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I n the cities in which we live, all of us see 
hundreds of publicity i mages every day of our lives. 

No o ther kind of image confronts us 80 frequently. 
I n no other form of society in history has there 

been such a concentration of images, such a density of visual 
messages. 

One may remember or forget these messages but 
briefly one takes them in, and for a moment they stimulate the 
imagination by way of either memory or expectation. The 
publicity image belongs to the moment. We see it as we turn 
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a page, a8 we turn a corner, as a vehicle passes us. Or we see 
it on a television screen whilst waiting for the commercial 
break to end. Publicity images also belong to the moment in 
the sense that they must be continually renewed and made 
up-to-date. Yet they never speak of the present. Often they 
refer to the past and always they speak of the future. 
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We are now so accustomed to being addressed by 
these images that we scarcely notice their total impact. A 
person may notice a particular image or piece of information 
because it corresponds to some particular interest he has. But 
we accept the total system of publicity images as we accept 
an element of climate. For example, the fact that these images 
belong to the moment but speak of the future produces a 
strange effect which has become so familiar that we scarcely 
notice it. Usually it is we who pass the image - walking, 
travelling, turning a page; on the tv screen it is somewhat 
different but even then we are theoretically the active agent -
we can look away, turn down the sound, make some coffee. 
Yet despite this, one has the impression that publicity images 
are continually passing us, like express trains on their way to 
some distant terminus. We are static; they are dynamic - until 
the newspaper is thrown away, the television programme 
continues or the poster is posted over. 

Publicity is usually explained and justified as a 
competitive medium which ultimately benefits the public (the 
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consumer) and the most efficient manufacturers - and thus the 
national economy. It is closely related to certain ideas about 
freedom: freedom of choice for the purchaser: freedom of 
enterprise for the manufacturer. The great hoardings and the 
publicity neons of the cities of capitalism are the immediate 
vis ible sign of 'The Free World' . 

For many in Eastern Europe such images in the 
West sum up what they in the East lack. PubliCity, it is 
thought, offers a free choice. 

It is true that in publicity one brand of 
manufacture, one firm, competes with another; but it is also 
true that every publicity image confirms and enhances every 
other. Publicity is not merely an assembly of competing 
messages: it is a language in itself which is always being used 
to make the same general proposal. Within publicity, choices 
are offered between this cream and that cream, that car and 
this car, but publicity as a system only makes a single 
proposal. 

It proposes to each of us that we transform 
ourselves, or our lives, by buying something more. 

This more, it proposes, will make us in some 
way richer - even though we will be poorer by having spent our 
money. 

Publicity persuades us of such a transformation 
by s howing us people who have apparently been transformed 
and a re, as a result, enviable. The state of being envied is what 
constitutes glamour. And publicity is the process of 
manufacturing glamour. 
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It is important here not to confuse publicity 

with the pleasure or benefits to be enjoyed from the things it 
advertises. Publicity is effective precisely because it feeds 

upon the real. Clothes, food, cars, cosmetics, baths, sunshine 
are real things to be enjoyed in themselves. Publicity begins by 

working on a natural appetite for pleasure. But it cannot offer 
the real object of pleasure and there is no convincing 
substitute for a pleasure in that pleasure's own terms. The 
more convincingly publicity conveys the pleasure of bathing 

in a warm, distant sea, the more the spectator-buyer will 
become aware that he is hundreds of miles away from that 
sea and the more remote the chance of bathing in it will seem 
to him. This is why publicity can never really afford to be about 
the product or opportunity it is proposing to the buyer who is 

not yet enjoying it. Publicity is never a celebration of a 
pleasure-in-itself. Publicity is always about the future buyer. 
It offers him an image of himself made glamorous by the 

product or opportunity it is trying to sell. The image then 
makes him envious of himself as he might be. Yet what makes 
this self-whlch-he-might-be enviable 7 The envy of others. 
Publicity is about social relations, not objects. Its promise is 
not of pleasure, but of happiness: happiness as judged from t he 
outside by others. The happiness of being envied is glamour. 
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Being envied is a solitary form of reassurance. It 

depends precisely upon not sharing your experience with those 
who envy you. You are observed with interest but you do not 
observe with interest - if you do, you will become less enviable. 
I n this respect the envied are like bureaucrats; the more 

impersonal they are, the greater the illusion (for themselves 
and f or others) of their power. The power of the glamorous 
resides in their supposed happiness: the power of the 
bureaucrat in his supposed authority. It is this which explains 

the absent. unfocused look of so many glamour images. They 
look out over the looks of envy which sustain them. 
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The spectator-buyer is meant to envy herself as 
she will become if she buys the product. She is meant to 
imagine herself transformed by the product into an object of 
envy for others, an envy which will then justify her loving 
herself. One could put this another way: the publicity image 
steals her love of herself as she is, and offers it back to her 
for the price of the product. 

Does the language of publicity have anything in 
common with that of oil painting which, until the invention of 
the camera, dominated the European way of seeing during 
four centuries 1 

It is one of those questions which simply needs 
to be asked for the answer to become clear. There is a direct 
continuity. Only interests of cultural prestige have obscured 
it. At the same time, despite the continuity, there is a profound 
difference which it is no less important to examine. 

There are many direct references in publicity to 
works of art from the past. Sometimes a whole image is a 
frank pastiche of a well-known painting. 

134 

Publicity images often use sculptures or paintings 
to lend allure or authority to their own message. Framed oil 
paintings often hang in shop windows as part of their display. 

Any work of art 'quoted' by publicity serves two 
purposes. Art is a sign of affluence; it belongs to the good 
Jife; it is part of the furnishing which the world gives to the 
rich and the beautiful. 

But a work of art also suggests a cultural 
authority, a form of dignity. even of wisdom, which is superior 
to any vulgar material interest; an oil painting belongs to the 
cultural heritage; it is a reminder of what it means to be a 
cultivated European. And so the quoted work of art (and this is 
why it is so useful to publicity) says two almost contradictory 
things at the same time : it denotes wealth and spirituality: it 
implies that the purchase being proposed is both a luxury and a 
cultural value. Publicity has in fact understood the tradition of 
the oil painting more thoroughly than most art historians. It 
has grasped the implications of the relationship between the 
work of art and its spectator-owner and with these it tries to 
persuade and flatter the spectator-buyer. 

The continuity. however. between oil painting and 
publicity goes far deeper than the' quoting' of specific 
painti ngs. Publicity relies to a very large extent on the 
language of oil painting. It speaks in the same voice about the 
same things. Sometimes the visual correspondences are so 
close that it is possible to playa game of • Snap" - putting 
almost identical images or details of images side by side. 
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It is not, however, just at the level of exact pictorial 
correspondence that the continuity is important: it is at the 
level of the sets of signs used. 

Compare the images of publicity and paintings in 
this book, or take a picture magazine, or walk down a smart 
shopping street looking at the window displays, and then turn 
over the pages of an illustrated museum catalogue, and notice 
how similarly messages are conveyed by the two media. A 
systematic study needs to be made of this. Here we can do no 
more than indicate a few areas where the similarity of the 
devices and aims is particularly striking. 

The gestures of models (mannequins) and 
mythological figures. 
The romantic use of nature (leaves. trees. water) 
to create a place where innocence can be refound. 
The exotic and nostalgic attraction of the 
Mediterranean. 
The poses taken up to denote stereotypes of 
women: serene mother (madonna), 
free-wheeling secretary (actress, king's mistress), 
perfect hostess (spectator-owner's wife), 
sex-object (Venus, nymph surprised), etc. 
The special sexual emphasis given to women's 
legs. 
The materials particularly used to indicate luxury: 
engraved metal, furs. polished leather, etc. 
The gestures and embraces of lovers. arranged 
frontally for the benefit of the spectator. 
The sea, offering a new life. 
The physical stance of men conveying wealth and 
virility. 
The treatment of distance by perspective -
offering mystery. 
The equation of drinking and success. 
The man as knight (horseman) become motorist. 

Why does publicity depend so heavily upon the 
visual language of oil painting 1 
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Publicity is the culture of the consumer society. 
It propagates through images that society's belief in itself. 
There are several reasons why these images use the language 
of oil painting. 

Oil painting, before it was anything else, was a 
celebration of private property. As an art-form it derived from 
the prinCiple that you are what you have. 

It is a mistake to think of publicity supplanting 
the visual art of post-Renaissance Europe; it is the last 
moribund form of that art. 
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Publicity is. in essence, nostalgic. It has to sell the 
past to the future. It cannot itself supply the standards of its 
OWn claims. And so all its references to quality are bound to be 
retrospective and traditional. It would lack both confidence 
and credibility if it used a strictly contemporary language. 
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Publicity needs to turn to its own advantage the 
traditional education of the average spectator.buyer. What he 
has learnt at school of history, mythology, poetry can be used 
in the manufacturing of glamour. Cigars can be sold in the 
name of a King, underwear in connection with the Sphinx, a 
new car by reference to the status of a country house. 

In the language of oil painting these vague historical 
or poetic or moral references are always present. The fact 
that they are imprecise and ultimately meaningless is an 
advantage: they should not be understandable, they should 
merely be reminiscent of cultural lessons half-learnt. 
Publicity makes all history mythical, but to do so effectively 
it needs a visual language with historical dimensions. 

Lastly, a technical development made it easy to 
translate the language of oil painting into publicity cliches. 
This was the invention, about fifteen years ago, of cheap 
colour photography. Such photography can reproduce the 
colour and texture and tangibility of objects as only oil paint 
had been able to do before. Colour photography is to the 
spectator-buyer what oil paint was to the spectator-owner. 
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Both media use similar, highly tactile means to play upon the 
spectator's sense of acquiring the real thing which the image 
shOWS. I n both cases his feeling that he can almost touch 
what is in the image reminds him how he might or does 
possess the real thing. 
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Vet, despite this continuity of language, the 
function of publicity is very different from that of the oil 
painting. The spectator-buyer stands in a very different 
relat ion to the world from the spectator-owner. 
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The oil painting showed what its owner was 
already enjoying among his possessions and his way of life. It 
consolidated his own sense of his own value. It enhanced his 
view of himself as he already was. It began with facts. the 
facts of his life. The paintings embellished the interior in which 
he actually lived. 

The purpose of publicity is to make the spectator 
marginally dissatisfied with his present way of life. Not with 
the way of life of society, but with his own within it. It 
suggests that if he buys what it is offering, his life will become 
better. It offers him an improved alternative to what he is. 
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The oil painting was addressed to those who made 
money out of the market. Publicity is addressed to those who 
constitute the market, to the spectator-buyer who is also the 
consumer-producer from whom profits are made twice over -
as worker and then as buyer. The only places relatively free of 
publicity are the quarters of the very rich ; their money is theirs 
to keep. 
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All publicity works upon anxiety. The sum of 
e"erythi ng is money. to get money is to overcome anxiety. 

Alternatively the anxiety on which publicity plays is the fear 
that having nothing you will be nothing. 

Derek died broke. 
Andtbat 
broke 
bis 

Money is life. Not in the sense that without 
money you starve. Not in the sense that capital gives one 
class power over the entire lives of another class. But in the 
sense that money is the token of. and the key to. every human 
capacity. The power to spend money is the power to live. 
According to the legends of publicity, those who lack the 
Power to spend money become literally faceless. Those who 
have the power become lovable. 
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Publicity speaks in the future tense and yet the 
achievement of this future is endlessly deferred. How then 
does publicity remain credible - or credible enough to exert the 
influence it does? It remains credible because the truthfulness 
of publicity is judged. not by the real fulfilment of its promises, 
but by the relevance of its fantasies to those of the spectator­
buyer. Its essential application is not to reality but to day­
dreams. 

To understand this better we must go back to the 
notion of glamour. 

Glamour is a modern invention. In the heyday 
of the oil painting it did not exist. Ideas of grace, elegance, 
authority amounted to something apparently similar but 
fundamentally different. 
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Mrs Siddons as seen by Gainsborough is not 
glamorous. because she is not presented as enviable and 
therefore happy. She may be seen as wealthy, beautiful. 
talented. lucky. But her qualities are her own and have been 
recognized as such. What she is does not entirely depend upon 
others wanting to be like her. She is not purely the creature of 
others' envy - which is how. for example. Andy Warhol 
presents Marilyn Monroe. 



The entire world becomes a setting for the 
fulfilment of publicity's promise of the good life. The world 
smiles at us. It offers itself to us. And because everywhere is 
imagined as offering itself to us, everywhere is more or less 
the same. 
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According to publicity, to be sophisticated is to 
live beyond conflict. 

Publicity can translate even revolution into its 
own terms. 
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The contrast between publicity's interpretation of 
the world and the world's actual condition is a very stark one, 
and this sometimes becomes evident in the colour magazines 
which deal with news stories. Overleaf is the contents page of 

such a magazine. 
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The shock of such contrasts is considerable: not 

only because of the coexistence of the two worlds shown, but 
al80 because of the cynicism of the culture which shows them 
one above the other. It can be argued that the juxtaposition of 
images was not planned. Nevertheless the text, the 
photographs taken in Pakistan, the photographs taken for the 
advertisements, the editing of the magazine, the layout of the 
publicity, the printing of both, the fact that advertiser's pages 
and news pages cannot be co-ordinated - all these are 
produced by the same culture. 
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It is not, however, the moral shock of the contrast 
which needs emphasizing. Advertisers themselves can take 
account of the shock. The Advertisers Weekly (3 March 1972) 
reports that some publicity firms. now aware of the commercial 

danger of such unfortunate juxtapositions in news 
magazines, are deciding to use less brash, more sombre 
images. often in black and white rather than colour. What we 
need t o realize is what such contrasts reveal about the nature 

of publicity. 
Publicity is essentially eventless. It extends just as 

far as nothing else is happening. For publicity all real events 
are exceptional and happen only to strangers . I n the Bangia 
Dash photographs, the events were tragic and distant. But the 
contrast would h ave been no less stark if they had been events 

near at hand in Derry or Birmingham. Nor is the cont rast 
necessarily dependent upon the events being tragic. If they are 
tragic , their tragedy alerts our moral sense to the contrast. Yet 
if the events were joyous and if they were photographed in a 
direc t and unstereotyped way the contrast would be just as 

great. 
Publicity, s ituated in a future continually deferred, 

excludes the present and so eliminates all becoming, all 
development. Experience is impossible within it. All that 
happens, happens outside it. 

The fact that publicity is eventless would be 
imme diately obvious if it did not use a language which make s 
of tangibility an event in itself. Everything publicity shows is 
there awaiting acquisition. The act of acquiring has taken the 
place of all other actions, the sense of having has obliterated 

all other senses. 
Publicity exerts an enormous influence and is a 

political phenomenon of great importance. But its offer is as 
narrow as its references are wide. It recognizes nothing except 
the power to acquire. All other human faculties or needs are 
made subsidiary to this power. All hopes are gathered 
together, made homogeneous, simplified, so that they become 
the intense yet vague, magical yet repeatable promise offered 
in every purchase. No other kind of hope or satisfaction or 
pleasure can any longer be envisaged within the culture of 

capitalism. 
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Publicity is the life of this culture - in so far as 
without publicity capitalism could not survive - and at the 
same time publicity is its dream. 

Capitalism survives by forcing the majority, whom 
it exploits, to define their own interests as narrowly as 
possible. This was once achieved by extensive deprivation. 
Today in the developed countries it is being achieved by 
imposing a false standard of what is and what is not desirable. 
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List of Works Reproduced 

8 The Key of Dreams by Rene Magritte, 1898--1967, 

private collection 
12 Regents of the Old Men's Alms House by Frans 

Hals, 1580-1666, Frans Hals Museum, Haarlem 
12 Regentesses of the Old Men's Alms House by 

Frans Hals, 1580- 1666, Frans Hals Museum, Haarlem 

18 Still Life with Wicker Chair by Picasso 1881 -
20 Virgin of the Rocks by Leonardo da Vinci , 1452- 1519, 

National Gallery, London 
22 Virgin of the Rocks by Leonardo da Vinci , 1452- 1519, 

Louvre, Paris 
23 The Virgin and Child with St Anne and St John 

the Baptist by Leonardo da Vinci. 1452- 1519, 
National Gallery, London 

25 Venus and Mars by Sandro Botticelli, 1445--1510, 

National Gallery, London 
27 The Procession to Calvary by Pieter Breughel the 

Elder, 1525-69, Kunsthistorisches Museum, Vienna 
27 Wheatfield with Crows by Vincent van Gogh, 

1853-90, Stedelijk Museum, Amsterdam 

31 Woman Pouring Milk by Jan Vermeer, 1632- 75, 

Rijksmuseum, Amsterdam 
38 (top left) Nude by Picasso, 1881 -
38 (top right) Nude by Modigliani, 1884-1920, Courtauld 

Institute Galleries, London 
38 (bottom left) Nevermore by Gaugin, 1848--1903, 

Courtauld Institute Galleries, London 
38 (bottom right) Nude Standing Figure by Giacometti , 

Tate Gallery, London 
39 Bathsheba by Rembrandt van Ryn, 1608--69, Louvre, 

Paris 
43 Judgement of Paris by Peter Paul Rubens, 1577- 1640, 

National Gallery, London 
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45 Reclining Bacchante by Felix Trutat. 1824--48, 
Musee des Beaux Arts, Dijon 

48 The Garden of Eden; the Temptation. the Fall and 
the Expulsion Miniature from 'Les Tres Riches 

Heures du Duc de Berry' by Pol de Limbourg and 
brothers. before 1416. Musee Conde. Chantilly 

49 Adam and Eve by Jan Gossart called Mabuse. 
died c.1533. Her Majesty the Queen 

49 The Couple by Max Slevogt. 1868-1932. 

50 Susannah and the Elders by Jacopo Tintoretto, 
1518- 94. Louvre. Paris 

50 Susannah and the Elders by Jacopo Tintoretto, 
1518-94, Kunsthistorisches Museum, Vienna 

51 Vanity by Hans Memling. 1435--94. Strasbourg Museum 
51 The Judgement of Paris by Lucas Cranach the Elder, 

1472- 1553. Landesmuseum. Gotha 

52 The Judgement of Paris by Peter Paul Rubens. 
1577-1640. National Gallery. London 

52 Nell Gwynne by Sir Peter Lely. 1618- 80. 

Denys Bower collection, Chiddingstone Castle, Kent 

53 Mochica Pottery depicting sexual intercourse 
Photograph by Shippee-Johnson, Lima, Peru 

53 Rajasthan. 18th century, Ajit Mookerjee, New Delhi 

53 Vishnu and lakshmi, 11 th century. Parsavanatha 
Temple, Khajuraho 

54 Venus. Cupid. Time and Love by Agnolo Bronzino. 
1503--72. National Gallery. London 

55 La Grande Odalisque by J . A. D. Ingres. 1780--1867. 
Louvre, Paris (detail) 

56 Bacchus, Ceres and Cupid by Hans von Aachen, 
1552-1615, Kunsthistorisches Museum, Vienna 

57 Les Oreades by William Bouguereau. 1825--1905, 
private collection 

58 Danae by Rembrandt van Ryn. 1606-69. Hermitage. 
Leningrad (detail) 

60 Helene Fourment in a Fur Coat by Peter Paul Rubens, 
1577- 1640, Kunsthistorisches Museum, Vienna 

62 Man Drawing ReClining Woman by Albrecht Durer, 
1471 - 1528 

62 Woodcut from Four Books on the Human 

Proportions by Albrecht Durer, 1471 - 1528 
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63 The Venus of Urbina by Titian, 1487/ 90--1576. 
Uffizi, Florence 

63 Olympia by Edouard Manet. 1832- 83. Louvre. Paris 
66 (top left) Virgin Enthroned by Cimabue, Louvre, 

Paris. c.1240--1302? 

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

66 (bottom left) Madonna and Child by Fra Filippo Lippi. 
1457/ 8- 1 504 

66 (bottom right) The Rest on the Flight into Egypt by 

Gerard David. d.1523. National Gallery of Art 
Washington, Mellon Collection 

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

67 (top right) Virgin and Child by Murillo. 1617- 82. 
Pitti Palace, Florence 

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

68 (top) Death of St Francis by Giotto. 126617- 1337. 
Sta Croce, Florence 

68 (bottom) detail of Triumph of Death by Pieter . 
Brueghel, 1525/ 30-69. Kunsthistorisches Museum. Vienna 

69 (top left) Guiliotined .Heads by Theodore Gericault. 
1791 - 1824. National Museum. Stockholm 

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

69 (bottom) Dead Toreador by Edouard Manet. 1832- 83 
70 (top) Still Life by Pierre Chardin. 1699- 1779. Nallonal 

Gallery, London 

70 (bottom) Still Life by Francisco Goya. 1746- 1828. 
Louvre, Paris 

71 (top) Still Life by Jean Baptiste Oudry. 1685--1755. 
Wallace Collection, London 

71 (bottom) Still Life by Jan Fyt. Wallace Collection. 
London 

72 Oaphnis and Chloe by Bianchi Ferrari. Wallace 
Collection, London 

73 (top) Venus and Mars by Plero dl Cosima. 1462- 1521 
Gemaldegalerie, Berlin - Dahlen 

73 (bottom) Pan by Luca Signorelli . c. 1441 / 50--1523. 
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original now destroyed, formerly Kaiser Friedrich 
Museum, Berl in 

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

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

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

75 (bottom) love seducing Innocence. Pleasure leading 
her on. Remorse following by Pierre Paul Prud'hon, 
1758-1823, Wallace Collection, London 

76 Knole Ball Room 

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

77 (bottom left) Endymion Porter by William Dobson, 
1610-46, Tate Gallery, London 

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

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

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

79 (top left) Dona Tadea Arias de Enriquez by Francisco 
Goya, 1746- 1828, Prado, Madrid 

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

79 (bottom) Mad Kidnapper by Theodore Gericault, 
1791 - 1824, Springfield, Massachusetts 

80 (top) Self-Portrait by Albrecht Durer, 1471 - 1528 
80 (bottom) Self-Portrait by Rembrandt van Ryn, 1606- 69 
81 (top) Self-Portrait by Goya, 1746-1828, Musee Castres 
81 (bottom) Not to be reproduced by Rene Magritte, 

1898- 1967, Collection E. F. W. James, Sussex 
83 Paston Treasures at Oxnead Hall, Dutch SchOOl, 

c. 1665, City of Norwich Museum 

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

86 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, Flemish, 17th centu ry, 
National Gallery, London 

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

91 Vanitas by Willem de Poorter, 1608-48, 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, 
Musee 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 

95 Admiral de Ruyter in the Castle of Elmina 
by Emanuel de Witte, 1617- 92, collection, Dow ager 

Lady Harlech, London 
96 India Offering Her Pearls to Britannia, 

painting done for the East India Company in the 
late 18th century, Foreign and Commonwealth 
Office 

97 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 Devi s, 
1711 - 87, Walker Art Gallery, Liverpool 

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

99 Still Life with Lobster by Jan de Heem, 1606-84, 
Wallace collection. London 

99 lincolnshire Ox by George Stubbs, 1724-1806, 
Walker Art Gallery, Liverpool 

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

100 Charles II Being Presented with a Pineapple by 
Rose. the Royal Gardener after Hendrick Danckerts, 
c. 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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101 Triumph of Knowledge by Bartholomew Spranger, 
1546-1611, Vienna Gallery 

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

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

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

104 Laughing Fisherboy by Frans Hals, 1580- 1666, 

Burgsteinfurt, Westphalia: collection, Prince of Bentheim 
and Steinfurt 

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

104 An Extensive Landscape with Ruins 

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

105 River Scene with Fishermen Casting a Net 
by Jan Van Goyen, 1596-1656, National Gallery, London, 

106 Mr and Mrs Andrews by Thomas Gainsborough, 
1727- 88, National Gallery, London 

111 Portrait of Himself and Saskia by Rembrandt 
van Ryn, 1606-69, Pinakotek, Dresden 

112 Self· portrait by Rembrandt van Ryn, 1606- 69, 
Uffizi, Florence 

114 (top) Europe supported by Africa and America 
by William Blake, 1757- 1827 

114 (bottom) Pity by William Blake, 1757- 1827 

115 Mildew Blighting Ears of Corn by William Blake, 
1757-1827 

11 6 (top) Mademoiselle de Clermont 
by Jean Marc Nattier, 1685-1766, 
Wallace Collection, London 

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

117 (top left) Princess Rakoscki by Nicolas de LargilliEHre, 
1656-1746, National Gallery, London 

117 (top right) Charles, Third Duke of Richmond 

by Johann Zoffany, 1734/ 5-1810, private collection 
11 7 (bottom) Two Negroes by Rembrandt van Ryn, 

1606- 69, The Hague, Mauritshuis 
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118 Sarah Burge, 1883. Dr Barnardo's Homes 
by unknown photographer 

119 Peasant Boy leaning on Sill by Bartolome Murillo. 
1617- 82, National Gallery, London 

120 (top left) A Family Group by Michael Nouts, 1656 ?, 
National Gallery, London 

120/1 (top centre) Sleeping Maid and her Mistress 
by Nicholas Maes, 1634--93. National Gallery, London 

120 (bottom left) Interior, Delft School, c. 1650-55?, 
National Gallery, London 

120/1 (bottom centre) Man and a Woman in a Stableyard 
by Peter Quast, 1605/ 6-47, National Gallery, London 

121 (top right) Interior with Woman Cooking 
by Esaias Boursse. Wallace Collection, London 

121 (bottom right) Tavern Scene by Jan Steen, 1625-79, 
Wallace Collection. London 

122 (top left) The Frugal Meal by John Frederick Herring, 
1795- 1865, Tate Gallery, London 

122 (top right) A Scene at Abbotsford 

by Sir Edwin Landseer, 1802- 73, Tate Gallery, London 
122 (centre left) White Dogs by Thomas Gainsborough, 

1727-88, National Gallery, London 
122 (centre middle) Dignity and Impudence 

by Sir Edwin Landseer, 1802- 73, Tate Gallery, London 
122 (centre right) Miss Bowles by Sir Joshua Reynolds, 

1723-92, Wallace collection, London 

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

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

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

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

123 (bottom) A Kill at Ashdown Park 
by James Seymour. Tate Gallery, London 

124 Girl in White Stockings by Gustave Courbet. 
1819- 77 

125 Demoiselles au bord de la Seine 
by Gustave Courbet, 1819- 77, 
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Musee du Petit Palais. Paris 
126 (centre) Le Salon photograph 
126 (top) Les Romains de la Decadence 

by Thomas Couture, 1815-79 
126 (bottom left) Madame Cahen d' Anvers by L. Bonnat 

126 (bottom right) The Ondine of Nidden by E. Doerstling 
127 (top right) The Temptation of St Anthony 

by A Morot 
127 (top left) Witches Sabbath by Louis Falero 
127 (bottom left) Psyche's Bath by Leighton 

127 (bottom right) La Fortune by A Maignan 
129 Photograph by Sven Blomberg 

134 Dejeuner sur I'Herbe by Edouard Manet, 1832- 83, 
Louvre, Paris 

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

136 (bottom left) Pan Pursuing Syrinx 

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

137 (bottom left) Bacchus, Ceres and Cupid 

by Bartholomew Spranger, 1546-1611 
137 (top left) Interior of St Odulphus' Church at 

Assendelft, 1649 by Pieter Saenredam, 1547- 1665 

137 (top right) Wave by Hokusai, 1760- 1849 

139 Carlo Lodovico di Borbone Parma with Wife, 
sister and Future Carlo III of Parma, 
Anon, 19th century, Archducal Estate Viareggio 

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

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

147 Marilyn Monroe by Andy Warhol 
155 On the Threshold of Liberty 

by Rene Magritte, 1896-1967 
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