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Note to the reader

This book has been made by five of us. Our
starting point was some of the ideas contained in the television
series Ways of Seeing. We have tried to extend and elaborate
these ideas. They have influenced not only what we say but
also how we have set about trying to say it. The form of the
book is as much to do with our purpose as the arguments
contained within it.

The book consists of seven numbered essays.
They can be read in any order. Four of the essays use words
and images, three of them use only images. These purely
pictorial essays (on ways of seeing women and on various
contradi y asp of the tradition of the oil painting) are
intended to raise as many questions as the verbal essays.
Sometimes in the pictorial essays no information at ali is given
about the images reproduced because it seemed to us that
such information might distract from the points being made.
In all cases, however, thia information can be found in the List
of Works Reproduced which is printed at the end of the book.

None of the essays pretends to deal with more
than certain aspects of each : particularly those aspects
thrown into relief by a modern historical consciousness.

Our principal aim has been to start a process of questioning.
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Seeing comes before words. The child looks and
recognizes before it can speak.

But there is also another sense in which seeing
comes before words. It is ing which blishes our place
in the surrounding world; we explain that world with words,
but words can never undo the fact that we are surrounded by
it. The relation between what we see and what we know is
never settled. Each evening we see the sun set. We know
that the earth is turning away from it. Yet the knowledge, the
explanation, never quite fits the sight. The Surrealist painter
Magritte d on this always-present gap between
words and seeing in a painting called The Key of Dreams.










in which it first made its appearance and preserved — for a few
moments or a few centuries. Every image embodies a way of
seeing. Even a photograph. For photographs are not, as is
often assumed, a mechanical record. Every time we look at a
photograph, we are aware, however slightly, of the
photographer selecting that sight from an infinity of other
possible sights. This is true even in the most casual family
snepshot. The photogrepher’'s way of seeing is reflected in his
choice of subject. The painter’s way of seeing is reconstituted
by ths marks he makes on the canvas or paper. Yst although
every imag bodies a way of our percep or
appreciation of an image depends also upon our own way of
seeing. (It may be, for example, that Sheila is one figure among
twenty; but for our own reasons she is the one we have eyes
for.)

Images were first made to conjure up the
appearances of something that was absent. Gradually it
became evident that an image could outiest what it
represented; it then showed how something or somebody had
once looked — and thus by implication how the subject had
once been seen by other people. Later still the specific vision
of the image-maker was also recognized es part of the record.
An image became a record of how X had seen Y. This was the
result of an incr iduali

of indi ty

panying an incr ing awareness of history. It would bcl
rash to try to date this last development precisely. But
eomlnly in Europe such consciousness has existed since the

i of the R
No other kind of relic or text from the past can

offer such e direct testimony about the world which
other people at other times. In this respect
images are more precise and richer then literature. To say this
is not to deny the expressive or imaginative quality of ert,
treating it as mere documentary evidence; the more imaginatiy
the work, the more profoundly it allows us to ehare the
artist’s experience of the visible.
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Yet when an image is presented as a work of art,
the way peopie look at it is affected by a whole series of learnt
assumptions about art. Assumptions concerning:

Beauty
Truth
Genius
Civilization
Form
Status
Taste, etc.

Many of these assumptions no longer accord with
the world as it is. (The world-as-it-is is more than pure
objective fact, it includ i ) Out of true with the
pr , these i b e the past. They mystify
rather than clarify. The past is never there waiting to be
discovered, to be recognized for exactly what it is. History
always itutes the relation b a present and its past.
Consequently fear of the present leads to mystification of the
past. The past is not for living in; it is a well of conclusions
from which we draw in order to act. Cultural mystification of
the past entails a double loss. Works of art are made
unnecessarily remote. And the past offers us fewer

| to pl in i
When we ‘see’ a landscape, we situate ourselves
in it. If we ‘saw’ the art of the past, we would situate
ourselves in history. When we are prevented from seeing it,
we are being deprived of the history which belongs to us.
Who benefits from this deprivation? In the end, the art of the
past is being mystified because a privileged minority is
striving to invent a history which can retrospectively justify
the role of the ruling classes, and such a justification can
no ionger make sense in modern terms. And so, inevitably, it
mystifies.

Let us ider a typical le of such
mystification. A two-volume study was recently published on
Frans Hals." It is the authoritative work to date on this painter.
As a book of specialized art history it is no better and no
worse than the average.
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of over eighty, was destitute. Most of his life he had been in
debt. During the winter of 1664, the year he began painting
these pictures, he obtained three loads of peat on public
charity, otherwise he would have frozen to death. Those who
now sat for him were ad ators of such public charity.
The author records these facts and then explicitly

says that it would be incorrect to read into the paintings any
criticism of the sitters. There is no evidence, he says, that
Hals painted them in a spirit of bitterness. The author

iders them, however, remarkable works of art and
explains why. Here he writes of the Regentesses:

Each woman speaks to us of the human condition with
equal importance. Each woman stands out with equal
clarity against the enormous dark surface, yet they are
linked by a firm rhythmical arrangement and the subdued
diagonal pattern formed by their heads and hands.
Subtle modulations of the deep, glowing blacks
contribute to the Aarmonious fusion of the whole and
form an unforgettable contrast with the powerful whites
and vivid flesh tones where the detached strokes reach

a peak of breadth and strength. (our italics)

The compositional unity of a painting

contributes fund lly to the p of its image. It is
r ble to ider a painting’s position. But here the
composition is written about as though it were in itself the
emotional charge of the painting. Terms like harmonious fusion,
unforgettable contrast, reaching a peak of breadth and strength
transfer the emotion provoked by the image from the plane
of lived experience, to that of disinterested ‘art
appreciation’. All conflict disappears. One is left with the
unchanging ‘human condition’, and the painting considered as
11 ly made obj

Very little is known about Hals or the Regents
who commissioned him. It is not possible to produce
cir tial evid to blish what their relations were.
But there is the evidence of the paintings themselves: the
evidence of a group of men and a group of women as seen by
another man, the painter. Study this evidence and judge for
yourself.










away what might otherwise be evident. Hals was the first
portraitist to paint the new characters and expressions
created by capitalism. He did in pictorial terms what Balzac
did two centuries later in literature. Yet the author of the
authoritative work on these paintings sums up the artist’s
achievement by referring to

Hals’s unwavering commitment to his personal vision,
which enriches our consciousness of our fellow men
and heightens our awe for the ever-increasing power of
the mighty impulses that enabled him to give us a close
view of life's vital forces.

That is mystification.
In order to avoid mystifying the past (which can
equally well suffer pseudo-Marxist mystification) let us now
ine the parti [ which now exists, so far as
pictorial images are concerned, between the present and the
past. [f we can see the present clearly enough, we shall ask
the right questions of the past.

Today we see the art of the past as nobody saw
it before. We actually perceive it in a different way.

This difference can be illustrated in terms of what
was thought of as perspective. The convention of
perspective, which is unique to European art and which was
first established in the early Renaissance, centres
everything on the eye of the beholder. It is like a beam from a
lighthouse — only instead of light travelling outwards,
appearances travel in. The conventions called those
appearances reality. Perspective makes the single eye the
centre of the visible worid. Everything converges on to the
eye as to the vanishing point of infinity. The visible world is
arranged for the spectator as the universe was once thought
to be arranged for God.

According to the convention of perspective there
is no visual reciprocity. There is no need for God to situate
himself in relation to others: he is himseif the situation.

The inherent contradiction in perspective was that it
structured all images of reality to address a single spectator
who, unlike God, could only be in one place at a time.
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Having seen this reproduction, one can go to the
National Gallery to look at the original and there discover what
the reproduction lacks. Alternatively one can forget about the
quality of the reproduction and simply be reminded, when one
sees the original, that it is a famous painting of which
somewhere one has already seen a reproduction. But in either
case the uniqueness of the original now lies in it being t/he
original of a reproduction. It is no longer what its image sho
that strikes one as unique; its first meaning is no longer to be
found in what it says, but in what it is.

This new status of the original work is the
perfectly rationel consequence of the new means of
reproduction. But it is at this point that a process of
mystification again enters. The meaning of the original work
no longer lies in what lt uniquely says but in what it uniquely
is. How is its uniq | d and defined in our
present culture? It is defined as an object whose value
depends upon its rarity. This value is affirmed and gauged by
the price it fetches on the market. But because it is
nevertheless ‘a work of art” — and art is thought to be greater
than commerce — its market price is said to be a reflection of
its spiritual value. Yet the spiritual value of an object, as
distinct from a ge or an le, can only be explained
in terms of magic or religion. And since in modern society
neither of these is a living force, the art object, the ‘work of
art’, is || d in an at phere of entirely bogus religiosity.
Works of art are di d and pr d as though they were
holy relics: relics which are first and foremost evidence of
their own survival. The past in which they originated is
studied in order to prove their survival genuine. They
are declared art when their line of descent can be
certified.

Before the Virgin of the Rocks the visitor to the

National Gallery would be encouraged by nearly everything
he might have heard and read about the painting to feel
something like this: ‘'l am in front of it. | can see it. This
painting by Leonardo is unlike any other in the world. The
National Gallery has the real one. If | look at this painting hard

gh, 1 should h be able to feel its authenticity.
The Virgin of the Rocks by Leonardo da Vinci: it is authentic and
therefore it is beautiful.”

21









The majority of the population do not visit art
museums. The following table shows how closely an
interest in art is related to privileged education.

National proportion ot art museum visitors according to leval of education:
Percentage of each educational category who visit art museums

Greece Paland France Holland Greece Poland France Holland
with no Oniy
educationat secondary
qualification .02 012 015  — education  10.5 104 10 20
Onty Further and
primary higher
education 030 150 045 050 education 116 117 125 173

Source: Pierre Bourdieu and Alain Darbel, L'Amour de I'Art, Ediffons de Minuit, Paris 1969, Appendix 5, table 4

The majority take it as axiomatic that the
museums are full of holy relics which refer to a mystery
which excludes them: the mystery of unaccountable wealth.
Or, to put this another way, they believe that original
masterpieces belong to the preserve (both materially and
spiritually) of the rich. Another table indicates what the idea
of an art gallery suggests to each social class.

Of the placas listed below which does a museum remind you

of most
Skilied and  Professionsl
x:&“;‘s white coliar  and upper
workers managerial
% % %
Church 66 % 305
Uibrary 9 3a 28
Lecture halt - 4 45
Department store or
entrance hall in public
building - 7 2
Church and library 9 2 a5
Church and lecture hall s 2
Library and lecture hall - - 2
None of these 4 2 195
No reply 8 4 3

100 (n-53) 100(n=98) 100{n-99)

Source: as abave, appendix 4, table 8

In the age of pictorial reproduction the meaning
of paintings is no longer attached to them; their meaning
becomes transmittable: that is to say it becomes information
of a sort, and, like all information, it is either put to use or
ignored; information carries no special authority within itseif.
When a painting is put to use, its meaning is either modified or
totally changed. One should be quite clear about what this
involves. It is not a question of reproduction failing to
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Nor are we saying that all art can be understood
spontaneously. We are not claiming that to cut out a magazine
reproduction of an archaic Greek head, b itisr
of some personal experience, and to pin it on to a board
beside other disparate images, is to come to terms with the
fuil meaning of that head.

4

The idea of innocence faces two ways. By refusing

to enter a conspiracy, one r ins i t of that iracy.
But to remain innocent may also be to remain ignorant. The
issue is not between i and knowledge (or between the

natural and the cultural) but between a total approach to art
which attempts to relate it to every aspect of experience and
the esoteric approach of a few specialized experts who are the
clerks of the nostaigia of a ruling class in decline. (In decline,
not before the proletariat, but before the new power of the
corporation and the state.) The real question is: to whom does
the meaning of the art of the past properly belong? To those
who can apply it to their own lives, or to a cultural hierarchy
of relic specialists?

The visual arts have always existed within a
certain preserve; originally this preserve was magical or
sacred. But it was also physical: it was the place, the cave, the
buildi in which, or for which, the work was made. The
axperlence of art, whlch at first was the oxperlence of ritual,
was set apart from the rest of life — precisely in order to be
able to exercise power over it. Later the preserve of art became
a social one. 1t entered the culture of the ruling class, whilst
physically it was set apart and isolated in their palaces and
houses. During all this history the authority of art was
inseparable from the particular authority of the preserve.

What the dern of reproduction have
done is to destroy the authority of art and to remove it - or,
rather, to remove its images which they reproduce — from any
preserve. For the first time ever, images of art have become
ephemeral, ubiquitous, i b ial, availabl luel free.
They surround us in the same way as a language surrounds us.
They have entered the mainstream of life over which they no

longer, in th Ives, have p
th very few people are aware of what has
happ d b the of reproduction are used nearly
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all the time to promote the illugion that nothing has changed
pt that the thanks to reproducti can now
begin to appreciate art as the cultured minority once did.
Understandably, the masses remain uninterested and sceptical.
If the new language of images were used
differently, it would, through its use, confer a new kind of
power. Within it we could begin to define our experiences more
precisely in areas where words are ined (S
before words.) Not only personal experience, but also the
essential historical experience of our relation to the past: that
is to say the experience of king to give ing to our lives,
of trying to understand the history of which we can become
the active agents. .
The art of the past no longer exists as it once did.
Its authority is lost. In its place there is a language of images.
What matters now is who uses that language for what
purpose. This t hes upon q i of copyright for
reproduction, the ownership of art presses and publishers, the
total policy of public art galleries and museums. As usually
presented, these are narrow professional metters. One of the
aims of this essay has been to show that what is really at
stake is much larger. A people or a class which is cut off from
its own past is far less free to choose and to act as a people or
class than one that has been able to situate itself in history.
This is why — and this is the only reason why — the entire art
of the past has now become a political issue.
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* Conversations with Charles Charbaonnier, Cape Editions

Lévi-Strauss writes":

It is this avid and ambitious desire to take possession of
the object for the benefit of the owner or even of the
spectator which seems to me to constitute one of the
outstandingly original features of the art of Western
civilization.

If this is true — though the historical span of
Lévi-Strauss’'s generalization may be too large — the tendency
reached its peak during the period of the traditional oil
painting.

The term o// painting refers to more than a
technique. It defines an art form. The technique of mixing
pigments with oil had existed since the ancient world. But the
oil painting as an art form was not born until there was a need
to develop and perfect this techmque {which soon involved
using i d of p is) in order to express a
particular view of life for which the hni of pera or
fresco were inadequate. When oil paint was first used — at the
beginning of the fifteenth century in Northern Europe — for
painting pictures of a new character, this character was
somewhat inhibited by the survival of various medieval artistic

The oil painting did not fully establish its own
norms, its own way of seeing, until the sixteenth century.

Nor can the end of the period of the oil painting
be dated exactly. Oil paintings are still being painted today. Yet
the basis of its traditi | way of ing was undermined by
Impressionism and overthrown by Cubism. At about the same
time the photograph took the place of the oil painting as the
principal source of visual imagery. For these reasons the period
of the traditional oil painting may be roughly set as between
1500 and 1900.

The tradition, however, still forms many of our
cultural assumptions. [t defines what we mean by pictorial
likeness. Its norms still affect the way we see such subjects as
landscape, women, food, dignitaries, mythology. It supplies us
with our archetypes of * artlstlc genius’. And the history of the
tradition, as it is Iy g hes us that art prospers if

gh individuals in iety have a love of art.

What is a love of art?
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The Venus of Urbino by Titian, 1487/90-1576,

Uffizi, Florence

Olympia by Edouard Manet, 1832-83, Louvre, Paris
(top left) Virgin Enthroned by Cimabué, Louvre,
Paris, ¢.1240-1302?

(top right) Virgin, Child and Four Angels by Piero
della Francesca, 1410/20-92, Williamston, Clark Art
Institute

(bottom left) Madonna and Child by Fra Filippo Lippi,
1457/8-1504

(bottom right) The Rest on the Flight into Egypt by
Gerard David, d.1523, National Gallery of Art
Washington, Mellon Collection

(top left) The Sistine Madonna by Raphael,
1483-1520, Uffizi, Florence

{top right) Virgin and Child by Murillo, 1617-82,

Pitti Palace, Florence

(bottom) The Pretty Baa Lambs by Ford Madox
Brown, 1821-93, Birmingham City Museum

(top) Death of St Francis by Giotto, 1266/7-1337,
Sta Croce, Florence

(bottom) detail of Triumph of Death by Pieter
Brueghel, 1525/30-69, Kunsthistorisches Museum, Vienna
(top left) Guillotined.Heads by Théodore Gericault,
1791-1824, National Museum, Stockholm

(top right) Three Ages of Woman by Hans Baldung
Grien, 1483-1545, Prado, Madrid

(bottom) Dead Toreador by Edouard Manet, 1832-83
{top) Still Life by Pierre Chardin, 1699-1779, National
Gallery, London

{bottom) Still Life by Francisco Goya, 1746-1828,
Louvre, Paris

{top) Still Life by Jean Baptiste Oudry, 1686-1755,
Wallace Collection, London

{bottom) Still Life by Jan Fyt, Wallace Collection,
London

Daphnis and Chioe by Bianchi Ferrari, Wallace
Collection, London

(top) Venus and Mars by Piero di Cosimo, 1462-1521,
Gemaldegalerie, Berlin-Dahlen

{bottom) Pan by Luca Signorelli, c. 1441/50-1523,
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original now destroyed, formerly Kaiser Friedrich
Museum, Berlin

(top) Angelica saved by Ruggiero by J. A. D. Ingres,
1780-1867, National Gallery, London

(bottom) A Roman Feast by Thomas Couture,
1815-79, Wallace Collection, London

(top) Pan and Syrinx by Boucher, 1703—70, National
Gallery, London

(bottom) Love seducing Innocence, Pleasure leading
her on, Remorse following by Pierre Paul Prud’hon,
17581823, Wallace Collection, London

Knole Ball Room

(top ieft) Emanuel Philibert of Savoy by Sir Anthony
van Dyck, 1599-1641, Dulwich

(bottom left) Endymion Porter by William Dobson,
1610486, Tate Gallery, London

(right) Norman, 22nd Chief of Macleod by Allan
Ramsay, 1713-84, Dunvegan Castle

(top) Descartes by Frans Hals, 1580/5-1666,
Copenhagen

(bottom) Court Fool by Diego Velasquez, 1599-1660,
Prado, Madrid

(top left) Dona Tadea Arias de Enriquez by Francisco
Goya, 17461828, Prado, Madrid

(top right) Woman in Kitchen by Pierre Chardin,
1699-1779

(bottom) Mad Kidnapper by Théodore Géricault,
1791-1824, Springfield, Massachusetts

(top) Self-Portrait by Albrecht Ddirer, 1471-1528
(bottom) Self-Portrait by Rembrandt van Ryn, 1606-69
(top) Self-Portrait by Goya, 1746-1828, Musée Castres
(bottom) Not to be reproduced by René Magritte,
1898-1967, Coliection E. F. W. James, Sussex

Paston Treasures at Oxnead Hall, Dutch School,

¢. 1665, City of Norwich Museum

The Archduke Leopold Wilhelm in His Private
Picture Gallery by David I. Teniers, 1582—1649,
Kunsthistorisches Museum, Vienna

Picture Gallery of Cardinal Valenti Gonzaga

by G. P. Panini, 1692-1765/8, Wadsworth

Athenaeum, Hartford. Connecticut
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87 Interior of an Art Gallery, Fiemish, 17th century,
National Gallery, London

89 The Ambassadors by Hans Holbein the Younger,
1497/8-1543, National Gallery, London

91 Vanitas by Willem de Poorter, 160848, collection,
Baszenger, Geneva

92 The Magdalen Reading by Studio of Ambrosius
Benson (active 1519-50), National Gallery, London

92 Mary Magdalene by Adriaen van der Werff,
1659-1722, Dresden

92 The Penitent Magdalen by Baudry, Salon of 1859,
Musée des Beaux-Arts, Nantes

93 Water-colour illustration to Dante’s Divine Comedy —

inscription Over the Gate of Hell by William Blake,

1757-1827, Tate Gallery, London

Admiral de Ruyter in the Castle of EImina

by Emanuel de Witte, 1617-92, collection, Dowager

Lady Harlech, London

India Offering Her Pearls to Britannia,

painting done for the East India Company in the

late 18th century, Foreign and Commonwealth

Office

Ferdinand the Second of Tuscany and Vittoria della

Rovere by Justus Suttermans, 1597-1681,

National Gallery, London

98 Mr and Mrs William Atherton by Arthur Devis,
1711-87, Walker Art Gallery, Liverpool

98 The Beaumont Family by George Romney, 1734—1802,
Tate Gallery, London

9
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99 Still Life with Lobster by Jan de Heem, 1606-84,
Wallace collection, London
99 Lincolnshire Ox by George Stubbs, 17241806,

Walker Art Gallery, Liverpool
100 Still Life ascribed to Pieter Claesz, 1596/7-1661,
National Gallery, London

100 Charles Il Being Presented with a Pineapple by
Rose, the Royal Gardener after Hendrick Danckerts,
¢. 1630-78/9, Ham House, Richmond

101 Mr Towneley and Friends by Johann Zoffany,

1734/5-1810, Towneley Hall Art Gallery and Museum,
Burnley, Lancashire
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Triumph of Knowledge by Bartholomew Spranger,
1546-1611, Vienna Gallery

Three Graces Decorating Hymen by Sir Joshua
Reynolds, 1723-92, Tate Gallery, London

Ossian Receiving Napoleon’s Marshalls in Valhalla
by A. L. Girodet de Roucy-Trioson, 1767-1824,
Chateau de Malmaison

Tavern Scene by Adriaen Brouwer, 1605/6—38,
National Gallery, London

Laughing Fisherboy by Frans Hals, 1580-1666,
Burgsteinfurt, Westphalia: collection, Prince of Bentheim
and Steinfurt

Fisherboy by Frans Hals, 1580-1666, National Gallery
of ireland, Dublin

An Extensive Landscape with Ruins

by Jacob van Ruisdael, 1628/9-82, National Gallery,
London

River Scene with Fishermen Casting a Net

by Jan Van Goyen, 1596—1656, National Gailery, London -
Mr and Mrs Andrews by Thomas Gainsborough,
1727-88, National Gallery, London

Portrait of Himself and Saskia by Rembrandt

van Ryn, 1606-69, Pinakotek, Dresden

Self-portrait by Rembrandt van Ryn, 1606—69,

Uffizi, Florence

(top) Europe supported by Africa and America

by William Blake, 1757-1827

(bottom) Pity by William Blake, 1757-1827

Mildew Blighting Ears of Corn by William Blake.
1757-1827

(top) Mademoiselle de Clermont

by Jean Marc Nattier, 1685-1766,

Wallace Collection, London

(bottom) Sale of Pictures and Slaves in the
Rotunda, New Orleans, 1842

{top left) Princess Rakoscki by Nicolas de Largilliérre,
1656—1746, Nationa! Gallery, London

(top right) Charles, Third Duke of Richmond

by Johann Zoffany, 1734/5-1810, private collection
(bottom) Two Negroes by Rembrandt van Ryn,
1606-69, The Hague, Mauritshuis
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Sarah Burge, 1883. Dr Barnardo’s Homes

by unknown photographer

Peasant Boy Leaning on Sill by Bartolomé Murillo,
1617-82, National Gallery, London

(top left) A Family Group by Michael Nouts, 16567,
National Gallery, London

(top centre) Sleeping Maid and her Mistress

by Nicholas Maes, 1634-93, National Gallery, London
(bottom left) Interior, Delft School, c. 1660-557,
National Galiery, London

(bottom centre) Man and a Woman in a Stableyard
by Peter Quast, 1605/6—47, National Gallery, London
(top right) Interior with Woman Cooking

by Esaias Boursse, Wallace Collection, London
(bottom right) Tavern Scene by Jan Steen, 1626—79,
Wallace Collection, London

(top left) The Frugal Meal by John Frederick Herring,
17951865, Tate Gallery, London

(top right) A Scene at Abbotsford

by Sir Edwin Landseer, 1802—73, Tate Gallery, London
(centre left) White Dogs by Thomas Gainsborough,
1727-88, National Gallery, London

(centre middle) Dignity and impudence

by Sir Edwin Landseer, 1802—73, Tate Gallery, London
{centre right) Miss Bowles by Sir Joshua Reynolds,
1723-92, Wallace collection, London

(bottom) detail: Farm Cart by Thomas Gainsborough,
1727-88, Tate Gallery, London

(top) The James Family by Arthur Devis, 1711-87,
Tate Gallery, London

{centre left) A Grey Hack with a White Greyhound
and Blue Groom by George Stubbs, 1724-1806,
Tate Gallery, London

(centre right) The Bay Horse by John Ferneley,
1782--1860, Tate Gallery, London

{bottom) A Kill at Ashdown Park

by James Seymour, Tate Gallery, London

Girl in White Stockings by Gustave Courbet,
1819-77

Demoiselles au bord de la Seine

by Gustave Courbet, 1819-77,
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137

139

14

147

147
155

Musée du Petit Palais, Paris

{centre) Le Salon photograph

(top) Les Romains de la Decadence

by Thomas Couture, 1815-79

(bottom left) Madame Cahen d’Anvers by L. Bonnat
(bottom right) The Ondine of Nidden by E. Doerstling
(top right) The Temptation of St Anthony

by A. Morot

(top left) Witches Sabbath by Louis Falero

{bottom left) Psyche’s Bath by Leighton

(bottom right) La Fortune by A. Maignan

Photograph by Sven Blomberg

Déjeuner sur I'Herbe by Edouvard Manet, 183283,
Louvre, Paris

(top) Jupiter and Thetis by J. A. D. Ingres, 1780-1867,
Musée Granet, Aix-en-Provence

(bottom left) Pan Pursuing Syrinx

by Hendrick van Balen | and follower of Jan Breughel |,
17th century, National Gallery, London

(bottom left) Bacchus, Ceres and Cupid

by Bartholomew Spranger, 16461611

(top left) Interior of St Odulphus’ Church at
Assendelft, 1649 by Pieter Saenredam, 1547-1665
(top right) Wave by Hokusai, 17601849

Carlo Lodovico di Borbone Parma with Wife,
sister and Future Carlo lll of Parma,

Anon, 19th century, Archducal Estate Viareggio

Still Life with Drinking Vessels by Pieter Claesz,
1596/7-1661, National Gallery, London

Mrs Siddons by Thomas Gainsborough, 1727-88,
National Gallery, London

Marilyn Monroe by Andy Warhol

On the Threshold of Liberty

by René Magritte, 1898-1967
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