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T h e introduction to a recent French monograph on Descartes 
a n d his phi losophy fea tured the following s ta tement : 

L'esprit cartesien n'a pas tres bonne image aujourd'hui. II est 
souvent synonyme d'un rationalismc autoritaire et rcducteur.' 

Th is quite negative appraisal is contradic ted elsewhere 
in which it is postula ted that Car tes ian phi losophy was 
a n d remains f u n d a m e n t a l to our way of perceiving a n d 
conceiving our own reality: 

. . . nicht wenigc unserer Ansichten iiber Seele und Korper, 
Subjekt und Objekt, die wir fur selbstverstandlich halten, weil 
wir iiber sie nicht nachzudenken pflegen, sind in Wirklichkeit 
nicht selbstverstandlich, sondern cartesianisch." 

W h e n c o m p a r i n g these two quota t ions taken f rom two 
different m o n o g r a p h s on the phi losopher it appears that our 
at t i tude to Car tes ian phi losophy is schizophrenic: for whilst 
m a n y of our ideas a n d concepts , which we take for gran ted , 
are Car tes ian in origin we reject this 'Car tes ian mental i ty ' 
when the not ion of it becomes explicit. 

It is a l ready a difficult task to agree univocally on the 
extent to which in this day a n d age we are mou lded by the 
Car tes ian impr in t and yet m o r e difficult to define the impact 
Descar tes h a d on his contemporar ies . But such definition 
is all the m o r e impor tan t in view of the fact that it has 
b e c o m e obligatory to evaluate the significance a n d role 
of philosophical concepts th rough their repercussions, the 
way in which they were received by their con temporar ies 
a n d succeeding generat ions. T h e case for presenta t ion a n d 
analysis in this p a p e r is even m o r e significant for it deals not 
simply with how a c o n t e m p o r a r y phi losopher of Descartes 
m a y have b e c o m e acqua in ted with his ideas, but whe the r 
in transgressing the boundar ies of scientific disciplines, an 
artist (and here it must be emphas ized , one of the most 
intellectual artists of his time) had registered such response 
to the phi losophy in his work. A fact, if established, which 
would make the influence of the phi losopher even m o r e 
remarkable . 

T h u s the quest ion posed is whe the r Nicolas Poussin 
(figure i),3 f requent ly d u b b e d a 'peintre phi losophe ' , 4 

assimilated the ideas of Rene Descartes, as has been often 
and qui te diversely main ta ined (figure 2).5 For his par t the 
phi losopher not only t rea ted mat te rs of ex t r eme interest to 
painters such as optics but also occasionally resorted to ar t 

I'ii^urc 1. Nicolas Poussin, Self-Portrait. Paris, Louvre, 1650. 

metapho r s in his writings.6 In Discourse de la methode (1637) he 
asserted that his desire was to represent his life ' comme en un 
tableau ' . 7 Moreove r , he explained his intent ion of present 
ing only a few examples of his new m e t h o d pars pro loto 
by demons t ra t ing only results f r om his work in optics, as 
bear ing compar i son with painters w h o a re compel led to 
choose the ma in side of a threedimensional body in o rde r 
to paint it on canvas; 8 similarly he has chosen to select the 
results ob ta ined f r o m his work in optics to indicate the range 
of his new me thod . In Dioptrique he men t ioned the experi
ence gained by the socalled ' tailledouces' (engravings) 
to affirm the difference be tween visible things a n d their 
images, which, however , mus t resemble t hem u p to a certain 
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Figure '2. Sebastien Bourdon, Portrait of Rene Descartes. Paris, Louvre, 
1649 (Inv. No. 2812). 

point . 9 H e emphasizes here that one is able to interpret the 
simple ink lines on pape r of an engraving as things depicted 
a n d a l though the objects represented in this way do not bea r 
a one h u n d r e d percen t resemblance to the original, we can 
indeed recognize them. H e n c e we recognize an object 
as r o u n d or square even if perspectival distortions turn it 
into an oval or r h o m b o i d (figure 3).1" It seems pointless to 
once m o r e call a t tent ion to the repetitive use of the term 
'pe in ture ' utilized in the Dioptrique to signify the image 
pro jec ted on the r e t ina . " Finally, in the Meditationes de prima 
philosophia (1641) he asserted that even though the things 
crea ted by painters are merely imaginary, at least the 
colours with which these fantasies were pa in ted do indeed 
physically exist.12 

A clarification of wha t u p to now is only a p re sumed 
relat ionship between the 'peint re phi losophe ' Poussin a n d 
the phi losopher Descartes, w h o used artistic me taphor s 
poignantly, could yield some useful results: 

1. It could serve as a ' touchs tone ' to verify the validity of 
a rguments used to g round the hypotheses linking o ther 
artists to Descartes. 

2. If successful in the first point ano the r example could be 
added concern ing the assimilation of Car tes ian ideas, 
the analysis of which would assist in c o m p r e h e n d i n g 
which ideas had such repercussions and why. 

Figure 3. Details from an engraving by Etienne Picart after Poussin's 'The 
Plague at Ashdod', 1677. 

3. Should the first point fail, however , it would make us 
more cautious in the future w h e n t empted to at t r ibute 
certain modes of thinking to Descartes only because 
they resemble Car tes ian ideas. Fu r the rmore , such a 
negative result would help us bet ter unders tand the 
indisputable impact of Descartes. T h e fact that his 
con temporar ies nur tu red ideas similar to his — which 
at first glance a p p e a r to tell of his influence — pe rhaps 
indicates that others had a l ready p loughed the g round 
for such thoughts a n d that Descartes himself h a d 
grasped, absorbed a n d summar ized the intellectual 
currents of his era. 

If we now turn to the mat te r of Descartes 's influence on 
Nicolas Poussin's pa in t ing we are compel led to deal with 
the great pa r adox that Descartes 's f u n d a m e n t a l m e t h o d of 
systematic d o u b t ( 'De omnibus d u b i t a n d u m ' ) has never 
been applied to this issue. Indeed, r a the r than paying heed 
to the first rule of the Discours de la methode — 'never to accept 
any th ing as t rue which I do not clearly and distinctly see to 
be so ' 1 3 we discover simple undemons t r a t ed aff i rmat ions of 
his influence repea ted with varying degrees of intensity. 
These range f r o m a stating of the fact of their m e r e con
temporane i ty to blank assertions of a p re sumed influence 
of Descartes on Poussin. Observ ing the second a n d third 
Car tes ian rules to 'divide each of the difficulties unde r 
examina t ion into as m a n y par ts as possible' a n d 'to conduct 
m y thoughts in order , beginning with the objects that are the 
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simplest and easiest to know and so proceed, gradually, to 
knowledge of the m o r e complex ' , ' 4 the following p a n o r a m a 
reveals itself. 

A n t h o n y Blunt, for instance, confined himself to ment ion 
ing that Descar tes a n d Poussin were contemporar ies ; 1 ' yet 
documen t s indicate that they never actually met , unlike the 
painters Frans Hals or Sebastien Bourdon, , ( ' w h o both 
pa in ted portrai ts of the phi losopher (see figure 2). W h e n in 
1624 Descartes arr ived in Venice , ' 7 Poussin h a d already left 
for R o m e . T h o u g h they were bo th to spend the a u t u m n and 
winter of that Holy Year in the ancient capital no meet ing 
or even acknowledgment of each o ther has been recorded 

 both of them were quite u n k n o w n at the t ime. W h e n 
famous a n d living a b r o a d , ' 8 Descartes in T h e Nether lands 
a n d Poussin in R o m e , they missed each o ther when they 
chose to re tu rn to France . Poussin was there between 1640 
a n d 1641, whereas the phi losopher visited Paris three years 
a f te rwards with the artist settled again in R o m e . ' 9 T h e 
possibility of Poussin be ing in Paris a n d in the absence of 
Descartes still coming into contact with m e m b e r s of his 
intellectual circle appears to be denied by what sources tell 
us. A letter f rom Bourdelot , da ted 1 M a y 1642, features the 
guest list of a Paris d inne r par ty where Poussin is listed 
clearly as sitting next to none o ther than Pierre Gassendi — 
Descartes 's great and impetuous adversary. 2" 

In view of this appa ren t total lack of any direct, personal 
contact be tween the pa in ter a n d phi losopher , we can 
proceed to the next level of our considerat ions: examin ing 
the possibility of an intellectual affinity between the two 
ex tending beyond pure and simple con temporane i ty or a 
personal meet ing. 

As early as 1904 Paul Desjardins 's book (the title 
being demons t rab ly Car tes ian sounding in itself) La Methode 
(note the capital 'M'!) des classiques francais, offered a view 
of Poussin, which, accord ing to M a r c Fumarol i ' s inter
pretation, presents the painter alongside Descartes, Corneille 
and Pascal as the ant idote for the romant ic ism of the 'great 
vagueness ' 2 1 and troubles of the early twentieth century. 
W h a t appears to link the pa in ter a n d phi losopher are 
not only the key word 'me thod ' , but also the 'scientific 
discipline' tha t distinguishes t hem both . In the case of 
Poussin, Fumarol i states that the discipline assures that 
' the t ru th blossoms th roughout with its secret a n d definite 
laws'.2 2 It is precisely because of this appa ren t b o n d between 
'scientific discipline' a n d the 'secret a n d definite laws' that 
such duality is m o r e a n d m o r e f requent ly repea ted in the 
subsequent l i terature on Descartes a n d Poussin, and thus 
b e c a m e cemented , bu t only slightly developed, explained or 
demons t ra ted . 

T h e first a t t empt at explaining the trio of Descartes, 
Corneil le a n d Poussin2 3 evoked by Desjardins involves 
mainly the philosophic concept that would unite the three 
personalit ies a n d would then, in a second instance, funct ion 
as the background for the m e t h o d all three applied. 

However , before examin ing this m e t h o d more closely we 
should first analyse the philosophical concept p resumed to 
be c o m m o n to Descartes and Poussin. 

Erwin Panofsky in 1939 d rew a parallel between the 
pa in ter and phi losopher in this m a n n e r : 

. . . in the visual arts a calmer, nearly Cartesian mind 
[exactly our 'esprit cartesien'] was to create the unsurpassable 
images of Time as a cosmic power: Nicolas Poussin. '1 

T a k i n g Poussin's f amous selfportrait in the Louvre (see 
figure 1) as his start ing point , in 1966, Wal te r Fr iedlander 
wrote: 

He showed himself, as he wanted to be seen and understood 
for all time: as the peintrephilosophe, the creative and 
meditative architect of spatial and human relationships — as 
the spiritual equal of Corneille and Descartes."'1 

Words such as 'ca lmer m i n d ' and 'meditat ive archi tect ' 
indicate the course taken by the studies on the c o m m o n 
concepts of Corneille, Descartes a n d Poussin. Fr iedlander 
summarizes the results with the following: 

The general aflinily which has often been observed between 
Nicolas Poussin and two of his French contemporaries, is 
based partly upon the Stoic conceptions underlying the work 
of all three.2" 

At first glance there a p p e a r to be clear bints in the writings 
of both Poussin a n d Descartes, which could sustain such 
a hypothesis. T h e y both use the m e t a p h o r of the 'great 
book of the world ' ,2 7 always called upon to contrast with 
the merely theoretical, that which is only read a n d is thus 
secondhand knowledge. 2 8 Th is image was present in late 
R o m a n literature, in par t icular the work of St Augustine, 
bu t here it is taken f rom Monta igne , 2 9 a model of Stoicism 
actually lived by the phi losopher . T h e m e t a p h o r of the 
world as a theat re also surfaces a n d can be t raced to 
the 'Enchi r id ion ' by the stoic phi losopher Epictctus;3" the 
notion here is that the world must only be viewed f rom 
a distance,3 ' as Poussin wrote in a letter to Paul Frear t 
de Chan ta lou in 1643, ' to enjoy the gestures of the actors ' .3 2 

Similar words can be detected in Descartes 's Discours, and 
m a y be reflected in J a n Baptist Wcenix ' s port ra i t (figure 4), 
which features the phi losopher holding an open book 
displaying the inscription ' M u n d u s est fabula ' . 3 3 And when 
reading a sentence such as: 

. . . toutes vos actions estant conduittes par le moyen de la 
raison vous ne polities lien faire qui n'ave une [in vravcincnl 
vertueuse34 

a n d compar ing it w ith this s ta tement : 

. . . il sulfit de bien juger, pour bien faire, & de juger le mieux 
qu'on puisse, pour faire aussy tout son mieux, e'est a dire pour 
acquerir toutest les verbis . . .:i5 

it is difficult to a t t r ibute ei ther of these quota t ions to Poussin 
or Descar tes with any certainty. At any rate, as has been 
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Figure 4. Jan Baptist Wecnix, Portrait of Rene Descartes. Utrecht, Centraa] 
Museum; r. 1647. 

emphas ized elsewhere,3 bo th writers invite their audiences 
to act patiently a n d discerningly, criticizing, 

. . . ceux qui . . . ne se peuuent empescher de precipter leurs 
jugements, ny auoir assez de patience pour conduire par 
ordre toutes leurs pensees '" 

ra ther than looking at things with ' t emp j u g e m c n t et 
intelligensc.' -5 

All these opinions, however , shared as they m a y be, are 
ra ther margina l traits a n d the quest ion of whe the r or not 
the nuclei of Descar tes and Poussin's philosophical concepts 
have fundamen ta l c o m m o n aspects remains open . Kur t 
Badt3 9 has noted that the above similarities emerge as ra ther 
superficial. 

In brief, the most essential differences can be summar ized 
as follows: notwi ths tanding some elements of Stoic ethics 
(like the desire for tranquill i ty1" a n d a certain distance 
in relation to the world) Car tes ian ethics are not Stoic 
because they eventually reveal themselves to be active a n d 
therefore in real opposit ion to Stoicism. It is no coincidence 
that Descaru s s key words are verbs such as ' to direct ' , 
' to inf luence ' a n d ' to control ' . 4 ' For Descartes, passions, the 
central theme of Stoicism, are not weaknesses that must be 

suppressed bu t assets42 we have to learn to use properly . 
Passions in themselves are useful4* a n d we must only under 
s tand their causes, funct ions, mean ing , advantages a n d 
drawbacks in o rde r then to control , m a n a g e a n d guide t hem 
with the help of free will. Th is concept of free (because 
reasonable) will44 implies a separat ion be tween feelings a n d 
thoughts , a separat ion that renders conceivable the idea of a 
possible au tomat ic condi t ioning of men , applicable mainly 
to m e n too weak to control their passions.4 5 

Entirely the opposite holds t rue for Poussin. Such auto
mat ic condi t ioning is unth inkable to him for he assumes 
outr ight a direct link be tween thoughts a n d passion when , 
for instance, he expresses his desire to r emind the viewer of 
wisdom a n d virtue as refuges f rom destiny in the depict ion 
of the most agitated scenes. Imagin ing a type of 'Anti
Sac ramen t s ' in contradist inct ion to his paint ings of the 
'Seven Sacraments ' pa in ted for Cass iano Dal Pozzo a n d 
Paul Frear t de Chan te lou , Poussin envisions a series of 
pictures represent ing episodes in which for tune does the 
oddest things to m e n , the idea be ing to teach the viewer 
to acqui re wisdom a n d virtue a n d so r emain firm a n d 
immobi le against the vagaries of chance . 4 As for tune is 
as unpredic table as it is irresponsible, it appea r s bet ter to 
keep a tight rein on all passions a n d thus b e c o m e totally 
independen t . W h a t is indicated here makes it difficult to 
main ta in a parallelism be tween the philosophical concepts 
of Descartes a n d Poussin, let a lone a possible influence of 
the phi losopher on the pa in ter of which, up to now, no trace 
has been found . 

W e will now look at the central issue of whe the r any 
indications exist of a p rocedura l m e t h o d c o m m o n to bo th 
Descartes a n d Poussin. In Desjardins 's 1904 Methode the 
au tho r h in ted at such a similarity of app roach when 
discussing the 'scientific discipline' a n d the 'secret a n d 
definite laws' of not only the phi losopher and pa in ter bu t 
also the playwright Corneil le. T e n years later Grau to f f was 
p r e p a r e d to accept and develop this not ion w h e n he drew 
at tent ion to the analogies between ' the principles accord ing 
to which Descartes const ructed his concept of the world ' , 
the s t ructure of Corneil le 's plays a n d Poussin's paintings.4 7 

Die Descartes verwandten Elemente haben Poussin aus seiner 
von einer Gesamtstimmung, einem rein kiinstlerischen 
Bewegungsmotiv ausgehenden Kunst der fruheren Jahre 
fort in die rationalist ische Atmosphare der Hochrcnaissance 
zurik'kgetrieben, und er korrigierte, innerlich immer wieder 
heimkehrend, ihre Ausdrucksformen an den [sic] Stil des 
Dramatikers Corneille.4 

In 1949 K e n n e t h Clark po in ted to the direction in which 
these analogies could be concret ized in calling the pa in ter 
the 'stern, Car tes ian Poussin' who, in his opinion, aspired 
with his landscapes to give 'logical form even to the disorder 
of na tura l s cene ry ' 4 9 — an opin ion subsequent ly taken up 
by Wal te r F r i ed lande r ' " and An thony Blunt. However , first 
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of all it left a clear impr in t on the concept Rene H u y g h e 
presented in his i960 book L'art et Fame (figure 5), where by 
use of a kind of musical 'stretta' he tries to d r aw a parallel 
be tween Poussin and the philosopher. H e insists that 
Poussin, like Descartes, based his ar t on reason and that , like 
Descartes, the pa in te r looked at the world, but subjected the 
da ta he collected to a processing of the intellect. In so doing, 
just as Descartes h a d freed though t f rom the dominance 
of the C h u r c h , H u y g h e insists Poussin achieved the same 
for paint ing. 3 ' Wi th the exception of these last, disputable 
s ta tements , Huyghc ' s thesis might well have appealed to 
Rensselaer W. Lee w h o in 1940 expressed the opinion that 
' someth ing closely akin to the Car tes ian rat ionalism was 
s t rong in Poussin h imsel f ' , 5 2 as he doubtless h a d the same 
quota t ion as H u y g h e in mind where Poussin theoretically 
distinguishes the superficial, exterior 'aspect ' f rom the m o r e 
p ro found 'prospect ' f rom which the conclusion is d rawn that 
the pa in te r demons t ra t ed the same scepticism regard ing 
sensory percept ion as the ph i l o sophe r? 3 But these state
ments take no notice of the fact that Poussin's distinction 
be tween 'aspect ' a n d 'prospect ' , clarified in a letter to Sublet 
de Noyers , 5 4 has not only no th ing to do with Car tes ian 
scepticism (Poussin's distinction only concerns itself with 
how an uneduca ted glance at someth ing differs f rom the 
way a judic ious person looks u p o n the same object)3 '1 but is, 
above all, in no way Car tes ian . T h e distinction is, in fact, 
medieval in origin a n d is to be found in the work of Alhazen, 
somebody w h o m we know Poussin studied a n d copied.' 

A similar object ion applies to the references to 'clarte ' , 
which some authors would have unite Poussin and Descartes. 
Blunt feels the second series of the 'Seven Sacraments ' 
features a 'clarity' cor responding to a society 'whose taste has 
been profoundly inf luenced by the me thods of Descartes ' .5 7 

Even if one could p rove the p r o f o u n d Car tes ian imprint on 
Parisian society in the 1640s in general and in par t icular 
on the pa t ron Chan te lou , 5 8 it has to be conceded that the 
not ion of 'clarity' as a proper ty of 'beauty ' is to be found in 
T h o m a s Aquinas . 5 9 Yet ano the r example is to be found in a 
manuscr ip t of Vincenzo Borghini 's , which in 1564 declares 
'clarity' as one of the aesthetic qualities.'"' 

Men t ion ing authori t ies such as Alhazen, T h o m a s Aquinas 
a n d Borghini p repares the pa th for the next a rgumen t , 
which distinguishes Poussin f rom Descartes by d e m o n 
strat ing how each shows a different way of coming to terms 
with authori t ies a n d tradit ion. Poussin followed the classic 
pa th when quot ing in his writings, a n d his paintings drew 
f rom tradit ional authorit ies, implement ing ideal examples 
f rom Antiqui ty or Raphae l for instance. However , we ktiow 
that Descartes — for various reasons " — nour ished such a 
s trong desire to be independen t of precursors and philo
sophers of the past that not only did he refuse to quote f rom 
them but was in fact con t emptuous of philology and history, 
castigating them as 'useless s c i ences ' . a Precisely this con
tempt — which according to legend, was responsible for 

Descartes being poisoned at the cour t of Q u e e n Chris t ina 
of Sweden by philologists in fear of their position' '3 — pits 
the phi losopher against the pa in ter Poussin whose entire 
artistic ou tpu t virtually exclusively fea tured subject ma t t e r 
chockfull of biblical, mythological and historical scenes.6 4 

T o avoid cont inuing a long this rocky pa th which rears 
up the m o m e n t one follows only vague associations,1 '5 

our efforts should turn pe rhaps to seeking clues which could 
verify a concrete reception of Descartes in Nicolas Poussin's 
paintings. In iggo Felix T h u r l e m a n n claimed to have 
arr ived at a m o r e adequa te unde r s t and ing of the 'Israelites 
Ga the r ing the M a n n a ' (Paris, Louvre; figure 6)()(' pa in ted for 
Chan te lou in 1639, by in terpret ing it against the background 
of Descartes 's treatise, Les passions de I'dme, considered by the 
au thor to be 'par t of the seventeenth century 's cultural 
assets'.67 T h e p rob lem remains , however , that the pa in t ing 
was comple ted ten years pr ior to the publicat ion of the 
'Passions' , mak ing the task of proving a concrete b o n d 
be tween the two somewha t difficult — in view of this it is 
hardly surprising that T h u r l e m a n n h a d no desire to carry 
out such work. 

Lee 's a t t empt in 1940, however , is m o r e art iculate a n d 
consequent ly m o r e convinc ing / ' 8 His purpose is to d e m o n 
strate that the Car tes ian principles expressed in the Discours 
(1637) are actively involved in both Poussin's 'Israelites' a n d 
the famous lecture Le Brun delivered on it in 1667. Lee's 
in terpreta t ion rests on the fact that Lc Brun demons t r a t ed 
that all the figures in the pa in t ing were subord ina ted to 
the main theme'" ' which, for Lee, gave evidence that both 
Poussin a n d Le Brun were following the second a n d third 
rules of Descartes 's Discours, i.e. setting forth the need to 
divide a complex thing into its elements a n d then proceed ing 
f rom the simplest to the most complex. 7" Unfor tuna te ly , for 
Lee, application of such rules does not prove exclusively 
Car tes ian me thod as it can be easily observed that Alberti 's 
treatise, 'Delia Pi t tura ' (1436) sufficiently p re empts it with 
these words: ' impr ima tutti c corpi ad quielo si d e b b a n o 
muovere , ad che sia o rd ina ta la storia . . . et cosi . . . tutto 
apa r t enga a ho rna re o a insegniarti la storia' .7 ' 

As Baxandal l has demons t ra ted , the technical concept 
of the 'composi to ' is broadly based on rhetor ical models 
developed, amongs t others, by Quinti l ian.7" It has been 
shown therefore that Descartes followed Quint i l ian when he 
developed his concept of clear a n d distinct ideas,7 3 and is 
interest ing to note that it is through the person of that great 
R o m a n ora tor that Descartes a n d Poussin come together 
(at least in the ideal sense). Poussin himself h a d recourse 
to Quint i l ian 's concepts: not only in his famous letter on 
'modes ' does he reveal a. direct relat ionship to 'Institutio 
O r a t o r i a ' 7 4 , but in a letter writ ten in 1655 to Chan te lou he 
p a r a p h r a s e d a n d even adap ted a passage f rom the treatise 
for his explanat ion of the differentiat ion of the various talents 
of painters .7 5 N ine years earlier the artist h a d revealed h o w 
faithful a disciple of Quint i l ian he was w h e n he refused a 
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Figure 6. Nicolas Poussin, The Israelites Gathering the Manna. Paris, Louvre, 1639. 

commission to paint a 'Chris t Bear ing the Cross ' , basing 
his a r g u m e n t directly on a passage f rom the 'Institutio 
Ora to r i a ' , which advises the ora tor to identify himself with 
his subject in such a m a n n e r as to p roduce the mindset 
within himself to be utterly convincing: 

Quare in iis, quae esse verisimilia volemus, simus ipsi 
similes eorum qui vere patiuntur adfectibus, et a tali animo 
proficiscatur oratio qualem f'acere iudiecem volet. . . . Primum 
est igitur, ut apud nos valeant ea quae valere apud iudicem 
volumus, adficiamurque antequam adficere conemur.7 ' ' Nos 
ill] simus, quos gravia, indigna, tristia passos queremur, nec 
agamus rem quasi alienam, sed adsumamus parumper ilium 
dolorem. Ita decemus, quae in nostro simili casu dicturi 
fuissemus.77 

T h e pa in ter declined the commission, saying that his pre 
carious health would not permi t h im to th row himself into 
the kind of affliction necessary to realize a 'Christ Bear ing 
the Cross ' , with these words writ ten in 1646 to the client 
JacquesAugus te de T h o u : 

Je n'ay plus assez de joye ni de sante pour m'engager dans 
ces sujets tristes... . Je ne pourrois pas resister aux pensees 
affligeantes et serieuses dont il faut sc remplir I'Esprit et le 
coeur pour reussir a ces sujets d'eux mesmes si tristes et 
lugubres. Dispensez m'en done s'il vous plaist.7" 

However , Poussin's awareness and , above all, observance 
of Quint i l ian 's rules should not be overest imated. Fumarol i 
correctly emphas ized that the ora tor was not so closely 
followed when painting the 'Israelites Gather ing the M a n n a ' . 
T h e figure of Moses violates Quint i l ian 's in junct ion never 
to raise one 's a rms or hands above the eyes.79 

Although the pa in ter and phi losopher c ame together only 
indirectly in the application of Quint i l ian ' s concepts , within 
the French Academy we. find ourselves on m u c h f i rmer 
g round . 

In Char les Lc Brun we have a person famil iar with 
Descartes 's writings, at least with the Passions*", which 
he tried to render applicable to pa in t ing by developing 
a close link be tween the passions described a n d analysed 
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by Descartes a n d the representa t ions following Poussin's 
s ta tement : 

. . . de mesmc que les 24 lcttres de l'alfabet servent a former 
nos parolles et exprimer nos pensees, de mesme les lineamens 
du corps humain a exprimer les diverses passions de l'ame 
pour faire paroistre au dehors ce que Ton a dans l'esprit. 1 

T h u s Fr iedlander ' s observat ion def ining the relat ionship 
be tween Poussin, Descartes a n d Le Brun was correct when 
he wrote: 

A renewed interest in systems governing the emotions or 
passions prevailed in philosophic and artistic circles in France, 
culminating in the 'Traite des Passions' published in 1649 by 
Rene Descartes. Poussin's fame in the French Academy was 
largely the result of his special gift in portraying emotions. 2 

Hence , Poussin a n d Descartes 's interest in 'passions' — one 
analysing t hem a n d explaining them, the o ther por t ray ing 
t h e m — was coincidence enough for the F rench Academy , 
mainly in Le Brun ' s lectures, to justify the connect ion. N o w 
we have to ask ourselves if the idea of Poussin being 
inf luenced and condi t ioned by Descartes did not have its 
roots within the Academy a n d in Le Brun ' s 'Confe rence sur 
l 'cxprcssions' in which Poussin's works are cited to illustrate 
Car tes ian ideas as well as lectures by Le Brun or Bourdon 
(the latter, when we look at his por t ra i t of the phi losopher , 
must have had some knowledge of the man). T h e fact remains 
that Descartes 's n a m e was never explicitly associated with 
Poussin, a l though both Le Brun a n d Bourdon of ten availed 
themselves of the vocabulary a n d theories of the 'Passions' 
in an effort to explain certain details of the pa in ted figures, 
which in this way could have their authent ic i ty a n d correct
ness conf i rmed. In his 'Confe rence ' (November 1667) on 
Poussin's 'Israelites Gather ing the M a n n a ' Le Brun describes 
the m a n w h o is watch ing stupefied as he witnesses a w o m a n 
nurs ing her own m o t h e r thus: 

. . . les esprits qui abandonnent les autres parties de son corps, 
font qu'elles demeurent sans mouvement. ;i 

This passage obviously owes its existence to the Car tes ian 
treatise where , in article 73, we read this about the effects of 
as tonishment : 

Et cettc surprise a tant de pouvoir, pour (aire que les esprits . . . 
sont tenement occupes a conserver l'impression de l'objet 
qu'on admire, qu'il n'y en a aucuns qui passent de la dans les 
muscles . . . ce qui fait que tout le corps demeure immobile 
comme une statue. . . ."4 

In spite of the two academics ' hesitation explicitly to n a m e 
Descartes as Poussin's source here, at the beginning of the 
twentieth century first Desjardins a n d then Grau to f f a rgue 
in favour of such a dependency . T h e F rench ar t historian 
wrote about the famous 'Rebecca a n d Eliazar ' in 1904: 

Dans la 'Rebecca', les gestes des filles groupees autour la 
fontaine signifient, ici la curiosite, la 1'envie, ici l'admiration, 
la l'indifference : tout l'index du traite 'Des Passions de fame ' 
de Descartes."'' 

His G e r m a n colleague hypothesized that the pa in te r would 
have known the Car tes ian ideas of the h u m a n soul if not 
th rough Les Passions then via the Discours, the repercussions 
of which could be observed in some of Poussin's works: 

Wir wissen nicht, ob Poussin Descartes [sic] Traktat iiber die 
Leidenschaften der Secle, der 1649 crschien, gekannt hat. 
Jedenfalls konnen wir aus dem Ubergewicht des Rationalismus 
in seinen Formgedanken mit Sicherheit annehmen, dass er 
durch theoretische Studien zu dem maskenartigen Ausdruck 
von AfTekten gelangte; und es liegt nahe, dass er zu Descartes, 
der ihm nicht fremd sein konnte, griff. Schon in dem 
"Discours de la mcthode' ist die Grundanschauung iiber 
die Leidenschaften der Seele enthalten, . . . In der Tat 
korrespondiert der Ausdruck ritterlicher GroBmut des Scipio 
Afriranus, der Ausdruck der Ehrerbietung des Allutius auf der 
Enthaltsamkeii des Scipio den Definitionen des Descartes. 

T h e only p rob lem is that , in spite of G r a u t o f f ' s s ta tement 
that the concept of the passions of the soul was a l ready 
conta ined 'in mice ' in the Discours, Poussin would not have 
been able to find any th ing similar. Thus , e l iminat ing the 
Discours publ ished in 1637, we are left with the Passions which 
was not to be published till 1649, nine years too late to have 
inf luenced the composi t ions of the 'Con t inence of Scipio' 
(Moscow, Pushkin M u s e u m of the Fine Arts) and the 'Scipio 
Africanus and the Pirates' (Windsor Castle, Royal Collection), 
chosen by Grau to f f for proof of this impact , which were 
actually comple ted in 1640 a n d 1642 respectively.8 7 

But even the Discours has to be discounted as a source for 
Poussin, not only because the ' jewel' of his representa t ions 
of the passions (the desperate a n d terrorized face of the 
m o t h e r in the 'Massacre of the Innocents ' , Chanti l ly, Musee 
Conde : figure 7)" p receded the publicat ion of the treatise 
by several years, but also because the actual physical source 
of the expression is well known, and, as one could expect of 
Poussin, based on an ancient mask . 8 9 S tudying his models 

 taken f rom antiquity, R a p h a e l or o ther masters 
Poussin did not need Car tes ian descriptions or definitions 
to paint these passions. T h e very field of ar t theory itself 
a l ready contains the concept of the ' m o v e m e n t of the soul' 
or ' the passions of the soul' in Alberti 's (1436) a n d Lomazzo ' s 
(1548) treatises, as e lements requested to be represented by 
the painter ."" 

T h e question of whe the r or not Poussin read the Discours 
a n d the Passions has also to be linked to the quest ion of 
whe the r or not he was aware of Descartes 's optical theories 
as p r o p o u n d e d in the Dioplrique publ ished alongside the 
Discours in 1637. G r a u t o f f ' s idea that Poussin's r ead ing of the 
Dioptrique represented an impor tan t step for his — as shown 
here, doubt fu l — knowledge of the Passions9' has been 
backed by a m o r e recent a t t empt to r ende r the hypothesis 
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Figure 7. Nicolas Poussin, The Massacre of the Innocents. Chantilly, Musee Conde. 

of Poussin's familiarity with the Dioptrique by Elizabeth 
C r o p p e r in an interpreta t ion of ' T h e Heal ing of the Blind 
M e n at J e r i c h o ' pa in ted in 1650 (Paris, Louvre: figure 8). 
Inspired by a proposal of Louis Marin,9"' C r o p p e r a t tempts 
to apply some elements of this Car tes ian treatise to the 
paint ing. U n d e r the suggestive title ' T o u c h e r le R e g a r d ' 
(Touch ing the Gaze) she highlighted the bond be tween 
seeing and touching, evoked by the Car tes ian m e t a p h o r 
of the blind m a n w h o sees with his hands thanks to his 
cane , 9 3 feeling this could have inf luenced the paint ing 's 
i conography . 9 4 However , this hypothesis appears difficult 
to support , given the fact that the only precise e lement to 
tie the pa in t ing to Descartes 's text is the cane, a highly 
tradit ional e lement in the por t rayal of the blind, and the rest 

of the paint ing, if a faithful rendi t ion of the biblical story, 
implements traditional iconography rather than Descartes.9 5 

Anothe r quest ion to ask is wha t Poussin could have gained 
f rom reading Descartes 's optical treatise, which did not 
set out to provide a comple te theory of light, bu t instead 
furnished instructions for artisans, offering innovative methods 
for making new optical instruments and presenting a machine 
for c leaning l e n s e s . T h e r e f o r e the lack of all traces in 
Poussin's writings a n d drawings that could attest to some 
considerat ions of the Dioptrique, as has been proved for 
instance, regard ing Alhazen a n d L e o n a r d o d a Vinci , comes 
as no surprise.9 7 

Poussin's study of Alhazen 's a n d Leona rdo ' s theories 
simply demons t ra tes that the pa in ter — along with other 
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Figure 8. Nicolas Poussin. T h e Heal ing of the Wind M e n at Jer icho . Paris. 

Louvre , 1650. 

artists — wished to base his art on mathemat ica l , geometr ic 
a n d scientific principles: a desire which does not auto 
matically link h im with Descar tes . 9 8 T h o s e w h o main ta in 
that in the ' Judgement of So lomon ' (Paris, Louvre) Poussin 
reveals himself to be 'wi thout doubt a follower of the 
Car tes ian anthropological concept in which the essential 
centre of m a n is seen in this reason', simply because the artist 
chose a symmetrical composi t ion fea tur ing the protagonist 
in the m i d d l e , " clearly ignore all the o ther paintings by 
Poussin in which the artist also adop ted a central ized com
position wi thout touching on subjects that concern 
as with 'So lomon ' — reason or knowledge. In the wake 
of this we could also main ta in that Poussin had observed 
the Car tes ian rules of analysing a n d e n u m e r a t i n g when 
immedia te ly upon his arrival in R o m e , accord ing to Bellori, 
he began measur ing ancient statues to unders tand their 
propor t ions 1 0 0 — h a d this not occur red m o r e than ten years 
pr ior to Descar tes publ ishing his Discoursl W e r e this to be 
taken seriously then we would have the disconcerting reversal 
of present ing Descartes, owing to Poussin's chronological 
p recedence already no ted in the field of the passions, 
identified as a disciple of Poussin. Th i s absurd result should 
have us on our gua rd against such hasty conclusions."" 

O u r conclusion leads us to say that there exists no proof 
of any assimilation of Car tes ian ideas by Nicolas Poussin. 
T h e only instance in which their works have been associated 
is within the French A c a d e m y when , concern ing the 
passions of the soul, Poussin's pictorial representat ions are 
a rgued to have been in unity with Descartcs 's theoretical 
considerat ions. T h e example of Poussin, therefore , warns us 
of the pitfalls of the m e r e similarity of certain concepts , 
which result in be ing extremely misleading. O n the other 
h a n d , there are gains to be m a d e by such cases, as close 
examina t ion of their anomal ies is extremely helpful in better 
evaluat ing the routes a n d deve lopment of Car tes ianism. 

T h e very similarity of some concepts and modes of think
ing of these two significant figures pe rhaps yields evidence 
suggesting that the c i rcumstances were a l ready suitable for 
an accep tance of Car tes ian ideas, which collected, absorbed 
and unified some earlier t rends. T h e fact that the 'all new 
science' "'" of Descartes, with its direct recourse to h u m a n 
reason as the source of all t rue knowledge, aspired to 
a c c o m m o d a t e a n d go beyond all o ther sciences m e a n s 
it should comes as no surprise when we encoun te r traces 
of such concepts which arc also or iented toward an absolute 
rationality — an orientation perceivable in Nicolas Poussin's 
entire oeuvre. So, finally, it would be no th ing o ther than 
tha t ' ra t ional isme autor i ta i rc ' , generally deplored today as 
the most negative aspect of the 'esprit cartesien' , cited in the 
open ing quota t ion , that would be able to link the pa in ter to 
the phi losopher . This very ' au thor i ta r ian ra t ional ism' causes 
the recept ion of Poussin a n d Descartes 's work in the 
e ighteenth a n d n ine teenth centuries to suffer parallel fates, 
for even the painter ' s reputa t ion suffered d a m a g e in this 
per iod owing to wha t was described as his excessive recourse 
to rat ionalism. Char les Perraul t , one of the earliest of such 
critics, wrote: 

Q u c l q u e s - u n lc b l a m e r e n t d ' a v o i r d o n n e u n p e u t r o p d a n s 

la m a n i e r e a u s t e r e et p r e c i s e . D ' a u t r e s p r e t e n d e n t q u e c e s 

d e f f a u t s n e s o n t a u t r e c h o s e q u e d e s b e a u t e z u n p e u t r o p 

g r a n d e s p o u r l e s y e u x q u i n ' y s o n t p a s a c c o u s t u m e z . " ' 3 

In the final analysis this would concur once again with 
Descartes, of w h o m Nicolas de M a l b r a n c h e said in his 
'Reche rche de la veri te ' tha t he would deserve the glory for 
having been the first to arrive where darkness impene t rab le 
by the h u m a n eye a p p e a r e d to reign.1 0 4 
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en t ry 'VVeenix, J a n Bapt is t ' , in The Dictionary of Art, ed . J a n e T u r n e r 

( L o n d o n , 1996), vol. 33, p . 26. 
17 - F o r these da tes see e.g. the ch rono log ica l table f u r n i s h e d by 

S t e p h e n G a u k r o g e r , Descartes — An Intellectual Biography ( O x f o r d , 1997), 
p . x v . 

18 - Fo r a n i n t e rp re t a t i on of such a ' d e r a c i n a t e d ' life, ' s u p e r i e u r a u x pet i tes 

pat r ics , c i toyen d ' t i ne Republican- des Let t rcs universe l lc ' (as M a r c 

Fumaro l i , L'Ecole du silence [Paris, 1994], p. 60 pu t s it), as a F r e n c h qual i ty 

winch uni tes Poussin a n d Desca r t e s see A n d r e G i d e , Poussin (series 

'Les D e m i - D i e u x ' : Par is , 1945), (wi thout pag ina t ion ) p. 4, a n d G e n e v i e v e 

Rodis -Lewis , 'Desca r t e s et Pouss in ' , in: xviie siecle, 23, 1954, p. 521, t h e n 

aga in in: i dem, Regards sur I'art (Bib l io theque des Arch ives d e Ph i losophe , 

Nouve l l e Ser ie 56: Par is , 1993), p p . 85-114 ( the vers ion ci ted here) , p. 96. 
19 - G a u k r o g e r (note 17), p . x v n . 

20 - Fo r this let ter see C h a r l e s J o u a n n y , ' C o r r e s p o n d a n c e d e Nico las 

Poussin ' , in Archives de I'art francais, vol. 5 (Paris, 1911), p. 132, n o t e 2; a shor t 

c o m m e n t is also given by A n t h o n y Blunt , Nicolas Poussin ( L o n d o n , 1967), p. 

211. T h i s e n c o u n t e r b e t w e e n Poussin a n d G a s s e n d i a t Par is h a d b e e n 

doubt less ly f a v o u r e d by the n a r r o w con tac t s b e t w e e n the R o m a n p a t r o n of 

the pa in t e r , C a s s i a n o Dal Pozzo , his f r i end Claude-Francois dc Peiresc, 

Gasscnd i ' s p a t r o n , a n d Gassendi h imself . See e.g. the c o r r e s p o n d e n c e by 

Dal Pozzo a n d Peiresc w h e r e G a s s e n d i is n a m e d , col lected in: Peiresc — 
lAlres d Cassiano dai Pozzo (1626-1637), eds J e a n - F r a n c o i s L h o t e a n d Dan ie l l e 

J o y a l ( C l e r m o n t - F e r r a n d , 1989), p p . 218, 244, 249, 257, a n d A n n a Nicold, 

// carteggio di Cassiano dal PozZfi (Florence, 1991), p . 5, le t ter N o . 82 (sent f r o m 

G a s s e n d i to Dal Pozzo 16 M a y 1642). Fo r Peiresc as Gasscnd i ' s p a t r o n a n d 

co l l abo ra to r as well the i r c o r r e s p o n d e n c e see B a r r y Brundcl l , Pierre Gassendi 

( D o r d r e c h t , 1987), pa s s im, w h e r e r e f e r e n c e is also m a d e to the oppos i t ion 

b e t w e e n Desca r t e s a n d Gassend i . 

21 - M a r c F u m a r o l i , L'Ecole ... (note 18), p . 57: ' . . . des g r a n d e s choses 

vagucs . . . ' . 

22 - As a m a t t e r of fact , the q u o t a t i o n s by F u m a r o l i , L'Ecole ... (note 18), 

p. 57 a r c exclusively taken f r o m the p r e f a c e of D e s j a r d i n ' s b o o k w h e n he is 

no t d e a l i n g w ith Poussin in pa r t i cu la r but is ins tead ta lking a b o u t the poe t in 

genera l Paul Des ja rd ins , IM Methode des classii/ues francais [Paris, 1904], p. 11: 
' . . . le poe te , u n e (bis i m p r e g n e d e la discipl ine se icnt i f ique, n e se p e r m e t 

po in t d ' i n sc r e r son cap r i ce d a n s la r e a l i t e . . . ' resp . a b o u t t h e classical d r a m a 

( 'La c o m c d i c c l a s s i q u e . . . ; le reel, avee scs lois secretes et sines, a l l lcurc 

pa r tou t ' ) . 

23 - Fo r a chronologica l ly n e i g h b o u r i n g r ecep t i on of this t r io see e.g. O t t o 

G r a u t o l f , Nicolas Poussin — Sein Werk und sein Lehen (Leipzig, 1914), p . 219: 
' W a s Poussins W e r k e v o n j e n e n V o r b i l d e r n [i.e.: M a n t e g n a / R a f f a e l ] 

un te r sche ide t , ist wieclerum sein F r a n z o s e n m m . N e b e n d e r geist igen 

V e r w a n d s c h a f t mil Descar tes , wi rd in dieser E p o c h e v o r a l lcm die mi t 

C o m e i l l e dcu t l i ch . ' For a (quite curious) a t t e m p t to d e e p e n this c o n n e c t i o n 

be tween the p a i n t e r a n d these p laywr igh ts see H . T . Barnwel l , ' S o m e N o t e s 

on Poussin , C o m e i l l e , a n d R a c i n e ' , Australian Journal of French Studies, 4 / 2 
(1968), p p . 149-61 w h e r e the fact is stressed that Poussin used a toy t h e a t r e 

in o r d e r to d e v e l o p his c o m p o s i t i o n s — for a c r i t ique of this a r g u m e n t set-

D a v i d C a r r i e r , Poussin's Paintings — A Study in Art-Historical Metliodology 
(Pennsylvania,1993), p . 72, n o t e 97. 
24 - E r w i n Panofsky , ' F a t h e r T i m e ' , in Studies in Icono/ogy Humanistic 

Tliemes in the Art of the Renaissance (New York , 19651; pub l i shed for t h e first 

t ime in 1939), pp . 6 9 - 9 3 , h e r e p . 92. F o r a n a l m o s t d i rec t r ecep t ion of this 

n o t i o n of Pouss in ' s ' ca r t es ian m i n d ' see S a m u e l Ho l t M o n k , ' A G r a c e 
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Beyond the R e a c h of A r t ' , Journal of the History of Ideas, v (1944), pp . 131-50, 
esp. p . 138: 'So ca r tes ian a m i n d as tha t of Nicholas [sic] Pouss in . . .'. 
25 - F r i ed l ande r , Poussin (note 4), p . 74s. 
26 - F r i ed l ande r , Poussin (note 4), p . 37. P e r h a p s F r i ed l ande r was th ink ing 
of not ions a b o u t Poussin such as the lines wr i t ten by Dcs ja rd ins in his 
m o n o g r a p h o n Poussin, Paris 1903, p . 103 a b o u t the everyday life of the 
pa in te r , w h o — in Des j a rd in ' s view — w o u l d n o t let himself be swayed 
e i the r by the pass ions o r by c h a n c e bu t a lways cont ro l led himself. 
27 - Descar tes , Discours (note 7), p . 9s. 
28 - J o u a n n y (note 20), p . 235, let ter N o . 9 6 to C h a n t c l o u f r o m 21 
D e c e m b e r 1643: i l est b ien vrai q u e vous ctes en u n c ecole la oil Ton petit 
a p p r e n d r e a deven i r sage. V o u s avez le g r a n d livre ouver t ou l 'on v o i t . . . . ' 
29 - See e.g. Miche l de M o n t a i g n e , Essais, ed . A l e x a n d r e M i c h a (Paris, 
1969), Livre 1, C h a p t e r XXVI: D e l ' inst i tut ion des en fans ' , p . 205: ' C e g r a n d 
m o n d e j e veux ce soit le livre de m o n escholier ' , as o p p o s e d to ( p . 200) the 

' f acheuse suff isance . . . p u r e l ivresque ' . It is in teres t ing to observe that 
M o n t a i g n e s o m e lines ear l ier talks a b o u t this wor ld in t e rms t aken f r o m the 

ar t of pa in t i ng ( p . 205): ' M a i s qu i se presence, c o m m e d a n s un tab leau , cet te 

g r a n d c image de nos t re m e r e n a t u r e en son ent ie re m a g e s t e . . . ' . For the 

indica t ion of M o n t a i g n e as Descar tcs ' s source for m e t a p h o r as well as for 
o t h e r c i ta t ions see S a m u e l S. de Sacy, Descartes (Paris, 1996; pub l i shed for 
the first t ime in 1956), p . 24 a n d Leon Brunschvicg, Descartes et Pascal lecterns 
de Montaigne (Ncucha te l , 1945), p . 99, 127 a n d , above all, p. 106. For the 
use of the image of the ' g rea t b o o k of the wor ld ' also by personal i t ies such 
as Wil l iam H a r v e y , Paracelsus, Galilei a n d Boyle see Steven Shap in , Die 
whisenschqftliche Revolution ( F r a n k f u r t / M a i n , 1998), p. 84. For the t r ack ing of 
this m e t a p h o r d o w n to St Augus t ine see ibid., p . 94, no te 22, b u t it has to be 
r e m e m b e r e d that also a c o n t e m p o r a r y of Descar tes such as D o m Rober t 
Desgabe t s a l r eady saw St Augus t ine as the source for this image : see his 
letters ci ted by Pierre C h a u n u . Euwpdiscbe hultur tin zjila/ter des Barock 
( F r a n k f u r t / M a i n , 1989), p . 583. 
30 - See Epiktet , Encheiridion, ed . K u r t S t e i n m a n n (Stut tgart , 1992), p . 24, 
no te ig, § 17: 'Life is a p lay ' . 
31 - Descar tes , Discours (note 7), p. 100. 
32 - J o u a n n y (note 20), p. 235, let ter N o . 9 6 to C h a n t c l o u f r o m 21 
D e c e m b e r 1643. For a n assessment of Poussin 's stoicism in the con tex t 
of the violence expe r i enced in his cen tu ry see H e n r y K e a z o r , ' " Je n ' a y 
plus assez de j o y e ni de san te p o u r m ' e n g a g e r d a n s ces sujets t r is tes" — 

Gewal tda r s t e l lungen bei Nicolas Poussin vor u n d n a c h 1648', in Ein 
Schauplatz lierber Angst - Wahrnehmung unit Darstellung von (iewall hn ly. 
fjahrhundert, ed . M a r k u s N e u m a n n / D i r k N ie fange r (Got t ingen , 1997), 
pp . 170-87. 
33 - For this pa in t ing f r o m c. 1647 see no te 16. 
34 - J o u a n n y (note 20), p . 260, let ter to C h a n t c l o u f r o m 8 April 1644. 
35 — Descar tes , Discours (note 7), p. 28. 
36 - Rodis-Lewis , 'Descar tes et Poussin ' (note 18), p. 95. 
37 - Descar tes , Discours (note 7), p. 15. 
38 - J o u a n n y (note 20), p . 122: letter N o . 56 to C h a n t c l o u f r o m 20 M a r c h 
1642; t h o u g h Poussin wri tes relat ive to 'per fec t th ings ' ( 'Les choses esquelles 
il y a de la per fec t ion ' , i.e. his paint ings) while Descar tes appl ies to 
conclus ions in genera l . 
39 - K u r t Badt , Nicolas Poussin (Cologne, 1969), p. 72. 
40 - Oeuvres de Descartes, pub l i shed by Cha r l e s A d a m a n d Paul T a n n e r y , 
vol. xi (Paris, 1986): Les Passions de I'ame, p . 441, ar t icle 148. 
41 - Descar tes , Les Passions (note 40), p . 370, ar t icle 50: ' . . . a c q u c r i r un 
e m p i r e t res-absolu sur toutcs leurs p a s s i o n s . . . ' ; p. 230, art icle 2 1 2 : ' . . . s ' en 
r e n d r e te l lement mais t re , & a les m e n a g e r . 
42 - Descar tes , Les Passions (note 40), p .488 , art icle 211: ' C a r n o u s voyons 
qu 'el les sont toutes b o n n e s de leur n a t u r e . . . ' . See also G a u k r o g e r (note 17), 
p . 18 w h o under l ines the oppos i t ion be tween the concep t s of the pass ions in 
the Stoicism ( ' the relat ion b e t w e e n the intellect a n d the passions . . . o n e of 
s t ra igh t fo rward confl ict , so tha t the passions will only ever act to pe rver t 
j u d g e m e n t ' ) a n d in the Car tes i an i sm ( ' the passions a n d the emot ions play a 
role in effect ing actions') . 

43 - Descar tes , Les Passions (note 40), p . 372, ar t icle 52. 
44 - Descar tes , Les Passions (note 40), p . 125, art icle 41: ' M a i s la vo lonte est 

te l lement l ibre de sa na tu re , qu 'e l le ne peu t j a m a i s estre c o n t r a i n t e . . . ' . 
45 - Descar tes , Les Passions (note 40), p. 133, ar t icle 50. 
4 6 - F o r a descr ip t ion of this p ro jec t , appa ren t l y never real ized, see the 
letter f r o m 22 J u n e 1048, wri t ten to Paul Frcar t de C h a n t c l o u : J o u a n n y 
(note 20), p . 384, letter N o . 162. For this see also R i c h a r d Verd i , 'Poussin 
a n d the "T r i cks of F o r t u n e " ' , Burlington Magazine, c x x i v / 9 5 6 (1982), 
pp . 681-5 . Descar tes ' s c o n c e p t seems similar to Poussin 's vision of fate w h e n 
the ph i losopher talks a b o u t it as if it we re a pe r son , wr i t ing in a letter to 
C h a n u t on 31 M a r c h 1649: i l semble q u e la fo r tune est jalouse de ce q u e j e 
n ' a i j a m a i s rien voulu a t t e n d r e d'elle, et q u e j ' a i t a c h e de c o n d u i r e m a vie 
en telle sorte qu 'e l le n ' eu t sur mo i a u c u n pouvo i r ; ca r ellc ne m a n q u e j a m a i s 
de m e desobl iger , sitot qu 'e l le en peu t avoi r q u e l q u e occas ion. ' 
47 - Grau to l f , Nicolas Poussin (note 23), p . 221: ' . . . d e n Pr inz ip ien , n a c h 
d e n e n Descar tes sein Wel tb i ld g e f o r m t h a t . . . ' ; ' . . . S t r u k t u r des A u f b a u s in 

Cornei l les Peripet ie u n d in Poussins K o m p o s i t i o n e n ' . 
4 8 - Grau to l f , Nicolas Poussin (note 23), p . 221. 
49 - K e n n e t h Clark , landscape into Art ( L ondon , 1949), p. 65. 
50 - F r ied lander , Poussin (note 4), p. 37: ' T h e rest ra int in Poussin 's p ic tures 
is in s o m e respects paral lel to tha t in the plays of Cornei l le , a n d to the 
s t ruc ture of Descar tes ' l o g i c ' 
51 R e n e H u y g h e , L'art et I'ame (Paris, i960), p . 196. 
52 - Rensse lae r W . Lee, tlh picura poesis: the human i s t i c theory of pa in t ing ' . 
Art Bulletin, x x n (1940), pp . 197-269, esp. p . 225. 
53 - L e e (note 52), p . 225: ' . . . Poussin . . . like Descar tes , dis t rusted the 
mi r age of sense pe rcep t ion ' . H u y g h e s , L ' a r t . . . (note 51), p . 196: i l se refuse-
tout a u t a n t a se laisser d o m i n e r p a r l ' exper ience visuclle, et il d is t ingue 
so igncusemcnt " f a spec t " du " p r o s p e c t " , qui d e p e n d de la penscc." Rndis-
Lcwis, 'Descar tes et Poussin ' (note 18), p. 89: 'Au lieu de "se laisser p r e n d r e 
p a r les choses" , il s oume t leur " a s p e c t " sensible a u " p r o s p e c t " qu i est 
"off ice de r a i s o n " . . . ' . 
54 - J o u a n n y (note 20), p . 143, N o . 61, u n d a t e d letter to Sublet de Noyers : 
i l faut scavoir . . . qu ' i l y a d e u x m a n i e r e s de voir les objets , l ' une en les 
voyant s implement , et l ' au t re en les cons ide ran t avec a t t en t ion . Vo i r 
s i m p l e m e n t n 'est au t r e chose q u e recevoi r na tu r e l l emen t d a n s l 'oeil la 
f o r m e et la r e s semblance de la chose vue. M a i s voir un ob je t en le 
cons ide ran t , e 'est q u ' o u t r e la s imple et na ture l le recep t ion de la f o r m e d a n s 

l'oeil, l 'on c h e r c h e avec u n c appl ica t ion par t icul iere les m o y e n s de bien 
i n n sin ce mcsmc objet: Ainsi un pcul dire que le simple aspect est tine 
ope ra t i on naturel le , et q u e c e j e n o m i n e le Prospect est un office de raison qui 

d e p e n d de trois choses, scavoir de l'oeil, du r ayon visucl, et de la d i s tance de 
l'oeil a [ 'ob je t . . ' . 
55 - Pouss in ' s text on the dis t inct ion be tween 'aspect ' a n d ' p rospec t ' is 
a lways cited ou t of context : as a m a t t e r of fact , these lines a re not p a r t of a 
treatise, but pa r t of a letter to Suble t de Noye r s in which Poussin is 
d e f e n d i n g himself against accusa t ions that he wou ld h a v e d e f o r m e d the 
decora t ion of the ' G r a n d e Ga le r i e ' by inser t ing senseless changes . In o r d e r 
to a d m o n i s h de Noyers tha t such inc r imina t ions could have b e e n voiced by 
people , actually injudiciously c o n c e r n i n g the m a t t e r discussed, Poussin 
in t roduces this dist inct ion, conc lud ing with [he very clear assert ion: " . . . e'est 
de cet te conna i s sance d o n t il serait a souha i t e r q u e ccux qui se nieleiu de 

d o n n e r leur jugement l ussent b ien instruits ' . For a critical eva lua t ion of this 
text f r o m an ar t - theore t ica l v iewpoint see also Car l Golds te in , ' T h e 
M e a n i n g of Poussin 's f e t t e r 10 De Nove ls ' . Burlington Magazine, ovlll li)6(i), 

1, pp . 2 3 3 - 9 a s w c ^ a s M a t t h i a s B r uhn , Nicolas Poussin Bilder und Brieje 
(Berlin, 2000), p . 40. 
56 - F o r the r e fe rence to A lhazen as the source for Poussin see Anthony 
Blunt, Nicolas Poussin — Letlres et propos sur l'art (Paris, 1989), p. 73, no te 42. 
For Poussin 's s tudy of Alhazen see the b i o g r a p h y by Felibien, c o m m e n t e d 

by Cla i re Pace , Eelibien's life of Poussin ( L ondon , 1981), p. 153, no te 16.3. A 
sinhliar dist inct ion be tween the ' ex te r ior eye ' a n d the 'eye of the intellect ' 
c an be found in the treatise by G i o v a n Battista A r m e n i n i , De' veripreeetti delta 
jiillura libri Ire ( R a v e n n a , 1586; ci ted h e r e the edi t ion by S t e f a n o Ticozz i , 
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M i l a n 1820), p. 22 w h e r e t he a u t h o r d i s t inguishes t he ' o c c h i o e s t e r io re ' 

(which c a n b e d a z z l e d by b e a u t i f u l colours) a n d the ' o c c h i o dc l l ' in tc l le t to ' 

(which , i l l u m i n a t e d by p r e c e p t s , looks d e e p e r a n d r ecogn ize s t he t r u t h in 

e v e r y thing). 

57 - A n t h o n y Blun t , Nicolas Poussin ( L o n d o n , 1967), p. 257. F o r a comple t e r ) 

d i f f e ren t vis ion of t h e r o o t s o f this p r ed i l ec t i on for ' c la r te ' , e x p l a i n i n g it 

r a t h e r in t he c o n t e x t o f c o n t e m p o r a r y l i t e ra tu re , see A la in M e r o t , 

'L ' a t t i c i sme pa r i s i en : r e f l ex ions su r u n style ' , in Eloge de la clarte. Un courant 

artislique au temps de Mazarin 1640-1660, exh . ca t . (Paris, 1998), pp. 13-40. 

H o w e v e r , h e r e t o o ( p . 34) t h e F r e n c h p a i n t i n g of t he l ime of M a z a r i n is 

p r e s e n t e d as s t r iv ing ' a la sui te d e D e s c a r t e s ' fo r a c l ea r d i s t inc t ion of t he 

visual f o r m s . 

5 8 - Neve r the l e s s , the t a n has to b e s t ressed t ha t a r o u n d t w e n t y yea r s la ter 

C h a n t e l o u ' s b r o t h e r , F r e a r t d e C h a m b r a y , in his b o o k L 'Idee de la perfection de 

hi peinture, p u b l i s h e d in 1662, s hows a ce r t a in af f in i ty to s o m e C a r t e s i a n 

principles, evidenced a lso by Rod i s -Lewis , "Descar tes et Pouss in ' (note 18) , 

p . 93SS. 

59 - ' C l a r i t a s ' , s een t o g e t h e r wi th ' i n t eg rkas ' , t he ' p r o p o r l i o ' a n d the 

' c o n s o n a n t i a ' as e l e m e n t s o f Beau ty . F o r t he sources of these n o t i o n s in t he 

wr i t ings of T h o m a s A q u i n a s as well as in t he t reat ise "De p u l c h r o et b o n o ' , 

e r r o n e o u s l y a t t r i b u t e d to h i m for a l o n g t ime (as a m a t t e r o f fact a sect ion 

f r o m the c o m m e n t by A l b e r t u s M a g n u s c o n c e r n i n g D i o n y s i u s A r c o p a g i t a ) 

see M a u r i c e d e W u l f , 'Le s t heo r i e s e s the t i ques p r o p r e s a sa int T h o m a s ' , in 

Revue neo-scolastique, 11/6 (1895), pp. 1 8 8 - 2 0 5 ( n e r e e s P - P- '94)> PP- 341 

57 (he re esp. pp. 344 a n d 346 -54 ) a n d (by the s a m e a u t h o r ) 'L ' h i s to i r e d e 

1 'es thet ique et ses g r a n d e s o r i e n t a t i o n s ' , in Revue neo-scolastique, x v i (1909), 

pp. 2 3 7 - 5 9 ( n e r e csp- p. 245s.) a n d E r w i n Panofsky , Idea (Berlin, i960), p. 82, 

n o t e 68 . 

6 0 - See V i n c e n z i o Borgh in i , D a u n a 'Se lva di no t iz ie ' ( m a n u s c r i p t t o d a y 

c o n s e r v e d at the K u n s t h i s t o r i s c h e s Inst i tut in F lo renz , N o . K 783, [,6Taro, 

n u m e r o d ' i n v e n t a r i o 60765), x i : ' L a " S o m m a del la d i s p u t a " , in B e n e d e t t o 

V a r c h i / V i n c e n z i o Borgh in i , Piltura e Scultura net Cinquecento, cd . Pao l a 

B a r o c c h i (L ivo rno , 1997), p. 133. Also t he a p p a r e n t s imilar i ty b e t w e e n 

D e s c a r t e s ' s s t a t e m e n t o n mus i c , ' f inis ut de lec ta t ' , a n d t h e o n e by Pouss in 

on pa in t i ng , 'sa fin est la de l ec t a t i on ' , s tressed by Rodis -Lewis , ' D e s c a r t e s et 

Pouss in ' (note 18), p. 99 , is ac tua l ly b a s e d o n v iews a l r e a d y e x p r e s s e d e.g. b y 

T h o m a s A q u i n a s (see a g a i n Rod i s -Lewis , ' D e s c a r t e s et Pous s in ' [no te 18], 

p. 100). In this r a t h e r g e n e r a l w a k e a lso t h e f r e q u e n t l y c i ted s t a t e m e n t 

l>\ Pouss in h a s t o b e l o c a t e d t o w h i c h H u y g h e , L'art . . . (note 51), p. 196 

a n d Rod i s -Lewis , ' D e s c a r t e s et Pous s in ' (no te 18), p. 8 9 a r e r e f e r r ing : 

M o i l n a t u r e ) m e e o n t r a i n e t d e c h e r c h e r et a i m e r les choses b i en o r d o n n c c s 

fu i ans la c o n f u s i o n q u i m ' e s t aus i c o n t r a i r e et a n e m i e c o m m e est la l u m i e r e 

d e s o b s c u r s l e n e b r e s . ' In this case , too , t he c o n t e x t o f this s e n t e n c e is a lways 

i g n o r e d - in fac t , in this le t ter f r o m 7 Apr i l 1 6 4 2 ( J o u a n n y [note 2 0 ] , 

p. 134s., N o . 59) to C h a n t c l o u , f r o m w h i c h these l ines a r e t a k e n , Pouss in 

l a m e n t s a b o u t t he too n u m e r o u s c o m m i s s i o n s i m p o s e d o n h i m by the 

F r e n c h cou r t , d r i f t i ng h im to ' c o n f u s i o n ' . A sirniliar rese rve is val id for 

Pouss in ' s c r i t i que of i m p a t i e n c e a n d h u r r y , c o m p a r e d — see n o t e 38 — 

with s imi la r r e m a r k s by D e s c a r t e s in Rod i s -Lewis , ' D e s c a r t e s et Pouss in ' 

(note 18), p. 95. 

61 - As S p e c h t , Descartes (no te 2), pp. 37 a n d 41, e x p l a i n e d , o n o n e h a n d 

this re fusa l w a s a p r o v o c a t i o n of t he au thor i t i e s ; o n t he o t h e r h a n d in this 

w a y the p h i l o s o p h e r a v o i d e d a d i rec t c o n f r o n t a t i o n . A m a j o r m o t i v a t i o n , 

h o w e v e r , w a s doubt less ly r o o t e d in t he c o n c e p t of ( i a r t e s i a n i s m itself, w h i c h 

n o u r i s h e d d o u b t s a n d scept ic i sm aga ins t all s e c o n d - h a n d k n o w l e d g e . 

Exac t ly this c o n c e p t h a d b e e n r e l a t ed b y F r i e d l a n d e r , Poussin (no te 4), 

p. 34 to Pouss in ' s w o r d s ' Je n ' a i r i en negl ige ' . F r i e d l a n d e r c o m p a r e d it w i th 

D e s c a r t e s ' s i n s t ruc t i on t o n e v e r a c c e p t a n y t h i n g w r o n g a n d to str ive a lways 

a l t e r a k n o w l e d g e of all t h ings ( f rom the Regies pour la direction de/'esprit [1628], 

t r ad , a n d cd . J . S i rven [Paris , 1990J, Reg i e iv. p. 19: ' . . . ne m e t t r e 

a s s u r c m c n t rien d e f a u x a la p l a c e d u vra i e t p a r v e n i r a la c o n n a i s s a n c e 

d e t o u t . . . ' ) — as s h o w n a b o v e in t he m a i n text , Pouss in a n d D e s c a r t e s 

a lways took d i f fe ren t ways to a c c o m p l i s h this rule , the p a i n t e r by us ing w h a t 

t r ad i t ion o f f e r e d , t h e p h i l o s o p h e r by r e f u s i n g it. Likewise, K u r t B a d t , 

' Je n ' a i r ien negl ige ' , in Festschrift fur Werner Gross zu sebum 65. Geburlstag 

am 25.11.1g66, eds K u r t Bad t a n d M a r t i n G o s e b r u c h ( M u n i c h , 1968), 

p p . 195-215 a n d t h e n J o h n B e r g e r , ' E t in A r c a d i a Ego , Poussin, in The 

Moment of Cubism and Other Essays ( L o n d o n , 1969), p p . 8 1 - 5 have t r i ed to 

c o n s t r u c t a re la t ion b e t w e e n the p r inc ip les o f D e s c a r t e s ' s ' p h i l o s o p h y a n d 

Pouss in ' s words : Bad t . p. 200. q u o t i n g Di l thcy . is r e la t ing t h e m only in a 

v e r y v a g u e w a y t o D e s c a r t e s ' s ' r a t i o n a l aes the t i cs wh i l e B e r g e r i n t e rp re t s 

t h e m as t he m a n i f e s t a t i o n of a n anx i e ty w h i c h u rges Pouss in to con t ro l his 

a r t a n d his p a i n t i n g s total ly a n d w h i c h in his i n t e r p r e t a t i o n cou ld be 

assoc ia ted wi th the ( l a r t e s i a n d o u b t . T h e resul t o f th is anx ie ty in the fields 

of Pouss in (art) a n d D e s c a r t e s ( s c i e n c e / n a t u r e ) w o u l d be a lways t he s a m e : 

o r d e r a n d con t ro l . F o r a ve ry as tu te c r i t ique of this very v a g u e a n d 

associa t ive c o n n e c t i o n see C a r r i e r , Poussin's Paintings (note 23), p . 5gf. 

62 - F o r this d i sda in a n d a n i n t e r p r e t a t i o n of C a r t c s i a n i s m as a 

h i s t o r i o p h o b e concep t on p r inc ip l e see S p e c h t , Descartes (note 2), p. 79 

a n d p. 137. 

6 3 - F o r this l e g e n d b a s e d on r u m o u r s g o i n g a r o u n d in S t o c k h o l m 

i m m e d i a t e l y a f t e r t he d e a t h of D e s c a r t e s see t he b i o g r a p h y by C h a r l e s 

A d a m , Vie et Oeuvres de Descartes — Etude historii/ue, p u b l i s h e d as vol . x n of t h e 

Oeuvres de Descartes, eds C h a r l e s A d a m a n d Paul T a n n e r y (Paris, 1910), p . 542 

a n d S p e c h t . Descartes (note 2), p . 80 . 

64 - T h e on ly e x c e p t i o n s a r e Pouss in ' s t w o se l f -porn aits, today in Par i s 

a n d Berl in. C o n c e r n i n g this d i f f e r e n c e b e t w e e n Pouss in a n d D e s c a r t e s see 

also br ief ly Rod i s -Lewis , ' D e s c a r t e s et Pouss in ' (no te 18), p . 9 9 as well as the 

severe c o n d e m n a t i o n by A n d r e B e m e - J o l f r o y , 'Pouss in e no i ' , Paragone, 

• 3 / ' 5 5 ( ! 9 0 2 ) , PP- 5 2 - 6 0 , h e r e esp. p . 54: ' . . . Pouss in . . . c h e egli c 

s t a to "il D e s c a r t e s del la R t t u r a " . C o m e si e p o t u t o s e n z a so l levare una 

g e n e r a t e i lari ta , d i f l b n d e r e u n a ta le s c iocchezza? E v e r a c h e Pouss in . . . 

e c o n t e m p o r a n c o di D e s c a r t e s . . . M a o g n u n v e d e c o m e d i f f i e i lmen te 

p o t r e b b e i o r i scon t ra r s i d u e n a t u r e p in d i f f e ren t i , s icche b i s o g n a a v e r e 

u n ' i d e a b e n v a g a e d e l l ' u n o e de l l ' a l t ro , p e r c r e d e r e di d i r e q u a l c o s a 

a p p a i a n d o i lo ro n o m i . D e s c a r t e s e I ' u o m o c h e d e c i d e . . . di cava r sc l a 

d a solo, s e n z a lasciarsi i n g a r b u g l i a r e da l s e n t i m e n t o e da i d o g m i aln ui . . . 

T u t t ' a l t r o t e m p e r a m e n t o que l lo di Pouss in ; egli s tud ia c o n f e r v o r e 

Ra t fac l lo , T i z i a n o e s o p r a t u t t o le s e n i u m - a n l i c h e egli pas sa la 

v i ta a c o n s u l t a r e la B ibb ia c A r i s t o t e l e . . . . ' 

65 - T w o a u t h o r s w h i c h h a v e to be q u o t e d h e r e in this c o n t e x t a r e B e r g e r 

a n d S tan ic : B e r g e r (no te 61), w i t h o u t g iv ing f u r t h e r a r g u m e n t s , i n t e rp re t s 

t he insc r ip t ion o n the t o m b as a n expres s ion of C a r t e s i a n d o u b t wh i l e 

M i l o v a n S t an i c , Poussin - Beaute de I'enigme (Paris , 1994), p . 4 6 asser ts a 

c o n n e c t i o n b e t w e e n the m e t h o d s of Pouss in a n d Desca r t e s , c o n s t r u c t e d 

( a c c o r d i n g to S t a n k ) by a c o m m o n ' e th ic ' e l e m e n t w h i c h is no t f u r t h e r 

speci f ied by h i m . I fail to see a n y de f in i t e c o n n e c t i o n s to Pouss in in t h e 

fo l lowing c o m p i l e d q u o t a t i o n s f r o m C a r t e s i a n wr i t ings on p a g e 47. 

6 6 - F o r t he p a i n t i n g see .Xicolas Poussin 1^4-1665, exh . c a t . (note 3), 

p . 2623s., N o . 78. 

67 - Felix T h i i r l e m a n n , lorn Bild zum Return ( C o l o g n e , tqqo). p p . 119-21; 

for the q u o t a t i o n ( 'des kul ture l len W i s s e n s c h a t z e s <lcs 17. J a h r h u n d e r t s ' ) : 

p . 113. 

6 8 - L e e (note 52), p . 223SS. 

6 9 - S e e A n d r e Fel ib ien , Conferences de I'Academie royale de peinture et de sculpture 

pendant I'annee i66y (Paris, 1669), p . 8 3 a n d the ed i t ion of this l ec ture 

f u rn i shed in: VVilhelni Schl ink , Km liilil isl km Tatsachenberichi —Le Bruns 

Al.adrmierede von 1667 iiher Poussin 'Mannawunder' ( F r e i b u r g i. Br. , 1996), 

p p . 9 - 2 7 , h e r e p . 13: ' Q u e les g r o u p e s soul f o r m e s d e I ' asseniblage de 

p lus ieurs figures j o i n t e s les u n e s a u x a u l r e s q u i nc s e p a r e n t po in t le 

suje t p r inc ipa l , m a i s a n c o n t r a i r e q u i sc rven t a le l i e r . . . ' . Fe l ib ien . 

p . 9 0 / S c h l i n k . p . 17: II m o n t r a d a b o r d q u e M . Pouss in a r e n d u lou te s ses 

figures si p r o p r e s a son su je t , qu ' i l n ' y en a p a s u n e d o n t Fac t ion n 'a i t 

r a p p o r t a l 'e tat oil estoit a lo rs le p e u p l e J u i f . . . ' A n d a g a i n Fel ib ien , 

p . 9 4 / S c h l i n k , p . 20: " . . . II a fai t q u e tou te s leus d iverses a c t i o n s et 

l eurs express ions dif l 'erentes o n t des cause s pa r t i cu l i e res q u i se r a p p o r t e n t 

a son p r inc ipa l su je t . ' 

70 - D e s c a r t e s , Discours (note 7), p . 18; L e e (no te 52), p . 223SS. 
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71 L e o n Bat t is ta A lbe r t i , De l ia P i c t u r e , in KlebierekunsUheoretische Schriften, 

ed . H u b e r t J a n i t s c h e k ( Q u e U e n s c b r i f t e n f u r K u n s t g c s c h i c h t c u n d 

K u n s t t c c h n i k de s M i t t c l a l t e r s u n d d e r R e n a i s s a n c e , vol . n ; V i e n n a , 1877), 

p . 123. 

72 - S e e M i c h a e l B a x a n d a l l , Giotto and Ike (halms ( O x f o r d , 1971), c h . in a n d 

— a s a s u m m a r y — H a n s K o r n e r . Auf der Stiche nach der 'waJiren Einheit' 

( M u n i c h , 1988), p . 14. 

73 F o r D e s e a r t e s ' s a m b i g u o u s a t t i t u d e t o w a r d s r h e t o r i c see G a u k r o g e r 

i ioie 17), p . 5 0 w h o in v iew o f t h e a p p a r e n t re fusa l o f r h e t o r i c in the Discours 

p l e a d s loi' 11 r a t h e r c a u t i o u s j u d g e m e n t : ' w e s h o u l d be ve ry c a u t i o u s i n d e e d 

a b o u t a t t r i b u t i n g to h i m a s t r a i g h t f o r w a r d d ismissa l o f r h e t o r i c ' . For 

Q u i n t i i i a n a s a s o u r c e o f i n s p i r a t i o n fo r t h e C a r t e s i a n c o n c e p t of c l ea r 

a n d dis t inct i d e a s see G a u k r o g e r (no te 17), p p . 51, 119-24 a n d p . 182. 

74 - A l a i n M e r o t in Nicolas Poussin 1594- 1665, e x h . ca t . ( no t e 3), p . 83 . 

75 - See fo r t h e le t te r ( r e p o r t e d a lso b y A n d r e Fe l ib ien , Entreiiais stir les vies et 

sur les outrages des phis excellenspeintres anciens el modemes [ T r e v o u x , 1725J, vol . IV, 

p . 65): J o u a n n y (no t e 20), p . 4 3 3 S S . , N o . 194 (let ter f r o m 7 . J u n e 1655). F o r 

Qj r in r iKan as a s o u r c e see Q u i n t i i i a n . Inslitutio Oratorio, x n / 1 0 (§§ 3, 6 , 7, 8). 

J o u a n n y (no t e 20), p . 434 , n o t e 1 h a d a l r e a d y ( inc i ted b y a s u g g e s t i o n 

b y Alex is P i tou) r e f e r r e d to this s o u r c e ( h o w e v e r , i n d i c a t i n g e r r o n e o u s l y 

a lso § 5 o f t h e Q u i n t i i i a n text w h i c h P o u s s i n d i d n o t copy) , f o l l owed 

(even t h o u g h w i t h o u t m e n t i o n i n g J o u a n n y ' s p r e c e d i n g r e f e r e n c e ) b y 

C l a i r e P a c e , Felihien's Life . . . (note 56), p . 160, n o t e 65 . I . 

76 Q u i n t i i i a n . lnstitulio Oratorio, v i , 2, 27 e 28. 

77 ~~ Q u i n t i i i a n . Institutio Oratorio, v t , 2, 34. 

78 T h e le t te r is d o c u m e n t e d in a sec t ion o f t h e ' D i s c o u r s s u r les o u v r a g e s 

de s ph i s exce l l ens p e r n o r s ' (c. 1695) by L o m e n i e d e B r i e n n e w h i c h is q u o t e d 

l i n e a c c o r d i n g t o t h e ' C o r p u s P u s s i n i a n u m ' , co l l ec ted a n d p r e s e n t e d b y 

J a c q u e s T h u i l t i e r , Nicolas Poussin (Paris , 1994), p . 203 . O n t h e g e n e r a l 

c o n t e x t o f P o u s s i n ' s r e fu sa l to f inish t h e ' C h r i s t b e a r i n g t h e C r o s s ' see 

K e a z o r (no te 32), p . 170 -87. 

79 F u m a r o l i . l.'Ecole . . . n i n e 18). p . 1(15. 

8 0 F o r t h e p rec i s e d e m o n s t r a t i o n of Desea r t e s ' s 1 w r i t i ngs as t h e s o u r c e s 

see J e n n i f e r M o n t a g u , Tlie Expression of the Passions ( L o n d o n , 1994), p . 156. 

C o n c e r n i n g t h e a c c u s a t i o n o f L e B r u n f o r h a v i n g p l a g i a r i z e d his t rea t i se 

f r o m t h e ' A r t d e c o n n a i t r e les h o m m e s et le c a r a c t e r c de s p a s s i o n s ' di M a r i n 

C u r e a u d e la C h a m b r e (1649) see A n d r e F o n t a i n e , Les doctrines d'art en France 

(Paris , 1909), p . 6 9 a n d p . 102. F o r a n o t h e r i n f l u e n c e o f D e s c a r t e s o n t h e a r t 

t h e o r y o f t h e F r e n c h A c a d e m y ( r e j ec t ing c o l o u r as a d a n g e r o u s a n d w r o n g 

w a y l e a d i n g a w a y f r o m t r u t h b e c a u s e c o l o u r un l ike the e x t e n s i o n w a s 

n o t c o n s i d e r e d to b e a rea l q u a l i t y o f c o r p o r e a l th ings) see C h r i s t o p h e r 

Al len . IJI tradition (lit chissicisme. P h D d i s se r t a t i on (Univers i ty of S y d n e y . 

•99°) . PP- 2 6 4 - 7 2 . 

81 R e p o r t e d b y A n d r e F e f i b i e n , Journal, 2 6 F e b r u a r y 1648, fol . 43, q u o t e d 

h e r e a c c o r d i n g to J a c q u e s T h u i l l i c r , ' P o u r u n " C o r p u s P u s s i n i a n u m ' " , in 

Actes du col/of/ue.Xicolas Poussin, e d . A n d r e C h a s t e ] (Paris , i960) , 2 vols, vol . II, 

p . 80 . 

82 - F r i e d l a n d e r , Poussin ( no t e 4). p . 36. F o r a n o t h e r a t t e m p t to u n t i e this 

kno t P o u s s i n / D e s c a r t e s / D ' B r u n see a lso t h e h in t s b y C a r r i e r , Poussin's 

Paintings ( no t e 23), p . 72f., n o t e 9 9 . 

8 3 - Fe l ib i en (no t e 69), p . 92; S c h l i n k (no t e 69), p . 18. 

8 4 - D e s c a r t e s , Passions ( no t e 40), p . 144, a r t i c l e 73. In his l ec tu re o n t h e 

'Ch r i s t H e a l i n g t h e Blind M e n a t J e r i c h o ' B o u r d o n m a k e s a n e v e n m o r e 

d e t a i l e d r e f e r e n c e to this C a r t e s i a n m o d e l w h e n he d e s c r i b e s t h e 

m o v e m e n t s of t h e b l ind m e n a n d those o f the m a n s t a n d i n g b e h i n d the a r m 

of Chr i s t see Fe l ib ien . Conferences (note 69), p . 127. These de ta i l ed 

d e s c r i p t i o n s o f s u r p r i s e d a n d a s t o n i s h e d p e r s o n s , us ing C a r t e s i a n t e r m s , 

s h o u l d b e c o m p a r e d wi th t h e s t a t e m e n t b y I x w i s M a r i n , Detniire la peinture 

(Par is . 1997), p . 9 0 t h a t t h e w o m a n o n t h e r ight of the p a i n t i n g 'E t in 

A r c a d i a I'.go' Paris . Louvre ) w o u l d c o m m u n i c a t e tin- i m p r e s s i o n of a 

' C a r t e s i a n a d m i r a t i o n ' I'. . .de t ra i ts qu i m ' e v o q u e n t e e t t e pa s s ion 

d a d m i r a t i o n q u e D e s c a r t e s a n a l y s e d a n s son Traite...). 

85 - D e s j a r d i n s , La Methode... (no te 22), p . 228 . 

8 6 - G r a u t o f T (no te 23), p . 221. 

87 - F o r t h e ' S c i p i o ' p a i n t i n g see Mcolas Poussin 1594-1665, e x h . ca t . ( no t e 3), 

p . 290SS., N o . 96; f o r t h e ' P i r a t e ' d r a w i n g s see M a r t i n C l a v t o n , Poussin — 

Works on Paper ( L o n d o n , 1 9 9 5 ) , p . 152SS., n o s 5 1 / 5 2 . W h a t a p p l i e s to 

G i a u t o l l ' s i d e a s , i n t he i m p a c t of D e s e a r t e s ' s ' t h e o r i e s o n P o u s s i n ' s ' S c i p i o ' 

c o m p o s i t i o n s is also i rue for his t h e o r j that Pouss in w o u l d h a v e r ead 

D e s e a r t e s ' s Principia phUosophiae in o r d e r to d e v e l o p his w a y to d e p i c t t h e 

pass ions of t h e soul b e c a u s e t h e text w a s p u b l i s h e d o n l y in 1644 — 

m o r e o v e r , g iven Pouss in ' s m e r e l y m o d e s t k n o w l e d g e o f t h e L a t i n l a n g u a g e , 

h e w o u l d e v e n h a v e to wa i t fo r t h e F r e n c h e d i t i o n of 1647; f o r G r a u t o l f ' s 

s t a t e m e n t ( ' U n d Italic c r d i e " P r i u z i p i c n " gut in sich a u f g e n o m m c n . d ie d e n 

Schlusse l z u m d ie L e i d e n s c h a f t e n e n t h a l t e n , so b r a u c h t e e r n u r d ie h i e r 

g e f u n d e n e M e t h o d e a u f d ie A n a l y s e d e r L e i d c n s c h a l i e n a u / . u w e n d e n . urn 

/ u a h n l i c h e n R e s u l t a t e n zu g e l a n g c n wie D e s c a r t e s selbst . ' ) see G r a u t o l f 

(no te 23), p . 221. F o r P o u s s i n ' s L a t i n see H e n r y B a r d o n 'Pouss in et la 

l i ue ra t i i r e Inl ine ' , in Actes du colloque Nicolas Poussin (no te 81), vol . I, 

p . 1 2 3 - 1 3 2 . 

8 8 - F o r this p a i n t i n g see Nicolas Poussin — La collection du musee Conde a 

Chantilh, e x h . ca t . (Par is , 1 9 9 4 ) , p . 4 4 S S . , N o . 3 . 

8 9 - R u d o l f W i t t k o w e r , ' T h e R o l e of Class ica l M o d e l s in B e r n i n i ' s a n d 

Pouss in ' s p r e p a r a t o r y W o r k s ' , in i d e m . Studies in Western Art ( P r i n c e t o n , N J , 

1 9 6 3 ) , vol . in , p p . 4 1 5 0 ; f o r this s o u r c e see a l so R o d i s - l x ' w i s , ' D e s c a r t e s 

et P o u s s i n ' ( no t e 18), p . 107. F o r t h e sugges t i ons c o n c e r n i n g t h e s o u r c e s fo r 

t h e m o t h e r o n t h e r igh t in the bac k g r o u n d of the p a i n t i n g see W i t t k o w e r , 

p . 106 ( s a r c o p h a g u s w ith M e d e a scenes) a n d O s k a r B a t s c h m a n n , Nicolas 

Poussin —Dialectics of Painting ( L o n d o n , 1 9 9 0 ) , p . 2 2 ( s cu lp tu re o f a N iob id ) . 

9 0 - In his t r ea t i se L o m a z z o talks a b o u t the ' m o d i n t e r n i ' a n d t h e ' pa s s ion i 

d e l o ro a n i m i ' , wh i l e A lbe r t i calls t h e m ' m o v i m e n t i de l lo a n i m o ' — see 

G i o v a n n i P a o l o L o m a z z o , Trattato deU'arte delta pittura, scoltura el arMtettura, in 

Scritti sul/e arti, ed . Roberto P a o l o C i a r d i (F lo rence , 1 9 7 4 ) , vol . 11, p . 9 8 a n d 

Alber t i , Delia Pictura (no te 71), p . 121. 

91 ( i r a u t o f f ( no t e 23), p . 453, n o t e 229: ' D a Pouss in s c h o n in s e inen e r s t c n 

r o m i s c h e n j a h r e n d u r c h A l h a z a n in d ie D i o p t r i k c i n g c l u h r t w u r d e , liegt cs 

s e h r n a h e , d a B e r a u c h D e s c a r t e s ' D i o p t r i k ge lesen h a t u n d v o n d o n / u 

" D e s pa s s ions d e F a m e " g e l a n g t e . ' 

92 - L o u i s M a r i n , Detniire... ( no t e 84), p . 74 a n d i d e m , ' M i m e s i s et 

d e s c r i p t i o n . O u d e la cu r io s i t e a la m e t h o d e d e P a g e d e M o n t a i g n e a ce lu i 

d e D e s c a r t e s ' , in Documentary Culture — Florence and Rome from Grand-Duke 

Ferdinand 1 to Pope Alexander MI, ed s E l i z a b e t h C r o p p e r . G i o v a n n a Per in i a n d 

F r a n c e s c o So l i na s (Bo logna , 1 9 9 2 ) , p p . 2 3 - 4 7 , h e r e p . 4 6 . 

9 3 D e s c a r t e s , Discours (no te 7), p . 184: * . . . e c u s q u i , e s t an t nes a u c u g l e s , . . . 

v o y e n t d e s m a i n s , o u q u e l eu r b a s t o n est l ' o r g a n e d e q u e l q u e s i x i eme sens , 

qu i l e u r a es te d o n n e a u d e f a u t d e la d e d e la ve i ie . ' 

9 4 - See E l i z a b e t h C r o p p e r , ' T o u c h e r le r e g a r d ' (no te 11), p . 616 a n d 

C r o p p e r a n d D e m p s e y m o l e 11 . p. 211. 

95 - Also t h e f ac t t h a t C h r i s t is t o u c h i n g t h e eyes o f t h e b l i n d m e n in o r d e r 

to h e a l t h e m is a l r e a d y f u r n i s h e d b y t h e G o s p e l o f S t M a t t h e w ( a c c o r d i n g 

in 1 lie New I n t e r n a t i o n a l Vcrsii ill, 20, 34: "JIM is . . . t o u c h e d I he i r eyes. 

I m m e d i a t e l y t h e y r e c e i v e d t h e i r s ight a n d fo l l owed h im. ' ) . P e r h a p s il is no t 

a c c i d e n t a l t ha t C r o p p e r s h o w s herse l f h e s i t a t i n g in v i e w o f t h e q u e s t i o n o f 

w h e t h e r she s h o u l d p l e a d fo r t h e possibi l i ty t h a t Pouss in h a d r e a d the 

Dioptrique o r no t : in the F r e n c h tex t o n t h e sub j ec t , p u b l i s h e d in 1995 

( C r o p p e r , ' T o u c h e r le r e g a r d ' [ no t e n | , p . 616), she still sugges ts such a 

possibi l i ty w r i t i n g t ha t Pouss in h a d r e a d 'egu/emenl M a t t e o Z a e e o l i n o ' 

( e m p h a s i s a d d e d ) , whi le she r e n o u n c e s such a r e f e r e n c e in t h e A m e r i c a n 

ve r s ion ( C r o p p e r a n d D e m p s e y (no t e 111, p . 212). 

9 6 - A c c o r d i n g to S p e c h t , Descartes ( no t e 2), p . 71, this m a c h i n e t h e o n l y 

o n e D e s c a r t e s e v e r d e v e l o p e d — d id n o t mee t wi th g rea t success , 

97 - See E l i z a b e t h C r o p p e r , ' P o u s s i n a n d L e o n a r d o : E v i d e n c e f r o m t h e 

Z a c c o h n i m a n u s c r i p t s ' , Art Bulletin, 1980, p p . 570 83. F o r t h e i m p a c t o f 

A l h a z e n o n t h e wr i t i ngs of Pouss in see a b o v e , n o t e 56. 

9 8 - F o r s u c h a — r a t h e r superficial interpretation see B lun t , Art and 

Architecture (no te 15), p . 2 9 0 w h e r e h e wr i t e s — fo r t h e t i m e b e i n g — still 

r a t h e r c a u t i o u s y : ' I t is by n o m e a n s c e r t a i n t h a t P o u s s i n ac tua l ly r e a d 

Descartes', c o n t i n u i n g t h e n : ' . . . b u t it is still t r u e t o say t h a t his c o n c e p t i o n 
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o f s p a c e c o m p o s i t i o n is b a s e d o n t h e s a m e m a t h e m a t i c a l l y r a t i o n a l 

p r i n c i p l e s w h i c h g o v e r n e d D e s c a r t e s ' s v i e w o f t h e m a t e r i a l w o r l d ' , li is the 

m e r i t o f C a r r i e r , Poussin's Paintings ( no t e 23), p . 72 to h a v e d e m o n s t r a t e d h o w 

B l u n t in a f o r m e r v e r s i o n o f th is s e c t i o n ( ' T h e H e r o i c a n d I d e a l L a n d s c a p e 

in t h e W o r k o f N i c o l a s P o u s s i n ' , Journal of the Warburg and Cowtauld Institute, 7 

(1944), p . 104) b o l d l y w r o t e : " . . . it is t r u e t o say t h a t h i s [Pouss in ' s ] 

c o n c e p t i o n of spa t i a l c o m p o s i t i o n c o r r e s p o n d s e x a c t l y t o t h e i d e a s t o b e 

f o u n d in t h e p h i l o s o p h e r ' . C a r r i e r , p . 72, r igh t ly a n s w e r s : ' T h e r e is r ea l ly n o 

e x a c t p a r a l l e l b e t w e e n D e s c a r t e s ' s m i n d - b o d y d u a l i s m a n d P o u s s i n ' s 

c o m p o s i t i o n . ' In t h e tex t b y L e e ( n o t e 52) t h e i n v e r s e p r o c e s s c a n b e 

o b s e r v e d : b e f o r e s t a t i n g o n p . 225 v e r y c a u t i o u s l y t h a t Pouss in w a s a m a n 

' w h o m a y n e v e r a c t u a l l y h a v e r e a d D e s c a r t e s ' , h e n e v e r t h e l e s s e m p h a s i z e s 

t h a t ' s o m e t h i n g c losely a k i n to t h e C a r t e s i a n r a t i o n a l i s m w a s s t r o n g in 

P o u s s i n h i m s e l f . . . ' . 

9 9 J u t t a H e l d , ' P o u s s i n s M y t h o s r e z e p t i o n — Z u r S t r u k t u r s e i n e r 

O v i d s c h e n M o t i v e ' , Niederdeutsche Beitrdge zur Kmistgeschichte, 35 (1996), p p . 

6 9 - 9 8 , h e r e p . 92 , n o t e 43 : ' P o u s s i n ist h i e r o h n e F r a g e e in A n h a n g e r des 

D e s c a r t e s s c h e n , h u m a n i s t i s c h e n M e n s c h c n b i l d e s , w e l c h e s d a s w e s e n t f i c h e 

Z e n t r u m d e s M e n s c h e n in s e i n e m B e w u B t s e i n , s e i n e r V e r n u n f t s i eh t . ' 

A c c o r d i n g t o th is i n t e r p r e t a t i o n t h e c e n t r a l i z e d c o m p o s i t i o n of th is p a i n t i n g 

w o u l d h e n c e b e a n ' a p p e a l t o t h e c o n s c i o u s n e s s ' (p. 92: ' . . . d e r A p p e l l a n 

d a s B e w u B t s e i n . . . ' ) . I n sp i t e o f its t i t le , t h e a r t i c l e d o e s n o t exc lus ive ly t a k e 

p a i n t i n g s w i t h O v i d i a n m o t i v e s i n t o c o n s i d e r a t i o n , b u t — see ' T h e D e a t h 

o f G e r m a n i c u s ' , ' T h e M a s s a c r e o f t h e I n n o c e n t s ' o r ' T h e J u d g m e n t o f 

S o l o m o n ' a l so p i c t u r e s w i t h o t h e r sub j ec t s . F ina l ly , t h e b a s i c s u p p o s i t i o n 

t h a t P o u s s i n c o u l d h a v e c h o s e n i n d e p e n d e n t l y t h e s u b j e c t o f his p a i n t i n g s 

a p p e a r s to be p r o b l e m a t i c . 

100 - G i o v a n P i e l r o Bel lor i , U vile de'pittori, scullori e architetti modemi ( R o m e , 

1672), p . 412: ' . . . e g i o v o m o l t o a F r a n c e s c o [ D u q u e s n o y ] ne l lo i n c a m m a r s i 

alia be l lezza e p r o p o r z i o n e del le si,HIM-, n i i s u r a n d o l c in s i eme , c o m e si v e d e 

q u e l l a d ' A n t i n o o ' . S e e t h e r e a l so t h e i l lus t ra t ion t o th i s r e p o r t w i t h t h e 

p l a t e s o n t h e p a g e s 45(1-9. A l r e a d y F e l i b i c n in h is Entretiens iv ( no t e 75), p . 12 

expl ic i t ly c o r r e c t e d th is n a r r a t i o n : b a s e d o n t h e t e s t i m o n y by J e a n D u g h e t 

h e s t a t e s t h a t P o u s s i n ' s s t u d i e d t h e s e p r o p o r t i o n s no t w i t h D u q u e s n o y b u t 

wi th A lc s san t In 1 A l g a r d i . 

101 - I n h is b o o k . C a r r i e r , Poussin's Paintings ( no t e 23), p . 59s . c o n d e m n s t h e 

c o n n e c t i o n P o u s s i n / D c s c a r t c s t o b e a s i m p l e ' c l i c h e ' ; it is, h o w e v e r , 

i n t e r e s t i n g t o see h i m reactivating th i s ' c l i c h e ' h i m s e l f t h r e e y e a r s l a t e r : in 

his a r t i c l e ' P o u s s i n ' s C a r t e s i a n m e d i t a t i o n s : self a n d o t h e r in t h e self-

p o r t r a i t s o f P o u s s i n a n d M a t i s s e ' , Source — Motes in the History of Art, x v / 3 

(1996), p p . 29- 35, C a r r i e r interprets P o u s s i n ' s s e l f - p o r t r a i t in t h e L o u v r e a s 

v isua l p e n d a n t to t h e Medilationes de prima pMlosopMa, p u b l i s h e d by D e s c a r t e s 

in 1641-42 in L a t i n . A l r e a d y this l inguis t ic fac t ( r a t h e r than t h e ' s t r a n g e 

u n - C a r t e s i a n l ack of l uc id i ty ' , l a m e n t e d by C a r r i e r c o n c e r n i n g t h e f r a m e s in 

t h e b a c k g r o u n d o f t h e p a i n t i n g ) is p l e a d i n g in disfav o u r of his h y p o t h e s i s 

b e c a u s e P o u s s i n — see B a r d o n (no t e 87) — h a d o n l y a feeble k n o w l e d g e o f 

La t in . But as C a r r i e r in t h e e n d o n l y asse r t s t ha t t h e p a i n t e r w o u l d h a v e 

c r e a t e d a v isua l c o u n t e r p a r t t o D e s c a r t e s ' s f a m o u s ' C o g i t o , e r g o s u m ' , 

Pouss in c o u l d have f o u n d t he se w o r d s a l so in t h e f o u r t h p a r t o f t h e Discours. 

S u p p o s i n g t h a t P o u s s i n h a d p a i n t e d his s e l f - p o r t r a i t s in f r o n t o f a m i r r o r , 

C a r r i e r d r a w s a p a r a l l e l b e t w e e n D e s c a r t e s ' s w o r d s a n d P o u s s i n ' s p a i n t i n g : 

s u c h t h a t e v e r y r e a d e r o f D e s c a r t e s ' s t ex t w o u l d h a v e t o r e p e a t h is w o r d s 

'I t h i n k , t h e r e f o r e I a m ' , so e v e r y s p e c t a t o r o f t h e p a i n t i n g w o u l d see t h e 

s a m e p i c t u r e Pouss in o b s e r v e d w h i l e e x e c u t i n g his p o r t r a i t . It is a l m o s t 

s u p e r f l u o u s t o p u t f o r w a r d in e v i d e n c e t h e f u n d a m e n t a l e r r o r b e h i n d th i s 

c o n c e p t , o b v i o u s l y i n s p i r e d b y V e l a s q u e z ' s ' L a s M c n i n a s ' a n d its art-

his to r ica l r e a d i n g s : w hi le t h e e g o of w o r d s s u c h as i t h i n k , t h e r e f o r e I a m ' 

c a n be n e u t e r , o p e n in the iden t i f i ca t i I t h e r e a d e r , .1 se l f -por t ra i t is 

b y its d e f i n i t i o n — a h igh ly spec i f i ed a n d first o f all indiv i d u a l i z e d 

r e p r e s e n t a t i o n w h i c h in a c a t e g o r i c a l w a y e x c l u d e s i d e n t i f i c a t i o n w ith o t h e r 

p e r s o n s . T h u s , t h e t e x t u a l p e n d a n t t o P o u s s i n ' s s e l f -po r t r a i t w o u l d h a v e 

b e e n a s e n t e n c e like ' I , R e n e D e s c a r t e s , s i t t i ng h e r e a t A m s t e r d a m in [637 

a n d w r i t i n g t h e s e w o r d s , I t h i n k , t h e r e f o r e I a m ' . 

102 - D e s c a r t e s in a l e t t e r f r o m 2 6 M a r c h 1619 t o B e c c k m a n : ' . . . u n e 

s c i e n c e t o u t e n o u v c l l e ' , q u o t e d by S a m u e l S. d e S a r v . Descartes (Par is , 1996), 

P- 75-

103 - C h a r l e s P e r r a u l t , Les Homines illustres, n (Par is , 1700), p . 9 0 . H o w e v e r , 

a c c o r d i n g t o F o n t a i n e (no t e 80) , p . 118, b e h i n d t h e s e w o r d s a c e r t a i n i r o n y 

w o u l d b e a u d i b l e . 

104 - N i c o l a s d e M a l e b r a n c h e , De la recherche de la verite (Par i s , 1674), L ib . in , 
P a r t . 1, C a p . iv, § 5, p . 55. 
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