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The nineteenth century is often called “the Romantic era”. Romanticism may be defined 

as a movement in the history of culture, as an aesthetic style, and as an attitude or 

spirit.  As a movement, romanticism involved a revolt against convention and authority 

and a search for freedom in personal, political, and artistic life.  

 

 The Romantics reacted against the rationalism of Enlightenment culture and the 

impersonality of growing industrialism.  Estranged from traditional religious beliefs, the 

romantics looked upon nature as the dwelling place of God.  They worked to revive their 

nations’ history and to liberate the oppressed peoples of the earth.   

 

As an artistic style, Romanticism was a reaction against the neoclassical quest for order 

and intellectual control.  Romantics favored the free expression of the imagination and 

the liberation of the emotions.  In preference to aesthetic objectivity and formalism, 

romantics chose subjectivity and the spontaneous outpouring of feeling. They cultivated a 

taste for the exotic, the ecstatic, and the fantastic.   

 

Finally, as an attitude, romanticism may be seen as an effort to glorify the self by way of 

intuition and the senses.  Romantics did not reject the value of reason; they regarded the 

emotions as equally important to human experience.  Sentimentality, nostalgia, 

melancholy, and longing were all characteristic of the romantic cast of mind. 

 



Left: Francisco Goya. Self-Portrait, c. 1815, oil on canvas 

Right: Francisco Goya. Self-Portrait, 1797-8, etching 



Francisco Goya. Witches’ Sabbath, 

1798, oil on canvas 

 

Witches' Sabbath shows the devil in 

the form of a garlanded goat, 

surrounded by a coven of disfigured, 

young and aging witches in a 

moonlit barren landscape. The goat 

possesses large horns and is crowned 

by a wreath of oak leaves.  

 

An old witch holds an emaciated 

infant in her hands. The devil seems 

to be acting as priest at an initiation 

ceremony for the child, though 

popular superstition at the time 

believed the devil often fed on 

children and human fetuses.  

 

The skeletons of two infants can be 

seen; one discarded to the left, the 

other held by a crone in the center 

foreground. 



Typical of the imagery of witchcraft, many 

of the symbols used are inverted. The goat 

extends his left rather than right hoof 

towards the child, while the quarter moon 

faces out of the canvas at the top left 

corner. In the middle high-ground, a 

number of bats can be seen flying overhead, 

their flocking motion echoing the curve of 

the crescent moon.  

 

Interest in the supernatural was a feature 

of Romanticism. However, in a Spanish 

context, Goya's paintings have been seen as 

a protest against those who upheld and 

enforced the values of the Spanish 

Inquisition, which had been active in Witch 

hunting during the seventeenth-century 

Basque witch trials. The later Witches 

Sabbath was painted as a bitter struggle 

raged between liberals and those in favor of 

a church and a royalist-lead state, which 

culminated in the so-called Ominous 

Decade (1823-1833).  



This painting can be seen as an 

attack on the superstitious beliefs 

rife in Spain during a period when 

tales of midnight gatherings of 

witches and the appearance of the 

devil were commonplace among the 

rural populace.  

 

It reflects the artist's disdain for 

the popular tendency towards 

superstition and the church-led 

return to medieval fears. Goya's 

depictions of such scenes mocked 

what he saw as medieval fears 

exploited by the established order 

for political capital and gain.  

 

In the twentieth century the 

painting was purchased by the 

financier José Lázaro Galdiano and 

donated to the Spanish state on his 

death. 



Francisco Goya. The Third of May, 1808, 1808-14, oil on canvas 

 

The leading Spanish painter of the late eighteenth and early nineteenth centuries, 

Francisco de Goya (1746-1828), was attracted by several Romantic themes.  His 

compelling images reflect his remarkable psychological insights, and many also display 

his support for the causes of intellectual and political freedom.  



This painting depicts the aftermath of events that occurred on May 2 and 3, 1808.  Two 

Spanish rebels had fired on fifteen French soldiers from Napoleon’s army.  In response, 

the French troops rounded up and executed close to a thousand inhabitants of Madrid 

and other Spanish towns. Six years later, after the French had been ousted, the liberal 

government of Spain commissioned a pair of paintings, of which this is one, to 

commemorate the atrocity. 



The Second of May 1808 was completed in 1814, two months before its companion 

work The Third of May 1808. It depicts the uprising that precipitated the executions 

of the third of May. 



This work by Goya focuses on victims and antiheroes.  It is not meant to be 

beautiful, however, but horrible.  Goya emphasizes the brutality through 

the bloody corpses of those just killed. The work is less an indictment of the 

French than of the faceless and mechanical forces of war itself, blindly 

killing a representative sampling of humanity,  which features a Christ-like 

figure in white.  



Goya  dramatically juxtaposes the visible faces of the victims with the covered faces of 

the executioners.  The firing squad is an anonymous, but deadly, force, whose regular, 

repeated rhythms and dark mass contrast with the highlighted, disorderly victims.  The 

emotional poses and gestures, accentuated by thick brushstrokes, and the stress on 

individual reactions to the ‘blind,’ brute force of the firing squad, are characteristic of 

Goya’s Romanticism.  



Francisco Goya. Y no hay remedio (And it can't be helped) from 

“The Disasters of War,” c. 1810–1812 



During the French occupation of Spain (1808-1814), Goya also sketched scenes of the 

occupation by Napoleon’s troops. These sketches were published in 1863 as a series of 

prints called Disasters of War. The Third of May, 1808 is often considered to be the 

most dramatic of Goya’s studies of the Spanish War of Independence.  

 

In it, we can see aspects of the compositions of the prints in Disasters of War. 

Compositionally, there are similarities between the print and the later painting. In 

“And There is No Remedy”, the firing squad about to shoot its helpless targets is 

arranged in a strikingly similar way to the firing squad in The Third of May, 1808.   



The light area on the left is echoed in the small hill behind the martyr in Third of May. 

The vertical post to which the victim is tied in the print also draws the viewer toward 

the center of the work; this device was repeated with the church tower in the painting. 

The horizontal rifles on the right side of the print create a directional line drawing 

attention toward the victim, a technique that Goya repeats in Third of May.  

 

“And There is No Remedy” is a good example of the way in which an artist re-works a 

visual idea over a period of time to develop ideas and refine the composition.  



When Napoleon’s armies occupied 

Spain in 1808, Goya and many 

other Spaniards hoped that the 

conquerors would bring the liberal 

reforms so badly needed.  

 

The barbaric behavior of the French 

troops crushed these hopes and 

generated a popular resistance of 

equal savagery.  Many of Goya’s 

works from 1810 to 1815 reflect this 

bitter experience. 

 

The two paintings were done in 

1814 for the newly restored King 

Ferdinand VII. Their purpose was 

to commemorate the heroic actions 

of the Spanish people during the 

struggle for independence from 

France.  



Francisco Goya. The Sleep of Reason 

Produces Monsters, c. 1798, etching and 

aquatint 

 

The Sleep of Reason. Produces Monsters 

was meant to be used as a frontspiece 

to a folio of eighty etchings. “The print 

shows a personification of Reason 

having fallen asleep.   

 

Behind him are the dark creatures of 

the night- owls and bats- that are let 

loose when Reason sleeps. 

 

The series was called Los Caprichos. 

The subtitle, added later, expanded on 

its meaning.  “Imagination abandoned 

by reason produces impossible 

monsters; united with her, she is the 

mother of the arts.”  



Seemingly poised to attack the 

artist are owls (symbols of folly) 

and bats (symbols of ignorance).  

 

After printing about 300 sets of 

this series, Goya offered them 

for sale in 1799.  He withdrew 

them from sale two days later 

without explanation.   

 

Historians believe that he was 

probably warned by the Church 

that if he did not do so he might 

have to appear before the 

Inquisition because of his 

unflattering portrayal of the 

Church in some of the etchings. 



Like many of the aristocrats who 

supported the French Revolution in 

its pre-Jacobin years, they perceived 

their King as the caretaker of liberal 

reform.  But the pueblo, the common 

people and artisans from whose 

ranks Goya had risen, was far more 

conservative.   

 

There was an immense chasm 

between popular and elite culture in 

Bourbon Spain.  To the majo on the 

street, the ilustrado in the salon with 

his Frenchified ideas was virtually a 

foreigner. People rarely like the 

humanitarian plans of their social 

superiors.  



Francisco Goya. Tooth Hunting, c. 1798, 

etching and aquatint 

 

The culture of the Madrid pueblo had 

nothing to do with Beccarai or Diderot- or 

with Goya’s court portraits, for that 

matter. It was immersed in folktales, 

superstitions and ferociously dirty jokes.   

 

It clung to the bullfight, to flamenco 

singers and hellfire preachers, to the 

grotesque pantomimes known as 

tonadillas, to phantasmagorias full of 

witches and demons, to crude woodcuts 

and a popular theater whose heroes were 

bandits, smugglers and other enemies of 

authority, and to the codes of brash, 

laconic dandyism and male bonding that 

were signified by the word majismo.  



Francisco Goya. Madhouse at 

Saragossa, 1794, oil on tin 

 

Goya in 1793 fell ill from an 

infection- it may have been a form 

of polio- that disoriented him, 

rocked his self-confidence and left 

him permanently deaf.   

 

Deafness meant less sociability, 

and through the 1790s you see the 

second, the private, the deeper 

Goya pushing to the surface.  

 

Having hallucinated and heard 

noise in his head, he thinks of 

madhouses. He nourishes himself 

with drawings whose content is 

very far from the polite discourse 

of court art.  



Francisco Goya. Saturn Devouring his 

Children, 1819-23, oil on canvas  

 

Between the years of 1819 and 1823, Goya 

painted a series of paintings on the walls 

his villa at Quinto del Sordo, all of which 

portrayed terrible, fantastical, or morbid 

imagery.  

 

These paintings are now called the Black 

Paintings, referring to the mental state of 

Goya during this dark time in his life, due 

to his bout with illness, which made him 

deaf, as well internal strife in Spain.  

 

This painting was completed of the walls 

of his dining room, and is a rendition of 

Saturn, the Roman mythological 

character, who, fearing that his children 

would one day overthrow him, ate each 

one of them upon their births.  
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Theodore Géricault. Raft of the Medusa, 1818-9, oil on canvas 



Theodore Gericault used the cause of social justice in the service of Romanticism in his 

acknowledged masterpiece, The Raft of the Medusa, which he began in 1818 and exhibited 

at the Salon the following year.  This picture commemorates a contemporary disaster at 

sea rather than a heroic example of Neoclassical patriotism.  On July 2, 1816 the French 

frigate Medusa hit a reef off the west coast of Africa.  The caption and senior officers 

boarded six lifeboats, saving themselves and some of the passengers.  The 149 remaining 

passengers and crew were crammed on to a wooden raft, which the captain cut loose from 

a lifeboat. During the thirteen-day voyage that followed, the raft became a floating hell of 

death, disease, mutiny, starvation, and cannibalism. Only fifteen people survived. 



The Salon refers to the official art 

exhibitions sponsored by the 

French authorities.  The term is 

derived from the Salon d’Apollon 

in the Louvre Palace.   

 

It was here, in 1667, that Louis 

XIV sponsored an exhibition of 

works by members of the 

Academie Royale de Peinture et 

de Sculpture (Royal Academy of 

Painting and Sculpture).   

 

From 1737 the Salon was an 

annual event, and in 1748 

selection by jury was introduced.  

Throughout the eighteenth 

century, the Salons were the only 

important exhibitions at which 

works of art could be shown.  This 

made acceptance by the Salon 

jury crucial to an artist’s career. 



The episode became a national scandal when it was 

discovered that the ship’s captain owed his 

appointment to his monarchist sympathies rather 

than to merit.  

 

Furthermore, the French government had tried to 

cover up the worst details of the incident.  It was not 

until the ship’s surgeon, one of the survivors from the 

raft, published his account of the disaster that the full 

extent of the tragedy became known.   

 

Géricault took up the cause of the individuals against 

social injustice and translated it into a struggle of 

humanity against the elements. Viscount Hugues 

Duroy de Chaumereys had been appointed captain of 

the frigate despite having scarcely sailed in 20 years.  

 

At the Salon of 1819, this painting was retitled A 

Shipwreck Scene, to avoid the politically inflammatory 

aspects of the event.  Because the monarchy refused to 

buy the painting, Géricault took it on a two-year tour 

of England and Ireland, where he exhibited it 

commercially. 
Plan of the Raft of the 

Medusa 



Géricault did a substantial amount of preliminary studies for this painting: he 

interviewed survivors, made drawings of the ill or even dead, and produced horrifying 

sketches of the heads and limbs of executed people. He built a model raft in his studio 

and, like an actor immersing himself in a role, even lashed himself to the mast of a 

small boat in a storm. 



Géricault had deliberately sought to 

be both politically and artistically 

confrontational. Critics responded 

to his aggressive approach in kind, 

and their reactions were either ones 

of revulsion or praise, depending on 

whether the writer's sympathies 

favored the Bourbon or Liberal 

viewpoint. 

 

 Although Géricault considered 

depicting the cannibalism that the 

survivors resorted to, he eventually 

decided to show the moment when 

the survivors first spotted their 

rescue ship. A discarded, 

bloodstained ax is the only 

reference to the horrific 

cannibalism described by the 

survivors. 



Like the survivors, you need to search hard to find the ship that eventually saved 

them.  The Argus was the sister ship of the Medusa, and Gericault shows it as a tiny 

speck on the horizon of his huge canvas. It is still conceivable that the ship will turn 

away (as had occurred once before in reality) and all hope of rescue would be dashed. 



Géricault organizes the composition to form two pyramids.  The first is outlined by the 

guy ropes supporting the sail.  The second is often described as the “pyramid of hope.” 

The symbolic potential of shipwreck and hope is just as typical Romanticism as the link 

between horrific reality and symbolic idealism, which gives the painting the same drama 

that characterized the works of the Baroque painters often copied by Géricault. 



In 1820 the artist took the monumental canvas on a traveling exhibit to England, in the 

hope that this theme of “man against the elements” would have strong appeal across the 

Channel, where the American painter John Singleton Copley had exhibited Watson and 

the Shark (right) 40 years before.  





The painting generally impressed the viewing public, although its subject matter 

repelled many, thus denying Géricault the popular acclaim which he had hoped to 

achieve. At the end of the exhibition, the painting was awarded a gold medal by the 

judging panel, yet they refrained from giving the work the greater prestige of being 

selected for the Louvre's national collection.  

 

Instead, Géricault was awarded a commission on the subject of the Sacred Heart of 

Jesus, which he clandestinely offered (along with the fee) to Delacroix, whose finished 

painting he then signed as his own. Géricault retreated to the countryside, where he 

collapsed from exhaustion, and his work, having found no buyer, was rolled up and 

stored in a friend's studio. 
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Left top: Eugene Delacroix. Self-Portrait, c. 1842, oil on 

canvas 

Left bottom: Jean-Auguste-Dominique Ingres. Self-

Portrait. 1804, oil on canvas 

 

The year 1824 was crucial for French painting.  

Gericault died after a riding accident.  The first 

showing in Paris of works by the English Romantic 

painters, was a revelation to many French artists.  

Ingres returned to France from Italy and had his first 

public success.   

 

And Eugene Delacroix (1798-1863) established himself 

as the foremost Neo-Baroque Romantic painter.  For 

the next quarter-century, he and Jean-Auguste-

Dominique Ingres were bitter rivals, and their polarity, 

fostered by supporters, dominated the artistic scene in 

Paris. 



Eugene Delacrox. Greece on the Ruins 

of Missolonghi. 1826, oil on canvas 

 

Often regarded as the leader of the 

French Romantic school, Eugene 

Delacroix (1798-1863) was drawn to 

subjects shaped by tragedy and 

despair.  

 

This painting was inspired by the 

Third Siege of Missolonghi by the 

Ottoman forces in 1826, during which 

many people of the city after the long-

time siege (almost a year) decided to 

attempt a mass breakout (sortie) to 

escape famine and epidemics. The 

attempt resulted in a disaster, with 

the larger part of the Greeks slain. 



Greece is depicted as a kneeling 

woman who occupies the major part of 

the painting. She is wearing a 

traditional Greek costume, her chest 

being widely bare, and she spreads 

her arms as a sign of sadness. The 

hand of a dead victim can be seen 

protruding from the rubble, beneath 

her feet. In the background, a black 

man wearing a yellow turban, who 

symbolizes the enemy, is planting a 

flag in the ground. 

 

This allegorical figure adopts the 

attitude of praying in the early 

centuries of Christianity. The blue 

coat and white robe, traditionally 

attributed to the Immaculate 

Conception, reinforces this analogy to 

a secular figure of Mary. 



Eugène Delacroix. The Death of Sardanapalus, 1827-8, oil on canvas 



The first work to show him as a mature 

master is The Death of Sardanapalus, 

inspired by Lord Byron’s drama in free verse 

of 1821.  Delacroix was above all a literary 

painter. He often chose those writers favored 

by other Romantic artists: Dante, 

Shakespeare, Goethe, Scott.   

 

But he was inspired above all by Byron, the 

archetype of the Romantic, whose valiant 

death as commander of a regiment at 

Missolonghi in 1824 during the Greek war of 

independence from the Turks was mourned 

by Delacroix as a tragedy.  

 

A moody, solitary man, he always ran a slight 

fever.  Delacroix believed the artist should 

feel the agony of creation and, like his friend 

the composer Frederic Chopin, he was 

consumed by the flame of genius.  “The real 

man is the savage,” he confided to his 

journal. As the Romantic poet Baudelaire put 

it, Delacroix was “passionately in love with 

passion.” 

Photograph of Eugene 

Delacroix in 1862 



The Assyrian king, Sardanapalus, 

defended his capital city for three years 

against a powerful enemy. But when the 

river Euphrates, in a fulfillment of a 

prophecy, flooded its banks and tore 

down the wall of the city, he gave up and 

admitted defeat.   

 

“He had a gigantic funeral pyre erected 

in his palace, heaping upon it all his gold 

and silver and every garment in the royal 

wardrobe. He then locked his concubines, 

his eunuchs and himself in a room that 

had been cleared in the middle of the 

pyre and committed everything, 

including himself and his palace, to the 

flames.”  

 

Nothing that had ever served his 

pleasure was to be spared.  The story has 

little in common with the life of the true 

historical figure.  Sardanapalus’ 

reputation was legendary: he was the 

incarnation of irresponsible hedonism. 



The painting exemplifies the most important features of French Romanticism: the 

unrestrained superman as hero; the combination of death and eroticism; Oriental 

décor; swirling movement rather than the repose and balance of an orderly 

construction; the predominance of color over line.  



Eugène Delacroix. Sketch for Death of Sardanapalus, pastel over graphite 



In contrast to the Neoclassical perfectionism 

of his chief rival Jean-Auguste Dominique 

Ingres, Delacroix took for his inspiration the 

art of Rubens and painters of the Venetian 

Renaissance, with an attendant emphasis on 

color and movement rather than clarity of 

outline and carefully modeled form. 



Eugène Delacroix. Hamlet and Horatio 

in the Graveyard, 1839, oil on canvas 

 

In a society devoted to narrow-minded 

materialism, expansive, soulful spirits’ 

were easily driven to melancholy: “the 

sickness of the century.” They became 

world-wearied, pessimistic through and 

through.   

 

Delacroix, too, complained in his 

journals of “boredom and melancholy.”  

“Everybody,” he wrote, “goes about in a 

leaden cloak.”  

 

Disappointment and ennui were the 

crucible in which the Romantic hero 

was fired, the prototypical rebel who 

pitted himself against social norms and 

died a hero’s death. 



Sardanapalus goes to the grave 

accompanied by his Arab horse.  It has 

been dragged to his bed, bejeweled like 

a woman, with its braided mane and 

golden reigns.   

 

Delacroix, too, loved horses. He had 

sketched them ever since his youth, and 

later on, they became a recurrent motif 

in his work.  Like other Romantics, he 

saw in the horse an embodiment of his 

longings.   

 

The Classical ideal was self-control; the 

scale of human measurement was man.  

The horse of the Romantics, on the 

other hand, was unbridled impetuosity, 

a rearing beast, all movement, the 

incarnation of power and passion. 

Again and again, Delacroix painted 

horseback duels, lions and tigers falling 

on horses.  



Eugène Delacroix. Liberty Leading the People, 1830, oil on canvas 



The Death of Sardanapalus 

caused such a scandal that 

Delacroix was unable to sell 

anything, according to his own 

testimony, for five years.   

 

The Salon, whose role was 

essentially to judge what was 

good art and what was bad, 

was dominated by the 

Classical works  of Ingres and 

his pupils, or by the more 

moderate Romantics.   

 

Success eventually returned to 

Delacroix with the response to 

a painting which, like many of 

his earlier ones, was inspired 

by political events- this time 

by the 1830 July Revolution.  



King Charles X 

by François Pascal Simon Gérard, 

1825 

 

Delacroix’s controversial painting 

commemorates the political 

uprising in Paris in July 1830, 

when Parisians took to the streets 

in revolt against the greedy and 

tyrannical regime of the King, 

Charles X. 



Left: Horace Vernet. Louis-Phillipe going from the Palais Royal to the Hôtel de Ville, 

31 July 1830  

Right: Portrait of Louis-Philippe, the Duke of Orleans 

 

The July Revolution witnessed the ascent of Charles X’s cousin Louis-Philippe, the 

Duke of Orleans, who himself, after 18 precarious years on the throne, would in turn 

be overthrown.  



Delacroix includes two soldiers as victims. Many soldiers refused to fire on their fellow 

citizens- some even joined the rebel ranks. All classes, except the dyed-in-the-wool 

monarchists, supported the revolt.  Delacroix conveys this by the variety of hats that 

are worn by the streetfighters- top hats, berets, and cloth caps are all represented.  

 

During the Revolution, Delacroix himself was on the side of the rebels, and wrote to his 

brother that he would at least paint for the fatherland if he could not fight for it.  



Battle outside the 

Hôtel de Ville, by 

Jean Victor Schnetz 

 

The Revolution 

marked the shift 

from one 

constitutional 

monarchy, the 

Bourbon Restoration, 

to another, the July 

Monarchy. 

Supporters of the 

Bourbon would be 

called Legitimists, 

and supporters of 

Louis Philippe 

Orleanists.   



By incorporating antiquity into his figure of Liberty, Delacroix makes a 

nostalgic, “Romantic” appeal to Roman republican sentiment. Her Greek profile 

and bare breasts recall ancient statuary, while her towering form and costume 

confirm her allegorical role. Among Liberty’s followers are representatives of 

different social classes, who are united by their common cause.  In their 

determined march forward, they trample the corpses beneath them.  



A colorist in the tradition of Rubens, Delacroix integrates color with the painting’s 

message.  In an image that is primarily composed of brown tones and blacks, the colors 

that appear most vividly on the flag are repeated with more or less intensity 

throughout the picture plane.  Whites are more freely distributed.  In the sky, reds and 

blues are muted.  Denser blues are repeated in the blue stocking of the fallen man at 

the left and the shirt of the kneeling boy.  His scarf and belt, like the small ribbon of 

the corpse at the right, are accents of red.  In echoing the colors of the flag, which is at 

once a symbol of Liberty and of French republicanism, Delacroix paints a political 

manifesto. 



WAR and VIOLENCE: 
ROMANTICISM 

(Goya, Géricault, and Delacroix) 







Iconic Images of War: 

Iraq War and Vietnam 

War 



What impact do images of death have on 

the public? Can it change attitudes or 

beliefs? Do we intentionally avoid 

depicting images of death? 

 

Cultural differences in Drunk Driving 

 

Do images actually have an impact on 

statistics? 

 

MADD Myths Debunked 

http://www.sentientinsight.com/cultural-differences-in-the-dissuasion-of-drunk-driving/
http://www.madd.org/underage-drinking/why21/myths.html


What might be 

some reasons 

why Goya’s 

painting of 

Saturn 

devouring his 

children has 

become so 

iconic… and 

imitated or 

referenced? 



Although his depiction has become well-known of a terrible war crime, Goya himself 

did not witness the massacre on the Third of May. The photographer Robert Capa did 

witness a terrible death. This famous… and controversial image… catapulted Capa to 

fame as “the world’s greatest war photographer.” Capa’s biographer has adamantly 

claimed that the photograph was not staged, but shot during the heat of battle during 

the Spanish Civil War. What ethical issues are raised in creating this kind of “art” 

that grapples with issues of war, death, and artistic decision-making? 



Photograph of George W. Bush overlooking the aftermath of Katrina in 2005.  He 

wrote in his 2010 book that allowing himself to be photographed here was one of the 

major mistakes made during his administration. Why do you think he came to this 

conclusion? 



Artists have often been drawn to tragic 

events in search of subject matter. Here 

are some paintings by the Texas artist 

David Bates, responding to the hurricane 

Katrina of 2005.  

 

Remembering Katrina by Forgetting the 

Politics 

http://ereview.org/2010/06/12/remembering-katrina-by-forgetting-the-politics/
http://ereview.org/2010/06/12/remembering-katrina-by-forgetting-the-politics/


This image by Joel Peter Witkin was created in response to the George W. 

Bush administration. Discuss possible reasons why Witkin alluded to 

Gericault’s masterpiece. 



 

 

Analysis by Joel Peter Witkin 

 

 Raft of George Bush" is a contemporary "Ship of Fools" which has as its pictorial basis, 

the "Medusa" of Gericault. Bush sits lost in his grand ideas, shown as small electric 

lights. His left hand rests on the large, perfect breast of "Condi" Rice. This, the most 

powerful woman on earth, is merely a mouth-piece, a token blackie who dresses in 

haute coutre. Above Bush is his mother, Barbara, basking in the light, the myth of 

Republicanism. At her feet is Defense Secretary Rumsfeld crushed by the defeat of 

Iraq. Colin Powell wears the wreath of militarism and the dollar sign vision he now 

lives for, after lying to the world at the United Nations. Powell taps Bush on the 

shoulder to make him aware of their rescue. Vice President Cheney and his wife 

express joyful rapture in their deliverance. Dick Cheney, a "whatever it takes to 

succeed" type, is dressed in a gown and bra, reminiscent of the cowardly men on the 

sinking Titanic who dressed as women in order to save themselves. Below the mast is 

a religious figure representing Theocracy and Priest-pederasts. Has the young man 

below him received spiritual comfort or oral sex. The angry angel, wearing a bra of tea 

cups, holds a large bone signifying cannibalistic capitalism, that charnel house of our 

dismal social progress. All the other models in this tableaux are posed as characters in 

the Gercault painting with the exception of the black African named Cyril, who waves 

to the ship. All the other men are M.T.V. and Big Mac prodigals with the soft bodies 

and minds of corporate culture. - JP Witkin 

http://www.artnet.com/galleries/artwork_detail.asp?G=&gid=357&ViewArtistBy=online&aid=25126&wid=425009299&source=artist&sortby=imgorder


For three months students met weekly at a high 

school in order to prepare for a tableau vivant 

under the direction of the artist Adad Hannah. 

What motivated the patron, Gus Horn, to 

commission this work? 

 

Adad Hannah - Raft of the Medusa Project 

http://adadhannah.com/projects/show/the_raft_of_the_medusa_100_mile_house/
http://adadhannah.com/projects/show/the_raft_of_the_medusa_100_mile_house/
http://adadhannah.com/projects/show/the_raft_of_the_medusa_100_mile_house/
http://adadhannah.com/projects/show/the_raft_of_the_medusa_100_mile_house/


Levelers - The Raft of the Medusa 

http://www.youtube.com/watch?v=nxb3THhAZK4
http://www.youtube.com/watch?v=nxb3THhAZK4
http://www.youtube.com/watch?v=nxb3THhAZK4
http://www.youtube.com/watch?v=nxb3THhAZK4


In what ways does Delacroix 

demonstrate the influence of 

Peter Paul Rubens? In what 

ways does he differ from the 

Baroque master? 



Delacroix’s bitter rival in the French Academy was Jean-Auguste-Dominque 

Ingres. Based on these two images, why do you think the two disagreed so 

intensely in regard to content and style in painting? 



Both of these images are of the violinist Paganini. One is by Ingres. The 

other is by Delacroix. Which is which? How does a comparison of these two 

images reveal contrasting approaches to content and style? 



Discuss reasons 

why Delacroix 

may be alluding 

to the Venus de 

Milo in his 

painting of 

Liberty Leading 

the People. 



Numerous artists have been inspired by Delacroix’s 

Liberty Leading the People. Discuss reasons why so 

many artists have appropriated Delacroix’s painting. 

 

Cristina Lucas Video - Exposicion Light Years 

 

fotograaf Gerard Rancinan – YouTube 

 

Coldplay Viva la Vida 

http://www.youtube.com/watch?v=cXgeMuzFoFs
http://www.youtube.com/watch?v=cXgeMuzFoFs
http://www.youtube.com/watch?v=cXgeMuzFoFs
http://www.youtube.com/watch?v=cXgeMuzFoFs
http://www.youtube.com/watch?v=XKb1UxbqQnk
http://www.youtube.com/watch?v=XKb1UxbqQnk
http://www.youtube.com/watch?v=XKb1UxbqQnk
http://www.youtube.com/watch?v=XKb1UxbqQnk
http://www.youtube.com/watch?v=dvgZkm1xWPE

