any deliberate
intention on the part of Visentini or Smith, the lack of colour makes the caps difficult to distinguish as
being those worn by this large immigrant population (fig. 1.11). Canaletto foregrounded these
labourers and placed the Venetian patricians with their powdered wigs in the background, but in the
engraving the differing social classes of the foreground and background figures cannot be
distinguished. For example, one cannot, when viewing the print of the Visentini engraving, determine
if the figures under the arcaded walkway on the right are upper class. Nevertheless, the medium of
engraving does not remove all small-scale sartorial detail: two of the men in the trio of figures
standing at the right below the column are wearing turbans, but this detail that attests to the ethnically-
diverse landscape of Venice is much more apparent in the Canaletto, especially since Canaletto calls
attention to it by colouring one turban red and the other blue. The third figure in this trio, who looks

out towards the viewer, is wearing a yellow cap in the Canaletto painting, and this most likely

26 A5 Eric Silverman writes in 4 Cultural History of Jewish Dress, “the color of one’s hat was no trivial matter [...].
Everyday privileges often hinged on the hue and style of one’s clothing” (London: Bloomsbury, 2013), 58.



Souvenirs of Venice Liana Bellon 81

identifies him as Jewish since Jews were required for centuries to wear identifying yellow caps.*’
Visentini does engrave the figure’s moustache, but his probable ethnicity as a Jew in the city is only
evident if one has already seen the original painting.

With noticeable signs of multiple ethnicities eliminated in the book of prints produced from
Visentini’s engravings, the tourist takes home images that, albeit inadvertently, present Venice as
having a more uniform populace. As a souvenir both of Venice and of Canaletto’s vedute, the book of
prints records and values the Venetian topography and architecture depicted by Canaletto more than

Canaletto’s attention to the details associated with the many figures he included in his paintings.

1.4.3  Influence of souvenir views on the tourist circuit included in eighteenth-century guidebooks

Five years after the first publication of Visentini’s engravings as a book of prints, Giovanni
Albrizzi published 1/ forestiere illuminato (1740), an illustrated guidebook for foreigners in which
Albrizzi begins with a description and images of the Piazza San Marco, its ducal palace, bell tower,
and library. Clearly influenced by Venetian opera and the stage set style of Canaletto’s paintings,
Albrizzi writes that the Piazza, framed by porticoes, colonnades, statues, and other ornaments,
“resembles a noble and majestic theatre.”**® He advises tourists to spend six days in Venice, one for

»23 and thus shapes the tourist circuit as a function of

every sestiere, or neighbourhood, in the city,
Venice’s administrative organization of space. Louis Marin has argued that itineraries engage in a

“spatializing process”: the repetitive structures of parades and processions, he writes, “re-inscribe

through their itineraries, that is, through the narrativity of their various sequences, a hierarchized and

37 Margaret C. Jacob, Strangers Nowhere in the World: The Rise of Cosmopolitanism in Early Modern Europe,
(Philadelphia: Pennsylvania University Press, 2006), 24. When the French took control of Venice at the end of the
eighteenth century, the centuries-old edict requiring Jewish men to wear the yellow cap was abolished as was the
segregation of Jews to the city’s ghetto.

¥ Giovanni Albrizzi, Il forestiere illuminato (Venice: Albrizzi, 1740), 47. Albrizzi writes that the Piazza “rassembra un
nobile e maestroso teatro.”

9 Ibid., 7. Albrizzi writes in Italian, “sei giornate, giusta il numero dei sestieri.”
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240 .
»~*7 1f, as Marin proposes,

articulated system of values of which that narrativity is a manifestation.
parades and processions legitimate social, political, and religious institutions, the same claim can be
made about written and visual guidebooks since they too script behaviour and legitimize what is of
cultural and social importance. Albrizzi’s guidebook focuses especially on the San Marco, Castello,
and Cannaregio sestieri, all of which feature prominently in Canaletto’s oeuvre and would be
included, two years after the guidebook was published, in the third section of the second edition of
Visentini’s book of engravings. Albrizzi’s organization of tourist sites in the Castello sestiere creates a
circular movement, much like the organization of Visentini’s images of Venetian campi, which serves
as further evidence that the circuit was one taken by tourists. This circuit was solidified as essential
with the publication in the span of two years of both the guidebook and the 1742 edition of the book
of prints.

While the book of prints published by Pasquali and funded by Smith presents the tourist circuit
as a function of Venice’s geographic, not administrative, organization of space, Albrizzi’s guidebook,
with its organization by sestiere, is still guided by the way the vedutisti represented space. Canaletto,
and by extension Visentini, divides up the space he depicts so that, as Paulson writes, “the spectator
[is...] mentally blueprinting and reconstructing the whole complex of divided spaces.”**' Albrizzi’s
guidebook does the same since the tourist is making spatial connections between the sestiere-based
circuits proposed in each section. Both the guidebook and the book of prints cater to and further
promote interest in what Brian Dolan, in his work on the Grand Tour, has described as the “principles

of particularisation,”**

with the images chronicling and organizing the city just as the diligent tourist
would chronicle and organize her thoughts in detail both during and after a day’s sightseeing. In his

analysis of Canaletto’s paintings of London, Mark Hallett writes that “the city is depicted as a

rhythmic assemblage of architectural landmarks [...]. Canaletto’s distinctive shorthand of masts and

% Louis Marin, On Representations, trans. Catherine Porter (Stanford: Stanford University Press, 2001), 43 and 47.
1 paulson, “Living Space,” 468.
2 Dolan, Ladies of the Grand Tour, 192.
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»8 The focus on ordering is evident in Canaletto’s

sails geometricize and order [the] social space.
Venetian views, which demarcate spaces worthy of tourist attention; in the Visentini book of prints,
which structures the tourist circuit based on Venice’s water and land topography; and also in
Albrizzi’s presentation of Venice’s sights by sestiere. These examples of parcelling Venice into
manageable areas for tourists seem to have influenced a prominent book of art scholarship later in the
century, Zanetti’s 1771 Della pittura veneziana, which presents a survey of Venice’s art organized by
sestiere and topography, in contrast to traditional surveys of art organized chronologically such as
Zanetti’s earlier Descrizione di tutte le pubbliche pitture della citta di Venezia, published in 1733,
before Visentini’s series and Albrizzi’s guidebook organized Venice for tourists via topography and
administrative regions.

View paintings, topographically-organized engravings, and sestiere-based guidebooks and art
books presented Venice in souvenir images and texts as a series of linked yet cordoned spaces. While
this stage set effect in Canaletto’s work has often simply been seen as the result of his training in stage
design, Jackson Cope, in his study of Goldoni’s plays, has argued that both Goldoni’s staging for
plays set in England and Canaletto’s organization of space “display the admired orderly effects of
philosophic restraint [and] calm of mind.”*** Canaletto’s views, Visentini’s engravings, and
guidebooks by Albrizzi and others represented Venice, la serenissima, as serene, rational, and
palatable for tourists steeped in neoclassicism. As William Ivins has stated in his work on print
culture, “the symbolic report of an event is of greater importance than the event [since] we think and
act on the symbolic report and not on the concrete event.”** Visentini’s engravings especially, since

they were often reproduced, are an example of just such a “symbolic report” in that they, along with

% Mark Hallett, “Framing the Modern City: Canaletto’s Images of London,” Canaletto and England, eds. Michael
Liversidge and Jane Farrington (Birmingham: Birmingham Museums and Art Galleries, 1993), 48.

** Jackson I. Cope, “Goldoni’s England and England’s Goldoni,” Modern Language Notes, 110 (January 1995): 117.
* William Ivins, Prints and Visual Communication (Cambridge: Harvard University Press, 1962), 180.
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view paintings, travel literature, and guidebooks, became what tourists thought of and acted upon, to

use Ivins’s wording, before, during, and after their time in Venice.

1.5 Conclusion

In their travel writing, Grand Tourists often happily reported that Venice lived up to its
representations. Piozzi, writing during her first visit in 1785, acknowledges the effect of the view
paintings on her conception of Venice when she declares that “it was wonderfully entertaining to find
thus realized all the pleasures that the excellent painter had given us so many times reason to
expect.”** As well as being souvenir views, the paintings produced by Canaletto and Guardi are the
visual records of the period leading up to a moment of political change, especially when one considers
the vedutisti’s paintings of Venice’s most political space, the Piazza San Marco. Canaletto, catering to
the neoclassical tastes of his British and American clientele, presents a Venice in constant afternoon
sun and this image of stability, in contrast to the often seedy descriptions of the city in the period’s
travel writing, helped to promote the salubrious effects of the Grand Tour at a time when the tour’s
more decadent aspects were under scrutiny. Guardi, in contrast, presented for his more eccentric
patrons a faded Venice that was often shadowed in mystery and uncertainty, with architecture and
figures blending into a tumultuous atmosphere. Canaletto, though, more so than Guardi, incorporates
in his view paintings the immigrant labourers whose toil helped to maintain the fortunes of the
Venetian Republic for so long. With patricians conversing in the Piazza San Marco and the poor
working in the stalls and boats, Canaletto’s paintings offer the viewer a collection of types and present

a class-based narrative about the city.

6 Piozzi, Observations and Reflections, 150.
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The books of engravings produced by Visentini and sold by Pasquali and Smith partially erase
these details in the Canaletto works, instead bringing to the fore possible patterns of tourist circulation
in Venice. The three distinct sections of the 1742 edition each proposes a tourist route in gondola: first
a meandering one, then a more orderly route along the Grand Canal, with backward glances to the
noteworthy views one has just passed, and finally a tour by gondola and by foot to the various interior
squares and churches of the city. Each section of the book of prints ends with images of the Piazza
San Marco, which further attests to the fact that both the tourist circuit in gondola and the tradition of
view painting in Venice reinforced the Piazza as the city’s most significant tourist and civic space, a
reality that would be further emphasized at the end of the century by the many published tracts and
public gestures set in the square after the fall of the Republic.

The tourists who saw these various views of Venice, in galleries back home, in Smith’s palace
on the Grand Canal, as copies made by poor artists and sold to Venice’s picture shops, or as prints in
the various book editions of Visentini’s engravings, were not simply passive recipients of souvenir
views. Piozzi’s desire while in Venice to try her hand at sketching what Canaletto had depicted is one
of many examples that can be understood as an attempt to insert one’s own particular reaction to the
city and move away from being a tourist whose perceptions were determined by images.

Furthermore, the book of prints, with its images that could be viewed in private and at a fast pace, in
contrast to the travel ritual of contemplating art in situ among like-minded company, provided a
different viewing practice that gave the viewer more control over his or her engagement with the
souvenir view. Smith certainly collaborated closely with the local vedutisti and his involvement is a
prime example of how producers and consumers of views intersected, but the tourists themselves
actively engaged with the visual representations of Venice both in their travel writing, which in turn
shaped their readers’ views of the souvenir imagery, and in their physical movements in the city as

they followed or departed from the organization of space demarcated for them.
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Chapter Two

Nineteenth-Century Souvenirs: Photographs of the City

2.1 Introduction

Beginning in the mid-nineteenth century, the tourist experience of visiting Venice was affected
by two major technological shifts. In 1846, a newly-built rail bridge connected Venice to the
mainland. By making the island city accessible more quickly and less expensively, rail travel fuelled
and facilitated the tourist desire to experience a city written about rhapsodically in letters and
guidebooks.**’ The second technological development was the onset of commercial photography in
the 1850s. With this, souvenir images were for the first time available inexpensively to the growing
number of upper middle-class foreigners convening on Venice from North America and Western

24
Europe. 5

While information on nineteenth-century tourist numbers in the city has not been recorded
for posterity, the rise in shops selling views of Venice suggests tourism increased towards the end of

the century. In the 1880s and 1890s, Venetian photographers not only operated their own studios but

also sold their photographs to the numerous shopkeepers who turned to selling souvenir views as a

*7 For a study of the history of the Italian rail system, see Albert Schram’s Railways and the Formation of the Italian State
in the Nineteenth Century (Cambridge: Cambridge UP, 1997). Sanna Turoma, in Brodsky Abroad: Empire, Tourism, and
Nostalgia, cites 1846 as the “turning point when Venice was connected to the mainland by a viaduct; in 1857 a railway
opened; and after 1871, when Monte Cenis, the first railroad tunnel through the Alps, opened the ‘hordes of tourists’ in
Venice became a repeated phrase in travel journalism (Madison: U of Wisconsin, 2010), 154. John Pemble, in Venice
Rediscovered (Oxford: Clarendon Press, 1995) also emphasizes that the railway prompted an increase in tourism.

% In The Burden of Representation: Essays on Photographies and Histories, John Tagg states that the number of middle-
class clients posing for daguerreotype portraits in the 1840s and 1850s “created for the first time an economic base on
which a form of portraiture could develop that was accessible to a mass public” (Minneapolis: U of Minnesota P, 1988,
43). As for souvenir images of city views, which Tagg does not focus on, the British Journal of Photography published
“Notes on Passing Events” on May 1, 1874, anonymously written by a ‘Peripetetic Photographer,” in which the reader is
told that folios of views of Venice are “excellent” and “cost only two pence in Venice” (The British Journal of
Photography, eds. Sir William Crookes, T.A. Malone, et al, vol. 21, 1874, non-numbered page).



Souvenirs of Venice Liana Bellon 87

profitable venture. Despite the many points of sale for images of the city, supply was being depleted at
such a rate that local photographer Tomaso Filippi records making weekly runs to various shops to
restock.”* A letter sent to Filippi by one of his clients in the late spring of 1897 succinctly attests to
the tourist demand. Emilio Aickelin, a shopkeeper on the busy via 22 Marzo, asks Filippi to send him
all his hand-coloured and black-and-white city views because “mi manca tutto,” ‘I am missing
everything.”**°

In light of the nineteenth-century tourist’s seemingly insatiable demand for mass-produced
souvenir photography, this chapter investigates how Venetian photographers chose to present the daily
world of their city for foreigners. The promise of an ostensibly authentic ordinary moment captured
by a local photographer galvanized tourists to purchase numerous ‘views,’ as the photographs were
called. This term aligns the photographs with the earlier ‘views,’ the painted and engraved vedute of
the eighteenth century. Like many of their eighteenth-century predecessors, tourists were aware that
their expectations and perceptions were being shaped by commercial souvenirs. I will argue that
nineteenth-century visitors, like the Grand Tourists before them, were not passive recipients of tourist
culture but rather consumers whose aesthetic, and increasingly literary, interests were incorporated
into souvenir images by the local producers of these images. Displayed prominently in parlours back
home, the photographs were perused by those who had chosen them in Venice and those who might

one day visit the city, thus structuring experiences with the city and creating views, both literally and

metaphorically, for tourists. *'

9 Letter from shopkeeper Ada Aickelin, whose store at 2038 via 22 Marzo carried Filippi’s souvenir photographs, to
Tomaso Filippi dated March 11, 1897, in folder marked ‘Corrispondenze Clienti 1896-1899’ in the Archivio Filippi.
Aickelin tells Filippi that “mi farebbe un grande piacere se passesse da me,” which makes it clear that Filippi hand-
delivered his merchandise to various stores, and, given the number of requests, seems to have done so numerous times a
month. Filippi’s personal and commercial archive of letters, notebooks, and photographs is housed in Venice at the Ufficio
Conservatori delle Istituzioni di Ricovero e di Educazione di Venezia (IRE).

20 Letter from Emilio Aickelin to Filippi dated May 24, 1897, in folder marked ‘Corrispondenze Clienti 1896-1899.

! Margaret Plant, Venice: Fragile City, 1797-1997 (New Haven: Yale UP, 2002), 128. Nineteenth-century practices of
showcasing souvenir images, in which the photographs were prominently featured in parlours either as albums or as single
images in a revolving display case, are discussed in the next chapter.
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The focus in this chapter is on images of Venice produced by local photographers, namely
Carlo Ponti, Carlo Naya, and Tomaso Filippi, who photographed their own city for commercial
purposes.”>* While there were a number of foreign photographers working in the city such as Lorent
August, a pioneer of large-format city views, Auguste Bisson, the first to photograph Mont Blanc, and
John Hobbes, who worked on Ruskin’s Stones of Venice, they tended to photograph the city for
published collections or exhibitions with the aim of documenting a foreign city and culture.”>® In
contrast, the photographs made by Venetian photographers were the ones purchased in great numbers
by foreigners and contributed to the city’s presentation of itself to tourists. The century of
photography’s inception witnessed tendencies and shifts in Venetian souvenir art that have, through
the repetition that is inherent in the photographic medium, shaped a collective pre-memory of Venice.
Reflecting on this process, Margaret Doody suggests that “consciously or not, modern visitors still see

Venice through nineteenth-century lenses and suppositions.”***

The photographs produced in the
nineteenth century participated in creating those lenses and suppositions.

In 1882, Henry James wrote with characteristic elegance on Venice, one of his best-loved
subjects, intimating that the proliferation of images of Venice had resulted in the actual city taking a
back to seat to its own signifiers:

Venice has been painted and described many thousands of times, and of all the cities of

the world is the easiest to visit without going there. Open the first book and you will

find a rhapsody about it; step into the first picture-dealer’s and you will find three or

2 Naya also photographed Venice’s heritage buildings, architectural details, and art for the city’s archives and restoration
projects. Filippi was commissioned by book publishers and art historians. In the early twentieth century, requests for
photographs of documents and exhibitions were popular. For example, a professor in Naples commissioned Filippi to
photograph Casanova’s letters (in a letter dated August 18, 1910 in the folder labelled “Corrispondenza Laboratorio
fotografico”). Bernard Berenson, writing from the Villa I Tatti in Florence, enlists Filippi to photograph the Church of San
Antonio Abate in the Friuli region north of Venice. Filippi’s letter to Berenson, dated April 6, 1910, points out the
difficulties in photographing large-scale paintings, many of which were in “cattiva condizioni,” poor condition (in the
same folder as above, Archivio Filippi). Significantly, Filippi took on these commissions mostly after the ‘craze’ for
souvenir photographs that kept him busy in the 1880s and 1890s.

*>3 For more on non-Venetian photographers who photographed Venice, see Dorothea Ritter’s Venice in Old Photographs,
1841-1926 (London: Calmann and King, 1994).

4 Doody, Tropic of Venice, 345.
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four high-coloured ‘views’ of it. There is notoriously nothing more to be said on the

subject. Every one has been there, and every one has brought back a collection of

photographs.”*
This excerpt from James’ travel writing alludes to the Ricordo di Venezia, a souvenir album of
commercial photographs that tourists could assemble themselves by choosing their favourite
images.?>® The observation that “everyone has brought back a collection of photographs” tells us, with
James’s unmistakable note of disdain, that this act of purchasing had by the early 1880s already
become a tourist duty. The quotation marks around the word “views” suggests that James holds the
word with pincers, criticizing third-rate copies of Canaletto’s paintings. To him, the purchasing of
souvenirs is anathema to those seeking out a more authentic travel experience. However, just as James
uses quotation marks for “views” the same can be used for the notion of the “authentic” moment, as
James himself realizes when he states that for the tourist “originality of attitude is impossible.”*’
James is writing a hundred years before Susan Sontag observes that “the camera makes everyone a
tourist in someone else’s reality and eventually in one’s own.”**® For him, the proliferation of
souvenir photographs distances the tourist from his or her lived experience, diminishing the
experience of seeing the city for the first time and for oneself.

While James eschewed “the young Venetians who sell bead bracelets and ‘panoramas’ [and]
are perpetually thrusting their wares at you,” most other tourists succumbed to this “magnificent tread-
mill,” as James describes it.”>’ The American writer and philanthropist Mary Elizabeth Sherwood,
reminiscing at the end of the century about her 1869 visit to Italy, writes:

The square of St. Mark’s is the core of Venice, the scene of its life and movement!

What a place to ‘go a-shopping’ is this famous square! Beads from Murano, Byzantine

3 James, Italian Hours, 7. James’ piece on Venice was first published in Century Magazine (November 1882, 2-23).
%6 In the next chapter, I focus on serial images, specifically the ones collected in the Ricordo di Venezia album.

37 James, Italian Hours, 10.

% Sontag, On Photography, 57.

9 James, Italian Hours, 11.
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mosaics, turquoise ornaments of Oriental fashion, gold chains of Venice; long, slender,
and delicate goblets, winged lions for your watch-chains; rings with Ricordo di
Venezia for a legend; shops full of bric-a-brac, [...], fans with which Jessica may have
once flirted, pictures, photographs [...]. Take a pot of gold when you walk around the
Piazza.*®

One of the photographs tourists inevitably brought home while “a-shopping” in the Piazza was of the

261 1 contrast to

Piazza San Marco itself, looking towards the basilica and bell tower (fig. 2.1).
descriptions such as Sherwood’s of a crowded square filled with tourists purchasing souvenir
photographs and trinkets, and, notably, in contrast to Canaletto’s paintings of the square as one
bustling with activity, the Piazza is most often photographed almost empty, most likely in the early
morning. There is not a souvenir stall in sight and only a handful of tourists and locals. The decision
to avoid photographing the square at its most hectic, along with other conventions that emerge when
studying commercial souvenir photographs of Venice, will be explored in detail in this chapter.

This chapter’s central argument, and one of the through lines in this project, is that souvenir
images became spaces of tourism themselves that semaphore, as in visually signal, a Venice.
Specifically in the nineteenth century, commercial souvenir photographs present a Venice that shifts
away from its most popular eighteenth-century incarnation, namely Canaletto’s depiction of power
and vitality. Canaletto’s paintings emphasized the bustle and commerce of daily life in the Piazza.
Despite this difference, both Canaletto’s paintings and many of the souvenir photographs of Venice’s
central spaces promote Venice as timeless. However, by expanding the views offered to tourists with

the addition of peripheral canals, the photographs also present the city as mysterious and inaccessible,

which can be aligned with the atmosphere that Guardi evoked in his vedute. Furthermore, unlike the

260 Mary Elizabeth Wilson Sherwood, Here, There, and Everywhere (New York: Herbert S. Stone, 1898), 40-41.

21 Of the many photographs of the Piazza San Marco taken from virtually the same angle during the last thirty years of the
nineteenth century, I am including one by Filippi dated 1895. All of Filippi’s photographs have been digitized during a
decade-long process begun in 1997 by the IRE and can now be viewed online at www.tomasofilippi.it.
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view paintings of the previous century, which did not depict tourists prominently if at all, a genre of
souvenir photographs emerges that makes tourists the central focus, thus presenting the city as a
backdrop for foreigners to enact their roles as tourists.

In the following introductory sections of this chapter, I begin by highlighting the parallels
between the nineteenth-century souvenir photographs and the eighteenth-century souvenir paintings
since these speak to an attempt on the part of the photographers to create continuity and align their
images, seen by many at the time as mechanical and devoid of artistic skill,** with their more
established painted predecessors.”® I then provide an overview of Venice’s social and political
situation during the unification of Italy, with an eye to factors that affected tourism, before
considering how tourists conceived of themselves. I devote attention to tourist fascination with Gothic
and Romantic literature since these elements are evident in the souvenir images produced for tourists,
especially in the case of photographs of the Bridge of Sighs and of peripheral canals and bridges.

After a survey of the scholarship on Venetian photography and attention to Venice’s status as a
centre of commercial photography, this chapter studies single photographs — images sold separately as
opposed to those sold in albums — and gathers the city spaces photographed for tourists into two
categories. The first type can be referred to as central spaces, landmarks that were essential to the
tourist experience, such as the Piazza San Marco area, as well as the Grand Canal, Rialto Bridge, and
Bridge of Sighs. The second type of space photographed can be described as peripheral, and includes
minor bridges and canals. My analysis calls attention to the representational strategies photographers

used to depict these two often-photographed spaces.

262 In 1863, the London Review notes that “last week we dealt with photographers in their power of copying. What shall we

say to their power of producing original pictures? This, with merely mechanical and optical means, would appear an
almost hopeless task, and that attempts of this sort usually fail is not surprising.” The editor of the Photographic News. A
Weekly Record of the Progress of Photography includes this in the September 18, 1863 edition of the journal dedicated to
tracing the development and reception of the new medium.

263 As discussed in the previous chapter, the repetitive quality of the eighteenth-century vedute was also derided by some
during their heyday as lacking in imagination, and later nineteenth-century guidebooks tended to celebrate photographs
over painted copies of Canaletto’s cityscapes. However, the originals themselves by Canaletto and Guardi, which could be
seen in various public and private galleries, were certainly viewed positively in the nineteenth century, despite Ruskin’s
critique of Canaletto, with Guardi’s style preferred by those with a sensibility for impressionistic scenes.
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The effect of a reproduced image on a viewer’s perception is also relevant here, as it was in the
previous chapter on eighteenth-century view paintings and engravings.*** The Rialto Bridge itself, for
example, is a “life-sized reproduction of the original,” the original being, paradoxically, photographs
of the bridge.?* This reversal of signified and signifier in the tourist engagement with the souvenir
view, which came to the fore in a number of eighteenth-century tourist writings studied in the
previous chapter, continues with the nineteenth-century souvenir photographs, and it is again, and
even more emphatically, the tourists’ own writings that support this claim.

Due to the much greater volume of souvenir images of the city readily available both in
Venice and in parlours back home, nineteenth-century tourists, even more than their Grand Tourist
predecessors, became both actual tourists and tourists of images: they ‘toured’ the physical spaces of
Venice and the spaces in the photographs. In my study of the nineteenth-century output of souvenir
images of the city, which were largely produced by locals for tourists, I draw on the writings of both
tourists and photographers. While Canaletto and Guardi left no record of their engagement with the
eighteenth-century souvenir industry, Filippi meticulously chronicled his observations on the
popularity of souvenir photographs. My contribution here incorporates his letters, photographs, and
notebooks. This archive has not received much critical attention before now despite the fact that the
documents and the extensive collection of photographs offer a wealth of details about both the visual
conventions in the photographs and the tourist culture of purchasing photographs during this period in

the history of Venice’s production of souvenir imagery.

264 See Walter Benjamin’s “The Work of Art in the Age of Mechanical Reproduction” in The Nineteenth-Century Visual
Culture Reader, eds. Vanessa R. Schwartz and Jeannene M. Przyblyski (New York: Routledge, 2004), as well as Gilles
Deleuze on the positive and subversive aspects of repetition in Différence et répétition (Paris: Presses Universitaires de
France, 1968), and Georges Van Den Abbeele’s Travel as Metaphor: From Montaigne to Rousseau (Minneapolis: U of
Minnesota P, 1992).

%5 Frow, “Tourism and the Semiotics of Nostalgia,” 130.
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2.1.1 Constancy and change in souvenir views of Venice

Representative of many similarly-composed photographs of the Piazza, Filippi’s (fig. 2.1)
echoes the perspective and framing of the Canaletto painting discussed at the beginning of the
previous chapter (fig. 1.1). As in the painting, the view of the square is framed by the arcades of the
Procuratie Vecchie on the left and the Procuratie Nuove on the right, their receding horizontals
leading the eye to focus on the basilica and, in front of it, the wide, open space of the Piazza.
Canaletto’s painting, though, provides a wider view of the square, with the basilica further in the
distance, but the composition is nevertheless similar. The photograph is taken from a slightly elevated
vantage point, as is Canaletto’s painting, thus giving the viewer a superior position over the scene. In
both, though, the vantage point is not an exclusive one, specific to one individual in a particular
location, such as an opera box, or an impossible-to-locate narrow canal, but a shared, common one,
that could be accessible to all, thus both the painting and photograph provide a public construct of the
city, as befits Venice’s key civic space.

By the late nineteenth century, the view of the Piazza looking towards the basilica had already
travelled through different media. The Canaletto painting itself was engraved by Visentini and
included at the end of almost every edition of his Prospettive di Venezia from the mid 1700s until the
1830s.%° In 1837, Canaletto’s perspective of the Piazza is included in Ermolao Paoletti’s four-
volume guidebook /I fiore di Venezia, engraved this time by an artist named G. Moretti, and with a
stockier basilica and foreshortened figures, but with the same length of shadow that Canaletto depicts
cast over the Procuratie Nuove and the base of the bell tower (fig. 2.2). Filippi, and before him Ponti

and Naya, continued to photograph the same scene, from the same vantage point. Not only do

%% Dario Succi, “Venezia nella felicita illuminata delle acqueforti di Antonio Visentini,” in Le prospettive di Venezia:
Dipinte da Canaletto e incise da Antonio Visentini (Mestre: Vianello, 2008), non-numbered pages but see especially the
section entitled “La fortune editoriale delle Prospettive di Venezia” as well as the catalogue information for image 44.
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photographs of central spaces such as the Piazza borrow the framing and perspective of eighteenth-

century souvenir views, but the tourist culture of purchasing photographs and experiencing the city

through mass-produced, affordable, and portable images was an extension of the eighteenth-century
penchant for purchasing the book of prints of Visentini’s engravings of the city.

Two other views of the Piazza San Marco remain constants in the history of Venetian souvenir
images. The view of the Piazza San Marco, seen head-on from the waters of the Molo, is one, as is the
convention of photographing the basilica up close, with the Porta della Carta entrance to the ducal
palace and a hint of the palace’s distinctive pink Verona marble at the far right of the image. This
framing has travelled, with only slight variations, from the eighteenth century, where it was depicted
in paint but not in Visentini’s collection of engravings, to the mid-nineteenth century, when it appears
as an engraving in the Fiore guidebook (fig. 2.3), to the later nineteenth and early twentieth century
when it is often included in Ricordo di Venezia albums (fig. 2.4).

Besides reproducing a view in its entirety, photographs of Venice’s main tourist sites also
preserve the division of Venetian spaces adopted by the eighteenth-century vedute, with subtle
variations that speak to an increase in tourism and a growing awareness of tourists’ expectations.
Nineteenth-century photographs continue the tradition of providing a horizontal view of the Rialto
Bridge from the vantage point of a boat on the Grand Canal. However, in the eighteenth century,
paintings and engravings of Rialto give viewers the structure in its surroundings, with the palaces of
the Grand Canal on either side (fig. 2.5). In contrast, nineteenth-century photographs often focus
exclusively on the bridge, as in Naya’s 1870 photograph (fig. 2.6). Other photographs of Rialto give
tourists the bridge in the background and a Venetian in the foreground (fig. 2.7), in a scene that

satisfies the tourist tendency to sentimentalize the city’s residents as quaint and idyllic.*®’

257 Scenes of local life were also popular souvenir photos, but these images, which rework genre scene conventions, are
beyond the scope of this project. Henry James considers that the poor are kept poor, and Venice is kept picturesque, for
tourists. Filippi, though, moves away from ‘types’ in some of his genre scenes, which suggests an attempt to capture the
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As well, photographs of the Riva degli Schiavoni often replicate the eighteenth-century
division of the waterfront promenade into westward and eastward images, but again with alterations
that nod towards tourism. Canaletto’s pair of paintings of the Riva, one looking east and the other
looking west (figs. 2.8a-2.8b), were popular pendants he often painted, with slight variations, for
British patrons, and a version of these two views is also included in the second part of Visentini’s
collection of engravings. The convention of dividing the Riva into two images, one looking west and
the other east, continues in the nineteenth century, with the same wide expanse of sky and rather busy
waterfront that echoes the eighteenth-century paintings. However, instead of giving us the Molo and a
view of the church of Santa Maria della Salute in the westward image, as Canaletto did, Filippi and
Naya often focus more on the Riva itself, signaling its importance as a promenade for tourists (fig.
2.9). Furthermore, the photographs looking towards the east are not cropped at the Piazzetta but
instead take care to include the Riva’s signpost of tourism, the Hotel Danieli, opened in 1822. The
Fiore di Venezia guidebook of 1837 also includes an engraving of the Molo looking east.
Significantly, the caption is not ‘Riva degli Schiavoni’ or ‘Molo,” but ‘Albergo Reale di Danieli,” that
is to say Hotel Royal Danieli, thus encouraging tourists to position themselves as observers not only
of Venice but of their own tourist experience (fig. 2.10). The photographs signal that the
accoutrements of tourism, such as hotels and promenades, were becoming themselves tourist sights.

Quite influential as a mid-century guidebook, /! fiore di Venezia also introduces engravings of
three tourist spaces that are adopted a few decades later by photographers: the courtyard of the
Palazzo Ducale, which at the time was the only part of the palace opened to most visitors, the Bridge

of Sighs (fig. 2.11), which will be discussed in depth below, and a view of the Piazzetta looking

individual Venetians that are not being made to pose as types, although he also produces photographs of the latter, in
which locals perform their own ethnicity to coincide with the views of the dominant society.
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269 The view of

south.”®® These views, when reproduced in photographed form, were restocked often.
the Piazzetta gives us the gothic arches of the ducal palace at the left of the image, the columns of
Saint Mark and Saint Theodore framing a distant view of the Isola di San Giorgio, and the fagade of
Sansovino’s library (fig. 2.12). Although Canaletto sketched the view twice in 1729, first in a
preparatory sketch now in Windsor (fig. 2.13), and then in a more refined sketch now in a private
collection, he never painted it and Visentini, consequently, never engraved it.>”® A version of that
vantage point, though, finds itself in Paoletti’s Fiore guidebook in 1837 (fig. 2.14), although the
image does not accurately depict the church of San Giorgio Maggiore on the island of the same name
and is framed on the right by a lamppost rather than by the arches of the library. Nevertheless, the
popularity of the Fiore guidebook and its engravings may have prompted photographers to provide
tourists with these three additions to the compendium of Venetian views.

The nineteenth-century photographs also introduce new spaces and visual elements to the
city’s canon of souvenir views. The first is a panorama of Venice, specifically of Dorsoduro’s
Dogana, which was its customs office, and the church of Santa Maria della Salute, separated from the
Piazza by the Bacino di San Marco waterway, and photographed from the Piazza’s bell tower (fig.
2.15)."" With this bird’s eye photograph, and others such as a view of the Riva looking down from an
upper window of the ducal palace, photographers quite literally expanded the perspectives offered to
tourists. These views from a substantial height do not have sketched, painted, or engraved antecedents

in the eighteenth or nineteenth centuries and seem instead to emerge with the advent of commercial

photography in Venice. While they are a clear departure from the stage-set quality of Canaletto’s

268 The Palazzo Ducale housed administrative office until 1923, when it became a museum (Source: Fondazione Musei
Civici di Venezia).

269 Written in pencil on letters Filippi received from shopkeepers, Filippi himself or an assistant noted the photographs of
city spaces that needed to be restocked most often: the list includes the spaces cited above as well as the island of San
Giorgio, the Rialto Bridge, the Grand Canal, the church of Santi Giovanni e Paolo, and a detail of the stone lions in the
Piazza San Marco (See annotations to letter sent by Emilio Aickelin dated May 24, 1897 in ‘Corrispendenze Clienti, 1896-
1899°).

270 Clayton, Canaletto in Venice, 103.

"' The French photographer August-Rosalie Bisson, mentioned earlier, was one of the first to provide this perspective in
1862 (Ritter, Venice in Old Photographs, 38).
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paintings, they still do the same work as Canaletto’s images, albeit from a different vantage point: the
panoramas, like the seemingly-enclosed eighteenth-century vedute, suggest the tourist/viewer has
authority and control over the foreign.

Another novel view that emerges with the onset of photography is that of the lagoon or canals
punctuated by a solitary gondola as opposed to the previous convention of depicting a busy, gondola-
filled Grand Canal (fig. 2.16). There is a precedent for this image, although the photographers
themselves may not have been aware of it: around 1765, Francesco Guardi painted a solitary
gondolier plying the waters of the lagoon (fig. 2.17). However, the painting was never displayed in

Venice and was in Milan by 1898.%"

Nevertheless, as in Guardi’s painting, the local gondolier’s face
in these photographs is not shown. He is photographed from behind, or at an angle that hides the face.
Like the photographs that focus only on the Rialto Bridge, these of the solitary gondola, with or
without a gondolier, may have been read by tourists as timeless since the images excise most
contemporary details.

Other photographs of gondoliers on the Grand Canal do include tourists whose sartorial details
necessarily convey a particular historical moment. The face of the local gondolier in these
photographs remains obscured, although his anonymity and central presence can be thought to confer
onto him an aura of mystery that elevates him from the earlier pictorial tradition of locals being used
simply as accessories that give scale and depth to the scene (fig. 2.18). These photographs give
figures, even those whose faces are hidden, primacy. They, along with photographs of tourists feeding
pigeons in Piazza San Marco (fig. 2.19), are the most significant departures from the souvenir views

of the eighteenth century and were bought by the tourists being photographed and also by others

shopping for souvenir views in the photographers’ studios. As will be discussed in the next section of

"> Mauro Natale, “Scheda per Gondole sulla laguna” in Catalogo dei dipinti (Milano: Museo Poldi-Pezzoli, 1982).
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this chapter, the business of Venetians documenting tourists can be seen as an ethnographic project in
reverse in that the local is the one compiling the record.

The photographs of solitary gondolas, manned or unmanned, with or without tourists, evoked
Romantic and Victorian poetry. Indeed, the poetry of nineteenth-century England seems to have, at
least in part, prompted a portion of the commercial output of Venetian photographers. Catering to the
penchant among British and American visitors for the figure of the solitary wanderer, a hallmark of
Romanticism, and for Victorian literature’s idealization of a Venice in decay, photographers began to
produce very popular clair de lune photos of central spaces such as the Piazza San Marco (fig. 2.20).
As well, they focused their lens on peripheral spaces within Venice, such as minor canals and bridges
that suggest a stolen moment, away from the tourist fray (fig. 2.21). These photographs of peripheral
spaces were often sold without the captions specifying location that normally accompanied souvenir
photographs.?”® The final section of this chapter, which focuses on the peripheral spaces captured by
Venetian photographers, highlights the intersection of British literature and Venetian souvenir art.

By 1874, souvenir photography was one of Venice’s largest industries.*”* In an anonymous
article published in May of 1874 by the British Journal of Photography and written by a “Peripatetic
Photographer,” the reader is told that “it appears that the secret of cheap photographic art in Venice is
the fact that the dark room in which the photographer prepares his plates is, in most instances, within a
few minutes’ walk of the most picturesque, notable, and graphic subjects in that historic and world-
famed old republic. The facility with which fresh negatives may be obtained prevents any local artist

from using old or bad ones [...] and competition keeps prices down and ensures the keeping up of

3 The Ricordo di Venezia souvenir albums, though, do not seem to include photographs of peripheral spaces but only of
distinguishable, locatable sights, with accompanying captions, thus lending support for the argument, developed in the
following chapter, that the albums functioned as a visual guidebook.

™ Costantini, “Carlo Naya,” 37. Costantini does not reference the review cited below but does refer to the photographer
and journalist Stephen Thompson’s descriptions of the tourist penchant for Venetian photographs.
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27> Venetian photographers had created the tourist ritual of sorting through countless

quality.
reproductions of a city, selecting those that held a personal or symbolic valence, and purchasing them
as a tangible memory. The image of Piazza San Marco, for example, was often the visual symbol of
the tourist’s trip to Venice.”’®

As this analysis of the constancy and change in souvenir views of Venice has shown,
nineteenth-century photographs preserved many of the conventions of the previous century’s view
paintings, namely the framing and perspective of the Piazza San Marco seen from a window
overlooking the square with a view directly across to the basilica, the Piazza seen from the waters of
the Bacino di San Marco, as well as a closer view of the basilica itself. The photographs also
preserved the division of space established in the eighteenth-century souvenir views but with an eye to
the hotels and walkways that were increasingly filled with tourists. While these conventions were
maintained, new approaches emerged as well: photographers offered panoramic views of Venice, they
photographed tourists, and, catering to tourist sensibilities for the Venice described in nineteenth-
century British poetry, they offered images of a melancholy, decaying Venice focused on a solitary
gondola and peripheral canals and bridges. Given these many different visual conventions in the
souvenir photographs and the high volume of photographs sold during the period, it becomes clear

that a substantial part of the tourist experience of visiting Venice now included being surrounded not

only by the city but by myriad versions of its reproduced self.

5 Anonymous review, The British Journal of Photography, eds. Sir William Crookes, T.A. Malone, et al, vol. 21, May 1,
1874, non-numbered page.

*76 Upon receiving by mail a souvenir photograph of Piazza San Marco, a certain Dr. Thomas W. Parsons writes his friend
a poem in which he re-imagines his own visit to Venice. This poem will be analyzed in more depth in the following
chapter. The poem is published in The Critic, March 2, 1889, 105.
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2.1.2  Social and political changes in nineteenth-century Venice, and their relation to tourism

Venice was seen by both locals and foreigners as vulnerable and withou