


The French Revolution had a marked impact on the ways in which citizens saw 
the newly liberated spaces in which they now lived. Painting, gardening, cinematic 
displays of landscape, travel guides, public festivals, and tales of space flight and devil-
abduction each shaped citizens’ understanding of space. Through an exploration of 
landscape painting over some 40 years, Steven Adams examines the work of artists, 
critics and contemporary observers who have largely escaped art historical attention 
to show the importance of landscape as a means of crystallising national identity in a 
period of unprecedented political and social change.

Steven Adams is Associate Professor and Head of Research in the School of Creative 
Arts at the University of Hertfordshire, UK.

Cover image: Demachy, Pierre-Antoine, The Festival of the Supreme Being at the 
Champ de Mars, 8th June 1794 (20 Prairial Year II), 1794, oil on canvas, 53.5 × 
88.5 cm. Musée de la Ville de Paris/Musée Carnavalet, Paris (Courtesy of Bridgeman 
Images).

Landscape Painting in Revolutionary France



Routledge Research in Art History

Routledge Research in Art History is our home for the latest scholarship in the field of 
art history. The series publishes research monographs and edited collections, covering 
areas including art history, theory, and visual culture. These high-level books focus on 
art and artists from around the world and from a multitude of time periods. By mak-
ing these studies available to the worldwide academic community, the series aims to 
promote quality art history research.

For a full list of titles in this series, please visit https ://ww w.rou tledg e.com / 
Rout ledge -Rese arch- in-Ar t-His tory/ book- serie s/RRA H

René Magritte and the Art of Thinking
Lisa Lipinski

The Paragone in Nineteenth-Century Art
Sarah Jordan Lippert

The Persistence of Melancholia in Arts and Culture
Edited by Andrea Bubenik

The Mobility of People and Things in the Early Modern Mediterranean
The Art of Travel
Edited by Elisabeth Fraser

Landscape Painting in Revolutionary France 
Liberty’s Embrace
Steven Adams

American Pop Art in France
Politics of the Transatlantic Image
Liam Considine

Ceramics and Modernity in Japan
Edited by Meghen Jones and Louise Allison Cort 

https ://ww w.rou tledg e.com /Rout ledge -Rese arch- in-Ar t-His tory/ book- serie s/RRA H 

https://www.routledge.com/Routledge-Research-in-Art-History/book-series/RRAH
https://www.routledge.com/Routledge-Research-in-Art-History/book-series/RRAH


Landscape Painting in 
Revolutionary France
Liberty’s Embrace

Steven Adams 



First published 2020
by Routledge 
52 Vanderbilt Avenue, New York, NY 10017

and by Routledge
2 Park Square, Milton Park, Abingdon, Oxon, OX14 4RN

Routledge is an imprint of the Taylor & Francis Group, an informa business

© 2020 Taylor & Francis

The right of Steven Adams to be identified as author of this work has been 
asserted by him in accordance with sections 77 and 78 of the Copyright, 
Designs and Patents Act 1988.

All rights reserved. No part of this book may be reprinted or reproduced or 
utilised in any form or by any electronic, mechanical, or other means, now 
known or hereafter invented, including photocopying and recording, or in 
any information storage or retrieval system, without permission in writing 
from the publishers.

Trademark notice: Product or corporate names may be trademarks or 
registered trademarks, and are used only for identification and explanation 
without intent to infringe.

Library of Congress Cataloging-in-Publication Data
Names: Adams, Steven, 1955-author. 
Title: Landscape and landscape painting in revolutionary France: liberty’s 
embrace / Steven Adams. 
Description: New York: Routledge, 2020. | Series: Routledge research in 
art history | Includes bibliographical references and index. | 
Identifiers: LCCN 2019025368 (print) | LCCN 2019025369 (ebook) | 
ISBN 9780415346863 (hardback) | ISBN 9781315229430 (ebook) 
Subjects: LCSH: Landscape painting, French–18th century. | Landscape 
painting, French–19th century. | Landscapes in art. | National 
characteristics, French, in art. | Art and 
society–France–History–18th century. | Art and 
society–France–History–19th century. 
Classification: LCC ND1356.4 .A33 2020 (print) | LCC ND1356.4 (ebook) | 
DDC 758/.14409033–dc23 
LC record available at https://lccn.loc.gov/2019025368
LC ebook record available at https://lccn.loc.gov/2019025369

ISBN: 978-0-415-34686-3 (hbk)
ISBN: 978-1-315-22943-0 (ebk)

Typeset in Sabon 
by Deanta Global Publishing Services, Chennai, India

https://lccn.loc.gov/2019025368
https://lccn.loc.gov/2019025369


For Louis and Wendy



http://taylorandfrancis.com


Figures ix
Acknowledgements xii
Foreword xiii

 Introduction: Landscape and landscape painting in Revolutionary France 1
Landscape and ‘spaces of dispersion … ’  3
Notes 11

1 Landscape painting and the pastoral vision: Art and spatiality during 
the ancien régime 14
Watelet, paysage and the Dictionnaire des beaux arts 15
Of other spaces … landscape painting in ancien régime France 19
Other spaces, other times 22
Landscape painting in the public sphere: in and outside  

the Salons … 30
Notes 40

2 Making space for the Revolution 43
The Bastille 44
‘The Empire of Liberty embraces the arts’: landscape painting  

at the Salon 52
‘Of other times’: Rome  61
Notes 67

3 ‘The passive instrument of the First Consul’s will’: Painting landscapes 
for Napoléon Bonaparte 72
Landscape and landscape painting in Consular and  

Imperial France 72
‘De certitude et d’utilité’: the Panorama during  

the Consulate and Empire 85
Political porcelain: the Service de l’Empereur  91
Notes 97

Contents



viii  Contents

4 Blindness, amnesia and consumption: Painting landscapes in  
Restoration France 100
‘Reading the scribbled past’: voyages pittoresques and the  

restoration of the French landscape 101
From Panorama to Diorama: ‘I am myself nothing in comparison’ 109
‘We sometimes admire you, we often criticize you and we never buy 

you’: landscape painting and the Restoration of the Académie des 
beaux-arts 115

Consuming landscapes in Restoration France  121
Notes 126

5 ‘Comment cela finira-t-il?’: A postscript 131
Notes 139

Bibliography 141
Index 152



0.1  Demachy, Pierre-Antoine, La Fête de la Fédération, 1791, oil on canvas,  
22 × 22 cm. Musée Carnavalet, Musée de la Ville de Paris. 2

0.2  Robert, Hubert, Draughtsman Drawing the Wooden Bridge in the  
Park of Méréville, 1790, oil on canvas, 65 × 81 cm. Nationalmuseum  
Sweden. 5

1.1  Saint-Non, Richard de, and Le Prince, Jean-Baptiste, Frontispiece to  
the Varie vedute del Gentile Mulino, 1755, etching, 14.5 × 20.3 cm.  16

1.2  Saint-Non, Richard de, and Le Prince, Jean-Baptiste, View of a  
River Bank from Varie vedute del Gentile Mulino, 1755, etching,  
17.7 × 26.2 cm.  17

1.3  Robert, Hubert, A View of the Ripetta, 1766, oil on canvas,  
117 × 145 cm. École Nationale Supérieure des Beaux-Arts. 23

1.4  Robert, Hubert, The Tapis-Vert at the Time of Demolition of the  
Trees, 1777, oil on canvas, 124 × 191 cm. Château de Versailles. 27

1.5  Vernet, Claude-Joseph, View of the Port of Sète, 1757, oil on canvas,  
165 × 263 cm. Musée du Louvre, Paris. 29

1.6  Hue, Jean-François, View of the Fontainebleau Forest, 1782, oil on  
canvas, 115 × 152 cm. Château de Fontainebleau, France. 32

1.7  Demachy, Pierre-Antoine, The Laying of the Foundation Stone for  
the Church of Sainte-Geneviève du Mont, 4th September 1764, 1765,  
oil on canvas, 81 × 129 cm. Musée de la Ville de Paris/Musée Carnavalet,  
Paris. 34

1.8  Raguenet, Nicolas-Jean-Baptiste, The Sailors’ Joust, between the Pont  
Notre-Dame and the Pont au Change, 1751, oil on canvas,  
47 × 83.5 cm. Musée de la Ville de Paris/Musée Carnavalet, Paris. 37

2.1  Leguay, Charles-Étienne, The Parisians at the Champ de Mars,  
Preparations for the Fête de la Fédération, July 1790, 1790, gouache,  
52 × 100 cm. Musée de la Ville de Paris/Musée Carnavalet, Paris. 44

2.2  Robert, Hubert, Demolition of the Bastille, 1789, oil on canvas,  
77 × 114 cm. Musée de la Ville de Paris/Musée Carnavalet, Paris. 45

2.3  Prieur, Jean-Louis, Temple Dedicated to Liberty: Proposal for the  
Ruins of the Bastille, 1789, etching, 25 × 37.5 cm. Bibliothèque  
Nationale de France. 48

2.4  Anon., Lafayette’s Oath at the Fête de la Fédération, 1790.  
Musée de la Ville de Paris/Musée Carnavalet, Paris. 50

Figures



x  Figures

2.5  Demachy, Pierre-Antoine, The Festival of the Supreme Being at the  
Champ de Mars, 8th June 1794 (20 Prairial Year II), 1794, oil on  
canvas, 53.5 × 88.5 cm. Musée de la Ville de Paris/Musée Carnavalet,  
Paris. 52

2.6  Janinet, Jean-François, View of the Champ de Mars, When the King,  
the Deputies of the National Assembly and the Federations took the  
Civic Oath, July 14 1790, 1790, coloured engraving, 25 × 59 cm. 53

2.7  Thévenin, Charles, La Fête de la Fédération, oil on canvas,  
127 × 183 cm. Musée de la Ville de Paris/Musée Carnavalet, Paris.  55

2.8  Bruandet, Lazare, The Bois de Boulogne, 1797, gouache on paper,  
27 × 38 cm. Musée Marmottan-Monet, Paris.  56

2.9  Dunouy, Alexandre Hyacinthe, View of the Fountain at Roche-Cordon,  
called the Fountain of Jean-Jacques Rousseau. Musée  
Marmmottan Monet, Paris. 60

2.10  Poussin, Nicolas, Landscape with Polyphemus, 1649, oil on canvas,  
149 × 197 cm. State Hermitage Museum, St. Petersburg. 64

2.11  Valenciennes, Pierre-Henri de, Cicero Discovering the Tomb of  
Archimedes, 1787, oil on canvas, 119 × 162 cm. Musée des Augustins, 
Toulouse. 65

3.1  Lejeune, Louis, The Battle of Marengo, 14th June 1800, 1801, oil on  
canvas, 180 × 250 cm. Musée National du Château de Versailles.  74

3.2  Hue, Jean-Baptiste, View of the Siege of the Town of Granville,  
November 14, 1793, 1800, oil on canvas, 120 × 185 cm. Private  
collection.  77

3.3  Lecomte, Hyppolite, Joséphine de Beauharnais on the Banks of  
Lake Garda Fired upon by an Austrian Sloop, July 30 1796, 1806, oil on  
canvas, 1105 × 1930 cm. Châteaux de Versailles.  78

3.4  Taunay, Nicolas-Antoine, The Entry of Napoléon Bonaparte  
and the French Army into Munich, 24th October 1805,  
1808, oil on canvas, 182 × 221 cm. Château de Versailles. 79

3.5  Bouquet, Louis, View of Munich, 1808, glazed hard-paste porcelain,  
23.7 cm diameter. Musée Napoléon, Fontainebleau. 80

3.6  Demarne, Jean-Louis, Meeting between Napoléon and Pope Pius VII  
in the Forest of Fontainebleau, 1808, oil on canvas, 223 × 229 cm.  
Château de Fontainebleau. 82

3.7  Demarne, Jean-Louis, The Route, 1814, oil on canvas, 50 × 61 cm.  
Musée du Louvre, Paris. 84

3.8  Garnier, Étienne-Barthélémy, Napoléon in his Office, oil on canvas,  
89 × 66 cm. Galleria Nazionale d’Arte Moderna e Contemporea,  
Rome.  88

3.9  Cassanova, Alexandre, Marriage of Napoléon and Marie-Louise,  
2 April 1810, oil on canvas, 236 × 149 cm. Musée National du  
Château de Versailles. 95

4.1  Watelet, Louis-Etienne, Castle of Robert le Diable, 1818, etching,  
26.5 × 29 cm. In Charles Nodier, Isidore Taylor and Alphonse  
de Cailleux, Voyages pittoresques et romantiques dans  
l’ancienne France. Ancienne Normandie, 1820.  105



Figures  xi

4.2  Balthard, Louis-Pierre, Ruins of the Great Abbey Church at Jumièges,  
1819, etching, 26.5 × 29 cm. In Charles Nodier, Isidore Taylor and  
Alphonse de Cailleux, Voyages pittoresques et romantiques  
dans l’ancienne France. Ancienne Normandie, 1820. 106

4.3  Ciceri, Eugène, The Foundation of the Castle of Robert le Diable,  
etching, 26.5 × 29 cm. In Charles Nodier, Isidore Taylor and Alphonse  
de Cailleux, Voyages pittoresques et romantiques dans l’ancienne  
France. Ancienne Normandie, 1820. 107

4.4  Taylor, Isidore, Frontispiece to vol. 1, Charles Nodier, Isidore  
Taylor and Alphonse de Cailleux, Voyages pittoresques et romantiques  
dans l’ancienne France. Auvergne, 1829. 108

4.5  Diorama, Park Square, Regent’s Park, London, engraving, 1823. 110
4.6  Daguerre, Jacques-Louis-Mandé, Ruins of Holyrood Chapel, oil on  

canvas, 211 × 256 cm. Walker Art Gallery, National Museums,  
Liverpool. 114

4.7  Michallon, Achille-Etna, Democritus and the Abderitains, 1817,  
115 × 1.25 cm. École Nationale Supérieure des beaux-arts, Paris.  119

4.8  Giroux, André, View of the Gresivaudan Plain near Grenoble: morning  
effect, 1834, oil on canvas, 102 × 147 cm. Louhans, Musée Municipal,  
France.  122

4.9  Lantara, Simon-Mathurin, Landscape by Moonlight, c. 1780, oil on  
wood, 160 × 19 cm. Musée du Louvre, Paris. 124

5.1  Rousseau, Théodore, View from the Granville Coast, oil on canvas,  
1833, 85 × 165 cm. State Hermitage Museum, St. Petersburg.  132

5.2  Huet, Paul, Le Cavalier, 1821, oil on canvas, 50 × 72 cm.  
Musée de l’Oise, Beauvais.  133

5.3  Michel, Georges, Thunderstorm, c.1830, oil on canvas, 48 × 63 cm.  
Musée des Beaux-Arts, Strasbourg. 135



The gestation of this book has been a long one. It could not have been completed 
 without the support of numerous colleagues, institutions and friends. In particular, 
I would like to thank Kate Astbury, Nathalie Aubert, Stephen Bann, Anthea Callen, 
Silvio Carta, Katie Hornstein, Alana Jelinek, Grace Lees Maffei, Iris Moon, Adrian 
Rifkin, Michael Schwartz, Susan Siegfried, Paul Smith, Richard Taws, Ljubomir 
Jankovic and Linda Whitely. I would also like to acknowledge the help of staff at the 
Archives nationales, the Archives de Paris, the Musée de l’Histoire de la Ville de Paris, 
the Manufacture nationale de Sèvres, the École nationale supérieure des Beaux-Arts, 
the Institut de France, Musée Cognacq-Jay and the Musée de l’Histoire de la Révolution 
française. And not least, the work undertaken by Wendy Vaizey in the proofreading 
of the manuscript, and the editorial staff at Routledge, particularly Katie Armstrong. 

Acknowledgements



We should perhaps exercise caution in starting a book about landscape painting, 
 spatiality and the French Revolution with the analogy that history constitutes a form 
of butchery. Writing in Plato’s Phaedrus, Socrates spoke of a philosophical method 
of dividing ‘scattered particulars by classes where the natural joints are and not try-
ing to break any part, after the manner of a bad carver’.1 For the purposes of this 
book, it is possible to identify a corpus for analysis, but when it comes to the visual 
and material culture of the French Revolution and its aftermath, the integrity of the 
body, quite where those joints are located, or of precisely what they comprise is often 
harder to determine. According to the second posthumous edition of Jacques Barbeu-
Dubourg’s diagrammatic history of the world, the Chronographie of 1838, events 
were generally shown to unfold in neat succession from the moment of Creation in 
4004 BC until the summer of 1789. However, as the account concludes, there are 
simply too many incidents in too short a time to contain within the confines of the 
page.2 The size of the letterforms diminishes as one event crowds in on another. Quite 
how citizens’ conceptions of landscape, space and visuality fit into this overcrowded 
historical moment is again difficult to assess: so often the most instructive cultural 
forms barely fit within the bounds of art history, or the more recently constituted 
disciplines of design history, or material and visual culture. When on the afternoon of 
14 July, a young cutler from the rue de la Roquette stole from the Bastille’s guardroom 
a sixteenth-century flag emblazoned with the arms of Henri III, hastily adapted it with 
the impromptu device of a flame – a Pentecostal symbol but one that would seem to 
have no obvious relevance to a revolutionary lexicon – and carried it to the prison’s 
ramparts, we have to ask how this act of revolutionary fervour, or the numerous 
others recorded in contemporary news-sheets of the period, might best be described? 
The act is hard to classify. It takes visual, material, performative, spatial and textual 
expression but says so much more about citizens’ enthusiasm and the political cli-
mate of the summer of 1789 than the few paintings of revolutionary subjects that 
made their way into that year’s Salon. The event is doubly hard to locate because we 
often know of such incidents largely through accounts in the radical press. A closer 
look at how the siege was described might prompt us to fix on journalists’ breath-
less prose, and the capacity of on-the-spot reporters to spirit themselves across the 
city – the Hôtel de Ville at one moment, the Bastille the next – at breakneck speed.3 
This too, of course, is a form of spatiality, and their prose a new kind of chronometry, 
an awareness that the Revolution brings with it a new kind of temporal immanence. 
In our attempt to try to understand something of these events, we might apply some 
kind of cross- or interdisciplinary alternative to art history and take lessons from a 
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combination of disciplines, but the problem of interpretation is only compounded. 
Writing in A Thousand Plateaus, the French philosopher Giles Deleuze warns against 
‘decalcomania’, the imposition of a predetermined picture (or decal) on a retrospec-
tively formed cultural or conceptual fabric where we see events too readily in terms of 
our own disciplinary frames. Interdisciplinarity – the recognition of plural disciplines 
and an unproblematized exploration of the connections between them – thereby risks 
the anachronistic application of not one decal, one set of material or discursive con-
ventions, but several.

For all its complexity, the material and discursive fabric that makes up our period 
may be patchy, ill-formed and difficult to categorize but it still has a consistency 
about it. Many subjects and citizens lived through the 40-year period examined 
within this book and some way or another negotiated their way through the vis-
ual and material culture generated by a succession of sometimes wildly contrasting 
regimes: an absolutist and then constitutional monarchy, a Republic of varying hues, 
a Consulate, an Empire and a monarchy again. And some were young enough in 
1789 to experience the period as a sequence of related events. Gilbert du Motier, the 
marquis de Lafayette, head of the National Guard in 1789, was still in line for a simi-
lar position 40 years later following the abdication of Charles X in 1830. Writing in 
Rethinking Intellectual History, Dominick LaCapra speaks about the configuration 
of history as a discipline, the concern that the historical record is at once too full –  
too full in terms of the inevitable wealth of sources available to us for scrutiny – yet 
incomplete because the record invariably requires the intercession of the historian 
to interpret it. LaCapra acknowledges history’s contingency but concedes that the 
‘past had its own voices’ and the task of the historian is to enter into a work-like dia-
logue with those voices. Those voices ‘must be respected’, he argues, ‘especially when 
they resist the interpretations we would like to place on them’. Most compellingly, 
LaCapra also speaks of acknowledging the importance of ‘what does not fit’ and ‘an 
openness to what one does not want to hear from the past’.4 This is helpful advice 
and an important point of methodological principle for the historian – or certainly 
this historian – of Revolutionary France. The galvanizing force of the Revolution was 
such that so much of the archive it left behind, as the act of our brave cutler shows, 
consistently plays fast and loose with later-day, decalized taxonomies. In short, it is 
to some of these resistant voices that this book sets out to attend, contextualize and 
to set within a chronological discursive frame that French subjects and citizens, or 
at least the marquis de Lafayette, might begin to recognize. In so doing, the book 
attempts to bring together a 40-year history of landscape painting and spatiality that 
strays well beyond the normative bounds of art and other forms of history. 

Steven Adams 
University of Hertfordshire

Notes
1 Bernard Atkins, Deleuze and Guattari’s A Thousand Plateaus (Edinburgh: Edinburgh 

University Press, 2015), p. 27. See also Plato, Symposium and Phaedrus (New York: Dover, 
2000), p. 79. 

2 Jacques Barbeu-Dubourg, Chronographie, ou description des temps, contenant toute la 
suite des souverains des divers peuples, des principaux événements de chaque siècle (Paris: 
Paulin, 1838), 2 vols.
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This book is about landscape and landscape painting in Revolutionary France. It 
charts the place of landscape representation in French politics, society and culture 
over about 40 years from around the last decade of the ancien régime to a period just 
after the July Revolution of 1830. The need to italicize the terms landscape, paint-
ing and space, to stress their historical and cultural contingency, is evident from the 
outset. In examining some of the ways in which French subjects and citizens (and 
subjects again) represented the landscape over a period of such seismic political and 
social change, we necessarily stray from the fine arts into the less familiar terrain of 
visual and material culture (although they too require their own italicization), into the 
virtual spaces of popular literature, architectural fantasy and the immersive spaces of 
theatrical spectacle. So great were the demands placed on the arts, on citizens, and on 
political and cultural institutions during our period that once largely stable ways of 
representing landscape and space quickly became unstable, sometimes to collapse and 
be remade afresh whereafter they were swept away to be made and remade again, then 
forgotten only to be imperfectly recalled sometimes during a remarkably short space 
of time. Often in the course of this book we come across multiple incarnations of the 
one painter or genre, each remade according to the demands of a specific moment, 
political imperative or regime.

It is instructive briefly to think about some of the ways in which new conceptions 
of space first impacted on landscape painting and visual and material culture and 
the need to test art history’s disciplinary frame. For example, there were plenty of 
landscape paintings on show in the immediate aftermath of the French Revolution, 
particularly after 1791, when the Paris Salon, once the preserve of an exclusive circle 
of academicians, opened its doors to all painters and sculptors irrespective of their 
professional affiliation. Seen from the vantage point of the Salon, landscape painting 
did not change that much either side of the French Revolution, only the constituency 
of painters who practised it. Instead, we need to leave what Anne Cauquelin describes 
as the ‘enchanted circle of art history’ for other disciplinary forms.1 In the summer 
of 1789, overcome by the spirit of Liberty, citizens described the French Revolution 
as an event of millennial significance. Some were deliriously happy at the prospect of 
the Revolution, variously casting off skywards in aerostats to liberate the moon from 
‘celestial tyrants’, drinking to the health of the ‘people of the Universe’ and dancing on 
the debris of the Bastille to extinguish ‘feudalism’s last breath’.2 Others were roundly 
traumatized and struggled to keep pace with events. For the author of Le Diable boi-
teux à Paris, a short pamphlet of 1790, freedom took the disturbing form of a flight 
around the capital on the Devil’s back while using his magic eye-glass to peer into the 
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2 Introduction 

homes and hearts of men and women. Here, we need to turn to new forms of spatiality 
where space not only has its normative x-axis spreading laterally across the material 
landscape, but also a psychic, largely imaginary y-axis extending upward to the heav-
ens and down into the earth’s bowels. In each instance, such responses to the French 
Revolution have little to say about landscape painting, but much to say on freedom’s 
capacity to generate a kind of spatial delirium bordering at times on neurosis.3 Clearly, 
it is impossible to leave the genre of landscape painting completely behind; it too strug-
gled with the demands made on it by new conceptions of space. When, for example, in 
1790, the painter Pierre-Antoine Demachy tried to represent the Fête de la Fédération –  
the celebration of the first anniversary of the siege of the Bastille – he clearly strug-
gled to fit a new conception of boundless space into a conventional pictorial frame 
(Figure 0.1). Here, we have the visual equivalent of the last pages of Barbeu-Dubourg’s 
Chronographie. The space within the picture is prized apart, the focal length of the 
picture shrinks and the figures are soon reduced to an undifferentiated mass. A new 
sense of spatiality has overcome the nation, but in some cases landscape painting may 
not be the best way to express it. 

The historical calculus that requires such careful formulation when we speak of 
the fine arts, visual culture and spatiality in the first years of the French Revolution, 
requires similar attention when we speak of the fine arts, visual culture and spatiality 
at key moments before and after. The fall of the Bastille and the formation of a con-
stitutional monarchy; the foundation of a Republic in 1791, factional disputes among 
the political centre and left of 1793–4 and the ever-present threat of foreign-inspired 
royalist insurgency; the Revolution’s ‘termination’ in 1799 after Napoléon Bonaparte’s 
coup d’état of 18 Brumaire, his transformation from First Consul to Emperor four 
years later, his subsequent dispatch and the Restoration (twice over) of the late king’s 
younger brother Louis XVIII and, not least, the Bourbon administration’s final fall in 
1830 each prompted distinctive forms of spatial expression across a broad range of 

Figure 0.1  Demachy, Pierre-Antoine, La Fête de la Fédération, 1791, oil on canvas, 22 × 22 cm. 
Musée Carnavalet, Musée de la Ville de Paris (Courtesy Bridgeman Images).
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media. Painting, engraving and lithography, illustrated travel guides, porcelain services 
made at Sèvres, and spectacular public displays of landscape at the Panorama and 
Diorama variously showing the nation’s cities, its public works, its battles and colo-
nial territories overseas, its châteaux, cathedrals and churches, gardens, farmland, and 
rural traditions were variously pressed into service to give the nation spatial and by 
extension ideological definition. The French Revolution may not have invented land-
scape painting, but the Revolution and its aftermath created a remarkable stimulus for 
new representations of landscape and spatiality to flourish. 

The idea that the French might now take France as a subject for landscape paint-
ing was an act of significant cultural self-confidence, one that resonates through the 
nation’s cultural history arguably for the next two centuries or more. When, shortly 
before the Revolution, the gentleman-amateur, tax farmer and gardener Claude-Henri 
Watelet wrote an essay on landscape for his popular encyclopaedia, the Dictionnaire 
des arts de peinture of 1788, he maintained that the French were fundamentally ill-
suited to intellectually ambitious, high-minded art and instead preferred decorative 
forms of pastoral painting that delighted the senses.4 After the Revolution, the picture 
was very different. Many members of the enlightened aristocracy who had endorsed 
Watelet’s vision were now refugees and their estates turned over to the Nation. The 
day-to-day fabric of France – so absent in Watelet’s pastoral vision – was now of com-
pelling interest. But the methods used to bring these new spatialities into being were 
by no means logically or consistently thought through. Clearly, no simple formulae 
connect the political aspirations of the French Revolution – a dispersed and mercurial 
entity staffed by competing factions that for the best part of 10 years lacked a single 
and consistent form of expression – with landscape and spatial representation. It is 
however possible to locate something of a path – albeit a broad and at times serpen-
tine path (one that the picturesque gardener Watelet might recognize) – that takes us 
eventually from just before 1789 to just after 1830, to plot some of the ideological 
shifts that take place over this period and find a corresponding place for the expanded 
field of landscape representation within them. Michel Foucault’s example is helpful. 
Writing in the Archaeology of Knowledge, he made a useful distinction between a 
‘total history’, an exhaustive, well-reasoned historical account that tries to establish 
clear and systematic connections between all aspects of social, political and cultural 
life during a given period, and a ‘new’ general history shaped by ‘divisions, limits, dif-
ferences of level, different forms of levels, shifts, chronological specificities, particular 
forms of re-handling’ that deploys ‘a space of dispersion’.5 It is to some of these dis-
persed spaces that I now want to turn.

Landscape and ‘spaces of dispersion … ’ 

The book’s first chapter looks at landscape, landscape painting and conceptions of 
space in France during the last years of the ancien régime. The French Revolution may 
have had a seismic effect on citizens’ concepts of spatiality and visual culture, but the 
picture that immediately precedes it is by no means clear. It is often difficult to identify 
how after 1789 exactly what was so resolutely shaken and how. For the most part, 
there is no single fissure, fault line or enduring event that neatly divides the visual and 
material culture of the old regime from that of the new. The Bastille, the founding site of 
Liberty in 1789 that seemed so indelible a marker for the Revolution’s start, was soon 
passed over. Its connection with a long tradition of working-class insurrection in the 
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eastern faubourgs was unhelpful for those seeking to give the nation political stability 
and the symbolic centre of the Revolution, as Mona Ozouf notes, moved westwards 
to the Champ de Mars.6 Consequently, there are potentially numerous places –  
both locations and historical moments – with which to begin. As the French philoso-
pher Bruno Latour points out, our enquiries always begin in medias res, in the mid-
dle of things, mired in a network of material, cultural and ideological filiations that 
reticulate both across the period under examination and through the methodologi-
cal inclinations of those who have examined them.7 Inspired by the success of Denis 
Diderot and Jean Le Rond d’Alembert’s Encyclopédie of 1772, the last years of the 
ancien régime saw the production of numerous popular dictionaries, treatises and 
encyclopedias attempting to define and classify knowledge for the lay reader, and it is 
with one of these, Watelet’s Dictonnaire, that I want to start. 

When the francophone world of letters wanted to know about landscape, it fre-
quently looked to Watelet. Wealthy and well connected, he had written about land-
scape and landscape painting as a pastoral poet, a garden designer, a collector and an 
engraver, and put theory into practice in his own island estate near Colombes just out-
side Paris, Le Moulin Joli.8 Here, Watelet describes a heterotopic world set aside for 
the aristocratic contemplation of art, one that returned men and women to the state 
of nature his friend Jean-Jacques Rousseau described. Not least, the picturesque world 
Watelet set out translated neatly into landscape painting. François Boucher, Louis-
Gabriel Moreau, Jean-Claude Richard, abbé de Saint-Non, Xavier Le Prince, Elisabeth 
Vigée Lebrun, Hubert Robert and Claude-Joseph Vernet came to the island to paint 
and draw landscapes that had themselves been conceived in essentially pictorial terms. 
Watelet’s view, however, was a partial one, partial both in terms of his social class and 
the limited historical and intellectual scope of his popular Dictionnaire. There were 
other kinds of landscapes in circulation both inside the Salon and the Académie des 
beaux-arts and outside. 

In the 1780s, the work of the academicians Hubert Robert and Claude-Joseph 
Vernet frequently provided a critical benchmark for landscape painting, spawning 
numerous imitators at home and in Rome. Robert, an extraordinarily versatile painter, 
was well known both for his architectural fantasies and picturesque landscapes, and 
not least, his work as a picturesque architect and landscape designer, deploying the 
very conventions set out in the one to inform the other. At the gardens of Méréville, for 
example, we find Robert painting pictures of the act of painting a landscape that them-
selves had their origins in picturesque conventions (Figure 0.2).9 Vernet’s landscapes, 
in turn, were thought to rival nature herself, and for some, to rival the work of the 
ancients, a provocative claim that inverted landscape’s traditionally subordinate place 
in the hierarchy of the genres.10 Denis Diderot’s Salon de 1767 famously included a 
‘Promenade’ through nature with friends and students and it was only at the end of 
the review that he revealed his subject was not nature but its simulation in the form of 
Vernet’s landscapes.11

Outside the Académie, landscape painting proliferated still further. When in 1777, 
the Comptroller-General of Finances, Anne-Robert-Jacques Turgot, abolished the 
Académie Royal’s rival, the Académie de Saint-Luc, in an attempt to rationalize artis-
tic production in the capital, the volume of independent artists and artisans increased 
dramatically.12 Many in this category are found working as artisan painters, decorat-
ing signs, wallpapers, carriages, and painting backdrops for the theatre and sometimes 
trying their hands at more ambitious painting. They are often an easy source of comedy 
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on the Parisian stage. As early as 1732, grand aspirations and limited talent clash in 
Denis Carolet’s play Le retour de l’Opéra-Comique au faubourg de Saint-Germain 
when an itinerant theatrical painter’s failed search for work leads him to retire to 
his ‘atelier’, a wine merchant’s store, to declare his genius.13 Here we encounter an 
early example of a long-standing trope in French art where artists found themselves 
in a competitive and, after 1791, a deregulated cultural economy only to compensate 
their economic failure through assertions of genius, the generation of self-sustained 
cultural capital in the only setting in which it has much credibility, the working-class 
tavern. Closer examination of this sector of the profession, however, shows a number 
of accomplished but now largely forgotten painters – Louis-Philippe Crépin, Louis-
Gabriel Moreau, Nicolas-Jean-Baptiste Raguenet – making topographical pictures of 
Paris with a documentary level of scrutiny that anticipate some of those made during 
the Consulate and Empire. Their detailed landscapes betray a distinctively Parisian 
kind of narcissism, one that is evident in the work of the best-selling contemporary 
journalist Louis-Sébastien Mercier (and later Hugo, Baudelaire, the Impressionists 
and Walter Benjamin) where Paris becomes what Mercier described as an ‘abstract of 
the Universe’, an urban repository of human achievement so complete that there was 
little need for citizens to leave.14 

The second chapter explores the configuration of space during the Revolutionary 
decade. The first year of the Revolution was marked by new forms of spatiality 

Figure 0.2  Robert, Hubert, Draughtsman Drawing the Wooden Bridge in the Park of Méréville, 
1790, oil on canvas, 65 × 81 cm. Nationalmuseum Sweden (Courtesy Bridgeman 
Images).
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brought about by a defining moment of the French Revolution (although by no 
means the defining moment), the siege and subsequent destruction of the Bastille. 
The speed and suddenness of the siege caught many off guard. Citizens were aware 
of the historical importance of the Revolution – references to the siege of Jericho 
and Revelations were common – but often struggled to give it coherent expression.15 
Nonetheless, new and sometimes contradictory formulations of a politicized spatial-
ity were everywhere apparent. Attacks on the city’s customs posts, the dispersion 
of fragments of the razed Bastille to each of the Nation’s 89 departments, plans 
to memorialize the site of the ruined fortress (all of which came to nothing), the 
exhumation and display of would-be political prisoners from the darkness of the 
prison’s bowels into the light of the new regime and not least the celebration of 
the Revolution’s first anniversary at the Champ de Mars, each relied on new forms of 
spatial expression, forms that in many instances were poorly considered and quickly 
crafted by citizens made dizzy by Liberty’s galvanizing powers, or so popular pam-
phlets of the period imply.16 

Landscape painting took a different course. Apart from a handful of overtly par-
tisan paintings whose compositions were troubled by the boundless nature of the 
Revolutionary, or, more specifically, federative space (the spaces of 1789 and 1790 are 
not those of 1793–94), many of the landscapes on show at the Salon of 1791 might 
easily have been seen years earlier: topographical views of the city, moonlit scenes, and 
views of the parks and forests around Paris and the countryside at home and abroad, 
notably in Switzerland and Italy.17 However, on closer inspection, the act of represent-
ing once royal or noble estates now in the hands of the Nation, locations connected 
with the life and work of Jean-Jacques Rousseau, a luminary of the Revolution for 
those on the political left and centre, and images of Switzerland, said by many moder-
ates to have been a natural home of political liberty, might easily be re-seen through a 
politicized lens. Landscape painting may have taken on a familiar form, but the mean-
ing attached to the spaces it described now had a political inflection. This lens, how-
ever, had not only a political tint showing Liberty in her natural state, but also varying 
temporal depths of field. As the Revolution continued, so it became increasingly com-
mon to use landscape painting to look selectively back at the past and to frame space 
within a specific moment. To some degree, spatiality and chronography – the study of 
the historical conception of time – had long been part of the discourse of landscape 
painting: the timeless time of Watelet’s picturesque gardens, the sense of immanence 
connected with the siege of the Bastille and the Fête de la Fédération, the sense of a 
lost past in historical landscapes and so on. Landscapes of the 1790s, however, began 
to depict quite precise places and quite precise moments, specific points in the recent 
past before the Revolution turned sour.

There were a few pockets of resistance to innovations in landscape painting and 
these too framed space and time in highly distinctive ways. Historical landscape paint-
ings were common in the Salons of the 1780s and 1790s. Typically they were set in 
Italy and depicted events from the classical past. Watelet referred to historical land-
scape in the Dictionnaire as landscape in its most idealized and dignified form, but 
characteristically did not go into much detail.18 In the late 1790s, Pierre-Henri de 
Valenciennes, professor of perspective at the École des beaux-arts at Rouen, wrote a 
treatise on landscape, also based on Winckelmann’s work, the Elémens de perspective 
pratique à l’usage des artistes, suivis de réflexions et conseils à un élève sur la peinture 
et particulièrement sur le genre du paysage.19 The first part of Valenciennes’ book was 
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straightforward enough. It contained practical advice on the techniques and applica-
tion of landscape representation in its various forms and gives a telling insight into 
the genre’s diversity in the late 1790s. The second part of the book, the Réflexions et 
conseils, took issue with everyday images so extensively discussed in the first, insist-
ing that many landscapes were little more than the product of bourgeois craving for 
novelty, intellectually vacuous and a damning reflection of the parlous state of the 
arts in the modern France.20 Based on Winckelmann’s conviction that art in its highest 
form was the result of a process of internalized reflection (the beau idéal) rather than 
mimesis, even improved mimesis (the beau de la réunion), Valenciennes argued that 
landscape painting might be redeemed through a parallel process of reflection whereby 
artists eschewed all external sensory stimuli to see nature with ‘closed eyes’ through 
the poetry of Homer and Virgil.21 Winckelmann had been largely concerned with clas-
sical Greek and Roman sculpture, not landscape painting, a modern genre unknown 
to Antiquity save as a form of decoration. Valenciennes’ application of Winckelmann’s 
idealism to landscape painting lent landscape painting professional status, but made 
it all but impossible to practise in the modern world. But, as so often happens during 
our period, there is more than one Valenciennes: the self-published pedagogue of 1799 
and the conservative academician of 1820. When, after 1815, Louis XVIII restored 
the old Académie des beaux-arts, conceptions of landscape painting that held modern 
innovations in contempt and looked to the past for its models were perfectly pitched 
for a regime keen to sever its connection with the political and cultural innovations of 
the previous two decades. 

In 1799, Napoléon Bonaparte put an end to a decade of rivalries between the 
various factions that had competed for power since the Terror of 1793–94. Under 
Bonaparte’s direction, virtually all aspects of public and cultural life were subject to 
the regime’s attention, not least the arts. In the words of Jacques de Cambry, Deputy 
for the recently reconstituted department of the Oise, the arts were nothing other 
than the ‘passive extension of the Emperor’s will’.22 Chapter Three looks at landscape 
and landscape painting after Bonaparte’s coup of 18 Brumaire. Although there were 
numerous instances in which the government promoted traditional forms of classically 
inspired painting, a genre well suited to an administration keen to assert its author-
ity as Antiquity’s successor, the period also saw the production of wholly new forms 
of landscape. When, for example, in 1810 Napoléon celebrated his second marriage 
to the Habsburg princess Marie-Louise, the Emperor’s extended family and a few 
vanquished European heads of state came together to dine at the Tuileries Palace. 
Laid out before them in panoptic form was a 176-piece porcelain service commis-
sioned from the Sèvres Manufacture.23 The service was decorated not with the pastoral 
imagery or classical allegories found during the ancien régime, but with topographical 
views of locations connected with Napoléon’s victories. The Service took as its subject 
Napoléon’s command over Europe and its patrimony but made the point through the 
depiction of the material fabric of the France and its territories set out around the 
Emperor.

Landscape painting was also put directly to the service of the state. In many 
instances, as the letters of the Director of Museums, Dominique Vivant Denon, show, 
Napoléon’s demands were sometimes so specific that the resulting pictures broke the 
limits of established genres.24 Pictures documenting the victories of the Republic and 
Empire often drew on data from official reports from the front and the first-hand 
testimony of veterans, paying little attention to normative conventions in landscape. 
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Salon livrets had often included a few words of explanation to accompany pictures. 
As Susan Siegfried has shown, after 1800, catalogues went into extensive detail about 
the events on show, not least because the normative boundaries of art had been aban-
doned and many pictures would have been largely incomprehensible without explana-
tion.25 Battle pictures that had themselves been shaped through eye-witness accounts 
were engraved for use as illustrations in historical accounts of the Republic’s victories 
in a process of documentary cross-referencing. Pictorial innovations are also found 
in landscapes that document the life of the Imperial family. Some events mark defin-
ing moments in the history of the Republic or Empire. Others are relatively trivial: 
an incident on a journey made by Joséphine on her way to meet the First Consul, the 
Imperial family gathering in the grounds of a country home.26 If such pictures are testi-
mony to the degree to which politics reticulate through the life of the Empire, shaping 
even relatively inconsequential events, we might easily extend the formula to apply to 
all landscapes, even the most apolitical. The landscapes of Jean-Louis Demarne – a 
once well-known landscape and genre painter whose work went out of fashion in the 
middle of the nineteenth century – often show nothing overtly political – a diligence 
stopping to change horses, peasants loading a cart, a canal receding into the distance –  
but seen from a perspective where an Imperial political power is so pervasive, where 
new roads and canals were part of an Imperial legacy, they might also be read as 
depictions of domestic Pax Napoleonica, showing the prosperous, well-regulated life 
of the Empire. 

Politically engaged landscape painting also took on a much larger public form and 
it is here that we shift again from the fine to the applied art of landscape painting. 
Between 1799 and 1813, the government commissioned a series of monumental pan-
oramic landscapes showing important locations and events from the history of the 
Republic and Empire.27 In a darkened rotunda, the monumental top-lit landscapes 
showed images of breathtaking realism. Opening in 1799 with a view of Paris as 
the hub of the Republic seen from the Bonapartes’ residence, the display changed 
regularly. Military adventures were popular. In 1801, the Panorama showed the Port 
of Toulon after the rout of the English in 1793, and, as the Empire expanded, other 
victories and conquests were added to the repertoire. This was not so much landscape 
painting but more a new and highly politicized form of immersive technology in which 
the citizen became an Imperial avatar put at the centre of the Empire to witness its 
defining events.

The Imperial project eventually faltered but landscape – again in an expanded form –  
remained an important conduit for the articulation of a new national identity. In a 
wholesale disavowal of the recent past, Louis XVIII’s administration now insisted that 
the Revolution and Empire were aberrations in French history, that the nation had 
been duped by a foreign usurper. As François-René de Chateaubriand noted, 22 years 
after the storming of the Bastille, France was said finally to have come to its senses.28 
In practice, a humiliated nation took emotional refuge in the past, looking back to the 
middle ages, to prehistory and sometimes to a past so distant that it was extruded into 
myth. The final chapter examines some of the ways in which landscape representa-
tion remained central in the articulation of this new post-Imperial vision. The genre’s 
importance is evident in a range of forms but perhaps finds its keenest expression 
in one of the most ambitious publishing projects of the 1820s, the several hundred 
 in-folio lithographic landscapes made for Isidore Taylor and Charles Nodier’s pictorial 
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survey of the nation’s medieval fabric, the Voyages pittoresques et romantiques de 
l’ancienne France of 1822.29 We often need to look beyond pictures for a clue to their 
meaning. In the Voyages pittoresques, however, images and text sit side-by-side pro-
viding an unusually specific insight into how each was used to re-conceptualize space. 
The four volumes published in the 1820s – two on Normandy and one on the Franche-
Comté and the Auvergne – took the fabric of early modern, medieval and Roman 
France and in several cases pre-history as their subject. But, as Nodier explains, this 
was no exercise in history or archaeology.30 Rather, the task is to see the past through 
what Stephen Bann has termed a process of antiquarian identification in which readers 
immerse themselves in history to make a sentimental rather than rational identifica-
tion with a place or event.31 It is in this context that Nodier’s landscapes become an 
analogue for ‘the politics of amnesia’; ‘la politique de l’oubli’ contained the eleventh 
clause of the new constitution, a government injunction that specifically forbade refer-
ence to opinions expressed before the Restoration.32 The path to political reconcilia-
tion, at least for some, lay not in documenting the past but by using art to suture the 
wounds inflicted during the Republic and Empire. 

A comparable form of spatiality is found in the Diorama. As contemporary critics 
noted, the Panorama and Diorama had much in common. Both contained monumen-
tal landscape paintings, and both immersed the viewer within a simulated landscape. 
There were however crucial distinctions between the two technologies. The Panorama 
documented important moments of lived experience during the Consulate and Empire 
and used linear perspective to fix citizens in a given position to witness them. As con-
temporary observers noted, the Panorama was a useful tool for public instruction.33 
The Diorama’s repertoire, by contrast, used theatrical effects to immerse subjects in 
times and spaces that were largely beyond lived experience: Alpine avalanches, the 
cantons of Switzerland, the gothic cloisters of Holyrood and Canterbury Cathedral. 
The images moved, or at least appeared to, through the manipulation of light, and 
it is here that rational inspection of a regulated space gave way to another form of 
sentimental immersion into an imagined space, a space that had a referent somewhere 
other than the orbit of subjects’ immediate experience. Jonathan Crary makes an 
important distinction between a shift in two regimes of seeing that take place ‘around 
the 1820s’, in which the viewer is no longer fixed in relation to a rational external 
‘classical’ space but repositioned to look inwards into an internalized imagined expe-
rience.34 Crary makes no specific connection between changes in spatiality and politi-
cal regimes in the early nineteenth century. However, if we take the specific political 
context of Restoration France, it is quite possible to see the internalized romantic 
vision contained within the Diorama as one further injunction to hold the recent past 
at arm’s length. 

Other forms of politicized spatialization were available. Throughout the 1820s, the 
Paris Salon continued to exhibit landscapes that readers of the Voyages pittoresques 
and visitors to the Diorama might have found familiar. It is at this point, however, that 
we can return to Pierre-Henri de Valenciennes’ conception of landscape painting – or 
more specifically, the Valenciennes of the Réflexions. Back in 1799, Valenciennes set 
himself in opposition to most forms of landscape painting on the grounds that the genre 
was mired in the exigencies of politics, commerce and popular taste. The view from 
1815 was very different. The Charte contained a direct injunction to forget the recent 
past and it is in this context that we can find a place not only for romantic landscapes 
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of the voyages pittoresques and Diorama, but also for what in the later nineteenth 
century was seen as romanticism’s exact opposite, neoclassical landscape, or paysage 
historique, a genre predicated on an unequivocal deference to a classical tradition. 
An address of April 1814 to Monsieur the king’s brother by the landscape painter, 
Nicolas-Antoine Taunay, underscored the longstanding ties that bound the restored 
monarchy with the restored Académie. Implicit in this connection was a return not 
only to the politics of the seventeenth century (much of the eighteenth century was 
necessarily forgotten), but also to its art, specifically, for our purposes, to the kinds 
of idealized landscape painting connected with Poussin, landscape’s only exponent 
who had looked to Antiquity with ‘closed eyes’.35 In 1817, the Académie, although 
not without some resistance, sponsored a prize for historical landscape painting held 
once every four years. The state now officially endorsed a form of landscape painting 
grounded in tradition whose subjects came from another time – the classical past – and 
another country, Italy. What better way to express the politics of l’oubli than through 
the radical rejection of sight? 

But there were caveats. For the new permanent secretary to the Académie, 
Antoine-Chrysostome Quatremère de Quincy, Winckelmann’s classicism could only 
credibly be applied to the history painting and sculpture, art forms with a social and 
pedagogical role whose practice relied on the operation of the intellect and whose 
origins dated back to Antiquity.36 For Quatremère, to suggest that landscape paint-
ing – a practice that required only limited intellect and was so clearly connected to 
the demands of the modern world – might align itself to history painting was to con-
found the high standards of the past and with base exigencies of the present. The real 
concern for Quatremère was the genre’s popularity, its reduction to a bourgeois com-
modity.37 The point was well made. Few of the landscape painters active during the 
Restoration would have had the luxury to concern themselves with the finer points of 
so arcane an art theory, a point noted by several contemporary critics. Most painters, 
of necessity, would have turned their hands to a variety of forms of landscape paint-
ing, not least, to the small highly finished works that circulated in the commercial 
galleries of Paris. 

Although the restored Bourbon administration often took on the external form of 
an absolute monarchy, underscoring its connection with the founder of the dynasty, 
Henri IV, the middle classes, as Balzac’s novels so clearly demonstrate, continued to 
participate in a deregulated liberal economy and in the consumption of commodities, 
among them landscape painting.38 Several contemporary observers noted that the 
material benefits of a liberalized economy served as a compensation for the increas-
ingly repressive turn taken in French politics, particularly after the assassination of 
the duc de Berry in 1820 and the succession of Charles X four years later.39 Many 
landscapes made and sold in Paris in the 1820s showed highly finished images of 
everyday France painted on a conveniently small scale, a genre that can be traced 
back to the eighteenth century and one that has its origins in the inflated price of 
seventeenth-century Dutch landscapes on which latter-day French landscapes were 
modelled. In the early 1820s, however, the interest in such pictures began to cen-
tre not around the meaning of the subject and space contained within the picture’s 
frame, but around the insights of the painter, insights structured around personal 
integrity and patience.40 In many instances, these insights were formed not within 
what Pierre Bourdieu termed the official institutions of consecration, but rather in 
the art dealers’ sales pitch.41 
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This book both starts and ends with a revolution. In 1831, the radical journal 
L’Artiste noted how the July Revolution of 1830 affected a change in both politics and 
art.42 The highly finished and over-commodified works of Demarne and Giroux were 
found wanting; so too the outmoded form of historical landscape. For one observer, 
the Académie had been reduced to nothing more than a ‘seedbed of mediocrity’.43 For 
some critics, it was clear that the best art now came from a spirit of insurrection rather 
than academic prescription. The Revolution of 1830 is important because this was 
the moment in which commodification of art, the production of art without a pur-
pose, became politicized and arguably the art with the least purpose was landscape, 
as Gustave Larroumet was later to observe. Landscape painting might well have been 
a commodity, but the ideas that animated it, unlike the more prescriptive genres of 
history and portrait painting, were highly malleable. It was quite easy, for example, 
to take the ideal of a painter’s creative integrity and harness it not to a process of 
commodification, but to politically radical assertions of liberty. There are a number 
of instances in writing about landscape where struggles ensue over a painter’s crea-
tive soul. Between 1830 and 1900 and possibly later, a succession of art critics, local 
historians, curators and government officials drew upon a succession of landscape’s 
histories dispersed across a range of discursive forms – local history, art dealers’ aver-
tissements, histories of French art and exhibition catalogues – that over a space of  
70 years or more each looked back to the early 1830s as a founding point of reference 
for a modern French landscape’s pre-eminence. For some, 1830, the point at which 
this study ends, was clearly the origin of modern art in France.
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The Revolution of 1789 prompted a change in the way in which French subjects/
citizens occupied, conceptualized and described real and imagined space. The result of 
this reconceptualization, as we will go on to see, is evident in revolutionary festivals, 
particularly those staged in the early 1790s, in direct political action – the sacking of 
the capital’s tax barriers and public buildings, the siege and destruction of the Bastille –  
in written descriptions of real and imagined spaces contained in press reports and 
pamphlets of the early 1790s, and not least in landscape painting. One of the ways 
of bringing some of these changes into sharper contextual focus is to step back and 
examine landscape painting and other forms of spatial expression found during the 
last decade or so of the ancien régime and to explore some of the characteristics of the 
shift from the spatialities of the old regime to those of the new. 

We might think of the shift between one regime and another not as a definitive 
break – although some contemporaries clearly thought otherwise seeing the French 
Revolution as an event of biblical significance – but as a set of quite distinctly differen-
tiated cultural strata that change at different rates, some at a breakneck speed, others 
at a much gentler pace.1 When in 1791, for example, Pierre-Charles Lévesque revised 
the late Claude-Henri Watelet’s Dictionnaire des beaux-arts following its publication 
three years earlier, he was aware that tastes had changed in the arts and made various 
‘additions’ to its articles to account for them. But the additions curiously had little to 
say about the seismic political events that separated the first and second editions. For 
the most part, it seems that the Dictionnaire was as serviceable in 1791 as it was in 
1788. Similarly, the volume of painters exhibiting at the Salon of 1791 shows a near 
four-fold increase over those seen two years earlier. The proportion of landscapes, 
portraits and the minor genres on show also increases but again – with a few notable 
exceptions – it is hard to identify much of a change in the appearance of the landscapes 
exhibited either side of the French Revolution, perhaps only their quality.2 For the 
most part, what changes immediately after 1789 is not the fabric of landscape paint-
ing, the specific repertoire of subjects available to painters, but rather the size and 
composition of the constituency who made, circulated, consumed, collected, patron-
ized and wrote about them. During the ancien régime, those consuming, collecting 
and patronizing the arts in general and landscape in particular – the court, gentlemen-
financiers and aristocrats of varying political persuasions, the Parisian crowd who 
flocked to the Salon and the various public fairs and expositions staged in the capital 
during the 1770s – may have been diverse, but they largely shared the same set of 
albeit differentiated positions within the one cultural field, the production, circulation, 
patronage or collection of art. Indeed, contemporary dictionaries, encyclopedias, trade 
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directories and in some instances art criticism do much to help constitute this field, 
showing its limits, its strata and its social and professional composition. Trade direc-
tories of the period typically show the diversity of the profession with academicians at 
the top and artisans at the bottom, but it is evident that this is still one profession. It 
is in this context that dictionaries are often instructive. I want to begin with Watelet, 
author of the Dictionnaire des beaux-arts, a theorist and a practitioner of landscape, 
and an exceptionally well-connected amateur. 

Watelet, paysage and the Dictionnaire des beaux arts

In the summer of 1785, Watelet resumed work on an ambitious project, the Dictionnaire 
des beaux arts, later published with Pierre-Charles Lévesque as the Dictionnaire des 
arts de peinture, sculpture et gravure, part of Charles-Joseph Panckoucke’s series of 
popular encyclopedias, and one of a number of publications prompted by the success 
of Denis Diderot and Jean Le Ronde d’Alembert’s famous Encylopédie.3 Watelet was 
well placed to undertake the task. Widely known among the artistic and literary circles 
of ancien régime Paris, a member of the Académie Royale de peinture et de sculpture 
(and academies in Rome, Florence, Cortona, Parma, Berlin, Cordoba, Madrid and 
Marseilles), Watelet was also an accomplished engraver said to rival Rembrandt, a 
prominent collector and the author of a didactic poem, L’Art de peindre that secured 
his membership of the Académie française. Watelet was particularly well placed to 
write about landscape and landscape painting, a subject examined in some detail in the 
lengthy article ‘Paysage’ in the Dictionnaire’s second volume published posthumously 
in 1791, and first put into practice some years earlier in one of the first picturesque 
gardens in France, Le Moulin Joli. 

Back in the early 1750s, Watelet began work on the garden on an island estate a few 
miles upstream from Paris. Here, Watelet, his mistress Marguerite Le Comte and her 
husband received a succession of international luminaries who came to immerse them-
selves in nature, and set the cares of the modern world aside to recreate ancient bonds 
of friendship through art.4 Two early visitors to the garden, the landscape painter 
Jean-Baptiste Le Prince and the engraver Jean-Claude Richard de Saint-Non, depicted 
the island shortly after its acquisition by Jacques-Roger Le Comte in a series of seven 
engravings dedicated to the garden’s ‘gentle miller’, Watelet’s mistress Marguerite. The 
frontispiece to the series captures something of the tone of this new pastoral vision 
(Figure 1.1). In contrast to French formal gardens of the previous century, Saint-Non 
depicts an artfully dishevelled landscape in which men and women seemingly make 
only the slightest intervention into Nature. An impromptu fishing net hangs from a 
couple of branches, a pontoon and a broken fence crumble into the landscape framed 
by a vignette of reeds, a few trees and shrubs. Other engravings in the series show a 
similar world of pastoral tranquillity in which men and women are in such accord with 
Nature that the effort needed to sustain them is minimal: in one, doves flutter around 
a cote, a child and its nurse play beside a river shaded by trees, while cattle and sheep 
come to drink by a pool against the backdrop of the island mill; in another, a couple 
of fishermen slumber by the edge of a river while a third idly casts a line (Figure 1.2). 
In each instance, the image is artfully drawn but by no means laboured. The landscape 
and figures who occupy it are captured at apparent speed in a spirit of what Watelet 
later described as a moment of ‘jouissance’, the unexpected capture of a moment of 
joy.5 Here, there is a happy congruence between the absence of apparent labour in the 
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pictures’ facture, and in the absence of alienated labour in the lives of those shown 
within the pictures, and, we might also assume, in the limited circle of friends who so 
enjoyed looking at them. The etchings are the work of souls sensitive to nature, made 
for the appreciation of others of a like-minded sensibility, who find happy incarna-
tions of themselves within the picture of a world that has no place within the vulgar 
economy of labour and exchange that taints the world beyond the garden. 

Watelet described this pastoral vision and the social and economic conditions nec-
essary to sustain it in some detail in a short but influential treatise on the history and 
principles of gardening, his Essai sur les jardins.6 ‘Early parks’, the large, rectilin-
ear formal gardens of the second half of the seventeenth century – Vaux-Le-Vicomte, 
Marly Le Roi and most conspicuously the royal palace at Versailles – were the prod-
ucts of ‘feudal pride’, he argued; the large enclosures were ‘uniform, dreary and bor-
ing’, economically unproductive and potentially damaging to the ‘common good’. In 
the same way that feudal lords maintained their dominance by fortifying their homes 
with towers, so their gardens were protected by walls to contain a ‘timid’ fauna for the 
barbaric act of hunting, a clear indication of feudalism’s alienation from the natural 
world.7 Gardens in the ‘poetic’ style’, those adorned with classical architecture and 
statuary, may, Watelet went on, ‘lead us to believe that we are for a moment trans-
ported to distant times and places’, but the gardens were socially exclusive and the use 
of heavy literary allusion made the poetic garden inaccessible to all but the educated.8 

Figure 1.1  Saint-Non, Richard de, and Le Prince, Jean-Baptiste, Frontispiece to the Varie vedute 
del Gentile Mulino, 1755, etching, 14.5 × 20.3 cm (Courtesy the École Nationale 
supérieure des beaux-arts, the Institut national d’histoire de l’art and the Réunion 
des musées nationaux). 
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‘Pleasure gardens’ fell similarly short of this pastoral ideal. They were made to offer 
excessive stimulation to a privileged class whose tastes were already jaded by their 
immense wealth. Such gardens were, he argued, a sign of voluptuous excess that was 
seen as an enemy of both virtue and good taste.9 ‘French gardens’ (Watelet was keen 
to distinguish his own project from an English tradition of informal gardening that, he 
argued, had its origins in ancient China) took on a more sustainable form. In ‘A letter 
to a friend’, the concluding chapter to the Essai, Watelet describes his first encounter 
with his island estate some 20 years earlier, one that sets out not only the key ingredi-
ents of ‘French’ gardens, but also something of the political and moral economy that 
sustains them. 

The epistolary form sets the tone. The letter is not so much a programme for garden 
design in which a plan is imposed on nature but the record of a moment of revela-
tion in which Nature and the ancient but now broken contract it once enjoyed with 
men and women imprint themselves on the psyche of the gentleman viewer sensi-
ble enough to receive its overtures. On a short ferry crossing on his return to Paris, 
Watelet described how his thoughts had momentarily turned from art and friendship –  
‘two subjects so dear to him … that they dominate all others’ – to an idyllic vision 
of nature ‘a couple of a league in the distance’.10 There, he encountered several small 
islands divided by meandering streams, a working seventeenth-century mill, and a 

Figure 1.2  Saint-Non, Richard de, and Le Prince, Jean-Baptiste, View of a River Bank from 
Varie vedute del Gentile Mulino, 1755, etching, 17.7 × 26.2 cm (Courtesy the École 
nationale supérieure des beaux-arts, the Institut national d’histoire de l’art and the 
Réunion des musées nationaux). 
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cottage so simple that it resembled a ‘parish priest’s vicarage’.11 Nestling in the shade 
of a linden wood set against a rural backdrop of productive fields and gardens, men 
and women lived modestly but happily, in perfect physical and emotional accord with 
the world around them. Watelet was so moved to share his impressions of the site with 
his friends that he eventually took up residence. An artist (either François Boucher 
or Xavier Le Prince) designed a home for Watelet’s ménage. Thereafter, the improve-
ments made to the garden were reportedly few and those that were made instantly 
flourished, a sure sign, according to Watelet, of Nature’s affirmation of the attentions 
lavished on her.12 

In practice, as Françoise Arquié-Bruley has shown, the improvements made to the 
garden were considerable and helped contribute to Watelet’s precarious financial posi-
tion in the early 1780s.13 A charge levelled at him for financial irregularity in 1776 
estimated that improvements to the garden accounted for some 300,000 livres (about 
1 million Euros). The figure was probably inflated but the costs of the improvements 
were considerable. Watelet oversaw an extensive programme of work spanning some 
20 years including the construction of a succession of bridges linking the mill to the 
surrounding islands, the construction of benches where visitors might pause to take in 
the surrounding view and a Chinese bridge decorated with flowers comprising 12 pon-
toons. The garden also contained statues; a coffee pavilion; Boucher’s ‘maître-maison’ 
comprising a richly decorated salon hung with pictures by Hubert Robert, Étienne de 
La Vallée Poussin, Jean-Baptiste Oudry and Melchior d’Hondecoeter; a dining room; 
and a library and workshop on the third floor where Watelet, Marguerite Le Comte 
and their circle met to practise the art of etching.

Seen from a post-revolutionary perspective, it is hard to reconcile Watelet’s vision 
of the picturesque garden as the setting for a natural social order with the enor-
mous wealth and privilege he and his social circle enjoyed. Revolutionary space was 
emphatically democratic, radically inclusive, stripped of boundaries and without limit. 
Watelet’s pastoral world may have embodied what reads as a keenly felt social ideal, 
one informed by the pastoral novels of his friend Jean-Jacques Rousseau, but it could 
only really function in a space apart, one sequestered from the conflicts and exigen-
cies of everyday life. It is significant that where the material conditions of agricultural 
production met this idyll head on, it was necessary to mask the divide. Local small 
holders retained access to the island’s mill, but only by a path shielded from the rest 
of the estate by a wicker fence. The garden’s kitchens and dairy were similarly hidden 
from view by a wall set with niches decorated with classical sculpture. Further afield, 
an aestheticized view of productive farmland masked the division between an eco-
nomically productive landscape and one made only for sensory appreciation. When 
Watelet took a moment to look beyond the island garden, the material conditions of 
agrarian economy were sufficiently distant to be reduced to a picture. A nearby village 
‘full of activity’, embellishes the scene; an aqueduct ‘crowns’ mountains further in the 
distance. Towards the south, a vast expanse planted with all sorts of crops ‘breaks the 
unity of the horizontal surfaces’.14

The aesthetic reduction of nature to a picture that resides in the memory was central 
to Watelet’s vision. Watelet writes not of an imminent experience of the natural world, 
but of a vision of the island recalled some 20 years earlier in what appears to be a near-
hallucinogenic state. He first encountered the island as a scene, momentarily glimpsed 
on a passage across the Seine on his return to Paris, an encounter that transformed one 
kind of reverie – ‘thoughts about art and friendship’ – into another, thoughts about 
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Nature. Here, the boat – an important figure in the negotiation of liminal space –  
affects Watelet’s passage out of this world, severing the viewer from bodily contact 
with the material landscape and prompting an abstracted aestheticized appreciation of 
the scene. On arrival, this other-space became the locus not for the practical reform of 
agrarian production – although Watelet rubbed shoulders with many physiocrats who 
advocated precisely such reforms – but rather a place for the operation of a seemingly 
gentler, more natural form of political economy built of friendship. It seems that for 
Watelet’s circle to make and appreciate art was sufficient to set oneself temporarily in 
opposition to the political and cultural economy of the outside world and to create a 
medium in which friends might work together bound in the mutual appreciation of 
art, nature and one another. The watchword of course is temporarily. Watelet had 
inherited the tax collection rights from his father, a tax farmer for the District of Dijon, 
the source of the wealth that largely sustained the ideal world he created.15 

Of other spaces … landscape painting in ancien régime France

The vision Watelet describes is similar, startlingly similar in places, to the one Michel 
Foucault describes in a short essay, ‘Of other spaces’, first published in 1982.16 The 
essay is about the changing historical characteristics of space. Foucault’s scope is wide-
ranging and irritatingly he often declines to go into specific historical detail. But one 
part of his analysis stands out, the construction of what he describes as an alternative 
site of social ordering, or heterotopia, specific places in which the normative con-
ventions of society are suspended or inverted, among which Foucault includes ‘the 
garden’.17 For Foucault, this heterotopic space is not wholly cut off from the world 
around it but lies on a threshold. Access to it requires some form of ‘permission or 
gesture’ on the part of the viewing subject making the transition from this world to 
another. Sometimes the passage is by a bridge, at others by boat (figures common 
in Saint-Non’s pictures of the Moulin Joli), and the transition from the one place to 
another affords time for a kind of psychic preparation, in this instance, a readiness 
for the pleasures of the other world to come. Having made the passage, the space of 
the garden reveals itself in fragmentary form generating a sense of spatial uncertainty. 
Heterotopia, Foucault explains, takes on the form of a mirror. ‘I see myself where 
I am not’ he writes, ‘in an unreal virtual space that opens up behind the surface; I 
am over there, there where I am not, a sort of shadow that gives my own visibility 
to myself, that enables me to see myself where I am absent’.18 Alongside the concept 
of another space, Foucault also speaks of a ‘heterochronia’, a different time, a trope 
also found in Watelet’s conception or rather memory of the landscape. This is not so 
much a transition to another specific period but rather the suspension of the norma-
tive time of the outside world. In many instances, as we will see below, the operation 
of other times and other spaces often betoken some form of greater systemic rupture: 
the siege of the Bastille or the Restoration of the Bourbon spring immediately to mind. 
In Watelet’s case, however, it was possible – arguably essential when we consider the 
political economy of the kinds of spaces Watelet creates – to come and go from one 
to the other quite freely. The passage between the other world of the island and the 
world of the wealthy enlightened gentleman tax farmer that financed the construction 
of the Moulin Joli is easily undertaken. Here, the pleasures of the former often stand 
as a compensation for the miseries of the latter. As Watelet explains in the preface to 
the Essai, the desire to return to nature is a fantasy we all entertain. This is the place 
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where ‘those most oppressed by their labours, those most chained to the yoke of their 
passions rid, themselves of their fetters’.19

The heterotopic vision, set out with such passion in the Essai sur les jardins, trans-
lated easily into landscape painting. However, in making a transition from the practice 
of gardening to a theory of art, Watelet had to negotiate a place for a new concept 
of aesthetic sensibility within an old art historical scheme, a scheme that privileged 
an ideal view of nature primed by a reading of the ancients. Watelet’s taxonomy of 
painting drew upon a vein of art theory well established in academic circles in France 
and Italy that traced its origins back through the Italian Renaissance, to ancient Rome 
and ultimately to classical Greece. The theory was most commonly applied to history 
painting, an intellectualized form of expression that insisted painters draw on the 
example of classical poetry and the liberal arts and paint the world not as it appears 
but as it should be through a process of informed selection. In his preface to the arti-
cle ‘Paysage’, Watelet applied the same scheme to landscape painting. ‘Views’, simple 
transcriptions of nature, were seen as the humblest forms of landscape on the basis 
that they demanded little creative or intellectual intervention from the painter.20 They 
were mimetic transcriptions of a site, similar to portraits where there was a clear cor-
respondence between a painting and the object it sought to capture. A second category, 
‘paysages mixtes’, also depended on painting nature as it appears, but painters had the 
licence to step in and make improvements. Dutch landscape painters were well placed 
to practise this category, Watelet argued, not only because a simple, well-ordered and 
productive landscape had shaped their national character, but also because the absence 
of academies in the Netherlands preserved them from a more abstracted aestheticized 
understanding of landscape so common in France. Unlike France and Italy, where an 
academic art education was well established, the opportunities for Dutch painters to 
acquire a shared conceptual understanding of landscape painting’s history and princi-
ples were limited, and they turned instead to the world around them for inspiration.21 
Another form of landscape, paysages idéals, required artists to use their imagination, 
take a selective view of the world around them and depict nature in its most refined 
form. But there were complications. 

Virtually all authorities agreed on the cultural primacy of the Ancients, but the 
exegetical rigour with which their example was applied to the context of making art 
varied enormously.22 In some cases, high-flown ideas feature in eighteenth-century 
French publications on the arts but only to add a bit of lustre to the profession. In 
L’Abbé Lebrun’s Almanach historique et raisonné des architectes, peintres, sculpteurs, 
graveurs et cizeleurs, for example, Greek art’s primacy is cited in the preface to what is 
not much more than a national trade directory with a wealth of detail about the lower 
end of the profession both in Paris and the provinces.23 In other instances, academic 
art theory was used closely to interrogate the course of art’s history in the ancient and 
modern worlds, examine the defining characteristics of national genius and set out 
the conditions necessary for modern culture to flourish. In the Geschichte der Kunst 
des Alterthums, first translated into French in 1776, by Gottfried Sellius, the German 
art historian Johann Joachim Winckelmann explained the cultural primacy of classi-
cal Greece as the result of a temperate climate, political liberty and the high level of 
professional respect it gave to its artists. Greece, Winckelmann explained, was per-
fectly poised between the colder north and the warmer south to generate a temperate 
climate and with it beautiful forms that provided the perfect ‘spiritual’ conditions for 
artistic masterpieces to flourish. Political liberty encouraged freedom of thought and 
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eloquence, and art occupied so central a position in the social and political spheres, 
that Greek artists assumed the highest level of professional respect.24 For Winckelmann 
and his French followers, particularly those writing during the ancien régime, attempts 
to emulate the Greeks may have been wholly worthy but the absence of the necessary 
geographical and cultural preconditions for genius to flourish condemned every effort 
to failure. Even at its very best, French art remained a pale imitation of the art of the 
ancients. Simply put, French artists were in the wrong place at the wrong time. French 
landscape painters were faced with the additional indemnity that they were also prac-
tising the wrong genre. 

Watelet’s conception of landscape painting drew upon some of these ideas. 
Generations of French artists had travelled to Italy to nourish themselves on a 
Mediterranean culture and climate, he explained and, following Winckelmann’s lead, 
argued that their capacity to paint idealized landscapes was conditional on being an 
integral part of the landscape’s history, geography, climate and culture.25 It was in 
this context that Claude Lorrain and Nicolas Poussin set themselves apart from gen-
erations of other French landscape painters. Although born in France, they spent so 
long in the South that they had effectively become ‘naturalized’.26 Their long-standing 
proximity to Italy’s art, its culture and climate imprinted itself on their work and 
added a degree of authenticity that went beyond mere emulation. French painters 
might follow Claude and Poussin’s example, but their achievements were invariably 
shaped by being historically, geographically and by extension culturally French. It is 
not the landscape that is found wanting – some parts of France enjoyed a climate com-
parable to Italy – but rather its painters. French landscape painters may have followed 
the example of Italian painters idealizing the world around them, but they fell into the 
trap of making ‘imitations of imitations’, painting pictures based on other pictures 
rather than fashioning a specifically French response to the landscape. Hampered by 
the distractions of the capital and its pleasures, French artists were slow to appreciate 
the charm of the countryside. In this sense, they were not unlike the owners of country 
estates who similarly lacked a genuine appreciation of country life, a malaise that had 
also overtaken pastoral poetry, he observed.27 Cleary, late-eighteenth-century France 
was no place for landscape painters with any sense of intellectual ambition. 

It was with some of these restrictions in mind that Watelet returned to ‘vues’, tran-
scription of the visible landscape. Although vues represented landscape painting in its 
simplest and humblest form, they offered artists the opportunity to make a sensory 
engagement with the natural world comparable to the sensory impressions Watelet 
described in the Essai sur les jardins. Writing in the Dictionnaire, Watelet explained 
how the act of painting is not simply a direct transcription of nature but rather a form 
of courtship where, through painting ‘with love’, nature at first resists and then par-
tially yields to the artist’s attentions, affording intense moments of ‘joy’ or joussiance 
while endlessly deferring the promise of sensory plenitude.28 Writing on this process, 
Watelet explained how this pleasure took a libidinal form in which art became like an 
act of courtship, and the apprehension of Nature, a moment of quasi-sexual consum-
mation. Rococo painters’ easy facility with paint compares to a similarly easy facility 
with the words exchanged by lovers in rituals of courtship, many indeed conducted 
in the kinds of landscapes Watelet described. Here, artful overtures were met with 
similarly artful ripostes extruding desire and an ever-deferred promise of consumma-
tion. Similar processes are at work in Watelet’s description of landscape painting. But 
nature always has the upper hand to such a degree that it is endowed with ‘an absolute 
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right of truth’ so powerful that it has the capacity to excite pleasure without landscape 
painting knowing its cause.29 It was thus the landscape painter’s task to pay court to 
nature through the process of painting, an act of painterly desire that was all the more 
intense because it had no hope of fulfilment. 

There was one final caveat. Watelet died in 1788 and the Dictionnaire appeared 
posthumously two years into the French Revolution in a climate markedly different 
to the one in which it was first written. Watelet’s treatises were consequently sub-
ject to ‘additions’, in the case of the entry of landscape to an extended essay on the 
practice rather than the theory of the genre taken from the work of an early-century 
writer on the arts, Roger de Piles. We might read the addition not as a revolutionary 
riposte to what, despite its debt to Enlightenment ideas about nature and society, 
remained an essentially gentlemanly vision of landscape and landscape representation, 
but more an indication that Watelet’s programme had had its day. In the introduction 
to the Dictinonnaire, Pierre-Charles Lévesque explained the context of the supple-
ments. Quoting from the eulogy the journalist Jean-Baptiste-Antoine Suard read over 
Watelet’s grave, Lévesque observed that the vision contained within the Dictionnaire 
now looked ‘too timid’. Watelet had too little regard for Antiquity. He went on. This 
was not Watelet’s fault but rather the time in which he was born, and there follows 
a curious excoriation of French art and French artists and their incapacity to match 
the achievement of the Italians, their ‘redoubtable neighbours’. ‘I have seen pictures 
that the whole of Paris has admired at a public exhibition show themselves jaded, 
without life or colour when seen abroad’.30 Clearly, Watelet’s vision and the gardens 
that helped form it were unsustainable after 1789. The Moulin Joli was sold following 
Jacques-Roger Le Comte’s death whereafter Marguerite retired first to an apartment 
in the Louvre, and then to rue du Temple. By 1789, the estate was in the hands of a 
local squire Antoine and his brother, a country doctor Joseph Gaudran, who felled the 
estate’s trees for lumber. 

Other spaces, other times

Watelet set out a programme for landscape painting’s place in modern French art and 
the conditions necessary to practice it, one that was inflected not only by theories of 
art, but also the agency of Nature and how Nature might shape and refresh the project 
of landscape painting in France. But there were other approaches to landscape and 
landscape painting in circulation. Among the numerous artists that convened around 
the Moulin Joli, Watelet’s friend, the architectural painter and garden designer, Hubert 
Robert, played a key role in articulation of several other forms of landscape paint-
ing discussed in the Dictionnaire. For Watelet, as we have seen, there were questions 
about the value of an overly historicized form of landscape painting. It was socially 
exclusive, he argued, tested the credulity of the spectator, and at its worse ran the 
risk of descending into ‘pantomime’.31 In Robert’s hands, however, a highly original 
approach to a classicized landscape, one informed by an extensive first-hand knowl-
edge of Roman art and architecture, was used to articulate both French art’s connec-
tion to Antiquity and ways in which Antique models could be used to understand the 
rapidly changing face of ancien régime France. 

Robert cut his teeth in Rome as a student of the architectural painter Giovani Paolo 
Panini. Under the protection of the comte de Stainville (later the comte de Choiseul), 
diplomat to the Holy See, Minister of the Navy, and one of the most prominent 
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collectors of modern French art, Robert secured a place at the Académie de France in 
Rome and was quickly received as a member of the Académie Royal in Paris through 
the intercession of his patron. In some respects, Robert’s work was firmly rooted within 
the tradition of vedute, views made with varying degrees of topographical accuracy 
for wealthy Grand Tourists. There was a large circle of French painters active in mid- 
century Rome – Charles Michel-Ange Challe, Louis-Joseph Le Lorrain, Edmond-
Alexandre Petitot and others – who variously took the city’s well-known monuments 
and arranged them into veduta di fantasia, composite views of the city capturing the 
spirit if not the letter of the classical past. As Nina Dubin has noted, the work of this 
circle often challenged the standard descriptions of the classical world, setting aside 
the chaotic reality of the late-eighteenth-century city and substituting it with more 
fanciful combinations of buildings and locations.32 One of Robert’s early paintings, A 
View of the Ripetta (Figure 1.3), made as a reception piece for the Académie Royale de 
peinture and shown in Paris at the Salon of 1767, broadly fell into this category. The 
picture functioned as a professional calling-card setting out some of the ways in which 
these pictorial conventions came together. 

Robert’s choice of subject was an unusual one. The Ripetta was a well-known flu-
vial port on the Tiber in Rome designed as a landing stage for goods coming down-
stream from Umbria, its origins said to date back to Antiquity. Until its reconstruction 
in the early eighteenth century, the Ripetta was not much more than a muddy bank 
and so inaccessible that merchants traded goods on board barges, only taking the 

Figure 1.3  Robert, Hubert, A View of the Ripetta, 1766, oil on canvas, 117 × 145 cm. École 
Nationale Supérieure des Beaux-Arts (Courtesy Bridgeman Images).
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trouble to unload their cargo once a sale had been agreed.33 The architect Alessandro 
Specchi designed the port’s stone landing comprising a baroque staircase axially 
aligned with a fountain and beyond it Martino Longhi’s late-sixteenth-century church 
of San Girolamo degli Schiavoni. In the early eighteenth century, thanks to Specchi’s 
efforts, the Ripetta would have been one of the few locations on the river offering a 
staged, picturesque view of the city. On one level, then, Robert depicts Specchi’s design 
quite accurately. The structure’s upper balustrade topped with flanking columns, later 
used to calibrate the flood-levels, and parts of the landing bear a strong resemblance 
to Specchi’s original plans. Similarly, the Roman Pantheon and Michelangelo’s Palazzo 
Nuovo are also architecturally accurate, although both have migrated north a few 
hundred metres to replace Longhi’s church and a customs house. Alongside this fluid 
approach to topography came an equally fluid approach to the past, one matched 
by the complex natural and cultural histories of the site itself. Completed in 1710, 
the Ripetta was already in decline by the time Robert painted it due to a succession 
of floods. In turn, much of the stone for Specchi’s project had been taken from the 
Roman Coliseum following the collapse of part of its internal structure during the 
earthquake of 1703. Thus, the ancient site had been twice ruined, once over the course 
of centuries and again in an instant, but reborn in the form of the recycled stone, albeit 
a rebirth that saw a second, more recent, process of decline. The picture functions, it 
seems, not only as a topographical reduction, variously plucking buildings from one 
location or another, but also as a chronographic conflation overlaying Antiquity, the 
late Renaissance, the seventeenth century and the more recent past, squeezing them 
into a single memorial frame. As David Mayernik notes, the pictures are rendered real-
istically but their staged grandeur precludes the idea of strict topographical accuracy.34 
In Robert’s hands, new structures are made old and old structures made new, but in 
highly artful ways that belie the real conditions of their antiquity or novelty.

Alongside the Ripetta, Robert showed some 16 other pictures at the Salon of 1767 
famously inspiring Diderot’s existential reflection on the meaning of ruins in his Salon 
de 1767. In it, Diderot spoke of the ruin as a reminder of his own mortality, placed 
between ‘two eternities’, the ‘decay of the tissue of his own fibre and flesh’, and the 
passage of time he witnessed in the crumbling of ancient tombs, monuments and 
forests.35 Despite Diderot’s fulsome appreciation of Robert’s work, closer examina-
tion shows that the pictures sometimes fell seriously short as memento mori, failings 
that often point to the composition’s formal and narrative complexity. Diderot found 
Robert’s pictures too crowded, making it difficult to align the sentiments he felt as a 
spectator with those expressed by the composition’s many figures; instead, he advised 
that a single figure be used affecting some gesture of awe or fear to serve as an avatar 
for his own feelings. Diderot also found the paintings too contrived, too picturesque. 
The charge was not without justification. Even a rudimentary appreciation of the city’s 
topography reveals the compositions to be highly stage-managed, a caprice in the form 
of an artfully curated museological display of Rome’s building made largely for spec-
tacle rather than emotional effect. Here, Sophie Thomas has observed how romantic 
writers often found it hard to locate Rome as a stable entity; so often the city’s repu-
tation – ‘the idea of Rome’ – trumped the material traces of its ancient fabric visible 
to the mid-century visitor.36 Freud famously saw the city as metaphor for the human 
psyche and the act of excavating it analogous to the process of excavation and repair 
undertaken by the analyst and analysand. Freud even drew heavily on picturesque 
imagery – discarded fragments of the past and Rome’s inhabitants – that might easily 
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have been taken from Robert or his contemporaries. However, seen in this context, 
Marcel Proust might emerge as a more perceptive critic of Robert’s work. Writing in 
Sodeme et Gommorhe, he describes, the ‘Jet d’eau d’Hubert Robert’. Proust’s reader is 
left unclear whether this is a picture of a fountain or a fountain by Robert. The ‘Jet de 
l’eau’ thus ‘oscillates’ between ekphrasis, a vivid visual description of an image (albeit 
one that does not or no longer exists), and mimesis, a description of some material 
picture or fountain.37 Clearly the figural image of a fountain by Robert exists, but it is 
hard to know, as Thomas Baldwin perceptively notes, quite where. Robert’s pictures 
emerge as the perfect foil for this kind of ambiguity: Rome is not a fixed entity ripe for 
analysis but rather a caprice, endlessly subject to interpretation. 

Similar spatial and chronological conflations are at work in other pictures. 
Commissioned for the minister and banker Jean-Joseph Laborde, Robert’s suite of 
four large architectural paintings The Fountains, The Obelisk, The Landing Place and 
The Old Temple were made for the Château de Méréville’s petit-salon as part of a 
coordinated programme of interior decoration. As Paula Rae Radisich has explained, 
the salon was a space set aside for sociabilité, the informal discussions about politics, 
arts and letters that took place over late-night suppers made fashionable at court and 
widely followed in aristocratic circles.38 In contrast to formal royal dinners in which the 
king sat apart from his guests as the central focus of social authority, conversations at 
the petit-souper passed freely from one guest to another.39 Jean-François Marmontel’s 
Memoires records the informality of dining at Méréville, not least the host’s politesse, 
a polished informality that surprised some observers. Radisich suggests that the van-
tage points presumed by Robert’s four decorations reflect this informality through the 
absence of one commanding ocular position from which the perspectival structure of 
the picture might be seen.40 The pictures’ assumed vantage points are clearly skewed. 
A nineteenth-century photograph showing the original location of two of the four 
pictures at Méréville implies a set of assumed points of view uncomfortably located to 
the side of the room and some distance above the putative viewer’s eye line. There is an 
additional connection between the pictures and social constituency of their spectators. 
As Radisich goes on to explain, each of Robert’s four paintings shows an open space 
connected with the public discussion of political affairs, spaces that were said to be 
raucous and a sign of ancient Rome’s intemperate approach to politics. This approach 
stood in opposition to the calm, informed debates among Laborde’s circle, many of 
whom were directly connected to a movement for political, economic and aesthetic 
reform. It was incumbent on this circle to restore a liberal, enlightened order and pro-
vide a focus for an informed, deliberative approach to managing the state, both inside 
the home and out. 

Robert also shaped many of the spaces at Méréville both as a garden designer and as 
a landscape painter, and as a painter of his own fabricated landscapes. He began work 
on the garden in 1786 where he oversaw the production of a number of fabriques, 
buildings modelled from pictorial representations of mainly classical sources informed 
by his extensive knowledge of Roman architecture. In many instances, paintings were 
instrumental in exploring the picturesque potential of a site, a device the marquis de 
Girardon used in the design of his garden at Ermenonville. Writing to Madame de 
Laborde, Robert explained his intention to design the location of the obelisk and plan 
for the use of water and a lawn at Méréville using a preparatory painting rather than 
a conventional plan. Painting performed a similar function in planning the location 
of Méréville’s Belevedere, the Cook Monument, the Dove House, the Dairy and other 
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buildings. Once planned, visitors’ experience of Méréville took on an overtly pictorial 
form. Although Robert, Laborde and their contemporaries saw their work in opposi-
tion to the formal, aesthetic and political rigidity of earlier French gardening, insisting 
on the socially and politically redemptive agency of Nature, the spaces in which these 
ideas were set out were intensely stage-managed. Méréville took shape with the aid of 
a team of sculptors, architects, gardeners and specialists in creating geological forms 
or rocailleurs contracted to design its various outcrops and grottos. Robert squared 
the circle of pictorial representation by including a diminutive figure of a painter in 
the mid-ground of Draughtsman Drawing a Rustic Bridge in the National Museum of 
Stockholm. In the same way that space and its representation are folded and refolded 
in earlier pictures, Robert presents a physical space conceived in pictorial terms in the 
act of its conception in a cycle of pictorial generation and regeneration. However, the 
paintings and the ideals they promised – a vision of nature in accord with the men 
and women who inhabit them, a productive and socially progressive nature where the 
boundaries between art and the garden merge – again only fully take shape as hetero-
topic space, a space apart. 

There were other spatialities and chronologies at work that pointed to some of the 
political dissonances of the ancien régime, and again Robert had a hand in them. The 
gardens at the palace of Versailles were expensive to maintain and by the mid-1770s 
some 230 acres of the original woodland urgently needed to be replaced. Louis Petit de 
Bachaumont mentioned that the gardens were ‘in a devastated state and offered a sad 
sight, quite different to their heyday’.41 As Giulia Pacini points out, given that steward-
ship of the landscape was only one short symbolic step away from the stewardship of 
the nation as a whole, and the formal and picturesque styles of gardening were seen as 
potential markers of reactionary and progressive forms of politics, it is hardly surpris-
ing to see that there were extensive debates among partisans of the old style and the 
new, and about the form the new plantation might take.42 There were various options 
open to the Office of the Bâtiments du Roi, the government department charged with 
the maintenance of royal gardens: a formal style in the genre régulier had clear associa-
tions with feudalism and importantly connected Louis’ new and politically vulnerable 
administration firmly to the absolutist regimes of the first Bourbons. At the same time, 
there were high expectations that Louis and Marie-Antoinette might embrace politi-
cal and economic reform and this might be externally expressed by embracing a more 
‘liberal’ style of gardening. Eventually, the comte d’Angvillers, the superintendent of 
the Bâtiments du Roi, took the decision to replant the garden in a traditional recti-
linear style following the old ground-plan.43 Robert, in his capacity of desinatuer des 
Jardins du roi, made two documentary pictures giving precise details of the replanting. 
The conventions of documentary landscape painting were well established in French 
art. Landscapes were typically seen from a raised and evenly lit vantage point where 
each of the vista’s component parts would be precisely rendered and fixed in a rational 
space giving the observer a commanding point of view.44 Robert’s two pictures, The 
Tapis-vert at the Time of Demolition of the Trees (Figure 1.4) and its pendant The 
view of the copse at the Baths of Apollo depart significantly from this tradition. Petit 
de Bachaumont records a conversation between Robert and Louis XVI in which the 
painter promises a picture that is not ‘true, exact, but cold’ but one that instils within 
the king’s soul something of the ‘sadness caused by the sight’.45 

Once more, Robert’s painting conflates several views making visible the Grand Canal 
in the background of the picture and Mansard’s colonnade to the left and with them 
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two conventions in eighteenth-century landscape, the vedute and the fête- galante, a 
form of landscape in which figures play a role in a typically theatrical setting. Radisich 
has also intriguingly pointed to the way in which Robert’s depiction of the statues – 
Antoine Coysevox’s cast of Castor and Pollux to the left and the Pierre Puget’s Milo of 
Croton to the right – appear too highly coloured and, as was common in fêtes galantes, 
enter into the picture as potential actors rather than objects. The picture is also compo-
sitionally divided in two by the children playing on the seesaw. On the darker left-hand 
side of the picture, a group of idle workers are seen beneath a dead tree in the process 
of felling and cutting the timber while, on the lighter, right-hand side, the royal family 
are set beneath a flourishing poplar. The picture brazenly invites interpretation. The 
feckless and itinerant workers of Versailles were notoriously hostile to the court and 
are seen here in the shade while the royal family bask in the light against the silhouette 
of a flourishing tree. Even with a bit of hermeneutic caution, it is possible to see that 
Robert has galvanized the painting into a powerful comment on space, power and 
time. The painting shows Versailles at a specific moment after the felling and before the 
replantation of the garden before 1774, and before the then-popular Louis and Marie-
Antoinette’s anointment as king and queen. Seen in this context, the two events – the 
plantation and coronation – are all but indistinguishable. If, according to the logic of 
absolutism, the garden is an image of the nation and the nation is an incarnation of the 
king, Louis, Marie-Antoinette and the garden itself are shown at a specific moment in 
their collective process of formation with each symbolically poised on the threshold of 
two forms of national regeneration. As the seesaw indicates, things could go either way. 

Figure 1.4  Robert, Hubert, The Tapis-Vert at the Time of Demolition of the Trees, 1777, oil on 
canvas, 124 × 191 cm. Château de Versailles (Courtesy Bridgeman Images).
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One of the few painters to rival Hubert Robert for critical approbation and social 
connections in ancien régime Paris was Claude-Joseph Vernet, a marine and landscape 
painter of such consummate ability that comparisons were frequently made between 
his works and those of Poussin, Gaspard Dughet and Claude, luminaries of the genre 
in the previous century who were commonly thought to have brought French land-
scape to the peak of perfection. In some instances, comparisons were made between 
Vernet’s painting and the work of Raphael and even Zeuxis; in the hands of Denis 
Diderot, one of the painter’s most impassioned admirers, Vernet became the Creator 
of Nature rather than merely its painter.46 Trained in Avignon, first in the workshop 
of his father Alexandre, where he is recorded as a painter of decorative panels of 
carriages, and then in the atelier of a local painter of religious pictures and decora-
tive interiors, Philippe Sauvan, Vernet later received support from members of the 
local nobility, the marquis de Caumont and the comte de Quinson to work and study 
ostensibly as a history painter in return for making drawings of Roman antiquities. 
Vernet quickly acquired commissions first in Avignon, then still part of the Papal 
States, and later contracts from French diplomats in Rome and patrons from home.47 
In 1749, Vernet’s last full year in Rome before his return to Paris, some 50 commis-
sions were undertaken mainly for French patrons, often for pairs of landscapes, some 
of considerable size and most made and delivered with intimidatingly short deadlines. 
Vernet’s personal catalogue, the Livre de vérité, a detailed list of commissions and 
income from clients spanning some 50 years, records 321 entries, invariably for mul-
tiple commissions.48 

As many of the entries indicate, some contracts allowed the painter a degree of 
creative licence, whereas others were highly prescriptive. In some cases, directions 
were given about a picture’s subject matter, its composition, colouring, time of day 
and the nature and number of figures to be included.49 A commission for Louis-
Gabriel Peilhon, a senior officer in the ministry of public works of 1749, stipulated 
that Vernet’s picture must include a ‘setting sun in mid-summer’ with a quay compris-
ing ‘some superb buildings’, with ‘on one side tufted trees on a terrain that runs down 
to the sea beside which a few boats and bathers can be seen under the shade of the 
said trees’.50 By contrast, another commission for July in the same year made for one 
M. de la Curne was undertaken ‘suivant mon [Vernet’s] fentesie’ (sic), ‘according to 
my desire’, with the proviso that the pictures were appropriately well finished.51 Taken 
together, the prescriptions offered patrons and the painter a lexicon for the negotiation 
of a picture’s content and appearance, not as a specific commande but often as a pro-
cess of social co-creation, more an act of sociability than a commission. As Charlotte 
Guichard has shown, for painters of Vernet’s standing careers were forged through 
social exchanges within the capital’s salons, and in Vernet’s case what according to his 
journal looked to be a punishing round of suppers with members of the social elite.52 
The volume of work and social networking paid dividends. In one exchange with a fel-
low diner, the painter, aware of his lowly origins but by now also his very considerable 
wealth, describes himself as a ‘marchand de toiles’ selling his ware at about 3000 livres 
per foot.53

Vernet’s international reputation, and his connections with French collectors 
abroad, most importantly his friend and patron, the marquis de Marigny, led to his 
return to France and to the undertaking of what was to be the single largest com-
mission of Louis XV’s reign, a contract to paint 20 large landscapes of French ports. 
The cycle of paintings, of which only 15 were completed, call upon another form of 
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spatiality, a quasi-documentary approach to landscape charting the nation’s military 
and commercial resources and its cultural and economic life. But even here there were 
tensions between art and its political utility. When in 1757 Vernet wanted to interject 
a note of drama into the second painting in the Ports de France cycle, the View of the 
Port of Sète, with the inclusion of a thunderstorm, the marquis de Marigny reminded 
the painter of the king’s requirement that the paintings should be ‘picturesque’, but 
legible as a pictorial document (Figure 1.5). The landscape should be composed in 
such a way that those looking at the port from the land might recognize it. Marigny 
also reminded him of the terms of the commission: ‘on one side, [of the picture] the 
greater part of the Etang de Thao; on the other, the entrance to the canal du Languedoc 
will give your picture the distinctive character that it lacks in your new project’, a task 
not impossible, the painter was reminded, for an artist of his stature.54 Vernet con-
ceded but wrote to Marigny that he planned to assemble the picture elsewhere from 
sketches made on site. Vernet wrote that he disliked the town. Again, the minister 
insisted that the picture be completed in Sette to make sure it contained the appropri-
ate level of local colour. The picture was a success. Marigny liked it and as Eric Reith 
has observed, the landscape and the series as a whole constitute a visual encyclopae-
dia of the various military, commercial, geographic and meteorological characteristics 
of French ports, prevailing winds, tides and the location of sandbanks.55 It is easy 
to see why Vernet’s paintings were so appreciated in the early 1800s. In a period 
when the arts were harnessed to the needs of the state, Vernet’s works, and those of 
his successor, Jean-Francois Hue, were perfectly pitched to document an important 
national resource. 

Figure 1.5  Vernet, Claude-Joseph, View of the Port of Sète, 1757, oil on canvas, 165 × 263 cm. 
Musée du Louvre, Paris (Courtesy Bridgeman Images).
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Perhaps the most fulsome appreciation of Vernet’s painting came from Diderot in 
part of his Salon de 1767, later known as the ‘promenade Vernet’. Vernet, as most crit-
ics agreed, was a remarkably gifted landscape painter. His capacity to capture the effects 
of light and weather were frequently thought to defy reason. In this instance, however, 
the sense of pictorial space and the place of the viewing subject within it are found as 
much within Diderot’s highly innovative style of art criticism as in Vernet’s landscapes. 
Unlike Robert’s painting, Vernet’s landscapes typically create a stable, well-ordered 
space, breathtakingly naturalistic but on the whole without spatial ambiguity. Indeed, 
it is the landscape’s spatial integrity that enables Diderot so easily to exploit a sense 
of ambiguity in his description, to step in and out of Vernet’s pictures, in what Kate 
Tunstall describes as a form of critical ‘papillotage’, a discursive ‘fluttering’ between 
one mode of writing and seeing and another.56 Diderot begins his discussion of Vernet’s 
work but almost instantly puts the review on hold to leave Paris to visit a friend in a 
well-known beauty-spot in the countryside near the sea in the company of an Abbé 
and his students. Readers of the ‘Promenades’ are never quite certain of where they are 
following Diderot and his party, and what exactly is the object of his description: the 
landscape or the landscape seen through the eyes of Vernet, a painting by Vernet or 
at times a landscape so beautiful that it tested the powers of Vernet himself.57 In some 
places, moreover, Diderot declares himself so overcome by his appreciation of Nature 
that language fails him and the conversation between the Abbé and the critic falters. In 
other instances, time is suspended. In the first of the four locations visited by Diderot, 
his guide asks who among French artists would have been able to imagine such a site 
with such ‘elegance and charm’? ‘Vernet might’, says Diderot. ‘You don’t know just 
how conversant this man is with natural phenomena’. … ‘Go to the Salon, and you’ll 
see that a fruitful imagination, aided by close study of nature, has inspired one of our 
artists to take precisely those rocks, this waterfall and this bit of landscape’.58 Later in 
the same passage, Diderot reminds the Abbé that they had both encountered precisely 
such a landscape only a moment ago. In some cases, the experience of the natural 
world is so intense that it induces a form of delirium in which Diderot is overcome by a 
state of psychological contentment so profound that it is described as a quasi-religious 
experience, a spell that is momentarily broken by the activity of a washer-woman.59 
The washer-woman is ostensibly a figure in the scene but also, we suspect, a figure in 
Vernet’s landscape. Tantalizingly, Diderot even asks his reader to ‘picture’ the sight and 
implies that it is sound not vision that interrupts his reverie.60 The narrator’s unreli-
ability, his capacity to shift from dialogic, descriptive and lyrical modes takes place, 
as Michael Fried has noted, alongside a shift in tense from the imperfect to the past 
imperfect to the past definite and in some cases the present, thereby further destabi-
lizing the reader’s position.61 It is only at the end of the Promenade that we learn –  
although we might already have half suspected – that we are in the ‘countryside’ of the 
Paris Salon and encountering Vernet’s pictures.62

Landscape painting in the public sphere: in and outside the Salons …

Robert and Vernet were household names and often cited as benchmarks of excellence 
in their genre. But how was landscape painting seen and understood by other members 
of the profession? And how was landscape seen by the public at large, or at least by art 
critics charged with mediating art to the Parisian public? Writing on the Salon of 1777, 
an anonymous art critic and author of Les tableaux du Louvre ou il n’y a pas le sens 
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commun explored landscape’s critical standing in an imagined encounter between a 
bourgeois family, a party of gentleman visitors to the exhibition and a Gascon up from 
the country, and with them some of the class and gendered boundaries that shaped an 
appreciation of the genre.63 For one gentleman visitor, Vernet’s painting Tempête avec 
naufrage d’un vaisseau was breathtaking, summoning up the sublime terror of Homer 
and Virgil’s poetry. The Gascon was equally impressed with the picture’s naturalism, 
having once experienced a ship-wreck first-hand.64 Such was Vernet’s talent that his 
work was thought to have had the capacity to rise above the normative distinctions 
between the genres: history painting first, then portrait, followed by landscape, still life 
and so on. A second gentleman visitor – a ‘savant’, M. Verville – was quick to step in 
and put the others straight. The sentiments generated by Vernet’s landscapes, no mat-
ter how accomplished the painter, could never be compared with the kind of emotional 
weight and intellectual ambition found, for example, in Guillaume Ménageot’s history 
painting Les adieux de Polyxène a Hécube hanging nearby.65 This was not so much a 
fault with Vernet, the gentleman explained, but more with the limitations of landscape 
painting itself. We return to a now familiar catechism. Landscape appealed to the 
senses rather than intellect, a point rehearsed by the bourgeois’ wife who, beguiled by 
the ‘colours, the reds, blues and greens’ and ‘the gold of the frames’, rushed straight 
past more instructive works of art on show at the Salon for landscape and the minor 
genres.66 So often when critics speak of the lower genres, they are seen to appeal to 
the senses where they become the preserve of women, children and the elderly. Others, 
however, took a different view. 

The assumptions of taste, class, gender and learning set out in this and numerous 
other Salon reviews were at odds with landscape’s wider appeal, even among the most 
informed collectors of whom we might have expected a greater awareness of academic 
distinctions in the arts. Landscape paintings were popular in eighteenth-century Paris 
across the social spectrum. Seventeenth-century Dutch landscapes regularly exchanged 
hands among dealers and collectors for spectacularly high prices. In 1783, the king 
paid over 20,000 livres for a landscape by Adriaen van de Velde. The sum was about 
a half a year’s income for a senior tax official in the Ministry of Finance, well in 
excess of the 15,000 livres paid for a history painting that year by Nicolas Poussin, a 
cornerstone of the classical tradition in France, a history painter par excellence and 
often cited as an exemplar for ambitious landscape painters.67 Not all landscapes 
matched van de Velde’s record but it was not uncommon for Dutch pictures regularly 
to exchange hands for several thousand livres, providing a strong financial incentive 
for contemporary French painters to make works in the manner of the Dutch School 
and to sell them for distribution among picture dealers.68 Of the most prominent col-
lections open to the public listed in contemporary guides to Paris, most contained 
examples of seventeenth-century Dutch and modern French landscapes, often hung as 
pendants shown beside collections of Italian, Spanish and Flemish pictures, furniture 
and objets d’art. Luc-Vincent Thiéry’s guide to the capital of 1787, Le Voyageur à 
Paris, gives a vivid account of some of the contents of contemporary collections. The 
collection of the comte de Vaudreuil, a champion of modern French art, said to be 
a benchmark of ‘exquisite taste’, comprised works by Claude Lorrain and Poussin, 
Ruisdael, Boucher and Francisque Millet and Pierre Patel, then fashionable landscape 
painters active in the early eighteenth century, Vernet and Robert alongside the work 
of younger painters Nicolas-Antoine Taunay, Charles-Francois Nivard and Vaudreuil’s 
protégé Simon Denis.69 A few collectors specialized in the minor genres. Charles-Louis 
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de Beauchamp, comte de Merle, was noted for his collection of Dutch, Flemish and 
French works.70 The art dealer Alexandre-Joseph Paillet charged with overseeing the 
posthumous sale of the comte’s collection later explained how ‘good taste’ led him to 
buy history paintings and religious pictures from the Italian School but how the col-
lection was primarily shaped by his ‘love’ of Dutch and French landscapes.71 Again, 
we encounter a misalignment between the hierarchy of the genres – history, landscape 
and the minor genres – and the respective social constituencies to whom they were 
ostensibly addressed. 

Perhaps the most prominent collection of French landscapes, particularly the works 
of younger academicians and their associates, was assembled by wealthy government 
notary Charles-Nicolas Duclos-Dufresnoy. Duclos-Dufresnoy’s tastes were eclec-
tic. The Salon catalogues of 1785, 1787 and 1789 record some 30 landscapes from 
Duclos-Dufresnoy’s collection, among them works by Pierre-Henri de Valenciennes, 
Jean-François Hue and Charles-François Nivard, painters who had been variously 
sponsored or befriended by the collector.72 Duclos-Dufresnoy supported Hue’s fam-
ily in Paris while the painter studied in Rome and, on his return, bought numerous 
landscapes, some made in the classical tradition and others inspired by Dutch pic-
tures including his pièce de réception, a hunting scene in the Fontainebleau forest (Figure 
1.6). The picture is significant. During this period, the Académie increasingly began 
to welcome the submission of topographical landscapes as pièces de réception as 
part of a national collection of works of picturesque or topographical significance, 

Figure 1.6  Hue, Jean-François, View of the Fontainebleau Forest, 1782, oil on canvas, 115 × 152 cm. 
Château de Fontainebleau, France (Courtesy Réunion des musées nationaux).
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a programme to match Vernet’s Ports de France.73 Here, landscapes in no sense lost 
their status as works of art. Rather, they were tangible indications of the health and 
vivacity of modern French painting. But landscape now also took the form of docu-
mentary. The weight of classical tradition was everywhere apparent. It was set out in 
academic treatises presented at the Académie and addressed in the works of interna-
tionally recognized art historians. It determined the running order of pictures listed 
in sales catalogues, shaped the narrative structure of critics’ reviews in the press and 
even featured in the prefaces of trade directories and tourist guides to the capital. 
The classical tradition, however, seems to have counted for relatively little when set 
besides Parisian collectors’ essentially eclectic tastes and the widespread enthusiasm 
for Dutch-inspired landscapes and their French offspring. The critical taxonomies of 
eighteenth-century French landscape painting were stretched still further and here we 
begin to move away from the stable categories sketched out by Watelet and his peers 
into the realm of the applied art of landscape where the genre has a civic rather than 
a national character. One such painter who disturbed both critical and professional 
expectations but who flourished in ancien régime Paris was the topographical painter 
Pierre-Antoine Demachy. 

Demachy taught perspective at the Académie, and maintained a studio and lodg-
ings at the Louvre, but only ever received one royal commission, the now lost Vue 
de la Place Louis XV shown at the Salon of 1785.74 Demachy turned his hand to a 
comparatively wide range of topographical painting and had exhibited regularly both 
at the Salon and at Pahin de la Blancherie’s Salon de la correspondance in 1783, a 
commercial salon convened to promote contemporary French art.75 Despite his evi-
dent popularity among Parisian collectors, Demachy’s work was met with a mixed 
critical response and compared unfavourably with those of his contemporary and rival 
Hubert Robert.76 If Robert’s painting demonstrated a bravura display of art, evidence 
of a highly imaginative response to the architecture of the past, Demachy’s works were 
thought descriptive and dry. At the Salon of 1767, for example, Diderot compared 
his work to images formed by magic lanterns, a picture made to astonish but without 
intellectual or creative substance.77 In another instance, his works were compared to 
coloured engravings of a peintre-enlumineur, an artisan image-maker found at the 
profession’s lower echelons.78 One painting by Demachy was subject to particular 
critical censure from Diderot. Made to commemorate the laying of the foundation 
stone of Jacques-Germain Soufflot’s church of Sainte-Geneviève du Mont, the picture 
shows the king about to lay the building’s foundation stone, Soufflot, the marquis de 
Marigny, the king’s retinue and two companies of the royal bodyguard (Figure 1.7). 
Members of the court and local luminaries are shown in serried ranks on the left and 
right of the picture while local parishioners look on from the open windows of the 
surrounding square. 

The composition of Demachy’s picture is studiedly formal. The painted backdrop 
showing the yet-to-be-constructed church façade is located in the centre of the paint-
ing, parallel to the picture plane and, unlike many other contemporary topographical 
depictions of the city where light and shade are used to dramatic effect, Demachy’s 
picture is evenly lit with very limited use of aerial perspective. Every component 
is subject to the same attention to detail, as if surveyed by an eye beguiled by the 
spectacular character of the event but with little interest in contemporary debates 
in the arts, or at least the critical affectations called upon by Diderot and his circle. 
Predictably Diderot disliked the picture. Demachy, the critic argued, could only make 
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good copies of what he had seen and tellingly described Demachy as a ‘cicerone’, a 
guide to the city, keen to let no detail escape, ‘his ruler in hand carefully tracing the 
fluting in his columns’.79 Diderot’s response highlights a central critical distinction 
between a work of art, a painting that has a pictorial unity that lifts it above mere 
description to create a simulacrum of nature, something according to critical opinion 
that Robert and Vernet regularly accomplished, and one made to fulfil a more pedes-
trian, quotidian function. In this instance, Demachy’s prime concern is the depiction 
of a ceremonial event, one of a series of building projects that were in the process of 
transforming the capital, a genre in which he had increasingly begun to specialize. 
As Nina Dubin has noted, Paris was subject to an extensive programme of demoli-
tion and reconstruction during the second half of the eighteenth century, much of it 
documented in topographical landscapes.80 The demolition of the old gothic church 
of Sainte-Geneviève, poorly equipped for public ceremonies, and the construction of a 
new, quintessentially French building made in the classical style was at once an act of 
personal devotion on Louis’ part in recognition of his recovery from a fever in 1744, 
and an assertion of architectural patriotism that was to make Paris the centre of pro-
gressive taste in Europe.81 It would have been possible for Demachy to call upon the 
kinds of landscape conventions used by Vernet or Robert. In this instance, however, 
the composition more readily resonates with trends in Parisian popular journalism 
where the capital is subject not so much to rational inspection but more a form of 
visual gossip where the eye busies itself indiscriminately with events great and small. 
Louis-Sébastien Mercier captured something of this spirit in the proscribed best-seller, 

Figure 1.7  Demachy, Pierre-Antoine, The Laying of the Foundation Stone for the Church of 
Sainte-Geneviève du Mont, 4th September 1764, 1765, oil on canvas, 81 × 129 cm. 
Musée de la Ville de Paris/Musée Carnavalet, Paris (Courtesy Réunion des musées 
nationaux).



 Landscape painting and the pastoral vision 35

Le Tableau de Paris, where he ‘paints’ a scurrilous picture of the city’s many virtues 
and vices. In Demachy’s case, the tone of the picture is more civic-minded but evi-
dences the same existential glee, a form of good-natured visual gossip where no detail 
is allowed to escape. 

There is another crucially important dimension to Demachy’s picture. Trained in 
the workshop of the theatrical scene painter Giovanni Niccolò Servandoni, Demachy 
not only recorded the laying of the church foundation stone, but also worked along-
side a team of carpenters and plasterers to help make the very simulation of the church 
façade seen at the centre of his picture. It is significant that the composition shows the 
church façade head-on and centrally located with Louis and his retinue in the fore-
ground flanked by spectators. In this case, the picture necessarily takes the form of a 
theatrical proscenium arch. For it to be seen otherwise would be to fail to recognize 
the ceremonial character of the event, to show the façade as a theatrical deception and 
thereby to interrupt a suspension of disbelief that operates we assume both among 
painted spectators in the picture and with a bit of goodwill among spectators at the 
Salon. Despite Diderot’s reservations, the picture and the form of spatiality it neces-
sarily deployed, secured Demachy the important position as the king’s architectural 
painter and decorator for the Menus plaisirs, the branch of the royal household super-
vising festivals and entertainment. The post carried some prestige, but nothing like the 
artistic prestige Diderot identified in the work of Demachy’s peers. Rather, Demachy’s 
work evidences another side to landscape painting in ancien régime Paris and with it 
another form of spatiality. It was by no means unusual for artists to seek work as scene 
painters or interior decorators, particularly freelance artists and members of the one-
time guild, the Académie de Saint-Luc. However, in this instance, it is instructive to 
see that academicians working in the minor genres were also compromised in making 
the professional passage from the fine to the applied arts, making works that were not 
so much art, but more a form of civic visual culture used as tools of social, religious 
or political expression.

Some painters working in the minor genres came from outside the profession, and, 
again, we see the limits of landscape painting and with it changes in the wider concep-
tion of Parisian spatiality. In 1787, Louis-Nicolas le Chevalier de Lespinasse made 
the transition from a successful career as an army officer to that of a painter and, 
like Robert, simultaneously became an associate and full member of the Académie 
following the submission of his reception-piece, the Vue intérieure de Paris, prise du 
belvédère de M. Fornelle, rue des Boulangers Saint-Victor of 1787. The large coloured 
gouache measures some 78 by 122 centimetres. It shows a meticulously detailed view 
of the interior of the capital seen from an elevated spot in the northwest of the city. 
From it, as the Salon catalogue notes, can be seen many of the city’s major monu-
ments from the Hôpital Général to the Place de l’Etoile, and beyond them the villages 
of Saint-Denis and Montmartre to the north, Menilmontant to the east and Bercy, 
further south. The drawing is conspicuous not so much as a guide to the social fabric 
of the city but more for the radically disinterested view it takes of the capital. Each 
of the component buildings is carefully depicted and precisely located at a calculable 
distance from the painter’s elevated point of view. The picture is instructive, but largely 
as a logical comprehensive three-dimensional map. Unlike Demachy, Lespinasse takes 
little apparent delight in the life and manners of the city and uses a few figures in the 
picture’s foreground as not much more than spatial punctuation marks to give the 
drawing a sense of scale. The principles underpinning the spatial logic of Lespinasse’s 
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pictures and their connection to the work of military cartographers were set out some 
years later in 1801 in the Traité du lavis des plans appliqué, principalement aux recon-
naissances militaires. The aim of the treatise, Lespinasse explained, is to perfect and 
combine the hitherto discrete arts of mapping and drawing, to create a paysage-plan. 
Whereas conventional cartography gave an indication of a given location, it typically 
failed to provide significant information about the visual experience of the things seen 
within it, the experience encountered by the artiste-ingénieur who might need not only 
to look at a landscape but safely to negotiate a path through it. Lespinasse’s treatise 
takes the reader systematically through a quite conventional set of principles about 
linear and aerial perspective which might be applied on a military campaign. Much of 
it rehearses conventional wisdom about the spatial organization of pictorial space, the 
diminution of scale and contrast as objects recede from the point of view to the dis-
tance and the consistent application of sources of light and shade within a landscape. 
In this instance, however, the creative inclinations of the landscape painter are kept 
on a particularly tight reign and there is little room for the kinds of intercession we 
have seen from many of Lespinasse’s contemporaries, the chance, for example, to give 
bravura displays of light and shade, to twist and conflate space, or to eroticize it and 
hold landscape’s delights just out of reach. Rather, the ‘bend of a river’ in the distance, 
for example, had of necessity to be precisely located and described lest at some stage 
it needed to be crossed. 

Outside the Académie, landscapes were shown at a number of venues. They 
included the Salon overseen by the reformed trade guild, the Académie de Saint-Luc, 
and, after its abolition in 1776, a range of commercial ventures, among them the 
Exposition du Colisée modelled on the entertainments at London’s Vauxhall Gardens 
and the Exposition de la jeunesse, a public fair held in the open each fête-Dieu on the 
Place Dauphine. Here landscapes were shown alongside other genres, arts, métiers 
and bric-a-brac in a milieu dominated not so much by the quality of the pictures but 
more by commerce and public spectacle. Trade – the production, restoration and sale 
of pictures and objets d’art – precluded membership of the Académie Royale, confin-
ing painters to membership of the Académie de Saint-Luc, provincial academies or to 
working simply as itinerant artisans. Professional ascent from one organization to the 
other was not uncommon. Neither was the Académie de Saint-Luc exclusively associ-
ated with the minor genres. Its Salon livrets clearly indicate that history paintings were 
exhibited in some quantity, albeit sometimes on a small scale of inches rather than feet, 
and sometimes as part of a much wider repertoire that variously included landscapes, 
still-life, portraits, watercolours, gouaches and so on. Artists in this sector of the pro-
fession – not unlike some academicians – always had a keen sense of art’s dignity but 
of necessity were forced to keep their options open and make works wherever there 
was a ready market. However, active within this melée were landscape painters under-
taking work that shows the genre in a highly distinctive light and again calls upon an 
equally distinctive sense of space. 

Nicolas-Jean-Baptiste Raguenet made and sold landscapes to collectors and tour-
ists from his shop on the rue de la Colombe on the Île de la Cité , following in the 
footsteps of his father Jean-Baptiste, a painter, small-time art dealer and part-time 
actor at the foire Saint-Laurent. In Fuzelier and d’Ornenval’s unpublished play of 
1728, L’Antre et l’Averne, Raguenet père appeared playing the part of a brocanteur, 
a trader in pictures (often of dubious quality), a professional role he played outside 
the theatre. Despite his father’s professional background, the career of Raguenet fils 
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flourished. He exhibited at the Académie de Saint-Luc’s salons in 1752 and 1753, 
but examples of his work were found in a number of prominent collections including 
those of the Prince de Conti, Blondel d’Azincourt and Marie-Antoinette.82 Raguenet 
specialized in topographical views of central Paris painted with a similar kind of par-
ticipatory engagement in the life and manners of the capital found in some examples 
of Demachy’s work. In The Sailors’ Joust between the Pont Notre-Dame and le Pont 
au Change (Figure 1.8), Raguenet shows old Paris, one that was soon to be swept 
away through the process of modernization Nina Dubin describes. The picture depicts 
members of the city’s company of mariners about to compete in a joust, an event first 
staged to commemorate the birth of the duc de Bourgogne in 1751. Raguenet picks 
out every last detail. The structure of the buildings, some well-appointed and others 
notoriously less so, the men and women looking from the open windows, the details 
of the barges, the white livery of the mariners and the coloured belts denoting oppos-
ing teams are painted with meticulous care. To paint them otherwise would have been 
to preclude the opportunity to make an intimate visual identification with the mate-
rial and cultural fabric of the quarter, one in which all citizens variously had a stake. 
Viewers familiar with the event and location might easily locate my quarter, my apart-
ment, my team, my window, such is the detail contained in the painting. This is not the 
disinterested eye of the Parisian flâneur nor even the kind mawkish interest Mercier 
sometimes took of the city’s vices. Rather, we encounter an affectionate view of the 
quarter, one predicated on delight in an event of compelling local interest. 

Other works by Raguenet take a broader view of the city, depicting the quarters 
around the Pont-Neuf, many including the local landmarks, conspicuously, the bronze 

Figure 1.8  Raguenet, Nicolas-Jean-Baptiste, The Sailors’ Joust, between the Pont Notre-Dame 
and the Pont au Change, 1751, oil on canvas, 47 × 83.5 cm. Musée de la Ville de 
Paris/Musée Carnavalet, Paris (Courtesy Réunion des Musées Nationaux).
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statue of Henri IV on the bridge’s central pontoon and the royal pump house, La 
Samaritaine. Henri’s statue appears at the centre of Raguenet’s A View of Paris from 
the Pont-Neuf of 1763, from the collection of Jean de Julienne, a textile merchant 
and later director of the Gobelins tapestry manufacture. A well-known meeting point 
for Parisians, the intersecting arterial crossing at the western end of the Ile de la Cité 
between the left and right banks of the capital provided a forum where citizens of all 
social classes came together and had long been seen as the city’s social heart. As Joan 
DeJean notes, in the early eighteenth century, ‘to shout from the Pont Neuf’ – ‘crier sur 
le Pont Neuf’ – was a euphemism for spreading news through the city.83 During the late 
seventeenth century the bridge was used for political meetings and the performance of 
impromptu comic plays. Henri’s statue was also the focal point of celebration of the 
feast of Saint John. Each year, Louis XV came to light a ceremonial torch to mark the 
start of the popular public celebration and the base around the statue was used for 
the display of exotic goods, particular citrus fruit. In some respects, the picture pre-
figures the kind of self-obsessed civic introspection found not only in Mercier’s view 
of the city, but also in the later typologies found in Léon Curmer’s Les français peints 
per eux-mêmes. Raguenet’s composition displays a range of social ‘types’, brawling 
gamins, strolling bourgeoises, street-sellers, a Benedictine Abbé, a water cart, liveried 
carriages with their postilions. Each component within Raguenet’s picture occupies 
its own space, in order that no one group upstages another thereby compromising the 
picture’s legibility. The painting presents not an official view of a modernized capital 
but rather a civic location in which artist, spectators and subjects participate col-
lectively in an act of self-recognition.84 Stripped of a single organizing point of view, 
Raguenet’s interested eye is everywhere: foreground, mid-ground, background, some-
times dwelling on subjects of clear importance, sometimes on the margins. 

Raguenet was one of some 30 Parisian painters unaffiliated to the Académie who 
included landscape painting as part of their repertoire. Some, like Demachy’s protégé 
Jean-Louis Demarne, were associates of the Académie and briefly showed at the Salon 
but having failed to secure full membership, necessarily turned their hands to other 
genres and other métiers. Demarne was one of a number of specialist painters con-
tracted to add figures or animals to landscape paintings and frequently contributed to 
the work of Lazare Bruandet, Simon-Mathurin Lantara, Xavier Le Prince, Georges 
Michel, Joseph Swebach-Desfontaines and others, a collaborative practice that contin-
ued well into the 1860s.85 Demarne’s career later flourished. He received a number of 
lucrative official commissions during the Consulate and Empire but owed his success 
largely to the enormously popular, highly finished pictures of everyday life, many made 
in imitation of Dutch genre painting.86 Other painters were less fortunate. They were 
found exhibiting paintings in public fairs and commercial salons, or, like the young 
Vernet, decorating carriages. Some are recorded painting porcelain or tavern-signs and 
many supplemented their income by taking on one or two students. Bruandet, Nicolas-
Antoine Taunay, Jean-Baptiste-François Genellion and Charles-François Nivard were 
well enough known to be included in Claude Pahin de la Blancherie’s retrospective 
exhibition of 300 years of French art of 1783.87 Bruandet is also recorded making 
preparatory drawings for popular engravings, a common practice among painters out-
side the Académie. Lantara similarly featured in Pahin’s retrospective exhibition.88 
Petit de Bachaumont mentions Lantara in the Mémoires secrètes, although little was 
known of him save his prodigious talent.89 Such was the painter’s ability, it was said 
that others often passed off his work as their own, flourishing while Lantara died 
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in poverty. This community is important. It is the very sector enfranchised by the 
National Assembly’s decision to open the Paris Salon to all artists irrespective of their 
professional status. Some members of this constituency return much later in the nine-
teenth century in art historical accounts where their precarious connection to sources 
of patronage gain them the title of ‘forgotten little masters’, painters who were driven 
by their own personal creative conviction and are co-opted first by art dealers and 
later by the art establishment as protean modernists, the first wave of a French avant-
garde.90 Their collective plight is perhaps best described in the raft of one-act comic 
plays in which would-be artists and artisans often appear. As early as the 1720s, we 
find painters insisting on their genius while faced with the day-to-day exigencies of 
making a living painting tavern-signs, churning out pictures for avaricious dealers or 
painting theatrical backdrops. 

In conclusion, the French Revolution had a seismic effect on landscape painting 
but it is clear that even before 1789 the genre and the kinds of spatialities that shaped 
it took on a variety of forms. We began with Watelet’s Dictionnaire, an invaluable 
template to find some points of cultural reference but it offered only a partial and 
sometimes superficial view of the genre. Close interrogation of landscape painting, the 
constituencies who practised it and the purposes to which it was put tests and expands 
the limits of Watelet’s schema. Landscape painting might be classified according to 
humanist art theory where a combination of book-learning and idealized selection 
marked out some forms of the genre as nobler than others but there is evidence that 
in practice concepts of professional noblesse cut little ice with many artists, critics and 
collectors. Geographically and culturally ill-disposed to landscape painting in its high-
est form, Watelet and his circle took political and emotional refuge in a pastoral idyll 
cut off from the base exigencies of modern life. The higher forms of landscape were also 
profoundly at odds with the unbridled enthusiasm for Dutch and Dutch-inspired land-
scapes, pictures of questionable intellectual and aesthetic merit. But such works none-
theless exchanged hands for very large sums. Alongside Watelet’s view of landscape 
painting and the various trends that bucked it, we encounter other landscape painters 
(and critical perspectives on landscape) whose works were considered so accomplished 
that they called academic taxonomies into question. According to Diderot, Vernet 
painted landscapes that sent critics back to the drawing board to rethink academic 
priorities. Here was a strain of essentially naturalistic landscape painting that con-
stituted a form of Creation and easily rivalled history painting. Watelet’s vision of 
landscape was called further into question when we examine forms of topographical 
painting – some of it of national, civic or local significance – often undertaken by 
painters who failed to secure official commissions and worked outside the Académie. 
Demachy and Raguenet’s paintings draw not on a concern with art – the idea that one 
genre might be intrinsically nobler than the next or that the skill or insights a work 
contained had a particular aesthetic merit – but more with the compelling interest of 
their subject: Paris and its citizens. Here we encounter an early example of an acute 
sense of civic narcissism that endured in Parisian culture for centuries.91 The picture 
becomes more complex still. There were instances when both the Académie and art 
critics recognized landscape representation as painting when its origins lay in various 
military applications. In part, the works of Lespinasse, for example, had their origins 
in military technology where spatiality depended upon a precise understanding of the 
landscape. Here was a corps of largely artisan painters unaffiliated to the Académies 
and sources of official patronage who sometimes turned their hands to landscape. 
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The institutional and professional ties that bound this group together and helped dis-
tinguish one stratum of the profession from another effectively unwound after 1789. 
Some forms of landscape – the pastoral vision promulgated by Watelet – were largely 
untenable after the Revolution, certainly in material terms. But many other forms of 
landscape continued to flourish although now they were practiced by a much wider 
and now deregulated constituency. 
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During the last years of the ancien régime, artists variously presented the countryside 
as a sequestered space set aside for the private enjoyment of a privileged class or 
as totalized expressions of royal power and nationhood. Italy had a centripetal lure 
for many landscape painters but as Watelet intimated, there were concerns about the 
degree to which French artists’ insights had been compromised by their intellectual 
and creative formation in too cool a climate for them fully to benefit from excursions 
to the south, an anxiety that endured in France until the mid-nineteenth century. The 
representation of urban space also took on a variety of forms. As we saw, some artists 
pictured Paris as a parochial space documenting local traditions and manners, while 
others were keenly aware of the capital’s position on the international stage. In many 
instances, there was a conviction that even local views of the capital were of interest 
to a community far wider than the one contained by the picture, one that contin-
ued to shape Parisian artists’ mentality for well over the next century and more. For 
Louis-Sébastien Mercier, to speak of Paris was to speak of the world at large; the very 
air of Paris, he argued, seemed to confer on those who breathed it an ambition that 
explained the city’s pre-eminence.1 Alongside landscapes that had something to say 
about the spatial fabric of France, there were others that were made in emulation of 
Dutch masters of the previous century. Painters took as their subject matter not a loca-
tion, a view or some rural tradition but other pictures, what Watelet termed ‘imitations 
of imitations’.2 Broadly, French landscape paintings were thus framed by two points 
of reference: the depiction of an organizational, political, social or economic space on 
one hand and the construction of landscape as a simulacrum of art on the other. After 
1789, the social and political fabric of the nation changed so radically that new spaces –  
some material, others imagined – came into being, expanding the material, ideologi-
cal, psychic and aesthetic constituents of landscape representation well beyond those 
established during the ancien régime. In some cases, new forms of spatiality could still 
safely be contained within the cultural sphere of art. The landscapes on show at the 
Salons of the 1790s, for example, might sometimes have been unusual in their choice 
of subject but they were still readily understood as painting, works predicated on the 
traditions and practices of art even if some of those traditions were challenged by 
the new spirit of Liberty. In other instances, however, new spatial and chronometric 
practices emerge that tested established cultural categories to their limit. Accounts of 
the siege of the Bastille, on the spot reports from journalists and short novellas, the 
use of the fortress’s material remains as relics sent out across the nation by revolution-
ary ‘Apostles’, the festivals staged throughout the 1790s and the construction of real 
and imagined monuments to commemorate the Revolution in its various phases each 
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articulated new spatialities and new concepts of time.3 In this chapter, I want to exam-
ine some of these new spatialities and their impact on real and imagined, material and 
virtual landscapes as they take shape over the revolutionary decade, starting with what 
was for many the founding site and moment of the Revolution, the siege of the Bastille, 
and concluding with a conservative retrenchment of landscape painting in the form of 
historical landscape painting, or paysage historique. 

The Bastille

In July 1790, the National Assembly gave the French Revolution a defining form as 
a space without limits. The sequestered, heterotopic spaces of the ancien régime were 
abandoned in favour of a single, democratic utopian space. The Journée des brouettes, 
the collective preparation of a site to celebrate the Revolution’s first anniversary on the 
western edge of the capital at the Champ de Mars, brought together all ranks, ages and 
stations: nobles, priests, commoners and even the king himself.4 The aim was collectively 
to flatten and thereby to democratize space where any material obstruction that inter-
rupted a single levelled view had to be removed. Charles-Etienne Leguay’s gouache of 
1790 (Figure 2.1) is one of a number of both paintings and popular images of the event. 
The composition and facture of Leguay’s visionary scene is telling. It dispenses with the 
backdrop of the École Militaire and uses the fluid medium of watercolour to dissolve 
the scene into an infinite space into which the ever-diminishing scale of citizens – some 
10,000 of whom participated in the event – recede into the distance. For Leguay, such 
was the totalizing embrace of the new order that at one point its scope is elevated into 
a single sweep of the brush. Over the previous twelve months, however, citizens – land-
scape painters among them – had struggled to give conceptual form to the Revolution 
and the spaces in which it unfolded. There emerged both a new feeling for the spaces of 
the city and a new chronology, a sense among citizens of both the marked significance 
of the historical moment through which they were living and the stage on which it was 
played out. There was however little initial consensus about the form these new but 
intuited systems of configuring the experience of time and space might take.5

Figure 2.1  Leguay, Charles-Étienne, The Parisians at the Champ de Mars, Preparations for the 
Fête de la Fédération, July 1790, 1790, gouache, 52 × 100 cm. Musée de la Ville de 
Paris/Musée Carnavalet, Paris (Courtesy Bridgeman Images).
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What of the events in the summer of 1789 that precipitated this shift? In January 
1789, a crippling financial crisis prompted a meeting of the Estates General, a repre-
sentative body of the clergy, nobility and commoners, the first convocation of its kind 
to be held in France since 1614.6 Disputes immediately emerged among representa-
tives about the respective authority of each of the three orders. Irked by the crown’s 
refusal to accord it the same rights as the clergy and nobility, the commoners, or 
the Third Estate, remained in permanent session eventually to become the National 
Assembly, the Revolution’s first provisional government.7 Meanwhile, hope for a reso-
lution of the crisis among the National Assembly disappeared after the king’s dismissal 
of Jacques Necker, the then popular minister of finance who had overseen a radical 
plan for fiscal reform.8 Parisians now feared that the city was about to be besieged by 
royal mercenaries. On the night of 13 July tensions worsened. Situated on the edge 
of a working-class suburb of Paris well known for its political radicalism, the Bastille 
was one of several garrisons to be attacked as Parisians went in search of munitions to 
defend themselves. In one incident on the afternoon of 14 July, botched negotiations 
between the Bastille’s governor and local citizens caused a deputation to be trapped 
in the fortress’s interior court and fired upon by its guards.9 The Bastille’s drawbridge 
was soon breached after an armed militia, the Gardes françaises, joined the crowd.10 
Indeed, the breach constitutes a significant moment in the Revolution’s history, ena-
bling observers to see the event in terms of a single temporal point. Hubert Robert’s 
study, made on-site just a week after the siege, shows the fortress in an early stage of its 
demolition seen from the north-western tower (Figure 2.2). The picture characteristi-
cally emphasizes the size of the fortress by setting the building close to the frame and 

Figure 2.2  Robert, Hubert, Demolition of the Bastille, 1789, oil on canvas, 77 × 114 cm. Musée 
de la Ville de Paris/Musée Carnavalet, Paris (Courtesy Bridgeman Images).
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by accentuating its scale through the inclusion of some 50 diminutive demoliseurs on 
its ramparts. The dark looming presence of the fortress is set against the much lighter 
tone of the rubble tumbling from its ramparts. The picture stands out in comparison 
to many examples of Robert’s earlier work. It was not uncommon for the painter to 
conflate time and space in his pictures, to combine within one frame several locations 
and several times. Often, his paintings stage not a single site but rather a set of con-
flated memories of a location. By contrast, Robert’s painting shows the Bastille at a 
single moment, its fragments frozen in time as they fall to the ground. The picture was 
a late entry into the Salon of 1789 and art critics had little to say about it.11 However, 
contemporary prints and pamphlets – impromptu accounts of the siege written and 
printed sometimes only days after the event – give a detailed insight into how the 
Bastille’s demolition came to be seen by Parisians and the new kinds of spatialities 
and chronologies that animated it.12 It is here, then, that we need to turn not so much 
to the fine arts but more to what we might anachronistically term visual and material 
culture.13

For much of the eighteenth century, it was said that the Bastille was the site of 
unspeakable atrocities. Unfair sentences were meted out by the state for crimes 
unknown, often as the result of the notorious lettres de cachet, royal arrest warrants 
issued on the king’s behalf by the Lieutenant de Police.14 Simon-Nicolas Linguet’s best-
selling Mémoire sur la Bastille, one of the last in a long line of lurid accounts of prison 
life, documented a catalogue of physical and psychological tortures inflicted on the 
Bastille’s inmates. Linguet spoke of prisoners languishing in rat-infested cells for inde-
terminate sentences with little or no contact with others or the world outside.15 When 
late on the evening of 14 July the Bastille’s prisoners were liberated, the roll-call was 
disappointing: only seven were recorded, four of whom were instantly rearrested.16 
However, the lurid accounts of Linguet and his predecessors remained important 
because they provided a retrospective justification for the siege and there followed a 
series of ritual attempts to redress the crimes of the old order, all of which drew upon 
a re-conception of time and space. In one such instance, the remains of some of the 
prison’s inmates, found during the process of demolition, were carried to their place 
of reburial by six of the Bastille’s assailants. The radical cleric Claude Fauchet who 
oversaw the event was in no doubt about the significance of the siege, comparing it 
to the Battle of Jericho, and the new order to a secular Second Coming. ‘The day of 
Revelation had arrived’, he explained; the victims of the Bastille had ‘heard the voice 
of Liberty’ and were now poised to rise again on a secular Day of Judgment.17 The 
Bastille thus formed a locus for the redemption of the crimes of the old order, the 
site of an event that marked the end of old monarchical time and the beginning of 
a new era. This new chronology was not the rational time of the de-Christianized 
republican calendar, the decimalized hours, days, months proposed by Charles-Gilbert 
Romme to the National Convention in 1793, but more a phenomenological awareness 
of the moment and the significance of the period through which citizens were now 
living.18 This is particularly apparent in contemporary accounts of the events in Paris 
leading up to the siege, in which incidents are presented as a form of rolling news. 
Deprived of any conventional narrative structure or evaluation, the reporter’s eye  
captures events great and small roaming indiscriminately across the capital, catching 
a fight or broken window here, the sacking of a munitions store there. It is as if the 
events leading up to the siege defy understanding and everything must be captured lest 
something of their significance be missed.
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The configuration of the Bastille as a site of revolutionary memory is important 
in the transformation of spatiality in revolutionary France. By the summer of 1789, 
the symbols, forms and spatialities of the old regime were discredited but there was 
little consensus about what might replace them. Rather, the siege appears to have 
functioned as a moment of secular transubstantiation turning a locus of past crimes 
into a founding site of Liberty, one that radiated outwards from the razed prison 
across France. This new spirit touched citizens in a variety of ways. Some were clearly 
exhilarated, others disturbed, but most now drew upon a new if intuited form of 
spatiality. Pierre-François Palloy, the engineer and entrepreneur who assumed respon-
sibility for clearing the razed site of the Bastille, dispatched carved models of the 
fortress reclaimed from its stones to the nation’s regional centres of government.19 
Here, their material proximity to so seminal an event gave the stones the authority 
of relics dispensing Liberty as a form of secular grace. Similarly, the irons that once 
constrained the Bastille’s inmates were recast into medals and awarded to those who 
took part in the siege, again inverting the purpose of the material as testimony to a 
new political order. By contrast, the anonymous author of the Diable boîteux à Paris 
of 1790 took a more troubled view of the Revolution. Overcome by a hysterical 
form of panopticism, the capacity to see all but without any clear points of political 
or spatial reference to understand it, the traumatized author described a vision of 
the city seen through a magic eyeglass given to him by the Devil. Flying across the 
capital on the Devil’s back, it was suddenly possible to see into the homes and hearts 
of citizens. ‘I wanted to find myself in all places at the same time to introduce myself 
to everything’, the author writes, ‘I wanted to find the means to be shown into every 
home to give testimony to everything that took place there’.20 The same author went 
on to see the Revolution in visionary terms where the ‘white-haired queen’ (clearly 
Marie-Antoinette) appears on a throne guarded by the ‘monster of feudalism’ and the 
‘hydra of the clergy’.21 Moments later, the Dauphin appears to drive away the agents 
of the old order: France is proclaimed a kingdom by four angels while a troop of 
celestial guards stormed the Bastille. In another instance the creation of the Bastille as 
the Revolution’s epicentre took material rather than a visionary form. One Mauclair 
de Chalons, taking a tour through the Bastille’s remains, climbed from the darkness of 
the prison’s dungeons into the light of the derelict fortress, a symbolic transition from 
the darkness of the old order into the light of the new. On the way, he came across 
evidence of some of those incarcerated in the Bastille including graffiti by Linguet 
and the comte de Lorges, an inmate for some 30 years. The comte became something 
of a hero. His liberation from the prison was widely celebrated in pamphlets and 
popular prints. Marie Tussaud claimed to have met the count from whom she made 
a life-mask.22 The comte, however, was wholly the creation of the radical journalist 
Louis Carra.23 The comte’s image was not so much a fake but more of a psychic pro-
jection made possible it seems by the political intensity of the event. In some circles 
at least, enthusiasm for the Revolution was such that it had the capacity to incarnate 
heroes, to will them into existence when the need arose. In Freudian terms, we might 
see the comte’s appearance as a form of cultural discharge after a psychic encounter 
with death.24 

Palloy, Mauclair and Carra were not alone. Plans to commemorate the Siege came 
thick and fast in the summer of 1789. Some proposals drew on established architec-
tural conventions, others had no obvious precedent reflecting the site’s unique his-
torical character. One citizen, for example, suggested that the razed Bastille be left 
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empty as a site for contemplation; another that the site should form the home of the 
new National Assembly.25 Nourished by the tears of its one-time inmates, the empty 
site again became a symbolic inversion of the old fortress as a bastion of feudalism. 
Perhaps one of the most original proposals comprised a statue of the king mounted 
on a column sited on a plinth set within a recreation of four of the Bastille’s six tow-
ers, one of which showed the drawbridge moments after it had been breached with 
its chains severed by the cannon fire, the point that effectively marked the start of the 
Revolution (Figure 2.3). Again, we find the founding moment of the Revolution being 
expressed in terms of a new conception of space and history. The monument curiously 
recreated the site at a crucial moment from the physical remnants of the Bastille on 
the very site of its destruction. While the representation of a temporal moment is com-
monplace in baroque sculpture, subjects are typically religious, representing a moment 
of conversion or ecstasy. Such moments typically take place not in the here and now 
but in a transcendental imaginary. In this instance, however, the tone of the monu-
ment is radically secular, showing a defining moment on the afternoon of 14 July that 
importantly would have been part of the lived experience of many citizens, a moment 
that was widely commemorated in pamphlets, popular imagery and the decorative 
arts. That nothing like this had been seen before was, the monument’s architect noted, 
wholly appropriate articulating an event that was itself without precedent.26 Over 
the course of the next 10 years, the authorities found it impossible to agree on a per-
manent monument, a sign of the constantly shifting political character of the French 
Revolution.27 In 1790, however, Palloy staged a dance on the vacant site beneath an 

Figure 2.3  Prieur, Jean-Louis, Temple Dedicated to Liberty: Proposal for the Ruins of the 
Bastille, 1789, etching, 25 × 37.5 cm. Bibliothèque Nationale de France (Courtesy 
Bibliothèque Nationale de France).
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illuminated bower that followed the fortress’s original ground plan. Here, through the 
medium of dance, citizens stamped out feudalism’s ‘last breath’, their feet pounding 
its memory into the material fabric of the site. Thus, the moment of the Revolution 
saw the concentration of evil and oppression – it hardly matters whether it was real 
or imagined – within a single locus and at a specific moment. The symbolic burial of 
political oppression was confined within a single axis. Through the act of destroying 
the fortress and dancing on it – the latter was the symbolic reiteration of the former – a 
negative became a positive value, evil turned into good, the timeless time of incarcera-
tion transformed into a moment of liberation. By the summer of 1790, however, the 
Revolution began to be seen not in terms of a cause and a single locus, the commemo-
ration a founding moment of popular insurrection, but more as an effect, spreading 
out on an x rather than y axis, creating a flat, democratic uninterrupted space to 
accommodate the newly formed citizen.

Evidence of the spatial reconstruction of the nation can be seen in some of the 
debates that took place at the National Assembly in June 1790. Here, the names 
of the old provinces were swept away in preparation for a new order of things in 
which ‘all names were subsumed in one’.28 As the marquis de Lafayette, commander 
in chief of the National Guard explained, ‘we are no longer Bretons, Angevins 
or Parisians but French bound together with an indissoluble link of fraternity’.29 
Preparations for the Fête began in late June 1790 with thousands of citizens – some 
sources estimate between 50,000 and 100,000 – arriving to prepare the site.30 
Depictions of the event show adults, children, the clergy and laity, men and women 
of all classes and not least the king lending a hand. Observers noted the spirit of 
fraternity that overcame the crowd and the speed at which citizens worked, a spirit 
they attributed to the electrifying power of patriotism.31 Jean-Sylvain Bailly, the 
capital’s mayor, explained something of the festival’s purpose. Its aim was not to 
celebrate the end of the old regime but to set out a political programme for the new, 
to assert the distribution of sovereignty that was now the defining characteristic 
of the Revolution.32 Again, the articulation of a new form of spatiality was key: 
the Fête would serve as a clarion call spreading outwards to the four corners of 
the earth.33 

The structure of the stadium articulated this new conception of space. At one end 
of the Champ de Mars were three triumphal arches, the points at which the festival’s 
delegates entered the arena. The delegates comprised the National Guard, members 
from the National Assembly, a deputation of children and young women, some of 
those involved in the siege of the Bastille, delegates from the capital’s 60 local Districts 
and representatives from the Departments. In the centre of the arena was the National 
Altar, the point at which Lafayette and a succession of luminaries came to pledge 
their allegiance to the Nation, the Law and the King.34 In an anonymous painting of 
the moment of Lafayette’s oath, clouds part to cast a ray of sunshine on the altar and 
a staff carrying the national colours bends under a supernatural force from above  
(Figure 2.4). At the stadium’s western end was a remnant of the ancien régime, the 
ceremonial baldachin reserved for the king, queen and dauphin denoting their quasi-
divine status. Helen Maria Williams, an English observer in Paris, was taken by the 
spirit of fraternity that overcame the crowd and considered herself blessed that she 
had witnessed a moment she considered to be without precedent in the history of 
humanity. Only one event marred proceedings, the king’s refusal to leave the sancti-
fied space of his throne and take an oath at the National Altar.35 The event was highly 
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significant and centred around tensions between two conflicting spaces, the space of 
the Nation – flat, material, radically inclusive, a potentially infinite space to accom-
modate all humanity – and the last remnant of an essentially medieval conception of 
space in which the king’s corporeal sanctity was bounded by a space apart, a symbolic 
niche to house his divinity.36 The celebrations continued. On 18 July, a hot air bal-
loon was launched from the centre of the Champ de Mars, one of several used in the 
Revolutionary festivals in the 1790s. The symbolism was clear. The balloon unified 
celebrations by providing a single transcendental focal point for citizens below. In one 
instance in 1791, a balloon flew from the site of the second Fête de la Fédération in 
the capital’s south east. Its pilot ate a packed lunch of wine and bread celebrating the 
liberty of the people of the universe while below 100,000 citizens sang the revolution-
ary anthem, the Ça ira. There were other spontaneous expressions of spatiality. For 
those who could not participate directly in the celebrations, some citizens rented spare 
rooms in houses along the processional route and hired telescopes, thereby simultane-
ously expanding the Revolution’s spatial remit while affording vicarious access to its 
generative centre. In less than a year, revolutionary space had stabilized, transforming 
itself from an expression of hysterical freedom, the dizzying opportunity to go any-
where without any single unifying political point, to one single transcendental ascent 
gathering the entire universe around it. 

In the early 1790s, other cities celebrated the Revolution’s first anniversary in a 
similar manner. As Mona Ozouf has compellingly shown, space remained central to 

Figure 2.4  Anon., Lafayette’s Oath at the Fête de la Fédération, 1790. Musée de la Ville de 
Paris/Musée Carnavalet, Paris (Courtesy Bridgeman Images).
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the articulation of the new political order.37 In a proposal for one festival, tricolour 
ribbons marked its boundary, an indication of the Revolution’s capacity for infinite 
expansion. Festivals frequently took on a circular form and were staged outside the 
city in an attempt to deprive the site of any prior political or historical association. 
Throughout the 1790s, other festivals followed but few used the same concept of a 
universal democratic space accessible to all in quite so instrumental a manner. Space 
remained important in the articulation of the Revolution and festivals continued in 
remarkable profusion but they were increasingly as explained through the use of sym-
bols.38 The Fête de la Liberté of April 1792, staged to celebrate the liberation of 40 
soldiers condemned to hard labour following an uprising in Nancy in 1790, centred 
around a procession from the site of the Bastille to the Place Louis XV. It comprised 
various symbolic representations and personifications of the Revolution, among 
them another of Palloy’s stones from the Bastille, a cart carrying the Declaration of 
the Rights of Man and the Citizen, caps and pikes and busts of Benjamin Franklin, 
Voltaire and Rousseau and so on.39 In pictorial terms, the Fête de la Fédération 
had often been hard to depict; artists and image makers struggled to squeeze its 
all-encompassing dimensions into a single coherent pictorial image. The Fête de la 
Liberté, by contrast, was quite conventional. The dramatis personae and many of 
the props were new and needed explanation, but the ways in which they were shown 
barely tested the limits of representation. This was evident in images of the culmina-
tion of the Fête where the equestrian statue of Louis XV in the Place de la Révolution 
was replaced by a statue of Liberty and the symbols of feudalism burned around its 
pedestal. The Fête de l’Être Suprême, the first of 36 festivals to mark each decadi in 
the new revolutionary year introduced by Maximilien Robespierre, again called on a 
broad repertoire of symbols.40 Staged in opposition to the atheism of the Hébertistes, 
the Fête presented a deified form of nature. The event began at daybreak with del-
egates from each of the city’s Sections rallying for a march to the Jardin National and 
then on to the Champ de la Réunion (recently, the Champ de Mars).41 Space remained 
instrumental in the articulation of revolutionary politics. The National Convention 
gave a detailed prescription for this and the 35 other Fêtes celebrated throughout the 
year. The proper place to honour the Supreme Being, it declared, was in the coun-
tryside, ‘in the midst of nature’, ‘under the vault of Heaven’ and ‘beside a mountain’ 
from the top of which the orator made his dedication.42 But, again, the festival was 
heavily dependent upon an extensive repertoire of signs and symbols: Ceres’ chariot 
designed by Jacques-Louis David, heavily laden with nature’s bounty, the figure of 
the Mountain, a sign of the Revolution’s proximity to the Supreme Being; women 
and girls garlanded with flowers, old men with olive branches and the only armed 
faction in the festival, a team of adolescent boys. As the ceremony unfolded, the 
President of the Convention stepped up to burn a cardboard representation of the 
monster of atheism and each faction made their respective dedication to the Nation 
punctuated with verses from the Marseillaise.43 If federal space was the joyous and 
unfettered expression of the Revolution’s limitless capacity to dispense freedom, then 
the republican spaces of 1794 were altogether more regulated and framed by symbols 
to set out its defining characteristics. It is for this reason, perhaps, that this phase of 
the Revolution was much easier to express as landscape. Demachy’s landscape of 
1794 contains a vast crowd and a panoramic sweep from the École Militaire across 
the Champ de Mars but is made legible with the pictorial trappings of revolutionary 
symbolism (Figure 2.5).
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‘The Empire of Liberty embraces the arts’: landscape painting  
at the Salon

How did new conceptions of space find their way into landscape painting? The Salon 
of 1791 offered a venue for all artists to show their work, irrespective of their profes-
sional status. Exhibits were no longer classified according to the standing of the artists 
– rectors, professors, associate professors, councillors, academicians and associates – 
but listed numerically in the order in which they appeared on the walls of the Salon, 
thereby overturning a tradition dating back to the Salon’s inception in 1667.44 A sec-
ond edition of the catalogue – published according to the title page under the auspices 
of the king, not the National Assembly – eschewed this new democratic spirit listing 
works only by academicians, thereby excluding some two hundred other independ-
ent painters.45 The contents of the exhibition and the pictures on display, however, 
remained unchanged and most critics were in no doubt about the political significance 
of effectively erasing all distinctions and privileges among the profession. According to 
the painter Philippe Chéry, a veteran of the siege of the Bastille, political liberty went 
hand-in-hand with the freedom to exhibit at the Salon. The Salon of 1791 marked 
the moment when the national genius was unshackled, and artists were able to show 
their work under the ‘light of Liberty’. Art of dubious quality – coterminous in Chéry’s 
mind with the work of academicians who unjustly enjoyed royal patronage – now 
took its chances with other paintings on show and would, he guessed, eventually fade 
from view.46 The radical journalist Charles Villette, writing in the Almanach Littéraire 
or les entraines d’Apollon, noted that the Salon, a bastion of ‘feudalism’, had finally 

Figure 2.5  Demachy, Pierre-Antoine, The Festival of the Supreme Being at the Champ de Mars, 
8th June 1794 (20 Prairial Year II), 1794, oil on canvas, 53.5 × 88.5 cm. Musée de la 
Ville de Paris/Musée Carnavalet, Paris (Courtesy Bridgeman Images).
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embraced the spirit of the Declaration of Rights of Man and the Citizen, insisting that 
the exhibition was itself ‘the first and greatest picture of Liberty’. The Salon presented 
a ‘brave’ combination of pictures, Chéry insisted, the result of the new national genius 
and he marvelled at the way in which the first hesitant works by students might now 
be seen alongside those of recognized masters.47 

Given the political fanfare that accompanied the first Salon of the French Revolution, 
there were relatively few overtly tendentious paintings on display. Jacques-Louis 
David’s large drawing of the first convocation of the Third Estate, the Oath at the Jeu 
de Paume, appeared alongside his now retrospectively radicalized pictures of Brutus 
and Oath of the Horatii, first seen at the Salons of 1785 and 1789 respectively, and 
there were a few political portraits and allegories of the French Revolution on show.48 
Landscape paintings directly inspired by political events were also few. Jean-François 
Janinet showed a large engraving of the Fête de la Fédération at the moment when 
the king and the Deputies from the National Assembly took the civic oath, an impor-
tant but curiously undistinguished work in which the scale of the subject and the 
compositional integrity with which it is depicted effectively stripped the work of any 
picturesque interest (Figure 2.6). Landscapes in general however were shown in a very 
significant quantity, a point noted by several art critics, and came in a wide variety of  
forms. The Salon of 1791 included landscapes of the Fontainebleau forest by two of 
that year’s debutants, Jean-Louis Gadbois and Lazarre Brunadet, early depictions of 
a picturesque location that was to become ubiquitous in the nineteenth century. The 
academician Pierre-Henri de Valenciennes showed a number of literary landscapes 
taken from idealized views of the Roman countryside, and Pierre-Antoine Demachy 
and Charles-François Nivard exhibited several Dutch-inspired landscapes. Some years 
later, the Académie would insist that classically inspired landscapes distinguished 
themselves from their Dutch-inspired counterparts on the basis of the former’s capac-
ity to present an idealized, literary view of the world drawn from the artist’s intellect, 
a point Watelet briefly rehearsed in his article on landscape in the Dictionnaire. In 
the democratic climate of 1791, however, classical landscapes, once the preserve of a 

Figure 2.6  Janinet, Jean-François, View of the Champ de Mars, When the King, the Deputies 
of the National Assembly and the Federations took the Civic Oath, July 14 1790, 
1790, coloured engraving, 25 × 59 cm. (Courtesy Stanford University).
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social elite well educated enough to catch the literary references, were shown besides 
other more quotidian pictures and, in keeping with the levelling spirit of the times, no 
compelling case was made to set them apart. The same levelling spirit gave the genre 
not so much an overtly political character but more of a federative quality. In the same 
way that the Fête de la Fédération offered the chance for all classes to come together, 
so the Salons of the early 1790s were conspicuous for their capacity to embrace arts 
in all their forms and offer a platform for painters irrespective of their specialism or 
professional rank, and, according to some critics, their abilities. In 1791, the author of 
the provocatively titled Grande assemblé des barbouilleurs du Sallon ou la révolution 
de la peinture coupled the new spirit of democracy with a decline in standards at the 
Salon. David is singled out for elaborate praise but Jean-Baptiste Genellion, a land-
scape painter who later flourished under Bonaparte’s protection, is advised to burn 
his painting and to sell the frame.49 We might, then, configure revolutionary, or more 
accurately, federative spatiality, at least in terms of the fine arts, as the dispersion of art 
in all its forms in a newly liberated Salon. There were however other forms of spatial-
ity at work in landscape painting, the organization of pictorial space within landscape 
itself, the operation of pictorial world on the other side of the picture frame. Here, it 
is worth returning to Janinet’s engraving and a number of other landscapes by artists 
who set allegory and picturesque conventions aside in their attempt to document some 
of the spaces of the Revolution. 

The depiction of revolutionary, specifically federative, space was clearly a problem 
for Janinet. Many popular images of the Fête de la Fédération frequently exagger-
ated the scale of some parts of the scene at the expense of others to emphasize key 
moments of the celebration. In one of numerous contemporary popular depictions, a 
decoration made for a Parisian cabaret now in the Musée Carnavalet, the triumphal 
arches, national altar, royal pavilion, delegates and members of the National Guard 
are disproportionately magnified, while the Champ de Mars is correspondingly dra-
matically reduced in size. The picture has much to say about the details of the Fête, the 
guards’ uniforms, the laurels that decorate the triumphal arches and the little figure of 
Taleyrand at the National Altar but little about the scale of the event. Stripped of detail 
and local colour, Janinet’s engraving shows something approximating the relative scale 
and structure of the event and citizens’ place within it. The viewer is left with a perhaps 
more accurate but consequently undistinguished picture. In the foreground, partici-
pants are reduced to stock figures, raising swords in the air at the moment of the salute, 
while in the mid-distance and background, citizens are not much more than punctua-
tion marks clumped together around their Sections’ banners as they parade around 
the National Altar, a formidable structure some ten metres high now reduced to a 
simple mound. Charles Thévenin’s picture of 1790 (Figure 2.7) wrestles with a simi-
lar problem. The lower edge of the picture shows a group of deputies – among them 
Mirabeau, the duc d’Orléans and Robespierre – who come together to declare their 
loyalty to the Nation in a little classical vignette of which Jacques-Louis David might 
be proud. However, beyond the immediate foreground, the composition is troubled 
by the political and by extension composition axis that stretches across the painting 
from the national altar to the left and the royal pavilion on the right, neither of which 
are conventionally framed. And, arguably, neither could they be as they represent two 
incompatible points of compositional and political tension: national liberty and the 
authority of the king. Again, in order to accommodate the event with a degree of veri-
similitude and in order not to slip into a shorthand where, as so often occurs in visual 
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representations of the French Revolution, one part of an event serves as a synechdochal 
cypher for a much greater whole, Thévenin’s struggled to make a coherent painting. 
Clearly, federative spatiality was far easier to perform than to represent. Its ideologi-
cal totality demanded a wide angle of view and, in pictorial terms at least, its results 
were often problematic. From the outset, allegory and synecdoche had their places in 
revolutionary art, but in many instances, particularly during the Revolution’s early 
years when federative politics by definition required the representation of the collective 
experience of all citizens, the Revolution was too full and there was simply too much to 
put into a landscape painting. The Fête’s universal embrace placed too heavy a burden 
on normative forms of landscape representation and the genre struggled accordingly. 

There is another subtler more ambivalent form of spatiality at work. If we set some 
of the more tendentious works by Janinet and a few others to one side, there is often 
no necessary difference between many of the landscape paintings on display in 1791 
and those on show in the last decades of the ancien régime. Back in the 1770s, specta-
tors would need to have visited the Salons of the Académie Royale, the Académie de 
Saint-Luc, the Salon de la correspondence and the Exposition de la Jeunesse – rather 
just than the one venue – to experience the full breadth and diversity of landscape 
painting on display. But there were, for the most part, in pictorial terms at least, no 
distinctive entry qualifications for landscapes made for any of the venues on either 
side of the French Revolution. The Salons of the early 1790s effectively operated as a 
democratic repository for landscape in all its forms. The authorities who oversaw the 
landscape, those who had access to it and the social, economic and cultural practices 

Figure 2.7  Thévenin, Charles, La Fête de la Fédération, oil on canvas, 127 × 183 cm. Musée de 
la Ville de Paris/Musée Carnavalet, Paris (Courtesy Bridgeman Images). 
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that were sanctioned or proscribed within the landscape changed after 1789 but land-
scape painting’s capacities to articulate those changes were clearly limited. The French 
Revolution may have marked the point at which old political, economic and cultural 
authorities declined but the new authorities that took their place were often imperfectly 
constituted and ambivalently expressed and this ambivalence presented a challenge to 
landscape painters. It is worth briefly rehearsing one example of this challenge, Lazare 
Bruandet’s painting of the Bois de Boulogne shown at the Salon of 1791 (Figure 2.8). 

During the ancien régime, the crown and the clergy owned estates around the Bois 
de Boulogne, the district to the north-west of Paris bounded by the Seine as it arced 
first south past the villages of Auteuil and then northwards to the château at Saint-
Cloud, the Château de Madrid, the Bagatelle and a host of other maisons de plaisance 
on to the town of Neuilly.50 By the mid-eighteenth century, parts of the district – heav-
ily replanted with oaks under Louis XIV’s administration – were reserved by the court 
for hunting and the trees used as a source of timber. By the 1770s, the Bois had become 
a popular venue for urban entertainments and well known as a site for trysts among 
wealthy young women and libertines, an extension of the kinds of amorous encoun-
ters Watelet described in his discussion of landscape painting in the Dictionnaire.51 An 
anonymous prose poem of 1790, La Pariséide ou les Amours d’un jeune patriote et 
d’une belle aristocrate, drew upon the location’s reputation but showed it at a crucially 
important time, the exact moment when the old spatialities of the ancien régime start 
to collapse. Set in the summer of 1789, two lovers, the ‘plebian’ Crisostome and the 

Figure 2.8  Bruandet, Lazare, The Bois de Boulogne, 1797, gouache on paper, 27 × 38 cm. 
Musée Marmottan-Monet, Paris (Courtesy Bridgeman Images). 
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aristocratic Petronille, exist in a state of perfect happiness – the default emotional state 
for the gardens belonging to the enlightened upper classes – and are oblivious to the 
worsening political situation around them. As the Prince de Lambesc and his foreign 
mercenaries gather in the Bois de Boulogne, and fears of the imminent attack that 
preceded the uprisings in June and July 1789 begin to spread throughout the capital, 
the mood changes. Crisostome leaves Petronille to take up arms against the Prince 
in defence of the Nation. But the countryside, once a courtly setting for the lovers’ 
romance, has now become indelibly ‘polluted’. As the author explains, ‘the gods have 
left Cythera’.52 The authorities who underwrote the spatialities in picturesque painting 
and gardens now have to maintain their presence by force and courtly reverie is no 
longer possible. The demise of courtly pleasure was also reflected in the material fab-
ric of the landscape. The site seems to have run to seed soon after 1789. Many of the 
maisons de plaisance were abandoned by their former émigrés-owners and became the 
property of the Nation or were rented to bourgeois speculators.53 Poor husbandry led 
parts of the Bois to become virtually sterile and many of the existing trees were used 
as a source of fuel for the capital.54 By the mid-1790s, the location became associated 
with petty crime and amorous dalliances of a more democratic kind in the form of 
prostitution.55 

In some respects, Bruandet’s painting looks like one of those small, highly finished, 
seventeenth-century Dutch-inspired landscapes made in emulation of originals that 
shortly before the Revolution exchanged hands for large sums at auction. The painting 
shows an encounter between a young peasant woman and a couple of seated rustics, 
one playing pipes surrounded by sheep grazing beside an unmade path that winds into 
the mid-distance. The path is flanked by a line of trees that part to show a brightly 
illuminated patch of ground in the mid-distance and the vista beyond, a convention 
commonly found in contemporary landscapes. Such was the popularity of this kind 
of painting that French artists produced them in some quantity, often contracting 
figure painters to add a note of human interest. The figures and animals in Bruandet’s 
picture were added by Eustache-François Duval, a jobbing painter who, like so many 
artists of the period, appears to have been able to turn his hand to a wide variety of 
genres.56 Bruandet’s picture shows no evidence of courtly culture, nothing of the site’s 
torrid history and no evidence of the location’s physical decline after 1789. Given the 
site’s notoriety – one sufficiently well imbricated into the contemporary urban psyche 
to find its way both onto Parisian stage, into Mercier’s best-selling Tableau de Paris, 
in a number of cahiers de doleances, in Helen Maria Williams assessment of the state 
of the nation after Thermidor and a host of other sources – it is questionable whether 
contemporary viewers saw the location only through the prism of art.57 Here, rustics 
find their way into an ostensibly uncultivated space that until recently had been the 
preserve of the court and haute-bourgeoise, even though the decline of the district was 
well known. But the appearance of rustics and unmanaged nature is hardly a cypher 
for such change. The same figures peopled the work of Bruandet before the Revolution 
and for some time thereafter. A formula emerges in which examples of the now pro-
fessionally deregulated practice of landscape painting betray no evidence of the social 
and political change that brought about its liberation, even when the landscapes con-
cerned contain subject matter of demonstrable political resonance.

But there is another part of the formula. The absence of one or more galvanizing 
political forces to bind revolutionary space together and with them, the absence of 
any clearly identified post-revolutionary spatiality in landscape painting took place 
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alongside another absence that was a direct result of the French Revolution, a general 
collapse in artistic patronage. In the winter of 1791, the National Assembly received a 
raft of petitions from artists, many of whom were academicians. They complained bit-
terly both about the paucity of government commissions and the ignominy of having to 
compete for what few commissions there were through democratic open competition 
rather than royal patronage. Charles-François Nivard, Pierre-Antoine Demachy and 
Charles Eschard, writing on behalf of the Academy’s landscape painters and clearly 
in search of work for themselves and their peers, asked for official support proposing 
that the National Assembly commission a series of large topographical paintings of 
French cities similar to those the late Claude-Joseph Vernet and now Jean-François 
Hue made of the ports of France.58 The famous cycle begun by Vernet in the 1750s was 
deemed sufficiently important by the National Assembly to have a budget set aside to 
help Hue complete it. Nothing, however, came of Nivard’s petition and quite what the 
pictures would have shown (and more specifically, the aesthetic and political spatiali-
ties that might have underpinned them) is hard to say. Put simply, in the early 1790s, 
revolutionary space had yet to be precisely defined but many of the other effects of 
liberation were only too apparent: there were too many landscape paintings, too many 
landscape painters and nothing specific to do with them. In the past, the royal house-
hold sometimes stepped in to commission work from academicians in times when the 
demand for pictures slumped. Now, however, a spirit of Liberty had democratized the 
arts and in so doing increased the number of producers at a moment when patronage 
had effectively dried up. In some respects, we have an early intimation of modernity 
in which landscapes became largely aestheticized productions without any specific 
ideological purpose. Nivard it seems was arguing for something close to the produc-
tion of landscape painting for landscape paintings’ sake. The state had no immediate 
need for landscape paintings and was left with a now largely idle landscape painters 
on its payroll. On one level artists’ aspirations had been encouraged by their newfound 
access to the deregulated Académie. On the other hand, however, those aspirations 
were also roundly dashed by the absence of a market for works of art. We even find the 
first intimations of a bohemianism where artists have an inflated sense of professional 
purpose which is wholly out of step with society’s capacity to appreciate the works 
they make. Many of the tensions around art’s purpose in a newly deregulated cultural 
climate begin to be played out not so much in art criticism but more in the comic thea-
tre. In Charles-Guillaume Etienne’s play Le café des artistes of 1799 for example, we 
find a humble painter of shop signs trying to pass off what was perhaps the lowliest of 
art forms as a work of art comparable to some of the masterpieces on display in the 
Louvre.59 And when professional hopes are totally dashed, painters retire to a com-
mon setting for comic drama, the cabaret, suburban drinking dens, where an excess of 
cheap wine enables painters to indulge their professional delusions.60 

For all the uncertainty in which landscapes were made and shown, it is still possible 
to point to the genre’s capacity to articulate if not a distinctive revolutionary space 
then certainly a space that negotiates something of the shifting political changes that 
took place in France either side of 1789. Clearly, the courtly encounters that sustained 
the spaces of the old regime were no longer tenable: the politics were out of fashion 
and the material spaces in which aristocratic encounters were once played out were 
disused or under new ownership. The kinds of picturesque space about which Watelet 
and his friend Jean-Jacques Rousseau wrote, however, did not wholly rely on an aris-
tocratic reading and an attenuated version of this heterotopic space might also be 
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seen through a revolutionary prism. This is particularly evident in post-revolutionary 
re-readings of Rousseau’s work, a philosopher widely read before the Revolution but 
avidly consumed thereafter. Although, as James Miller has observed, it is questionable 
whether Rousseau would have endorsed the Revolution, the political implications of 
the philosopher’s work were widely felt after 1789.61 Between 1789 and 1795, vari-
ous factions made a Rousseau of their own choosing. For Rousseau’s first biographer, 
the constitutional monarchist Antoine-Joseph comte de Barruel-Beauvert, a new order 
ushered in a new Rousseau freed from the persecution and censorship he suffered dur-
ing the old regime. In 1789, the authors of the Declaration of the Rights of Man and 
the Citizen found inspiration in Rousseau’s work, taking the terminology in Articles 1, 
3 and 6 directly from his Social Contract.62 Thereafter, both constitutional and insur-
rectionary factions variously turned to Rousseau’s work to justify their politics. Louis-
Sébastien Mercier, writing in 1791, claimed the philosopher as ‘the first author of the 
Revolution’. Jean-Paul Marat and Robespierre similarly saw Rousseau’s influence on 
events after 1789, particularly his belief in the sovereignty of plebiscitary democracy, 
the participation of all citizens in the formation of the law overseen by a Supreme 
Being. Rousseau’s pastoral writing was especially popular and again, seen from the 
vantage point of the French Revolution, it clearly implied a political order, a point not 
missed by the Constituent Assembly in 1793 when it acquired manuscript copies of 
Rousseau’s Emile and Julie ou la Nouvelle Héloïse. In Rousseau’s Julie, for example, 
its hero Saint-Preux encounters ‘a society of happy farmers’ living simply in a morally 
regulated democratic community practising what Rousseau describes as ‘the most hon-
est, the most useful, and consequently the most noble trade’.63 Here, agriculture binds 
men and women to the natural world and fosters within them, Rousseau argued, both 
a sense of fellow feeling and, by extension, a sense of patriotism. This natural world in 
turn is underwritten by God, not the god of established religion but rather a tutelary 
force that binds nature and men and women’s sensory appreciation of it together in a 
single totality. It is here that we can return to the figure of Rousseau in the landscape. 
The sensory appreciation of a beautiful vista had a clear political resonance. Indeed, as 
the Savoyard vicar explains in Book IV of Emile, ‘nature was spreading all this mag-
nificence before our eyes in order to provide the text for our discussion’.64

Between 1791 and 1795 Jean-Jacques Rousseau made regular appearances at the 
Salon, in portraits and allegories, as a figure in the landscape or as an indirect pres-
ence in sites he had made famous, among them, the landscapes around Lyon, the Jura 
and Geneva, and the Swiss countryside. Alexandre-Hyacinthe Dunouy’s View of the 
Fountain at Roche-Cordon, called the Fountain of Jean-Jacques Rousseau (Figure 2.9), 
shows an event from 1776 – Rousseau’s visit to the Boy de la Tour family’s estate in 
the Jura where part of the Confessions were written – but seen, of course, from this 
side of the French Revolution, the Salon of 1795. The picture shows a hillside loca-
tion a short distance from the château and the figure of Rousseau gesturing across an 
open vista sat beside the fountain on which he inscribed his name. It was apparently 
here in a moment of perfect contentment that Rousseau explored the hillside with his 
hosts, gathering biological specimens, while Madame de Fleurieu, a family friend, 
sang stanzas from Le Devin du Village.65 While the original subject matter of the pic-
ture – the event of 1776 shown on the other side of the picture plane – conforms to 
pastoral models of the old regime where an ideal society becomes an act of heterotopic 
reverie – Dunouy’s landscape subtly reclaims the scene for a time after 1789, a period 
in which the French Revolution has taken place and the work of Rousseau has been 
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widely recast in revolutionary terms. The once illusory freedoms promised among a 
social elite in moments of reverie had now potentially become a political reality for all 
and it was possible to read the landscape afresh. Here, the image of a pastoral world 
and the natural place of men and women within it set out in the foothills of the Jura 
before the Revolution offered the chance to look to an idealized past that pointed 
towards a future made manifest by the Revolution. Again, it is important to exercise a 
note of caution about landscape painting’s capacity to refract a literary text or the pre-
cise context in which those paintings were appreciated by critics and the Salon-going 
public. There is, after all, much that is conventional in Dunouy’s painting. However, 
post-revolutionary paintings of a pre-revolutionary Rousseau appeared in sufficient 
quantity at the Salon to make it hard to see the landscape in conventional terms. Here 
was a carefully calibrated temporal space of ideological prefiguration, the promised 
social idyll of a Revolution to come. 

While art critics remained largely silent about the political significance of pastoral 
space, those who had a physical encounter with the landscape as tourists, particu-
larly those who were disappointed by the course taken by the Revolution after the 
mid-1790s, offer an instructive footnote to the depiction of spatiality and politics. 
One early account of politically motivated travel writing stands out, Helen Maria 
Williams’ A tour in Switzerland; or a view of the present state of the governments and 
manners of those cantons: with comparative sketches of the present state of Paris.66 
Like so many, Williams was struck by the fraternal spirit that overcame the French 
back in 1790. However, the Terror and the Revolution’s decline into decadence after 

Figure 2.9  Dunouy, Alexandre Hyacinthe, View of the Fountain at Roche-Cordon, called the 
Fountain of Jean-Jacques Rousseau. Musée Marmmottan Monet, Paris (Courtesy 
Getty Images).
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Thermidor led her to look for the spirit of Liberty about which she had waxed so 
enthusiastically not in France but elsewhere. In genuine danger from the authorities 
through her close connection with the Girondin opponents of Robespierre, Williams 
left for Switzerland in 1794. On her journey, she made a direct comparison between 
the failure of the Revolution in France and the success of a comparable social and 
political ideal abroad, a success that was made visible in the appearance of the Swiss 
landscape.67 Williams described Switzerland as a picture of social happiness, one that 
evidenced an intuitive grasp of liberty among its citizens. Characterized by its lack 
of ostentation, its simplicity, its sense of hospitality and above all its longstanding 
political stability, Swiss society she observed was organized around a confederation 
of cantons and protected from incursions from outside by near-impassable moun-
tain ranges. Even its altitude, Williams maintained, engendered a state of ‘soothing 
happiness’68. Switzerland and its political system both constituted a society in stasis 
which both pre- and post-dated the Revolution and, importantly for the subject of 
landscape, a space apart from the rest of the world whose beauty was seen as a cypher 
for the social and moral probity of its citizens. Switzerland was a republic, but also 
Catholic, lending progressive politics a degree of stability. To see Switzerland through 
Williams’ eyes was to look at a social and political example, one whose virtues were 
made apparent through the beauty of the location. Again, the path from politically 
motivated accounts of Swiss society to representations of the landscapes seen at the 
Salons of the 1790s is by no means straightforward. But there are, perhaps, sufficient 
filiations between writing about the Swiss landscape and painting about Switzerland 
for such pictures to take on something of an ideological hue that marks them as more 
than mere pastoral painting.

‘Of other times’: Rome 

Landscape painting, despite its ubiquity, had never been subject to the same levels of 
systematic scrutiny aimed at history painting. Watelet touched on landscape’s history, 
the credentials necessary to practice it and its place in the French culture and geogra-
phy but only with equivocation. There are examples of writing about landscape paint-
ing throughout the 1790s but nothing that systematically examined the conceptual 
underpinnings of the genre. The royalist émigré François-René de Chateaubriand, for 
example, wrote a letter on landscape painting inspired by his impressions of the open 
vistas of north-east America while in exile in England, ‘Sur l’art du dessin dans les 
paysages’.69 Aimed at the growing ranks of landscape painters rather than ‘masters’ 
of the genre, Chateaubriand complained about the current state of landscape paint-
ing, warned against the French disposition to work in a mannered style and argued 
instead that the painter’s soul was the key to the interpretation of the natural world.70 
The text is hard to place in the vein of contemporary criticism. Written in Suffolk 
while its author was in exile during the Terror, the ‘Letter’ resurfaced in 1833 when 
it was seen as a precocious example of romantic naturalism, an interpretation that 
continued well into the twentieth century.71 However, set in its eighteenth-century 
context, Chateaubriand’s essay illustrates the broader problem with French landscape. 
Landscape painting was widely practised, seen everywhere and much-admired by a 
broad professional and social constituency, but it lacked a theory, a body of ideas 
to give it a professional credibility. In 1799, the landscape painter Pierre-Henri de 
Valenciennes, a member of the Académie since 1787 and an exhibitor at the Salon 
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throughout the 1790s, filled this gap by using the work of the German art historian 
Johann Joachim Winckelmann, a major influence on post-revolutionary critics and art 
historians, to explain the principles required to practise landscape in its very highest 
form, paysage historique.72

The basic tenets of historical landscape painting were well known but rarely prac-
tised with much consistency. Moreover, the political climate was hardly ripe for inflat-
ing the professional standing of a minor genre. It had long been acknowledged that 
history painting required an understanding of classical literature and the liberal arts 
and had the capacity to instruct the mind. History painting also required sustained 
mental reflection on the artist’s part and correspondingly appealed to the intellect of 
the informed observer. These premises were set out in some detail in the Académie 
Royale’s founding charter of 1648 and reiterated on numerous occasions thereafter.73 
Landscape painters, by contrast, took their subjects from the natural world; their 
work depended largely on imitation rather than imagination and appealed more read-
ily to the uninformed ‘crowd’.74 Landscape painters might however borrow from his-
tory painting, idealize landscapes and improve upon the image of the natural world, 
animate them with characters from the past rather than present and make a bid for 
greater professional dignity. In practice, however, there was little agreement about 
a means for calibrating landscape. The terms paysage historique, paysage héroïque, 
paysage classique, and with them paysage mixte or composée were widely used at 
the Salons of the 1790s but hardly applied with much consistency. Furthermore, the 
political climate necessary for clarification was poor. Some critics were openly hostile 
to genres that turned their back on the everyday life of modern citizens as potential 
themes in favour of arcane topics from Antiquity. Writing on the proper subject mat-
ter for the arts in a report presented to the National Assembly in 1791, the comte de 
Mirabeau recognized stark differences between the respective historical contexts from 
which classical Greece and modern France had emerged and insisted that contempo-
rary subject matter – the Constitution, law, liberation from feudalism and the extermi-
nation of despotism – might take precedence over classical allusion.75 A few years later, 
the member for the National Convention Antoine-Claire Thibaudeau again argued 
that the course taken by French history since the Revolution provided a perfect sub-
ject for painting, making the classical past all but meaningless by comparison.76 The 
art critic Pierre-Jean-Baptiste Chaussard asked whether the sublime events to which 
French citizens had been witness might offer an alternative to Antique subject matter 
and, by extension, began to imagine the erosion of distinctions between the genres, an 
inversion of Valenciennes’ project. It was with a democratic spirit in mind that both 
Nivard and Hue were taken to task by the critic for the Année littéraire for the use 
of inflated terminology to describe their ‘heroic’ landscapes submitted to the Salon.77 
A decade later, the painter Jacques-André van de Burch used the label paysage histo-
rique to describe his painting shown at the Salon of 1798 to commemorate an act of 
recent rather than ancient heroism in which a citizen from the Ariège single-handed 
and unarmed saved his community from the ravages of a wild bear.78 It is not hard to 
imagine why a once successful landscape painter whose professional fortunes declined 
after 1789 and who now primarily relied on teaching students might try to bring the 
practice and theory of painting into sharper focus.

Central to Valenciennes’ view of landscape painting was a conception of art his-
tory taken from Winckelmann’s Histoire de l’art chez les anciens, first translated from 
German in 1766 and a key point of reference for critics and historians attempting to 



 Making space for the Revolution 63

assess French art’s relationship to the classical past. Winckelmann insisted that the 
arts attained a level of perfection in classical Greece that remained unsurpassed in the 
modern world. Greek artists did not have to search for inspiration; rather, the condi-
tions in which they lived were ripe for the creation of beautiful forms. Greek art’s 
primacy, Winckelmann argued, was largely attributable to political liberty and a tem-
perate climate. The liberty enjoyed by the Greeks encouraged freedom of thought and 
the development of an informed soul to the extent that all of its major achievements 
could be attributed to a democratic state.79 It was for this reason that Athens, which 
had asserted its freedom twice over, once in the sixth century BC and later after the 
battle at Marathon, went on to attain the very highest levels of cultural achievement 
among its neighbours.80 A temperate climate, in turn, also had the capacity to gener-
ate beautiful forms. Whereas the cold of northern climates generated unhealthy mists 
and required the body to be clothed and the excessive heat of the south described by 
Winckelmann as ‘une zone torride’ only fevered the imagination, the median point 
between the two led to the generation of naturally beautiful human and vegetal forms 
offering artists the chance to see and appreciate form in a state of natural perfection, 
a concept Winckelmann termed ‘le beau idéal’.81 Winckelmann went on to make a 
fascinating observation about the operation of this kind of ideal beauty in an aside 
on figurative speech in Homer’s poetry. Natural beauty, he argued, was so integral 
to the classical Greek world that figurative speech was rare. The Greek imagination 
never needed to turn to abstraction or excess (‘outré’) because politics, climate and 
nature came together to make present the ideal in the everyday world. Clearly, if 
the highest incarnation of beauty was everywhere on hand, visible in all aspects of 
the life of the Greek city-state, there was no need to use hyperbole or abstraction to 
capture it.82 

Winckelmann’s work is key to understanding Valenciennes’ near-tragic view of land-
scape. Many of Valenciennes’ contemporaries argued the case for a more pragmatic 
idealism based on the contention that beauty depended upon a process of informed 
selection taken from the natural world, a long-established generative process known 
as the ‘beau de la réunion’. In 1791, the Encyclopédie Méthodique explained this kind 
of idealization as a selective combination on the artist’s part of the most beautiful 
components of nature taken from different models in the visible world.83 Adapting 
Winckelmann’s concept of le beau idéal, Valenciennes’ programme for landscape 
contained the crucial conviction that ocular experience of the modern natural world, 
albeit in improved, selective form, played no part in the creation of ideal beauty. There 
is a clear logic to Valenciennes’ position, albeit one that was clearly hostile for modern 
landscape painters. The Greek world had vanished along with the political and (for 
those artists resident in the north of Europe) climatic conditions that went with it, 
rendering the modern visible world a wholly inadequate substitute for a lost classical 
past. Ambitious historical landscapes, the kinds of works Valenciennes exhibited at the 
Salons of the 1780s and 1790s, or, perhaps more accurately, the theorization of such 
pictures since landscape practice inevitably muddied the waters of theory, eschewed 
the example of the visible world even in selective form. Rather, landscape painting 
in its highest form depended on the operation of a mind so charged with a reading 
of classical literature that it was possible to regenerate an image of antiquity exclu-
sively through the imagination. Historical landscape, Valenciennes observed, could be 
found in the work of the French seventeenth-century painter Nicolas Poussin, specifi-
cally his Landscape with Polyphemus (Figure 2.10). Poussin, Annibale Carracci and 
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Domenichino painted the kinds of pictures Homer might have made had he painted 
with colours rather than poetry. Valenciennes explains:

Nicolas Poussin, Annibale Carracci, Titian and Domenichino and a few others 
have made that which Homer, Virgil and Theocritus would have made had they 
painted with colours. These painters have immersed themselves in the reading of 
these sublime poets; they have meditated on them, and by closing their eyes, they 
have seen ideal Nature, this Nature adorned with the riches of the imagination, 
that genius alone can perceive and represent.84

The figure of the blind Homer is a telling exemplar in this generative process. 
Valenciennes’ thesis consistently disavows the process of sight. For Valenciennes, a 
location or the time of day were not topographical stimuli in their own right but rather 
a cue to reflect on what might have happened at a given place or time in some classi-
cal literary source. Thus, the city of Syracuse – the subject of Valenciennes’ pièce de 
réception at the Académie in 1787 – had no topographical interest whatsoever for 
the viewer but rather served as a meditation on, in this instance, Cicero’s discovery 
of Archimedes’ tomb. Taken from Cicero’s Tusculum Disputation, the story centres 
around the moment when Cicero discovers the faded lines of poetry inscribed on the 
side of Archimedes’ tomb for the calculation of the volumes of a cylinder and a sphere. 
The subject of the picture is prescient in the context of the theorization of historical 

Figure 2.10  Poussin, Nicolas, Landscape with Polyphemus, 1649, oil on canvas, 149 × 197 cm. 
State Hermitage Museum, St. Petersburg (Courtesy Bridgeman Images).
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landscape painting, the classical past and its apprehension through a process of blind 
abstraction. The picture’s subject is located neither in Valenciennes’ present nor for 
that matter in Cicero’s Rome but rather within Greece, or more specifically, in the trace 
of the fading formulae inscribed on Archimedes’ tomb, an event located in Syracuse 
in the fourth century BC, in short, during Antiquity. As Cicero concedes, while Rome 
may have surpassed the achievements of Archimedes’ Greece in many respects, the cul-
tural and intellectual achievements of the Greeks had yet to be matched. The subject of 
Valenciennes’ picture, then, functions at the level of constantly deferred desire where 
the painter looks back to Cicero as Cicero looks back to Archimedes, both in search of 
a partially lost subject that is ultimately attainable only through the mind (Figure 2.11).

Another indication of the degree to which Valenciennes disavowed the visible pre-
sent in preference to the invisible past is found in his ultimate dismissal of the work 
of Claude Lorrain and Gaspard Poussin, two luminaries long-feted by less stringent 
critics as exemplars of the classical tradition in landscape. Valenciennes heaped praise 
upon their work and conceded that there are few other painters who had captured 
so wide a range of atmospheric effects with such precision, few who have taken the 
most beautiful sites in Italy and known how to improve them. But the praise is condi-
tional. To what degree, Valenciennes asks, have such painters inspired anything other 
than admiration of the natural world, to what degree have they ‘touched the imagina-
tion’? For Valenciennes, their failing again lay in the degree to which both painters 
had recourse to natural appearances. Their pictures were unable to take the viewer 

Figure 2.11  Valenciennes, Pierre-Henri de, Cicero Discovering the Tomb of Archimedes, 1787, 
oil on canvas, 119 × 162 cm. Musée des Augustins, Toulouse (Courtesy Bridgeman 
Images).
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beyond the realm of visual experience and were correspondingly rooted in base sensa-
tion rather than the refined intellect. 

Seen from Valenciennes’ perspective, the prognosis for landscape in the modern 
world was particularly bleak. Landscape painters were required to undertake extensive 
study in literature, the liberal arts and perspective to match the training undertaken by 
history painters but they were from the outset pretty much doomed to failure. Only 
a few painters will ever have the talent to succeed, Valenciennes explained, and the 
few who may attain some success were still subject to an additional jeopardy.85 There 
were no painters worthy of emulation in the modern period, and correspondingly, few 
amateurs in France with the learning necessary to appreciate landscape in its highest 
form.86 The modern period was also a pale shadow of the past and French painters 
lived too far north of a zone conducive to the operation of genius in its highest form. 
The French, Valenciennes went on, were also distracted with commodified forms of 
landscape designed to gratify the sense of sight rather than the intellect, a sense that, 
as the academician Antoine-Chrysostome Quatremère de Quincy went on to explain, 
was too easily subject to the vagaries of fashion, quick to tire and consequently always 
in search of novelty.87 By contrast, the kind of informed mind steeped in the classical 
past and primed to read historical landscape needed no such ocular stimulation and 
had only to turn to the study of classical literature for inspiration. Valenciennes thus 
created a genre immune from the vagaries of fashion, one locked into an a-temporal 
stasis of enduring quality, albeit a genre that was wilfully out of step with the time in 
which it was made. Historical landscape was simply too good for the modern world 
and consequently hardly best placed to undertake the lofty task Valenciennes had 
perversely set for it.

Writing in the conservative journal Archives littéraires de l’Europe, Quatremère de 
Quincy, one of Winckelmann’s best-known apologists in France, qualified the problem 
of landscape’s standing in the modern world in more detail. Again, landscape found 
itself professionally compromised at every turn. First, it was a quintessentially mod-
ern genre. There was no record of landscape painting in classical Greece, Quatremère 
noted, and it was only used in Rome as a form of interior decoration comparable to the 
cheap decorative landscapes Quatremère saw in modern Rome.88 Like Valenciennes, 
Quatremère went on to acknowledge Poussin’s contribution to landscape but only with 
a significant caveat. The seventeenth century was not so much a moment of emancipa-
tion for landscape painting but rather the point at which landscape had most closely 
approximated history painting, a genre best practised by history painters, artists well 
versed in the painting in its very highest form who may have taken time out to practise 
it in slightly diluted form.89 ‘To aim at the highest form of landscape, that which we call 
the heroic style, one needs to be not only a painter of figures’, Quatremère explained, 
‘but also a great history painter’. Again, like Valenciennes, Quatremère had a keen 
sense of the cause of art’s decline: French painters were born in the wrong place, too 
far north of a temperate zone conducive to the creation of ideal forms and at the wrong 
time, at the end of a period of persistent cultural decline.90 But there were other causes. 
In Greece (and to a lesser degree Rome and during the Renaissance) the arts were 
an integral part of the social, political and religious fabric to the extent, Quatremère 
claimed, that society would cease to function without them. Quatremère’s objection to 
the creation of a permanent home for works of art taken during Bonaparte’s campaign 
in Italy for the Musée Central in Paris rested in large part of the way in which painting 
and sculpture had been stripped of their original context. During the Directory, ‘the 
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fruits of genius were the patrimony of Liberty’ and France became the natural home 
for great art now freed from the bonds of slavery by Bonaparte. For Quatremère, 
however, the arts had in effect been turned into abstracted museological commodities 
and deprived of their original purpose that gave them meaning. Writing well over a 
hundred years before Walter Benjamin and Theodor Adorno examined the manner in 
which museums transformed art into aestheticized commodities, Quatremère pointed 
to the loss of art’s essential purpose when deprived of the original ‘framework’ that 
gave it meaning. Even the smaller works of Raphael, an artist of quasi-divine status 
who had brought modern art to a peak of perfection almost matching Antiquity, took 
on a commodified form when placed in a museum. And size, of course, was a particu-
lar problem for landscape painting. The majority were small in scale and generally 
made for domestic consumption. To strip a work of art of its context, Quatremère 
explained, was to assert its ‘prix’, its monetary worth, at the expense of its cultural 
and historical value. ‘I ask of speculators in the political economy’, Quatremère writes, 
‘for whom will your artists, who oil the wheels of commerce by producing portable 
works, function? Who is served by this privileged form of commerce without an outlet, 
this production without consumers’.91 Landscape paintings – works that were typically 
small and the result of private luxury, without a history or purpose, made to appeal to 
the senses rather than intellect, made for the crowd rather than instructed gentleman 
and too far north of a temperate zone – were jeopardized, it seems, at every turn. Seen 
in this context, landscape painters’ attempts to find a place for a marginally more dig-
nified form of historicized landscape within so roundly compromised a genre appeared 
somewhat bizarre, historically anachronistic, what one critic described as profession-
ally too stage-managed, ‘trop devisée’. 

Quatremère’s concerns about landscape painting’s place in a modern world, the man-
ner in which the genre had been stripped of a base to give it meaning and its correspond-
ing reduction to a commodity were not without foundation. In the early 1800s the art 
market began to recover after a period of stagnation during the revolutionary wars. The 
quality of pictures bought and sold in the capital diminished and with it the knowledge 
and resources of collectors. Italian art of the sixteenth and seventeenth centuries often 
took pole position in Parisian sales of the 1800s alongside ever-popular Dutch landscapes, 
but the works were often by second- or third-rate painters, followers and students of the 
masters collected by patrons of the previous generations. During this period, there was 
a notable increase in the production of smaller works on sale typically by French artists, 
among them landscape paintings, many of which were first seen at the Paris Salons of the 
early 1790s and bought in many instances by a new constituency of what Quatremère 
would call ‘consumers’. Landscapes’ commodification was everywhere apparent after 
the Restoration but early signs of it are first found at precisely the moment when cultural 
production continues without a specified social purpose and the art market steps in to 
articulate a rationale for a new constituency of middle-class consumers. 
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Bonaparte’s coup d’état of 18 Brumaire famously ‘terminated’ the Revolution, putting 
an end to a succession of long-standing disputes between the various factions in the 
upper and lower chambers of the legislature.1 In a decree published late on the even-
ing of 10 November 1799 – the day after 18 Brumaire – Bonaparte described how he 
had been approached by several competing political factions to act on their behalf 
but refused to be an ‘homme de parti’, acting instead in the collective interests of the 
Republic, working to preserve ‘liberty, brotherhood and private property’.2 In prac-
tice, Bonaparte had deftly engineered a coup, magnifying a threat of a popular Jacobin 
uprising while putting a benighted legislature into protective custody at the château of 
Saint-Cloud, and then sealing the capital finally to oust his co-conspirator Emanuel-
Joseph Sieyès and emerge as First Consul. Bonaparte’s apparent refusal to align himself 
to any one party and cast himself simply as the custodian of Liberty set the political 
tone for the Consulate and by extension says much about the regime’s policies on the 
arts. After Brumaire, the arts were increasingly used to articulate the ideology of a cen-
tralized Republic (and later Empire), and the processes of centralization increasingly 
depended on the articulation of a distinctive kind of totalizing spatiality. But despite 
the new administration’s commitment to put the arts to the service of the state, it is all 
but impossible to identify a Consular or Imperial style, or an ideological programme 
that found one singular form of coherent artistic expression. Rather, it seems that there 
were very few styles, genres or forms in the fine and applied arts that could not in some 
way be pressed into service. And where no appropriate prior models could be found, 
they were simply invented. If the revolutionary decade was characterized by a febrile 
political climate and a correspondingly fragmented and dissipated articulation of spa-
tiality, then the decade that followed saw Bonaparte’s administration setting out to 
centralize and regulate social, political, economic and cultural life. Landscape painters 
correspondingly followed suit, documenting a rational space and showing the material 
benefits of Bonaparte’s regime. This chapter looks at some of the changes to the politi-
cal articulation of space, time and representation that took place between 1799 and 
1814 and the expanded field of landscape representation that accompanied it. 

Landscape and landscape painting in Consular and Imperial France

An early intimation of the totalizing spatiality that became the trademark of Bonaparte’s 
administration was in evidence in the years immediately preceding 18 Brumaire. As 
Republican troops progressed through Europe, the arts became part of the spoils of 
war. Painting, sculptures, books, manuscripts and objets d’art were seen not simply 
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as plunder or reparation but as artefacts liberated from the enemies of France and put 
properly in the custody of an enlightened Republic. In 1798, a procession consist-
ing of objects of ‘natural history’, minerals, vegetal specimens, grains, lions, camels, 
a bear from Berne, books, manuscripts, sculptures and paintings comprising among 
other works the Laocoön, Myron’s Discobolus, the Apollo Belvedere, the horses from 
Saint Mark’s Basilica in Venice and Raphael’s Transfiguration were paraded around 
the Champ de Mars and set before the figures of Liberty and the Capitoline Brutus, 
a classical bust of the first leader of the Roman Republic. In some respects, the event 
followed in the footsteps of earlier revolutionary festivals where representatives of 
the nation and foreign dignitaries came to gather around national symbols to honour 
the Republic. In this instance, however, symbolism was largely set aside. Rather, the 
festival took the form of a triumphal entry into the capital, a performative display 
of military and cultural power brought together in one place by France’s charismatic 
young general. The camels, bears, horses, paintings, sculptures, manuscripts, etc. were 
not symbols of the Republic but tangible evidence of its military, cultural and scientific 
reach. The ceremonial banners that accompanied the cortège gave a clear indication 
of both the new political geography of the Republic and its power to attract an almost 
encyclopaedic collection of objects to its centre. ‘The arts look to the lands in which 
they are honoured’, one banner in the procession read; another insisted that ‘ceded by 
Greece and lost by Rome [the arts] will not be lost again’.3 Variations on the theme of 
Europe’s cultural decline, its rebirth and the part now played by France in its eventual 
triumph are found repeatedly over the next decade or so. The geopolitical implications 
were clear: primacy in the arts had passed from Greece, to Rome, to the Frankish 
Empire, to modern Italy and then finally on to France where the historical succession 
had now stopped. The arts had found their last domicile.4 Paris was now the defining 
centre of culture, and political time had reached its end.5 

The Salons of the early 1800s immediately felt the effect of the new administration 
and the centralizing principles on which it was founded. Here, Consular ideology was 
mediated in a number of ways. In some cases, politically inspired landscape paintings 
were the result of individual artists’ personal enthusiasm. It was often possible, for 
example, for artists to anticipate the tastes of Bonaparte and Joséphine and to sub-
mit pictures to the Salon that painters knew might pique the first family’s interests. 
Joséphine was a particularly enthusiastic client. She often bought work directly from 
the Salon rather than commission pictures through official channels and had a par-
ticular penchant for landscape and genre painting.6 In other cases, pictures were com-
missioned directly by the state. The Director General of Museums, Dominique Vivant 
Denon, an artist and one-time diplomat who had accompanied Bonaparte on the cam-
paign in Egypt, oversaw the commission of numerous paintings, sculptures, decorative 
panels, porcelain services, medals and tapestries.7 Correspondence between Denon 
and Bonaparte clearly shows that the First Consul often had very specific requirements 
providing detailed direction about the content of works of art. It is not surprising to see 
that Bonaparte spoke of artists as quasi-military ‘corps of volunteers’ on hand to show 
France’s latest military or diplomatic achievements.8 Contemporary politics seems to 
have weighed heavily on landscape painters to such a degree that after Brumaire, the 
aims and appearance of genre changed. Writing in 1801, the Danish art critic Tønnes 
Christian Bruun de Neergard noticed how in France the classification ‘tableaux de 
genre’ had been stretched to accommodate not only landscape and scenes from mod-
ern history, but also interiors, genre scenes, seascapes and more.9 How was the genre 
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reconfigured in the first years of the nineteenth century and how were the politics of 
the Consulate and Empire implicated within it? 

One of the most critically acclaimed landscape paintings on display at the Salon 
of 1801 – admired by the public, critics and the Salon jury alike – showed a highly 
detailed depiction of the Battle of Marengo (Figure 3.1). The picture depicted a sus-
tained encounter between French and Austrian troops in the eponymous village south-
west of the town of Alessandria in northern Italy, by the military engineer and painter 
Louis-François Lejeune. In part, Lejeune’s painting follows a formula set down in the 
early eighteenth century by the painter Joseph Parrocel, an artist cited by Bonaparte 
and his general Louis-Alexandre Bertier as a model for military landscapes.10 Parrocel’s 
pictures typically use a raised vantage point enabling the viewer to see both the wider 
field of battle and individual details in the foreground. Lejeune called upon a similar 
compositional device but also gave key figures within the picture much greater prom-
inence. The diminutive but highly finished figure of Bonaparte, for example, enters 
Lejeune’s picture on the left at a crucial moment in the battle and is given prominence 
against a white vignette formed behind by the discharge from a nearby cannon. Other 
passages show sometimes incidental but no less moving or significant events. A dog, 
for example, howls by the side of its fallen master. The colours of French and Austrian 
troops are picked out with such precision that the actions of individual regiments can 
be identified. In the foreground, meanwhile, the faces of both officers and men take 
the form of miniature portraits. Indeed, Lejeune’s diaries note how individual veterans 
were invited to sit at his studio. Not surprisingly, the painting was widely admired for 

Figure 3.1  Lejeune, Louis, The Battle of Marengo, 14th June 1800, 1801, oil on canvas, 180 × 250 
cm. Musée National du Château de Versailles (Courtesy Bridgeman Images). 
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is verisimilitude. The entry in the Salon livret notes that Lejeune took part in the cam-
paign as a military engineer and that official reports of the battle informed the painting’s 
composition.11 The site’s topography, the church of San Giuliano in the background, 
an impending shower, and a sequence of skirmishes with Austrian troops as they are 
progressively lured into a trap set by a French brigade are all variously recorded by 
contemporary reports and articles in the press, whereafter the events found their way 
into contemporary popular songs, the construction of monuments commemorating the 
battle and, a bit later, into official accounts of the history of the Empire.12 

The requirement to show contemporary military and diplomatic events with a height-
ened level of accuracy could not always be easily carried out within the confines of the 
picture frame, and annotations in the Salon catalogues were increasingly used to make 
certain that a picture’s message was understood. Annotations had been used to explain 
a wide range of genres for some time. In instances where pictures contained conven-
tional narratives taken, for example, from classical or biblical history, the insertion of a 
note in the Salon catalogue served as not much more than an aide-memoire. Generally, 
the pictures’ subjects were broadly legible to the Salon-going public. However, in cases 
where battle paintings performed the role of a politically driven form of reportage doc-
umenting breaking news of the Empire’s victories, the immediate legibility of a given 
picture often diminished and required some kind of narrative supplement. The cata-
logue entries that accompanied battle paintings, for example, increasingly contained 
lengthy explanations of the subjects and location, and the individuals involved in them. 
Some descriptions had a clear narrative integrity to them where one sentence leads 
to another to provide an overall account of a scene or event. At the Salon of 1800, 
for example, Lejeune exhibited a relatively conventional landscape described as a ‘vue 
après nature’ showing the siege of Charleroi that preceded the victory of the battle at 
Fleurus of 1794, an event that eventually led to the French annexation of the Austrian 
Netherlands. The picture does not really trouble established convention in landscape 
painting. Framed by a dark repoussoir in the foreground, the landscape is screened by 
trees to the left and right, while a detachment of French troops in the mid-distance leads 
the eye onto the burning town of Charleroi in the picture’s background. A diminutive 
French aerostat is shown floating in the mid-distance, the first recorded instance of 
aircraft being used to collect military intelligence. The Salon catalogue contained an 
enthusiastic full-page explanation of the siege, General Jourdan’s relief of the town, the 
key part played by the battle in the Republic’s history, the bravery and guile of French 
troops and, not least, a potted history of the military applications of the aerostat.13 

In Lejeune’s painting of the Battle of Marengo, the picture and the narrative account 
that accompany it in the Salon livret are both compositionally fractured. Lejeune’s pic-
ture in part resembles a map of the battlefield. The spectator’s vantage point is raised 
and it is possible to see both the terrain as a whole and a cluster of individual details: 
horses, cannon, soldiers, flags and so on. As we might expect in a battle, things are 
confused; there is a lot going on and much of it almost of necessity is pictorially unco-
ordinated: Lejeune later recorded that he exhausted four horses in the battle.14 The 
French soldiers compressed into the v-formation that will entrap the Austrians shown 
on the left-hand side of the picture, sit awkwardly with the figures around them. Like 
some of the images of the Fête de la Fédération of 10 years before, the painting is nec-
essarily clumsily composed because it attempts to document an event that contains too 
much to squeeze into a single coherent account. In the same way that some passages in 
the picture are clumsily arranged, the narrative integrity of the catalogue description 
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that accompanies it also troubles narrative convention. The description opens clearly 
enough, but as Susan Siegfried had insightfully pointed out, it quickly degenerates 
into a list of short fragmented descriptions that fail to connect as a narrative whole.15 
Contemporary events and the desire to account for them truthfully are simply too full 
to describe within the normative conventions of both landscape painting and narrative 
prose.

Despite the reservations of a few art critics, Lejeune’s work met with an enthusiastic 
reception. After the fall of the Empire, art critics later took issue with military paint-
ing on the basis that it troubled long-established distinctions between one genre and 
another, presented events in an unmediated form and perverted art’s higher purpose. 
Back in 1801, however, most critics were more generous and quick to overlook the 
painting’s departure from tradition and its various compositional flaws. As so often 
happened during the Consulate and Empire, the demand for patriotism and verisimili-
tude trumped traditional expectations in the arts. As the critic for the Décade philos-
ophique explained, even those who did not take part in the battle were struck by the 
picture’s seeming veracity; those who did offered a fulsome testimony to its accuracy. 
The critic records how a veteran among a crowd that gathered before the picture at 
the Salon was shocked by its striking realism.16 The government and Salon jury were 
equally enthusiastic, setting aside 60,000 francs to pay for an engraving after the pic-
ture. Lejeune was later awarded a prize of 3,000 francs in 1801 and in the following 
year’s Salon, the picture extraordinarily made a second brief reappearance on the basis 
that the work was incomplete at its first outing. 

Thanks in part to the picture’s reputation, the Battle of Marengo came to be seen 
as one of the defining moments in France’s campaign in Europe and the consolida-
tion of Bonaparte’s authority at home. Dedicated to the Emperor, Joseph Servan’s 
Historie des guerres des gaulois et de français en Italie of 1805 gave a detailed account 
of the battle with maps and engravings after Lejeune’s picture.17 Just as the painting 
drew upon documentary accounts of battle, Lejeune’s picture now reciprocated and 
formed an important primary source for the writing of Imperial history. There were 
even attempts to use the Battle’s reputation to remake the fabric of the Empire. In an 
act of politicized place-making, Olivier-Macoux Rivaud, a veteran of the campaign 
and Commissioner of War in Napoléon’s administration, proposed that the site of the 
battle be transformed into a ‘ville des victories’, a perfect eight-sided ideal city over 
a kilometre in diameter. Rivaud’s preface to the Histoire celebrated Bonaparte as a 
national hero, noting that after a period of turmoil, history was now dumbstruck by 
the volume and speed of his military adventures in Europe and the blessings of peace 
they brought at home. The streets in Rivaud’s city were to carry the names of recent 
events and battles in Italy and the Levant, the crossing of the Alps and campaigns in 
Sardinia along with town squares dedicated to the more abstract ideals of Peace and 
Victory. The streets connected to victories in the north of Europe were located to the 
north of the town; those connected the east and south were located in the eastern and 
southern sectors forming in short, a founding geographical location and moment in 
the Republic’s recent history.18 Nothing came of Rivaud’s proposal save for a column 
erected in 1810, celebrating the location as the founding site of the Cisalpine Republic, 
a sister-Republic of France in the northwest of Italy established in 1797. But the inter-
textual references across a network of images, texts and first-hand experiences over 
the space of several years are striking. The picture dips in and out of contemporary his-
tory, first as a contemporary document, then as a year-old record of a seminal moment 
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in the Empire’s formation to come back as a primary source in an attempted act of 
Imperial place-making. 

The Salons of the early 1800s contained numerous other tendentious landscapes, 
many, like Lejeune’s painting of the battle of Marengo, testing conventions within the 
genre. Paintings invariably underscored the central part of Bonaparte’s career in the 
formation of the Consulate and Empire, emphasizing his legitimacy by pointing to a 
succession of his earlier military and diplomatic victories, but they did so in a variety of 
ways. Some pictures show events of singular importance; others depict seemingly trivial 
incidents in the life of the Empire, such as the consequences of a battle or an event or 
their effects offstage. In many instances, we also encounter a new way of calibrating 
time where pictures have a short but carefully chosen depth of historical field referring 
back to formative moments in the recent past. The Salon of 1804, for example, included 
Jean-François-Joseph Swebach-Defontaine’s paintings of the battles of Zurich and Mont 
Tabour of 1799 and Jean-Baptise Hue’s monumental View of the Seige of the Town of 
Granville celebrating the rout of Louis de la Rochejaqueline’s forces after the failed 
Catholic siege of the eponymous town back in November 1793 (Figure 3.2). Hue’s pic-
ture has a curious provenance. Commissioned by the Convention in 1799, the painting 
documents not the revolutionary bloodshed of the Terror – in full flow at the end of 1793 
– but one instance in a long succession of cases of foreign-inspired right-wing insurgency 
that continued throughout the Consulate and early years of the Empire. Crucially, the 
painting shows a moment in the history of the Revolution that side-stepped a decade of 
factional disputes among Republicans and pointed to an issue around which there was 
a wider unifying consensus: the still-present threat of an English-inspired royalist upris-
ing in the west of France. In this sense, the picture was tendentious but conspicuously 

Figure 3.2  Hue, Jean-Baptiste, View of the Siege of the Town of Granville, November 14, 1793, 
1800, oil on canvas, 120 × 185 cm. Private collection (Courtesy Getty Images). 
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without parti-pris. And as the scope of Consular and Imperial geography and history 
began to expand, colonizing its way selectively into most aspects of the life and times 
of the growing Empire, landscape painting’s repertoire began to accommodate a wider 
range of subjects, some of significance to the nation and Empire, others offering a more 
intimate insight into the life and times of Napoléon and his family, and, by extension, the 
life and times of the Republic and Empire. In some cases, the new administration’s com-
mand over the landscape imposed a process of pacification so complete that the political 
ideology binding the Republic and Empire together is barely discernible.

There are numerous examples of this process of ideological pacification at work. 
Sometimes the process is overt; at other times, however, it is visually dispersed to the 
point of near-invisibility and operates as a form of Pax Napoleonica. Bacler d’Albe’s 
depiction of the Battle of Arcole shown at the Salon of 1803 uses the tried and tested 
formula of taking an event from the recent past and recasting it as a crucial moment 
in the history of France. The compositionally dissolute picture, in which figures are 
located again with an eye towards reportage rather than aesthetic convention, func-
tions as a historical landscape painting, albeit one with a recent temporal depth of field. 
Like many battle paintings, it has an extensive annotation in the Salon livret, one that 
again delivers the now inevitable punchline: the present state of France has its roots 
in the genius of the young general.19 However, other landscapes with a similarly short 
depth of field offer a more intimate insight into incidental moments in recent French 
history. In Hyppolite Lecomte’s painting of the banks of Lake Garda (Figure 3.3), a 
detachment of French troops come to the aid of Joséphine and her retinue after her 
carriage was fired upon by two Austrian sloops while on her way from Percharia to 
Desanzano to meet Bonaparte in the summer of 1796. Listed in the Salon livret as  
a Vue de lac Garda, the large landscape painting, some two by one and a half  
metres, shows the sun setting behind the hills seen from the southwest of the lake, 

Figure 3.3  Lecomte, Hyppolite, Joséphine de Beauharnais on the Banks of Lake Garda Fired 
upon by an Austrian Sloop, July 30 1796, 1806, oil on canvas, 1105 × 1930 cm. 
Châteaux de Versailles (Courtesy Bridgeman Images). 
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one of several landscapes commissioned to refurbish the Château of Malmaison.20 
Lecomte’s painting shows not the heat of battle – the subject of so many other Salon 
landscapes – rather Joséphine as a victim of a chance act of insurgency eight years 
earlier now seen from the vantage point of relative peace. The picture has something 
in common with another work made for Malmaison two years later by Nicolas-
Antoine Taunay in which Joséphine receives notice of one of her husband’s victories 
while following his campaign in Italy. The painting does not depict a specific event 
and has been described as an ‘allegory’ of victory, a pendant to an allegory of char-
ity by the same painter also commissioned for Malmaison.21 Here, the act of forging 
the Empire’s history takes place off-stage, not on the battlefield. The picture depicts 
the news of an event as it is first received, one that will have a palpable effect on 
the space within the picture, further securing the wellbeing of the Empire’s citizens. 
In this sense, the picture is the obverse of battle painting. It represents the benefits 
of victory and the news in the letter becomes the unseen guarantor of the political 
tranquillity that now radiates through the landscape. The picture thus raises the 
wider question of how Napoléon’s painters might make an off-stage depiction of the 
regime, in short, a depiction not simply of topography or nature – a traditional part 
of the genre’s repertoire – but a landscape subject to Imperial pacification, one that 
remains after conflict has ceased. 

Two paintings, Taunay’s The Entry of Napoléon Bonaparte and the French Army 
into the Town of Munich, 24 October 1805, commissioned in 1808 for the Galerie 

Figure 3.4  Taunay, Nicolas-Antoine, The Entry of Napoléon Bonaparte and the French Army 
into Munich, 24th October 1805, 1808, oil on canvas, 182 × 221 cm. Château de 
Versailles (Courtesy Bridgeman Images).
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de Diane at the Château of Fontainebleau (Figure 3.4), and Louis Bouquet’s View of 
Munich, a decoration for a hard-paste Sèvres plate comprising part of a larger porcelain 
service, the Service de l’Empereur (Figure 3.5), show an intriguing connection between 
contemporary history painting and unadorned vues. Taunay’s painting shows a specific 
event, the entry of the French troops into the city’s Karlstor gate on 24 October 1805. 
Napoléon is shown on horseback on the right foreground among a group French offic-
ers and munichois in local costume. The picture is topographically accurate and based 
on a small drawing after Canaletto requisitioned by Denon from the collection of the 
city’s museum.22 Two years later, the same view, made after a preparatory drawing 
by Taunay, recurs on the reserve of Louis Bouquet’s assiette, one of 30 that formed a 
Sèvres service commissioned for Napoléon’s second marriage to the Habsburg princess 
Marie-Louise, daughter of the Austrian Emperor Frederick II.23 The decoration for 
the assiette is strikingly similar to Taunay’s commission, save conspicuously for the 
omission of figures in the foreground and the troops in the mid-distance transform-
ing the plate into not so much a landscape but more an unadorned but demilitarized 
vue. Given the subject of the landscape and the context in which the plate was com-
missioned – one of numerous locations connected with French imperial history used 
in this instance as a part of a porcelain service commissioned to celebrate Napoléon’s 
politically motivated marriage – it is near impossible to see the scene as mere topogra-
phy. Rather, the depiction of space within the landscape reads as an act of diplomatic 

Figure 3.5  Bouquet, Louis, View of Munich, 1808, glazed hard-paste porcelain, 23.7 cm 
diameter. Musée Napoléon, Fontainebleau (Courtesy of Réunion des Musées 
Nationaux, France).
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pacification, a landscape made under the eye of Napoléon but one in which all military 
machinery has been removed. The prospect shown in this picture and its connections 
to more overtly militarized landscapes have enormous importance for depictions of the 
imperial landscape, works that are ostensibly similar to a long tradition of topographi-
cal painting dating back to the seventeenth century, but in this instance are suffused 
with the results of some form of political settlement, the imposition of a political code 
designed to maintain order after military force has been withdrawn. Stripped of its 
military personnel, the picture is held together by an omnipresent political regime so 
successful that it need only make its presence felt off-stage. The de-militarized vista is 
genealogically so close to a picture with a painfully tendentious intent that it necessarily 
raises questions about the subject matter of other pictures shown at the Salons of the 
early 1800s, views of the French and Italian countryside that on first sight look like the 
kinds of simple, unadorned vistas familiar to Watelet, Valenciennes and their contem-
poraries, but on further inspection reappear as locations that have recently come under 
the jurisdiction of the Empire and now display the benefits of a Napoleonic peace.

There are further instances of the use of space as a tool to impose political author-
ity. During the early nineteenth century, as we go on to examine, there were cases in 
which Consular and Imperial power found expression through the radiating sight-
lines of panoramic painting. Here, linear perspective was used to immerse citizens 
within the key events and locations in the Republic’s history. The work of the cultural 
historian Michel Foucault is instructive. Foucault saw in Napoléon’s administration 
a mechanism that enabled the centralized regulation of even the smallest events and 
objects. Napoléon, Foucault notes, is the ‘individual who looms over everything with 
a single gaze which no detail however minute can escape’.24 However, in ‘Society must 
be defended’, the publication of a series of lectures given in 1976, Foucault looked 
beyond the instrumentalized view of power and spatiality famously set out in his work 
on Jeremy Bentham’s panopticon and turned towards a more fragmented but no less 
pervasive expression of power, notably, the once militarized societies that have since 
returned to peace. Revising Carl von Clauwits’s famous assertion, Foucault’s insists 
that ‘politics [not diplomacy] is the continuation of war by other means’.25 The con-
flicts and the motivations behind politics that often find overt expression in war are, 
Foucault argues, often covertly dispersed across a range of institutions and ways of 
behaving in times of peace. As Foucault explained, power operates not through a ‘sin-
gle centre’ of domination but often locally and in many different forms, shaping ‘order, 
labour, peace and justice’.26 Foucault was concerned not with the kinds of pacification 
found in some forms of early-nineteenth-century landscape but rather with forms of 
dissidence and resistance, and how such forms connect with established sources of 
authority to maintain a less immediately coercive but still no less pervasive expression 
of what he terms ‘little knowledges’ of governmentality. These little knowledges oper-
ate locally, he argues, making visible only a part of a greater regulated whole. 

It is in the operation of this knowledge that we can return to some of the depic-
tions of demilitarized spaces that hung cheek-by-jowl with more overtly tendentious 
battle and political paintings at the Paris Salons between 1800 and 1814. As we have 
seen, it was by no means exceptional for painters to produce and exhibit pictures 
of famous battles or treatises alongside simple vues. The Peninsular Wars prompted 
the production not only of military adventures but also scenes of local culture, town 
squares and bullfights. Alongside the now ubiquitous landscapes of Germany, Italy 
and France, the Salon of 1812 included Jean-Lubin Vauzelle’s painting of Aranjuez, 
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Jacques Moulinier’s view of the Escorial, Alexandre-Jean Noel’s studies of Lisbon 
and Gibraltar and the mosque at Cordoba by Victor Texier.27 Landscapes showing 
once royal and now imperial palaces were another staple. Here again, power operated 
behind the scenes. Sometimes the Emperor is present, but at others he is conspicu-
ous by his absence. Landscapes also formed the backdrop for diplomatic encounters, 
a form of military painting by other means. In 1806, the Fontainebleau forest pro-
vided the setting for a stage-managed encounter between Napoléon and Pius VII in 
Jean-Louis Demarne’s Meeting between Napoléon and Pope Pius VII in the Forest 
of Fontainebleau (Figure 3.6), commissioned for the château’s Galerie de Diane and 
shown at the Salon of 1808.28 Napoléon’s confidant, Anne-Jean-Marie de Savary, 
records that there was no suitable circumstance or territory in which the Pope and 
Emperor might meet without an expected expression of deference on the Emperor’s 
part. A chance encounter took place where the two were able to meet without the 
expression of ceremonial power play. Savary records how the Pope, dressed in white 
and compromised by the muddy conditions in the forest, stepped down from his car-
riage at the moment when Napoléon, dressed in a hunting habit, dismounted in a 
patch of France that had momentarily been turned into politically neutral territory.29 
In this instance, space and time within the landscape are used to stage a setting devoid 
of the ceremonies that accompany their respective offices in order to make a meeting 
between the two possible. This is Napoléon’s France but shown at a moment of the 
Emperor’s downtime; similarly, the Pope steps from his carriage leaving behind the 

Figure 3.6  Demarne, Jean-Louis, Meeting between Napoléon and Pope Pius VII in the Forest 
of Fontainebleau, 1808, oil on canvas, 223 × 229 cm. Château de Fontainebleau 
(Courtesy Bridgeman Images).



 Painting landscapes for Napoléon Bonaparte 83

sacral regalia of his office. The forest also plays its part. Fontainebleau had long been 
used by French kings to hunt game but here it is turned into neutral territory for the 
simple reason that the encounter between the two was unforeseen.

It is only a short step from Demarne’s military and diplomatic pictures to his trade-
mark scenes of everyday life in France. Predictably, critics of the period had little to 
say about the political implications of his landscapes. Most saw Demarne’s paintings 
as squarely imbricated within the sphere of art, notably a tradition of landscape and 
genre painting from his native Flanders. Some admired the painter’s versatility, his 
capacity to turn his hand to so broad a range of genres. The correspondent for the 
Décade philosophique spoke of the ‘firmness of touch’ and ‘truth’ within his pictures 
bringing images of everyday life to a ‘point of perfection’.30 Others took a less gener-
ous view. Demarne was described by the critic of the Journal de l’Empire as a skilled 
raconteur who endlessly returns to the same story.31 Sometimes Demarne’s highly fin-
ished pictures associated the painter too closely with the applied arts. One critic took 
exception to several works painted on glass shown at the Salon of 1810 in the collec-
tion of the porcelain manufacturer Christophe Dihl, insisting that the medium could 
never have the expressive capacity of works executed on more traditional supports. 
The critic’s concern centred around the degree to which the expressive limitations of 
the medium had drawn the painter away from the realm of the fine arts into decora-
tion.32 Another critic, primed by the imperatives of battle and history painting, looked 
at his pictures of everyday life and lamented that Demarne had left ‘great events far 
behind’.33 But several conceded that one part of his repertoire – paintings of roads or 
routes – were largely original and it is here that we can perhaps see a more dispersed 
view of Imperial power at work in ostensibly apolitical works of art. 

Between 1798 and 1814, Demarne exhibited several paintings of routes and canals. 
Some paintings show travellers or soldiers pausing at a rustic auberge and were seen 
as following the picturesque example of popular Dutch artists.34 Other landscapes 
followed a more unconventional format where the route or canal forms of an arterial 
sight-line receding sharply into the distance lead the viewer’s eye from one place to 
an unseen other on the horizon. One such landscape, La Route, shown at the Salon 
of 1814 and acquired that year by the government, shows a well-made cobbled road 
beside a provincial town gate on a summer’s day, peopled with porters, coachmen, 
tradesmen, passengers, local citizens and livestock35 (Figure 3.7). To the left of the 
picture, an overladen diligence carrying the post heads off into the distance guided by 
its postilion; to the right, several labourers unload carts beside a small gothic monu-
ment outside a town gate. Demarne’s painting is hardly the tub-thumping assertion 
of political authority or military daring found in other landscape paintings; nor for 
that matter is it the second-hand reportage found in off-stage depictions of conflict. 
But there is much in La Route that must have struck a chord with the contemporary 
viewer. As Georges Reverdy has shown, between 1799 and 1807, the government 
had made large investments in the development of an extended network of roads 
across France and occupied Italy.36 In 1801, the government raised a budget of nearly 
15 million livres to develop roads from Paris to Dijon, to La Rochelle and Bordeaux, 
to Lyon, the Alps and on to occupied Switzerland and Italy, a level of spending that 
continued throughout the Empire. Legislative provision followed to ensure the main-
tenance of this network drawing on sources of local, commercial and government 
funding. The benefits were clear: communication networks increased commerce and 
trade, particularly in the hitherto neglected provinces, and, not least, enabled the rapid 
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movement of troops, munitions and supplies through France to the Empire beyond. 
In the same way that the press charted the progress of Imperial armies, reports on the 
development of public works were also regularly noted. None of Demarne’s paintings 
of roads and canals come with the kinds of explanation found in contemporary battle 
pictures and it appears that for some art critics at least such pictures were wholly leg-
ible within a frame of reference offered by Dutch-inspired landscapes.37 But such pic-
tures might also have been legible in terms of the peaceful, regulated life of Napoleonic 
France. The depiction of a prosperous nation in a state of repose where citizens of 
all ranks go peacefully about their business in an extended and well-regulated space, 
one that extends seamlessly into the distance, is at the very least not wholly apoliti-
cal. Rather, Demarne’s pictures smack of the ‘little knowledges’ of governmentality of 
which Foucault speaks. This world is held together both by the carefully regulated and 
illuminated space within the picture with all hint of ambiguity removed and where 
everything has its allotted space, and by the care lavished on it by the painter who 
renders each section with glacial clarity, sublimating any hint of authorial identity for 
the Imperial cause.

By way of a footnote to Demarne’s painting, it is worth looking at the operation 
of Napoleonic peace briefly by stepping outside the realm of the fine arts into a much 
more overtly politicized frame of government-sponsored writing about the landscape 
found in the press and in statistical accounts of the nation’s departments, accounts 
that might easily serve as a textual pendant to the pictures of Demarne and others. 

Figure 3.7  Demarne, Jean-Louis, The Route, 1814, oil on canvas, 50 × 61 cm. Musée du Louvre, 
Paris (Courtesy Réunion des Musées Nationaux, France).
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Writing in the Description du Département de l’Oise – one of a number of statis-
tical analyses commissioned by Lucien Bonaparte – the one-time archaeologist and 
now departmental prefect Jacques de Cambry wrote about a pacified landscape. The 
Description offers a highly detailed account of the district’s resources, its topogra-
phy, natural resources, economy, history and culture. De Cambry explained how he 
explored the whole department; every factory and farm and every mine has been stud-
ied in the smallest detail. Starting at Beauvais, de Cambry recorded the departmental 
capital’s longitude and latitude, the distance to Paris and other major towns, Beauvais’ 
history from Antiquity to the destruction of the city’s walls and the moment at which 
the beauvaisins were freed from the ‘slavery of the ramparts’. With a glacial attention 
to detail, de Cambry went on to note the cost of the demolition and how the work was 
financed by the sale of the region’s abundant sources of timber and stone. The days of 
the main fairs are listed alongside the region’s production of high yields of vegetables 
and grain and poor-quality wine; so too, the rates of pay for male and female labour-
ers in the area, the region’s beauty spots and its geological formation. De Cambry then 
went on to repeat the process with other districts in the Department. If Denon and 
Berthier charted the progress of French heroes in Egypt, the Description records the 
no less important ‘output of a windmill’ or the value of a measure of wheat, serving to 
provide the data for a new kind of government, one seeking a rapprochement between 
various political factions to create what de Cambry termed a new public spirit. The 
visual representation of the landscape was integral to the process. The Description 
contains some 20 engravings by Charles Naudet charting places of interest: archaeo-
logical digs, the interior of the pottery factory at Savignies, various local towns and 
vistas, although two landscapes stand out. In the engraving of the farm at Liancourt 
and the view of the archaeological dig at Brantuspantum, de Cambry is respectively 
shown surveying the scene through his eye-glass in the former and in the latter seated 
beside Naudet, his sketchbook in hand, watching labourers at work. Here, de Cambry 
appears as the vicarious First Consul, his very gaze exercising a radial power over the 
landscape while confirming the material benefits brought about by the new regime.38

‘De certitude et d’utilité’: the Panorama during  
the Consulate and Empire

Political imperatives weighed heavily on landscape painting. There are numerous 
instances where critics struggled to keep pace with some of the genre-bending inno-
vations in both the writing of history and the landscape paintings seen at the Salon. 
Outside the Salon, however, artists were often put to work on projects classified more 
readily as technical innovation, public instruction or spectacle rather than the fine arts. 
Again, we encounter a mode of politicized cultural production that tests the normative 
limits of the fine arts to the extent that other extra-mural forms of landscape visualiza-
tion, forms unencumbered by tradition are pressed into service. One of the most con-
spicuous contemporary spectacles was the Panorama, first imported into France from 
the United States in April 1799 by the American engineer and entrepreneur Robert 
Fulton and the English portrait painter Robert Barker. 

The Panorama comprised a painted landscape some 6 metres high and 50 meters 
in circumference, mounted on the inside cylindrical wall of a specially constructed 
rotunda. The precise application of linear and aerial perspective and a method of dis-
play that hid the upper and lower edges of the picture in a darkened chamber, while 
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illuminating the painting from above, deprived spectators of virtually all points of 
reference to create what one observer described as an absolutely new genre, a ‘magical’ 
reproduction of the world outside.39 The correspondent for the journal, the Spectateur 
du nord, spoke of how the first encounter with the Panorama was often disorientating, 
but noted how after 15 minutes or so spectators began to acclimatize themselves to the 
experience; thereafter the effect was said to be ‘totally convincing’.40 Some years later, 
the Bonapartist art critic and journalist Edmé-François Miel attributed the Panorama’s 
realism to the way in which the record of an image on its curved surface duplicated 
the concave form of the human eye. The landscape is truthful, he maintained, because 
it was ‘painted’ on the surface of the retina. As Miel implied, the Panorama effectively 
effaced the object of landscape painting, extracting contingency from the act of look-
ing and, in doing so, replacing it with an image approximating reality itself. The con-
trast with the subjectivizing rituals of public looking, reading and speaking required 
in front of Salon paintings and the immersive qualities of the Panorama are startling. 
At the Salon, there had always been the opportunity to step back from a picture, to 
discuss it, perhaps in some staged encounter with an English milord, a pretty innocent, 
a young buck or a family up for a day from the provinces, staples of contemporary 
Salon criticism in the early 1800s. Such diverse perspectives made the appreciation of 
art contingent, literally and figuratively dependent on multiple points of view. Indeed, 
the subjectivity of class, gender and nationality had long been the source of mirth 
both in the press and comic theatre. This was the place in which ‘all classes, all sexes 
and all ages’, the base artisan and the ‘beau éspirit’, informed or otherwise, came 
together to have their say.41 However, under the canopy of darkness, deprived of all 
frames of reference to separate art from the rest of the world and fixed to the spot by 
the rigours of linear perspective, spectators at the Panorama were rendered passive 
through a process of complete physical and psychological immersion. Peter de Bolla 
has spoken in detail about the extent to which linear perspective demands the precise 
location of a body to make a landscape painting legible and the political implications 
bound up with the process. There is, he notes, both ‘a politics of representation’ and 
the ‘representation of politics’ at work in a landscape.42 The representation of politics 
in early-nineteenth-century art is everywhere apparent. The politics of representation, 
the formal organization of space within a landscape to tendentious ends – the size 
and scale of the picture, the location of its horizon, its level of detail and finish – are, 
as we have seen in the case of battle painting, highly instrumental in positioning the 
spectator as witness to the Imperial adventure. However, it is with the removal of the 
contextual furniture for showing pictures – the frame, the gallery, ambient light, the 
opportunity to discuss the pictures with others – that the politics of representation join 
forces with the representation of politics to make the Panorama so formidable a tool 
for instruction. As so many contemporaries observed, the representational strategies 
of the Panorama effectively recreated nature, or more accurately, a highly regulated 
Imperial nature, stripped of the clutter or art and reconstituted as a new form of land-
scape representation. It is hardly surprising to find that the Panorama was easily put 
to the service of the Republic and Empire. 

Contemporary responses to the Panorama varied. Those who saw the medium 
as a branch of the arts – typically political conservatives – often remained unim-
pressed. While there had been significant technical and scientific innovations since 
the Revolution, some thought that there was little genuine comparable achievement 
in the fine arts.43 According to the correspondent for the Décade philosophique, the 
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patience required to achieve such a high level of detail in panoramic painting replaced 
genuine artistic ambition. Aubin-Louis Millin de Grandmaison’s popular Dictionnaire 
des beaux-arts of 1806 also questioned the Panorama’s value. It appealed primarily 
to children and the elderly, an intellectually feeble constituency who, like the com-
mon crowd who haunt conservative art criticism in the nineteenth century, were easily 
pleased with technical trickery.44 Government officials were more enthusiastic. Many 
saw the Panorama as a vitally important departure in the development of French land-
scape painting, one that projected the medium from the realm of the fine arts into a 
scientific approximation of reality itself. Léon Dufourny, the head of an official com-
mission charged with reporting on the new medium to the Institut National in 1800, 
instantly saw its potential. At the very least, the Panorama was a powerful peda-
gogical tool. Might it also be possible, Dufourny concluded, that the discovery was 
a significant step in perfecting painting by uniting discoveries in the arts with those 
of the sciences forging discoveries as yet unknown?45 Joachim Lebreton, reporting to 
the government on the nation’s achievements in the arts three years later, broadly fol-
lowed suit. He saw the Panorama as a form of painting to rival the monuments of the 
ancients, marking an important departure in modern art and a defining achievement 
in the field of landscape painting. Unlike monumental sculpture, landscape to date had 
been a largely ephemeral medium, he observed. However, both the scale of panoramic 
landscapes and the ambition of their subject matter, he argued, now placed the genre 
at the very centre of the cultural and political life of the nation. Indeed, such was the 
Panorama’s achievement that it required a reclassification of the genre of landscape 
painting. Its verisimilitude had not been matched, Lebreton claimed, since the death of 
Vernet in 1789, a French landscape painter said to rival the very greatest talents of the 
past.46 Even so, Vernet was able only to show a portion of a landscape, whereas the 
Panorama recaptured the whole experience of a location. 

The first Panorama – the Vue de Paris du pavilion central des Tuileries – showed 
the city seen from the eponymous palace – painted by three well-known landscape 
painters, Valenciennes’ student Pierre Prévost, Florent-Fidèle-Constant Bourgeois, a 
debutant of the Salon of 1791, and the landscape painter Jean-Michel-Denis Fontaine. 
Although the picture had no overt political theme, the Palais des Tuileries was well 
known as the First Consul’s residence – he occupied a suite on the second floor – and 
the palace itself was the locus of some defining moments in the history of the monar-
chy and the Revolution. Louis XVI lived at the Tuileries until his arrest and in 1792, 
the Convention chose the palace as its first seat of government shortly after his fall. 
A Consular injunction issued to the committee charged with refurbishing the palace 
required the preservation of the shrapnel scars on the palace exterior incurred during 
the pitched battle between the Swiss Guards, Sans-culottes and provincial Fédères 
on 10 August 1792 that led to the removal of the monarchy.47 The press recorded 
that Bonaparte had moved into Louis’ apartments and had been visited by the ‘petit 
homme rouge’, a spectral figure known to have haunted the royal family during the 
ancien régime. Furthermore, the First Consul’s gruelling daily routine as a working 
executive at the palace was fully documented in the press and endorsed in official por-
traits. It was in his suite at the Tuileries that he received daily reports of the military, 
economic and fiscal state of the nation. Etienne Garnier’s painting tellingly shows 
Bonaparte at work, his hand poised over a map of the western half of Europe, aided 
by his secretary seated on the left of the painting. On the right of the picture is a 
globe, and in the background – more visible in the engraving in Charles-Paul Landon’s 
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popular Annales du Musée than in Garnier’s painting – a panoptic display of busts of 
leaders ancient and modern and statues of Athena and Ceres, the goddesses of war 
and plenty, look on (Figure 3.8). Here, Bonaparte’s authority rests not on the symbolic 
trappings of imperial power that fill Jean-Baptiste-Dominique Ingres’ famous portrait 
of 1806, but on his organizing powers as an all-seeing panoptic legislator, what the 
lawyer Jean-Baptiste Trehilard, president of the National Assembly, described as ‘the 
individual who looks over everything with a single view of which no detail, however 
minute, can escape’. ‘No part of the Empire is without surveillance’, Treihard went on, 
‘the eye of the genius who can enlighten all embraces the whole of this vast machine 
without, however, the slightest detail escaping attention’.48 It is hardly a big step from 
Garnier’s picture back to Prévost’s much larger geopolitical simulation of the capital 
itself. Darkness and the absence of points of comparison within the Panorama and 
a wealth of contextual references in the press and the arts gave the opportunity to 
remake the world afresh, but in Imperial terms, and not least to cross-reference them 
against a range of other politically driven media.

The part played by contextual references in the creation of Consular and later 
Imperial views of Paris and indeed other parts of the Republic and Empire are brought 
into sharper focus in the work of several twentieth-century cultural historians. From 
Louis-Sébastien Mercier to Emile Zola, Louis Aragon and beyond, Parisian cultural 
identity has long been shaped by pictorial and literary descriptions. Walter Benjamin, 

Figure 3.8  Garnier, Étienne-Barthélémy, Napoléon in his Office, oil on canvas, 89 × 66 cm. 
Galleria Nazionale d’Arte Moderna e Contemporea, Rome (Courtesy Bridgeman 
Images). 
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however, spoke of a panoptic spectrum of visual and literary culture that shaped the 
arts that extends well beyond narrative, one that comprised the ‘ultra violet’ of pho-
tography to the ‘infra-red’ of the map.49 But it is possible to expand this spectrum still 
further. Writing on politics and the Utopian city some years after Benjamin, Louis 
Marin picked up a similar point. Like Benjamin, he pointed to the narrative process in 
which the city is revealed to the reader as a story unfolds.50 Alongside narrative there is 
a process of ‘description’, Marin argues, whereby the object of the city is revealed in its 
totality.51 It is, Marin points out, ‘as if the object [of the city] was always already visu-
ally present, fully offered to full view and potential speech’. Here, Marin also speaks 
of a ‘reconciling synthesis’ of the two systems in which all details of the city – narrative 
and description – are made explicit to the reader and – significantly for our purposes –  
recognizes the political potential of accounts of this kind, the idea that the spaces 
described constitute a totalitarian whole. Marin goes on, ‘In the complex unity of its 
ensemble, with its names, numbers, coloured fields all exactly coded according to the 
rules of representation, [the city] … gives location to all journeys, all itineraries, all 
voyages and their paths’.52 It is within the combination of those narratives, with the 
representational truths of both the photograph and the map and the wealth of data in 
between, that the Panorama comes to life as an ideological tool. We can take photog-
raphy out of the equation. But it is clear that what remains in Napoleonic France is 
not just one system of description but several working together to account for the city 
in its spatial, material and political totality. In a contemporary appropriation of the 
term Panorama, Jean-Baptiste-Louis Brayer de Beauregard’s guide to the capital, the 
Panorama de Paris of 1805, gives an indication of a kind of informational plenitude 
that embraces both data and the experience contained with an all-encompassing view. 
Brayer explains that the narration alone – the rhetorical convention in earlier guides 
to the capital (and those later deployed by Mercier, Flaubert, Zola et al.) – is insuf-
ficient and instead takes the reader into ‘every factory, every church, public building 
and home to check his facts’, setting out his vision of the capital before the ‘astonished 
eye’ of the visitor. Brayer talks at length about everything from the history and con-
tents of the Tuileries and Louvre and gardening styles of maisons de campagne in the 
suburbs to government-sponsored institutions to regenerate industry and their articles 
of constitution. We learn of details about the production and function of aerostatic 
barometers capable of measuring altitude and where to buy them, messieurs Smith and 
Cucher’s water filters, and innovations in handkerchief production. Here, as Marin 
and Benjamin later go on to argue, the totality of the city – Brayer’s panoramic sweep 
alongside his microscopic scrutiny of the capital – is matched with the self-confident 
assertion that pretty much everything in his field of vision unfolds within a stable and 
well-regulated utopian regime. For Brayer, the city exists in a state of repose: industri-
ous, economically productive and at its cultural and intellectual apogee where every-
thing is in its allotted space.

Other more overtly tendentious Panoramas followed. Prévost’s Panorama of the 
evacuation of Toulon by the English depicted the aborted British invasion of France 
seven years earlier seen from the Fort de Malgue, the defensive positions overlooking 
the port occupied by Bonaparte, commander of the Republican artillery. The painting 
went on display at the boulevard de Capucines in Paris in 1800 alongside accounts 
in the press about the heroic part played by the young general in the battle while 
suffering from dysentery and the loss of a close personal friend in an exchange with 
retreating emigrés. Again, the event figured in numerous spectacles, plays, festivals and 
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paintings throughout the 1790s. Like many contemporary paintings, the Panorama 
rehearsed an officially sanctioned history pointing to a Revolutionary past on which 
the nation as a whole might agree: the perfidy of the English and the aristocracy 
and the first intimation of Bonaparte as national saviour. Jean Chas’ potted history 
of the Republic and apologia for the foundation the French Empire of 1804 saw in 
the siege of Toulon the first signs of Bonaparte’s genius.53 Panoramic views of Lyon, 
Rome and Amsterdam followed alongside more politically motivated pictures record-
ing the French fleet moored at the English Channel coastal port of Boulogne in prepa-
ration for an invasion, the meeting between the French and Russian emperors at the 
Russian city of Tilsit and the Battle de Wagram. Again, the French press reported 
events in detail transforming the Panorama into a living record of contemporary his-
tory, one that could be cross-referenced against the backdrop of popular theatre, songs 
and journalism.

Prévost’s painting of the Treaty of Tilsit of 1809, for instance, depicts the point 
at which the French and Russian Emperors met on board a raft moored on the river 
Niemen in north-western Russia to sign a treaty confirming the legitimacy of France’s 
expanding Empire. The subject of the Panorama was carefully recorded in an anony-
mous pamphlet made for visitors. The pamphlet gives a detailed account of the con-
tent of Prévost’s picture and contextual information about the city, its population and 
geographic coordinates. It notes that the vista is seen from the bell-tower of a church 
located between the lines of opposing French and Russian forces. Visible either side 
of the forces were the city’s public buildings, the Russian Emperor’s palace, the lodg-
ings of the king of Prussia, Napoléon and his staff and the house in which the treaty 
was negotiated and signed. The pamphlet ends its 360-degree survey of the event by 
returning to the figures of the two Emperors moments before they step onto the raft 
moored on the river Niemen to sign the Treaty. Once more, the event was widely 
reported in the press and in the following months became the subject of numerous 
other spectacles, plays and popular songs. Le chant du paix de Tilsit, performed in 
Paris shortly after the opening of the Panorama, opens with a ‘sacred hymn to peace’ 
celebrating how ‘the new Titus’, ‘the new Cesar’ brought a sacred olive branch to 
Europe, a ‘fruit matured’ at Tilsit. The note struck by the poem is instructive and by 
now familiar. War is at an end and Europe now celebrates a period of repose over-
seen by its imperial genius.54 Napoléon was so impressed with Prévost’s Panorama 
that he commissioned Jacques Cellerier, the architect attached to the Ministry of the 
Interior, to design seven more on the Champs Élysées to commemorate great moments 
in the history of the Republic and Empire.55 Nothing came of the plan but shortly 
after Napoléon’s fall – a period when a combination of nationalism and scientific 
rigour went instantly out of political fashion – a disappointed Miel looked wistfully 
back on the Panorama during its heyday. At a moment when public spectacle began 
to draw upon a romantic gothic repertoire of medieval architecture, Alpine images, 
snowstorms and avalanches animated with an increasing use of technically sophisti-
cated stagecraft, Miel recalled the pedagogical and political utility of the Panorama. 
Pictures of international centres of trade and commerce – London, Bordeaux, Lyon, 
Amsterdam and Philadelphia – might be displayed around the Bourse; landscapes of 
St. Petersburg, Vienna, Berlin and Madrid might be located next to their respective 
national embassies and Panoramas of the Battles of Marengo, Jena, Austerlitz and 
Wagram might be exhibited alongside the military hospital of Les Invalides so that vet-
erans might revisit such sites ‘without rancour but not without pride’. Miel’s hope was 
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in vain. After 1815, France lost no opportunity to disavow its Imperial past casting 
the last 22 years of Republic and Empire as a national delusion. With the restoration 
of the monarchy, the technology of seeing was turned inwards, no longer positioning 
the citizen as an Imperial avatar on a European stage but as a royal subject locked in 
a process of reflection.

Political porcelain: the Service de l’Empereur 

Panopticism came in a variety of textual, material and visual forms. As we have seen, 
the political desire to impose order on the Republic and Empire and to regulate every 
aspect of its operation under the eye of the First Consul and Emperor created new 
forms of landscape representation, which tested the limits of established genres in 
the fine arts. In May 1804, Napoléon’s re-incarnation as Emperor enabled him to 
find common cause not only with selected parts of the nation’s revolutionary herit-
age but also with aspects of its monarchical past, its associations with Charlemagne’s 
empire and even with the founder of Bourbon dynasty, Henri IV. Thereafter, the arts 
in France expanded their range of historical and cultural points of reference signifi-
cantly. After 1804, painting and sculpture, ceramics, numismatics and the writing of 
Imperial history variously cast the Emperor as the new Pericles, the new Augustus, 
the new Titus, the new Charlemagne, the new Witkind, the new Frederick of Prussia, 
at once integrating their military and cultural achievements into the fabric of empire 
while at the same time clearly trumping them.56 This expanded repertoire of historical 
identification is evident in a wide range of Imperial commissions, but arguably none 
more than those undertaken by the reformed royal porcelain manufacturer at Sèvres. 
One example stands out – the Service de l’Empereur made between 1808 and 1809 
and first used to celebrate the wedding breakfast of Napoléon and his second wife, 
Marie-Louise, daughter of the recently defeated Holy Roman Emperor.

How did Sèvres’ porcelain articulate Imperial ideology? During the ancien régime, 
the royal family regularly dined before the court and the act of eating became a ritu-
alized ceremony to sustain the material incarnation of the king’s body, the ‘bouche 
du roi’.57 The objects connected with the king’s person were seen as extensions of 
the royal body and venerated accordingly. Even in his absence, courtiers genuflected 
before the royal nef, the vessel containing items of the king’s cutlery. By the late eight-
eenth century, more informal petits-soupers became fashionable at court although the 
royal family continued to dine in state on Sundays and holidays. The objects they used 
retained something of this ancient symbolic lustre. Aside from its symbolic function, 
Sèvres porcelain – especially the hard-paste porcelain developed around the 1770s –  
was technically sophisticated, elaborately made and fired by specialist craftsmen, 
decorated by teams of artisan gilders and landscape painters. Sèvres’ products were 
also inordinately expensive. When used as gifts, Sèvres’ porcelain was a proof of the 
largesse of the state and when, in turn, foreign courts commissioned works from the 
factory, the costs were so exorbitant that they were said to enfeeble the commissioning 
patron’s economy. The royal manufacturer predictably languished during the revo-
lutionary decade. After 18 Brumaire, however, Lucien Bonaparte, the First Consul’s 
younger brother and Minister of the Interior quickly recognized the factory’s capacity 
to revive the ceramics industry in France.58 Initially driven by commercial and scien-
tific rather than aesthetic interests, Lucien appointed the young chemist Alexandre 
Brongniart to develop the factory’s technical expertise. It was soon apparent however 
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that Sèvres’ porcelain might continue to draw on a reputation made for it during the 
ancien régime and serve the needs of the state, albeit with some significant changes in 
its conception, design and use. 

How did Sèvres’ porcelain articulate Imperial power? Shortly after Brongniart’s 
appointment, damaged and old stocks of porcelain made in the now unfashionable 
rococo style were sold at auction and replaced by neoclassical forms made in emula-
tion of Etruscan ceramics, a generic term used to describe pre-classical, classical and 
Hellenistic pottery. Etruscan-inspired forms were sometimes found in late-eighteenth-
century French porcelain but were typically used with little archaeological apprecia-
tion of their historical or contextual significance. After 1800, however, the context 
in which such artefacts were first made took on renewed significance. Writing in the 
Introduction à la connoisance des vases peints in 1811, Millin de Grandmaison, cura-
tor of an extensive collection of ancient pottery at the Imperial Library’s Cabinet des 
medailles, noted that ancient vases were variously used to honour war heroes and 
victorious athletes, used as wedding gifts or as votive offerings to the dead.59 In many 
instances, vases were decorated with allegorical scenes depicting exemplary military 
or ethical conduct. Moreover, the very act of possessing such artefacts pointed to the 
military and cultural pre-eminence of their owner. In the same way that Etruscan 
pottery came into the possession of the Roman general Flaminius after his defeat of 
Phillip of Macedon, examples taken as booty during Napoléon’s campaigns in Italy 
and Germany now passed into the hands of the French, a historical logic used in the 
display in the ‘national sanctuary’ of plundered works of art at the Musée Napoléon.60 
Denon put it better. ‘Today we are able to say that the arts are under the protection of 
the most powerful of nations and that the sanctuary where they are held is a Temple 
of Janus whose doors are closed forever’, yet another instance of art at the end of 
history.61 

But there was more to Imperial France’s reinvention of Sèvres’ porcelain. If the use 
of neoclassical forms betokened an archaeological awareness of the place of Etruscan 
pottery in the course of European cultural and political history, the use of new con-
ventions in landscape painting and a corresponding display of such images in state 
functions in an overtly panoptic form further underscored Sèvres’ political resonance. 
Again, the use of landscape imagery in Sèvres’ porcelain was by no means unprec-
edented. Rococo landscapes are commonly found in eighteenth-century porcelain. 
For the most part, however, they fulfilled a largely decorative function and served 
no overtly ideological purpose. After 1804, however, the use of landscapes in porce-
lain decoration became increasingly tendentious. Not unlike many of the contempo-
rary landscape paintings shown at the Salon, the locations depicted in the Service de 
l’Empereur showed recent diplomatic events and military achievements. In instances 
where ostensibly simple topographical landscapes are found, a scratch below the sur-
face often revealed the setting was indirectly connected to an important event in the 
life of the Emperor or Empire.62 Quite clearly, the Service contains no one specific 
narrative programme. Its component parts were assembled haphazardly and variously 
commissioned by Napoléon and Denon during the period of just over a year. However, 
its political and diplomatic resonance and the context in which the Service was used 
are unmistakable, and once more insist on the central place of the Imperial dynasty 
and its territorial reach in the political and cultural life of modern Europe.

Some of the scenes used for the assiettes came from a collection of 200 drawings 
made by Denon during Napoléon’s military campaigns, several of which were used 
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by Taunay for his painting of the Emperor’s entry into Munich shown at the Salon of 
1808.63 Taunay’s picture is important in the thematic genesis of the Service because, 
as we have already seen, its background was used by Louis Bouquet in the decora-
tion of the reserve for one of the assiettes from the Service, albeit, conspicuously 
without the presence of the French occupying forces. Another assiette decorated by 
Nicolas-Antoine Lebel showing a view of Dresden follows a similar format. It too 
was taken from Denon’s sketches although in this instance the proposed comple-
mentary Salon painting showing the Emperor’s entry into Dresden commissioned for 
the Petit Trianon was never realized.64 The absence of Napoléon’s retinue in Lebel’s 
assiette, like the Emperor’s omission from Bouquet’s decoration, barely diminishes 
the work’s political significance. The picture shows a route into the city across the 
Augustusbrücke regularly used for ceremonial processions on the left of the image 
and the palace on the right. The palace was the seat of government used by the 
Elector of Saxony, recently defeated by French imperial forces. The defeat led to 
the integration of Saxony into the Empire and to the integration of some of the best 
examples of the royal collection of paintings into the Musée Napoléon, including 
Raphael’s Sistine Madonna.65 Although at one level the picture operates as a topo-
graphical view, the genre had long since lost its innocence and it is hard to imagine 
how this ostensibly demilitarized location could be seen without reference to the 
city’s recent past. 

Other decorations followed. Swebach’s painted reserve showing the translation 
of the sword of Frederick the Great arriving at the military hospital of Les Invalides 
in Paris in May 1807 depicted another example of the Imperial plunder. As with so 
many other objects and works of art, its acquisition was, in part, an indication of 
reverence for its former owners.66 Marie-Nicolas Ponce-Camus’s painting of 1808 
bought by the Imperial household for the dining room at the Grand Trianon shows the 
Emperor and his retinue standing over Frederick’s tomb in an act of quiet contempla-
tion. Frederick was seen as a model of an enlightened philosopher–king in eighteenth-
century Europe, a formidable soldier but also a patron of the arts and architecture, 
a man of letters, a legislator and a social reformer. To vanquish Frederick’s successor 
as Napoléon had done at the Battle of Jena conferred on the Emperor something of 
the standing of Frederick himself, a cumulative process of symbolic personal affilia-
tion that increased in step with the expanding Empire. However, Prussia’s moment 
had passed and the historical baton – physically embodied in the object of the sword 
– had now been passed to France. At work in the sword’s acquisition was an inverse 
form of panopticism where an outward encompassing gaze was underwritten by a 
centripetal command over everything seen. The military and diplomatic reach of the 
Empire drew both objects and works of art to its centre enabling France at once to 
honour its enemies but also self-evidently to trump them and correct errors in their 
culture and administration. Louis-Marcelin de Fontanes who oversaw the ceremony 
around the sword’s translation explained something of its context. Frederick is the 
philosopher–king admired throughout Europe but he is also an absolute monarch 
and an atheist, institutions now inimical to Napoléon’s Empire and, for Fontanes, the 
cause of the Prussian vulnerability.67 Again, there is a historical inevitability about 
Napoléon’s succession in which the virtues of his vanquished enemies are absorbed, 
their shortcomings identified and corrected, whereafter the Empire assumes rights 
over its enemies’ territory and cultural possessions. And, as so often happens, history 
stops. Frederick’s sword is no longer an instrument of war but a demilitarized relic, an 
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object in stasis. It is significant that the ceremony sought explicitly to draw upon the 
history of the conflict between Prussia and France going back to the mid-eighteenth 
century placing Napoléon at history’s end. The flags captured at Jena were borne by 
two senior veterans who fought against Prussian forces half a century earlier in the 
Seven Year War.68

As with other important events within the Empire’s history, accounts of the sword’s 
discovery at Potsdam and its translation to Paris recur in popular drama, contem-
porary newspaper reports, odes, history books, legal journals, almanacs, theatrical 
reviews and popular prints.69 In Pierre-Yves-Barre, Jean-Baptiste Radet and François-
Georges Fontaine’s vaudeville, Le Rêve ou la Colonne de Rosback, the heroine, one 
Thérèse, French by origin but now resident in Prussia, has visions of the spectacular 
military victories of the French. Promised to a Prussian officer by her uncle but secretly 
in love with a young French ensign, she is abandoned by the former after a dream in 
which the column erected by Frederick the Great to commemorate the Prussian victory 
at Rosback in 1757 is captured by Imperial troops and taken to Paris. The dream of 
course comes true, as French audiences would have been aware. News then arrives of 
the victory at Jena and the young officer is asked by the Emperor to carry Frederick’s 
sword in the procession to Les Invalides.70 The libretto of the musical comedy is per-
fectly in step with Imperial policy giving history an appropriately happy end. Offended 
by the sword’s capture, the Prussian officer questions the conduct of Napoléon’s troops 
and is reminded by his French counterpart that an earlier Prussian victory had now 
been avenged at Jena. There was a predictable historical inevitability to the event. The 
French have always been great, he notes, they simply lacked great men to lead them.71 
In some respects the comic drama is trivial. Like other vaudevilles, it played for a 
couple of weeks, whereafter it lost its topical appeal. The work, however, is instructive 
and shows the degree to which contemporary history reticulates throughout the life of 
the nation, finding its way into popular and mainstream culture and into new cultural 
forms, some public, others, like the Service, for diplomatic purposes.

The Service de l’Empereur contained some 60 other decorations, some the site of 
military victories, other locations of industrial, historical, cultural or diplomatic signifi-
cance, many specified directly by the Emperor. They included depictions of Frederick’s 
château at Schönbrunn and summer residence at Sanssouci, the castle and waterfall 
at Wilhelmshöhe, Malmaison, and the Sèvres factory, Saint-Cloud and a view of the 
Tuileries seen from the newly constructed rue de Rivoli in Paris.72 Again, most refer 
directly or indirectly to the Italian and German campaigns. The Service also comprised 
24 hard-paste representations of Roman sculptures, made after objects taken from 
Italy and Germany and once more there is no one theme that ties the objects together. 
Correspondence between Napoléon and Denon indicates that the surtout functioned 
primarily as a material aide-memoire recalling some of the prime examples of sculp-
tures in the Musée Napoléon.73 Absent – save for one or two heavy-handed exceptions –  
is any hint of allegorical identification between the surtout and the person of the 
Emperor. Henri-Joseph Rutixiel’s figure made after the sculpture of the Didius Julianus, 
an obscure Roman Emperor who reigned for 66 days in the second century AD, seems 
for example to have been included for its rarity.74 A figure made after the sculpture of 
Melpomene had a museological rather than allegorical significance as the first acqui-
sition taken from the campaign in Italy to enter the Museum. Denon considered the 
work had gravitas and monumentality, and cited it as suitable for emulation by modern 
French sculptors. Other parts of the surtout were selected both as exemplars of their 
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type and as repositories of historical and cultural data. Pierre Petiot’s figure of Minerva 
came from the original excavated in 1797 and was said to be in the possession of the 
young Octavian before entering the papal collection during the Renaissance. Along 
with the Apollo Belvedere, the Minerva was thought of as one of the finest examples of 
classical art.75 Only Antoine Moutoni’s Victory leading the Genius of the Arts functions 
at the level of allegory. It shows a barely disguised Napoléon mounted on a chariot 
pulled by two horses, thematically binding the Service together in the same way that the 
human incarnation of the Emperor bound together the extended Imperial family and 
the Empire at large.76 The symbolism of Moutoni’s sculpture drew heavily on several 
notable works of art from the present and the past, among them Francesco Antonio 
Franzoni’s La Biga, a composite work made from antique and modern components 
given to Pope Clement XIV in 1771, the decoration for the Austerlitz Vase of 1808, 
and the decorative backdrop to the niche in which the Medici Venus was exhibited at 
the Musée Napoléon.77 However, as Alexandre Cassanova’s picture clearly shows, the 
Service de l’Empereur performed an essentially panoptic function (Figure 3.9). The per-
son of Napoléon is found at the centre of the events, with those who were instrumental 
in the Empire’s victories gathered around him.

Napoléon’s marriage to Marie-Louise in March 1810 bound the French Empire to 
the recently dissolved Holy Roman Empire. Denon records that the Emperor consid-
ered several candidates but settled on Marie-Louise.78 Her age offered the possibility 
of an heir and her parentage a direct connection to Charlemagne, a figure with whom 
Napoléon had long identified. Charles Percier and Pierre Fontaine’s Description des 
cérémonies of 1810 published the seating plan for the celebration.79 Set in the apsidal 

Figure 3.9  Cassanova, Alexandre, Marriage of Napoléon and Marie-Louise, 2 April 1810, 
oil on canvas, 236 × 149 cm. Musée National du Château de Versailles (Courtesy 
Bridgeman Images).
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hemicycle the Salle de spectacles at the Tuileries Palace, the line-up of guests com-
prised the Emperor’s mother Letizia, and Joseph, Louis and Jérome, his three brothers, 
respectively kings of Spain, Holland and Westphalia. Also included in the line-up were 
Prince Camille Borghese, Napoléon’s brother-in-law; Joachim Murat, a senior officer 
in the Imperial army and lately appointed the king of Naples; Eugène Beauharnais, 
Joséphine’s son by her first marriage and now Viceroy of Italy; Max Joseph, king of 
Bavaria; and others, all of whom were directly or indirectly related to the Emperor 
and appointed to positions of importance following victories during the German and 
Italian campaigns. In short, the seating plan functioned as a microcosm of the Empire 
set out on either side of the Imperial couple. While the celebration clearly took its lead 
from state dinners of the ancien régime, the dispersion of Imperial power was quintes-
sentially modern, relying not on the divine mystery of monarchy but on a centralized 
administration galvanized by what Antoine Chaptal described as an ‘electric fluid’ 
radiating from its centre.80 

Between 1799 and 1815, the French and later Imperial landscapes were subject to 
careful and meticulous regulation and landscape painting – the genre encountered at 
the Salon, at the Museum and in writing about art in books, dictionaries, newspapers, 
comic plays – played an important part in the process. But so great were the demands 
on the arts that the production of imperial space went beyond the established normative 
boundaries of landscape painting. It is in this context that battle-batting, so admired by 
the public at large, troubled art critics whose points of reference were often rooted in 
the normative classification of the genres set out by Watelet, Valenciennes, Millin and 
others. In some cases, the requirements of a new imperial spatiality led to the produc-
tion of cultural forms that stepped outside the realms of art altogether. As we have seen, 
some observers saw the Panorama as landscape painting’s crowning achievement but for 
others it was a pedagogical tool whose operation duplicated the workings of the human 
eye to recreate not simply nature but a nature sustained by Bonaparte’s administration. 
The reticulation of Imperial politics through every part of this newly recreated spatial 
form raised further questions about landscape painting as a whole. There was a clear 
symmetry between panoramic and battle paintings. Both were informed by news reports 
and historical accounts, making it easy to cross reference image and text and to read the 
former in terms prescribed by the latter. But what of landscapes painted twice over, once 
in militarized and again demilitarized form, stripped of the machinery of politics and 
war? And what of vues, landscapes that have no ostensible ideological function? The 
Pax Napoleonica so evident in such paintings might easily be extended to all landscapes. 
There was, it seems, no part of the Empire, no matter how small, that escaped the 
Imperial gaze. Napoléon’s eye radiated laterally across space in all its forms. His pres-
ence even found its way into the past, colonizing it to remake the present on Imperial 
terms. Imperial historians saw Napoléon’s administration as the moment at which the 
vicissitudes, triumphs and failures of the recent and distant past had been called to order, 
offering citizens the chance to breathe a sigh of relief that they lived in the present.81 

In 1814–15, the ideology that had sustained the fine arts in general and landscape 
painting, or more precisely landscape representation, in particular, quickly collapsed. 
Following Napoléon’s fall, the last 22 years – variously known as ‘la lacune’ or ‘inter-
regnum’ were seen as a fundamental aberration in the course of French history, the act 
not of the French but a foreign usurper. The French were duped. With the restoration 
of the Bourbon monarchy, however, French subjects were now restored to their senses 
and the king was now quick to forgive them. How did the collapse of the Empire 
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impact on French conceptions of spatiality and how were these mediated in landscape 
in general and landscape painting in particular? 
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With the fall of Napoléon, conceptions of space again changed. Defeated by the allied 
forces of the Sixth Coalition, France could no longer credibly claim to be the his-
torical successor to Alexandrine Athens, Augustan Rome or the Frankish Empire. 
Correspondingly, it became difficult for landscape painters to present the material 
fabric of France, its industrial, economic, political and cultural achievements – the 
stock repertoire of the arts under Napoléon – as plausible subjects for landscape rep-
resentation, particularly after the Second Restoration in 1815. The first Treaty of Paris 
of 1814 had seen the restoration of Louis XVIII and dealt largely with the practical 
matter of dismantling the Empire, restoring national borders to those drawn in 1792 
and re-establishing rights of property and citizenship.1 The second Treaty, concluded 
after Napoléon’s brief return to power and eventual defeat at Waterloo, was far more 
punitive. French borders were reduced by the Allies to those of 1790, the nation was 
forced to make massive reparations and to pay the cost of a 150,000-strong allied 
army of occupation on its eastern border. Questions instantly arose about where the 
essence of France and its people might now be found, questions which were answered 
in part through the articulation of a new sense of space and time found in landscape 
painting.

For many Imperial historians, the Empire had been seen as the moment at which 
France found definitive form. The course of French history stretched back a long way, 
but its crowning achievement and primary point of focus were invariably found in 
Napoléon’s present.2 Now, the flow of history had reversed and the recent past sub-
jected to state-sponsored amnesia, l’oubli. In an attempt to reconcile French subjects 
after the collapse of the Empire, Article 11 of the new constitution, the Charte con-
stiutionelle of 1814, expressly required that the citizens’ prior political affiliations be 
forgotten.3 The last 22 years were seen as aberrations, ‘fevers’, that took place in ‘the 
gap’, ‘la lacune’, a wholly atypical ‘interregnum’ that had interrupted the monarchi-
cal and catholic arc of French history. In 1814, François-René de Chateaubriand –  
already the author of several works that presented the mysteries of Catholicism as 
solace for the disappointments and bloodshed of the Empire – published the polemi-
cal tract De Buonaparte et des Bourbons, a text feted by Louis XVIII as having the 
value of 10,000 loyal troops. In it Chateaubriand argued that the Republic and the 
Empire were historical exceptions in the behaviour of a traditionally pious nation. 
The Revolution had created a society ‘without a past and a future’; reason alone was 
ideologically insufficient to sustain the nation and it quickly declined into chaos. 
‘Buonaparte’s’ chicanery may have temporarily united republicans and royalists but 
his actions were seen to be fundamentally ‘anti-French’.4 For Chateaubriand and other 
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conservatives, Napoléon’s sudden decline was a mark of divine intervention, setting 
France back on a historical course it had followed since the early middle ages, possibly 
even longer.5 It was now time for the names of every revolutionary and émigré to be 
forgotten and to be welcomed back into the newly restored fabric of the nation. 

Journalists on both the left and right broadly echoed Chateaubriand’s sentiments. 
Jean-Pierre Gallais, the ex-émigré and now contributor to the influential right-wing 
journal La Quotidienne, similarly disavowed the recent past. Writing in the short 
pamphlet, the Mœurs et characters du XIX siècle, Gallais also explained how the 
Revolution and Empire lacked any meaningful or coherent direction and were out of 
step with the general direction of French history.6 France had been subject to what 
was described as a violent fever and the French, tired of anarchy, were now content 
to submit the new constitution.7 Even those who looked back to 1789 with more 
equivocation would certainly not want to take a course through the past that led 
them to 1817, Gallais noted.8 The left took a different view, but even here there is a 
note of caution and a search for some kind of national reconciliation. The patriotism 
of the liberal journalist and art critic Victor Étienne de Jouy remained undiminished. 
But patriotism, he insisted, was now predicated on a search for consensus among a 
wide spectrum of political opinion. The last 12 years were described as a deplorable 
period in which France had ‘lost itself’. Now the wish of all true French subjects was 
‘the restoration of the family of Henri IV’, a regime, Jouy claimed, that dated back 
12 centuries.9 For Jouy, and so many others, the intention was not simply to recover 
a connection with the monarchy but to search for an ancient ideal of French kingship 
that remained untouched by the vicissitudes of modern politics. 

In this final chapter, I want to look at some of the ways in which this new sense of 
what Stephen Bann has termed ‘historical mindedness’ – the rhetorical devices and 
discursive conventions used to create the past – shaped some of the real and imagined 
spaces in which French subjects lived.10 There are several possible places to start: the 
pictures on display at the Paris Salon often shift their historical focus to look at early 
modern history populating landscapes with François I, Henri IV, Sully, Joan of Arc 
and others. The immersive simulations of gothic horrors and natural disasters seen 
at Jacques-Louis Daguerre’s Diorama pitched spectators headlong into the past, aes-
theticizing natural horrors as a safer surrogate for the lived horror of recent memory. 
Each, in their own way, evidenced a desire to repress or recalibrate memories of the 
recent past, to distance the nation from the ignominy of defeat and search for its 
finest hour somewhere in a past so deep that it resists analysis but might be more 
easily felt. One form of visual culture however provides a particularly instructive 
point of entry into the politics, spatiality and chronography of the period showing 
how images and texts, and even the very materiality of books, worked together to 
attenuate political memory in search of a new political consensus: travel literature or 
voyages pittoresques. 

‘Reading the scribbled past’: voyages pittoresques and the  
restoration of the French landscape

One of the earliest publications to begin to articulate this new sense of spatiality is 
Claude Thiénon’s, Voyage pittoresque dans le bocage de la Vendée, ou vues de Clisson 
et des environs of 1817, a reminder that in the very midst of a district that had been 
a byword for bloody conflict over the last two decades, there were landscapes in 
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France that would rival those of Italy for their beauty.11 The use of art as a palliative 
for the region’s troubled past is significant. Throughout the 1790s, the Vendée was 
known as a hotbed of right-wing Catholic insurgency and famed for its loyalty to the 
Bourbon cause.12 After 1799, Napoléon had temporarily pacified the district. During 
the Hundred Days, however, Louis-Henri-Joseph de Bourbon-Condé led an uprising 
in the Vendée on behalf of the comte de Provence (later Louis XVIII) whereupon the 
region’s old loyalties quickly re-surfaced.13 According to Thiénon, the Vendée’s inhab-
itants were devoted to their feudal masters; the bond between them went unquestioned 
and was part of a natural foundation that needed none of the political rationaliza-
tion found in the Contracts, Declarations and Codes that had been so integral the 
Republican and Imperial projects.14 Latterly, the recent civil war between Republican 
and Catholic insurgents had reduced this once contented and beautiful region to a the-
atre of war, decimated its population and turned its landscape to a ruin. For Thiénon, 
the restoration of the Bourbons, and with them the restoration of this ancient natural 
political order, was directly connected with the material restoration of the district, the 
cultivation of farmland and the restoration of the region’s ruined buildings.15 That the 
landscape was now beautiful again was not simply a matter of aesthetic appreciation. 
Rather, it operated as a form of sublimated lament and, more importantly, as a sign 
that the old order had now returned to France. Consistent with the Charte’s injunc-
tion, the Restoration served as a means both of forgetting the Revolution and re-
stitching the present to a distant past through a process of both political and aesthetic 
repair. In short, here was a visual incarnation of a restored political order.

Thiénon’s insights into the reconfiguration of the French landscape are important. 
The Voyage pittoresque dans le bocage de la Vendée approximates something close 
to an officially sanctioned view of the French landscape having been financed and 
encouraged by Louis XVIII’s administration. It was in this context that we can read 
Quatremère de Quincy’s enthusiastic review of the Voyage in the Journal des savans.16 
For Quatremère, now permanent secretary of the newly restored Académie des beaux-
arts, Thiénon’s Voyage provided a means of recalling the horrors of the Revolution 
through the conduit of art and thereby depoliticizing them, or, perhaps more accu-
rately, re-politicizing them in a way that enabled memories of the past to be politi-
cally managed, aestheticized and reframed.17 There was much for landscape painters 
to paint. Traces of a France that long predated 1789 were still visible in the region’s 
ruined architecture and, importantly, in the untamed landscape. Quatremère describes 
a beautiful but remote district formed from a patchwork of small fields interspersed 
with ancient rivers, marshland, scrub and rolling hills. It was precisely the landscape’s 
inaccessibility that provided a physical and moral buffer, preserving the Vendée from 
the worst ideological and military incursions of the French Republic. Quatremère is 
quite explicit about art’s palliative function. ‘The very contrast of images of ruin and 
desolation with the magnificence of nature’ he explains, ‘contributes to a particular 
charm’, one which is inflected with a ‘double imprint of genius’, the ‘bad’ (the trau-
matized inhabitants and their landscape) and ‘the good’ (the capacity of the French 
subjects to resist the incursions of republicanism and atheism and search for what was 
now an effectively aestheticized consensus).18 The ancient ruins of the Vendée had been 
transformed into what Quatremère described as a ‘school for painters’ of ‘interest [to] 
the friends of the monarchy, and all those who like to go back to the sources of this 
national spirit which has been perpetuated in all the forms which political change has 
introduced into the government of France’.19
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Lynn Hunt has spoken compellingly of the way in which the Revolution overturned 
the paternal authority of the monarchy and replaced it with a set of regulatory pro-
cesses founded on Reason, processes that took shape in the logical organization and 
calibration of the Republican and Imperial landscape.20 We might see some exam-
ples of Salon and panoramic painting discussed above as instances of such calibration 
where the viewing subject is given a precise place within a rational and politicized 
spatial scheme. In pictures such as these, the traditional bonds of faith and deference 
that underpinned social life during the ancien régime (and for Thiénon endured in the 
Vendée) have been replaced by what the English historian and political philosopher 
Edmund Burke termed ‘mechanic philosophy’. Katherine Astbury and others have 
written on the ways in which allegory in popular pastoral novels of the revolution-
ary decade often functioned as a means of containing the trauma inflicted on the 
French citizens. The offence of the Revolution had a traumatic impact on citizens, but 
the wound was acknowledged only indirectly through romance and, Astbury argues, 
through literary allusion.21 It is easy to extend Astbury’s formulation of the part played 
by literature in the containment of trauma from the 1790s to the period after 1815. 
Here, the concept of trauma and some form of restorative suture actually become part 
of a national rather than a personal response to the offence of the Revolution. As we 
have seen, Chateaubriand, Gallais and Jouy, and not least the authors of the Charte, 
wrote of the pressing need to repair a national rather than an individual psyche. Some 
of the representational strategies necessary to affect this process of restoration were 
recognized by Henri Lourdoueix in his review of the first volume of Baron Isidore 
Taylor and Charles Nodier’s monumental publication, the Voyages pittoresques et 
romantiques dans l’ancienne France. In place of ‘sterile images, scientific dissertations 
and minute analyses’ – an example of Burke’s ‘mechanical philosophy’ – the nation 
now turned to a sublime landscape, a world created through what Nodier called a 
‘lyre’ of sentiment. To see the landscape in such a way was to be touched by a contem-
plative spirit of the painter rather than the analytical insight of the academician.22 It 
is to some of the representational strategies around landscape, space and temporality 
and the ways in which those strategies were used to describe and suture the wound of 
the Revolution that I now want to turn. 

The introduction to the first volume of the Voyages pittoresques on Normandy 
published in 1822 linked the destruction of old France with the monarchy’s decline, 
although precisely to which monarchy is often left unstated.23 The slippage afforded 
by this imprecision, the capacity to speak about the past while alluding to the pre-
sent takes numerous forms throughout the early volumes of Voyages pittoresques. 
One has only to look at the past, Nodier observes, to see that France has witnessed 
more than its fair share of traumas, but the repertoire of suffering from which Nodier 
draws is unclear and comes variously from ancient history, folk memory and myth. 
As Nodier frequently points out, encounters with the landscapes of Normandy do 
not lend themselves to analysis.24 Rather, they are best accessed indirectly through 
sentiment. Readers are required to make what Stephen Bann has described as an anti-
quarian identification with the past where the subject of history becomes the thrill of 
a personal emotional identification with a location or event.25 There is, as Nietzsche 
observed, a pleasure in inhabiting a lost world, but the pleasure of antiquarian history 
also has a social and political purpose as a recompense for the painful circumstances 
of a nation’s life. The antiquarian, Nietzsche explains, ‘greets the soul of his people 
from afar as his own across the dim and troubled centuries’, thereby serving to anchor 
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what he calls the ‘less gifted races’ (here we might read defeated races) to the loves and 
customs of their ancestors.26 This mode of history is described as a ‘healthy unreason’ 
but it has its purpose in stabilizing a community and preventing it from ‘unhappy 
adventures’, Nietzsche explains.27 To this end, the Voyages pittoresques do not set out 
to provide the reader with archaeological analysis but rather aim to capture the senti-
ments of the past for the curious, to generate noble memories. This is not a voyage of 
discovery but one of ‘impressions’ and it is in this context, Nodier explains, that we 
might listen more to the rustic than the historian, a figure who has a long-established 
intuited connection with the landscape and its history. 

Similar demands for an intuited sentimentalized appreciation for the past are evi-
dent throughout the first two volumes on old Normandy. The Cathedral at Rouen, 
for example, is seen as a 1000-year repository of French history, a collective view 
of nationhood binding successive generations of French men and women to a single 
religious and political arc.28 None of these assertions, of course, bear much critical 
scrutiny. Nodier explains how the city’s medieval fabric remains but it takes on the 
form of a world built ‘for a race that no longer exists’; who knows, he speculates, 
perhaps some ‘political or natural catastrophe’ overcame them?29 The Cathedral itself 
had suffered several such catastrophes and again there is an attempt to find common 
cause with the distant past but not to subject it to anything but sentimental scrutiny. In 
1200, Nodier explains, the Cathedral was partly destroyed by fire; it was subsequently 
reconstructed 17 years later by a secure and centralized French monarchy, an event 
that anticipated a second, more recent fire of September 1822 that saw the destruction 
and reconstruction of the main central lantern, and, of course, a second-generation 
restoration of a secure and centralized monarchy.30 

It is only a short step from the sense of historical mindedness that shaped readers’ 
appreciation of Rouen Cathedral to a more extruded form of imaginative projection 
where the physical traces of the past melt into history and are best understood through 
myth. Listen to Nodier’s description of the castle of Robert Le Diable, a figure who –  
like France herself – had rediscovered Christianity after a bloodthirsty youth and 
whose medieval château was now in the process of a dissolution so complete that 
its ruin crumbled from history into myth. ‘All that remains of the château’, Nodier 
explains, ‘is like the account of Robert himself, something vague and ill-formed that 
recalls a few marvellous memories’.31 In effect, the material fabric of the once formi-
dable castle that overlooked a strategic point on the Seine between the sea and Rouen 
has now been reclaimed by nature and reduced to an image of beauty (Figure 4.1). 
But even here, the material fabric of the landscape is held at arm’s length. Nodier 
soon slips into a near-hallucinogenic description in which the landscape takes on a 
‘jewel-like’ appearance and the river ‘snakes’ to the south where on the horizon the 
spires of Rouen are almost visible.32 Other analogies follow and a lexicon emerges that 
structures the relation between readers and their landscape, variously projecting them 
back into the past that is accessed through the argot of a peasant, the crumbling of 
a ruin, the crystalline landscape, pre-figurative fires and bloodshed, although, again, 
the advice is always to go easy on the pre-figuration and not to make the connection 
between now and then too explicit. To do otherwise would be to flout if not the let-
ter then certainly the spirit of clause 11 of the Charte. How did this sense of the past 
translate into visual representations of the landscape?

Perversely, a search for an image of the French landscape takes us back to texts or 
rather to the graphic representation of texts. In several instances, the illustrations to 
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the early volumes of the Voyages pittoresques include an image of the modern reader 
set in a landscape that contains various traces of the past, typically in the form of 
a ruined Romanesque or Renaissance architecture. Sometimes the reader is shown 
book in hand looking at the landscape; at others we find him – women largely play 
a subaltern role as the subject within the landscape rather than its spectator – in the 
act of reading or sketching the landscape, or simply taking a moment to absorb the 
scene in a moment of reverie (Figure 4.2). The figure, of course, is the putative reader 
of the Voyages pittoresques, or at least his avatar, a personal projection of the reader 
set within an historicized Normandy always aware that the substance of France, as it 
says in Nodier’s text, is best deferred and accessed through sentiment. The two figures 
in early-nineteenth-century dress who inspect the bowels of Robert le Diable’s castle in 
Eugène Ciceri’s lithograph of 1820 do so, for example, by looking into a book to see 
the landscape second hand, in literary rather than material form (Figure 4.3). Similarly, 
in Louis-Pierre Baltard’s lithograph of the abbey of Jumièges – established by Dagobert 
I in the sixth century AD and subsequently ruined during the Wars of Religion and the 
French Revolution – nineteenth-century readers encounter the ruin primarily through 
the medium of a book, a narrative that will guide them safely through the traumas of 
the past in a chain of signifiers in which the signified is never quite apprehended. The 
presence of the book in images of the landscape signals that in Restoration France 

Figure 4.1  Watelet, Louis-Etienne, Castle of Robert le Diable, 1818, etching, 26.5 × 29 cm. 
In Charles Nodier, Isidore Taylor and Alphonse de Cailleux, Voyages pittoresques 
et romantiques dans l’ancienne France. Ancienne Normandie, 1820 (Courtesy 
Bibliothèque Nationale de France). 
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the physical experience of a landscape accessed through sight even when described in 
the most elliptical way is still potentially a risky proposition. It is instructive to com-
pare Balthard’s engagement with the landscape with that of Jacques de Cambry only 
20 years earlier. Back then, the process of inspection of the material landscape was 
absolutely central to the celebration of the current state of France. Two decades later 
the politics of representation have changed profoundly and description, even poetic 
description, is set aside. Rather, the form of the book in Nodier’s lithographs points to 
what Garret Stewart has described as a form of ‘reverse-ekphrasis’, a process of his-
torical and political repression so complete that we encounter a graphic representation 
of reading rather than a written representation of something visible.33 The wound of 
the Revolution was so deep that an image of France, even a sentimentalized image of 
the distant past, is still potentially contentious. 

There are other temporal devices at work in the lithographs contained in the 
Voyages pittoresques that again sublimate the present’s relationship to the past. In 
some cases, modern French subjects participate in a ruined medieval or early-modern 
setting, often as exemplars of piety, performing age-old rituals in an unchanging land-
scape. In other instances, we find gothic and early-modern structures in various states 
of decay occupied by figures in sixteenth-century dress. Here, the temporal depth of 
field shifts and the early-modern viewer looks back to the middle ages finding common 

Figure 4.2  Balthard, Louis-Pierre, Ruins of the Great Abbey Church at Jumièges, 1819, etching, 
26.5 × 29 cm. In Charles Nodier, Isidore Taylor and Alphonse de Cailleux, Voyages 
pittoresques et romantiques dans l’ancienne France. Ancienne Normandie, 1820 
(Courtesy Bibliothèque nationale de France).
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cause with the nineteenth-century viewer who similarly looks back on an early mod-
ern contemplation of a medieval ruin. In Louis-Marie-Baptiste Atthalin’s lithograph 
of 1820, for example, two figures in sixteenth-century dress inspect the ruined Salle 
de gardes of the fifteenth-century King Charles VII in the same way their latter-day 
compatriots look back on a ruined past.34 Perhaps one of the most extruded illustra-
tions of space and temporality is found in Isidore Taylor’s frontispiece to the second 
volume of the Auvergne, published in 1829, where the viewer travels across time from 
the middle ages to a past so distant that the region’s ancient volcanic chains are still 
active (Figure 4.4).

Set within a vignette composed of fragments of the region’s architecture dating 
back to the end of the Roman Empire and a series of niches occupied by the figures 
of five local saints said to have brought Christianity to the region in the third century 
AD, the illustration to the preface to the volume on the Auvergne of 1829 shows 
an impromptu cross mounted on the base of a ruined column beside the remains of 
a Romanesque arch, an open sarcophagus and other stray architectural fragments.  
In the centre of the image, a figure looks across a boiling river into the middle distance 
where a volcano erupts. This configuration of history is both complex and layered. 
If Atthalin’s lithograph showed a time contained within the space of 300 years or so, 
where the sixteenth century looks back on the twelfth (or, more specifically where the 

Figure 4.3  Ciceri, Eugène, The Foundation of the Castle of Robert le Diable, etching, 26.5 × 29 cm. 
In Charles Nodier, Isidore Taylor and Alphonse de Cailleux, Voyages pittoresques 
et romantiques dans l’ancienne France. Ancienne Normandie, 1820 (Courtesy 
Bibliothèque Nationale de France).
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nineteenth century looks back to the sixteenth century looking back on the twelfth 
etc.), Taylor’s depiction of the Auvergne encompasses the entire span of history, even 
Creation itself. The image comprises a combination of the Auvergne’s cultural and 
material histories overseen by the symbol of Christianity that both ante- and post-
dates everything in the scene through what the accompanying text calls a ‘necessary 
synchronism’.35 Here, Christianity has a double presence in the picture, as a faith with 
the best part of 1500 years of local history – the Auvergne was well known as a centre 
of early-Christian evangelism – and also as an a-temporal ontology that always has 
and always will sustain the space within the picture, indeed within all pictures. The 
Christ of pre-history is no less present than the Christ of history. Indeed, it is precisely 
this faith – as ancient as it is a-temporal – that has latterly returned to France after the 
Revolution.36

Entwined with theological time is a material temporality dating back through the 
early middle ages to the formation of the world, or more precisely, to the last seismic 
upheaval that shaped the Auvergnat landscape. It is here that Romanticism meets geol-
ogy. In the early nineteenth century, the district was well known for the volcanic chain 
around the Puy de Dome, le Pic de Sancy, the Cantal, Volvic and Mont-Adoux and 
as the site of the embryonic discipline of volcanology, one strand of which – Georges 
Cuvier’s theory of catastrophism – spoke of the material formation of the world in 
terms of a series of traumatic events where subterranean activity formed an open 

Figure 4.4  Taylor, Isidore, Frontispiece to vol. 1, Charles Nodier, Isidore Taylor and Alphonse 
de Cailleux, Voyages pittoresques et romantiques dans l’ancienne France. Auvergne, 
1829 (Courtesy British Library).
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wound on the earth’s surface.37 Indeed, as Claudine Cohen has noted, Cuvier alluded 
to a connection between the sudden and traumatic changes in the geology with those 
in politics, noting that nature too has had its ‘successive revolutions and various catas-
trophes’.38 Again, Nodier’s concept of the past hardly stands up to scientific scrutiny 
but the configuration of so specific an image of a fractured past is no less remarkable. 
Enfolded within this single image is a complex imaginary that brings together a free-
forming antiquarian history, geology and theology to witness the presence of wounds 
across the ages – some physical, others cultural – with one conspicuous exception, 
the founding wound that makes this whole formulation so necessary, the wound of 
Revolution. There is however an additional strategy at work, the material nature of 
the text and the book that contains it. 

Each of the volumes comprising the Voyages pittoresques contains between 70 and 
110 pages, hard-bound in-folio. The material construction of the book, its size, weight 
and heavy paper make demands on the body of the reader and the physical act of read-
ing. Unlike the far smaller books depicted in some of the illustrations for the Voyages 
pittoresques, Nodier and Taylor’s publication was clearly made to be read inside as an 
act of reflective contemplation rather than before their subject. The folio-size volume 
needs to be read upright on a stand and the large pages need to be turned with care 
with both hands, almost as an act of veneration. Seen in this context, the ultimate ref-
erent is not the history of old France but rather the act of reading about the history of 
old France. Even the graphic appearance of the text encourages an act of antiquarian 
reverie and with it an additional layer of separation between the signified and signifier. 
The opening letterforms of the volume on Normandy and some of the captions and 
titles to individual illustrations are written in near-illegible Merovingian minuscules.39 
Translations into modern French are typically available, often on adjacent pages, but 
the message is clear: the past is accessible only through imperfectly formed signifi-
ers, graphic and textual traces and at times those traces diminish in legibility to the 
point of incomprehension. We have then the physical substance of the signifier without 
much hope of meaning and it is tempting to see a parallel between Nodier’s description 
of Robert’s ruin disappearing back into the landscape and meaning disappearing back 
into a near-undecipherable signifier without a signified. Under normal circumstances, 
ancient texts such as these might demand some kind of codicological intervention. In 
this instance, however, the codicological complexity of the Voyages pittoresque and its 
mysteries are wholly staged, not as a fake or facsimile, but as something more com-
plex, an agglomeration of modes of historical representation, each denying a recent 
past while looking into the distance in the hope of restoring the present. 

From Panorama to Diorama: ‘I am myself nothing in comparison’ 

Taylor and Nodier’s Voyages pittoresques were well known to the post-Restora-
tion world of arts and letters. Subscribers to the volumes on Normandy came from 
the French royal family, the crowned heads of Europe (some newly replaced after 
Napoléon’s fall), French ministries and government offices overseas and libraries. 
Taylor and Nodier’s project was even well-enough known to be satirized in the Parisian 
theatre where it is described as a lucrative source of income for the capital’s landscape 
painters.40 Jacques-Louis Daguerre’s Diorama presented a comparable vision of the 
romantic landscape – he and his collaborator Charles-Marie Bouton were among a 
long list of contributing artists to the Voyages pittoresques – but in this instance the 
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Diorama’s technology relied on public spectacle rather than the private act of reading 
and seems to have captured the popular imagination for well over a decade. How did 
the technologies of the Voyages pittoresques relate to those of the Diorama and how 
did the form and content of the Diorama fit within the broader fabric of visual culture 
and politics in Restoration France? 

The Diorama opened in the summer of 1822 in Paris on the rue Sanson near the two 
public dance halls, the Château d’Eau and Waux-hall, overlooking a ruin dating back 
to the late middle ages, thereby straddling the worlds of entertainment, history and 
art.41 The structure housed two monumental tableaux of some 22 by 14 metres each, 
set within a proscenium arch. Presented in near darkness at the end of a large tapering 
rectilinear black fabric tube, the tableaux appeared to move through the manipula-
tion of light through a series of translucent painted screens. The specially constructed 
auditorium seated around 40 visitors and was centrally located on a rotating platform. 
Changes between one scene and the next – typically a landscape and an interior scene –  
were done by silently rotating the seating platform and spectators between the two 
stages through an angle of about seventy degrees.42 The diagram in the application 
for a British patent for the Diorama by Daguerre’s brother-in-law, the art dealer John 
Arrowsmith, shows the comparatively small space occupied by a viewing platform 
mounted on a conical pivot on the upper left of the diagram and the complex stage 
machinery on the right43 (Figure 4.5). Save for detailed descriptions of the tableaux 
written to accompany the spectacles, a few lithographs and several paintings shown at 
the Paris Salon in mid-1820, nothing of the 18 Dioramas exhibited survives. 

Figure 4.5  Diorama, Park Square, Regent’s Park, London, engraving, 1823 (Courtesy Bridgeman 
Images).
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Comparisons between the Panorama and Diorama were common. Both were thought 
to have exceeded the expressive limits of conventional painting. The Diorama however 
was able to generate the impression of movement, changes in weather and transitions 
from day to night, long seen as one of the Panorama’s main limitations.44 For some 
critics, the Panorama was thought ‘monotonous’, its all-encompassing 360 degree view 
contained no evidence of informed selection on the artists’ part.45 Daguerre’s letter to 
the Annales françaises des arts of April 1821 announcing the opening of the Diorama 
noted how, despite the popularity the Panorama once enjoyed, it was limited to the 
representation of ‘immobile nature’.46 Over the summer of 1822, plaudits came in 
thick and fast. The correspondents for the Annales françaises des arts and Le Miroir 
des spectacles each noted how the Diorama ‘pushed back the limits of art to create 
a near perfect illusion’ so accomplished that the spectacle was said to have ‘a magic 
power’ transporting the spectator to the site itself.47,48 The duchesse de Berry on her 
visit to the Diorama in 1825, one of the numerous visits made by the royal family, 
could only be convinced that the view of Rosslyn Chapel was a simulation by exercis-
ing royal prerogative and going back-stage to look at the stage machinery, an other-
wise closely guarded professional secret.49 The Diorama’s reputation even spread to 
ancient Egypt where it came to the attention of a mummified Osiris. In Marie-Emanuel 
Théaulon’s comic play Le Zodiaque de Paris, à propos du zodiaque de Dendérah shown 
in 1821 (again only a short distance from the rue Sanson) the figure of Mercury –  
‘la Mercure de France’ – gives Osiris the choice of French works of art in exchange for 
the Zodiac de Dendera, a stone relief thought to date from the New Kingdom recently 
taken from Egypt by Claude Lelorain then on display in the Bibliothèque royale. On 
offer to Osiris in compensation for the loss of this important component of Egyptian 
patrimony – a thinly veiled reference to the French repatriation of works of art plun-
dered during the Empire – were the ‘twins’, Panorama and Diorama. Each puts his 
case but it is evident from the outset that the match was unequal. Panorama once 
‘reigned alone’, he explains, but had now been roundly upstaged by the ‘magic brush’ 
of his more accomplished twin.50 The Diorama contained ‘the whole universe’. The sun 
glistens on the Jura mountains one moment only to disappear into a sombre cloud the 
next. A combination of magic and ingenuity, France once again claimed the sceptre of 
the arts, Panorama explains, and the happy mummy accepts Diorama’s pre-eminence. 

That this discussion took place in the comic theatre among a chorus of the undead 
raises questions about the extent to which the Diorama – and other examples of mod-
ern French art – might genuinely be thought to be adequate compensation for the 
works of art returned from France to their former owners, commonly known as ‘les 
pertes’, the losses. Critical responses to the Diorama – and many other forms of con-
temporary painting – took place against the backdrop of the national humiliation 
following the collapse of the Empire, the enforced return of some 500 seminal works of 
European art and not least the much broader concern about modern French art’s ability 
to fill the palpable gaps left on the walls of the Louvre. The Diorama clearly impressed 
critics but there were also concerns about both the age, class and gender of spectators to 
whom the spectacle appealed and the capacity of so novel a medium to carry the burden 
of French art’s rejuvenation. In addition, the manner in which the Diorama demanded 
viewers’ complete immersion distanced the spectacle from the normative frameworks 
that accompanied the fine arts. The conventional critical faculties necessary to judge 
a landscape painting, its execution, composition and colour, its containment within 
a frame in which the work of art was staged and its appreciation by the informed 
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male connoisseur could not be readily applied to the Diorama. The spectacle’s success 
depended precisely on the absence of such components. The moment that a boundary 
between the spectator and subject appeared or that any form of critical evaluation of 
the Diorama as art rather than spectacle took place, the illusion was lost. It was in 
this context that the medium was thought by some to be an entertainment, the pre-
serve of women and the common crowd no different from a range of other rama – the 
Georama, the Alporama, the Cosmorama – on display in the epicentre of middle-
class consumption, the Paris passages. Writing on Daguerre’s View of Theirs of 1827, 
one Condor complained that the ‘crowd’ might pass 10 landscapes by Poussin, the 
benchmark of quality in French painting, but they beat their fists in admiration at the 
‘almost perfect’ imitation of nature found at the Diorama.51 

Other critics set such concerns aside and were generally impressed with the spec-
tacle. The Diorama’s capacity to simulate nature was seen as genuine innovation in 
the field of the fine arts.52 Attempts to tamper with the medium and introduce objects 
in bas-relief near the tableau’s frame – including in one instance the imposition of an 
alpine hut and a live goat – were met with derision. At stake it seems was an ethics 
of seeing, an attempt to preserve the psychic integrity of the experience on which 
the operation of Diorama depended: the projection of the visitor to another time or 
place. This was not so much a landscape painting but rather a living space waiting to 
be occupied by the disembodied subject. Viewers were sufficiently immersed in the 
content of the spectacle, it appears, for the technology to all but disappear. It is signifi-
cant that many published guides to the Diorama had little to say about the spectacle 
but offered a wealth of detail about the content of each tableau. The guide published 
to accompany the View of the Vallée de Sarnen of 1822 for example gave a detailed 
description of the site, the names of individual peaks, their respective height, the dis-
tance from Sarnen to principal towns in the region and to Paris and something of the 
region’s history, not least the manner in which the landscape’s appearance fostered 
a spirit of freedom in some of its local political heroes, among them William Tell.53 
Similarly, the pamphlet published to accompany the View of Brest describes the region 
in almost anthropological detail. We learn about native dress, language, food, physi-
ognomy, domestic rituals and religious customs that seem to predate Christianity.54 
The texts accompanying the Diorama operate as a guide to a virtual space, providing 
information about the people and places one might encounter were the spectator’s 
psyche to make the effortless transition from this world into that. 

It is here perhaps that the technology of the Panorama distinguishes itself from 
the Diorama. With the former, it was possible for spectators to inspect the vista and 
rationally to assess their place within it through the application of linear perspec-
tive. With the Panorama, the scene only made sense when the spectator’s sight line 
was perpendicular to the picture’s surface; tangential views made little pictorial sense. 
Moreover, the subject matter on display was for the most part readily available for 
inspection and rational verification. It was possible for viewing subjects to use the 
technology of perspective to find a fixed place for themselves with the spectacle and 
correspondingly a fixed place within the politicized spaces of the Republic or Empire. 
With the Diorama, the viewer is deprived of the chance to disrupt the mechanics of 
seeing and thereby becomes wholly assimilated into the spectacle, typically a space 
removed from the everyday world. What was done through the combination of roman-
tic imagery, narrative, typeface and the codicological weight placed on the body of the 
readers of the Voyages pittoresques was seamlessly combined in the Diorama to make 
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a technology of total immersion. As Jonathan Crary has noted, the body becomes 
incorporated into the technology of the Diorama to such a degree that the viewer’s 
autonomy is removed.55 The corporeal body is erased from the process of seeing so 
that the spectator’s psyche might more easily slip the bounds of early Restoration 
Paris to find a place in another world.

In other instances, the Diorama drew on a much richer historicized referential fab-
ric closer to that found in the Voyages pittoresques. Daguerre’s view of the interior 
of Rossyln Chapel exhibited alongside a view of Rouen in 1824 pitched viewers back 
to another time and another country, Scotland in the middle ages. The scene showed 
the ancient chapel in raking moonlight that gradually shifts across the landscape as 
the scene unfolds. A contemporary pamphlet explained how the Chapel, begun in the 
middle of the fifteenth century and completed 200 years later, was partly destroyed by 
fire in a popular uprising in 1688. Again, there is plenty of information on offer about 
fifteenth-century medieval architecture. But the reader is also encouraged to make a 
sentimental engagement with the scene similar to those found in Nodier’s Voyages pit-
toresques. The pamphlet includes the story, recounted by those who tended the chapel 
(a counterpart to Nodier’s rustic), in which a jealous master mason who left his work 
incomplete to travel to Italy returned to find it completed by his young apprentice to a 
standard he could never hope to attain. The master promptly battered the apprentice 
to death with a hammer. A Latin couplet carved on one of the columns and visible in 
Daguerre’s tableau records the murder along with the two capitals said to be modelled 
after the master and apprentice, one with a tell-tale scar above its eye. The text ends 
on a note of caution reminding the reader that this is a work of art rather than a bit 
of romance and that viewers should respond accordingly. But the injunction is utterly 
unconvincing. To witness the spectacle was not to see a picture but to be projected into 
the chapel to witness a trace of the event itself. 

What of the connection between the political sensitivities of Louis’ administration 
and the subject matter and spatial construction of the Diorama? Daniel Harkett has 
usefully shown how reports of royal visitors’ attendance at the Diorama often served 
as a means of reaffirming the Bourbon administration’s command over the landscapes 
on display. The duchesse d’Angoulême visiting the Diorama of the environs of Paris 
in 1825 was able to name individual churches and monuments thereby politically 
reclaiming the scene for Bourbon France, mirroring a broader process where loca-
tions once connected with the Republic and Empire were renamed to erase them from 
public memory. Images of gothic structures – Chartres and Canterbury Cathedrals, 
Holyrood and Rosslyn Chapel – similarly underscored the French monarchy’s con-
nection to its Catholic past56 (Figure 4.6). According to contemporary press reports, 
images of gothic interiors were said to have inspired the same kind of reverence as the 
buildings themselves. We might see the Diorama, then, as staging the re-bourboniza-
tion of space, but this paints only part of the picture. Connections between politics and 
the spectacle operate in a number of other often subtler ways. This is nowhere more 
apparent than in the account of the Diorama given by the thinly disguised Director of 
Museums and landscape painter, the comte de F***.57 Forbin described the spectacle 
as the embodiment of technical sophistication, breathtaking in its realism, a dem-
onstration of French prowess in the arts and so on, but crucially also notes how the 
spectacle provides French subjects with a means of ‘escape’, enabling viewers to pro-
ject themselves into the picture and begin to encounter the very same sensations gen-
erated by the scene itself.58 For Forbin, or more accurately his more cautious avatar 



114 Blindness, amnesia and consumption 

as this too is part of l’oubli’s cautionary process, the spectacle evidenced not only the 
revival of the arts in France, but also offered something of a compensation for the 
nation’s recent past. The claim is particularly pertinent because it took place against 
the backdrop of a much wider debate about the fate of the arts in Restoration France 
prompted in part by the rejection of two highly tendentious battle pictures by Horace 
Vernet from the Salon of 1822, the Bataille de Jemappes and La défense de la barrière 
de Clichy. Forbin acknowledged the pictures’ merit but thought their subjects – one 
of the first victories of the Republic over the First Coalition and the last-ditch defence 
of Paris against the recently assassinated duc de Berry – a needlessly confrontational 
act in a period in which injunctions to forget barely masked hostility between the left 
and right.59 Here art becomes separated from politics. Forbin held up the sad example 
of the regicide Jacques-Louis David, exiled in Belgium, as a warning of how a 30-year 
career had been blighted by the ‘bloody stain of ’93’. The message was clear: although 
the nation may no longer be able to occupy pole political position on the international 
stage, there was no reason why its ambitions should not be compensated for and even 
contained by art. It is here perhaps that Crary’s distinction between the technologies of 
vision either side of an epistemic divide that took place ‘sometime around the 1820s’ 
comes into sharper focus. For Crary, the re-ordering of the technologies of vision 
embodied respectively by the Panorama and Diorama point to a much wider epistemic 
shift between a classical and romantic visuality, a point echoed by Eric de Kuyper and 
Emile Poppe.60 Seen within the specific context of the no less massive political shift 

Figure 4.6  Daguerre, Jacques-Louis-Mandé, Ruins of Holyrood Chapel, oil on canvas, 211 × 256 
cm. Walker Art Gallery, National Museums, Liverpool (Courtesy Bridgeman Images).
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that took place with the collapse of the Empire, changes in visuality might easily be 
read as an expression of the desire to forget, to cauterize memory and to re-inscribe it 
within a heterotopic space.

‘We sometimes admire you, we often criticize you and we never buy 
you’:61 landscape painting and the Restoration of the Académie des 
beaux-arts

The desire to use the arts to establish a political connection with the restored Bourbon 
administration found official expression in the ‘restoration’ of the Académie Royale 
following its dissolution back in August 1793. In May 1814, the landscape painter 
and president of the fourth class of the Institute, Nicolas-Antoine Taunay, made a 
direct connection between the restoration of the two institutions. Addressing the 
comte d’Artois not as the son of the late Louis XVI but ‘the heir of Henri IV’, one of 
numerous attempts to assert the ancient credentials of the restored monarchy, Taunay 
insisted that ‘the bond that unites the Institute of France, and the Académies founded 
by your ancestors, were never dearer to us than at the moment’.62 The instincts of the 
French, he went on, were to profit from ‘the lessons of misery’, and to trust in the 
‘memories of our gentle manners and traditions’,63 a theme taken up by Jacques-Louis 
David’s replacement at the Académie, Vincent-Marie Viénot, the comte de Vaublanc 
the following year. Again, the Revolution and Empire were quietly forgotten. The 
king had returned to France in the 22nd year of his reign, after ‘la lacune’, and again 
the Académie was encouraged to see its own ‘restoration’ in terms similar to those of 
the monarchy. Each of the four classes of the Institut were to be renamed to bind the 
achievements of the new Académie with those of the old.64 Not least, the theme of 
continuity was taken up by the king himself shortly after the second Restoration in a 
proclamation read at the Palais de Tuileries in March 1816 where he not only made 
a connection between the old Académie and the new, but also the significant achieve-
ments of the Institut during ‘a time of difficulty’ as an indication of what might be 
expected in happier days ‘now that their composition and their statutes are in accord-
ance with the current order of our Government’.65 

Quatremère de Quincy gave an impression of what might be expected from this 
order. Over the last two decades, the rise of the middle classes and the nation’s military 
ambitions generated a demand for the lower genres, among them landscape and battle 
painting, thereby compromising what for Quatremère was art’s proper mission as a 
pedagogical tool for ethical instruction, a point rehearsed a few years earlier in his his-
tory of landscape painting. If public buildings and monuments were the proper place 
for grande peinture – grande in scale and ambition – landscape paintings, Quatremère 
argued, were determined by the correspondingly limited scale of bourgeois homes 
and the limited taste of their collectors. In this context, ‘luxury alone was sufficient 
to nourish the genre’.66 One ‘M.’, writing in the conservative Annales françaises in 
March 1820 made a similar point. The critic complained bitterly about ways in which 
artists had recently become part of a free-market economy.67 The principles of Adam 
Smith’s Traité de la richesse des nations may be beneficially applied to some sectors of 
the economy, he argued, but not the fine arts. Rather, artists should follow the example 
of architects who would never consider making even the smallest monument without 
a patron. Painters and sculptors needed the support of the government; they need 
‘direction’ to avoid what was fast becoming a widespread concern in an increasingly 
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deregulated cultural economy, the production of art without need and its sclerotic 
effect on French painting.68 Critics spoke of an economic bubble in the arts, what M. 
described as ‘a flood’ of painters producing too many ‘copies’ and ‘trinkets’ bought 
by too many amateurs with little appreciation of the arts and the inflation of the price 
of pictures of little historical or aesthetic merit.69 Edme-François Miel writing in La 
Minerve française also spoke of the absence of a political, moral or religious utility in 
the arts, describing contemporary painting as ‘sterile’, not much more than an ‘aliment 
de la curiosité’.70

For Quatremère, utility was exemplified in the art of the Ancients, or, more specifi-
cally from his reading of Winckelmann’s conception of the art of Ancients contained 
in L’Histoire des arts chez les anciens. Here, as we have already seen, Antiquity set an 
unimpeachable standard based or art’s social utility and its role as a tool for moral 
instruction. That standard first flourished in a temperate democracy creating the per-
fect material and intellectual conditions for the generation of an ideal human form. 
Primed by the Ancients’ example, it was the Académie’s task to set an absolute stand-
ard for aesthetic reform. Quite how the finer points of Winckelmann’s historicism 
and Restoration politics came together did not bear close scrutiny. For the moment, 
French artists might still emulate the Ancients through the practice of the only genre 
capable of depicting the ideal human form in the modern world: history painting. A 
restored monarchy in septentrional France, albeit a far cry from the temperate zone 
of Athenian democracy, was, in turn, seen as the only institution capable of offering 
the arts informed and disinterested support. Through royal and official patronage, it 
might be possible to revive some of the traditional aesthetic standards that had been 
so eroded by middle-class taste.71

But there was another side to academic policy on the arts (and indeed another 
side to Quatremère). Many of the declarations about the restoration of the nation’s 
ancient cultural and political traditions were largely rhetorical. Attempts were made to 
erase memories of the last quarter century and find a common cause with the politics 
and culture of Athens, Rome, the Renaissance, the grand siècle and so on, but many 
aspects of the nation’s political, economic and cultural life remained fundamentally 
unchanged. Middle-class consumption, for example, continued apace. For Germaine 
de Staël, the nation was now held together not by the abstract concepts of freedom 
and equality found during the Republic but through ‘property and private interest’ 
where economic freedom functioned as a compensation for political liberty.72 Charles 
Dupin writing in the best-selling pocket guide to the economy, Le petit producteur 
français, similarly welcomed the growth in bourgeois consumption as a much-needed 
political distraction for a once troubled nation. The combination of bourgeois con-
sumption and right-wing politics was sufficiently well established in the public’s imagi-
nation for it to feature in the character of the parvenu César Birroteau in Honoré de 
Balzac’s eponymous novel set during the Restoration. The entrepreneurial parfumier 
famously progresses to deputy-mayor and becomes a member of the Légion d’honneur 
but his finest moment was the day he confronted the Republican Napoléon Bonaparte 
on the steps of the church of Saint-Roch in Paris in the aborted royalist uprising of 
13 Vendémiaire of the year IV (5 October 1795). During the Restoration, it was per-
fectly possible to reconcile an ancient form of politics with a fundamentally modern 
form of economics.

Correspondingly, in some respects, little had changed in the art world. Painting, 
particularly conveniently sized and conveniently priced quotidian landscapes made to 
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suit a middle-class mentality, continued to be made and sold in large quantities as they 
had been during the Republic and Empire. Caught up in the art market’s rapid expan-
sion, David’s ex-student and now art dealer Jean-Louis Laneuville (from whom César 
Biroteau might have learned a thing or two) spoke of ‘a renaissance’ in French art 
brought about by the ‘peace loving government’. In this case, however, he attributed 
the renaissance to the bourgeois consumption of art rather than the kinds of high-
minded institutional patronage most conservatives had in mind.73 Expenditure on the 
arts, he assured collectors, was a safe and legitimate form of luxury, a worthwhile 
investment with little risk of loss.74 In the absence of an academic system of valor-
izing landscapes – the motive behind the Académie’s support for paysage historique –  
Lanueville stepped in to outline an alternate narrative constructed around painters’ 
patience, integrity and intuition. In the absence of any other political or religious func-
tion – what Pierre Bourdieu terms ‘legitimacy’ – these virtues, as I go on to show, had 
no purpose other than to lend pictures a symbolic value where the picture became the 
psychic embodiment of the painter. It is hardly surprising that one conservative critic’s 
guide to collecting pictures complained of the ‘absence of a solid base for apprecia-
tion’. Academic policy on the arts and by extension its support for landscape painting 
after 1814 had to negotiate a path between these two points of reference: an intensely 
conservative vision of French culture predicated on the wholly impractical example 
set by the classical past and recognition of the day-to-day exigencies of making art in 
an overheated cultural economy fuelled by middle-class consumption. It was in this 
context that both the apologists for historical landscape and their opponents argued 
the case for and against the genre. 

The idea that the government might support historical landscape painting first 
appeared in the early 1790s but came to nothing after Thermidor, when official poli-
cies on the arts took a sharply conservative turn.75 Plans to support the minor genres 
were revived in 1815 although the path to recognition was neither straightforward 
nor singular. At stake were two kinds of academicism, Quatremère’s highly con-
servative position and the more pragmatic approach taken by Vaublanc and Joachim 
Lebreton, Quatremère’s predecessor as permanent secretary until his replacement after 
the Second Restoration. At its most extreme, Quatremère’s position was not much 
different to that set out a few years earlier in the ‘Essai historique sur l’art de pay-
sage a Rome’. Landscape was a quintessentially modern genre, he argued. The Greeks 
knew nothing of landscape and the Romans only used it as a form of decoration. 
Correspondingly landscape did not warrant support from the Académie. For Vaublanc 
and Lebreton, however, it was clearly the Académie’s task to offer a model for artists 
but there was little room for theoretical casuistry. Landscape painting’s newfound 
ubiquity vividly demonstrated the need for some kind of academic leadership to guide 
painters and to set standards in the genre. The matter was only partially resolved after 
the duc de Berry exercised his droit de seigneur and petitioned the Académie to sup-
port a period of study in Rome for his protégé, one of Valenciennes’ students, Achille-
Etna Michallon.76 The first academic prize for landscape was announced in 1816, the 
Prix de Rome en paysage historique. Even so, in January 1817, conservatives forced 
an eleventh-hour concession to ensure that the competition ran only once every four 
years for fear of producing a genre for which there was no demonstrable need.77 It 
is significant that the subject of production without need – an increasingly common 
concern in art criticism of the period – began to affect not only the hyper-production 
of small commodified landscapes, but also academic art. 
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How did historical landscape find a place for itself within these points of institu-
tional and critical reference? Broadly, the principles of historical landscape painting 
were well known to the Parisian world of arts and letters. Painters were to capture 
an idealized image of nature and to people it with figures taken from ancient his-
tory or literature, although more recently Valenciennes had increased the theoretical 
stakes significantly by insisting that the ideal in landscape was contingent only upon 
intellectual reflection of a literary nature contained within classical history or poetry. 
These principles took practical form in an academic competition first held in 1817 for 
historical landscape comprising a sequence of three progressively selective tests where 
students were required from memory to paint a tree (the concours d’abre), a sketch for 
a finished picture (the concours d’esquise) and a final finished composition comprising 
a landscape ‘du genre noble et historique’ with figures of no less than four and no more 
than eight inches high.78 Although diminutive, the figures were essential to historical 
landscape’s status as it was they who provided the essential histoire in paysage. The 
subject of the competition for 1817 was taken from the work of Diogenes Laertius, 
latterly retold by Jean de La Fontaine. Set out in some detail with a clear emphasis on 
histoire, painters were set the subject of: 

Democritus retired near Abdera (a maritime city of Thrace) in agrarian solitude 
where he devoted himself to anatomical studies in the hope of discovering the seat 
of human intelligence. The Abderitians believed him mad and invited Hippocrates 
to come and restore the sick man’s reason. Hippocrates, led by a few Abderitians, 
arrives and surprises his friend, who has been engaged in the aforementioned stud-
ies. It is this moment of the subject that must inform the landscape. The time of 
the landscape must be in the morning, the landscape must represent an agrarian 
site without dwellings. The city of Abdera is in the distance.79

Michallon won the competition’s final round; Antoine-Félix Boisselier came second 
and Alexandre Poupart received an honorary mention (Figure 4.7).

For so much of the nineteenth (and twentieth) century, the dead weight of academic 
prescription pitched against the liberating power of artists’ personal insights provided 
a narrative backbone to landscape’s place in nineteenth-century art history.80 Seen in 
the context of Restoration France, the points of critical distinction between those in-  
and outside ‘the Académie’ look alien by comparison. Disputes centred not around 
academic tradition and modernity but rather between an academic tradition felt more 
keenly now than for some time in the past and the influence of a bourgeois free market 
economy of the arts. The proliferation of the minor genres, long seen as the result of 
the pernicious influence of an ill-informed middle class, was a particular worry. For 
many conservatives the practice of the minor genres was permissible only when under-
taken by history painters. History painters had a command of art in its highest form 
and might occasionally practice a minor genre as a distraction. This was not so much a 
support for landscape, but more a concession to history painters who might sometimes 
want to emphasize a picture’s backdrop at the expense (but never to the exclusion) of 
human action. Poussin’s landscape paintings were seen in exactly this way. Historical 
landscape was seen by Quatremère as a ‘supplement’, an occasional diversion for his-
tory painters, but he thought it was too ‘sub-divided’ to stand as a genre in its own 
right.81 By contrast, Etienne de Jouy writing in the Bonapartist Minerve française 
deplored both picturesque and the heroic styles of landscape painting, provocatively 
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questioning even Poussin’s example. Rather, landscape’s best hopes lay in the modern 
depictions of heroism found in Alexandre-Hyacinth Dunouy’s work and particularly 
in Louis-Philippe Crépin’s highly tendentious painting of the skirmish of 1803 between 
the French and English frigates, La Poursuivante and Hercules. Here was an example 
of ‘gloire nationale’ painted by ‘a citizen’ when so many others had been reduced to 
the ‘ranks of painters and sculptors’.82 Louis-Pierre Baltard’s report to the Académie 
made a similar point. Historical landscape ‘was a parasitic branch on a great tree’, 
its aims ‘pompous and illusory’, and he questioned why painters were not trained 
in geography and geology and sent on diplomatic missions rather than to Rome.83 
Perceptively, one critic saw the highly prescriptive conditions under which historical 
landscape painting as essentially modern. Historical landscapes were made in response 
to a set of quite specific political and cultural conditions that were out of step with 
some of the ways in which the classical tradition had been seen in the past. 

Historical landscape painting might also be seen within the specific context of poli-
tics and visuality in Restoration France. As we have seen, there are numerous instances 
where romantic landscape painters and writers represented the trauma of the distant 
past as a way of sublimating the more recent memories of bloodshed and defeat. 
France was invariably present as a subject in such pictures but typically contained 
within the representation of ruins, the depiction of some far-off time and in some cases 
a form of reverse-ekphrasis where the substance of the nation is present only in the 

Figure 4.7  Michallon, Achille-Etna, Democritus and the Abderitains, 1817, 115 × 1.25 cm. 
École Nationale Supérieure des beaux-arts, Paris (Courtesy Réunion des musées 
nationaux). 
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visual representation of books the reader is never permitted to read. It is not a huge 
leap from the processes of historical sublimation taking place in the romantic images 
of the voyages pittoresques to those found in the theoretical underpinnings of pay-
sages historiques. Seen from Valenciennes’ vantagepoint, historical landscape painting 
required a radical denial of vision and the explicit instruction to see the world through 
closed eyes. Of course, in practice, we know that the execution of historical landscape 
painting demanded a detailed study of the natural world as demonstrated by numerous 
preparatory sketches made by historical landscape painters, not least by Valenciennes 
and Michallon.84 But practice is not the point. In theory, historical landscape required 
the visualization of the work of poets and historians active in a world that no longer 
existed, one that embodied a peak of cultural achievement that the modern France 
might imagine but never match, a systematic form of forgetting through the denial 
of both French space and French time. In historical landscape painting, the figure of 
France as a referent for landscape painting – even old France, the France of crumbling 
châteaux, ghosts and still-active volcanoes – is effectively abandoned for another time 
and another place that exists beyond the world of sight. 

It is worth pausing to think about the cultural reconfiguration of blindness in 
Restoration France and its possible connections to forms of historical contain-
ment or repression. Blindness, as William J. Paulson observes, was effectively 
‘ desacralized’ by the Enlightenment. No longer seen as a means of conferring a com-
pensatory form of insight or prophesy on its victims as Homer (himself blind) did 
with the person of Tiresias, Sophocles with Oedipus, Apollonius of Rhodes with 
Phineas and so on, blindness became an identifiable physiological defect that might 
in some cases be cured.85 In early nineteenth-century France however, blindness, 
as Paulson notes, was subject to a form of re-sacralization where the absence of 
physical vision once more pointed to the faculty of an internalized, transcendent, 
sometimes divine, insight beyond the realm of the everyday experience. In many 
instances a sightless, internalized vision, Paulson argues, gave the seer a capacity to 
reflect upon a world in an earlier, originary state. He speaks, among other examples, 
of André Chenier’s Aveugle, posthumously published as part of his Œuvres com-
plètes in 1819, in which the exiled Homer finally finds sanctuary and recognition in 
a city-state where his blindness is seen as a sign of a divine insight into a world lost 
to the present.86 Through this early nineteenth-century reading of the classical myth, 
blindness, Paulson argues, provides insight into a ‘historical origin, lost and forever 
separated from the present by the passage of irreversible time’, one we access, he 
insists, not through vision but ‘language’.87 Paulson is concerned almost exclusively 
with French literature. But it is here perhaps that we can find a connection to the 
configuration of the past and the denial of vision in painting. From the perspective 
of historical landscape, it is tempting at this point to insert the category painting in 
place of Paulson’s articulation of poetry as a conduit for sightless insight. But this is 
perhaps to underestimate the degree to which paysage historique, at least historical 
landscape painting in its most extreme Winckelmannian form, was rooted in a his-
torical moment that remained radically inaccessible to the present. For Valenciennes, 
there is an insistence not just on the primacy of the past over the present as a subject 
for painting, but also the primacy of language over sight. To try to envision the 
classical world through painting, through sight – as Claude Lorrain had done in 
Valenciennes’ description of his classical landscapes in the Élémens – was to make 
a fatal concession to the sensible as a subject for landscape, even a sensibility to 
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the visual beauty of the Roman campagna. The search for a foundational literature 
located in the classical past does not, Paulson notes, require that poets blindfold 
themselves or put out their eyes so as to write in the manner of Antiquity. But this 
is precisely the prescription offered by Valenciennes and it is not hard to see why 
it gained particular appeal during the Restoration. What better way for a radically 
conservative art to sublimate the present and honour the past than to make a whole-
sale denial not simply of memory, but of sight?

Consuming landscapes in Restoration France 

The debates, practices and critical responses prompted by the state’s support for historical 
landscape painting might be seen as another example of l’oubli, the inclination to repress 
memories of the Republic and Empire and by way of compensation find common cause 
with the art and the politics of the distant past. It is questionable, however, whether the 
60 or so painters who participated in the four competitions held during the Restoration –  
a small fraction of those listed in trade directories of the period – would have had much 
sympathy with the finer points of paysage historique.88 Quite how small a proportion is 
hard to assess. A comment in the petites annonces of the Journal des Dames of 1824 esti-
mated that artists outnumbered bakers in the capital by sixty-to-one and that there must 
be 4000 painters active in the capital.89 Whatever the exact proportion, trade directories 
of the period indicate that the profession had expanded significantly over the previous 
few years. The Almanach de commerce de Paris for 1827 lists some 200 landscape 
painters, about a third of the profession.90 It is clear that for all of the professional and 
theoretical weight put on the shoulders of historical landscape painting, it emerged as 
just one among a range of professional opportunities open to landscape painters active 
in the Parisian cultural economy, one dominated, as conservative critics so often com-
plained, by the production and consumption of commodities. Quatremère, writing with 
some prescience in the Considérations morales sur la destination des ouvrages de l’art 
of 1815, spoke of some of the ways in which the arts when stripped of any socially or 
morally utility – a ‘utility’ that at its finest is found in Greek art – are subject to a form 
of sclerosis where they become an ‘object of luxury or curiosity’ that appeals only to the 
senses.91 Under these circumstances, he concludes, it would be better to neglect the arts 
than to reduce them to ‘society’s playthings’.92 Quatremère was not alone. Pierre-Marie 
Gault de Saint-Germain, Edmé-François Miel and Etienne de Jouy each bemoaned the 
turn that arts had taken during the Restoration and complained of painting’s ‘sterility’, 
its reduction to a vulgar commodity made to line artists’ pockets.93

The intrusion of objects of luxury or curiosity into the sphere of the fine arts is 
particularly apparent in the life and work of the landscape and genre painter André 
Giroux, winner of the Prix de Rome for historical landscape in 1825. Like many paint-
ers, Giroux turned his hand to a variety of genres, a practice common among the lower 
echelons of the capital’s artists since the early eighteenth century.94 Between 1819 and 
1829, Giroux submitted some 12 pictures to the Paris Salons including genre paintings 
of rural life, ‘landscapes after nature’ (with figures added by his contemporary Xavier 
Le Prince), a promenade in the Parc Monceau, of 1822, a historical landscape and the 
story of Orpheus and Eurydice in 1824.95 Critics broadly liked Giroux’s work. But 
only with qualification. Auguste Jal, writing in 1824, noted that his paintings resem-
bled too closely the work of ‘Flemish masters’ and might easily be taken for copies.96 
Copies, forgeries and pastiches, particularly smaller landscapes and genre paintings, 



122 Blindness, amnesia and consumption 

continued to be imported into the capital in some quantity. Almost by definition such 
pictures had no obvious provenance and might easily be passed off as originals, a 
long-standing anxiety in contemporary guides to the overheated Parisian art market.97 
It was also said that the ill-informed bourgeois collector on whose intellect mimetic 
landscape and genre painting made few demands were thought particularly vulnerable 
to the ruses of unscrupulous dealers. One critical response to Giroux’s work jars but 
points to the operation of the essentially commercial sphere in which his work was 
seen. The correspondent for the Journal des artistes, writing in 1824, applauded his 
recent progress as a landscape painter not least while making ‘bijoux to amuse chil-
dren of all ages’.98 This perhaps less-than-generous swipe casts an instructive light on 
the profession’s lower echelons and the place of landscape painting not so much on a 
register of art – history painting at one end of the spectrum, the minor genres at the 
other – but one determined by consumption, with landscape and the minor genres at 
one end of the spectrum and objects of luxury and curiosity at the other (Figure 4.8).

During the Restoration, the Giroux were best known in Paris not as painters, but 
for their establishment on the rue de Coq Saint-Honoré selling artists’ supplies and 
objets de luxes – bronzes, decorative papers, toys, playing cards, and optical instruments – 
and paintings and prints, available for sale or rent. Integral to the display were paint-
ings by old and modern masters, portfolios of engravings and coloured lithographs. In 
the winter of 1822, the popular weekly journal Le Reveil described a family’s visit to 
the store’s seven salons and with them their passage from a world of commodities to a 

Figure 4.8  Giroux, André, View of the Gresivaudan Plain near Grenoble: morning effect, 1834, 
oil on canvas, 102 × 147 cm. Louhans, Musée Municipal, France (Courtesy Réunion 
des musées nationaux). 
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world of art, or more accurately, a world of art in commodified form deprived of any 
rapport utile that appealed only to the senses. Here, in a state of seasonal delirium, 
our family encounters a bewildering range of objects, a ‘little artist’s easel’: a screen to 
protect the complexion of young women from the heat of the hearth decorated with 
a scene from the park at Saint-Cloud and a collection of pictures all for sale for those 
who want to start a collection on a budget.99 

The selection of pictures on offer to the Giroux’s clients was formidable and it is 
easy to see why contemporary tourist guides to the capital compared the collection 
to those of the duc d’Orléans, the duc de Berry and the comte de Sommariva, some 
of the best in the capital.100 The Giroux’s Exposition des tableaux anciens et mod-
ernes of 1816 listed well over 350 works by Italian, Dutch and French Schools, many 
by household names: Caravaggio and the Carracci from Italy, Rubens, Wouvermans 
and Gerit Dou from the Low Countries, Claude, Gaspard Poussin, Vernet, Demarne, 
Taunay, Swebach, Bruandet and Lantara from France.101 Several things singled out 
the works as commodities, such as the highly commercialized environment in which 
the paintings were displayed and the prospect that the collection – unlike those of the 
duc d’Orléans et al. – regularly changed.102 The pictures on offer were also conspicu-
ously small; remarkably few exceeded take-away proportions. Even the larger more 
intellectually ambitious sixteenth-century Italian pictures were measured in pouces 
rather than pieds. There were in addition doubts about the authenticity of some pic-
tures. Notes in the Giroux’s catalogue sometimes indicated that some attributions 
were in doubt. The picture’s originality was neither here nor there. Quatremère again 
put his finger on the point and noted that even work by Raphael might be debased 
into a commodity when taken out of its context and reduced to an object of financial 
exchange. Most conspicuously, perhaps, very few of the paintings in the collection 
came with much of a provenance and it is here that opportunities for art’s commodi-
fication increased exponentially. 

During the Restoration, it was increasingly common for landscape paintings to be 
made and consumed within a commercial sphere and for dealers to valorize works of 
art without an established place in an art historical canon, through the use of aver-
tissements, short narratives of an artist’s life and work.103 In the posthumous sale of 
the work of Jean-Louis Demarne, for example, we no longer encounter the ideologi-
cally driven painter of a Pax Napoleonica but an artist whose highly finished pictures 
evidenced patience, whose ostracism from the Académie (having been appointed as 
an agrée in 1783 he later failed to attain full membership) was said to have fostered 
a sense of creative independence and whose pictures were so sought after by an inter-
national community of collectors that they were the equivalent of banknotes dur-
ing a period in which the market was notoriously volatile.104 The catalogue of the 
posthumous sale of 1829 recalled his international celebrity and patriotism. Dealers 
also warned of the clamour for Demarne’s pictures among spéculateurs following the 
painter’s recent death. For good measure, the catalogue included a transcript of the 
eulogy read over his grave where we learn of the fecundity of Demarne’s imagination, 
one so great that he never followed the example of a master.105

Other painters were subject to similar treatment. The sale of the collection of 
the rouennais lawyer Paul de Saint-Victor of 1822 included the work of the late-
eighteenth-century landscape painter Simon-Mathurin Lantara among an impressive 
collection of seventeenth-century Dutch and modern French works106 (Figure 4.9). 
Lantara was hardly a household name in the 1820s but he was sufficiently well 
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established to take on several pupils and to contract Vernet to add figures to his 
work. His work appeared at the Exposition de la jeunesse in 1771 and 1773, post-
humously at the Salon de la corespondances in 1783, and in Parisian sales catalogues 
throughout the Restoration. In this sense, Lantara’s work is typical of a rump of 
artistes-peintres working independently in the capital. In the hands of Pierre Roux 
de Cantal, the art dealer who oversaw the sale, we find another Lantara: the simple-
hearted, untutored painter, an artist without a past whose works were sustained by 
his own love of nature. ‘A modern Claude’, Lantara’s pictures, we learn, fell victim 
to the debased tastes of the ancien régime. Delicate, melancholy, landscape’s answer 
to La Fontaine, he appeared ‘all at once, like a miracle in the capital, that great thea-
tre of the arts’.107 In this case the artist’s intuition is matched by that of his collector 
who, unlike the learned mécènes of the past, assembled his collection as the result of 
a natural taste rather than connoisseurship. This was the only expression of luxury 
in a collector who was otherwise ‘as sober as a Spartan’, whose taste and virtue were 
above reproach.108 Gault’s response to the machinations of the art market was not 
directed specifically at Roux but it might have been. He complained bitterly of the 
numbers of painters who had flocked to the city, the correspondingly large quantities 
of poor quality pictures circulating in the capital, the demise of the great amateurs 
of the old regime and their succession by ‘a crowd of riches egoistes’, who speculate 
without knowledge or taste, and the ‘exaggerated descriptions’ of works of art that 
are praised without justification.109 

Figure 4.9  Lantara, Simon-Mathurin, Landscape by Moonlight, c. 1780, oil on wood, 160 × 19 cm. 
Musée du Louvre, Paris (Courtesy Réunion des musées nationaux).
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In the absence of what the French sociologist Pierre Bourdieu termed ‘external 
sources of legitimacy’, the social, political or religious imperatives driving the produc-
tion of works of painting and sculpture, the arts were subject to other, largely com-
mercial ‘institutions of consecration’.110 Seen from the vantage point of Restoration 
Paris, art’s process of re-consecration into a commodity depended on a number of 
factors. The overheated cultural economy and the circulation of capital Nicolas Green 
describes, the production of large quantities of small-scale pictures and their sale in 
the art galleries and salerooms of Paris were collectively instrumental in erasing land-
scape painting’s political utility.111 Here, art, like so many other commodities, became 
a means of absorbing surplus capital. And it is no accident that during this period 
many art dealers – Thomas-Bon Henry, Lebrun, Paillet, Lanueville, the Giroux and 
some 30 others – operated from premises close to the passages, the network of covered 
shopping malls stretching north from the Palais Royal to the Boulevard Montmartre 
adjacent to the financial quarter. It was here, according to Walter Benjamin, that the 
capitalist process of commodity fetishism first became evident. Benjamin explains how 
the artefacts on display – and here we can certainly include art – functioned according 
to a set of prescribed rituals that determined the way in which the ‘commodity fetish 
wished to be worshipped’, effectively the new rules of appreciation by which con-
sumers might recognize an object’s symbolic value.112 Indeed, for Benjamin, the ideal 
places for this process of commercial veneration were the ‘dream-like’ spaces of the 
passages in which consumers were immersed in a heterotopic world of display. 

It is not difficult to find our way from Benjamin’s passages back to the inflated 
descriptions found in art dealers’ avertissements and to see within them a new dis-
course of consecration prescribing exactly how works of art might be worshipped. 
In this instance, an artist’s reputation blighted by the perverse tastes of a discredited 
regime, suddenly to be rediscovered in better, more enlightened times, a painter’s pat-
riotism, his insouciance, sobriety and patience, his celibacy even, are variously used 
to fabricate a new vocabulary for art appreciation in which the painting effectively 
becomes the conduit of its author’s personality. We find a curious kind of abstraction 
at work where the subject matter of landscape and the representational space it mobi-
lizes are extracted from the act of looking at a painting. Arguably subject matter was 
extracted from landscape painting during the ancien régime when cheaper French 
landscapes were shown as pendants to their more expensive Dutch counterparts. 
Here, a picture’s referent was no longer the park at Saint-Cloud, the Fontainebleau 
forests and so on, but its visual proximity to another object of commercial value, 
a notoriously expensive Dutch landscape painting. During the Restoration, how-
ever, this process of abstraction intensified. To possess a landscape by Demarne or 
Bruandet was no longer to possess a pictorial space but rather to possess something 
of the painter’s personality reified as art. Benjamin anticipated precisely this point. To 
worship a commodity demanded a form of intoxication on the collector’s part where 
the picture comes alive through a repurposed act of looking, looking at the painting 
rather than the landscape. Here, in what Andrew Benjamin described as the ‘unmoor-
ing of metaphysical substance’ – the separation of the kinds of substantive values we 
might have found in Bourdieu’s conception of ‘legitimate’ art, or Quatremère’s rap-
port utile – we are left with art circulating in the enchanted temple of the passage on 
offer to the intoxicated.113 For those on a budget who can’t afford an original work 
of art there is always the chance to buy a reproduction, which with a coat of varnish 
and placed under glass and set in a gilt frame looks just like an original.114 In this 
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state, however, the original has no life other than the one it acquires through the act 
of consumption.

As with other forms of landscape representation, those found during the Restoration 
came in a variety of forms and again it is hard to speak of a single form of spatiality 
or a coherent programme of spatial representation. The lithographs, narratives and 
typefaces contained in the voyages pittoresques, the immersive technologies of the 
Diorama, the conservative prescriptions of the newly restored Académie and art deal-
ers’ commodification of landscape painting each contributed to the construction of a 
politicized spatiality that turned viewers’ gaze inwards but did so in a wide variety of 
ways. In each instance, however, there is a desire – sometimes implicit, at other times 
quite explicit – to separate the nation from its recent history, to relocate it in a long 
distant past and to ensure that the past is apprehended largely through sentiment 
rather than intellect. In instances when the arts have recourse to the intellect – as with 
the highly theorized work of Quatremère and Valenciennes – intellectual speculation 
became intensely abstruse and is once more used as a form of lament for a lost classical 
age. In most cases, the spaces we encounter during the Restoration are rarely available 
for verification; when we visit them, they require again not a rational assessment of 
material space but some form of sentimental immersion where the fabric of France is 
kept at arms-length. And it is this sense of immersivity that connects the spaces of the 
voyages pittoresques and Diorama with those of the Paris passages where the rituals 
of bourgeois consumption also unfold in a magical space set aside from the day-to-day 
operation of the city. Clearly, to suggest that modernism has a single point of origin 
is to collaborate in its own mythology. The conditions of modernism – an art without 
purpose driven by the instincts of an alienated profession deracinated from economic 
and social life, one that articulates its own uselessness through a form of expression 
no right-thinking bourgeois can possibly understand – are dispersed throughout nine-
teenth-century Europe and later the United States, and rooted within a widely con-
trasting range of specific political and social contexts. However, if modernism may 
not have its origins in Restoration France, then certainly one or two of its component 
parts – parts that are later combined to make a modernist vein of art history – begin 
to be identifiable in the 1820s. As we have seen, in the hands of the capital’s art deal-
ers, many pictures no longer had a social or political utility and some were even seen 
as abstract forms of art, a conduit for nothing other than artistic feeling. Increasingly, 
those pictures that have a purpose – works with a political axe to grind or those made 
to appeal to a middle class – are increasing disparaged. By way of a conclusion, it is to 
a genealogy of modernism that first emerged in France in the 1830s that I want finally 
to turn.
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Around 1830, a few French art critics began to recognize a new form of landscape 
painting. The collector, diplomat and natural historian Félix-Sebastien Leaves de 
Conches, writing in the new liberal cultural journal L’Artiste, spoke of the sad uni-
formity of paintings made in the first quarter of the nineteenth century but noted how, 
after 1830, a ‘new school’ had emerged where individual aesthetic conviction now 
became the driving force in French art.1 The assertion that such painting might serve 
as a vehicle for aesthetic instinct was a potentially radical one. It set itself in opposi-
tion to the Académie’s founding principle that the arts were governed by prescription 
and historical precedent, to middle-class predilections for highly finished picturesque 
paintings made to gratify the senses and to the idea that art should be put to the ser-
vice of the state. In short, the apologists for a new school of landscape seem to have 
set themselves against the entire machinery for the production, circulation and use of 
painting over the best part of the last four decades. 

In many cases, the Parisian art world’s demands for reform in the arts were thought 
to go hand-in-hand with the political changes brought about by the collapse of the 
administration of Charles X, the last Bourbon king of France deposed in the Revolution 
of July 1830. In the late 1820s, Charles’ administration took an increasingly author-
itarian turn. Following inconclusive elections in June 1830, Charles suspended the 
Constitution, dissolved the recently elected Chamber of Deputies and imposed press 
censorship. Police raids on the offices of several prominent newspapers prompted a 
popular uprising. Negotiations between members of the suspended Chamber and the 
king failed to secure the restitution of the Constitution and after several days of public 
unrest, Charles abdicated. The Chamber of Deputies asked Louis Phillipe d’Orléans –  
a member of the cadet branch of the Bourbons and a known liberal – to take his 
place. Jules Janin, theatre correspondent for the Journal de Débats and a member 
of the L’Artiste’s editorial board, wrote a ringing declaration of French art’s mission 
under the new regime.2 Art was too important to be politically partisan; rather, it was 
a greater expression of ‘the soul’. For artists to subject themselves to the norms of 
bourgeois life constituted a ‘living death’. Art thrived on heightened emotion: it was 
‘love’, ‘life’, ‘vengance’, ‘terreur’. The artist’s task was to awaken ‘the people’, ‘to sing 
of a liberty that frees slaves, that punishes the powerful, that supports the weak’.3 In 
the spirit of political liberty that had once more overtaken the nation, this injunction 
applied to all artists, those ‘at court’ and those in the ‘garret’, to those working in the 
fine and applied arts.4 Gustave Planche’s review of the Salon of 1831 was more reflec-
tive in tone. The Revolutions of 1789 and 1830 were both the result of social and 
intellectual idleness, he maintained. With the Revolution of 1830, society was now in 
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the throes of economic, industrial and political renewal and art had a key role to play, 
rejuvenating the nation’s cultural life. Quite when this new cultural ‘Eldorado’ would 
occur and importantly what art might look like when it arrived were hard to say but 
Planche was clear that it was coming soon, perhaps in ‘a couple of years’.5

What did the landscapes associated with the new school look like? Charles 
Lenormant, lawyer, philologist and a minor official in the Ministry of Fine Arts dur-
ing the Restoration, noted that this vein of French landscape painting had no ‘a priori’ 
system other than the conceptual integrity of its members and identified the young 
Théodore Rousseau’s picture View from the Granville Coast shown at the Salon of 
1833 as an example of the recent turn taken by French landscape6 (Figure 5.1). In 
some respects, we have seen this type of painting before. Images of the Normandy 
coast had been part of the well-established repertoire for landscape painters during 
the early 1820s. Rousseau, one of Alexandre Pau de Saint-Martin’s students whose 
entry to the Prix de Rome for historical landscape of 1829 had been rejected at the 
first round (he apparently fled from the competition in a state of distress), made a 
number of topographical studies.7 In this instance, however, the picture’s composition 
and facture discouraged any kind of picturesque or topographical identification. The 
Normandy coast is visible but only at a distance, and small figures are set within a 
mass of broadly painted foliage. Rather, it was the facture, the ‘freshness’ and ‘vigour’ 
of the picture’s execution that seem to have exercised the minds of critics. Georges 
Laviron spoke of the way in which the French countryside had been painted in a ‘large 
and easy style’ although worried about the painting’s heavy ‘empâtement’, passages in 
which the paint appeared to be applied too thickly. The work of another luminary of 
the new school, Rousseau’s contemporary Paul Huet, also distinguished itself from the 
‘mannered’ approach of many of his contemporaries. In following so unsystematic a 
method, his compositions were thought to lack ‘scientific’ principle. Huet’s painting 
had ‘originality’, ‘force’, ‘une poésie méditative’, but the work was too abstract, his 
colours were said to have a jewel-like consistency where ‘everything seemed to be on the 

Figure 5.1  Rousseau, Théodore, View from the Granville Coast, oil on canvas, 1833, 85 × 165 cm. 
State Hermitage Museum, St. Petersburg (Courtesy Bridgeman Images). 
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same plane’. In short, the picture took on another modern characteristic: it looked flat.8 
When, a few years earlier, the duchesse de Berry, a keen collector of modern genre and 
landscape painting, received a work commissioned from Huet, Le Cavalier (Figure 5.2), 
she returned it on the grounds that it was too ‘literary’, too ‘severe’.9 Quite what she 
meant is unclear but like so many others she found it hard to put her finger on the new 
turn taken by some French landscape painters. There were clearly identifiable schools of 
French landscape: the work of Giroux and Demarne and the far more ascetic turn taken 
by the late Michallon and his contemporaries. The new school, however, was much 
harder to classify. Neither one thing nor the other, it was said to be stuck in a critical 
‘purgatory’.10 A second review in L’Artiste, this time dedicated exclusively to landscape 
painting, explained the new spirit that had overtaken the genre a bit more positively.

A revolution had taken place in landscape painting like the other branches of art. 
Paintings of conventional nature, those respectable well-made landscapes, well kept, 
somewhat stilted, without brambles or thorns, with their well-ordered compositions 
have all but disappeared from the Salon. It is nature, nature as she is that today’s land-
scape painter tries to capture, and each work, rather than working with an established 
mould, in a counterfeit style of Poussin, carries the individual imprint of the painter’s 
talent; in a word, every work is in a vein that exploits nature’s rich resources.11

We should not be too distracted by art criticism’s lofty tone. During the July Monarchy, 
the Salon continued to provide an opportunity to tilt at the pretentions of artists 

Figure 5.2  Huet, Paul, Le Cavalier, 1821, oil on canvas, 50 × 72 cm. Musée de l’Oise, Beauvais. 
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and critics and the incomprehension of the public. And, as before, some of the least-
nuanced criticism offers the most instructive insight into public perceptions of the 
arts. In one review, M. Crouton au Salon de 1831, two visitors, Cadet le-Blague – 
roughly translated as ‘young joker’ – tours the Salon with one Crouton, a would-be 
artist but better known as the sign-painter responsible for the picture of the pig’s 
head that hangs in a charcuterie on the rue Sainte-Marguerite.12 In some ways, the 
review is conventional: another parvenu painter muscles his way into the profession 
dominated by hacks – Crouton tells us he spent at least eight days as a student in 
Jacques-Louis David’s studio – and affects the tastes and pretentions of his betters. 
Now, however, the critical affectations have taken on an altogether more progres-
sive and polemical tone. The Salon, we learn, is full of pictures celebrating the July 
Revolution – the new king receiving the Charte flanked by the figures of Liberty and 
Justice, a veteran of the July uprising shot in the chest, the fluttering tricolour in the 
hands of Liberty and so on. Cadet points out one picture, Pierre-Numa Bassaget’s Night 
of the 29th and 30th of March 1814 in which veterans from the recent campaigns in 
Prussia are shown destroying the trophies captured on the battlefield to save them 
from recapture by the invading allies days before Napoléon’s abdication.13 The picture 
(now lost) has more than its fair share of faults, Cadet concedes. But its subject fills 
his heart with pride and its various shortcomings should consequently be forgiven.  
‘I love the glory of my country’, Cadet explains. Crouton also loves his country but his 
patriotism is predicated on his love of art and art’s capacity to embrace liberty in a more 
abstract form. For Crouton, the subject of such pictures is of little importance. It is 
their formal execution, the choice of colour, the application of paint that matters most. 
Words, he explains, are of no consequence; the substance of the picture is best intuited 
through ‘the eyes’.14 The review is instructive. Set within the conventions of knockabout 
Salon criticism that date back to the early eighteenth century, we find discussions about 
an essentially modern problem, the respective merits of art made in the service of its 
country and a higher form of art, no less patriotic in many ways, but one in which the 
unfettered imagination of the painter is seen as the best guarantor of political liberty. 
As Terry Eagleton points out, an aesthetic appreciation of an autonomous art showed 
how human energies might serve as radical ends in themselves (Crouton’s point) which 
are the implacable enemy of the instrumentalist thought espoused by Cadet.15

Clearly, there is evidence of a new approach to landscape taking shape in Paris 
around the early 1830s. But we need to formulate it and its wider place within nine-
teenth-century French art, or rather late-nineteenth-century French critics’ views about 
early-nineteenth-century art, with care. Writing on the history of art’s autonomy in the 
nineteenth century, Mary Gluck has recently made a set of careful distinctions between 
art’s claims to autonomy, the popular concept of Bohemian life and the wider for-
mulation of modernism later in the nineteenth and twentieth centuries. Importantly, 
Gluck also points to the connections between the Bohemian idea of artists’ creative 
autonomy and its manifestation in popular culture.16 As we have seen throughout 
this book, the affectations of artists and critics were often reflected in popular comic 
theatre. Nonetheless, seen from the perspective of some art critics writing at the end 
of the nineteenth century, 1830 may well have constituted a significant moment in 
landscape’s emancipation. It marked the start of a trajectory of radicalism within the 
genre that found successive form in the work of Rousseau, Corot and Huet, later Jean-
François Daubigny, Jules Dupré, and later still Claude Monet and Camille Pissarro, 
a succession that later became the backbone of modern art in the first half of the 
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twentieth century. Throughout this period, critics were often quite clear about the 
conditions of landscape’s liberation.17 Writing in 1889 on the work of Georges Michel 
(we met him originally as a debutant of the Salon of 1791), the art critic Paul Mantz 
spoke of a change in the appearance and function of the painter’s work, a shift from a 
popular but ‘timid’ style made to appeal to middle classes, to a second ‘insurrectional’ 
manner where the paint was applied in coarse swathes of pigment.18 Seen from this 
late-nineteenth-century art-historical perspective, Michel’s trademark gestures again 
tell us little about the subject matter of his landscapes but much about the creative 
vigour of their author (Figure 5.3). Mantz identified similar changes in the works of 
another founder of the modern school, Corot. He first worked within the institutional 
constraints of the Académie but his most significant works were to come later and 
were again said to be driven by instinct, ‘born from the soul’ and seen as signs of the 
painter’s ‘perpetual youth’.19 

Other critics followed suit. The teacher, journalist and art historian André Michel 
writing on the Exposition Universelle of 1900 looked back a little further for the ori-
gins of French landscape to the Salon of 1824 and spotted the same teleological pro-
cess of art’s emancipation.20 For Michel, the process of landscape’s liberation started 
with the work of ‘isolated’ communities of painters active in Paris, among them Xavier 
Le Prince, Dunouy, Brunadet, André Jolivard and Demarne.21 The exact nature of their 
isolation is unspecified; as we have seen, back in the early 1800s, the painters identi-
fied were professionally quite successful. But again, it seems that ‘isolation’ was now 
a necessary condition for membership of the School of 1830. It served as proof that 

Figure 5.3  Michel, Georges, Thunderstorm, c.1830, oil on canvas, 48 × 63 cm. Musée des 
Beaux-Arts, Strasbourg (Courtesy De Agostini Picture Library/Bridgeman Images).
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the base exigencies of a world touched by the instrumentalization Eagleton and Cadet 
had in mind had been left behind. As with Georges Michel and Corot, commercial or 
institutional recognition needed to be erased to show that painters were capable of 
making autonomous art in its very highest form. Those concerned were thus recast 
as forgotten, disparaged or marginalized, setting them in an albeit imaginary oblivion 
making them ready for a staged reclamation in more enlightened times. The political 
context to this process of artistic reclamation is clear. The French Revolution’s cente-
nary marked the moment when a self-confident liberal nation could look back on the 
political and artistic struggles of the last 100 years with a degree of magnanimity. The 
nation might celebrate its revolutionary heritage but could now do so safely with the 
realm of art. Gustave Larroumet, writing in 1895, noted how the political merit of 
landscape painting during this period rested not so much on some tendentious politi-
cal or artistic theory – the last 100 years had more than its fair share of both – but 
on a painter’s insight as evidenced in a picture’s ‘execution’. Primed with such insight 
and stripped of its narrative content, landscape painting had the invaluable capacity 
to reconcile factional disputes in art and politics. It is perhaps for this reason, he con-
cluded, that the government’s preference ‘leans towards landscape, and sets aside more 
expressive works’.22 

In some ways, French landscape painting’s course through the nineteenth century 
offers a pleasing point of closure for this book. After 1830, the most progressive form 
of landscape painting no longer reconstituted the world as an imagined social or politi-
cal space, be it the sequestered spaces of the aristocrat, the boundless horizon of the 
revolutionary fête, the totalizing view of the Imperial eye, the internalized space of a 
traumatized nation and so on. Rather, landscape became a platform for the expression 
of the unjustly marginalized authorial soul waiting in the wings to assume his rightful 
place within a modern pantheon of French art. (And qualifications for inclusion, are, 
as I have shown elsewhere, typically gendered.)23 Indeed, the Revolution’s centenary 
became an important moment in the construction of French art’s history, giving a 
modern teleology a quasi-official seal of approval. Here we might end. But the ques-
tion persists. As a bewildered journalist Hyacinthe Azäis put it, looking back on the 
recent history of France from the turmoil of the early years of the Restoration 1817, 
‘how is it going to end?’, ‘comment cela finira-t-il?’24 Is it possible, as Mantz and oth-
ers suggested, to make so clear a historical divide between what the French sociologist 
Pierre Bourdieu later termed an art of legitimacy, an art with a social, political or reli-
gious function, and an autonomous art, painting without purpose that articulates only 
the insights of its maker? Bourdieu was quite clear about the economic logic underpin-
ning the operation of these two distinctive fields, the production of works of art for the 
market on the one hand and the production of ‘pure’ works of art on the other. The 
production of pure art, Bourdieu argues, ‘acknowledge[d] no other demand than the 
one it can generate itself’.25 Typically, the importance of such works are recognized but 
only at the eleventh hour or posthumously, where after the symbolic cultural capital 
the work in question increases immeasurably as a result first of artists’ exclusion from, 
and subsequent reintegration into, art’s history. 

 We might see 1830 then not as a formative moment in the origins of modern 
French art and its path towards autonomy – an example of modernist historiography 
if ever there was one – but as an art historical category retrospectively re-engineered 
over several decades in the nineteenth and twentieth centuries. There is, then, a case 
for another more fragmented, nuanced and aporetic conclusion in which the tropes 
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connected with the course of modern art form part of nineteenth-century painting’s 
history but not at the expense of a more dispersed history of art. As we have seen, the 
conviction that the best art is made outside commercial and institutional constraints is 
not the exclusive preserve of the mid-nineteenth century. It strays beyond the bounda-
ries of normative periodization and can be found in commentary of French art long 
before 1830 and, significantly, long after. ‘Le Peintre’ in Carolet’s play Le théâtre de la 
foire ends with the rejection of the artist’s work by a potential employer and a strident 
assertion of the artist’s own genius, one that finds nourishment in a working-class bar, 
the cabaret. Le Peintre’s characterization emerges far too early, in Paris in 1737. Does 
modern art thereby have its origins in the early-eighteenth-century popular Parisian 
theatre? Certainly, Le Peintre is not alone. As I have shown elsewhere, the image of the 
down at heel cabaret had long served as an imaginary refuge for those whose profes-
sional self-worth outpaced their creative achievement.26 Careers may flounder in the 
world at large, but back in the cabaret, especially after a little too much to drink, the 
insights and dreams of those rejected or forgotten by the world at large temporarily 
have some credibility. From Charles-Guillaume Etienne’s play Le Café des artistes of 
1799 to New York’s Cedar Tavern over 150 years later – Abstract Expressionism’s 
‘cabaret’ – the bar was an essential part of the mise-en-scene for the production of 
autonomous art by deracinated painters.

This was certainly the case for the character of Lantara, modelled on the late-
landscape painter in Barré and Picard’s comic play of 1808, Lantara, ou le peintre au 
cabaret. Pressed to turn out work on demand by one ‘Jacob’, a Jewish art dealer (a 
common trope in eighteenth- and early-nineteenth-century commentary that resurfaces 
in right-wing art criticism in France in the 1930s27), Lantara sinks into depression. But 
when the painter turns to drink, ‘everything changes’.28 The whole world assumes 
the rosy hue of wine and the painter is reconciled with humanity. For the character 
of Lantara, making art in a world constrained by vulgar commerce – as Planche and 
Mantz might have put it – is a living death. But alcohol liberates the imagination and 
offers artists the possibility of renewed creative purpose. For the moment, however, 
the drink-fuelled antics of this deracinated group are typically seen as absurd. During 
the period covered by this book, declarations of genius are nearly always risible and 
sooner or later the painters implicated are exposed as charlatans. Curiously, order is 
often restored through the intercession of sensible women whose patience and com-
mon sense expose male painters as buffoons. Women thereby restore the domestic 
order that the autonomous production of art threatens to disrupt. Parisian comic thea-
tre is an essentially conservative form and the earliest incarnations of autonomy in the 
arts are invariably looked on with derision. 

As we have seen already, Lantara’s case stands out. After 1830, it was increasingly 
common for critics to conflate the personality of a painter with his work. But again, 
it is startling to note that the same preoccupations are also evident much earlier in 
the nineteenth century. References to two pictures in Pierre Roux de Cantal’s cata-
logue for the rouennais politician Robert de Saint-Victor of 1822 took issue with the 
calumnies heaped on the Lantara in Picard’s vaudeville. It was, Roux insisted, impos-
sible that so refined an art could be made by so base a personality.29 Something of a 
transition has taken place. It was common for dealers to sell eighteenth- and early-
nineteenth-century French landscapes as imitations of perennially popular and inor-
dinately expensive Dutch art. In this later context, however, the pictures’ referent has 
changed. Now, the integrity of the painter offers proof of a picture’s worth: as Roux 
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explains ‘his habits were altogether innocent’.30 Clearly, this is no more the (or even 
an) origin of modern art’s autonomy than Le Peintre’s declaration of unrecognized 
genius almost a century earlier. But it is another instance of what was later re-claimed 
as a key characteristic of the modern school of French painting appearing well before 
its time, integrated into other largely commercial discourses concerning art’s value 
that, from a modernist historical perspective, have been forgotten or repressed. After 
all, the very best art, as Mantz was later to point out, is cut loose from all practical, 
commercial or institutional imperatives. A generation later, the librarian and antiquar-
ian Emile Bellier de la Chavignerie built on Roux’s characterization of the painter in 
his Recherches historiques, biographiques et littéraires sur le peintre Lantara of 1859 
although the text is perhaps best characterized not as art criticism or a sales pitch but 
in this case as a meticulous work of local history.31 The pre-history of modern art, is, 
as Gluck rightly points out, multiform and shaped by more than a binary between 
high culture and low. 

Broadly, then, Le Peintre and Lantara, and many of their contemporaries, require 
us to look again at what might constitute art’s autonomy, to examine its brittle and 
fragmented character and its dispersion across a wide range of modes of writing about 
art. Modern art’s history – certainly in the way in which Mantz and his successors 
described it – generally does a poor job in showing how one period gives way to 
another and to the nature of historical change, and indeed that modern art’s history 
comprises several narrative layers. As Stephen Bann importantly points out, the issue 
is not when modernism begins or ends but rather the texture of history into which 
something termed modern is written and the operation of a ‘watershed’ that marks the 
boundary between the ebb and flow of one cultural regime and another.32 Writing on 
the place of Manet’s signature modernist picture Le dejeuner sur l’herbe, Bann speaks 
of the various sources on which the picture drew, some looking back to renaissance 
art – famously Giorgione’s Fête champêtre and the right hand passage in Marcantonio 
Raimondi’s Judgement of Paris – but importantly the picture’s reference to popular 
cultural sources. Taken together, Manet’s painting can be contextualized with refer-
ence to the art’s historical past, but it might also be set within what Bann describes as 
‘the shimmering cross currents’ that animate history’s surface: the comic, the popular, 
the antiquarian, the highbrow expressions of painting’s history that thicken the past. 
At the very start of this book, we arguably saw something of Bann’s shimmering his-
tory in the graphic surface of Jacques Barbeu-Dubourg’s configuration of the French 
Revolution found in the final pages of his Chronographie Universelle, where there 
were too much data to fit into a historical scheme. Seen as a primary source, the book 
makes for a compelling case for the aporetic as a figure of history and any attempt to 
write it as one freighted with contingency. 

But in answer to Azaïs’ question – ‘how is it all going to end?’ – and notwith-
standing the permeable boundaries between one political regime and another and the 
numerous instances of art historical leaks between them, there is perhaps something 
of a difference between the curricula vitae of landscape painters and the job of art 
after 1830 and before. Broadly, before 1830, it is the fabric of the landscape and not 
the fabric of the landscape painter that provides us with a primary point of historical 
focus, one that evidences the manifold formation, buckling and reformation of space 
as French visual culture works its way through the late eighteenth, nineteenth and 
twentieth centuries. 



 ‘Comment cela finira-t-il?’: A postscript 139

Notes
1 Nicos Hadjinicolau, ‘Art in a Period of Social Upheaval: French Art Criticism and the 

Problems of Change’, The Oxford Art Journal, vol. 6 (1983), no. 2, pp. 31–32.
2 Jules Janin, ‘Être artiste’, L’Artiste, vol. 1 (1830), pp. 9–10.
3 Janin, ‘Être artiste’, p. 10.
4 Janin, ‘Être artiste’, p. 10.
5 Gustave Planche, Salon de 1831 (Paris: Imp. De Pinard, 1831), p. 162.
6 ‘Paysage’, L’Artiste, vol. 5 (1833), pp. 159–161. See also Auguste Jal, Les causeries du 

Louvre: Salon de 1833 (Paris: Gosselin, 1833), p. 365.
7 Alfred Sensier, Souvenir de Th. Rousseau (Paris: Techener and Durand Ruel, 1873),  

p. 19.
8 ‘Beaux-arts – Salon de 1831’, L’Artiste, vol. 1 (1831), p. 210. See also ‘Peinture. MM Paul 

Huet, Delaberge, Cabat’, L’Artiste, vol. 5 (1833), p. 145.
9 René-Paul Huet, Paul Huet d’après ses notes, sa correspondance et ses contemporains 

(Paris: Laurens, 1969), p. 12. 
10 Hadjinicolau, ‘Art in a Period of Social Upheaval’, p. 33. 
11 ‘Beaux-arts: Salon de 1831’, L’Artiste, vol. 2 (1831), p. 1. Une révolution s’est opérée 

dans la peinture de paysage comme dans les autres branches de l’art. Ces paysages de 
nature, de convention, ces respectables paysages bien balayés, bien époussetés, sans ronces 
et sans épines, à lignes bien compassées, bien guindées, bien cadencées, ont disparu à peu 
près du Salon. C’est la nature, la nature telle qu’elle est, que le paysagiste s‘essaie à ren-
dre aujourd’hui, et chaque œuvre, au lieu d’être jetée dans une moule toujours analogue, 
marqué de la contrefaçon du cachet du Poussin, porte l’empreinte individuelle du talent du 
peintre; en un mot, chaque œuvre en général est un filon plus ou moins bien exploité de la 
mine si riche de la vraie nature.

12 M. Guillon, Crouton au salon de 1831 (Paris: Maldan, 1831), pp. 4–5.
13 Guillon, Crouton au salon de 1831, p. 4.
14 Guillon, Crouton au salon de 1831, p. 5.
15 Terry Eagleton, The Ideology of the Aesthetic (Oxford and Cambridge, MA: Wiley 

Blackwell, 1990), p. 9.
16 Mary Gluck, Popular Bohemia: Modernism and Urban Culture in Nineteenth-Century 

Paris (Cambridge and London: Harvard University Press, 2009), pp. 9–10.
17 Philippe Burty, Maîtres et Petits-Maîtres (Paris: Charpentier, 1877), p. 189.
18 Paul Mantz, ‘La peinture française’, Gazette de beaux-arts, 3rd series, vol. 2 (1889), pp. 

346–347.
19 Mantz, ‘La peinture française’, p. 350.
20 André Michel, ‘Les arts à L’Exposition Universelle de 1900: l’Exposition centennale: la 

peinture française’, Gazette des beaux-arts, 3rd series (1900), p. 289 and pp. 298–304. 
21 Michel, ‘Les arts à L’Exposition Universelle de 1900’, p. 303.
22 Gustave Larroumet, L’art et l’état en France (Paris: Hachette, 1895), pp. 17–18.
23 Steven Adams, ‘Signs of Recovery: Landscape Painting and Masculinity in Nineteenth-

Century France’, Steven Adams and Anna Greutzner-Robins (eds), Gendering Landscape 
Art (Manchester: Manchester University Press, 2000), pp. 13ff.

24 Hyacinthe Azäis, Comment cela finira-t-il? (Paris: Veuve Cellis, 1819).
25 Pierre Bourdieu, Rules of Art: Genesis and Structure of the Literary Field (Cambridge 

Polity Press, 1996), p. 142. 
26 Steven Adams, ‘First as Farce, then as Tragedy: Art, Vaudeville and Modern Art after the 

French Revolution’, R. Taws and I. Moon (eds), Time, Media and Visuality and the French 
Revolution (London: Bloomsbury Academic, 2019).

27 Camille Mauclair, La farce de l’Art Vivant (Paris: Nouvelle Revue Critique, 1930),  
pp. 139 ff.

28 Yves Barré, Louis Picard, Jean Radet and Pierre Desfontaines, Lantara, ou Le peintre au 
cabaret (Paris: Fages, 1809), p. 15.

29 Pierre Roux de Cantal, Catalogue d’un riche collection de tableaux des trois écoles qui 
composaient le cabinet de M. Saint-Victor (Paris: Roux de Cantal, 1822), pp. 136–137. 



140 ‘Comment cela finira-t-il?’: A postscript 

30 Roux de Cantal, Catalogue d’un riche collection de tableaux, p. 136.
31 Emile Bellier de la Chavignerie, Recherches historiques, biographiques et littéraires sur le 

peintre Lantara (Paris: Dumoulin, 1852), p. 67.
32 Stephen Bann, Ways around Modernism (London and New York: Routledge, 2007), 

pp. 49–50 and p. 53. 



I Archival sources

Archives du Musée national de la céramique, Carton Pb 2, liasse 1, Travaux de 1810.
Baltard, Victor, Observations sur le concours du grand prix du paysage historique et sur la 

nécessité de donner une nouvelle direction aux études en ce genre, Report to the Académie 
des beaux-arts, Paris, 29 June 1821, Archives nationales, AJ 52 439 III.

Institut de France, Archives de l’Académie des beaux-arts, Procès-verbaux for the Séances of 
January 22 and 27, 1817a.

Institut de France, Archives de l’Académie des beaux-arts, Procès-verbaux for the Séance of 
September 7, 1817b.

Institut de France, Archives de l’Académie des beaux-arts, 2 E 6, 6 July 1816.
Institut de France, Archives de l’Académie des beaux-arts, vol. 1, 1816–1817. Meetings of  

29 June, 10 August 1816 and 1 February 1817. 

II Primary sources

Adresse à tous les districts au sujet des papiers de la Bastille par un citoyen au District de Saint-
Germain des Prés, Paris: Vollard, 1789.

Adresse de projet de statuts et règlements pour l’Académie centrale, Paris: Imp. Veuve Valade, 
1790.

Almanach de commerce de Paris, Paris: De La Tynna, 1827.
Arrowsmith, John, Diorama, or Method of Exhibiting Pictures, London, 1824.
Asslineau, Charles, Notice sur Lazare Bruandet: peintre de l’école française, 1753–1803, Paris: 

Dumoulin, 1855.
Azaïs, Pierre-Hyacinthe, Comment cela finira-t-il?, Paris: Veuve Cellis, 1819.
Azaïs, Pierre-Hyacinthe, Jugement impartial sur Napoléon: ou considérations philosophiques 

sur son caractère, son élévation, sa chute, et les résultats de son gouvernement, Paris:  
A. André, 1820.

Barbeu-Dubourg, Jacques, Chronographie, ou description des temps, contenant toute la suite 
des souverains des divers peuples, des principaux événements de chaque siècle, Paris: Paulin, 
1839.

Barré, Yves, Picard, Louis, Radet, Jean and Desfontaines, Pierre, Lantara, ou Le peintre au 
cabaret, Paris: Fages, 1809.

‘Beaux-Arts, coup d’œil sur le Salon’, Décade philosophique, littéraire et politique, 1 October 
1801.

‘Beaux-Arts’, Journal de l’Empire, 1 November 1806.
‘Beaux-Arts’, La Décade philosophique, littéraire et politique par une société de républicains, 

10 October 1802.
‘Beaux-Arts: Salon de 1831’, L’ Artiste, vol. 2, 1831.

Bibliography Bibliography

Bibliography



142 Bibliography 

Bellier de la Chavignerie, Émile, Les artistes français du XVIIIe siècle oubliés ou dédaignés, 
Paris: Renouard, 1865.

Bellier de la Chavignerie, Émile, Recherches historiques, biographiques et littéraires sur le 
peintre Lantara, Paris: Dumoulin, 1852.

Bellier de la Chavignerie, Émile and Auvray, Louis, Dictionnaire général des artistes de l’école 
française depuis l’origine des arts du dessin jusqu’à nos jours: architectes, peintres, sculpteurs, 
graveurs et lithographes, Paris: Renouard, 1882.

Bonnefons de Lavialle, Georges, Catalogue des tableaux précieux, études peintes, dessins et 
croquis, livres de croquis, planches gravées, eaux fortes et lithographies de M. Demarne, 
Paris: Perignon, 1829.

Borel, Edmond, Le chant de la paix de Tilsit, Paris: Dufour, 1807.
Bruun de Neergard, Tønnes Christian, Sur la situation des beaux-arts en France, ou Lettres d’un 

Danois à son ami, Paris: Dupont, (An IX) 1801.
Burty, Philippe, Maitres et Petits-Maitres, Paris: Charpentier, 1877.
Cambry, Jacques de, Description du département de l’Oise par le citoyen Cambry, Paris: Didot 

L’Ainé, 1801.
Carolet, Denis, Le retour de l’Opéra-Comique au faubourg de Saint-Germain, Le Théâtre de la 

foire, ou l’opéra-comique, Paris: Prault, 1734.
Carra, Louis, Le comte de Lorges, prisonnier à la Bastille pendant trente-deux ans, Paris: 

Marchands de la nouveautés, 1789.
Chateaubriand, François-René de, De Buonaparte et des Bourbons, Paris: Mame frères, 1861.
Chateaubriand, François-René de, Génie du christianisme: ou Beautés de la religion chrétienne, 

Paris: Le Normant, 1823.
Chateaubriand, François-René de, ‘Sur l’art du dessin dans les paysages’, Œuvres complètes de 

M. le vicomte de Chateaubriand, Paris: Pourrat frères, 1836–1839.
Chas, Jean, À la Nation française, Paris: Duchêne, 1804.
Chéry, Philippe, Explication et critique impartiale de toutes les Peintures, Sculptures, Gravures, 

Dessins, &c. exposés au Louvre, d’après le décret de l’Assemblée nationale, au mois de 
septembre 1791, l’an IIIe de la Liberté, Paris, 1791.

Condor, ‘Diorama, nouveau spectacle par MM. Daguerre et Bouton’, Annales françaises des 
arts, vol. 10, 1822.

Confédération nationale du 14 juillet 1790, ou Description fidèle de tout ce qui a précédé, 
accompagné et suivi cette auguste cérémonie, Paris, 1790.

Croze-Magnan, Simon-Célestin, Le Musée français recueil complète des tableaux, statues et bas-
reliefs, Paris: Robillard-Peronville and Laurent, 1805.

Cuisin, Jean-Pierre, Les crimes secrètes de Napoléon Buonaparte: faits historiques recueillies 
par une victime de sa tyrannie, Brussels: Chez les marchands de nouveautés, 1815.

Daguerre, Jacques-Louis-Mandé, ‘A M. le directeur des Annales françaises’, Annales françaises 
des arts, vol. 10, 1821.

De la fausse gloire de Bonaparte et de la vraie gloire des armées françaises, Lyon: Pelzan, 1814.
‘De la prostitution’, Cahier de doléances d’un amis des mœurs, Paris: au Palais Royal, 1789.
Delbare, François-Thomas, Les crimes de Buonaparte et de ses adhérons, Paris: Dentu, 1815.
Description des cérémonies et des fêtes qui ont lieu pour le mariage de S. M. L’Empereur 

Napoléon avec S. A. I. Madame l’Archiduchesse Marie-Louise d’Autriche, Paris: P. Didot, 
l’Ainé, 1810.

Desfontaines, François-Georges, Le rêve, ou la colonne de Rosback: divertissement en prose et 
en vaudeville, Paris: Colin, 1806.

Détail et ordre de la marche de la fête en l’honneur de la liberté donnée par le peuple à l’occasion 
de l’arrivée des soldats de Château-Vieux, le dimanche 15 avril 1792, l’an quatrième de la 
liberté, Paris: de Tremblay, 1792.

Détails des fêtes données au Champ-de-Mars, sur les ruines de la Bastille, aux Champs-Élysées, à 
la Halle neuve et sur la Seine, le 18 juillet 1790. Révolution à Rome. Le pape détrôné, Paris, 
1790.



 Bibliography 143

Détails exacts des cérémonies et de l’ordre à observer dans la fête de l’être suprême, Paris: 
Convention nationale, Paris, (An II) 1794.

Diderot, Denis, ‘Le Salon de 1767’, Diderot: Salons (edited by Jean Seznec and Jean Adhemar), 
Oxford: Clarendon Press, 1975.

‘Diorama (Nouveau spectacle) par MM Daguerre et Bouton’, Annales françaises des arts, 
vol. 10, 1822.

‘Diorama overture’, Le Mirror des spectacles, vol. 3, 1822.
‘Discours prononcé par M. Le Maire à la tête des députés la commune de Paris’, Confédération 

nationale, ou récit exact et circonstancié de tout ce qui s’est passé à Paris, le 14 juillet 1790, 
à la Fédération, Paris: Garnéry, 1790.

Donnet, Alexis, Architectonographie des théâtres de Paris, ou Parallèle historique et critique de 
ces édifices considérés sous le rapport de l’architecture et de la décoration, Paris: Constant-
Chantpie, 1824.

Dubroca, Louis, Réponse aux faiseurs des pamphlets et des anecdotes contre Bounaparte, Paris: 
Chez les marchands de nouveautés, 1814.

Dufourny, Léon, ‘Rapport fait à l’Institut national des sciences et des arts, sur l‘origine, les 
effets et les progrès du Panorama’, Mémoires de la Classe des beaux-arts de l’Institut, Paris: 
Baudoin, 1801.

Dusaulx, Jean, De l’Insurrection Parisienne et de la prise de la Bastille, Paris: Deburre, 1790.
Duvivier, Louis ‘Le Diorama’, Annales de la littérature et des beaux-arts, vol. 20, 1825.
Egret, Jean, Necker, ministre de Louis XVI, 1776–1790, Paris: Champion, 1974.
Encyclopédie méthodique: ou par ordre de matières, Paris: Panckoucke, 1791.
Étienne, Charles-Georges and Gaugiron-Nanteuil, Pierre-Charles, Le Café des artistes, vaudeville 

en un acte, Paris: Huet, (An VIII) 1799.
Etienne de Jouy, Victor-Joseph ‘Salon de 1819’, La Minerve française, 1819.
‘Étrennes’, Le Réveil: journal des sciences, de la littérature, des mœurs, théâtres et beaux-arts, 

Paris, 1822.
Explication des peintures, sculptures et autres ouvrages de Messieurs de l’Académie royale, 

Paris: Imprimerie des bâtiments du Roi, 1777.
Explication des peintures, sculptures et autres ouvrages de Messieurs de l’Académie royale, 

Paris: Imprimerie des bâtiments du Roi, 1789.
Explication des peintures, sculptures et autres ouvrages de Messieurs de l’Académie royale, 

dont l’exposition a été ordonnée suivant l’intention de Sa Majesté ... dans le grand sallon du 
Louvre..., Paris: Imprimerie des bâtiments du Roi, 1791.

Explication des ouvrages de peinture et dessins, sculpture, architecture et gravure des artistes 
vivans, Paris: Imprimerie des sciences et des arts, (An VIII) 1800.

Explication des ouvrages de peinture et dessins, sculpture, architecture et gravure des artistes 
vivans, Paris: Imprimerie des sciences et des arts, (An XII) 1803.

Explication des ouvrages de peinture et dessins, sculpture, architecture et gravure des artistes 
vivans, Paris: Imprimerie des sciences et des arts, 1806.

Explication des ouvrages de peinture et dessins, sculpture, architecture et gravure des artistes 
vivans, Paris: Debray, Imprimeur du Musée Napoléon, 1810.

Explication des ouvrages de peinture et dessins, sculpture, architecture et gravure des artistes 
vivans, Paris: Imprimeur du Musée Napoléon, 1812.

Explication des ouvrages de peinture et dessins, sculpture, architecture et gravure des artistes 
vivans, Paris: Imprimeur du Musée Napoléon, 1814.

Exposition des tableaux anciens et modernes de M. Alphonse Giroux, Paris: Nouzou, 1816.
Fauchet, Claude, Discours sur la Liberté Françoise, prononcé le mercredi 5 août 1789, dans 

l’église paroissiale de S. Jacques, Paris: chez Bailly, 1789.
Fêtes de la liberté, et entrée triomphale des objets de sciences et d’arts recueillis en Italie, Paris: 

de l’Imprimerie de la République, 1798.
Feuilleton, Mercure de France, vol. 48, September 1811.



144 Bibliography 

Fontaines, Louis-Jean-Pierre de, Discours prononcé par M le Président du corps législatif sur la 
translation aux Invalides de l’épée de Frédéric le Grand, Paris: Hocquart, Paris, 1807.

Gallais, Jean-Pierre, Mœurs et caractères du dix-neuvième siècle, Paris: Belin-Le Prieur, 1817.
Gault de Saint-Germain, Pierre-Marie, Guide des amateurs de peinture dans les collections 

générales et particulières, les magasins et les ventes, Paris: Destouches, 1816.
Grande assemblée des barbouilleurs du Sallon, ou la Révolution de la peinture. Dialogue en 

vers, traduit d’un manuscrit grec trouvé au Sallon, Paris, 1791.
Guillon, M., Crouton au salon de 1831, Paris: Maldan, 1831.
Huet, Paul, ‘A messieurs les membres de la commission’, L’Artiste, vol. 2, 1831.
‘Institut National, Notice des Travaux’, Décade philosophique, littéraire et politique, no. 2, 

October 1803.
Jal, Augustin, L’Artiste et le philosophe: Entretiens critiques sur le salon de 1824, Paris: 

Ponthieu, 1824.
Jal, Augustin, Les causeries du Louvre: Salon de 1833, Paris: Gosselin, 1833.
Janin, Jules, ‘Être artiste’, L’Artiste, vol. 1, 1830.
Joullain, François-Charles, Réflexions sur la peinture accompagnées d’une courte dissertation 

sur la curiosité et les ventes en générale, Metz: Lamort, 1786.
Journal politique nationale des États Généraux et de la Révolution, Paris: Sabatier, 1790.
Jouy, Victor-Joseph Etienne de, L’Hermite de la Chaussée d’Antin, vol. 15, 1817.
La Pandore: le Miroir des spectacles, des lettres, des mœurs et des arts, no. 447, 4 October 

1824.
La Pariséide ou les Amours d’un jeune patriote et d’une belle aristocrate. Poème héroi-comi-

politique en prose nationale, Paris: Madran, 1790.
Laneuville, Jean-Pierre, ‘Avertissement’, Catalogue des tableaux des trois écoles composant le 

cabinet de M. Paris: Laneuville, 1816.
Larroumet, Gustave, L’art et l’état en France, Paris: Hachette, 1895.
Lebreton, Joachim, Rapport sur les beaux-arts, Paris, 1808.
Lebrun (L’Abbé), Almanach historique et raisonné des architectes, peintres, sculpteurs, graveurs 

et ciseleurs, Paris: Delalain, 1776.
Le Comte de F***, (Forbin), ‘Le Salon–Le Diorama’, L’Apollon, journal des tous les arts, 1822.
Le Diable boiteux à Paris, Paris, 1790.
L’Espion anglais ou Correspondance entre deux milords sur les mœurs publiques et privées des 

Français, Paris: Léopold Colin, 1809.
Lejeune, Louis-François, Souvenirs d’un officier de l’Empire, Paris: Viguier, 1851.
Lenoir, Alexandre, Musée impérial des monuments français. Histoire des arts en France et 

description chronologique des statues en marbre et en bronze, bas-reliefs et tombeaux, Paris: 
Hacquart, 1810.

Les tableaux du Louvre ou il n’y a pas le sens commun, Paris: De l’Imprimerie de Caillaux, 1777.
‘Lettre au Spectateur sur le Panorama’, Le Spectateur du nord: journal politique, littéraire et 

morale, October 1799.
‘Lettre XII, Suite des observations sur les peintures exposées au salon du Louvre’, Année 

littéraire, no. 5, 1789.
Linguet, Simon-Nicolas, Mémoires sur la Bastille, London and Brussels: Thomas Spilsbury and 

B. Le Franco, 1783.
L’Institut a eu l’honneur d’être présenté à Monsieur, frère du roi, Paris: Firmin Didot, 1814.
‘M.’, ‘Considérations sur la situation physique et morale des artistes à Paris’, Annales françaises 

des arts, des sciences et des lettres, vol. 67, 1821.
Mantz, Paul, ‘La peinture française’, Gazette de beaux-arts, 3rd series, vol. 2, 1889.
Mercier, Louis-Sébastien, Le Nouveau Paris, Paris: Mercure de France, 1994.
Mercier, Louis-Sébastien, Tableau de Paris, Neuchatel: Virchaux & Compagnie, 1781.
Michel, André, ‘Les arts à L’Exposition Universelle de 1900: l’Exposition centennale: la peinture 

française’, Gazette des beaux-arts, 3rd series, October 1900.



 Bibliography 145

Miel, Edmé-François, ‘Beaux-Arts’ La Minerve française, vol. 8, 1819.
Millin de Grandmaison, Aubin-Louis, Introduction à la connaissance des vases peints, Paris: 

J.-B. Sajou, 1811.
Millin de Grandmaison, Aubin-Louis, Dictionnaire de beaux-arts, Paris: Desray, 1806.
Motion de M. Lafayette a l’Assemblé nationale, le 7 juin, Confédération nationale, ou récit 

exact, Paris, 1790.
Musset-Pathay, Victor-Donatien, Relations des principaux sièges faits ou soutenus en Europe 

par les armées françaises depuis 1792, Paris: Magimel, 1806.
Nivard, Charles-François, À Messieurs Les Députés de l’Assemblée Nationale, Paris, 1791.
Nodier, Charles, Taylor, Isidore and de Cailleux, Alphonse, Voyages pittoresques et romantiques 

dans l’ancienne France, Paris: Gide fils, 1820–1878.
Notices des statues, bustes et bas-reliefs de la galerie des antiques du Musée Napoléon, Paris: 

L.-B. Debray, 1814.
Notice explicative des tableaux exposés au diorama: Vue du port de Brest... Vue intérieure de la 

Chapelle de la Trinité, Cathédrale de Cantorbéry, Paris: Constant-Chantpie, 1824.
Ordonnance du roi concernant la nouvelle organisation de l’Institut. Au château des Tuileries, 

le 21 mars 1816, Paris: Firmin Didot, 1822.
Pahin de la Blancherie, Claude Mammès, Essai d’un tableau historique des peintres de l’école 

française depuis Jean Cousin en 1500 jusqu’en 1783 inclusivement, Paris: Bureau de la 
Correspondance, 1783.

Paillet, Alexandre-Joseph, Catalogue des tableaux qui composent le cabinet de M. Le Comte de 
Merle, Paris: Paillet, 1784.

Palloy, Pierre-François, Livres de raison du patriote Palloy, Paris: Éditions de Paris, 1956.
Par un Citoyen du District du sépulcre, Observations patriotiques sur la prise de la Bastille, du 

14 juillet 1789: et sur les suites de cet événement, Paris: Chez Debray, 1789.
‘Paysage’, L’Artiste, vol. 5, 1833.
‘Peinture. MM Paul Huet, Delaberge, Cabat’, L’Artiste, vol. 5, 1833.
Petit de Bachaumont, Louis, Mémoires secrèts pour servir à l’histoire de la république des lettres 

en France, Paris: Delahays, 1859.
‘Petites annonces’, Journal de Paris, vol. VII, 1824.
Planche, Gustave, Salon de 1831, Paris: Imp. De Pinard, 1831.
Planta, Edward de, A New Picture of Paris, or the Stranger’s Guide to the French Metropolis, 

London: Samuel Leigh, 1827.
Plato, Symposium and Phaedrus, New York: Dover, 2000.
Prieur, Jean-Louis, Temple dédié à la Liberté, Paris, 1790.
Poultier, François-Martin, Discours Décadaire pour toutes les fêtes de l’année républicaine, 

Paris: Imprimeur des écoles républicaines, 1794.
Proclamation du général en chef Bonaparte. Le 19 brumaire, onze heures du soir, Paris: 

Imprimerie de la République, (An VIII) 1799.
‘Prospectus’, Apollon journal des tous les arts, 1822.
‘Prospectus’, Le Pandore, 1823.
Prudhomme, Révolutions de Paris du 12… Juillet 1789… au 12 Juin 1790, Paris: Prudhomme, 1791.
Quatremère de Quincy, Antoine-Chrysostome, Considérations morales sur la destination des 

ouvrages de l’art, Paris: Crapelet, 1815.
Quatremère de Quincy, Antoine-Chrysostome, ‘Essai historique sur l’art de paysage à Rome’, 

Archives littéraires, 1806.
Quatremère de Quincy, Antoine-Chrysostome, ‘Littérature’, Journal des savans, 1817.
‘Rapport fait à la corps législative’, Gazette nationale, ou le moniteur universel, Paris, (ventôse 

an VIII), February 1800.
‘Révolutions de Paris dédié à la Nation du 12 au 17 juillet 1789’, Remarques historiques sur 

la Bastille, sa démolition, et révolutions de Paris … avec un grand nombre d’anecdotes 
intéressantes et peu connues, London, 1789.



146 Bibliography 

‘Revue historique’, Revue philosophique, littéraire et Militaire, 1 December 1806.
Reynaud de Montlosier, François-Dominique de, Essai sur la théorie des volcans d’Auvergne, 

Riom and Clermont: Landriot et Rousset, 1802.
Rivaud, Jean, La Ville des victoires sur le champ de bataille de Marengo, Paris: Bertrand-Pottier, 

1802.
Rousseau, Jean-Jacques, Œuvres inédites: Supplément à l’histoire de J.J. Rousseau (edited by 

Jean Musset), Paris: Dupont, 1825.
Roux de Cantal, Pierre, Catalogue d’une riche collection de tableaux des trois écoles qui 

composaient le cabinet de M. Saint-Victor, Paris: Roux de Cantal, 1822.
Saint-Prix, Félix-Berriat, Commentaire sur la Charte constitutionnelle, Paris: Videcoq, 1836.
‘Salon de l’An 1806’, Feuilleton de Journal de l’Empire’, Journal de l’Empire, 1 November 1806.
Sauval, Henri, Histoire et recherches des antiquités de la Ville de Paris, Paris: Charles Moette, 1724.
Savary, Anne-Jean-Marie-René, Mémoires du duc de Rovigo pour servir à l’histoire de l’empereur 

Napoléon, Paris: A. Bossange and Charles-Bréchet, 1829.
Schoelcher, Victor, ‘Salon de 1831’, L’Artiste, vol. 2, 1831.
Sensier, Alfred, Souvenir de Th. Rousseau, Paris: Techener and Durand Ruel, 1873.
Servan, Joseph, Histoire des gaulois et des français en Italie, Paris: Bernard, 1805.
Smith, Adam, An Inquiry into the Nature and Causes of the Wealth of Nations, London: 

W. Strahan and T. Cadell, 1776.
Staël, Anne-Louise-Germaine, de, Œuvres complètes de Mme la baronne de Staël: Morceaux 

divers: Réflexions sur la paix intérieure, Paris: Treuttel et Würtz, 1820.
Statuts et règlements de l’Académie de beaux-arts, Paris: Firmin Didot, 1822.
‘Suite de l’analyse du Salon’, Journal des arts, de littérature et de commerce, no. 160, (An X) 

1801.
‘Suite des observations sur les ouvrages de peinture exposés au Louvre en 1765’, Mercure de 

France, Paris, 1765.
Taunay, Nicolas-Antoine, L’Institut a eu l’honneur d’être présenté à Monsieur, frère du roi, 

Paris: F. Didot, 1814.
Théaulon de Lambert, Marie-Emmanuel-Guillaume, Le Zodiaque de Paris, à propos du 

zodiaque de Dendérah, Paris: Duvernois, 1822.
Théaulon de Lambert, Marie-Emmanuel-Guillaume and Choquart, Adolphe, Monsieur 

Ducroquis; ou, Peintre en voyage, Paris: Barba, 1828.
Thieéry, Luc-Vincent, Guide des amateurs et des étrangers voyageurs à Paris, Paris: Hardouin 

& Gattey, 1787.
Thiénon, Claude, Voyage pittoresque dans le bocage de la Vendée, ou vues de Clisson et des 

environs, Paris: P. Didot, l’aîné, Imprimeur du Roi, 1817.
Treilhard, Jean-Baptiste, Motifs du code d’instruction criminelle, Paris: Imprimerie nationale, 

1808.
Valenciennes, Pierre-Henri de, Élémens de perspective pratique à l’usage des artistes, suivis de 

réflexions et conseils à un élève sur la peinture et particulièrement sur le genre du paysage, 
Paris: Duprat, 1799.

Vatout, Jean, Souvenirs historiques des résidences royales de France, Paris: Firmin Didot, 1839.
Villette, Charles, ‘L’Idée du Salon de 1791’, Almanach littéraire ou Étrennes d’Apollon, 1791.
von Wolzogen, Wilhelm,  Journal de Voyage à Paris (1788–1791), Paris: Presses Universitaires 

du Septentrion, 1998.
Watelet, Claude-Henri, Essai sur les jardins, Paris: Prault, 1774.
Watelet, Claude-Henri, Essay on Gardens: A Chapter in the French Picturesque (tr. Samuel 

Danon), Philadelphia, PA: University of Pennsylvania Press, 2013.
Watelet, Claude-Henri and Lévesque, Pierre-Charles, Dictionnaire des arts de peinture, sculpture 

et gravure, Paris: Fuchs, 1792.
Williams, Helen Maria, A Narrative of the Events Which Have Taken Place in France: With an 

Account of the Present State of Society and Public Opinion, London: J. Murray, 1815.



 Bibliography 147

Williams, Helen Maria, A Tour in Switzerland, Or, A View of the Present State of the 
Governments and Manners of Those Cantons: with Comparative Sketches of the Present 
State of Paris, London: G.G. and J. Robinson, 1798.

Winckelmann, Johann Joachim, Histoire de l’art chez les anciens (tr. Michel Huber), Paris: chez 
Barrois l’aîné, 1789.

III Secondary sources

Adams, Steven, ‘First as Farce, then as Tragedy: Art, Vaudeville and Modern Painting after 
the French Revolution’, Time, Media and Visuality and the French Revolution (edited by 
Richard Taws and Iris Moon), London: Bloomsbury Academic, 2020.

Adams, Steven, ‘“Noising Things Abroad”: Art, Commodity and Commerce in Post-
revolutionary Paris’, Nineteenth-Century Art Worldwide, vol. 12, no. 2, Autumn 2013.

Adams, Steven, ‘Renoir, la tradizione e l’altra facia dell’impressionismo’, Renoir: la maturita tra 
classico e modern (edited by Kathleen Adler), Rome and Milan: Skira, 2008.

Adams, Steven, ‘Sèvres Porcelain and the Articulation of Imperial Identity in Napoleonic 
France’, Journal of Design History, vol. 20, no. 3, 2007.

Adams, Steven, ‘Space, Politics and Desire: Configuring the Landscape in Post-revolutionary 
France’, Landscape Research, vol. 35, no. 5, 2010.

Adams, Steven ‘“Un dépôt précieux”: Matter, Agency and Politics, and the Siege of the Bastille’, 
Journal of Design History, vol. 31, no. 3, 2018.

Alexander, Robert, Re-writing the French Revolutionary Tradition: Liberal Opposition and the 
Fall of the Bourbon Monarchy, Cambridge: Cambridge University Press, 2003.

Arizzoli-Clementel, Pierre, ‘Les Surtouts impériaux en porcelaine de Sèvres 1804–1814’, Bulletin 
des amis suisses de la céramique, Paris, 1976.

Arizzoli-Clementel, Pierre and Philippe Bordes, Aux armes et aux arts!: les arts de la Révolution 
1789–1799, Paris: Biro, 1988.

Arquié-Bruley, Françoise, ‘Watelet, Marguerite Le Comte et le Moulin Joli d’après les Archives 
nationales’, Bulletin de la Société de l’Histoire de l’Art Français / Société de l’Histoire de l’Art 
Français, Paris, 1998.

Astbury, Katherine, Narrative Responses to the Trauma of the French Revolution, Oxford: 
Legenda, 2008.

Atkins, Bernard, Deleuze and Guattari’s a Thousand Plateaus, Edinburgh: Edinburgh University 
Press, 2015.

Auslander, Leora, Taste and Power: Furnishing Modern France, Berkeley, CA: University of 
California Press, 1998.

Bailey, Colin, Patriotic Taste: Collecting Modern Art in Pre-revolutionary Paris, New Haven 
and London: Yale University Press, 2007.

Baldwin, Thomas, ‘Proust et les jets d’eau d’Hubert Robert, Cahiers de l’AIEF, vol. 62, no. 1, 
2010.

Bann, Stephen, ‘Clio in Part: On Antiquarianism and the Historical Fragment’, Perspecta, vol. 
23, 1987.

Bann, Stephen, The Clothing of Clio: A Study of the Representation of History in Nineteenth-
Century Britain and France, Cambridge: Cambridge University Press, 2011.

Bann, Stephen, The Inventions of History: Essays on the Representation of the Past, Manchester: 
Manchester University Press, 1990.

Bann, Stephen, Ways Around Modernism, London and New York: Routledge, 2007.
Becq, Annie, Genèse de l’esthétique française moderne, 1680–1814: De la raison classique à 

l’imagination créatrice, Paris: Aubin Michel, 1994.
Benjamin, Andrew, Walter Benjamin and Art, London: A & C Black, 2005.
Benjamin, Walter, Sens unique: précédé d’enfance berlinoise et suivis de paysages urbains, Paris: 

Les Lettres Nouvelles, 1978.



148 Bibliography 

Benjamin, Walter, The Arcades Project, Cambridge, MA and London: Belknap for the Harvard 
University Press, 1999.

Biard, Michel, Les politiques de la Terreur, 1793–1794: actes du colloque international de 
Rouen, 11–13 janvier 2007, Rennes: Presses Universitaires de Rennes, 2008.

Blanc, Charles, Histoire des peintres de toutes les écoles: École Française, Paris: Jules Renouard, 
1865.

Blocher, Héloïse, Démolir la Bastille l’édification d’un lieu de mémoire, Paris: Vendémiaire, 
2012.

Boime, Albert, The Academy and French Painting in the Nineteenth Century, New Haven and 
London: Yale University Press, 1986.

Bolla, Peter de, The Discourse of the Sublime: Readings in the History, Aesthetics and the 
Subject, London, Blackwell, 1989.

Bourdieu, Pierre, Rules of Art: Genesis and Structure of the Literary Field, Cambridge: Polity 
Press, 1996.

Bouyer, Raymond, L’Art et les artistes: revue mensuelle d’art ancien et modern, October 1921.
Buddemier, Heinz, Panorma, Diorama Photographie, Munich: Wilhelm Fink Verlag, 1979.
Burton, June K., Napoleon and Clio: Historical Writing, Teaching and Thinking during the First 

Empire, Durham, NC: Carolina Academic Press, 1979.
Callen, Anthea, The Work of Art: Plein-air Painting and Artistic Identity in Nineteenth Century 

France, London: Reaktion, 2015.
Cauquelin, Anne, L’invention du Paysage, Paris: Quadrige, 2000.
Chatelain, Jean, Dominique-Vivant Denon et le Louvre de Napoléon, Paris: Librairie 

Académique de Perrin, 1973.
Clayson, Hollis and Dombrowski, André, Is Paris Still the Capital of the Nineteenth Century? 

Essays on Art and Modernity, 1850–1900, London and New York: Routledge, 2016.
Cohen, Claudine, The Fate of the Mammoth: Fossils, Myth and History, London and Chicago, 

IL: Chicago University Press, 2002.
Comment, Bernard, Le XIXe siècle des Panoramas, Paris: Adam Biro, 1993.
Conservation départementale des musées de la Vendée, Napoléon Bonaparte et la Vendée, Saint-

Sulpice-le-Verdon: Somogy, 2004.
Crary, Jonathan, Techniques of the Observer: On Vision and Modernity in the Nineteenth 

Century, Cambridge and London: MIT Press, 1992.
Crow, Thomas, Painters and Public Life in Eighteenth-Century Paris, London and New Haven: 

Yale University Press, 1985.
Deleuze, Giles and Guatari, Félix, EPZ A Thousand Plateaus, London and New York: 

Continuum, 2004.
Dubin, Nina, Futures and Ruins: Eighteenth-Century Paris and the Art of Hubert Robert, Los 

Angeles, CA: Getty Research Institute, 2010.
Dupuy, Marie-Anne, ‘Vivant Denon et les paradoxes du directeur des arts’, Dominique-Vivant 

Denon Dominique-Vivant Denon: l’œil de Napoléon, Paris: Réunion des Musées Nationaux, 
1999.

Dwyer, Philip G., ‘Napoleon Bonaparte as Hero and Saviour: Image, Rhetoric and Behaviour in 
the Construction of a Legend’, French History, vol. 18, December 2004.

Eagleton, Terry, The Ideology of the Aesthetic, Oxford and Cambridge, MA: Wiley Blackwell, 
1990.

Foucault, Michel, Discipline and Punish, New York: Pantheon, 1977.
Foucault, Michel, ‘Of Other Spaces: Utopias and Heterotopias’, Diacritics, vol. 16, no. 1, 

Spring, 1986.
Foucault, Michel, ‘Society Must Be Defended’: Lectures at the Collège de France, 1975–1976, 

London: Penguin, 2004.
Frederking, Bettina, ‘Révolution et contre-révolution sous Louis XVIII: la guerre des listes 

(1814–1820)’, Siècles, vol. 43, 2016.



 Bibliography 149

Freud, Sigmund, Civilisation and Its Discontents, London: Penguin Books, 2002.
Fried, Michael, Absorption and Theatricality: Painting and Beholder in the Age of Diderot, 

Chicago, IL: University of Chicago Press, 1988.
Gabory, Émile, Histoire des guerres de Vendée, Paris: Perrin, 2015.
G. D., Notice pittoresque et historique sur le Bois de Boulogne et ses environs, Paris: Auguste 

Fontaine, 1855.
Gildea, Robert, The Past in French History, London and New Haven: Yale University Press, 

1986.
Gluck, Mary, Popular Bohemia: Modernism and Urban Culture in Nineteenth-Century Paris, 

Cambridge and London: Harvard University Press, 2009.
Green, Nicholas, The Spectacle of Nature: Landscape and Bourgeois Culture in Nineteenth-

Century France, Manchester: Manchester University Press, 1993.
Grishin Alexander D. and Canguilhem, Denis, André Giroux, New York: Wertheimer 

Foundation, 2004.
Grunchec, Pierre, Les concours des prix de Rome 1797–1863, Paris: École nationale supérieure 

des beaux-arts, 1989.
Guichard, Charlotte, Les Amateurs d’art à Paris au XVIIIe siècle, Paris: Editions Champ Vallon, 

2013.
Hadjinicolau, Nicos, ‘Art in a Period of Social Upheaval: French Art Criticism and the Problems 

of Change’, The Oxford Art Journal, vol. 6, no. 2, 1983.
Harkett, Daniel, ‘Illusions of Power: The Diorama and the Royalist Press in Restoration Paris’, 

Visual Resources, vol. xxii, no. 1, March 2006.
Henriet, Maurice, ‘Un amateur de l’art au XVIII siècle, L’Académicien Watelet’, Gazette des 

beaux-arts, 1922.
Hornstein, Katie, ‘The Territorial Imaginary of the Revolutionary and Napoleonic Wars’, Visual 

Culture and the Revolutionary and Napoleonic Wars (edited by Satish Padiyar, Philip Shaw 
and Philippa Simpson), Oxford: Routledge, 2017.

Huet, René-Paul, Paul Huet d’après ses notes, sa correspondance et ses contemporains, Paris: 
Laurens, 1969.

Hunt, Lynn, The Family Romance of the French Revolution, London and New York: Routledge, 
1992.

Jourdain, Annie, Napoléon: Héros, imperator et mécène, Paris: Aubier, 1998.
Kerautret, Michel, ‘La Prusse et Napoléon’, L’Allemagne face au modèle français de 1789 à 

1815, Toulouse: Presses Universitaire du Mirail, 2008.
Knight, Diana, Balzac and the Model of Painting: Artist Stories in La Comédie Humaine, 

London: Routledge, 2017.
LaCapra, Dominick, Rethinking Intellectual History: Texts, Contexts, Language, Ithaca, NY 

and London: Cornell University Press, 1983.
Lanzac de Laborie, Léon, Paris sous Napoléon: consulat provisoire et consulat à temps, Paris: 

Plon-Nourrit, 1905.
Latour, Bruno, Reassembling the Social: An Introduction to Actor Network Theory, Oxford: 

Oxford University Press, 2005.
Léon Lagrange, Les Vernets: Joseph Vernet et la peinture au XVIII siècle, Paris: Didier et Cie., 

1864.
Lobet, Jules, Le nouveau Bois de Boulogne et ses alentours: histoire, description et souvenirs, 

Paris: Hachette, 1856.
Lüsebrink, Hans and Reichardt, Rolf, The Bastille: A History of a Symbol of Despotism and 

Freedom, Durham and London: Duke University Press, 1997.
Marder, Tod A., ‘The Porto di Ripetta in Rome’, Journal of the Society of Architectural 

Historians, vol. 39, no. 1, 1980.
Marin, Louis, Food for Thought, Baltimore, MD and London: Johns Hopkins University Press, 

2001.



150 Bibliography 

Marin, Louis, ‘Frontiers of Utopia: Past and Present’, Critical Inquiry, no. 19, Winter, 1993.
Marin, Louis, Utopics: Spatial Play, London: Macmillan, 1984.
Marrinan, Michael, Romantic Paris: Histories of a Cultural Landscape, 1800–1850, Stanford, 

CA: Stanford University Press, 2009.
Mauclair, Camille, La farce de l’Art Vivant, Paris: Nouvelle Revue Critique, 1930.
Mayernik, David, The Challenge of Emulation in Architecture and Art, London and New York: 

Routledge, 2013.
Miller, James, Rousseau, Dreamer of Democracy, New Haven and London: Yale Univeristy 

Press, 1984.
Montaiglon, Anatole de, Mémoires pour servir à l’histoire de l’Académie de peinture et de 

sculpture, Paris: Jannet, 1853.
Muckerji, Chandra, Modernity Reimagined: An Analytic Guide, London: Routledge, 2017.
Musée de l’Armée, ‘Terminer la Révolution?’, Actes du colloque organisé par le Musée de 

l’Armée, Paris: Musée de l’Armé and Fondation Napoléon, 2001.
Néouze, Mathieu, ‘Raguenet, peintre de la Seine’, La Seine et Paris (edited by Alexandre Arnaud, 

Stéphanie Boura and Béatrice de Andria), Paris: Action artistique de la ville de Paris, 2000.
Nietzsche, Friedrich, The Use and Abuse of History, New York: Cosimo, Inc., 2010.
Opiela-Mrozik, Anna, ‘La maladie de l’idéal chez les artistes balzaciens’, L’Année balzacienne, 

vol. 18, no. 1, 2017.
Ostergard, Derek E. and Tamara Préaud, The Sèvres Porcelain Manufactory; Alexandre 

Brogniart and the Triumph of Art and Industry – 1800–1847, New York: Bard Centre for 
Studies in the Decorative Arts and Yale University Press, 2007.

Ozouf, Mona, Festivals and the French Revolution, Cambridge, MA and London: Harvard, 
1988.

Pacini, Giulia, ‘A Culture of Trees: The Politics of Pruning and Felling in Late Eighteenth-
Century France’, Eighteenth Century Studies, vol. 41, no. 1, 2007.

Paulson, William, J., Enlightenment, Romanticism, and the Blind in France, Princeton, NJ: 
Princeton University Press, 1987.

Pomarède, Vincent, ‘L’œuvre d’Achille-Etna Michallon (1796–1822): une synthèse des enjeux 
du paysage français’, Achille-Etna Michallon, Paris: Réunion des Musées Nationaux, 1994.

Pommier, Edouard, ‘La théorie des arts’, Aux armes & aux arts!: les arts de la Révolution, 
1789–1799 (edited by Pierre Arizzoli-Clémentel), Paris: Adam Biro, 1988.

Popkin, Jeremy, Panorama of Paris: Selections from Tableau de Paris, University Park, PA: Penn 
State Press, 1999.

Préaud, Tamara, ‘Denon et la Manufacture Impériale de Sèvres’, Dominique-Vivant Denon: 
l’œil de Napoléon, Paris: Réunion des Musées Nationaux, 1999.

Préaud, Tamara, Bezut, Karole and Ostergard, Derek E., The Sèvres Porcelain Manufactory: 
Alexandre Brongniart and the Triumph of Art and Industry, 1800–1847, New Haven and 
London: Yale University Press, 1997.

Quétel, Claude, L’Histoire véritable de la Bastille, Paris: Larousse, 2006.
Radisich, Paula R., ‘“La chose publique”, Hubert Robert’s Decorations for the “petit salon” at 

Méréville’ (edited by Anne Bermingham), Consumption of Culture, London: Routledge, 1995.
Radisich, Paula R., ‘The King Prunes His Garden: Hubert Robert’s Picture of the Versailles 

Gardens in 1775’, Eighteenth-Century Studies, vol. 21, no. 4, 1988.
Reader, Keith, The Place de la Bastille: The Story of a Quartier, Oxford: Oxford University 

Press, 2011.
Reichardt, Rolf and Kohle, Hubertus, Visualizing the Revolution: Politics and the Pictorial Arts 

in Late Eighteenth-Century France, London: Reaktion, 2012.
Réunion des musées nationaux, French Painting 1774–1830, the Age of Revolution, Paris: 

Réunion des musées nationaux, 1974.
Réunion des musées nationaux, Les peintres du roi, 1648–1793, Paris: Réunion des musées 

nationaux, 2000.



 Bibliography 151

Réunion des musées nationaux, Versailles et les tables royales en Europe: XVIIème–XVIIIème 
siècles, Paris: Réunion des musées nationaux, Paris, 1993.

Reverdy, Georges, Histoire des routes de France, Paris: Presses Universitaires de France, 1995.
Rifkin, Adrian, Communards and Other Cultural Histories. Essays by Adrian Rifkin (edited by 

Steve Edwards), Chicago, IL: Haymarket Books, 2018.
Roussel-Leriche Françoise and Petkowska Le Roux, Marie, Le Témoin Méconue: Pierre-Antoine 

Demachy, Paris: Musée Lambinet de Versailles, Magellan, 2014.
Rudelle, Odile, ‘Table rase, terre d’oubli et lieux de mémoire, La France et ses constitutions’, 

Revue française de science politique, vol. 42, no. 2, 1997.
Schmidt, Adolphe, Tableau de la révolution française, Leipzig: Veit, 1869.
Schröder, Christina, ‘Symbolic Politics and the Visualization of the Constitutional Order’, 

Cultures: on the Concept and Representation of Constitutions in the Atlantic World (edited 
by Ulrike Bock, Katrin Dirksen, and Hans-Ulrich Thamer), Newcastle upon Tyne: Cambridge 
Scholars, 2012.

Siegfried, Susan, ‘Naked History: The Rhetoric of Military Painting in Post-revolutionary 
France’, Art History, vol. 75, no. 2, 1993.

Siegfried, Susan, ‘Picturing the Battlefield of Victory: Document, Drama, Image’, Visual Culture 
and the Revolutionary and Napoleonic Wars (edited by Satish Padiyar, Phil Shaw, and 
Philippa Simpson), London: Routledge, 2017.

Sherman, Daniel, ‘Quatremère/Benjamin/Marx: Art Museum, Aura, and Commodity Fetishism’, 
Museums Culture: Histories, Discourses, Spectacles (edited by Daniel Sherman and Irit 
Rogoff), London: Routledge, 1994.

Simond, Charles, La vie parisienne à travers le XIXe siècle: Paris de 1800 à 1900 d’après les 
estampes et les mémoires du temps, Paris: Plon, 1900.

Spieth, Darius A., Revolutionary Paris and the Market for Netherlandish Art, Leiden and 
Boston: Brill, 2018.

Stewart, Garrett, The Look of Reading: Book, Painting, Text, London and Chicago, IL: Chicago 
University Press, 2006.

Swenson, James, On Jean-Jacques Rousseau Considered as One of the First Authors of the 
Revolution, Stanford, CA: Stanford University Press, 2000.

Swenson, James, ‘Rousseau, the Revolution and the Republic’, Rousseau and Revolution (edited 
by Holger Ross Lauritsen and Mikkel Thorup), London & New York: Continuum, 2011.

Tackett, Timothy, Becoming a Revolutionary: The Deputies of the French National Assembly 
and the Emergence of a Revolutionary Culture (1789–1790), Princeton, NJ: Princeton 
University Press, 2014.

Taws, Richard, ‘Material Futures: Reproducing Revolution in P.-L. Debucourt’s Almanach 
National’, The Art Bulletin, vol. 92, no. 3, 2010.

Taws, Richard, The Politics of the Provisional: Art and Ephemera in Revolutionary France. 
University Park, PA: Pennsylvania University Press, 2013.

Thomas, Sophie, Romanticism and Visuality: Fragments, History, Spectacle, London: Routledge, 
2008.

Tunstall, Kate E., Diderot’s ‘Promenade Vernet or the Salons as Landscape Garden’, French 
Studies, vol. 55, no. 1, 3, 2001.

Wattelin, Jean, Le peintre J.-L. Demarne: 1752–1829, Paris: Wattelin, 1962.
Weddigen, Tristan, The Picture Galleries of Dresden, Düsseldorf, and Kassel: Princely 

Collections in Eighteenth-Century Germany, Los Angeles, CA: Getty Publications, 2012.
Whiteley, Linda, ‘Art et commerce d’art en France avant l’époque impressionniste’, Romantisme, 

vol. 13, no. 40, 1983.
Wrigley, Richard, The Origins of French Art Criticism: From the Ancien Régime to the 

Restoration, Oxford: Clarendon Press, 1995.



Index

Page numbers in italic denote figures

18 Brumaire 2, 7, 72–73, 91

Académie 10–11, 32–33, 35–36, 38–39, 53, 
58, 61, 64, 115–117, 119, 123, 126, 131, 
135; de France 23; de Saint-Luc 4, 35–37, 
55; des beaux-arts 4, 7, 102, 115; française 
15; Royale 4, 15, 23, 36, 55, 62, 115; 
Royale de peinture 15, 23

Adams, S. 12n16, 12n23, 13n41, 42n67, 
42n84, 67n3, 68n12, 68n18, 68n24, 
70n60, 97n23, 99n60, 99n62, 130n102, 
139n23, 139n26

d’Albe, B. 78
Alporama 112
ancien régime 1, 3–4, 7, 14–15, 19, 21–22, 

26, 28, 33, 35, 43–44, 49, 55–56, 87, 
91–92, 96, 103, 124–125

Antiquity 7, 10, 22–24, 62–67, 85, 116, 121
Arquié-Bruley, F. 11n8, 18, 40n4, 40n13
Arrowsmith, J. 110, 128n43, 141
art market 67, 115, 117, 122, 124–125
Atthalin, L.-M.-B. 107

Bailey, C. 41n66, 42n69, 42n71
Baltard, L.-P. 105, 119, 129n82
Balzac, H. de 10, 116
Bann, S. 9, 12n31, 101, 103, 127n10, 

127n25, 138, 140n32
Barbeu-Dubourg, J. 2, 138
Bassaget, P.-N. 134
Bastille 1, 3, 6, 45–48, 48, 51; creation of the 

47; Demolition of the 45, destruction of 
the 6, 14, 46; fall of the 2; siege of the 2, 
6, 14, 19, 43–44, 49, 52; storming of the 
8, 47

battle: of Arcole 78; of Jericho 46; of 
Marengo 74, 74–77; painting 72–79, 81, 
83–84, 86, 96, 114–115

Bellier de la Chavignerie, E. 42n74, 70n56, 
138, 140n31

Benjamin, W. 5, 67, 88–89, 98n49, 125, 
130n111

Berry, duc de 10, 114, 117, 123
Berry, duchesse de 111, 133
blindness 120
Bonaparte, J. 73
Bonaparte, L. 85, 91
Bonaparte, N. 2, 7–8, 54, 66–67, 72–74, 

76–78, 79, 87–90, 96, 99n56, 116
Boucher, F. 4, 18, 31
Bouquet, L. 79–80, 80, 93
Bourbon 26, 102, 113, 131; administration 

2, 10, 113, 115; cause 102; dynasty 
91; king of France 131; monarchy 96; 
Restoration of the 19

Bourbon-Condé, L.-H.-J. de 102
Bourdieu, P. 10, 117, 125, 130n109, 136, 

139n25
Bourgeois, F.-F.-C. 87
Bouton, C.-M. 109
Brayer de Beauregard, J.-B.-P. 89
Brongniart, A. 91–92
Bruandet, L. 38, 56, 56–57, 123, 125

de Cambry, J. 7, 12n22, 85, 106
Carolet, D. 5, 11n13, 137
Cassanova, A. 95, 95
Cauquelin, A. 1, 11n1
ceramics 91–92
Charlemagne 91, 95
Charles VII 107
Charles X 10, 131
Chateaubriand, F.-R. de 8, 12n28, 61, 

70nn69–70, 100–101, 103, 127nn4–5, 
128n36

Chaussard, P.-J. B. 62
Chéry, P. 52, 69n46
Christianity 104, 107, 108, 112
Cicéri, E. 105, 107
Cicero 64–65



Index  153

commodification 11, 66–67, 115, 123, 
125–126

Consulate and Empire 5, 9, 38, 72, 74, 
76–77, 85

Cosmorama 112
Crary, J. 9, 12n34, 113–114, 128n55
Crépin, L.-P. 5, 119
Curmer, L. 38

Daguerre, J.-L. 101, 109–113, 114
David, J.-L. 51, 53–54, 114–115, 117, 134
Declaration of the Rights of Man and the 

Citizen 51
Deleuze, G. 148
Demachy, P.-A. 2, 2, 33–34, 34, 35, 37–39, 

51, 52, 53, 58
Demarne, J.-L. 8, 11, 38, 82, 82–84, 84, 123, 

125, 133, 135
Denon, D. V. 7, 12n26, 73, 80, 85, 92–95, 

97nn7–8, 97nn21–22, 98n28, 99nn63–64, 
99n77

Diderot, D. 4, 11n11, 15, 24, 28, 30, 33–35, 
39, 41n35, 41n46, 41nn56–59, 41n61, 
42nn76–78

Diorama 3, 9, 101, 109–110, 110, 
111–114, 126

drama 29; comic 58, 94; effect 33; 
popular 94

drunkenness 137, 138
Dubin, N. 23, 34, 37, 40n32, 42n79
Duclos-Dufresnoy, C.-N. 32
Dufourny, L. 12n33, 87, 98n45
Dunouy, A. H. 59–60, 60, 119, 135
Dupin, C. 116
Dutch art 10, 20, 31–33, 38–39, 43, 53, 57, 

67, 83–84, 123, 125, 137

Ekphrasis 25; reverse 106, 119
Etienne, C.-G. 58, 70n59, 137
Exposition: de la Jeunesse 36, 55, 124; 

des tableaux anciens et modernes 123, 
130nn100–101, 143; du Colisée 36; 
Universelle 135 

Fauchet, C. 12n15, 46
Fêtes: champêtre 138; de la Fédération 2, 2, 

6, 44, 49–51, 53–55, 75; de la Liberté 51, 
97n3, 143; de l’Être Suprême 52; Dieu 36; 
-galante 27

financial crisis 45, 68n7
Fontaine, F.-G. 94
Fontaine, J.-M.-D. 87
Fontaine, P. 95
Fontanes, L.-M. de 93, 99n67
Foucault, M. 3, 11n5, 19, 40nn16–18, 81, 

84, 97nn24–26
Franzoni, F. A. 95

Frederick II of Prussia 80, 91, 93–94
French Revolution see Revolution
Freud, S. 24, 47, 68n24

Gadbois, J.-L. 53
Gallais, J.-P. 101, 103, 127nn6–8
Garnier, E.-B. 87–88, 88
Gault de Saint-Germain, P.-M. 121, 124, 

130n108
Genellion, J.-B.-F. 38, 54
Georama 112
Giroux, A. 11, 121–122, 122, 123, 125, 133
Guichard, C. 28, 41n53

heterochronia 19, 46
heterotopia 4, 19–20, 26, 44, 58–59, 

115, 125
historical mindedness 101, 104
Homer 7, 31, 63–64, 120
Hue, J.-B. 77, 77
Hue, J.-F. 29, 32, 32, 58, 62
Huet, P. 13n43, 132–133, 133, 134, 139nn8–9

Impressionism 5, 134–135
Ingres, J.-B.-D. 88

Jal, A. 121, 130n95
Janin, J. 131, 139nn2–4
Janinet, J.-F. 53, 53–55
jouissance 15
Jouy, V. E. de 101, 103, 118, 121
July Monarchy 133

LaCapra, D. 149
Lafayette, G. du Motier, marquis de 49
Landon, C.-P. 87
Lantara, S.-M. 38, 123–124, 124, 137–138
Latour, B. 4, 11n7
Leaves de Conches, F.-S. 131
Lebreton, J. 87, 98n46, 117
Lebrun, J.-B.-P. 20, 40n23, 41n66, 125
le Chevalier de Lespinasse, L.-N. 35
Lecomte, H. 78, 78–79
Leguay, C.-E. 44, 44
Lejeune, L.-F. 74, 74–77, 97n14
Lenormant, C. 132
Le Prince, J.-B. 15, 16–17
Le Prince, X. 4, 18, 38, 121, 135
Levesque, P.-C. 14–15, 22
liberty 3, 6, 47, 50, 61, 63, 72–73, 131, 134; 

assertions of 11; light of 52; national 54; 
patrimony of 67; political 6, 20, 52, 63, 
116, 131, 134 

Linguet, S.-N. 46–47, 68n15
literature 66, 103, 118; classical 62–63, 66; 

foundational 121; French 120; popular 1; 
travel 101



154  Index

lithography 3, 105–107, 110, 122, 126; 
landscapes 8

Lorrain, C. 21, 31, 65, 120
Lorrain, L.-J. Le 23
l’oubli 9–10, 100, 114, 121
Louis XVI 26, 87, 115
Louis XVIII 2, 7–8, 100, 102
Louis Philippe d’Orléans 54, 123, 131

Marigny, marquis de 28–29, 33
Marin, L. 69n36, 89, 98nn50–51
Marmontel, J.-F. 25
Mercier, L.-S. 5, 34, 37–38, 43, 57, 59, 

88–89
Méréville 4, 25–26
Michallon, A.-E. 117–118, 119, 120, 133
Michel, G. 38, 40n16, 135, 135–136
Miel, E.-F. 86, 90, 116, 121, 129n69, 

129m92
Millin de Grandmaison, A.-L. 87, 92, 96, 

98n44, 99n59, 128n44
modernism 126, 134, 138
Moulinier, J. 82
Moulin Joli 4, 15, 19, 22
Moutoni, A. 95
Musée: Carnavalet 54; Centrale 66; 

Napoléon 92–95

National Assembly 39, 44–45, 48–49, 52–53, 
58, 62, 88

Nietzsche, F. 103–104, 127n26
Nivard, C.-F. 31–32, 38, 53, 58,  

62, 70n58
Nodier, C. 8–9, 103–106, 109, 113
Noel, A.-J. 82

Ozouf, M. 11n6, 50, 68n4, 69n37, 69n40

Pahin de la Blancherie, C. 33, 38,  
42nn86–87

Palloy, P.-F. 47–48, 51
Panini, G. P. 22
panopticism 7, 47, 81, 88–89, 91–93, 95
Panorama 3, 8–9, 85–90, 96, 109, 

111–112, 114
Paris 4–6, 8, 10, 15, 17–18, 20, 22–23, 28, 

30–32, 34, 37, 39, 43, 45–46, 49–50, 56, 
66, 73, 83, 85, 87–88, 89–90, 93–94, 110, 
112–114, 116, 122, 125–126, 134–135, 
137–138; Salon 1, 9, 23, 30, 39, 67, 81, 
101, 110, 121; Treaty of 100

Parrocel, J. 74
Paulson, W. J. 120–121, 129nn84–86
Pax napoleonica 78, 81, 96, 123
paysage 15, 20; classique 62; héroïque 62; 

historique 10, 44, 62, 117–118, 120–121; 
idéals 20; mixtes 20, 62; plan 36

Peninsular War 81

Petit de Bachaumont, L. 26, 38, 
41n41, 42n88

Planche, G. 131–132, 137, 139n5
Plato xiii
Ponce-Camus, M.-N. 93
porcelain 38, 73, 80, 92; Christophe Dihl 

83; French 92; hard-paste 91; Service 
de l’Empereur 80, 91–92, 94–95; Sèvres 3, 
7, 91–92

Poussin, G. 65, 123
Poussin, N. 10, 21, 28, 31, 63–64, 64, 66, 

71n84, 112, 118–119, 133
Prévot, P. 89–90
Prieur, J.-L. 48, 68n26
Proust, M. 23

Quatremère de Quincy, A.-C. 10, 12nn36–37,  
66–67, 71nn88–91, 102, 115–118, 121, 123, 
125–126, 127nn16–19, 129n65, 129n91

Radisich, P. R. 11n9, 25, 27, 41nn38–40
Raguenet, N.-J.-B. 5, 36, 37, 37–39
Raphael 28, 67, 73, 93, 123
Rembrandt 15
Renaissance 66, 95, 116–117; architecture 

105; art 138; Italian 20; late 24
Restoration 2, 9–10, 19, 67, 102, 116, 

120–126, 132, 136; France 9, 105, 110, 
114, 118–120, 126; Paris 113, 125; politics 
116; post- 109; Second 100, 115, 117

Revolution: French 1–6, 8, 14, 22, 39–40, 
43–45, 47–51, 53–62, 72, 77, 86–87, 90, 
101–103, 105–106, 108–109, 115, 131, 
136, 138; of 1830 1, 10–11, 131, 134; 
post- 18, 57, 59–60, 62

revolutionary wars 67
Robert, H. 4, 5, 18, 22, 23, 23–26, 27, 

27–28, 30–31, 33–34, 45, 45–46
Robespierre, M. 51, 54, 59, 61
Rome 4, 15, 20, 22–25, 28, 32, 61, 65–66, 

73, 90, 100, 116–117, 119, 121
Rousseau, J.-J. 4, 6, 18, 51, 58–60
Rousseau, T. 132, 132, 134
Roux de Cantal, P. 12n40, 124,  

130nn106–107, 137–138, 139n29, 140n30

Saint-Non, J.-C. R. de 4, 15, 16–17, 19
Saint-Victor, R. de 123, 137
School of 1830 135
sculpture 10, 66, 72–73, 91, 94–95, 125; 

baroque 48; classical 7, 18; monumental 
87; Roman 94

Servan, J. 76, 97n17
Seven Years War 94
Sèvres 3, 7, 80, 91–92, 94
Siegfried, S. L. 8, 12n25, 76, 97n10, 97n15
Socrates xiii
Soufflot, J.-G. 33



Index  155

spatiality 2–3, 6, 9, 28, 35, 39, 43, 47, 49–50,  
54–55, 57, 60, 72, 81, 96–97, 101, 126

spectacle 24, 85, 89–90, 110–114; 
contemporary 85; of landscape painting 8; 
public 36, 90, 110; theatrical 1

Stewart, G. 106, 127n33
Suard. J.-B.-A. 22
Swebach-Defontaines, J.-F.-J. 38, 77, 93, 123
Switzerland 6, 9, 60–61, 83

Taunay, N.-A. 10, 31, 38, 79, 79–80, 93, 
115, 123, 128n62

Taws, R. 68n5, 68n13
Taylor, I. 8, 12n29–30, 103, 107, 108, 

108–109, 127nn22–24, 127nn28–32, 
128nn34–35

Terror 7, 60–61, 77
Texier, V. 82
Théaulon, M.-E. 111, 128n40, 128n50
Thévenin, C. 54–55, 55
Thiénon, C. 101–103, 127n11, 127nn14–15
Thierry, L.-V. 42n68
time: concept of 44; distant 16; historical 

conception of 6; irreversible 120; 
monarchial 46; normative 19; passage of 
24; political 73; theological 108 

Trehilard, J.-B. 88
Tunstall, K. 30, 41n55
Turgot, A.-R.-J. 4

Valenciennes, P.-H. de 6–7, 9, 12nn20–21, 
12n35, 32, 53, 61–65, 65, 66, 70n72, 
70n74, 71nn85–87, 81, 87, 96, 117–118, 
120–121, 126

Vallée-Poussin, E. de la 18
van de Velde, A. 31
Vaublanc, comte de 115, 117
vaudeville 94, 137
Vauzelle, J.-L. 81
Vernet, C.-J. 4, 28, 29, 29–31, 33–34, 38–39, 

41n51, 58, 87, 123–124
Vernet, H. 114
Versailles 27, 53; itinerant workers of 27; 

royal palace of 16, 26
Villette, C. 52, 69n47
Virgil 7, 31, 64
Voyages pittoresques 9, 101, 103–106, 

109–110, 112–113, 120, 126

Watelet, C.-H. 3–4, 6, 11n4, 12n18, 14–22, 
33, 39–40, 40nn5–14, 40nn19–21, 
40nn25–31, 43, 53, 56, 58, 61, 67n2, 
81, 96

Watelet, L.-E. 105
Williams, H. M. 49, 57, 60–61, 69n35, 

70n57, 70n66
Winkelmann, J. 6, 62–63
Wolzogen, W. von 68nn30–31
Wrigley, R. 41n63, 129n70




	Cover
	Half Title
	Series Page
	Title Page
	Copyright Page
	Dedication
	Table of Contents
	Figures
	Acknowledgements
	Foreword
	Introduction: Landscape and landscape painting in Revolutionary France
	Landscape and ‘spaces of dispersion … ’ 
	Notes

	Chapter 1 Landscape painting and the pastoral vision: Art and spatiality during the ancien régime
	Watelet, paysage and the Dictionnaire des beaux arts
	Of other spaces … landscape painting in ancien régime France
	Other spaces, other times
	Landscape painting in the public sphere: in and outside the Salons …
	Notes

	Chapter 2 Making space for the Revolution
	The Bastille
	‘The Empire of Liberty embraces the arts’: landscape painting 
at the Salon
	‘Of other times’: Rome 
	Notes

	Chapter 3 ‘The passive instrument of the First Consul’s will’: Painting landscapes for Napoléon Bonaparte
	Landscape and landscape painting in Consular and Imperial France
	‘De certitude et d’utilité’: the Panorama during 
the Consulate and Empire
	Political porcelain: the Service de l’Empereur 
	Notes

	Chapter 4 Blindness, amnesia and consumption: Painting landscapes in Restoration France
	‘Reading the scribbled past’: voyages pittoresques and the 
restoration of the French landscape
	From Panorama to Diorama: ‘I am myself nothing in comparison’ 
	‘We sometimes admire you, we often criticize you and we never buy you’: landscape painting and the Restoration of the Académie des beaux-arts
	Consuming landscapes in Restoration France 
	Notes

	Chapter 5 ‘Comment cela finira-t-il?’: A postscript
	Notes

	Bibliography
	I Archival sources
	II Primary sources
	III Secondary sources

	Index

