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Rezumat

Seria Carceri a arhitectului, arheologului si scriitorului
italian Giovanni Battista Piranesi este considerata pe
scara larga una dintre cele mai remarcabile reprezentari
arhitecturale ale secolului al XVIlI-lea. Realizate Tn cursul
unor editii succesive publicate Tn 1745 si 1760, gravurile
redau spatii vaste, asemanatoare unor inchisori, alcatuite
din scari, poduri, structuri suspendate si adancimi spatiale
aparentinfinite. in timp ce studiile anterioare au interpretat
seria in principal prin prisma complexitatii sale spatiale si
a asocierii cu sublimul, aceasta lucrare examineaza seria
Carceri prin conceptul de temporalitate in reprezentarea
arhitecturala.

Studiul analizeaza modul in care experienta temporala
este generata prin mecanisme vizuale si compozitionale
incorporate in gravuri. Concentrandu-se asupra Plansei
VIl ca studiu de caz analitic specific, acesta combina
compozitia vizuala si principiile Gestalt cu perspective
teoretice privind sublimul si temporalitatea dezvoltate de
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Abstract

The Carceri series by the Italian architect, archaeologist,
and writer Giovanni Battista Piranesi is widely regarded as
one of the most remarkable architectural representations
of the eighteenth century. Developed through successive
editions published in 1745 and 1760, the engravings depict
vast prison-like environments composed of staircases,
bridges, suspended structures, and seemingly infinite
spatial recessions. While previous scholarship has primarily
interpreted the series through its spatial complexity and
association with the sublime, this paper examines the
Carceri through the concept of temporality in architectural
representation.

The study investigates how temporal experience is
generated through visual and compositional mechanisms
embedded within the engravings. Focusing on Plate VIl as a
concentratedanalytical case,itcombinesvisualcomposition
and Gestalt principles with theoretical perspectives on
sublimity and temporality developed by Edmund Burke,
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Edmund Burke, Immanuel Kant si Paul Ricoeur. Se acorda
o atentie deosebita strategiilor compozitionale precum
stratificarea verticala, trunchierea orizontala, retragerea
perspectivei, structurile suspendate, golurile perceptive si
reperele de scara corporala.

Rezultatele sugereaza ca seria Carceri functioneaza ca o
forma de arhitectura temporald. n loc s& prezinte timpul
drept o progresie liniara, gravurile evoca anticiparea,
intarzierea, intreruperea si rezolvarea amanata. Infinitul si
izolarea, miscarea si staza, extinderea si obstructia coexista
in acelasi cadru spatial, transformand reprezentarea
arhitecturala intr-un mediu care organizeaza experienta
temporala. Tn acest sens, studiul contribuie la dezbaterile
privind reprezentarea arhitecturala, demonstrand modul
in care imaginile pot modela perceptia timpului la fel
de eficient pe cat modeleaza perceptia spatiului. Seria
Carceri se contureaza astfel nu doar ca un experiment
de reprezentare sublima, ci si ca o explorare profunda a
temporalitatii in arhitectura.

Cuvinte cheie: Piranesi, seria Carceri, temporalitate arhitecturala,
imensitate, infinit, izolare spatiala

Introducere

Seria Carceri a lui Giovanni Battista Piranesi (1720-1778) este
considerata pe scara larga una dintre cele mai distinctive
explorari ale imaginatiei arhitecturale din cultura vizuala
a secolului al XVll-lea. Interesul lui Piranesi pentru
imaginarul carceral a nceput cu Carcere oscura [Inchisoare
intunecata] din Prima Parte di Architetture e Prospettive
(1743), a continuat cu Invenzioni capricci di carceri (1745)
si a culminat cu versiunea revizuita a Carceri d’Invenzione
(1760), care a reluat si reconfigurat seria anterioara,
adaugand totodata doua noi planse (Ficacci, 2001; Piranesi,
1743, 1745, 1760, 2010; Robison, 2022). In cursul acestor etape

Immanuel Kant, and Paul Ricoeur. Particular attention is
given to compositional strategies such as vertical layering,
horizontal truncation, perspectival recession, suspended
structures, perceptual voids, and bodily scale references.

The findings suggest that the Carceri operates as a form
of temporal architecture. Rather than presenting time as
a linear progression, the engravings evoke anticipation,
delay, interruption, and deferred resolution. Infinity
and confinement, movement and stasis, extension and
obstruction coexist within the same spatial framework,
transforming architectural representation into a medium
that organises temporal experience. In this respect,
the study contributes to discussions of architectural
representation by demonstrating how images can shape
the perception of time as effectively as they shape the
perception of space. The Carceri thus emerges not only
as an experiment in sublime representation but also as a
profound exploration of temporality in architecture.

Keywords: Piranesi, Carceri series, architectural temporality,
immensity, infinity, spatial confinement

Introduction

Giovanni Battista Piranesi's (1720-1778) Carceri series is
widely regarded as one of the most distinctive explorations
of architectural imagination in eighteenth-century visual
culture. Piranesi's engagement with prison imagery
began with Carcere oscura (Dark Prison) in Prima Parte di
Architetture e Prospettive (1743), continued in Invenzioni
capricci di carceri (1745), and culminated in the revised
Carceri d’Invenzione (1760), which reworked the earlier
series and added two new plates (Ficacci, 2001; Piranesi,
1743, 1745, 1760, 2010; Robison, 2022). Throughout these
iterations, Piranesi developed increasingly complex
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succesive, Piranesi a dezvoltat medii arhitecturale din ce
in ce mai complexe, alcatuite din scari, poduri, platforme,
structuri suspendate si spatii perspectivale de mare
profunzime. In loc sa reprezinte un proiect arhitectural
realizabil, seria construieste lumi spatiale speculative care
pun sub semnul intrebarii distinctiile conventionale dintre
reprezentarea arhitecturala si inventia imaginativa (Yerkes
& Hyde Minor, 2020).

Dezbaterile din secolul al XVlili-lea despre sublim au
constituit contextul intelectual al seriei Carceri. Burke
(1757/1823) si Kant (1764/1960, 1790/2007) au analizat modul
n careimensitatea, obscuritateasiincertitudinea confrunta
limitele perceptiei si ale imaginatiei, generand experiente
care oscileaza intre admiratie si dezorientare. Gravurile
lui Piranesi (1745, 1760) pot fi intelese ca transpuneri
vizuale ale acestor preocupari, deoarece dimensiunile lor
exagerate, relatiile spatiale instabile si extensiile aparent
infinite evoca multe dintre conditiile asociate sublimului.

In cadrul acestui context, studiul de fata examineaza
seria Carceri cu ajutorul conceptului de temporalitate. Tn
timp ce cercetarile anterioare s-au concentrat in principal
asupra complexitatii spatiale a gravurilor si asupra relatiei
lor cu sublimul, dimensiunea temporala a seriei a primit
comparativ mai putina atentie. Desi un numar mai mic de
studii au abordat problematica temporalitatii (Roncato,
2007; Small, 2007; Stoppani, 2006), acestea trateaza, in
general, timpul ca pe o conditie istorica, imaginara, narativa
sau culturald. De exemplu, Small (2007) analizeaza modul
in care seria Carceri destabilizeaza timpul istoric liniar prin
memorie, repetitie si stratificare temporala. Tn schimb,
studiul de fata investigheaza modul in care experienta
temporala este generatd prin mecanisme vizuale si
compozitionale incorporate in gravurile insesi. Acesta
sustine ca seria Carceri construieste tensiunitemporale prin
intermediul unor contraste spatiale precum expansiunea
si delimitarea, continuitatea si intreruperea, precum si
miscarea si stagnarea. Pentru a examina aceste procese,
studiul combina compozitia vizuala si principiile Gestalt cu

architectural environments composed of staircases,
bridges, platforms, suspended structures, and deep
perspectival spaces. Rather than representing a buildable
architectural project, the series constructs speculative
spatial worlds that challenge conventional distinctions
between architectural representation and imaginative
invention (Yerkes & Hyde Minor, 2020).

Eighteenth-century debates on the sublime shaped the
intellectual context of the Carceri. Burke (1757/1823) and
Kant (1764/1960, 1790/2007) examined how immensity,
obscurity, and uncertainty confront the limits of perception
and imagination, generating experiences that oscillate
between admiration and disorientation. Piranesi’s (1745,
1760) engravings can be understood as visual counterparts
to these concerns, since their exaggerated scales, unstable
spatial relationships, and seemingly infinite extensions
evoke many of the conditions associated with the sublime.

Against this background, the present study examines
the Carceri through the concept of temporality. While
previous scholarship has primarily focused on the spatial
complexity of the engravings and their relationship to the
sublime, the temporal dimension of the series has received
comparatively less attention. Although a smaller body of
literature has addressed questions of temporality (Roncato,
2007; Small, 2007; Stoppani, 2006), these studies generally
approach time as a historical, imaginative, narrative, or
cultural condition. For example, Small (2007) examines
how the Carceri destabilises linear historical time through
memory, repetition, and temporal layering. By contrast,
the present study investigates how temporal experience is
generated through visual and compositional mechanisms
embedded within the engravings themselves. It argues that
the Carceri constructs temporal tensions through spatial
contrasts such as expansion and delimitation, continuity
and interruption, and movement and stasis. To examine
these processes, the analysis combines visual composition
and Gestalt principles with philosophical perspectives on
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perspectivele filosofice asupra sublimului si temporalitatii,
in special cele dezvoltate de Burke (1757/1823), Kant
(1764/1960, 1790/2007) si Ricoeur (1983/1984). Prin aceasta
abordare, lucrarea cerceteaza modul in care strategiile
compozitionale, inclusiv stratificarea verticala, trunchierea
orizontala, retragerea perspectivei, structurile suspendate,
golurile perceptive si reperele de scara corporala,
genereaza experiente de anticipare, intarziere, intrerupere
si progresie amanata. Prin aceasta, articolul contribuie la
dezbaterile privind reprezentarea arhitecturala, aratand
ca temporalitatea poate fi construita nu numai prin
intermediul mediilor construite, ci si prin mecanismele
vizuale si compozitionale ale reprezentarii insesi,
distingdnd prin urmare reprezentarea arhitecturala de
proiectul de arhitectura ca loc de producere a experientei
temporale.

Seria Carceri ca filosofie a detentiei spatio-
temporale

Seria Carceri difera de celelalte proiecte de gravura ale
lui Piranesi mai putin prin subiect decat prin modul de
exprimare si a fost adesea considerata una dintre cele mai
idiosincratice opere din creatia sa (Fletcher, 1996; Tafuri,
1987; Wilton-Ely, 1978, 1993). Seria prezintd o imaginatie
arhitecturala distincta, modelata de interactiunea dintre
referintele istorice, inventia imaginativa si configuratiile
spatiale complexe. Astfel de caracteristici i-au determinat
pe cercetatori sa considere Carceri drept un experiment
unic Tn reprezentarea arhitecturala, care depaseste
reprezentarea spatiului construibil pentru a include
experienta spatiala speculativa.

In pragul romantismului, inchisoarea putea semnifica
nu doar captivitatea, ci si ,initiere, luciditate, intimitate,
retragere, renuntare, renastere, eliberare de timp,
expansiunea catre infinit, sanctuarul libertatii si al luminii
si inchiderea in prezentul etern” (States, 1979-1980, p. 618).
Desi mai multe dintre aceste asocieri rezoneaza cu Carceri

sublimity and temporality, particularly those developed by
Burke (1757/1823), Kant (1764/1960, 1790/2007), and Ricoeur
(1983/1984). Through this approach, the paper investigates
how compositional strategies—including vertical layering,
horizontal truncation, perspectival recession, suspended
structures, perceptual voids, and bodily scale references—
produce experiences of anticipation, delay, interruption,
and deferred progression. In doing so, the paper
contributes to debates on architectural representation
by showing that temporality may be constructed not
only through built environments but also through the
visual and compositional mechanisms of representation
itself, thereby distinguishing architectural representation
from architectural project as a site for the production of
temporal experience.

The Carceri as a Philosophy of Spatio-
Temporal Imprisonment

The Carceri series differs from Piranesi’s other etching
projects less in subject matter than in its mode of
expression, and has frequently been regarded as one of
the most idiosyncratic works in his oeuvre (Fletcher, 1996;
Tafuri, 1987; Wilton-Ely, 1978, 1993). The series presents
a distinctive architectural imagination shaped by the
interaction of historical references, imaginative invention,
and complex spatial configurations. Such qualities have
led scholars to regard the Carceri as a unique experiment
in architectural representation, extending beyond the
depiction of buildable space to encompass speculative
spatial experience.

At the threshold of Romanticism, prison could signify not
only confinement but also “initiation, lucidity, intimacy,
withdrawal, renunciation, rebirth, liberation from time,
expansion toward infinity, sanctuary of freedom and
light, and enclosure within the eternal present” (States,
1979-1980, p. 618). Although several of these associations
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de Piranesi, sublimul ofera un cadru mai precis pentru
interpretarea seriei. Un accent vertical dominant depaseste
marginile planselor, creand impresia unor structuri care
continua la nesfarsit dincolo de campul vizibil. Aceasta
expansiune  ascendenta  persistenta  destabilizeaza
perceptia privitorului asupra limitelor spatiale si
contribuie la senzatia de infinit care caracterizeaza seria.
Teoria estetica a secolului al XVIlI-lea asocia frecvent astfel
de experiente ale extensiei incomensurabile cu sublimul
(Burke, 1757/1823). Asa cum a observat Charles Baudelaire,
Jinfinitul pare mai profund atunci cand este restrans”
(citat Tn States, 1979-1980, p. 618), formulare care surprinde
relatia paradoxala dintre claustrare si vastitate aflata in
centrul seriei Carceri.

Piranesi exploreaza frecvent perceptia vastitatii spatiale
in desenele sale; totusi, aceasta tema capata o articulare
distincta in seria Carceri.Tn aceste gravuri, secvente spatiale
pliate se extind atat pe verticald, cat si pe orizontala, insa
compozitia pune un accent deosebit pe structurile verticale
datorita pozitiei lor arhitecturale dominante. Prin utilizarea
acului si-a acidului pentru a articula structurile care se
dezvolta pe verticala, spatiile aflate la nivelul orizontului
devin mai putin obturate. Aceste spatii ale orizontului
sugereaza, de asemenea, ca exista anumite limite situate
la 0 anumita distanta de aceste inchisori, insa acestea sunt
ascunse in mod intentionat privitorilor: astfel, podurile
mobile sau pasarelele din Carceri nu ajung in niciun spatiu
exterior; nu exista nicio cale de iesire, desi pare ca aceasta
exista. Prin urmare, ajungem la o intrebare paradoxala: a
sugerat Piranesi infinitul prin reprezentarea unei inchisori
limitate sau a sugerat limitarea prin reprezentarea unei
inchisori infinite? Aceasta intrebare este importanta
deoarece ne poate conduce catre filosofia seriei Carceri.
Daca acceptam prima parte a intrebarii, atunci inchisoarea
poate fi inteleasa ca o structura arhitecturala care
sugereaza vastitatea spatiala. Daca este preferata cea de-a
doua interpretare, inchisoarea devine un mediu autonom,
inchis in sine, care isi accentueaza propriile limite spatiale.

resonate with Piranesi's Carceri, the sublime provides
a more precise framework for interpreting the series.
A dominant vertical emphasis extends beyond the
plates’ margins, creating the impression of structures
that continue indefinitely beyond the visible field. This
persistent upward expansion destabilises the viewer's
perception of spatial limits and contributes to the sense
of infinity that characterises the series. Eighteenth-century
aesthetic theory frequently associated such experiences
of immeasurable extension with the sublime (Burke,
1757/1823). As Charles Baudelaire observed, “infinity seems
deeper when it is constricted” (as cited in States, 1979-
1980, p. 618), a formulation that captures the paradoxical
relationship between confinement and vastness that lies
at the core of the Carceri.

Piranesi frequently explores the perception of spatial
vastness in his drawings; however, this theme acquires
a distinct articulation in the Carceri. In these engravings,
folded spatial sequences extend in both vertical and
horizontal directions, yet the composition places
particular emphasis on vertical structures because of their
dominant architectural position. By using the needle and
acid to articulate the structures expanding vertically, the
spaces at the horizon level become less obscured. These
spaces at the horizon also imply that there are some
limits placed at some distance from these prisons, but
they are intentionally hidden from the viewers: thus, the
drawbridges or catwalks of the Carceri do not arrive at
any exterior place; there is no way out, although it seems
there is. As a result, we come to a paradoxical question:
did Piranesi imply infinity by providing a limited prison,
or imply limitation by providing an infinite prison? This
question is important because it may lead us to Carceri’s
philosophy. If we accept the former part of the question,
then the prison can be understood as an architectural
structure that gestures toward spatial vastness. If the
second interpretation is preferred, the prison becomes a
self-contained environment that reinforces its own spatial
limits. The question has two answers, and both require a
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Intrebarea are doud raspunsuri, iar ambele necesita
un profund exercitiu de gandire. Atunci cand observam
arhitectura din Carceri in doua dimensiuni, vedem oameni
vinovati raspanditi intr-o inchisoare aproape fara limite,
insa, daca gandim filosofic, situatia devine mai ambigua.

Prin stimularea empatiei cu ajutorul atmosferei, seria
Carceri a fost creata in primul rand pentru a-i pedepsi pe
oamenii vinovati raspanditi printre spatiile ,patetice” ale
arhitecturii romane aflate in ruind (Piranesi, 1769/1836).
Tn contextul tulburarilor politice si sociale care au zguduit
Italia secolului al XVIll-lea, marcate de dominatia straing,
instabilitatea economica si prabusirea sistemelor juridice
traditionale (Venturi, 1972), seria Carceri a lui Piranesi
poate fi interpretata ca o critica a ordinii juridice si a
mediului devastat de razboi al epocii sale. Prin urmare,
acesti oameni vinovati din Carceri par sa fie reprezentati
mai curand ca fantome decat ca trupuri (Denny, 2002):
apar ca si cum ar fi murit cu mult timp in urma, iar aceasta
aparitie spiritualizata a figurilor umane a condus la ideea
ca acestea sunt la fel de vechi precum spatiile pe care le
locuiesc.

Prezenta partiala a figurilor umane, precum si obscuritatea
epocilor si spatiilor carora le apartin, privite de la mare
distanta, ofera, de asemenea, un scenariu temporal si
arhitectural dinamic pentru atmosfera grava a seriei
(Piranesi, 1769/1836). Prin astfel de strategii, Carceri
transforma reprezentarea arhitecturala intr-un camp
speculativ in care amploarea spatiala, incertitudinea si
ambiguitatea temporala devin inseparabile. Desi a primit o
atentie limitata Tn timpul vietii lui Piranesi si a atras relativ
putini cumparatori, ulterior seria a ajuns sa fie considerata
una dintre cele mai influente realizari ale carierei sale si un
precursor important pentru mai multe directii ale gandirii
arhitecturale moderne (Wittkower, 1961).

profound exercise of thought. When we observe Carceri's
architecture in two dimensions, we see guilty people
scattered in an almost boundless prison, but if we think
philosophically, the situation becomes more ambiguous.

With the help of its atmospheric stimulation of empathy,
the Carceri was produced primarily to punish guilty people
scattered among the “pathetic” spaces of ruinous Roman
architecture (Piranesi, 1769/1836). Amidst the political
and social upheavals that shook eighteenth-century Italy,
marked by foreign domination, economic instability, and
the collapse of traditional legal systems (Venturi, 1972),
Piranesi’s Carceri series can be read as a critique of the
legal order and war-torn environment of his time. Therefore,
these guilty people in the Carceri seem to be figured as
ghosts rather than bodies (Denny, 2002): they appear as
if they had died long ago, and this spiritual appearance
of the human figures has led to the belief that they are as
ancient as the spaces they inhabit.

The partial presence of the human figures and the obscurity
of their times and spaces, viewed from a long distance, also
provide a dynamic temporal and architectural scenario
for the serious atmosphere (Piranesi, 1769/1836). Through
such strategies, the Carceri transforms architectural
representation into a speculative field in which spatial
magnitude, uncertainty, and temporal ambiguity become
inseparable. Although the series received limited attention
during Piranesi's lifetime and attracted relatively few
buyers, it has subsequently come to be regarded as one
of the most influential achievements of his career and
an important precursor for several strands of modern
architectural thought (Wittkower, 1961).
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Estetica sublimului ca temporalitate in Carceri

Experienta timpului n arhitectura a constituit de mult timp
un subiect al reflectiei filosofice. Desi forma construita
pare statica, ea este inseparabila de conditiile temporale
care fac posibila perceperea, utilizarea si transformarea
sa. Spatiul arhitectural se desfasoara in timp; privitorii
trebuie sa se deplaseze, sa isi aminteascd, sa anticipeze
si sa se reorienteze. Seria Carceri a lui Piranesi constituie
un experiment arhitectural asupra perceptiei temporale
— unul care pune in scena tensiunea dintre miscare si
imobilizare, anticiparea viitorului si prezentul perpetuu.
Tn cadrul esteticii sublimului din secolul al XVill-lea si
al teoriilor moderne asupra timpului si ritmului, Carceri
poate fi inteleasa ca o spatializare a timpului: arhitectura
face timpul sensibil — vizibil, tangibil si apasator din punct
de vedere afectiv.

Teoria lui Burke pozitioneaza cele mai puternice efecte
ale sublimului Tn experientele asociate pericolului si
protejarii vietii: ,ideile de durere si pericol [..] sunt cele
mai puternice dintre toate pasiunile” (1757/1823, p. 58). in
seria Carceri a lui Piranesi, acest lucru se manifesta nu
doar prin scara vizuala, ci si prin ambiguitatea spatiala:
fundaturile, structurile in consola si circulatiile blocate
constituie o amenintare tacita, stimuland instinctele de
aparare, asa cum sunt definite de Burke (1757/1823). Tn
plus, Burke sustine ca imensitatea provoaca o stare de
inhibitie cognitiva atunci cand imaginatia nu este capabila
sd cuprinda intregul (1757/1823, pp. 127-128). Suprapunerile
care se inalta fara sfarsit in Carceri ii constrang pe privitori
sa se confrunte cu acest tip de situatie: privirea urmareste
profunzimea, dar este suspendata, osciland continuu intre
capacitatea perceptiva de a cuprinde spatiul si esecul de
a-l cuprinde. Tn acest fel, Piranesi transforma expansiunea
arhitecturala intr-o temporalitate paralizata, blocand n
mod repetat anticiparea miscarii de catre privitor.

The Sublime Aesthetics of Spatio-Temporality
in the Carceri

The experience of time in architecture has long been
a subject of philosophical reflection. While built form
appears static, it is inseparable from the temporal
conditions that enable its perception, use, and
transformation. Architectural space unfolds in duration;
viewers must move, remember, anticipate, and reorient.
Piranesi’s Carceri constitutes an architectural experiment
in temporal perception—one that stages tension between
motion and arrest, future anticipation and perpetual
present. Across eighteenth-century sublime aesthetics and
modern theories of time and rhythm, the Carceri can be
understood as a spatialisation of time: architecture makes
time sensible—visible, tangible, and affectively oppressive.

Burke’s theory situates the strongest effects of the sublime
in the experiences connected to danger and life protection:
“the ideas of pain and danger [..] are the most powerful
of all the passions” (1757/1823, p. 58). In Piranesi’s Carceri,
this emerges not only in the visual scale but also in spatial
ambiguity: dead ends, cantilevered structures, and blocked
circulation pose a tacit threat by stimulating the instincts
of defence, as defined by Burke (1757/1823). Furthermore,
Burke claims that immensity causes cognitive depression
when the imagination is unable to conceive the whole
(1757/1823, pp. 127-128). Endlessly rising overlaps in the
Carceri force viewers into this kind of situation: the gaze
pursues depth but is arrested, continually oscillating
between perceptual reach and failure. In this way, Piranesi
converts the architectural expansion into a paralysed
temporality by repeatedly blocking viewers' anticipation of
movement.
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n reflectiile lui Burke (1757/1823) asupra infinitului si
succesiunii apare o dimensiune temporala mai clara. El
afirma ca, atunci cand infinitul se diminueaza, mai ales
intr-o distanta caracterizata de o scara ambigua, acesta
umple mintea de ,0 groaza incantatoare” (Burke, 1757/1823,
p. 129). Tn paralel cu definitia lui Burke (1757/1823, pp.
132-133), componentele arhitecturale repetate si retrase
in profunzime (balustrade, arcade, scari) din Carceri
a lui Piranesi creeaza acest tip de infinitate artificiala
prin succesiune si uniformitate partiala si produc o
temporalitate fictiva si o continuitate care nu poate
fi niciodata identificatd. In mod similar, ,maretia in
constructie” presupune o scara de aplicare care depaseste
posibilitatea unei intelegeri facile (Burke, 1757/1823, pp.
136-137); in Carceri, acest principiu transforma amploarea
intr-o Tntarziere infinita prin unificarea sa cu staza. Prin
urmare, cadrul estetic al lui Burke (1757/1823) clarifica
modul Tn care Piranesi (1745, 1760) a construit caracterul
sublim al unei astfel de inchisori nu doar prin utilizarea
scarii si a terorii, ci si prin dislocarea timpului in spatiu
si suspendarea privitorilor intre amenintarea actiunii si
imposibilitatea evadarii.

Kant (1764/1960, §2:208) distinge intre frumos si sublim,
afirmand ca acesta din urma ,trezeste satisfactie, dar
impreuna cu spaima” si se refera la ceea ce poate evoca
0 uimire vasta, simpla si cutremuratoare, mai degraba
decat o incantare vesela. Sublimul terifiant apare atunci
cand acesta intalneste o enormitate sau o obscuritate
care impinge limitele perceptive si cognitive ale mintii
— precum ,marile si intinsele pustiuri”, ,singuratatea
profunda” si ,abisul incomensurabil al intunericului” (Kant,
1764/1960, §2:209). Carceri a lui Piranesi reproduce aceasta
scara a experientei: intreruperile spatiale abrupte, golurile
verticale ascendente si profunzimile imposibil de distins
evoca teroarea lui Kant (1764/1960), insotitd de admiratie,
asociata cu inaltimea sublima si profunzimea fara limite.
Mediul arhitectural devine psihologic apasator si Ti
determina continuu pe privitori sa si evalueze capacitatea
de a intelege spatiul. Prin urmare, inchisoarea lui Piranesi

In Burke's (1757/1823) reflections on infinity and succession,
there is a clearer temporal dimension. He argues that
when infinity diminishes, especially into a distance with an
ambiguous scale, it fills the mind with “delightful horror”
(Burke, 1757/1823, p. 129). In line with Burke's (1757/1823,
pp. 132-133) definition, the repeated and recessed
architectural components (balustrades, arches, staircases)
in Piranesi's Carceri create this sort of artificial infinity
through succession and partial uniformity, and produce
a fictive temporality and a continuity that can never be
identified. Similarly, “magnitude in building” necessitates
a scale of application that surpasses easy comprehension
(Burke, 1757/1823, pp. 136-137); this principle in the Carceri
transforms magnitude into an infinite delay by being
unified with stasis. Therefore, Burke's (1757/1823) aesthetic
framework clarifies how Piranesi (1745, 1760) constructed
the sublimity of such a prison not only through the
application of scale and terror, but also by dislocating time
within space and suspending viewers between the threat
of action and the impossibility of escape.

Kant (1764/1960, §2:208) distinguishes between beauty and
sublimity by stating that the latter “arouses satisfaction,
but with dread” and pertains to that which can evoke vast,
simple, and shuddering awe rather than joyful delight.
The terrifying sublime emerges when it encounters an
enormity or obscurity, pushing the mind'’s perceptual and
cognitive limits—such as the “great and extensive wastes,’
“deep solitude,” and the “immeasurable abyss of darkness”
(Kant, 1764/1960, §2:209). Piranesi’s Carceri imitates this
experiential scale: abrupt spatial interruptions, ascending
vertical voids, and indistinguishable depths connote
Kant's (1764/1960) terror, accompanied by admiration,
associated with sublime height and boundless depth.
The architectural environment becomes psychologically
oppressive and continuously urges viewers to evaluate
their spatial comprehension. Hence, Piranesi’s prison is
not only magnificent, but also presents spatial infinity as
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nu este doar magnifica, ci prezinta si infinitatea spatiala ca
pe o amenintare si corespunde sublimului terifiant al lui
Kant (1764/1960), mai degraba decat unui simplu sentiment
de noblete sau pitoresc.

Kant (1764/1960, §2:210) afirma ca sublimitatea depinde, de
asemenea, de o durataindelungata. Atunci cand timpul este
prelungit catre un trecut indepartat, acesta devine ,nobil’,
insa atunci cand este proiectat ,intr-un viitor imprevizibil,
exista Tn el ceva terifiant”. Aceasta dualitate din Carceri
apare sub forma unei obscuritati temporale incorporate
n spatiu. Scarile nu duc nicdieri; figurile umane par niste
pitici Tn raport cu arhitectura, sugerand o expansiune
infinita, iar absenta unei cai de iesire vizibile suspenda
timpul Tntr-un prezent perpetuu — aceasta inchisoare este
construita nu doar din ziduri, ci si din progresul narativ.
Atmosfera sublima se contureaza din acest viitor inghetat,
in care amenintarea unei intemnitari fara sfarsit evoca
Jtaramul infricosator al tacerii, singuratatii si intunericului
eterne” al lui Kant (1764/1960, §2:210). Astfel, Piranesi
transforma sublimul dintr-un fenomen natural intr-unul
arhitectural: privitorii experimenteaza infinitul intr-o
maniera spatializata; preeminenta temporalitatii eterne
si a spatiului incomensurabil destabilizeaza controlul
rational si intensifica forta emotionala a scenei.

Conceptul de timp al naratiunii definit de Ricoeur
(1983/1984) ofera o perspectiva critica asupra continuitatii
temporale care este inscrisa n arhitectura. Naratiunea
mediaza intre timpul trdit si timpul cosmologic prin
structurarea experientei n succesiuni de semnificatii;
acest proces are loc si la nivel spatial, intrucat miscarea,
memoria si anticiparea construiesc durata. In Carceri a
lui Piranesi, privirile spectatorilor pun timpul Tn act prin
procesul descoperirii: scarile, podurile si structurile in
consola propun actiuni nerealizate in cadrul naratiunii.
Triada mimesisului formulatd de Ricoeur (1983/1984)
clarificd acest proces: Mimesis | (prefigurarea) indica
lumea intentiilor prestructurate si a relatiilor simbolice,
asa cum se manifesta acestea in fortele istorice, politice

a threat and coincides with Kant's (1764/1960) terrifying
sublime rather than with a mere noble or picturesque
feeling.

Kant (1764/1960, §2:210) asserts that sublimity also
depends on a long duration. When time is prolonged to
a distant past, it becomes “noble,” but when projected
“into an unforeseeable future, then there is something
terrifying in it” This duality in the Carceri appears as a
temporal obscurity embedded in space. The staircases
lead nowhere; human figures seem like dwarves near the
architecture, implying infinite expansion, and the lack of
a visible escape suspends time in a perpetual present—
this prison is built not only of walls but also of narrative
progress. The sublime atmosphere emerges from this
frozen future in which the threat of endless imprisonment
echoes Kant's (1764/1960, §2:210) “fearful realm of eternal
silence, solitude and darkness.” Thus, Piranesi converts the
sublime from a natural phenomenon into an architectural
one: viewers experience infinity in a spatialised way; the
dominant integrity of eternal time and immeasurable
space destabilises rational control and intensifies the
emotional power of the stage.

Ricoeur's (1983/1984) concept of the time of narrative
offers a critical perspective on how temporal continuity
is etched in architecture. The narrative mediates between
lived and cosmological time by structuring experience
through successive meanings; this occurs spatially, as
motion, memory, and anticipation construct duration. In
Piranesi’s Carceri, viewers' gazes perform time through
discovery: staircases, bridges, and cantilevered structures
propose unrealised actions in the narration. Ricoeur’s
(1983/1984) mimesis triad clarifies this process: Mimesis
| (prefiguration) indicates the world of prestructured
intentions and symbolic relationships, as seen in historical,
political, and emotional powers, that shape Piranesi's
imagination. Mimesis |l (configuration) corresponds
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si emotionale care modeleaza imaginatia lui Piranesi.
Mimesis Il (configurarea) corespunde intrigii; aici, traseele
fragmentate si circulatiile blocate construiesc naratiunea
unui progres intarziat. Inchisoarea devine o poveste
spatio-temporala in care circulatia este in permanenta
promisa, dar respinsa perpetuu, iar arhitectura insasi este
transformata intr-o naratiune fara solutie.

Mimesis Il (refigurarea) are loc atunci cand naratiunea
revine la timpul trait prin intermediul interpretarii sale,
producand o noud temporalitate pentru privitori. in Carceri,
fiecare interogatie vizuala se incheie intr-o contradictie:
orientarea se prabuseste, continuitatile anticipate
esueaza, iar ritmurile perspectivei se accelereaza. Aceasta
instabilitate evoca sublimul ,privarii” si al ,maretiei” la
Burke (1757/1823, pp. 96-97, 136-137) si intensifica senzatia
de captivitate Tn imensitate. Tn acest fel, Piranesi (1745,
1760) face ca timpul sa fie simtit fizic in spatiu: privitorii
experimenteaza o miscare stabila si o oscilatie temporala
intre posibilitati si paralizie. Prin prisma cadrului teoretic al
lui Ricoeur (1983/1984), seria Carceri se contureaza nu doar
ca arhitectura, ci si ca 0 masina narativa care intemniteaza
timpul intre zidurile sale.

In acest context, niciun loc nu este vreodatd static, ci
este compus din temporalitati interactive — corporale,
arhitecturale, mecanice si cosmice. Seria Carceri a lui
Piranesi poate fi inteleasa ca un camp spatial poliritmic, in
care vectorii diagonali accelereaza miscarea privirii, in timp
ce straturile orizontale provoaca intarziere si intrerupere.
Dinamismul dintre accelerarea si decelerarea vizuala
produce oscilatii ntre miscare si pauza, pe care Lefebvre
(1992/2004) le defineste ca fiind fundamentale pentru
experienta spatiala. Prin urmare, privitorii nu doar observa
Carceri, ci sunt si atrasi intr-un tempo care fluctueaza atat
vizual, cat si emotional.

Traiectoriile neortogonale, punctele oarbe, intreruperile
abrupte si structurile Tn consola produc perturbari
deliberate ale circulatiei anticipate, declansand ceea

to emplotment; here, fragmented paths and blocked
circulation routes build the narrative of delayed progress.
The prison becomes a spatio-temporal storyline in
which circulation is continually promised but perpetually
rejected, and architecture itself is transformed into an
unresolved narrative.

Mimesis 11l (refiguration) occurs when narration returns
to lived time through its interpretation, producing a
new temporality for viewers. In the Carceri, every visual
questioning ends in a contradiction: orientation collapses,
anticipated continuities fail, and perspectival rhythms
accelerate. This instability connotes Burke's (1757/1823, pp.
96-97, 136-137) sublime of “privation” and “magnitude,” and
increases the feeling of entrapment in the immensity. In
this way, Piranesi (1745, 1760) makes time physically felt in
space: viewers experience a stable motion, and a temporal
oscillation between potential and paralysis. Through
Ricoeur's (1983/1984) framework, the Carceri emerges not
only as an architecture but also as a narrative machine
imprisoning time within its walls.

In this context, no place is ever static, but is composed of
interactingtemporalities—bodily, architectural, mechanical,
and cosmic. Piranesi’s Carceri can be understood as
a polyrhythmic spatial field in which diagonal vectors
accelerate the gaze's movement, while horizontal layers
cause delay and interruption. The dynamism between
visual acceleration and deceleration produces oscillations
of movement and pause that Lefebvre (1992/2004) defined
as fundamental to spatial experience. Therefore, viewers
not only observe the Carceri but are also drawn to a tempo
that fluctuates both visually and emotionally.

Non-orthogonal orbits, blind spots, abrupt interruptions,
and cantilever structures produce deliberate disruptions
to anticipated circulation, triggering what Burke (1757/1823,
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ce Burke (1757/1823, pp. 96-97) identifica drept sublimul
Jprivarii” si al diminuarii puterii perceptive. Miscarile si
actiunile sugerate raman nerealizate, inghetand actiunea
intr-un prezent nerezolvat si producand o senzatie de
ameteala temporald. Privitorii sunt invitati in mod repetat
sa anticipeze miscarea, insa se confrunta constant cu
suspendarea acesteia. Intrucat perceptia este intrupata, si
nu doar optica, privitorii trebuie sa se adapteze fizic; acestia
isi ridica privirea catre punctele de fuga situate la inaltime
si se confrunta cu masele imense suspendate, privite de
la o linie a orizontului coborata. Aceasta conditionare
spatiala se aliniaza cu notiunea de dressage formulata
de Lefebvre (1992/2004), inteleasd ca instruire corporala
prin intermediul unor indicii perceptive. Desi spatiile din
Carceri nu pot fi locuite fizic, organizarea sa vizuala impune
totusi privitorului o disciplina corporala. Prin verticalitatea
exagerata, liniile orizontului coborate si privirile fortate in
sus, gravurile coregrafiaza comportamentul perceptiv si
ghideaza adaptarea corporala. In acest sens, notiunea de
dressage a lui Lefebvre (1992/2004) poate fi transferata din
spatiul traitTn spatiul reprezentat, unde ajustarea corporala
este provocata nu prin ocuparea fizica a spatiului, ci prin
implicarea perceptiva in imaginea nsasi.

Impreund, aceste perspective teoretice ofera cadre
complementare  pentru interpretarea  implicatiilor
temporale din Carceri. Burke (1757/1823) si Kant (1764/1960)
stabilesc cadrul estetic prin care imensitatea spatiala,
obscuritatea si incertitudinea perceptiva dau nastere unor
experiente asociate sublimului. Ricoeur (1983/1984) extinde
aceasta discutie, evidentiind modul in care configuratiile
arhitecturale pot structura experienta temporala prin
anticipare, intarziere, intrerupere si progresie nerezolvata.
Notiunea de dressage a lui Lefebvre (1992/2004) adauga o
dimensiune suplimentara, punand in evidenta adaptarea
intrupata pe care o solicita imaginea, in special prin
manipularea punctului de vedere, a scarii si a orientarii
perceptive.

pp. 96-97) identifies as the sublime of “privation” and
perceptual disempowerment. The implied movements
and operations remain unrealised, freezing action in an
unresolved present and producing a sense of temporal
dizziness. Viewers are repeatedly invited to anticipate
movement, yet encounter its continual suspension. Since
perception is embodied rather than merely optical, viewers
must adapt physically; they raise their heads toward
elevated vanishing points and confront the immense
suspended masses from a lowered horizon line. This spatial
conditioning aligns with Lefebvre’s (1992/2004) notion
of dressage, understood as bodily instruction through
perceptual cues. Although the Carceri cannot be physically
inhabited, its visual organisation nevertheless imposes a
bodily discipline upon the viewer. Through exaggerated
verticality, lowered horizon lines, and forced upward
gazes, the engravings choreograph perceptual behaviour
and guide bodily adaptation. In this sense, Lefebvre’s
(1992/2004) notion of dressage can be transferred from
lived space to representational space, where bodily
adjustment is elicited not by physical occupation but by
perceptual engagement with the image itself.

Taken together, these theoretical perspectives provide
complementary lenses for interpreting the temporal
implications of the Carceri. Burke (1757/1823) and Kant
(1764/1960) establish the aesthetic framework through
which spatial immensity, obscurity, and perceptual
uncertainty give rise to experiences associated with the
sublime. Ricoeur (1983/1984) extends this discussion by
revealing how architectural configurations can structure
temporal experience through anticipation, delay,
interruption, and unresolved progression. Lefebvre’s
(1992/2004) notion of dressage adds a further dimension
by highlighting the embodied adaptation required by the
image, particularly through its manipulation of viewpoint,
scale, and perceptual orientation.
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Aceste consideratii teoretice au stat, de asemenea, la
baza selectiei categoriilor analitice utilizate pentru analiza
vizuala. Stratificarea verticala, reorganizarea perceptiva si
ascensiunea progresiva, impreuna cu reculul perspectival,
au fost selectate deoarece intensifica experientele de
imensitate spatiald, extensie si sublim. Trunchierea
orizontala, ansamblurile de masinarii si structurile
suspendate, precum si traseele grafice care ghideaza
privirea prin intermediul unor traiectorii neortogonale
au fost analizate ca mecanisme care genereaza
anticipare, intarziere, intrerupere si progresie nerezolvata,
corespunzand intelegerii temporalitatii narative la Ricoeur
(1983/1984). Nodurile de spatiu negativ (sau vidurile
temporale) au fost incluse ca momente de suspendare
perceptiva si narativa. In acelasi timp, figurile umane de
dimensiuni reduse ofera un reper corporal si perceptiv
prin intermediul caruia devin lizibile imensitatea,
captivitatea si orientarea privitorului. In consecintd, aceste
categorii nu sunt tratate doar ca trasaturi compozitionale,
ci ca mecanisme vizuale prin care temporalitatea este
organizata, intarziata, intrupata si experimentata. Pentru a
examina modul in care aceste mecanisme functioneaza in
cadrul gravurilor, studiul trece acum de la cadrul teoretic la
o0 analiza vizuala focalizatd. In loc sa trateze temporalitatea
ca pe un concept abstract, sectiunea urmatoare
investigheaza modul Tn care aceasta se manifesta prin
configuratii compozitionale specifice si efecte perceptive
din Carceri.

Analiza vizuala a unei gravuri din Carceri si
conexiunile cu teoria

Avand in vedere amploarea extinsa a celei de-a doua
editii si tehnicile de desen mai dezvoltate ale lui Piranesi,
acest studiu se concentreaza asupra planselor din Carceri
d’Invenzione (1760). Analiza este realizatd prin examinarea
mai multor caracteristici compozitionale recurente in
Carceri, si anume:

These theoretical concerns also informed the selection
of analytical categories for the visual analysis. Vertical
layering, perceptual reorganisation, and progressive
ascent, together with perspectival recession, were selected
because they intensify experiences of spatial immensity,
extension, and the sublime. Horizontal truncation,
machinery assemblages and suspended structures, and
eye-guiding linework through non-orthogonal paths were
examined as mechanisms that generate anticipation,
delay, interruption, and unresolved progression,
corresponding to Ricoeur's (1983/1984) understanding of
narrative temporality. Negative space nodes (or temporal
voids) were included as moments of perceptual and
narrative suspension. At the same time, insignificant
humans provide a bodily and perceptual reference through
which immensity, confinement, and viewer orientation
become legible. Accordingly, these categories are treated
not merely as compositional features but as visual
mechanisms through which temporality is organised,
delayed, embodied, and experienced. To examine how
these mechanisms operate within the engravings, the
study now moves from the theoretical framework to a
focused visual analysis. Rather than treating temporality as
an abstract concept, the following section investigates how
it emerges through specific compositional configurations
and perceptual effects within the Carceri.

Visual Analysis of a Carceri Engraving and the
Connections with Theory

Given the expanded scope of the second edition and
Piranesi’'s more developed drawing techniques, this study
focuses on the plates of Carceri d’Invenzione (1760). The
analysis is undertaken through the examination of several
recurring compositional characteristics in the Carceri,
namely:
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_ stratificarea verticala, reorganizarea perceptiva si
_ascensiunea progresiva;

_ trunchierea orizontalg;

_ retragerea perspectivei;
_ansamblurile de masinarii i
suspendate;

_ traseele grafice care ghideaza privirea prin
traiectorii neortogonale;
_nodurile de spatiu
temporale);

_ figurile umane insignifiante.

structurile

negativ (sau vidurile

Aceste categorii pot fi identificate de-a lungul celor
saisprezece planse ale seriei Carceri d’Invenzione, desi
apar cu grade diferite de intensitate si in combinatii
variate. Avand Tn vedere scopul acestei lucrari, analiza se
concentreaza asupra unui singur studiu de caz — Plansa
VII, intitulata postum ,Podul mobil” (Fig. 1). Aceasta plansa
a fost selectata deoarece prezinta toate cele sapte categorii
analitice identificate in acest studiu — stratificarea verticala,
reorganizarea perceptiva si ascensiunea progresiva,
trunchierea orizontala, reculul perspectival, ansamblurile
de masinarii si structurile suspendate, traseele grafice
care ghideaza privirea prin intermediul unor traiectorii
neortogonale, nodurile de spatiu negativ si figurile umane
de dimensiuni reduse — intr-o singura compozitie si cu o
claritate vizuala exceptionala. In loc sa trateze Plansa VII
ca fiind reprezentativa din punct de vedere statistic pentru
intreaga serie, studiul o utilizeaza ca pe un caz analitic
focalizat, pentru a examinain detaliu implicatiile temporale
ale acestor mecanisme compozitionale recurente.

Pentru a cerceta aceste efecte spatiale si strategii
compozitionale, analiza se bazeaza, de asemenea, pe
principiile compozitiei si pe teoria Gestalt. Cadrele
filosofice selectate ofera perspective interpretative
prin intermediul carora aceste mecanisme vizuale sunt
traduse in fenomene temporale: Burke si Kant contribuie
la Tntelegerea experientelor sublimului, a imensitatii si
a incertitudinii perceptive; Ricoeur clarifica procesele de

_ vertical layering, perceptual reorganisation
_ progressive ascent;

_ horizontal truncation;

_ perspectival recession;

_ machinery  assemblages and  suspended
structures;

_ eye-guiding linework through non-orthogonal
paths;

_ negative space nodes (or temporal voids);
_insignificant humans.

These categories can be identified throughout the sixteen
plates of the Carceri d’Invenzione series, although they
appear with varying degrees of intensity and in different
combinations. Due to the scope of this paper, the analysis
focuses on a single case study—Plate VII, posthumously
titled “The Drawbridge” (Fig. 1). This plate was selected
because it presentsall seven analytical categories identified
in this study—vertical layering, perceptual reorganisation,
and progressive ascent, horizontal truncation, perspectival
recession, machinery assemblages and suspended
structures, eye-guiding linework through non-orthogonal
paths, negative space nodes, and insignificant humans—
within a single composition and with exceptional visual
clarity. Rather than treating Plate VII as statistically
representative of the entire series, the study uses it as a
focused analytical case to examine in detail the temporal
implications of these recurring compositional mechanisms.

To investigate these spatial effects and compositional
strategies, the analysis also draws upon principles of
composition and Gestalt theory. The selected philosophical
frameworks provide interpretive lenses through which
these visual mechanisms are translated into temporal
phenomena: Burke and Kant illuminate experiences of
sublimity, immensity, and perceptual uncertainty; Ricoeur
clarifies processes of anticipation, interruption, and

280 Timp si arhitectura. Perspective pentru viitor / Time and Architecture. Visions for the future. Argument 18/2026



Fig. 1. Piranesi, Plansa VIl (Podul mobil), Carceri d’Invenzione, 1745 (tiparita mai tarziu). Gravura pe hartie, 55.7 x 41.3 cm. Cooper
Hewitt, Smithsonian Design Museum, New York. / Piranesi, Plate VII (The Drawbridge), Carceri d’Invenzione, 1745 (printed later).
Etching on paper, 55.7 x 41.3 cm. Cooper Hewitt, Smithsonian Design Museum, New York. Sursa/ Source: Imagine din domeniul

public, Smithsonian / Public domain image, Smithsonian Institution.
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anticipare, intrerupere si progresie amanata; iar notiunea
de dressage formulata de Lefebvre contribuie la explicarea
solicitarilor intrupate impuse privitorului. Sectiunea
urmatoare prezinta aceasta examinare analitica si teoretica
prin intermediul Plansei VIl din Carceri d’Invenzione.

Stratificarea verticala, reorganizarea
perceptiva si ascensiunea progresiva

Carceri d’Invenzione de Piranesi (1760) mobilizeaza o
estetica a scarii coplesitoare, care evoca in mod direct
notiunea lui Burke (1757/1823, pp. 97-99, 104-105) de
uimire generata de ,vastitate” si ,maretie in constructie”
Platformele dispuse pe verticala, scarile repetate ritmic si
reculurile de perspectiva aliniate din Plansa VIl intensifica
masa arhitecturala dincolo de proportiille umane
masurabile (Fig. 2). Datorita gradului scazut de Prdgnanz
al compozitiei, privitorului nu Ti este prezentata imediat o
ierarhie vizuala stabila. Tn schimb, privirea este constransa
sa se deplaseze printre multiple fragmente arhitecturale,
indicii directionale concurente si straturi spatiale partial
ascunse, Tnainte de a le reorganiza treptat intr-o structura
perceptiva coerenta. Odata produsa aceasta reorganizare,
principiile continuitatii incurajeaza ochiul sa conecteze
traseele de circulatie dispuse pe verticala in traiectori
ale unei ascensiuni progresive. Cu toate acestea, campul
vizual refuza sa fie delimitat; fiecare destinatie aparenta
se deschide catre noi straturi spatiale, producand ceea
ce Kant (1790/2007, §25, p. 250) descrie drept ,progres ad
infinitum”, un orizont al continuitatii spatiale care este
amanat in permanenta.

Dupa cum se observa in Fig. 2, mecanismele Gestalt
si cele compozitionale consolideaza acest paradox
spatio-temporal. Datorita gradului scazut de Pragnanz
al compozitiei, privitorul fintalneste initial un camp
vizual fragmentat, lipsit de o ierarhie perceptiva stabila.
Prin urmare, privirea se deplaseaza de-a lungul mai
multor straturi arhitecturale, al unor trasee de circulatie

deferred progression; and Lefebvre’s notion of dressage
helps explain the embodied demands imposed upon
the viewer. The following section presents this analytical
and theoretical examination through Plate VII of Carceri
d’'Invenzione.

Vertical Layering, Perceptual
Reorganisation, and Progressive Ascent

Piranesi's (1760) Carceri d’Invenzione mobilises an
aesthetics of overwhelming scale that directly evokes
Burke's (1757/1823, pp. 97-99, 104-105) notion of awe
generated by “vastness” and “magnitude in building”
The vertically stacked platforms, rhythmically repeated
staircases, and aligned perspectival recessions in Plate VII
intensify architectural mass beyond measurable human
proportions (Fig. 2). Owing to the composition’s low
Pragnanz, the viewer is not immediately presented with a
stable visual hierarchy. Instead, the gaze is compelled to
move across multiple architectural fragments, competing
directional cues, and partially obscured spatial layers
before gradually reorganising them into a coherent
perceptual structure. Once this reorganisation occurs,
principles of continuity encourage the eye to connect the
vertically stacked circulation paths into trajectories of
progressive ascent. However, the visual field refuses to be
delimited; each apparent destination opens onto further
spatial layers, producing what Kant (1790/2007, § 25, p. 250)
describes as “progress ad infinitum,” a horizon of spatial
continuity that is continually deferred.

As seen in Fig. 2, Gestalt and compositional mechanisms
reinforce this spatio-temporal paradox. Owing to the
composition’s low Pragnanz, the viewer initially encounters
a fragmented visual field lacking a stable perceptual
hierarchy. The gaze therefore moves across multiple
architectural layers, discontinuous circulation routes, and
competing directional cues before gradually reorganising
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sation)

discontinue si al unor indicii directionale concurente,
inainte de a reorganiza treptat aceste elemente
intr-o structura spatiala mai coerenta. Odata produsa
aceasta reorganizare perceptiva, principiile continuitatii
incurajeaza ochiul sa conecteze scarile, platformele si
straturile structurale repetate in traiectorii ascendente
care se extind dincolo de cadrul imediat. In acelasi timp,
principiul Tnchiderii determina privitorii sa completeze
relatiile arhitecturale care raman doar partial vizibile.
Succesiunea vizuala rezultata consolideaza impresia de
continuitate in pofida intreruperilor recurente. Aceasta
tensiune perceptiva rezoneaza cu intelegerea de catre
Burke (1757/1823, pp. 127-129) a succesiunii si a infinitului
artificial, prin care repetitia si uniformitatea partiala
genereaza impresia unei extensii incomensurabile. in mod
similar, fiecare nivel arhitectural pare sa promita o etapa

Fig. 2. Stratificarea verticald, reorganizarea perceptiva si ascensiunea progresiva
in Plansa VII: marcaj analitic care ilustreaza platformele d|spuse pe verticala (linii
rosn) traiectoriile initiale ale privirii asociate reorgamzam perceptive intr-un
camp cu un grad scazut de Prdagnanz (linie_albastra intrerupta) si traiectoriile
ascendente construite ulterior ale ascensiunii (sageti galbene). Impreuna aceste
mecanisme contribuie la perceptia continuitatii amanate, a ascensiunii progresive
si a reculului spatial infinit / Vertical layering, perceptual reorganisation, and
progressive ascent in Plate VII: analytic markup illustrating vertically stacked
platforms (red lines), initial gaze trajectories associated with perceptual
reorganisation in a field of low Pragnanz (blue dashed line), and subsequently
constructed upward trajectories of ascent (yellow arrows). Together, these
mechanisms contribute to the perception of deferred continuity, progressive
ascent, and infinite spatial recession. Sursa/ Source: Prelucrare de catre autoare.
/ Adapted by the author.

these elements into a more coherent spatial structure.
Once this perceptual reorganisation occurs, principles
of continuity encourage the eye to connect repeated
staircases, platforms, and structural layers into ascending
trajectories that extend beyond the immediate frame.
At the same time, closure prompts viewers to complete
architectural relationships that remain only partially
visible. The resulting visual succession reinforces the
impression of continuity despite recurrent interruptions.
This perceptual tension resonates with Burke's (1757/1823,
pp. 127-129) understanding of succession and artificial
infinity, whereby repetition and partial uniformity generate
the impression of immeasurable extension. Similarly,
each architectural level appears to promise a further
stage of ascent, yet no final destination is ever revealed.
The composition, therefore, simultaneously suggests
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ulterioara a ascensiunii, insa nicio destinatie finala nu este
vreodata dezvaluita. Prin urmare, compozitia sugereaza
simultan miscarea si amana implinirea acesteia. In loc sa
functioneze ca o ordine arhitecturala stabila, organizarea
verticala a Plansei VIl transforma spatiul intr-o conditie
temporalda a anticiparii, extensiei si amanarii perpetue,
contribuind la experienta sublima a unui infinit care poate
fi urmarit, dar niciodata cuprins pe deplin.

Trunchierea orizontala

Plansa VIl aprofundeaza contradictia spatiala prin
multiplicarea intreruperilor abrupte si a fundaturilor;
aceste intreruperi constau in trasee de circulatie care se
termina fara rezolvare (Fig. 3). Ele destabilizeaza anticiparile
privitorilor, slabesc continuitatea si conectivitatea
Gestalt si perturba fluxul vizual prin opriri perceptive
obligatorii. Podul mobil, asociat in mod conventional cu
conexiunea si trecerea, ramane suspendat intr-o stare
nerealizatd, sugerand o tranzitie amanata catre un viitor
necunoscut. Varietatea si contrastul sunt intensificate prin
interconectarea platformelor nealiniate si prin schimbarile
de rotatie ale scarilor, care se opun unei ordini ortogonale.
Tn acest context, notiunea lui Kant (1790/2007, §25, p. 250)
de ,progres ad infinitum” nu este negata, ci distorsionata:
ascensiunea pare posibila, Tnsa sosirea ramane, din
punct de vedere structural, imposibil de atins. Rezultatul
este o conditie care corespunde indeaproape intelegerii
temporalitatii narative la Ricoeur (1983/1984), in care
progresia depinde de anticipare, intarziere si implinire
amanata. Mediul arhitectural promite in permanenta
miscarea, refuzand insa incheierea acesteia.

Aceste intreruperi compozitionale creeaza ceea ce Burke
(1757/1823) numeste nelinistea sublimd a incertitudinii
si pericolului. Similaritatea si regiunea comuna persista
prin intermediul elementelor arhitecturale repetitive, insa
aceste principii de organizare sunt sistematic subminate
de discontinuitati care impiedica integrarea spatiala. Tn loc
sa ofere orientare, traseele ascendente ii readuc in mod

movement and postpones its fulfilment. Rather than
functioning as a stable architectural order, the vertical
organisation of Plate VII transforms space into a temporal
condition of anticipation, extension, and perpetual deferral,
contributing to the sublime experience of an infinity that
can be pursued but never fully grasped.

Horizontal Truncation

Plate VII deepens the spatial contradiction by multiplying
abrupt interruptions and dead ends; these interruptions
occur where circulation routes terminate without resolution
(Fig. 3). They destabilise viewers' anticipations, weaken
Gestalt continuity and connectedness, and disrupt visual
flow through obligatory perceptual halts. The drawbridge,
conventionally associated with connection and passage,
remains suspended in an unrealised state, implying a
transition deferred to an unknown future. Variety and
contrast are intensified through the interlocking of
unaligned platforms and the rotational shifts of the
staircases, which resist orthogonal order. In this context,
Kant's (1790/2007, § 25, p. 250) notion of “progress ad
infinitum” is not denied but distorted: ascent appears
possible, yet arrival remains structurally unattainable. The
result is a condition that closely corresponds to Ricoeur's
(1983/1984) understanding of narrative temporality, in
which progression depends upon expectation, delay,
and deferred fulfilment. The architectural environment
continually promises movement while withholding its
completion.

These compositional interruptions create what Burke
(1757/1823) calls the sublime unease of uncertainty and
danger. Similarity and common region persist through
repetitive architectural elements, yet these organising
principles are systematically undermined by discontinuities
that obstruct spatial integration. Rather than providing
orientation, the ascending routes repeatedly return
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repetat pe privitoriin situatii de incertitudine si suspendare.
Prin urmare, logica circulatiei este transformata intr-un
paradox temporal: miscarea este in permanenta sugerata,
dar in mod repetat frustrata. Plansa VII pune de aceea in
scena o drama arhitecturala a continuitatii obstructionate,
in care progresia spatiala supravietuieste doar sub forma
anticiparii, iar posibilitatea sosirii ramane perpetuu

amanata.

Fig. 3. Trunchierea orizontala in Plansa VII: suprapunere analitica care marcheaza
|ntreruper|le bruste (marcaje rosii) si "punctele de sosire oarbe (marcaje gal bene)
de-a lungul traseelor de cwculane evidentiind discontinuitatea spatiald si
miscarea obstructionatd in cadrul compozme| | Horizontal truncation in Plate
VI analyt\c overlay marking abrupt cut-offs (red marks) and blind arrivals (yellow
marks) in circulation paths, emphasisin spana discontinuity and obstructed
movement across the composition Sursa% Source: Prelucrare de catre autoare. /
Adapted by the author.

viewers to conditions of uncertainty and suspension.
Consequently, the logic of circulation is transformed into
a temporal paradox: movement is continually invited
yet repeatedly frustrated. Plate VII, therefore, stages an
architectural drama of obstructed continuity, in which
spatial progression survives only as anticipation, and the
possibility of arrival remains perpetually deferred.

Timp si arhitectura. Perspective pentru viitor / Time and Architecture. Visions for the future. Argument 18/2026 285

Abordari teoretice| Theoretical approaches 04



Retragerea perspectivei

Aceasta tehnica din Plansa VIl prezinta cinci niveluri de
profunzime arhitecturala, in care fiecare platforma se
retrage progresiv in directia axei z (Fig. 4). Aceastd adancire
succesiva corespunde Tintelegerii sublimului la Burke
(1757/1823, pp. 76-77, 97-99, 104-105) prin obscuritate,
vastitate si maretie, generand impresia unei expansiuni
incomensurabile dincolo de ceea ce este imediat vizibil.
Notiunea lui Kant (1790/2007, §25, p. 250) de ,progres ad
infinitum” capata aici, in mod similar, o forma spatiala,
intrucat niciunul dintre niveluri nu Tncheie parcursul
vizual; fiecare platforma se deschide catre un nou recul
spatial care ramane partial ascuns. Principiile Gestalt ale
similaritatii si regiunii comune contribuie la acest efect
prin organizarea profunzimilor stratificate intr-o secventa
spatiala coerenta, dar care se extinde continuu. Primul
plan curbiliniu, situat cel mai aproape de privitor, unifica
compozitia prin intermediul unui invelis spatial comun,
orientand simultan perceptia catre zone din ce in ce mai
indepartate. Prin aceasta amanare continua a completarii
vizuale, profunzimea devine nu doar o conditie geometrica,
ci si una temporald. Imaginea proiecteaza in mod repetat
perceptia catre o destinatie care ramane permanent
dincolo de posibilitatea atingerii, transformand reculul
spatial intr-o experienta a anticiparii, extensiei si sosirii
amanate.

Tn imaginea reconstructiei perspectivei (Fig. 5), Piranesi
submineaza ordinea clasica a perspectivei prin
multiplicarea sistemelor directionale de puncte de fuga,
care diverg in loc sa convearga. Mecanismele Gestalt care
sustin In mod obisnuit unitatea perceptiva — destinul
comun, conectivitatea, simetria si orientarea ordonata —
sunt perturbate in mod sistematic. Instabilitatea rezultata
intensifica senzatia de varietate si dezorientare, intrucat
traseele vizuale urmeaza traiectorii incompatibile si rezista
integrarii spatiale coerente. Ceea ce ar fi putut constitui
un sistem perspectival unitar devine astfel fragmentat,

Perspectival Recession

ThistechniqueinPlate VIl presentsfivelayersofarchitectural
depth in which each platform recedes progressively into
the z-axis (Fig. 4). This successive deepening corresponds to
Burke's (1757/1823, pp. 76-77, 97-99, 104-105) understanding
of the sublime through obscurity, vastness, and magnitude,
generating the impression of an immeasurable expansion
beyond what is immediately visible. Kant's (1790/2007, §
25, p. 250) notion of “progress ad infinitum” similarly takes
spatial form here, as none of the levels concludes the visual
journey; each platform opens onto another recession that
remains partially concealed. Gestalt principles of similarity
and common region contribute to this effect by organising
the layered depths into a coherent yet continuously
extending spatial sequence. The first curvilinear plane,
positioned closest to the viewer, unifies the composition
through a common spatial envelope while simultaneously
directing perception toward increasingly distant zones.
Through this continual deferral of visual completion,
depth becomes not only a geometric condition but also
a temporal one. The image repeatedly projects perception
toward a destination that remains perpetually beyond
reach, transforming spatial recession into an experience of
anticipation, extension, and delayed arrival.

In the perspective-reconstruction image (Fig. 5), Piranesi
subverts the classical order of perspective by multiplying
directional vanishing systems that diverge rather than
converge. Gestalt mechanisms that normally support
perceptual unity—common fate, connectedness, symmetry,
and ordered orientation—are systematically disrupted. The
resulting instability intensifies the sense of variety and
disorientation, as visual pathways follow incompatible
trajectories and resist coherent spatial integration. What
might otherwise constitute a unified perspectival system
becomes fractured, corresponding to Kant's (1764/1960,
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Fig. 4. Retragerea perspectivei prin efectul de profunzime in plansa Vil
suprapunere analitica ce ilustreaza cinci niveluri succesive de profunnme in
plansa VI, evidentiind modul Tn care reculul perspectival structureaza amploarea
spatlata si progresia infinitd. / Perspectival recession through the effect of depth
in Plate VII: analytic overlay illustrating five sequential depth layers in Plate VI,
showing how perspectival recession structures spatial magnitude and infinite
progression. Sursa/ Source: Prelucrare de catre autoare. / Adapted by the author.

Fig. 5. Retragerea perspectivei prin intermediul directiilor multiple in plansa
VII: suprapunere analitica ce evidentiaza directiile perspectivale d|vergente
(marcaje rosii) in plansa VII, punand in evidenta coerenta spatiala perturbata si
complexitatea perceptiva accentuata impreund cu o probabild linie a orizontulti
coboratd. / Perspectival recession through multiple directions in Plate VIl
analytic overlay showing diverging perspective directions (red marks) in Plate VII,
highlighting disrupted spatial coherence and heightened perceptual complexity
along with a lowered probable horizon line. Sursa/ Source: Prelucrare de catre
autoare. / Adapted by the author.

multiple directions v

probable horizon line
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corespunzand sublimului lui Kant (1764/1960, 1790/2007)
ca o confruntare cu conditii care depasesc organizarea
rationala si capacitatea de stapanire perceptiva.

Linia orizontului este pozitionata in mod evident foarte
jos, determinand privitorii sa adopte o privire orientata in
sus catre masele arhitecturale impunatoare; aceasta este
o strategie recunoscuta a lui Piranesi pentru amplificarea
scarii si intensificarea efectului sublim (Ek & Sengel,
2007). Tn acest sens, accentul pus de Burke (1757/1823,
pp. 97-98) pe verticalitate si pe amploarea coplesitoare
devine inseparabil de implicarea corporala a privitorului
in raport cu imaginea. Compozitia nu reprezinta pur
si simplu Tnaltimea; ea conditioneaza perceptia prin
solicitarile vizuale pe care le impune. Acest efect poate
fi inteles prin prisma notiunii de dressage formulata de
Lefebvre (1992/2004), in care indicii perceptive determina
adaptarea corporala. Desi privitorul nu locuieste fizic in
Carceri, imaginea ii ghideaza totusi orientarea corporala,
impunand o pozitie vizuala orientata n sus si consolidand
experienta imensitatii spatiale. Rezultatul este un mediu
perspectival care destabilizeaza orientarea si, simultan,
coregrafiaza modul in care privitorul interactioneaza cu
acesta.

Ansambluri de masinarii si structuri
suspendate

Tn analiza plansei VIl prezentatd in Fig. 6, miscarea este
simultan sugerata si negata. In timp ce vectorii directionali
(marcaje rosii) sugereaza miscarea prin intermediul
scarilor, grinzilor si structurilor suspendate, traiectoriile
acestora culmineaza in mod repetat in momente de
staza (marcaje galbene). Prin urmare, compozitia instituie
un paradox spatio-temporal in care miscarea ramane
perpetuu iminenta, dar nu este niciodata pe deplin
realizata. Ansamblurile de masinarii si elementele in
consola par pregatite pentru a fi puse in functiune, dar
raman inghetate intr-o stare de potentialitate suspendata.

1790/2007) sublime as a confrontation with conditions that
exceed rational organisation and perceptual mastery.

The horizon line is positioned conspicuously low, requiring
viewers to adopt an upward gaze toward the towering
architectural masses;thisisarecognised Piranesian strategy
for magnifying scale and intensifying the sublime effect (Ek
& Sengel, 2007). In this respect, Burke's (1757/1823, pp. 97-
98) emphasis on verticality and overwhelming magnitude
becomes inseparable from the viewer’s bodily engagement
with the image. The composition does not merely
represent height; it conditions perception through the
visual demands it imposes. This effect can be understood
through Lefebvre's (1992/2004) notion of dressage, in
which perceptual cues elicit bodily adaptation. Although
the viewer does not physically inhabit the Carceri, the
image nevertheless guides bodily orientation, compelling
an upward visual posture and reinforcing the experience of
spatial immensity. The result is a perspectival environment
that destabilises orientation while simultaneously
choreographing the viewer's engagement with it.

Machinery Assemblages and Suspended
Structures

In the analysis of Plate VII shown in Fig. 6, movement is
simultaneously suggested and denied. While the directional
vectors (red marks) imply motion through staircases,
beams, and suspended structures, their trajectories
repeatedly culminate in moments of stasis (yellow
marks). The composition, therefore, establishes a spatio-
temporal paradox in which movement remains perpetually
imminent yet never fully realised. Machinery assemblages
and cantilevered elements appear poised for operation,
but remain frozen in a state of suspended potential. This
tension corresponds to Burke's (1757/1823) understanding
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Aceasta tensiune corespunde intelegerii sublimului la
Burke (1757/1823), ca experientd modelata nu doar de
scara, ci si de incertitudine. Privitorii intalnesc promisiunea
persistenta a actiunii fara a-i vedea implinirea, creand
o atmosfera de anticipare si asteptare nerezolvata. Din
perspectiva lui Ricoeur (1983/1984), aceste mecanisme
suspendate functioneaza ca dispozitive narative: ele
implica un eveniment sau o transformare viitoare, dar
raman blocate intr-un prezent prelungit. Rezultatul este
o conditie temporala in care progresia este proiectata in
permanenta, dar amanata in mod repetat.

Fig. 6. Ansambluri de masindrii cu miscare sugerata si miscare inghetata
in plansa VII: suprapunere analitica ce identificd elementele ‘mecanice care
sugereaza miscare (marcaje rosii), dar raman inghetate (marcaje galbene)
in plansa VI, evidentiind contrastele directionale si dinamica suspendata. /
Machinery assembl ages with implied movement and frozen motion in Plate VII:
analytic overlay identifying machinery elements that imply motion (red marks)
but remain frozen (yellow marks) in Plate VII, highlighting directional contrasts
and suspended kinetics. Sursa/ Source: Prelucrare de catre autoare. / Adapted
by the author.

of the sublime as an experience shaped not only by scale
but also by uncertainty. Viewers encounter the persistent
promise of action without witnessing its fulfilment, creating
an atmosphere of anticipation and unresolved expectation.
From Ricoeur's (1983/1984) perspective, these suspended
mechanisms function as narrative devices: they imply a
future event or transformation, yet remain locked within
an extended present. The result is a temporal condition in
which progression is continually projected but repeatedly
deferred.
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Principiile Gestalt si cele compozitionale din Fig. 6 intaresc
acest paradox. Vectorii directionali pot fi intelesi initial prin
prisma principiului destinului comun; cu toate acestea,
traiectoriile lor contradictorii submineaza unitatea
perceptiva si genereaza varietate experientiald. Tn loc sa
ghideze privirea catre o destinatie coerenta, miscarile
disperseaza atentia de-a lungul unor fluxuri fragmentate
si concurente. Prin urmare, contrastele directionale ale lui
Piranesi (1760) se opun inchiderii si conectivitatii, inlocuind
rezolutia vizuala cu o stare de suspendare perpetua. Din
perspectiva lui Kant (1764/1960, 1790/2007), compozitia
ofera un potential inepuizabil de miscare care depaseste
limitele organizarii perceptive si rationale complete.
Astfel, masinariile devin mai mult decat un simplu motiv
functional: ele functioneaza ca un mecanism vizual care
mentine timpul in suspensie, transformand organizarea
spatiala intr-o experienta a anticiparii, intreruperii si
implinirii amanate.

Liniile care ghideaza privirea prin
traiectorii neortogonale

Tn Fig. 7, Piranesi organizeaza un sistem complex de indicii
directionale care, simultan, ghideaza si perturba miscarea
vizuala. Tn timp ce traseele diagonale (neortogonale,
marcate cu galben) atragimediat privirea in sus, de-a lungul
unor secvente spatiale fragmentate, straturile orizontale
(marcaje rosii) intrerup in mod repetat aceasta progresie,
producand momente de ezitare perceptiva. Aceste
contraste directionale intensifica senzatia unei varietati
dezordonate: vectorii de miscare se suprapun, diverg si
rezista integrarii intr-o singura traiectorie coerenta.

Ca rezultat, privitorii sunt incurajati in permanenta sa
urmareasca continuitatea spatiala, chiarin timp ce aceasta
este perturbata. in termenii lui Burke (1757/1823), sublimul
rezulta nu doar din scara, ci si din incertitudine si privare,
pe masura ce orientarea perceptiva devine din ce in ce mai
instabild. Din perspectiva lui Ricoeur (1983/1984), aceste

The Gestalt and compositional principles in Fig. 6 further
reinforce this paradox. The directional vectors may
initially be understood through the principle of common
fate; however, their conflicting trajectories undermine
perceptual unity and generate experiential variety. Rather
than guiding the eye toward a coherent destination, the
movements disperse attention across fragmented and
competing flows. Consequently, Piranesi’'s (1760) directional
contrasts resist closure and connectedness, replacing visual
resolution with a condition of perpetual suspension. From
Kant's (1764/1960, 1790/2007) perspective, the composition
offers an inexhaustible potential for movement that
exceeds the bounds of complete perceptual and rational
organisation. Machinery thus becomes more than a
functional motif: it functions as a visual mechanism that
holds time in abeyance, transforming spatial organisation
into an experience of anticipation, interruption, and
deferred fulfilment.

Eye-Guiding Linework through Non-
Orthogonal Paths

In Fig. 7, Piranesi organises a complex system of directional
cues that simultaneously guide and disrupt visual
movement. While the diagonal (non-orthogonal) paths
(yellow marks) immediately draw the gaze upward through
fragmented spatial sequences, the horizontal layers (red
marks) repeatedly interrupt this progression, producing
moments of perceptual hesitation. These directional
contrasts intensify a sense of disordered variety: movement
vectors overlap, diverge, and resist integration into a single
coherent trajectory.

As a result, viewers are continually encouraged to pursue
spatial continuity even as it is disrupted. In Burkean terms
(1757/1823), the sublime emerges not only from scale
but also from uncertainty and privation, as perceptual
orientation becomes increasingly unstable. From Ricoeur’s
(1983/1984) perspective, these interrupted directional
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secvente directionale intrerupte seamana cu o structura
narativa in care progresia este anticipata in permanenta,
daramanata in mod repetat. Continuitatea spatiala ramane
imaginabila, dar nu este niciodata pe deplin realizata.

Dupa cum se observa in Fig. 7, aceasta conditie este intarita
prin principii compozitionale si Gestalt care organizeaza
ierarhia vizuala. Podul mobil, redat printr-o grosime a liniei
mai accentuata decat celelalte elemente, functioneaza ca
element focal care stabilizeaza relatia figura-fundal intr-un
camp altminteri fragmentat. Profunzimea este articulata
prin contrast, intrucat elementele puternic gravate din
prim-plan se detaseaza de structurile progresiv mai putin

Fig. 7. Traseele grafice care ghideaza privirea in plansa VII: suprapunere analitica
ce evidentiaza ritmul vizual, ardtand modul in care accelerdrile_diagonale
(marcaje galbene) Si decelerarlte orizontale (marcaje rosii) creeaza varietate
directionala si o ierarhie focald Tn jurul podului mobil. / "Eye-guiding linework
in Plate VII: analytic overlay demonstratmg visual rhythm, showing how diagonal
accelerations (yellow marks) and horizontal decelerations (red marks) create
directional variety and a focal hierarchy around the drawbridge. Sursa/ Source:
Prelucrare de catre autoare. / Adapted by the author.

sequences resemble a narrative structure in which
progression is continually anticipated yet repeatedly
deferred. Spatial continuity remains imaginable, but never
fully realised.

As seen in Fig. 7, this condition is reinforced through
compositional and Gestalt principles that organise
the visual hierarchy. The drawbridge, rendered with
the strongest line weight, functions as a focal element
that stabilises the figure-ground relationship within an
otherwise fragmented field. Depth is articulated through
contrast, as boldly etched elements in the foreground
stand against progressively lighter structures receding into
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accentuate care se retrag in departare. Cu toate acestea,
principiul Gestalt al destinului comun este subminat in
mod repetat: fluxurile neortogonale refuza sa convearga
si, in schimb, redirectioneaza atentia catre posibilitati
spatiale concurente. In loc s& produca un recul perspectival
unitar, compozitia genereaza o conditie de incertitudine
directionala.

Prin urmare, strategia graficd a lui Piranesi (1760)
transforma ghidarea vizuala intr-o experienta temporala a
Intreruperii si anticiparii, in care privitorii sunt indemnati
in permanenta sa avanseze perceptiv, in timp ce li se refuza
un traseu stabil prin imagine. Rezultatul este o conditie
spatiala sublima caracterizata nu prin orientare, ci prin
amanarea persistenta a orientarii insasi.

Noduri de spatiu negativ (sau viduri
temporale)

Dupd cum reiese din Fig. 8, Piranesi (1760) construieste
o ierarhie spatio-temporala printr-o serie de zone mai
intunecate, obscure din punct de vedere structural si
incomplete din punct de vedere vizual, care rezista
completarii narative. Aceste campuriintrerup continuitatea
arhitecturald si creeaza ceea ce Ricoeur (1983/1984, p. 77)
descrie drept ,lacune” narative: momente in care progresia
temporala a unei secvente este suspendata, mai degraba
decat rezolvatd. Tn acest sens, termenul ,vid temporal”
nu se refera la o absenta a sensului, ci la o intrerupere
deliberatd a continuitatii perceptiei si naratiunii. In loc
sa se opuna miscarii, vidurile temporale functioneaza ca
momente in care miscarea si naratiunea sunt suspendate,
amanate si lasate intr-o stare de nedeterminare.

Aceste viduri evoca, de asemenea, tensiunea sublima pe
care Burke (1757/1823, pp. 76-84) o identifica intre vizibilitate
si obscuritate. Privitorii sunt incurajati sa se proiecteze
dincolo de limitele vizibile ale compozitiei, dar intalnesc
regiuni care refuza completarea spatiala si narativa. in mod

the distance. However, the Gestalt principle of common
fate is repeatedly undermined: non-orthogonal flows
refuse to converge and instead redirect attention toward
competing spatial possibilities. Rather than producing a
unified recession, the composition generates a condition
of directional uncertainty.

Piranesi’'s (1760) drawing strategy, therefore, transforms
visual guidance into a temporal experience of interruption
and anticipation, in which viewers are continually prompted
to move forward perceptually while being denied a stable
route through the image. The result is a sublime spatial
condition characterised not by orientation, but by the
persistent deferral of orientation itself.

Negative Space Nodes (or Temporal
Voids)

As seen in Fig. 8, Piranesi (1760) constructs a spatio-
temporal hierarchy through a series of darker, structurally
obscure, and visually incomplete zones that resist narrative
completion. These fields interrupt architectural continuity
and create what Ricoeur (1983/1984, p. 77) describes as
narrative “lacunae”™ moments in which the temporal
progression of a sequence is suspended rather than
resolved. In this sense, the term “temporal void” refers not
to an absence of meaning but to a deliberate interruption
in the continuity of perception and narration. Rather than
opposing movement, temporal voids function as moments
in which movement and narration are suspended, deferred,
and rendered indeterminate.

These voids also evoke the sublime tension Burke
(1757/1823, pp. 76-84) identifies between visibility and
obscurity. Viewers are encouraged to project themselves
beyond the visible limits of the composition, yet encounter
regions that withhold spatial and narrative completion.
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similar, notiunea lui Kant (1764/1960, 1790/2007) de , progres
ad infinitum” devine instabila: privirea este orientata
in permanenta inainte, dar se confrunta in mod repetat
Cu zone care se opun continuarii miscarii, orientarii sau
interpretarii. Ca rezultat, compozitia trece de la o progresie
liniara catre o temporalitate structurata prin intrerupere,
incertitudine si intarziere.

Principiile Gestalt si cele compozitionale clarifica in
continuare modul in care functioneaza perceptiv aceste
intreruperi. Continuitatea este intrerupta in mod deliberat,
creand lacune pe care privitorii trebuie sa incerce sa le

Fig. 8. Noduri de spatiu negativ in plansa VII: suprapunere analitica ce marcheaza
vidurile temporale, evidentiind discontinuitatea spatiald si pauzele narative care
ntrerup progresia vizuala si temporala. / Negatlve space nodes in Plate VII:
analytic overlay marking temporal voids, highlighting spatial discontinuity and
narrative pauses that interrupt visual and temporal progression. Sursa/ Source:
Prelucrare de catre autoare. / Adapted by the author.

Similarly, Kant's (1764/1960;, 1790/2007) notion of “progress
ad infinitum” becomes unstable: the gaze is continually
directed forward but repeatedly confronted with areas that
resist further movement, orientation, or interpretation. As
a result, the composition shifts from linear progression
toward a temporality structured by interruption,
uncertainty, and delay.

Gestalt and compositional principles further clarify how
these interruptions operate perceptually. Continuity is
intentionally broken, creating gaps that viewers must
attempt to complete cognitively, while closure remains
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completeze cognitiv, Tn timp ce inchiderea este in mod
constant frustrata. Figurile umane dispersate inegal
de-a lungul compozitiei consolideaza aceasta ierarhie
temporala: ele identifica momente de activitate, dar nu
reusesc sa stabileasca legaturi continue intre acestea.
Prin urmare, spatiile care separa aceste figuri functioneaza
ca intervale ale unei tranzitii nerezolvate, mai degraba
decat ca fundaluri goale. Prin aceasta strategie, Piranesi
transforma absenta intr-un dispozitiv compozitional
activ. Spatiul devine un mecanism al intreruperii narative,
determinand privitorii sa parcurga o succesiune de
asteptari suspendate, in care progresia este anticipata in
permanenta, dar niciodata pe deplin realizata. Rezultatul
este 0 experienta sublima a nedeterminarii temporale,
in care continuitatea supravietuieste doar prin amanarea
perpetua a completarii.

Figuri umane insignifiante

Amplasarea figurilor umane de catre Piranesi (1760) in
Plansa VII (Fig. 9) stabileste un contrast izbitor de scara si
proportie. Arhitectura domina compozitia intr-o asemenea
masura incat figurile devin abia perceptibile in cadrul
campului spatial. Aceasta relatie corespunde notiunii
de minutie la Burke (1757/1823), prin intermediul cdreia
sublimul rezulta din confruntarea dintre corpul uman si un
mediu coplesitor.

Prin urmare, relatia figura-fundal este esentiala: scara
redusa a figurilor umane amplifica imensitatea perceputa
a cadrului arhitectural. Desi sunt dispersate asimetric pe
diferite platforme, aceste figuri raman identificabile vizual
prin similaritatea Gestalt, servind drept repere perceptive
recurente intr-un mediu spatial altminteri instabil.

In acelasi timp, principiul conectivitati — stabilit
prin intermediul scarilor, platformelor, podurilor si
balustradelor — leaga aceste figuri dispersate intr-o retea

persistently frustrated. Human figures scattered unevenly
throughout the composition reinforce this temporal
hierarchy: they identify moments of activity but fail to
establish continuous connections between them. The
spaces separating these figures therefore function as
intervals of unresolved transition rather than as empty
backgrounds. Through this strategy, Piranesi transforms
absence into an active compositional device. Space
becomesamechanism of narrative interruption, compelling
viewers to navigate a sequence of suspended expectations
in which progression is continually anticipated but never
fully achieved. The result is a sublime experience of
temporal indeterminacy, where continuity survives only
through the perpetual deferral of completion.

Insignificant Humans

Piranesi’s (1760) placement of human figures in Plate VII (Fig.
9) establishes a striking contrast of scale and proportion.
Architecture dominates the composition to the point that
the figures become barely legible marks within the spatial
field. This relationship corresponds to Burke’s (1757/1823)
notion of minuteness, through which the sublime emerges
from the confrontation between the human body and an
overwhelming environment.

The figure-ground relationship is therefore crucial: the
diminished scale of the human figures amplifies the
perceived immensity of the architectural setting. Although
dispersed asymmetrically across different platforms,
these figures remain visually identifiable through Gestalt
similarity, serving as recurring perceptual references within
an otherwise unstable spatial environment.

At the same time, the principle of connectedness—
established through staircases, platforms, bridges, and
balustrades—links these scattered figures into a broader
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spatiala mai larga. Din perspectiva lui Ricoeur (1983/1984),
figurile functioneaza ca repere narative care localizeaza
prezenta umana in vastul camp arhitectural si ofera puncte
temporare de orientare Tn mijlocul incertitudinii spatiale.

Cu toate acestea, aceste puncte nu se coaguleaza
niciodata intr-o secventa narativa coerenta; intervalele
dintre ele raman nerezolvate, consolidand senzatia de
intarziere si discontinuitate. Prin urmare, figurile ocupa o
pozitie paradoxala: sunt subordonate vizual arhitecturii,
dar esentiale pentru perceperea scarii si structurii sale
temporale.

Fig. 9. Figuri umane de dimensiuni neglijabile in Plansa VII: suprapunere analitica
ce evidentiaza colapsul scarii, aratand modul Tn care figurile umane dispersate
stabilesc ‘contrastul figura— —~fundal si 0 prezenta narativa ritmica in cadrul
arhitecturii monumentale. /  Insignificant humans in Plate VII: analytic overlay
highlighting scale collapse, showing how dispersed human figures establish
figure-ground contrast and rhythmic narrative presence within monumental
architecture. Sursa/ Source: Pretucrare de catre autoare. / Adapted by the author.

spatial network. From Ricoeur’s (1983/1984) perspective, the
figures operate as narrative anchors that localise human
presence within the vast architectural field and provide
temporary points of orientation amid spatial uncertainty.

However, these points never coalesce into a coherent
narrative sequence; the intervals between them remain
unresolved, reinforcing the sense of delay and discontinuity.
The figures, therefore, occupy a paradoxical position: they
are visually subordinate to the architecture, yet essential
for perceiving its scale and temporal structure.
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Aceasta relatie poate fi interpretata si prin prisma notiunii
de dressage formulata de Lefebvre (1992/2004). Figurile
umane de dimensiuni foarte mici ofera reperul corporal
prin intermediul caruia privitorii calibreaza amploarea
arhitecturii inconjuratoare si isi ajusteaza propria pozitie
perceptiva in raport cu imaginea.

Desi spatiile din Carceri nu pot fi locuite fizic, contrastul
dintre corp si  structura conditioneaza perceptia
privitorului asupra scarii, orientarii si dominantei spatiale.
In acest sens, figurile functioneaza nu doar ca detalii
reprezentative, ci si ca instrumente de instruire perceptiva,
consolidand experienta corporala a captivitatii, imensitatii
si subordonarii care caracterizeaza Carceri.

Rezultatul este un paradox temporal si spatial in care
prezenta umana ramane indispensabila, dar este in
permanenta coplesita de mediul arhitectural pe care il
locuieste.

Concluzii

Acest studiu a argumentat ca seria Carceri de Piranesi (1745,
1760) ar trebui inteleasa nu doar ca o fantezie arhitecturala,
ci si ca o forma de arhitectura temporala.

Prin  mecanisme compozitionale precum stratificarea
verticala, reculul perspectival, intreruperea orizontala,
structurile suspendate, vidurile perceptive si contrastele
de scara, gravurile transforma organizarea spatiala intr-o
experienta a anticiparii, intarzierii, intreruperii si progresiei
amanate. Tn acest sens, sublimitatea rezultd nu doar din
amploarea spatiala, ci si din imposibilitatea de a completa
o0 traiectorie temporala.

Prin urmare, Carceri demonstreaza ca reprezentarea
arhitecturala poate organiza experiente ale timpului la fel

This relationship can also be interpreted through Lefebvre's
(1992/2004) notion of dressage. The minute human figures
provide the bodily reference through which viewers
calibrate the magnitude of the surrounding architecture
and adjust their own perceptual position within the image.

Although the Carceri cannot be physically inhabited,
the contrast between body and structure conditions the
viewer's perception of scale, orientation, and spatial
dominance. In this sense, the figures function not merely as
representational details but as instruments of perceptual
training, reinforcing the bodily experience of confinement,
immensity, and subordination that characterises the
Carceri.

The result is a temporal and spatial paradox in which
human presence remains indispensable yet continually
overwhelmed by the architectural environment it inhabits.

Conclusions

This study has argued that Piranesi's (1745, 1760) Carceri
should be understood not only as an architectural fantasy
but also as a form of temporal architecture.

Through compositional mechanisms such as vertical
layering, perspectival recession, horizontal interruption,
suspended structures, perceptual voids, and scale
contrasts, the engravings transform spatial organisation
into an experience of anticipation, delay, interruption, and
deferred progression. In this respect, sublimity emerges
not only from spatial magnitude but also from the inability
to complete a temporal trajectory.

The Carceri, therefore, demonstrates that architectural
representation can organise experiences of time as
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de eficient precum organizeaza experiente ale spatiului. In
acest sens, Carceri sugereaza in cele din urma atat infinitul
prin captivitate, cat si captivitatea prin infinit: privitorul
intalneste un spatiu care pare nelimitat, dar care frustreaza
in mod repetat progresia, transformand amploarea spatiala
intr-o conditie a intemnitarii temporale.

Analiza contribuie,de asemenea, la discutiile contemporane
din teoria arhitecturii privind temporalitatea. Timpul
arhitectural este adesea asociat cu miscarea, succesiunea,
ocuparea spatiului sau schimbarea. Carceri sugereaza o
posibilitate diferita: temporalitatea poate fi produsa prin
obstructie, suspendare si incompletitudine. In loc sa il
duca pe privitor catre o rezolvare, compozitiile lui Piranesi
amana Tn mod repetat sosirea si intrerup continuitatea
narativa. Prin urmare, timpul nu apare doar prin progresie,
ci si prin amanarea sa continua.

In sens mai larg, studiul contribuie la dezbaterile privind
reprezentarea arhitecturald, demonstrand ca experienta
temporala poate fi generata prin structuri vizuale si
compozitionale incorporate in imagine. Semnificatia seriei
Carceri nu rezida doar in scara sa monumentala sau in
complexitatea sa imaginativa, ci si in capacitatea sa de
a transforma reprezentarea intr-un mediu activ pentru
producerea experientei temporale. Aceasta perspectiva
deplaseaza atentia de la ceea ce reprezinta gravurile catre
ceea ce acestea produc la nivel perceptiv.

Aceste rezultate pot sustine, de asemenea, cercetarile
viitoare despre mediile care organizeaza in mod similar
experiente de naratiune suspendata si progresie amanata.
Cinematografia, jocurile video, vizualizarea imersiva
si mediile virtuale se bazeaza frecvent pe strategii
compozitionale care directioneaza atentia, intarzie
rezolvarea si structureaza anticiparea.

Din aceasta perspectiva, inchisorile lui Piranesi pot fi
intelese nu doar ca precursoare ale imaginarului spatial
modern, ci si ca experimente timpurii in reprezentarea

effectively as it organises experiences of space. In this
sense, the Carceri ultimately suggests both infinity through
confinement and confinement through infinity: the viewer
encounters a space that appears limitless yet repeatedly
frustrates progression, transforming spatial magnitude
into a condition of temporal imprisonment.

The analysis also contributes to contemporary discussions
of temporality in architectural theory. Architectural time is
often associated with movement, sequence, occupation,
or change. The Carceri suggests a different possibility:
temporality can be produced through obstruction,
suspension, and incompletion. Rather than guiding
the viewer toward resolution, Piranesi’'s compositions
repeatedly defer arrival and interrupt narrative continuity.
Time, therefore, emerges not through progression alone
but also through its continual postponement.

More broadly, the study contributes to debates on
architectural representation by demonstrating that
temporal experience can be generated through visual and
compositional structures embedded within an image. The
significance of the Carceri lies not only in its monumental
scale or imaginative complexity but also in its capacity
to transform representation into an active medium for
producing temporal experience. This shifts attention from
what the engravings depict to what they do perceptually.

These findings may also inform future research on media
thatsimilarly organise experiences of suspended narrativity
and deferred progression. Cinema, video games, immersive
visualisation, and virtual environments frequently rely
on compositional strategies that direct attention, delay
resolution, and structure anticipation.

From this perspective, Piranesi’'s prisons can be understood
not simply as precursors of modern spatial imaginaries but
as early experiments in the representation of temporally
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experientei conditionate temporal. Relevanta lor durabila  conditioned experience. Their enduring relevance lies in
consta in faptul ca dezvaluie ca arhitectura — fie construita,  revealing that architecture—whether built or represented—
fle reprezentata — poate modela nu doar perceptia  can shape not only the perception of space but also the
spatiului, ci si experienta timpului in sine. experience of time itself.
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