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Seeing comes 
before words.
The child looks 
and recognizes 
before it can 
speak.



The relation 
between what we 
see and what we 
know is never 
settled.

The way we see 
things is affected 
by what we know 
or what we 
believe.



We never look at 
just one thing; we 
are always looking 
at the relation 
between things 
and ourselves.

We only see 
what we look at.



Images were
first made to 
conjure up the 
appearance of 
something that 
was absent.

The past is not 
for living in; it is 
a well of conclu-
sions from which 
we draw in order 
to act.



When we “see” a 
landscape, we sit-
uate ourselves in 
it. If we “saw” the 
art of the past, we 
would situate our-
selves in history.

Today we see the 
art of the past as 
nobody saw it be-
fore. We actually 
precieve it in a 
different way. 



The visible world 
is arranged for the 
spectator as the 
universe was once 
though to be 
arranged for God.

Every drawing or paint-
ing that used perspective 
proposed to the spectator 
that he was the unique 
center of the world. The 
camera - and more partic-
ularly the movie camera 
- demonstrated that there 
was no center.



The invention 
of the camera 
changed the way 
men saw. The visi-
ble came to mean 
something differ-
ent to them.

When the camera repro-
duces a painting, it de-
stroys the uniqueness 
of its image. As a result 
its meaning changes. Or, 
more exactly, its meaning 
multiplies and fragments 
into many meanings. 



Works of art are dis-
cussed and presented 
as though they were 
holy relics: relics which 
are first and foremost 
evidence of their own 
survival.

The bogus religiosity which 
now surrounds original works 
of art, and which is ultimately 
dependent upon their mar-
ket  value, has become the 
substitute for what paintings 
lost when the camera made 
them reproducible.



In the age of pictorial 
reproduction the mean-
ing of paintings is 
no longer attached to 
them; their meaning 
becomes transmitta-
ble: that is to say it
becomes information.

Reproduction 
isolates a 
detail of a 
painting from 
the whole.



The meaning of an 
image is changed 
according to what 
one sees immedi-
ately beside it or 
what comes imme-
diately after it. 

For the first time ever, 
images of art have 
become ephemeral, 
ubiquitous, insub-
stantial, available, 
valueless, free.



The art of the 
past no longer
exists as it once 
did. Its authority 
is lost.

A people or a class which 
is cut off from its own 
past is far less free to 
choose and to act as a 
people or class than 
one that has been able 
to situate itself in history. 



A woman’s presence 
expresses her own 
attitude to herself, 
and defines what 
can and cannot be 
done to her. 

One might simplify 
this by saying: men act 
and women appear. 
Men look at women. 
Women watch them-
selves being looked at. 



To be naked is to 
be oneself. To be 
nude is to seen na-
ked by others and 
yet not recognized 
for ones self.

To be naked is to be without 
disguise. To be on display 
is to have the surface of 
one’s own skin, the hairs 
of one’s own body turned 
into a disguise which, in that 
situation can never be 
discarded.



Almost all post Renais-
sance European sex-
ual imagery is frontal 
- either literally or met-
aphorically - because 
the sexual protagonist 
is the spectator-owner 
looking at it. 

In lived sexual 
experience 
nakedness is a 
process rather 
than a state.



Women are depicted in a 
quite different way than men 
- not because the feminine 
is different from the masculine
- but because the “ideal” 
spectator is always assumed 
to be male and the image of 
the woman is designed 
to flatter him.

To have a thing 
painted and put 
on a canvas is 
not unlike buying 
it and putting it in 
your house.



The term oil painting 
refers to more than a 
technique. It defines 
an art form.

The art of any 
period tends
to serve the 
ideological 
interests of the 
ruling class. 



Oil painting did to 
appearances what 
capitol did to social 
relations. It reduced 
everything to the 
equality of objects.

The art of any 
culture will 
show a wide
differential 
of talent.



Hack work is not the 
result of either clum-
siness or provincial-
ism; it is the result of 
the market making 
more insistent de-
mands than the art.

The purpose of the 
“genre” picture was 
to prove - either positively 
or negatively - that 
virtue in this world was 
rewarded by social and
financial success.



Such pictures assert 
two things: that the poor 
are happy, and that the 
better-off are a source 
of hope for the world.

The sky has no 
surface and is 
intangible; the 
sky cannot be 
turned into a 
thing or given 
quantity.



We are accused of
being obsessed by 
property. The truth
is the other way round. 
It is the society and
culture in question 
which is so obsessed.  

In no other form of 
society in history 
has there been such 
a concentration of 
images, such a den-
sity of visual mes-
sages.



Publicity images 
also 

belong 
to the moment in the sense 
that they must be continually 
renewed and made up-to-date. 
Yet they never speak of the 
present. Often they refer to 
the past and always they 
speak of the future. 
  

Publicity is not merely an
assembly of competing 
messages: it is a language 
in it self which is always 
being used to make the 
same general proposal.  



The state of being envied 
is what constitutes glam-
our. And publicity is the 
process of manufactur-
ing glamour.

Publicity is never 
a celebration of a 
pleasure in itself. 
Publicity is always 
about the future 
buyer.



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

Publicity makes all 
history mythical, but 
to do so effectively it 
needs a visual lan-
guage with histori-
cal dimensions.



All publicity works 
upon anxiety. The 
sum of everything 
is money, to get 
money is to over-
come anxiety.

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



The oil painting was thought of 
as a permanent record. One of 
the pleasures a painting gave to 
its owner was the thought that it 
would convey the image of his 
present to the future of his de-
scendants. The oil painting was 
naturally painted in the pres-
ent tense. 

The publicity image 
which is ephemeral 
uses only the future 
tense.



Publicity speaks in 
the future tense and 
yet the achievement 
of this future is 
endlessly deferred.

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



Capitalism survives 
by forcing the majori-
ty, whom it exploits, to 
define their own inter-
ests as narrowly as 
possible. 








