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INTRODUCTION 

I. Genius in a new light 

On Saturday, October 19 1957, a month-long exhibi¬ 

tion on the intellectual and artistic life of the Belle Epoque 

in Bordeaux opened there at the Musee des Beaux Arts. 

I he years of the Belle Epoque, straddling the turn of the 

century, stood for one of the most dynamic periods in the 

history of Bordeaux, the great port on the Garonne and 

the capital of the Gironde. Part of that dynamism centered 

on the new buildings into which the University of 

Bordeaux moved in the late 1880s. 

The exhibition organized by Jean-Gabriel Lemoine 

(1891—1970), director of the Musee between 1939 and 

1959^ reflected the broad cultural context, including 

science, in which he placed the arts.1 For his vast 

researches on medieval and Renaissance art history 

Lemoine drew heavily on equally broad sources: on the 

massive pioneering studies in the history of physics of 

Pierre Duhem (1861—1916).2 Duhem was one of the few 

professors of the University of Bordeaux, active during 

the Belle Epoque, who were remembered in the lengthy 

report on the opening of the exhibition which the Sud- 

Ouest, the leading Bordeaux daily, carried in its Sunday 

edition of October 20 1957.3 Duhem was also, un¬ 

doubtedly, the only professor, and a professor of 

theoretical physics at that, whose artistic works - land¬ 

scapes in pen drawing and inkwash - were chosen to grace 
the exhibition. 

The proof of this is not in the short catalogue of a vast 

and variegated exhibition,4 but in a newspaper clipping 

which Lemoine attached to his letter of January 21 1958, 

to Helene Duhem.5 In the letter, Lemoine mentioned his 

intention of going with the friends of the Musee in May, 

around Pentecost, to Rodez for a Congress on Rouergue 

(an ancient political district in south-central France), and 

asked: “Don’t you think we may push on to Cabrespine to 

pay our homage to the memory of Pierre Duhem?” To 

this Lemoine added: “You will see through this small 

extract of a radio talk I recently gave that I do not forget 
the master”. 

The extract recalled the exhibition of the previous Fall 

partly because of the publication of a biography of Camille 

Jullian, a prominent historian of Bordeaux and a leading 

figure of the University during the Belle Epoque. “But,” so 

read the clipping, “beside Camille Jullian there was Pierre 

Duhem . . . whose truly universal genius can no more be 

adequately esteemed than that of Leonardo da Vinci on 

whom he wrote a capital work of three volumes. The 

genius of Pierre Duhem - mathematician, physicist, and 

especially a philosopher - is revealed in his great work, Le 

systeme du monde, which was to contain 10 volumes. The 

death of the author interrupted their publication but the 

eighth volume will soon be published by Hermann. 

Thanks to Mile Helene Duhem, I could present at the 

exhibit an unknown aspect of that genius: drawings of 

landscapes of extraordinary originality, which show that a 

superior mind registers its excellence in all he chooses to 
touch”. 

The purpose of this work is to present the universality 

of Duhem’s genius in that hitherto unexplored aspect in 

which he appears as an artist. The high public praise 

accorded to his artwork by a distinguished director of a 

prominent French art gallery is in itself a guarantee that 

Duhem the artist is a subject matter of intrinsic merit. An 

additional and most appealing incentive is the possibility 

- clearly though summarily expressed by Lemoine - that 

Duhem’s drawings could provide a rare, indeed in 

modern times well-nigh unique, opportunity for making a 

comparison between the vast conceptual creation of a 

first-rate physicist and his surprisingly vast work of art. 

The uniqueness of that possibility will be clear from a 

brief recall of the artistic propensities of not a few modern 

physicists. Prominent physicists of the 19th and especially 

of the 20th century have often been better than average 

amateur musicians. Einstein’s skill with the violin is a 

memorable example to which it would be easy to add 

many others. The young Planck, for one, hesitated 

whether to become a theoretical physicist or a concert 

pianist.6 Very few opera lovers know that Borodin of 

Prince Igor fame was a physical chemist. References to 

love of music are a commonplace in biographies of 

physicists. After all, their chief aim is the study of the 

quantitative structure of the visible world. Theirs is the 

conviction that the structure in question has to reveal a 

basic harmoniousness which holds sway over the whole 

realm of matter. Long before that conviction translated 

itself into esoteric equations with stunningly predictive 
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value, the harmony of the physical world had inspired (it 

is enough to think of Plato and Kepler) comparisons with 

musical harmonies or tones. 

Keen appreciation of music and even a better than 

average skill with this or that musical instrument is not, 

however, a creative ability. No prominent physicist is 

known to have been a composer of at least moderate merit. 

Compared with those who play a musical instrument with 

expressive skill, very few are those who handle the crayon 

or the brush, to say nothing of the chisel, with competent 

amateurism, let alone with distinct creativity. No out¬ 

standing physicist has ever been remembered for his skill 

in drawing or painting. This might seem surprising for at 

least two reasons. One, the more general, relates to the 

instantaneity whereby a painting or drawing is grasped. 

Mathematical physicists can see with the same instan¬ 

taneity the vast implications of critical equations or 

formulae. This instantaneous, simultaneous perception is 

precisely the opposite of that which is demanded by the 

appreciation of a musical composition, a sequence unfold¬ 

ing in time. In a sense mathematical physicists should be 

expected to have far greater fondness for expressing 

themselves in visual arts than in music. 

The role which visual perception played in physics 

provides the second reason. Throughout its lifespan of 

well over two centuries classical physics was synonymous 

with visualization. A physical theory was, to a classical 

physicist, intelligible in the measure in which he could 

translate it into a mechanical model, which more often 

than not was a matter of visual imagery rather than actual 

execution. Helmholtz left no drawings behind about “the 

levers, the cords, and the pulleys which produce behind 

the scene the beautiful spectacle of nature and which 

constitute the objective of the physicist’s research”.7 No 

one, and certainly not Maxwell, tried to build or even to 

sketch that complicated system of tubes running through 

a “cellular elastic body containing a thick fluid in its 

cavities” in terms of which he first set forth his epoch- 

making theory of electromagnetism.8 Much the same 

holds true of Lord Kelvin, the author of memorable dicta 

about the equivalence of the validity of the statements of 

physics and their expression in mechanical models.9 

Considerable interest should therefore be attached to 

the great number and variety of drawings left behind by 

no less a physicist than Pierre Duhem.10 These drawings 

do not, of course, have for their object mechanical models 

of physical theory. Duhem, as will be discussed later, 

never ceased to warn about the enormous difference 

between such models and the representation of physical 

reality by highly mathematical constructs in which 

physical theory must express itself. All the same, he was a 

realist both as a physicist and as an artist. Realism was 

emphatically defended by him in his La theorie physique, 

his chief work in the philosophy of science, that has 

steadily grown in stature as a classic since its first 

publication in 1906.11 Realism underlay even his prin¬ 

cipal perspective of the history of science that physics 

profited more from formalist theories than from the ones 

that were realist in the superficially mechanistic sense. His 

discovery and vast pioneering portrayal of the medieval 

origins of classical physics made him “the acknowledged 

teacher of us all”, as was said of Duhem at a blue-ribbon 

meeting of historians of science in Oxford in 1961.12 As 

to his status as a physicist, he was called a genius by C. 

Truesdell13 who more than anyone is qualified to speak in 

this age of plasma physics of the lasting value of Duhem’s 

cultivation of continuity methods in mechanics, hydro¬ 

dynamics, and viscosity. More widely known is Duhem’s 

pioneering work in classical thermodynamics. 

A man of such varied talents, Duhem was also able to 

express himself as an artist over many years and in various 

ways. Those familiar with the magnificent coherence of 

Duhem’s personality and thinking will rightly expect to 

see that characteristic reflected in his art work as well. In 

taking a look at Duhem the artist, one is faced therefore 

with a well-nigh unique opportunity, which might long 

ago have been exploited had it not been for the uneasiness 

prompted by Duhem’s genius. It was an uneasiness of 

more than one aspect. 

Duhem’s insistence on utmost logic in physical theory 

could only make uneasy the protagonists of the pseudo¬ 

intellectual stampede who systematically abuse the mag¬ 

nificent edifice of the two main areas of modern physics, 

relativity and quantum mechanics. The decibels of that 

stampede drown out the few warning voices about the 

illogical character of casting Einstein’s relativity theory 

(special and general) into the moulds of positivism, let 

alone into the straitjacket of ethical and cultural relativ¬ 

ism. It is still to be widely perceived that Einsteinian 

relativity is more profoundly absolutist than all the 

absolutes tied to Newtonian physics.14 Utter disregard 

for logic has become part and parcel of the standard 

philosophical interpretation of quantum mechanics 

which, as is well known, has Heisenberg’s uncertainty 

principle as its integral part. Although that principle 

merely sets a limit to accuracy in measurements, its 
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standard interpretation implies the fallacious inference 

that an interaction that cannot be measured exactly cannot 

take place exactly. It is on that fallacious identification of 

the operationally exact with the ontologically exact that 

the champions of the Copenhagen interpretation of 

quantum mechanics succeeded in turning their abolition 

of causality into a climate of thought.15 

Once causality was out of the way, one could celebrate 

with apparent impunity the intellectual process as a 

sequence of disconnected mutations. In such an atmos¬ 

phere only uneasy lip service could be paid to the 

greatness of Duhem who, precisely because of his 

fondness for logic, clarity, and precision, insisted on 

continuity in all evolution, biological as well as intellec¬ 

tual. This is why, for all his wholehearted appreciation of 

the struggle for life, he had no use for the Darwinian 

notion of natural selection as an all-purpose mechanism as 

if it explained everything from the wriggling of worms to 

the exertions of geniuses. 

The deepest uneasiness which Duhem’s name causes in 

the academic establishment relates, of course, to his 

discovery of the medieval, nay Catholic, theological 

origins of Newtonian science. In this respect his 

achievement has been resented as much by the heirs of the 

French Enlightenment as by the heirs of the Reformation. 

For different reasons both have nurtured a vested interest 

in keeping the image of the Middle Ages as dark as 

possible. Curiously, they have found unexpected allies in 

Catholic philosophers and historians of science whose 

chief ambition has been to earn the plaudits of those 

whom they could please only by selling their very souls. 

So much for the broader background of the baffling delay 

- well over half a century - in the availability of Duhem’s 

scientific correspondence for research.16 

Duhem’s heir and only child, Helene, waited in vain for 

many years for convincing evidence that the vast material 

- including her father’s drawings - would be investigated 

and appreciated with the care and sympathy it deserves.17 

For if Einstein could rightly expect that his correspon¬ 

dence and manuscripts be cared for by the State of Israel, 

Duhem was entitled to expect as much from his own 

country which he passionately loved and heroically 

served.18 Of course, he knew that France had for long 

been the victim of ideological schizophrenia. One hemi¬ 

sphere of her cerebrum has now for two centuries 

furiously combated everything and anything savoring of 

Christian rationality and realism. The other hemisphere 

had its energies sapped by bitter infighting among 

conservatives and liberal Catholics. For the former 

Duhem was too daring an innovator, for the latter he was 

an anachronism. In their bitter internecine struggle 

French Catholic liberals and conservatives were, 

however, agreed at least in one respect: they all alike 

overlooked the growing importance which science, and in 

particular its philosophical and historical interpretation, 

has acquired in the moulding of Western intellectual 
consciousness.19 

That quite the opposite was true about their common 

antagonists was all too clear to Duhem. His plea of 1911 

for the establishment of a chair for the philosophy of 

science and of another for the history of science at the 

Institut Catholique de Paris, as two potent means of 

opposing secularism, fell upon deaf ears.20 Much less was 

Duhem’s work in the history and philosophy of science 

to the liking of the secularist and anticlerical academic 

establishment of the Third Republic. One of the leaders 

of that establishment was none other than Marcelin 

Berthelot, an outstanding experimental chemist, who 

harbored a specific resentment against Duhem. For all his 

protestations of unreserved respect for objective merit 

alone, Berthelot could not tolerate seeing his favorite 

scientific thesis demolished by Duhem, still a second- 

year-student at the Ecole Normale. More of this later. 

This was only one reason for Duhem’s lifelong banish¬ 

ment to provincial French universities. Another reason 

was the ideological orientation of French officialdom 

in which many owed their political and academic ad¬ 

vancement to the influence of Berthelot, a quietly but 

untiringly militant Freemason. Such people had fully 

perceived the threat which Duhem as a historian of 

science posed to the ideological heritage of the Enlighten¬ 

ment. Such is the background of the greatest academic 

scandal of modern France, the barring of Duhem from a 

chair in Paris, and the perpetuation of that scandal 

through not naming after him the official center of French 

research into the history of science.21 

Duhem was notably philosophical about his lifelong 

banishment to provincial universities. Such an attitude 

certainly befitted one who had so high a regard for that 

intrinsic strength of logic which always wins out in the 

long run. Being eternal, logic can be patient - was his 

favorite motto.22 Patience, meticulous attention to detail, 

balance, and harmony are indeed chief characteristics of 

Duhem’s art work of which a representative selection 

(amounting to less than a fourth of his total output) is 

presented here. Patience was also the hallmark of 
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Duhem’s continuously perfected mastery of the talent for 
drawing which he first evinced as a child. 

II. The budding artist 

Drawing and painting were among young Pierre 
Duhem’s first ambitions.23 A scene of soldiers amidst 
their tents (i)* and a series of uniformed soldiers (in color) 
(2), done respectively when he was six and nine, show his 
inborn talent for proportion, perspective, and clarity of 
contours. Sometime before he became a teenager he had 
proved himself a sharp observer of shapes as shown by 
his drawings of molluscs, dolphins, rocks, trees, buds, 
houses, and churches. Between 1873 and 1876 he filled 
five sketchbooks that also contain increasingly impressive 

portrayals of men and animals, alone and in groups (4-21, 
28, 29, 46). When work began on this album those 
sketchbooks were designated A, B, C, D, and F, represen¬ 

ting a chronological order. Their respective sizes are 
18.5 x 15, 12 x 19.5, 14 x 23, 16 x 25, 16.5 x 26cm, and 
contain 80, 60, 40, 30, 60 sheets respectively. They were 
mostly filled with sketches during the summer vacations 
which young Pierre spent in those years in St Gildas de 
Rhuys, on the Gulf of Morbihan, with his parents and his 
younger sister Marie. (Duhem was twelve when Antoin¬ 
ette, Marie’s twin, and their younger brother Jean both 

died of influenza.) Among the thirty or so drawings on 
separate sheets that Duhem did in his middle teens are 
portraits of his parents and sister (42-44), several self- 

portraits (45, 48) and other subjects (15, 22-25, 27-> 4l)- 

Some of the latter (22, 25) show his further development 
as a caricaturist he had shown himself from the start (5,7). 

Some of those sketchbooks may have been seen by the 
famed French architect, Henri Labrouste (1801-1875), 
who designed the Bibliotheque Sainte Genevieve in Paris 
(built between 1843 and 1850). As an innovative fusion of 
classic shapes with cast-metal structure, it has become a 
standard illustration in all serious monographs on art 
history. Henri Labrouste, whose wife was an older relative 
of Pierre’s mother, was for him grandpa Labrouste, whom 
he often saw as his parents used to rent a summer house in 
Presles, near grandpa Labrouste’s house in Saint Martin 
du Tertre, about 30km north of Paris in the middle of the 
Carnel forest. Grandpa Labrouste often entertained his 
many great nephews and nieces, who best remembered 
him for the cards he painted for each of them for their first 
communion. Clear lines, harmony, proportion were 
obviously the standards which young Duhem heard 

emphasized by grandpa Labrouste, whose watercolors of 

Italian landscapes with incomparably luminous skies were 

vividly remembered by Pierre.24 
Vacations in the Carnel forest provided young Duhem 

with a golden opportunity for field studies of mushrooms. 
With his sister Marie, he gathered all kinds of them, edible 

and poisonous. 25 He also spent much time drawing them 
from life in the summers of 1877 and 1878. He did so with 
astonishing accuracy and finesse as witnessed by a 

hundred or so aquarelles of which 34-41 and Plates III- 
VI are a sample. The average size of those aquarelles is 
26 x18cm, with a few of them, such as the ones 
reproduced on Plates III and IV, being about twice that 
size. Their superior quality was attested at a regional 

exhibition on mushroom drawings, held in the City Hall 
of Carcassonne on October 17-19 1965. An advance view 
of them produced in the Sunday, October 13, issue of the 
Midi Libre, under the headline, “Le physicien audois 
Pierre Duhem se revelera excellent aquarelliste a l’ex- 
position de champignons”, an account of his life and work 
with a special paragraph on his artistic prowess: “These 

aquarelles are true pieces of art in the area of documentary 
studies. They appear to us superior to all the illustrations 
— some of which are very beautiful - that can be seen in 
mushroom drawings already published. Various manuals 
on mushrooms, among them the famous one by 
Maublanc, will also be displayed at this exhibition. 
Through comparison with them one therefore will be able 
to appreciate the very high quality of the aquarelles of 

Pierre Duhem”. 
Young Duhem’s careful identification of the mush¬ 

rooms, he drew and painted, with their Latin names, 
shows his keen interest in natural history. It is to the 

same period, probably the summer and fall of 1877, 
that belongs a small notebook on mushrooms entitled 
“Mycologia” (14.5 x 9.5cm), with an exquisitely drawn 

title page (33) and many illustrations in color in its 167 
pages. The impressively neat and uniform character of the 
handwritten text is also a delight to look at. The many 
illustrations in India ink in his notebook of a biology 
course, “Cours de biologie” (22.5 x17cm with 159 
numbered pages), which he took at sixteen at the College 
Stanislas, may help one understand why, a few years later, 
Pasteur wanted the second-year Normalien to become his 

assistant.26 Pasteur must have been especially impressed 
by young Duhem’s drawings of plants (32) and of 
protozoa and paramecia under great magnification (30, 

* Numbers in bold face refer to illustrations. 
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31). At a time when microscopic photography was still 
years away, the drawing skill of a biologist was a priceless 
asset in research. Duhem, of course, had other assets, very 
precious in the eyes of Pasteur, who knew the extent to 

which the future of biology would depend on expertise in 

physics and chemistry, the fields whose exclusive study 
Duhem found more attractive than Pasteur’s tempting 
offer. 

As a student at the College Stanislas (1872-1882), 
Duhem excelled not only in the sciences (mathematics, 
physics, chemistry and biology), but also as an artist. A 
relevant detail was recalled vividly over a distance of more 
than half a century by a former classmate of Duhem at 

Stanislas, Colonel Jean de la Laurencie. He did so at the 
meeting of the French members of the Academie Inter¬ 
nationale d’Histoire des Sciences, held in Duhem’s 
memory in Paris on January 27 1937. On visiting with 

Duhem the Musee du Luxembourg, which at that time 
contained E. Fremiet’s statue of a satyr handing a piece of 
honeycomb to a bear, he saw Duhem’s eyes light up with a 
touch of malice. Duhem quickly produced a sketch in 

which the satyr had the head of the Abbe Biehler, a 
student of the famed mathematician Hermite and 
Duhem’s teacher at Stanislas. Instead of one bear Duhem 
drew two, one with the head of his favorite physics 

teacher, Moutier.27 The other carried the head of 
Maleyx, a somewhat eccentric teacher of mathematics. 

According to his own reminiscences of the years he 
spent as an upperclassman at Stanislas, Duhem used 
every free moment in the classroom to draw sketches and 
caricatures: 

The energetic and strongly characteristic silhouette of Maleyx 

offered an irresistible temptation for caricaturists, more numerous 

than skilled at that merciless age. Between two equations our 

notebooks were graced by a profile drawn with a few strokes of the 

pen. Often the model seized the drawing from the hands of the 

artist and without any irritation put it with a smile into his pocket. 

At any rate, we had hardly had the time to finish the sketch. The 
course advanced at a fast pace.28 

Those hastily drawn sketches must have looked like the 
ones that grace a letter which Duhem wrote in his last year 
at Stanislas (on College stationery to which he was entitled 
as an assistant teacher) to his best friend and older 
schoolmate, Joseph (Jo) Recamier. The sketches were 
meant to remind Jo of the difference between university 
life interrupted by military training and the “happier” 
years at Stanislas (51, 52). When Duhem had a few 
minutes for a sketch, it could pass for a finished product 

vibrating with immediacy. This skill may be observed in a 
poem Jo Recamier wrote on August 14 1881, with Duhem 
possibly looking over him. Once a section of the poem was 

done, Duhem did his part as an illustrator. Illustrations 53 
and 54 show two of the half a dozen sketches that 
constitute undoubtedly the better part of the joint 
venture. 

Another of Duhem’s schoolmates at Stanislas, Edouard 
Jordan, who finished his academic career as professor of 
medieval history at the College de France and who wrote a 

most important obituary of Duhem, recalled him as “the 
quasi-official caricaturist at Stanislas”.29 Jordan also 
spoke of Duhem’s illustrations of the large posters for 
various festive occasions celebrated in the College. Jordan 
is also the source of the information that Duhem’s artistic 
ability was put to special use when the Abbe de Lagarde, 
under whose directorship the College developed into 
a proverbial bastion of intermediary French Catholic 
education and a rival of the best lycees in Paris, passed 
away in November 1882. Duhem, already a Normalien, 
was asked to draw from memory a portrait of the Abbe to 
make easier the work of the sculptor, H. Chapu, who was 
commissioned to make a marble bust of the deceased 
which is still the chief decor of the salon rouge of the 
College, filled with portraits of its past directors. 

A most valuable detail about Duhem’s artistic exploits 
while a Normalien is contained in that long letter which 
Andre Chevrillon, a famed French man of letters at the 
turn of the century and Duhem’s colleague at the 
University of Lille between 1890 and 1893, wrote to 
Helene in 1934 to assist her in writing the biography of her 

father: “Before he married, he usually spent his vacations 
at the lie d’Ouessant, then a rather unusual place of 
retreat whose solitude and wilderness he loved. He 
rendered in India ink its scenery - sea, cliffs, rocks, all 
black with touches of white - ironclad landscapes one 
might say, where he seemed to encounter the precise, the 
inflexible, the undiminishing energy of his personality. 
He gave some of those paintings to Jules Tannery, his 
former teacher at the Ecole Normale who decorated with 
them his living room and study where I often saw them on 
my visits to Paris when Tannery was vice-rector at the 
Ecole”.30 They undoubtedly formed a larger group of 
which four (90—93) are reproduced here. 

Another detail about Duhem’s artistic exploits at the 
Ecole Normale was communicated, in all likelihood, 
orally to Helene by Colonel Jean de la Laurencie at the 
meeting held, as mentioned above, in Duhem’s honor in 
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1937- She recalled that the Colonel’s father had warned 
Pierre, then a first-year student at the Ecole Normale, that 
caricatures may earn one not only plaudits but also 
resentment, if not life-long enmities. The promise made 
by Duhem not to make more caricatures was broken 
by him only once. Being irritated by a third-year 

Normalien’s repetitive diction, Duhem made fun of him 
by representing him as a barber with a huge razor in one 

hand. The subscript read: “Aujourd’hui gratis, demain 
pour rien.”31 The drawing, passed from hand to hand, 
was a resounding success until the moment when it fell 
into the hands of its target. Unable to laugh at himself, 
he began to consider Pierre his sworn enemy. It seems 
therefore that a composite caricature (81) by Duhem, 
printed by Tequi in Paris,32 dates from his first year at the 

Ecole Normale. 
Duhem’s artistic exploits at the Ecole Normale were 

also recalled in that long letter which Joseph Recamier 

wrote to Helene in 1934 to help her write the biography of 
her father.33 Recamier, who during his distinguished 

medical career also served as personal physician to the 
Due d’Orleans on his explorations,34 spoke also of the 
sketches Duhem made of the small boat, Kitty, in which 
they learned the rudiments of sailing on the Seine near 
Argenteuil. Curiously, Recamier did not mention those 
handmade postcards (55—62) which Duhem illustrated 
with pen-drawn portraits of sailors before jotting a 
message about their next outing. Their fondness for 
sailing ultimately took them to the stormy waters around 
the lie d’Ouessant and to ports in Brittany. The training 
ships of the Navy, together with their officers and sailors, 
prompted Duhem to make many small sketches. They 
were pasted together by Jo into an album of thirty-six 
pages (16 x 24cm) of which four are reproduced here (63- 
66). The album is the treasured possession of his 
grandson, Mr Pierre Recamier. 

The other and far more important item about Duhem’s 
art work recalled by Jo Recamier relates to an anti-Ferry 
album, entitled Au pays des gonlles, of large quarto size, 
with twenty-four half-page illustrations.35 The album’s 
fictitious story was conceived by Jo’s father who, like most 
Recamiers, was in the forefront of the opposition to the 
anti-clerical governments that had been in their ascen¬ 
dancy since the late 1870s. It is most unlikely that the 
story, presented in verse set to music, was ever sung at 
1 rue du Regard, the Recamier mansion in Paris, where 
“Esteban de Richermoz”, the pseudonymous author of 
the album, lived under his true identity, Etienne 

Recamier. Mr Recamier had, of course, more to his name 
than that imponderable distinction which David, Gerard, 
and Chinard assured to it by immortalizing in painting 
and sculpture the beautiful woman who was installed in 
that mansion by one of his ancestors, Joseph Recamier, a 

physician of Napoleonic times. Etienne Recamier (1833- 
1898) owed his reputation to his brilliance as a lawyer, to 
his activities in Catholic charitable endeavors, and to his 

being one of the founders of Fr an^ais and Correspondent, 
organs of French royalists. Last but not least, Etienne 
Recamier was an ardent defender of the enseignement libre 

which was essentially a Catholic system of schools of all 
levels, and a chief target of the anticlerical powers of the 
Third Republic from almost its very inception. 

Were the state schools to have served only as places of 
instruction, their mere existence would have presented 

a grave challenge to Catholic schools, until then the 
mainstay of education in France. But in the hands of Jules 
Ferry, chief architect of the public education system, the 

state schools were to be so many places of indoctrination. 
As befitted Ferry, a renegade Protestant, a zealous 
member of the supermilitant French Freemasonry, and 

the spiritual son of Emile Littre who succeeded Comte as 
the head of the “Positivist Church”, the aim of that 
indoctrination was a French lay-religion free of all traces 
of the supernatural. The aim was as old as the program of 

the Encyclopedists, the ideological architects of the 
Revolution. In stark terms, usually avoided by Ferry, the 
aim was equivalent to Voltaire’s ecrasez 1'infame A6 Ferry, 
who obtained his first premiership on September 27 1880, 
secured in the following March, legal sanction to a variant 
of the famed Article 7 of that Napoleonic law which 

entitles the State to certify religious orders and especially 
their teaching in schools. The closing in 1881 of two 
hundred and sixty religious houses and the expulsion 
from them of over five thousand priests and brothers 
represented but the first instalment of even more 
atrocious infringement on freedom of religion during the 
next quarter of a century. 

The main purpose of the story told in Au pays des 

gorilles is to expose a radically secularist ideology under¬ 
lying the measures taken against free, that is, Catholic 
education. Since the lay educational code professed an 
unqualified respect for the sciences of the day, of which 
the Darwinist notion of man was a much touted feature, 
the architects and promoters of that code could readily be 
cast in roles played by representatives of a fictitious 
International Simiophile Mission. The story37 tells of 
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their journey to the land of gorillas and their return, with a 
group of gorillas, old and young, male and female, to 

Paris. 1 here all facilities — financial and educational, 
recreational and political - are handed over to the Simian 
visitors so that their human brothers, so many newcomers 
on the evolutionary tree, may benefit from their more 

experienced ancestors. Not unexpectedly, the gorillas 
decide, after some exposure to modern civilization, that it 
is not worth assimilating. In conclusion a “Spectator” 

bemoans the fashionable contempt for traditional values. 
The story represents an oversimplified viewpoint, lacks 

poetical finesse, and treats history rather sweepingly. To 

contemporary readers no explanations of allusions to 
Charles Thomas Floquet, a militant leftist and Prefect of 
the Department of Seine in the early 1880s, were 
necessary. The same is true about allusions in the story to 
Paul Bert, minister of Public Instruction and Church 

Affairs at that time. The narrative’s poetical quality is far 
inferior to its illustrations, proving once more that one 

illustration may be worth a thousand definitions. The 
illustrator, “Ch. Clerice”, gave proof of first rate talent by 

tackling a large variety of situations, involving individuals 
and groups, men and animals, indoors and outdoors, 
modern cities and exotic lands, with a firm grasp on the 

most diverse facial expressions, gestures, and postures. 
An attentive look at those illustrations (67-80) may 
prompt one to think that “Ch. Clerice” was a pseudonym 
for a leading French draftsman of the late 19th century. 
“Ch. Clerice” was none other than Pierre Duhem, Jo 

Recamier’s best friend and soon to be a leading figure, 
in more than one respect, of the French intellectual 
scene. 

As the son of deeply Catholic and Royalist parents, 
young Pierre Duhem was all too ready to contribute his 
artistic talents to the album, and, to Jo Recamier’s 
consternation, he signed every illustration. Jo worried 
about possible reprisals against Pierre who in 1883, when 
the album was published, was passing from his first to his 
second year in the Ecole Normale Superieure. He entered 
there at the head of his class with firm hopes of obtaining 
eventually a chair in physics in one of the Grandes Ecoles 

in Paris. When warned about those possible reprisals, 
Pierre laughed and shrugged his shoulders. It was 
contrary to his wishes that the Recamiers let the illustra¬ 
tions appear under the pseudonym “Ch. Clerice”.38 

Just about the time when the album appeared, the 
young Normalien was working out the notion of ther¬ 
modynamic potential, one of his chief achievements as a 

theoretical physicist and physical chemist. As he further 
articulated that notion, his teachers at the Ecole urged him 
to present his findings before the Academie des Sciences. 
This he did on December 22 1884.39 Such was an 
extraordinary recognition for a student who still had to 
earn his licence, to say nothing of his doctorate, and was 

still to become an agrege. While Duhem’s anti-govern¬ 
ment drawings could easily be overlooked in a milieu 
which thrived on ever fresh caricatures whose targets 
came from all sides, Duhem’s scientific discovery was 
another matter. Marcelin Berthelot, the leading light in 
the camp for which Ferry was for a time the official 
spokesman, soon learned about this rising star, a star 

portentous of bad omen for his scientific reputation. The 
thermodynamic potential was an implicit rebuttal of the 
maximum work principle which Berthelot surreptitiously 
borrowed from the Danish chemist Julius Thomsen and 
used as the chief explanatory device of chemical processes. 

Berthelot, who was very influential in the administrative 
branches of French higher education and who was ready 
to serve even as minister of foreign affairs, very likely 
inspired the action by which G. Lippmann, professor of 
physics at the Sorbonne and a future Nobel laureate, 
rejected Duhem’s dissertation. The rejected thesis was 
quickly printed in a prestigious series by Gauthiers- 
Villars, the most prominent scientific publishing firm in 
Paris. Another edition was called for nine years later. 

Today, the once-rejected thesis is in the series, Microprint 

Landmarks of Science. Duhem, one of the great French 
physicists around the turn of the century, had to earn his 
doctorate in mathematics. He did so with a thesis which 
was once more on the thermodynamic potential, although 
this time not in reference to chemical thermodynamics 
but to electrodynamics. Fortunately for Duhem, Lipp¬ 
mann (and Berthelot) had little leverage in the math¬ 
ematics faculty at the Sorbonne. 

Young Duhem had to learn the hard way the difference 
between the words liberte, egalite, fraternite and their 
actual implementation, especially by those most fond of 
parroting them. He became increasingly aware that 
powerful forces in governmental circles were behind his 
banishment to provincial universities, first to Lille, then 
to Rennes, and finally to Bordeaux. For a while he could 
safely believe that all his opposition to Republicanism, 
represented by such power-brokers as Ferry and Berth¬ 
elot, amounted to his voting against the anticlerical parties 
in parliamentary elections. But in 1904 he discovered to 
his surprise a fact which came to present a major threat to 
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secularist ideology, be it called Republicanism, or Positiv¬ 
ism, or Masonism. All these ways of thinking are at one in 

taking science as the ultimate arbiter and see in it the most 
effective means of discrediting Christianity. But, as 
Duhem showed in monumental investigations, carried 

out between 1904 and his death in 1916, of scores of 
unpublished medieval manuscripts, science, or rather its 
most exact form, mechanics, owes its birth to a Christian 
ideological matrix pervading the 14th-century Sorbonne, 
then a champion of Catholic orthodoxy.40 That result has 
since been a grave affront for cultural historians in general 
and historians of science of the secularist type in par¬ 
ticular. They try to evade it, or weaken it, or slight it with 
techniques often tantamount to sheer duplicity. It is in 
that broader perspective, too, that one should look at 
young Pierre Duhem’s drawings, etched by “Fernique 
Ph” on metal plates.41 

Whatever the skill of the engraver, Duhem must have 
provided a series of drawings astonishing in their variety, 
expressiveness, and mastery of figures, motions, and 
emotions of all kinds. For none of those complex, 
outlandish tableaux could Duhem have resorted to 
models, studios with furnishings, backdrops, or exotic 
paraphernalia. He had to rely on his mental vision which 
was no less indispensable to him for the rest of his life in 
two apparently very different areas. One was the drawing 

of landscapes, almost four hundred, which represent by 
far the most important part of his artistic bequest. The 
other was his work in theoretical physics of which a part, 
most supportive in his eyes, were his studies in the history 
and philosophy of science. 

III. A passion for landscapes 

An important reason to connect these two areas in 
Duhem’s life is that he turned at about the same time with 
intensity to both. He must have completed a good first 
draft of his ill-fated doctoral dissertation when he spent 
part of the summer of'1884 in his mother’s ancestral home 
in Cabrespine. It was in that summer that he had turned 
his attention to drawing landscapes. The mountains and 
valleys surrounding the little village inspired half a dozen 
large-size inkwashes of which three are reproduced here 
(82, 83, 87). As to the village itself, a smaller pen drawing 
(84, 85) shows his realization that this technique was more 
suited to rendering details, of which the center of a village 
is always full, than inkwash that could well do justice 
to the broad areas represented by mountainsides. His 
draw ing of the entry to the Park of Saint Cloud in Avray 

(86) preceded his first landscapes of Cabrespine only by a 
few weeks. It was also during the same summer that he 
copied in pen (88, 89) two oil paintings by Louis-Auguste 
Leloir.42 For their technical skill alone they would have 
deserved reproduction here. There is only one more 

such copy43 in Duhem’s artistic bequest, although 
undoubtedly he must have done more, as copying is a 
standard part of learning the art of draw ing. His choice of 
Leloir is also reflective of his preference for Flemish and 
Dutch realism. A third reason for reproducing those 

copies is that they prove Duhem’s marked independence 
of any master. This is especially true in connection with 

the only artist of some renown, L. Janmot,44 from whom 
he took formal lessons perhaps a year or so earlier. More of 
this later. 

The courage to work out for himself the stages in 
drawing challenging scenes is well shown by illustrations 
(90—93) already mentioned. They are from about a dozen 

or so large inkwashes done in the area of lie d’Ouessant 
in the summer of 1887 and 1888. Carefully dated, with 
locations also given in detail, they may only be a fraction 
of what he produced there, possibly from 1885 on. Several 
of them, as was already mentioned, became part of the 
decor of the office of Jules Tannery, Duhem’s mentor at 

the Ecole Normale. 
Location and dating are invariably given in the fourteen 

albums which Duhem filled with landscapes in the last 
thirty years of his life, mostly in inkwash and pen, and 
about a dozen examples in aquarelle. Two of those 
albums, F and G, are of small size (12 x 20cm and 
12.5 x 19.5cm) and both are in beige cloth binding. The 

former contains about forty pen drawings and inkwashes 
of the Ouessant area, done in April 1887 and August 1888. 
The other, with about two dozen drawings, all in pen, was 
filled between 1905 and 1915. They are insignificant in 
comparison with the twelve other albums, all much larger 
in size, and the chief object of this study. They were given 
the Roman numerals I to XII by Mile Marie-Madeleine 
Gallet and myself when work on this study began in April 
1985. Albums II and IV (both in black cloth binding) are 
24 x34cm; Albums III and XII (both in beige cloth 
binding) are 25 x 32cm, whereas the rest (also in beige 
cloth binding) are all the same size, 27 x 35cm. Each 

contains about forty-five sheets. 
The numbering reflects an essentially chronological 

order which also represents a progressive move from 
inkwash to pen drawings in India ink. Album I, begun in 

July 1890, contains mostly inkwashes, whereas Album 
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XII, of which only the first third is filled, contains only 
pen drawings (and pencil sketches not completed in pen) 
dating from the months preceding Duhem’s death on 

September 14 1916. One album (VII) is composed of 
sheets of four different color (beige, grey, pale blue, and 
pale green). The others are of that white drawing paper 
which after several decades is apt to take on a slightly 

beige hue. Some albums contain empty sheets, at times 
ten in a row. In a few albums, sheets were cut out, either 
by Duhem or by his daughter, both of whom liked to 
regale friends with a sketch or two. Helene Duhem gave 

Album III to Mr Norbert Dufourcq, with an inscription 
dated June 14 1963, in gratitude for the invaluable 
support which she had received from him and his father, 
Professor Albert Dufourcq, in her almost thirty-year-long 
struggle to force Hermann et Cie to publish the second 
part, also containing five volumes, of her father’s 
monumental Systeme du monde.45 

Album I opens with scenes drawn in June 1890 of the 
seashore around Heyst on the Flemish coast (94-96). The 
next items, done in the Pouliguen area, are on the south 

coast of Brittany, in Cabrespine (25km north-east of 
Carcassonne), and around Beaucaire in Provence, 
document the path Duhem followed in his courtship of 
Marie-Adele Chayet whom he married in late October of 
that year.46 Half a dozen further items are a record 

of places on the Flemish coast - Heyst, Flessingue, 
Walcheren, Bruges (100), Ghent - which Duhem and his 
bride visited on their honeymoon in November 1890. The 
diary, in the form of brief entries, which the bride kept of 

the honeymoon, contains several references to her hus¬ 
band’s sketching dunes, dykes, and fishing boats. The 
concluding landscapes from the Namur area - Dinant, 
Freyr, Ansereme, Drehance, Pont St Jean - relate to 

holidays which Duhem and his wife spent there in August 
and early September 1891. The Rocher Bayard (97) and 
the Chateau de Walzin (98) were sketched during that 
trip. 

This is the proper place to mention a dozen or so 
separate one-tone aquarelles (comparable in size to those 
Albums) which Duhem produced in late August and early 
September 1892, mostly on the shores of Heyst. The date 
as well as the place are important. Only a month or so 
earlier Duhem’s happy married life came to a tragic end 
when his wife died in giving birth to a second child, a boy, 
who was buried with his mother. To go a month later to 
take a three-week vacation in the very area where he and 
his wife had spent their honeymoon less than two years 

earlier could have been an unbearable strain on any¬ 
one lacking Duhem’s inner strength and might have 
prompted tragically agitated or sadly depressive composi¬ 
tions. Rather, in their wide gradations of grey they show 
tranquil open fields, balanced groups of buildings, cloudy 
but not turbulent sky resting as it were on shafts of light, 
fishing boats on calm seas, fishermen quietly going about 
their work, and the steady splash of waves against a firm 
seashore (101—104). They reflect his courage to face his 
destiny with a peace of mind that bespeaks of faith in that 
Providence which ten or so years later he celebrated as 
being at work even in the history of science.47 That 
Duhem did not execute those sketches in an album may 
have to do with his bereavement. The coincidence of his 
starting Album I and the beginning of his courtship seems 
to suggest that Album I was conceived by him as a 
surprise gift to his future bride. 

Now she was no longer there to receive another homage 
of that kind. Whether Duhem resumed filling another 
album for practical reasons or out of devotion toward his 
late wife, who certainly was delighted with Album I, may 
never be known. What is known is that in the early Spring 
of the next year, Duhem was busy filling Album II. It 
begins with landscapes around Lille and with sketches of 
its ramparts (105, 106), done in March and April 1893. In 
November there follow four scenes of the Bay of 
Morbihan in Brittany, including Le Loch (109), a 
masterful solution of the technical problems posed by 
monotonous low-growing vegetation. In June and July 
1894, when Duhem was completing his one and only year 
of teaching at the University of Rennes, he added sketches 

of the Breton coast made during two short trips. Pointe de 

la Varde, St Malo, Plouguerneau, the dunes of Porssal, the 
island of Yoc’h, Argenton (107), the Rocks of Prospoder 
were sketched during the first trip. Cap Frehel, the island 
of Ago, Pointe de la Garde at Guerin enveloped in storm 
(no), and the windmill near St Briac (108) provided 
subjects during the second. About a dozen times he drew 
seacoast scenes near St Brieuc on the Gulf of St Malo, 
when he was vacationing there in August 1894 with his 
mother and daughter. Among his subjects were the 
chateau of Le Gildo (99), its waterfront formed by its 
peaceful houses, and the secluded bay of Le Nessey. In 
mid-October he dashed to Dinan, a picturesque village 
60km east of St Brieuc, whose old streets had great 
attraction for him (111,112) and may have revealed to him 
his special talent for pen drawing. In early November he 

drew some old houses in Rennes (113, 114). He must have 
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done so on a quick return trip there from Bordeaux 
whither he had been transferred in October and whose 

university was to provide the last and by far the longest 
post of his teaching career.48 

Album III is the record of a twelve-day tour between 
September 9 and 20 1895, which began with a coach ride 
northward from Cabrespine to Mazamet across the 
Montagne Noire. As he was waiting in Mazamet for the 
train to Lodeve, about 80km east in the Cevennes, he drew 
the nearby Hautpoul, a small hilltop town. Once in 

Lodeve he was at the gateway to the arid plateau (causse) 
of Larzac. Its curious rock formations and strange plays of 
light had a deep fascination for him as shown by 115-117, 

119—120 and 122. The house, possibly the inn where he 
stayed, in Pegairolles de l’Escalette (127) is a marvel of 
composition, with a never-heavy richness of precise 
details.49 The hilltop town of Caylar and the long- 
abandoned crusaders’ town of La Couvertoirade (118) 
caught his imagination as he advanced toward the narrows 
of La Dourbie and from there to the stony wilderness of 
Montpellier le Vieux (121). His series of twenty drawings 

of the Gorges du Tarn begins with the famous Baumes 
Basses. His rendering of the Pas de Souci (123) becomes a 
symphony of rocks smoothed by reflection in the trans¬ 
lucent water at the well-known Le Detroit (124). 

He then took a detour toward the Gorges de la Jonte 
where the gigantic rise of walls of rock inspired 125 and 
126. The Chateau de la Maleine as drawn by him in pen 
shows the artistic plus which he could give to a structure 
beginning to decay and overshadowed by a hill which he 
turned into something more precipitous and projecting 
than it actually is. The same is true of his drawing of a 
house in St Chely du Tarn and its hilly background (128). 
The general restoration now under way there (to say 
nothing of real estate speculation) has yet to discover and 
save for posterity that crumbling edifice which Duhem 
would easily recognize today. Not too far from there his 
eyes were caught by the upward dynamics of hill crests 
rising over the Pougnadoires (129). With such sensitivities 
he could not help being detained by Castelbouc (130) at 
the upper end of the Gorges du Tarn. Castelbouc, a 
flourishing village in 1895, was destined to slow death 
through the manslaughter it shared with countless other 
small French villages during World War I. Its deserted, 
lifeless future could be seen foreshadowed by Duhem’s 
rendering. The drawing shows his sense of reality with a 
touch of expressionism, evocative of El Greco. Just as in 
the latter’s paintings the figures are extended along the 

vertical, so everything - riverhanks, houses, castles, 
background mountains — are given by Duhem a powerful 
upward thrust.50 

Album IV begins with a scene done on April 19 1895, of 
the Guethary seacoast near Bayonne at the west end of the 

French Pyrenees and with a scene of the Garonne outside 
Bordeaux done in early July. Anyone familiar with the 

impression given by the actual shape of the Garonne near 
Bordeaux today, can only look with wistful nostalgia at 
that inkwash. The next seven pictures record Duhem’s 
trip, in July, to Brantome and Bourdeilles in the 

Dordogne. In the former, famous for its idyllic houses, the 
old marketplace (149) challenged him to rendering a 
distant spot bathed in sunlight in the center and framed by 
a dark foreground. Around Bourdeilles he sketched the 
high banks of the Dronne, together with the castles of 
Ramefort and Bourdeilles. 

Now that he was in Bordeaux it was natural for him to 
spend the summer in Cabrespine in his mother’s ancestral 
home. In August 1895 he produced an aquarelle of the 
walls of the famed medieval town of Carcassonne. 
Naturally he drew the mountains around Cabrespine 
(131), its brook, the Calmous, and the high plateau and 
rocky roads around (132). The latter is an example of the 
rich message he could find in apparently trivial layers of 
rock. In early October he visited La Tourette (also in 
Aude), with a pen drawing of the old tower there being the 

artistic fruit of the trip. (Meanwhile, between September 
9 and 20, he filled the first half of Album V, of which more 
shortly.) 

In July 1896 his drawings in Album IV show him in the 
prehistoric areas of Les Eyzies in the Dordogne.Geology 
provided there the so-called “high dwellings” (140), and 
“street” (141) as well as the high banks that for all their 
barrenness emphasize by their roundish protrusions the 
sweetness of meadows and trees in the low-lying valley of 
the Vezere (142). One wonders whether Duhem sus¬ 
pected the rapidity with which the tanners’ street in 

Montignac (146) was to become a memory. Needless to 
say, he did not miss the Chateau of Beynac (148). For its 
sketch he had to go by canoe to one of the shifting islands 
in a river notorious even today for its treacherousness. 

In mid-September he drew with obvious relish the 
similarly pre-historic vicinity of Minerve (143). His 
rendering of that famed Cathar stronghold (145) is full of 
striking details: one of them a group of ten bouncing 

goats, each with a pose of its own — virtuosity in the art of 

miniature. He also explored the rocky bed of Brian (144) 
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which at that time had here and there small groups of 
houses. Among them was the mill called Saut du Laquais. 
His drawing of it may be the sole document of an 

industrious workplace of which only the walls stand 
today. They are so overgrown as to be hardly visible, even 
from a few steps away. About the same time he made some 
unfinished sketches of the ruins of Lastour, another 

Cathar stronghold like Minerve. It was to have a lasting 
attraction for him. 1 wenty years later he produced a 
powerful rendering of its main ruin and, following his 
first heart attack, it was with a reference to Lastour 

(Quertinheux) that he evoked his sadness about being 
barred forever from communing with nature in the 

mountains and drawing its splendors. As he rested in 
Cabrespine between excursions, he found inspiration in 
the nearby chestnut grove. His drawing of it (139) is a 
celebration of the powerful dynamics of a living soil. The 
next and last entry, dated April 1897, in Album IV is an 
old street in St Emilion (147), the ancient center of famed 
vineyards 30km north-east of Bordeaux. 

The area recorded in Album III must have had 
considerable appeal for him as shown by the twenty 
landscapes in Album V, drawn between August 8 and 23 

1896. This time he chose to catch glimpses of the Gorges 
of Tarn and La Jonte from the arid plateau high above 
them. His first drawing was of the Saut de PEscalette (135) 
at the edge of the “causse” of Larzac. Next he drew the 

“causse” itself as dominated by the Roc de Servieres 
(117). At Caylar he drew the famed cylindrical monolith. 
After a brief stop in Montpellier le Vieux he returned to 
the part of the “causse”, called “Noir”, between Maubert 

and Peyreleau where the contrast between the dark 
evergreen bushes in the foreground and the whitish gleam 
of background cliffs and rocks provided him with a 
subject (120) which he obviously relished. He drew the 
“causse” again at its entry to the Gorges du Tarn (133). 
He was clearly taken by the dynamic interplay among the 
lines formed by cliffs, crest, and ridges. A monumental 
protrusion of rocks rising high above the “causse” where 
it is bordered by La Jonte is the subject of 136. Then he 

drew the Gorges du Tarn from above and prior to his 
moving across the “causse” of Mejan with Mt Aigoual 
looming in the distance, which he drew as well as he drew 
the brook of"Trevesel (134). He could see the beauty of the 
simple no less than the majestic. The latter sets the tone of 
his drawing, on August 15, of the Gorges de la Jonte from 
the high plateau just above it. 

Then he turned west and south. His drawing of the dry 

bed of Le Vis between Vissec and La Foux (138) provided 
him nine years later with a powerful simile to illustrate the 
continuity of the history of science in spite of apparent 

discontinuities in its course. Farther to the south, the 
small villages of Brissac (150) and St Jean de Bueges (151) 
caught his imagination. A visit to both places is needed to 
appreciate the artistic value he was able to bring out of the 
scenery by emphasizing various aspects of the geographic 
contours. Passing through the “causse” of La Selle, he 
reached St Guilhem-le-Desert on August 22 1896. The 
apses of the then decaying abbey church there formed the 

theme of a pen drawing. The last four inkwashes show the 
town of Moureze and the nearby ravines with their eerie 
rock formations (137). 

Album VI opens with seven drawings done in July 1897 
of Rocamadour and its surroundings. He drew the entire 
view of Rocamadour with superb mastery of countless 
details that leave intact the massive impression given by 
their totality (152). Coherence dominates his view in 

which the town resting in the niche of a huge precipice 
forms the left end of the silhouette of the valley suspended 
as it were in the air in the form of an arc (153). His pen 
drawing of the lower front wall of a house in Rocamadour 

(155) shows his ability to give a touch of lightness to a 
“heavy” subject. An old gate of Rocamadour (154) gave 
him the opportunity to arrange the view along a diagonal 
descending from left to right. The barren simplicity of the 
nearby stony plateau (“causse”) of Gramat revealed to 
him a harmonious plenitude dominated by a firm balance 
along the horizontal. He was equally at home in the very 
different atmosphere of the marshy basin of Cazaux (near 
Bordeaux), of its pine forests alongside the fisheries of 
Arcachon, and the sandy walls of the Arcachon bay (157) 
which he drew during the Easter vacation in April 1898. 

The next two inkwashes relate to the castle and main 
square of Bretenoux (156) in Lot drawn in July. After that 
there follows a sequence of four small separate inkwashes 
about the area of Fontarabie, Hendaye, and St Jean de 
Luz which he did in mid-April 1895. Duhem’s visit there 
was also motivated by the hospitality of his good friends 
the Dufourcqs at their ancestral home in the area. Those 
separate inkwashes are among the very few items which 
were pasted into the albums. The mid-July of 1898 found 
him in Beaulieu (Dordogne), a place famed for its 
picturesque buildings of which he drew several. The light 
effects produced by the silhouette of the nearby 
Roquebrou (159) posed for him the kind of challenge 
which he had met in 102 and in several of the inkwashes 



relating to the Gorges du Tarn and de la Jonte as he saw 
them penetrated by the early morning light (125, 126). He 
did not complete in pen the small pencil sketch of the 
church tower of Pradelles (near Cabrespine) he drew on 
October 22 1898, just before returning to Bordeaux for the 
new school year. In Pradelles he often visited the Abbe 
Bernies who was eager to be instructed by Duhem in the 
intricacies of the philosophy of science. 

The next item in Album VI represents the pine forest 
(“L’Alouette”) in Pessac, west of Bordeaux (158). It 
shows his full mastery in doing by pen a subject most 

difficult from the technical viewpoint. There is an airy 
charm and lightness in all parts of that scene, from the 
foreground and ponds of water through the bushes and 
slender trees, to the rows of clouds resting upon one 
another. Album VI closes with two groups of scenes 

representing the area of Valcarlos and Fontarabie in Pays 
Basque, done in July 1899 and April 1900 respectively. 
They contain a view of the convent of Roncevaux and a 

powerful view of Valcarlos (160), a partially colored 
inkwash of villagers handling the just-arrived sardine 
catch in the port of Fontarabie, a pen drawing of the 
interior of the gate of its old walls (182), and an inkwash of 
the vast curving bay of Guethary. 

Album VII is the first of three albums that contain in 
their first pages a record of the itinerary. The first part of 

that album contains the artistic fruits of the trip he began 
on August 30 1897, from Cabrespine. He went through 
Narbonnne and Nimes, in both of which he did some 
sightseeing, but apparently no drawing, to Le Puy in the 
Massif Central where his old friend Edouard Jordan was 
waiting for him. Their first main target was the Bois 
de Pai’olive near Les Vans, very similar, though on a 
smaller scale, to the concentric rows of stone columns in 
Montpellier le Vieux. The subject of several full-page 
inkwashes, those rows can be seen in the center back¬ 
ground of his drawing of the Ravine of Glaizasse (162). 
The next major stopover of Duhem and Jordan was the 
section of Ardeche between the Pont d’Arc and Aigueze. 
He drew the famed Pont d’Arc both in its frontal view and 
also as a frame (163). In the latter he found a light-shadow 
effect similar to the one he had come to grips with in his 
drawings 143, 149 and 175. The last drawing from that 
trip is a view of the Palace of the Popes in Avignon as seen 
from across the Rhone. 

In the second part of Album VII, landscapes record 
only the last two days of a trip which Duhem took in the 
company of the Abbe Pautonnier who was a young 

instructor at the College Stanislas in Duhem’s student 
days. On August 6 1898, they started from Carcassonne 
toward the eastern Pyrenees and returned from the 
vicinity of the Gorges de l’Aude a week or so later. It was 

toward the end of that trip that Duhem drew the Chateau 
of Usson and the Gorges near Gosse and at St Georges - 
all on August 12 - and two other scenes of the Gorges, 

including the view of Pierre-Lis, on the next day. 
Landscapes in the third part of the Album relate to 

Duhem’s week-long trip in July 1900 to the tip of the 
Rhune and his trek through Ascain (where he drew the old 
bridge), Ainhoa, and St Jean de Luz to Bayonne. His 

inkwash of the view from the summit of Rhune is as full of 
restrained majesty as are his drawings of some old houses 
in Ainhoa and of the “trembling castle” at St Pee-sur- 
Nivelle. He was back in the same area in April 1901 and 

1902, again drawing some old houses in Ainhoa (167). He 
did not complete in pen or inkwash the view of Fontarabie 

nestling under the cliffs of Figuier (164) or the quick 
sketch of the place for playing pelote in Sare (165). The 
same is true of two sketches of Point St Anne and the 
“Cote Basque” of the Bay of Guethary that bring that 
Album to a close. 

Album VIII is the second album with a daily record of 
the itinerary. Between September 12 and 22 1898, he 
explored with Jordan, whom he now met in Nimes, the 

area south-east of the Bois de Paiolive which they had 
visited a year earlier. This time they found it more 
advantageous to approach their target from the south 

where the “causse” near Lozere provided the subject of 
the first inkwash in the Album. From there they headed 

through Valgorges toward the narrows of Ardeche near 
Ruoms. Of the seven landscapes, four of them about the 
Ardeche, produced in those ten days, the one showing the 

slopes of Valgorges near Tamargue (174) is undoubtedly 
the most impressive. 

The Album’s second and larger part is the fruit of a ten- 
day trip in September 1899, which took him, apparently 
alone, to the area between Montpellier and Arles.51 He 
found for his artistry most varied challenges: the ramparts 

of Aigues-Mortes (“dead waters”) (166), a port city built 
by St Louis for his crusades; the Greco-Roman tombs of 

Alycamps (171), the “Via Aureliana” of Arles, mostly 
eliminated by its railroad station; the half-ruined arch 
which is all that is left of the Abbey of St Giles (168); the 
massive abbey church of Montmajour, the church of Les 
Saintes Maries de la Mer (169), which is the scene of 
popular pilgrimages in late May in honor of Mary 
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Magdalene, Mary Salome, and Mary, mother of James; 
fishermen’s cabins on the banks of the Petit Rhone; the 
meandering waterways cutting up the arid land of the 
Camargue (172), once a granary of the Roman Empire; the 
basement of the church of Maguelonne (175); the eery 
solitude of the jagged cliffs and crags of Les Baux (177, 
178) rising to 500 feet and the bare walls of its once 
overcrowded buildings. Part of Duhem’s enchantment 
with Provence had to do with his admiration for Frederic 
Mistral, champion of the cultural and linguistic heritage 
of Languedoc and the Nobel-laureate for literature in 
1904. Duhem visited him in 1913 in his home in Maillasse 
near St Remy. The outskirts are famous for the Plateau 
des Antiques with its monuments erected by Caesar, the 
subject of an inkwash and of a separate pen drawing (170). 

After two incomplete sketches of Guethary from April 
I9°5i Album VIII records, in three pen drawings, his 
return, in September 1907, to the Lodeve area and 
Montpellier le Vieux (206, 207). A year later in the same 
month he was back there again. He drew a dramatic turn 
of the road from Rozier to Vignes (205), the Cirque of 
Madasse and the Tarn overshadowed by the Roc de 
Cinglegros. He must have found some deep intellectual 
and emotional affinity in the huge rocky walls everywhere, 
in their contrast of light and darkness, in their dash toward 
the sky, in their stark and measured masculine strength. 

Album IX, the third album with an itinerary, begins 
with nine drawings relating to a trip which Duhem made 
once more in the company of Jordan, to the area of the 
Cirque de Navacelles, the French “Grand Canyon”, 
between September 3 and 16 1900. After meeting in 
Montpellier, they made a quick day-trip to Aigues- 
Mortes, followed by another day-trip to Palavas, where he 
drew the ancient Roman tombs in Maguelonne. A day 
later they began their exploration of the Gorges de 
Herault which he first drew near St Guilhem-le-Desert. 
There is a touch of El Greco in his rendering of the Abbey 
with the ruined castles overlooking it (180). Once more he 
used to great advantage the arrangement of the scene 
along a diagonal. His view of Madieres (179 and Plate II) 
owes its dynamics to a similar procedure. In addition, by 
bringing forward the background mountain, he gave a 
vivid impression of the narrow containment of the little 
village as if it were located at the entry to a huge 
underground cave. 

By then he and Jordan were deep in the Gorges de Vis. 
To reach its source must have been an endurance test,52 
though with a reward. His drawing of Foux (181), or the 

bursting of Vis to the surface with a watermill above it, 
is a touching record of a structure now in ruins. More 
importantly, the scene, engraved as it had become in his 
memory, was to function later as an essential part of his 
great simile about the continuity of scientific history. His 
rendering of the waterfall by the mill is a tour de force. 
Two days later he and Jordan began their trek through the 
“causse” to Larzac, which he had explored five years 
earlier. A drawing of its “levre” (lip) near the Pas de 
l’Escalette on September 3 was followed the next day by a 
gripping evocation of the rocky columns constituting the 
famed wilderness of Moureze. 

Early July of 1901 found Duhem again in St Jean de 
Luz. He drew the Chateau of Sainte Marie, and the 
Church of the Templar Knights (183). This time he 
penetrated the Pyrenees proper. He drew La Peyrade, 
Gavarnie (185), the valley of Pouey-Espee, Le Petit and 
Le Grand Vignemal (161) with their snow-covered valleys 
and slopes. He climbed usually with a guide but quietly 
noted that he was not guided on his ascent to the Petit 
Vignemal. The end of the trip was marked with a draw¬ 
ing of the Lac de Gaube overshadowed with majestic 
peaks. Almost exactly a year later he drew Le Casque 
du Marbore as seen from the Col de Tantes (Plate VII) 
and Le Mont Perdu with the corridor of Tuquerouye 
(Plate I - Frontispiece). Drawn first on separate sheets, 
both were later turned into aquarelles and pasted into the 
Album. In both, the untouched parts of white paper are 
the basic medium for conveying the snowy areas. The 
few snowy patches on his rendering of the Montagnes 
de Salarus enhance the warmth of cliffs bathed in after¬ 
noon sun, an effect reinforced by the dark green 
foliage in the foreground (Plate VIII). Also integral 
parts of Album IX are inkwashes showing the Pena 
de Diazas (184), the Pic du Midi d’Ossau, and the Pic 
Tourbon. 

During the Easter vacation of 1903 he rendered in color 
the coastal cliffs around Bidart (Cover). This aquarelle 
illustrates the sweep and dynamism he could bring out 
from a typical bend of the coast there. It was during that 
trip that he drew with exquisite finesse the backyard of a 
farmhouse in Guethary (173) and a view, in color, of 
Fontarabie itself (Plate IX). In the latter he aimed at 
conveying the much admired gem-like quality of the town 
by emphasizing, in contrast to the undulating landscape, 
the vertical lines of its buildings as if they were cut in so 
many pieces of precious stones. A year later at Easter he 
was in St Jean de Luz again and produced three drawings 
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of Rhune, a favorite mountain of his, which he also 
depicted in color (Plate X). The pastel shades of that 

aquarelle bring out the peaceful repose of a monumental 
triangular mass, bathed in the gentle light of spring-time 

air. Phis image of Rhune could easily pass for Duhem’s 
ideal of “medium-size mountain” which he preferred to 
very high peaks, especially to those in the Alps where he 

visited only once, very briefly, in his early twenties, in the 
company of Jo Recamier. Yet the best among his 

aquarelles were inspired by some of the highest peaks of 

the Pyrenees. 
Compared with the number and variety of landscapes, 

almost three hundred, produced by Duhem between 1890 
and 1904, his artistic productivity during the next twelve 
years may seem minuscule in quantity at least. Yet these 
less than a hundred landscapes are noteworthy for three 

reasons. One is technical, namely, his almost complete 
abandonment of inkwash (to say nothing of aquarelle) for 
pen drawing. Another reason is an ever greater promin¬ 

ence of robustness in composition and execution. Third, 
the landscapes are almost invariably of very high quality. 
They show that he was by then in full possession of his 
artistic expressiveness. In Album X, which contains 
landscapes from 1904, 1906, 1907, 1908 and 1911, only 
two out of thirty landscapes are in inkwash. The album 
opens with two renderings, both in inkwash, done in early 
August 1904, of the chestnut groves around Cabrespine, 
emphasizing the power of the tree trunks (186, 187) that 
should be studied with 139. In September, he was again in 
the St Remy area in Provence. His subjects were both 
open views and ancient buildings. Among the latter were 

the Grand Portail of Graveson (195), an arch of the Pont 
du Gard (190) which possesses a Piranesi-like monumen¬ 
tally, and the Tower of Philippe le Bel near Villeneuve 
d’Avignon. He also drew, in pen and ink, the entry to the 
valley of St Michel de Frigolet, the valley leading up to the 
tower of Barbentane, the entry of the Vallon St Clair, and 
the road of St Remy toward Maussane. In Duhem’s 
rendering the scenery showed a happy combination of 
power and peace. It is impossible not to feel that the 
cragginess of mountains is bathed in the warmth of the 
nearby Mediterranean. His inkwash of Les Antiques 
outside St Remy shows that famed field of classical 
monuments from the direction opposite to the one (170) 
which was, of course, his second rendering of the scene. 

The late August of'1905 found him in the Cevennes. He 
first drew the Tarn with the Rocher of Cinglegros rising 
above it and the cliffs. His rendering of the Gorges de la 

Jonte near Caplue (189) is undoubtedly a work of art 
showing him at the peak of his mastery of pen drawing. 

One sees there a symbiosis of monumental rocks with 
gossamer air and diffuse sunlight. Similar airiness is in his 

rendering of the Gorges du Tarn at Truel (191). In the 
drawing of Causse Mejan (193) the cliffs are a tour 

de force of composition where a descending diagonal 
balances a massive vertical column which carries the eye 

upward on the right. On the same day (August 31) he 
drew the ruins of the Chateau de Peyrelades where the 
gently ascending diagonal of the terrain is anchored at left 
and right on the small ruins of two towers that also form a 

frame for the more massive ruins in the center. At this 
point for nine days he put down his drawing pen without, 
however, leaving an area so dear to him for its breath¬ 

taking scenery. He must have been intensely preoccupied 

with something else. Indeed those days were exclusively 
devoted to his writing the most famous of his essays, “La 
physique de croyant”, his reply to Abel Rey’s charge that 
his philosophy of physics was that of a “believer”. Almost 
fifty pages in print, the essay was dated “Peyreleau, 
September 9, 1905”. 

In August 1906, he was back in Provence. He started 
his series of drawings with the Chateau of Petrarch in 
Vaucluse (192), the “closed valley” celebrated by 
Petrarch. There he obtained an almost three-dimensional 
effect by looking at the buildings from slightly above 

them. He gave thereby a subtle emphasis to the plane 
formed by their almost flat roofs, a plane which moved 

almost at a right angle to the cliffs in the background. The 
ruins of Eygalieres and its landscape inspired the two pen 
drawings on August 27 of which 198 shows a subtle 
balance between the layers of rock thrusting upward on 
the left and the almost symmetrical mountain rising in the 
right background. The next day he made a most delicate 
inkwash of silhouettes of vanishing mountain ranges in 
the Alpilles. The same day found him in Eyguieres whose 
ruined walls and arches (188) turned in his hands into a 
poem of which Dore might not have been ashamed. A day 
later he produced two gripping pen drawings of Les Baux 
(196, 197). A comparison of them with his two inkwashes 

of the same subject (177, 178) may serve as a classic study 
of the respective advantages of two different techniques. 
It seems that the precision and strength which Duhem 
instinctively looked for, called more for pen drawing than 
for inkwash. A third pen drawing of Les Baux has a 

horizon that almost appears as if formed by the distant 
though invisible Mediterranean. Ten days later he began 



a three-week trek through the Gorges de la Jonte area. His 
first drawing (September 8) was Peyreleau set in sharp 
contrast with the cliffs rising above it (199). Here, too, the 

composition was along a diagonal, which formed a side of 
two triangles of which the village filled one and the cliffs 
the other. Possibly he had to rush back to Cabrespine 

because the next drawing of the Terrasses de la Jonte was 
dated September 28. Next he drew on the same day the 
Rocher Curvelier, the Ermitage St Michel, and the cliffs 
of Causse Mejan (200). This last witnesses his vision of the 
vertical divisions of the cliff as if they were so many living 
entities bowing and talking to one another. 

The next series of drawings in Album X shows him in 
Provence in August 1907. He drew Les Alpilles in a long 
and narrow horizontal frame as if rising suddenly out of 
the flat land. The gate of Barbentane (202) revealed once 
more his appreciation of the golden section. His 

photograph (203) shows the serene enjoyment he derived 
from being surrounded by his late wife’s relatives who 
used to gather in Mas de Marin during August. During 
the same trip he drew once more the Vallon de St Michel 
de Frigolet, and, for the first time, the half-ruined gate of 
Aramon. The latter gives a less somber impression than 
the drawing of the courtyard of Eyguieres (188). He was 
still in Provence in early September as witnessed by his 
drawing of the Abbey of Montmajour (204) where the 

geometrical perfection of massive buildings is matched 
with almost exactly parallel layers of rocks descending to 
the right toward a haystack as if to soften the rigor of the 

scene. The second half of September found him in the 
area of Montpellier le Vieux. His drawing of the banks of 
the Tarn (208) is an impressive combination of cliffs, 
bathed in a warm light reflected in the water that moves 
merrily among the rocks in its bed. It was during that trip 

that he produced 205 and 206 that became parts of Album 
VIII already described. Album X was enriched by 
another rendering of the rocky wilderness of Montpellier 
le Vieux (207) which at that time had been known to exist 
for less than thirty years. Toward the end of the Album 
there is a rendering, from August 1908, of a cave in 
Brantome. It is followed by three drawings of the valley of 
La Jonte, all from September 1908. The first portrays the 
Rocher Curvelier, whose cliffs are shown as if protruding 
from the trees under it. In the second and third (209,210), 
the river dominates. These drawings form another price¬ 
less contrast of the respective potentialities of inkwash and 
pen drawing. They also reveal tranquillity, possibly a 
reflection of a sense of inner security and contentedness 

which Duhem certainly possessed in his last eight years. 
By then he was no longer troubled by his being barred 
from a chair in Paris. More importantly, he was gaining 
ever new and exciting vistas of an intellectual landscape 

previously unsuspected of existence, the documents of 
medieval science. By being absorbed in its exploration, 
he certainly felt that the burden of many problems in 

life, personal and public, academic and political, were 
lessened. Part of the price for this benefit was the vir¬ 
tual laying aside of his drawing pen. 

There are no landscapes from 1909, and only two from 
1910. There are only six from 1911, one of which is the last 
entry in Album X, a souvenir of another of his visits to his 
late wife’s relatives in Mas de Marin (194). By 1909 he was 
writing the first volume of his Systeme du monde and a 
growing sense of urgency took hold of him. He no longer 
could put aside long hours in winter to complete with 
meticulous care sketches done months earlier. He was also 
more and more inconvenienced by cramps and trembling 
in his right hand that often forced him to hold it with his 
left hand as he was writing for hours on end. This may also 
have been one of the causes for his shifting from inkwash 
to pen drawing. Another reason may have had to do with 

the greater forcefulness he could convey with that 
technique. It certainly suited the scenery available to him 
ever since his concern for the progress of his historical 
researches made him forgo time-consuming excursions, 
dear as they were to him both as a relaxation and a 
communing with nature. From his summer residence in 
Cabrespine he was within relatively short walks of 
magnificent mountain vistas. 

Album XI, which he filled in six years (1910-15), 
contains but scenes of the general area of Cabrespine. 
There the first drawing is an illustration of the Croix 

d’Estresse (230), a quaint pilgrimage spot just outside 
Cabrespine since its erection in 1632, which may recently 
have fallen victim to real estate speculation. If such is the 
case, the artistic loss would be enormous because it is one 
of the rare examples of a cross with the Pieta on its frontal 
side (the crucified body of Christ is on the reverse side of 
the cross). The next two items (211, 212) portray the 
valley of Cabrespine, both drawn on September 10. In 
1911 he produced five drawings. Two show the rocky bed 
of Calmous, the one outside (218) and the other inside 
(219) the village. They attest his deep attachment to the 
land and its people, holding dear each and every small 
detail without losing sight of the grandeur present 
everywhere. He also drew a view looking to the south and 
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dominated by the roof of his house with his dog, Boy, 
in the foreground. Also dating from September 1911 is 

his sketch of the domain of Rigas (215) that gives an 
impression of the hard work demanded by a tough land. 

His only close-up view of the old ruined castle (214) is 
also his only drawing to which he attached a “history” of 
four lines in his beautiful calligraphy. In late September 

1912 he drew the valley called “La Combe” and the mill 
of Laval (216). The next drawing (217) gives a gripping 
sense of desolation. Waves of bare rocks seem to envelop 
the ruins of an old Priory. The small trees and bushes, that 
break here and there the aridity of the scene, hardly 
amount to a cheerful note. The really pleasing part of the 
drawing is the subtle harmony of lines that form so many 

parallel angles with the ascending diagonal on the left. 
The last drawing from 1912 is the little waterfall at Nadal 
confined between two dark cliffs. The sunlit foliage in the 
central upper background gives, however, a touch of 
gentleness to a scene dominated by large dark rocks. In 
early August 1913 he drew Le Roc as seen from the edge 
of the forest and, almost two months later, Le Roc de 
Lioun (220), one of his finest compositions. Similar in 

arrangement is his drawing of the Montagne de Nore 
(221), done in mid-October, with the village of Castans 
resting on a high ridge. In both, apparently uninteresting 

scenes, seemingly repetitious parallel lines constitute a 
cadenza, each with a powerful final bar: the bizarre 
mountaintop in the former and the billowing clouds in the 
latter. 

In late September he drew a turn of the road to St 

Martin (228) which is a classic in the parsimony of lines 
that can be achieved in the kind of pen drawing favored by 
Duhem. The man on the donkey gives the impression of 
having just moved into view at the far end of the road. Its 
near end seems to come so close to the viewer as to make 
him almost a part of the scene. Another sketch of Le Roc 
de Lioun shows it in its horizontal domination of a high 
plateau. A high ridge broken by Les Roquades, a rocky 
outcropping, is the subject of still another pen drawing 

from October 1913. Prior to going back to Bordeaux he 
drew Le Roc Pesoul (225) where vegetation appears only 
at the two edges of the view. From 1914 we have no more 
than three drawings. One of them offers the total view of 
Cabrespine (222), of which more will be said later. The 
other (224), which has the old castle for its center, was 
especially cherished by Helene. When visited in 1971 by a 
reporter from the Midi Libre of Carcassonne, she held that 
drawing while her photograph was taken. The third (223) 

is an intricate play of a sequence of diagonal lines 
alternating in direction and leading to the horizon set by 

the high mountain ranges. 
Of the four drawings from 1915 only one is in Album 

XI. It shows the Chateau of Quertinheux in Lastour in its 
monumental simplicity (213). It is a masterpiece of the art 
of achieving much with relatively few details. The entire 

picture is essentially an interplay of four areas as if they 
were so many variations on a theme that has, however, one 

single peak. The three other drawings from 1915 open 
Album XII. Two of them are finished. In the one 

entitled “The Villeneuve Road at Cabrespine” (227) the 
road itself constitutes the first unobtrusive division of the 
picture. It separates the area dominated by vegetation and 

trees from the middle part dominated by mountainsides. 
The second, equally unobtrusive, line is the high horizon. 
Their respective distances divide the entire picture 
according to the golden proportion which gives a classic 

balance to the entire view anchored in the central rock 
which again is located in terms of the same proportion. A 
further device in the picture is the alternating diagonal 
that starts upward from the lower righthand corner, 

reverses itself at the left end of the road and becomes with 
one more turn the horizon itself. A similar arrangement is 
at play in the drawing of the Valley of Cabrespine as seen 
from St Martin (226). The third drawing is left in its 
pencil stage. 

The future form of such stage (also shown by 229) can 
be seen in the half-completed drawing (232) which was 
begun on August 29 1916, only four days before his first 

heart attack. Its dating shows a rather trembling hand 

which is also true of the dating of the half-completed 
mountain view (233) done on September 2, the last 

drawing in Album XII. The strength of lines in the 
drawing contrast sharply with the lines of the dating. 
Duhem knew that his days were numbered. Perhaps he 
sensed something of this when he drew, less than a month 
before his death, the cross erected in 1638 in the middle of 

the communal pasture (231). In his drawing, the cross 
rises above the field as a somber reminder. 

IV. Realism with dignity 

Those who want to commune with Duhem the artist 
can do no better than to allow themselves to be exposed to 
the landscapes of his last years. In doing so they will 
undoubtedly look for the artist whose landscapes may 
have most influenced the style and technique of Duhem. 
They will be in for no small surprise. The information 
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provided by Jordan that Duhem “had the opportunity to 
watch at work a good painter, Paul Jaumot [sic] and get 
advice from him”,53 is of no help in understanding 

Duhem the landscapist. Louis Janmot (1814-1892), a 
Lyonnais painter whom Jordan obviously had in mind, 
has devoted himself for the most part to religious and 

allegorical themes. Duhem received instruction from 
Janmot in the early 1880s, during the last years of 
Janmot s stay in Paris from 1864 till 1883 where he 
decorated several churches and regularly contributed to 
the Salon. In Janmot’s L'dme-Poeme54 his landscapes as 

shown in thirty-four photographic reproductions were 
but occasional backdrops to allegories of various fields of 
learning, including astronomy, philosophy, and physical 

science. Janmot’s preference for clear contours could at 
most strengthen young Duhem’s bent for clarity and 
precision. If a certain suaveness in Duhem’s early 

landscapes was inspired by Janmot, robustness soon 
became the dominating feature. Again, Janmot’s insist¬ 
ence on creating art according to one’s national character, 
a theory to be set forth on a vast scale in his Opinions d’un 

artiste sur l’art,55 was not something essentially new to 

young Duhem. Emphasis on the need for developing 
all areas of cultural and intellectual enterprise in a genu¬ 
inely French way was stressed by some of his teachers 
at the College Stanislas and especially at the Ecole 
Normale.56 

The spirited patriotism that animated Duhem from his 

youth on made him receptive to any reference that may 
have been made by Janmot to the multi-volume Voyages 

pittoresques et romantiques dans I’ancienne France.51 With 
some of the leading French landscapists among its 
contributors from its inception in 1819, its aim was the 
pictorial documentation of scenery and architecture in all 
of France’s regions. Young Duhem could easily find those 
volumes in the library of the Ecole Normale or of the 
Sorbonne. In perusing them he could not help being 
struck by the fact that the lithographic technique, heavily 
used there, can produce an impression very similar to 
inkwash. This may have reinforced the preference he 
showed. He could also see in those volumes quite a few 
illustrations that were more faithful to the real character of 
the landscape than to the dictates of romantic sentimen¬ 
tality and antiquarian nostalgia. Since the first chapter, 
“Exploration of France”, in the recently published 
Visions of City and Country: Prints and Photographs of 

Nineteenth-Century France,58 owes much of its illus¬ 
trative material to Voyages pittoresques, the kind of plates 

which young Duhem would have found most worthy of 
imitation can easily be found for reference.59 

Janmot extolled blemish and Dutch painters of the 
17th and 18th centuries as the ones who, in their 
landscapes in particular, dared to be loyal to the inspira¬ 
tion of their own homeland. I his could certainly please 
Duhem, proud of his father’s Flemish background, but 
would have hardly given him a novel perspective. Fond¬ 
ness for Flemish painters was instilled in young Duhem 

at home where two portraits of Jean-Baptiste Van Loo 
(1684-1745), in addition to a small landscape in inkwash 
by the same painter, were the chief part of the decor. 

Years later, when they became the embellishment of 
Duhem’s own home in Bordeaux, he fondly referred to his 
living room as “our living room gallery” where visitors 
did not fail to notice those three pieces.60 Duhem’s 

fondness for Flemish and Dutch landscapists was the 
reason for his making quick trips to Brussels and Antwerp 
when he was teaching in Lille between 1887 and 1893. 
That he took his bride for their honeymoon to Belgium in 

November 1890 was motivated in no small measure by the 
wish of both of them to enjoy the scenery that inspired 
those artists. The new art gallery that opened in Lille in 
1892 was as rich in Flemish paintings as was the gallery in 
Rennes, whose university was the next station in Duhem’s 
professional life. As an older schoolboy in Paris he had 
been as eager a visitor to the Louvre as he was to become 
in later life when he visited his daughter in Paris twice a 
year. In his letter of June 2 1913, he gave her three reasons 
for his going to Paris, the third being: “to rest my eyes a 

bit by looking at some beautiful monuments and paint¬ 
ings”. On January 15 1911, a splendid winter sky 

prompted him to write her that “the sky had exactly the 
hues of Claude Lorraine’s sunsets which we have together 
admired in the Louvre”. 

A visit he made as a schoolboy to the Musee du 

Luxembourg is worth recalling once more because in the 
1880s it was still the storehouse of “modern” landscapes 
done during the previous fifty years.61 In several land¬ 

scapes displayed there he could get an instructive glimpse 
of the ideal he was to emulate. In Louis Cabat’s L'etang de 

Ville-d’Avray he would stand before a scene familiar to 
him through the summer vacations he had spent there as a 
child. He could be amused in front of a Canal Flamand by 
a namesake of his, Henri Duhem, possibly a distant 
relative. Further influences on his approach to landscapes 
may have been made by such other recent acquisitions 
there as Horace Fonville’s Un chemin dans les niontagnes du 

*7 



Haut-Buguey, with a curving road in the foreground, or 

Adolphe Appian’s Environs de Monaco, a seacoast domin¬ 
ated by rows of waves, or Jean-Achille Benouville’s 
Chateau de Lugagnan dans la vallee d’Argeles where a low 
foreground leads to a distant mountain range, or Paul 

Chevandier de Valdrome’s Cotes des environs de Marseilles 

with its high rocky coast, or Gustave Gagliardini’s Le 

village de Roussillon, showing a town on the top of a hill, or 
Henri Harpigny’s Le Saut du loup. The latter, with its 
sharp contours of a lake appearing in the midst of a rocky 
forest, would have appealed much more to Duhem than 

Harpigny’s much better known Harps of the Wind where 
an impressionist underplaying of shapes begins to 

appear. 

What he must have loved most in such landscapes, 
almost all done in oil, was the sense which they conveyed 
of proportion, clarity, and balance. The placing of the 

center of weight in Duhem’s landscapes is in instinctive 
compliance with the rule of the golden section. The 
landscapes that do not fill an entire page in his albums are 
often placed there with an unmistakable awareness of that 
time-honored standard of the beautiful. This is one aspect 
of Duhem’s art that had all too often to be sacrificed in 

these reproductions. The other is his careful handwriting, 
close to the art of calligraphy, in which he almost 

invariably gave the title, place, and date of his drawings in 
the margin whenever available. 

The technique of painting landscapes in oil, which he 
could easily study in the canvases in the Musee du 

Luxembourg, was one thing, the technique of doing an 
inkwash or a pen drawing, was another. As to the latter, 
Duhem could instruct himself from reproductions of 

painting in art albums and periodicals.62 The technique 
grew out of line engraving which gradually replaced 
woodcuts from the 16th century on and reached its zenith 
in France in the 18th century.63 Although lithographs 
diminished in prominence from the early 19th century on, 
pen drawing was still widely used for illustrating books 
and magazines during Duhem’s youth. This was certainly 
true of countless editions, in English original and in 
French translation of Dickens’ works, of which Duhem 
was very fond.64 He could not, of course, be unfamiliar 
with Gustave Dore’s work. He could notice also that in 
both techniques there had developed standard ways of 
rendering objects - leaves, for instance - that are usually 
perceived in a cumulative way. In that particular respect 
he may have learned from reproductions of paintings by 
the landscapist Claude-Felix-Theodore Aligny (1798- 

1871), to whom Janmot, a student of Aligny, may have 

called Duhem’s attention.65 
Helene Duhem’s characterization of her father’s 

procedure during his excursions as one in line with the 
advice given in the famed Voyages en Zigzag of the 

Swiss landscapist, Rodolphe Toepffer (1799-1846) 
suggests that there was a copy of that book in the 

Duhem household.66 To be sure, Duhem did not follow 
Toepffer’s advice that the landscape artist should be in the 
invigorating company of youngsters with whom Toepffer 

enlivened his grandiose Alpine scenes. (The few humans 
visible here and there in Duhem’s landscapes are always 

unobtrusive.) Going to the Alps would have meant for 
Duhem the very opposite to that result which he hoped 
to get out of his hiking. As Jordan observed, Duhem 

preferred “to revisit rather than to visit, because then he 
could plan his route in such a way as to reach each site at 
the convenient time with respect to weather and illumina¬ 

tion. Such a hike is not possible everywhere: it presup¬ 
posed short excursions easy to interrupt, resume, and 
terminate at will. The great mountains do not favor such 
approach. Duhem in fact worked out a theory in support 

of his preferences for mountains of medium height”.67 
Also, Toepffer’s landscapes, done long before the 

advent of travel books illustrated with photos, were meant 

to give as faithful a rendering of the scenery as possible. 
Clearly, he had to spend much time on the scene, the very 
opposite procedure followed by Duhem. According to 

Jordan, Duhem at first preferred to complete his land¬ 
scapes on the spot, even though this would result in some 

roughess. Later he adopted a procedure more convenient 
for a hiker. He drew in pencil and with incredible speed a 
detailed sketch, adding some indispensable notes about 
shades, light intensity, and the appearance of the sky. At 
home, in his moment of leisure, he worked out his 
sketches with brush or pen.68 The remarkably long 
distances Duhem often covered in a relatively short time 
on foot or in a carriage did not allow him more than an 
hour for making a sketch sufficiently informative to be 

completed weeks or months later. He could spend hardly 
more than half an hour on one sketch when, for instance, 
on September 14 1895, he drew three scenes (Album III - 
14-16, see 116 and 122) in one day while covering 15 miles 
over rugged terrain in his approach to the Gorges du 

Tarn. At times his directives were mere words suggestive 
of the relative strength of light and shadow here and there. 

Most importantly, he worked either on the scene or at 
home for his own enjoyment with no intention to please 
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the public. I his is why he could develop his own talents in 
a natural and highly individual way. The fact that a well- 
known specialist on the influence of 18th and 19th century 

Flemish landscapists on their French counterparts could 

not relate F)uhem s drawings to any particular master of 
those times69 may be an unintended proof of the truth 

of Lemoine’s evaluation of Duhem’s art work as being 
of surprising originality. That work was certainly not a 
belated example of any of the six categories into which the 
vast record of illustrated travel accounts between 1760 
and 1840 were fitted by Barbara M. Stafford in a 
monumental monograph.70 

A reason for this is that, whereas the artists studied by 
Stafford had been motivated by a desire to make a 
discovery, or a scientific study, or by a search for the 

spectacular, or by escapism into a land unspoiled by 
civilization, or by the lure of mystical vision, Duhem had 

no such incentives. Fie certainly did not cultivate land¬ 
scape as a means of turning his back on social turmoil or 

on personal misfortunes.71 Had Duhem done his work 
in the 1830s he would not have fitted into Stafford’s 
monograph partly because there is little room there for the 
landscapes of Hubert Robert, George Lambert, Richard 
Wilson, John Sell Cotman, and Richard Parks Bonington. 

These represented in over seventy years a form of realist 
approach to landscape which has little to do with the 
exotic or symbolic, let alone with the “realism” to which 

Courbet gave rise and in which the real was often equated 
with the ugly and the shocking if not outright unsavory 
and titillating. The approach which Duhem cultivated 

transcends epochs, schools, and styles. It is an un¬ 
pretentious, dignified approach to landscapes with no 
propagandistic aims, however much concealed. One can 
spot its unexpected appearance even in the work of artists 
with a bent of mind very different from the objectivism 
demanded by that realism. It disappeared, prior to the 
20th century, only among the impressionists who were 
rightly censured by Kenneth Clark for their abolition of 
things.72 

The inconspicuously firm presence of realist landscape 
in 20th-century art has received all the less appreciation as 
the success (not in the least financial) of the impressionist 
innovation inspired ever new waves of novelty, following 
one another at an accelerated rate. This now almost frantic 
pace seems to suggest that mere novelty of forms and 

techniques has become equivalent to enhanced artistic 
value. Relief from this almost runaway process, all too 
often no more than a dubious skill of inventing new ways 

of mesmerizing the eyes, can only be had by a return, 
openly or furtively, to the perenniality of the plainly real. 
The truth of this was hinted in a roundabout way by none 
other than Picasso when he remarked: “There is no 

abstract art. You must always start with something. 

Afterward you can remove all traces of reality”73 (italics 
added). 

The endurance of dignified realism in landscape art can 
be noticed even in the massive Landscape in Art74 by E. 
Carli, who was hardly enthusiastic on that point. There 
one can see Claude Lorrain, momentarily freed of the 

burden of Greco-Roman backdrops, paint the meander¬ 
ing Tiber in its plain simplicity. Apart from the anteater in 
the foreground, Franz Post’s Brazilian View, also from 
the mid 17th century, is not really a quest of the 
extraordinary view. The same is true of Hubert Robert’s 
Ponte Salar 10 painted a century later, and of George 
Lambert s Hilly Landscape with a Cornfield, and of 
Richard Wilson’s Vlew ofiSnowdon, all from the second 
half of the 18th century. The courage of the Dutch 
landscapists of the 17th and 18th centuries in rendering 
landscape in its pristine character is too well known to call 
for specific examples. Needless to say, the mid-2oth 
century illustrations of landscape art in Carli’s book 
would provide a clashing contrast to the realism em¬ 
bedded in Amiens by Andre Derain, painted in 1953.75 A 
comparison of this picture with Duhem’s inkwash of 
“Moulin sur Pile” in Rennes (Album II - 49, or 114) or 
with his “Tour de l’Horloge” in Dinan (Album II — 46, or 
112) might secure artistic credibility for the latter even in 
the eyes of fastidious connoisseurs. 

This perennial realism can be seen by anyone ready to 
keep his eyes open while leafing through a detailed 
monograph on a great artist or while strolling through one 
of the better galleries. To speak of my own experience in 
connection with this study, I found The Art ofi Albrecht 

Diirer by H. Wolflin76 and The Hermitage: Western 

European Art, Paintings, Drawings, Sculptures by 
B. Asvarishch,77 to be no less revealing than my un¬ 
planned visits in late November 1986 to the Boymans-von 
Beuningen Museum in Rotterdam78 and to the Rijks- 
museum in Amsterdam.79 This perenniality is still to be 
given full justice in monographs on the art of landscape. It 
is hardly helpful to the proper appraisal of the artistic 
value of Duhem’s landscapes that the realism in question 
is only hinted at here and there in Prosper Dorbec’s study 
of the evolution of landscape painting in France from the 
end of the 18th century to the end of the Second 
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Empire.80 The same comment may be appropriate also 
about Visions of City and Country, already mentioned. 
The realist, as distinct from the “realist”, element was 
clearly discernible though not emphasized for its own sake 
in two recent major exhibits of French landscape draw¬ 
ings and sketches covering between them much of the 

18th and 19th centuries.81 
In such exhibits and monographs, to say nothing of the 

now almost hundred-year-old four-volume monograph 
on modern, that is 19th-century, paintings by R. 
Muther,82 one comes across names of artists that never 
occur in recent, even the most voluminous, standard 
surveys of the history of modern Western art. Of course, 
art history, like other branches of historiography, can only 
progress by elimination. The growth of new material is 
unrelenting with every passing decade. But the selection 

of artists is also a function of ever new moods that have 
replaced one another at an accelerated rate ever since the 
impressionists’ success effectively suggested that novelty 

for novelty’s sake might command artistic respectability. 
A realism which is not a fad or a school is rather the kind of 
perennial art that alone transcends those shifting moods 
and, what they breed above all, the plainly subjective 
standards of art critics and art historians. These in turn 
can easily be manipulated by art dealers craftily re¬ 
discovering at regular intervals this or that forgotten 

“master”. 
A warning against this subjectivism and trendiness was 

precisely the message of Eugene Fromentin’s Maitres 

d’autrefois, of which Duhem was particularly fond.83 
This work, a still classic interpretation of Flemish and 
Dutch masters of the 17th and 18th centuries, was not 
only read and re-read by Duhem, but was taken along by 
him as his guide on his visits to museums in Belgium and 
Holland. As he stood in front of the major paintings 
of Rubens, Rembrandt, Van Dyck, Cuyp, Potter, Hals, 
and Ruysdael, he perused the relevant pages from 
Fromentin’s book which was written in a captivating 
conversational style, buttressed by the expertise of a well- 
known painter, never short on profound insights. A 
witness of this procedure of Duhem was none other than 
Edouard Jordan. He recalled as his “very good fortune 

that visit which the three of us - Duhem, I, and 
Fromentin’s book — made to a museum in Belgium”.84 
Whether Duhem actually visited the Rijksmuseum, 
where Ruysdael’s Windmill at Wijk, one of the most 
celebrated landscapes of all times, had been exhibited 
since 1885, can only be assumed as most probable. When 

executing his inkwash, “Moulin de St Briac” (108), on 
August 22 1894, he could hardly have failed to think of 
Ruysdael’s masterpiece. Comments on it by Fromentin 
must have made Duhem more conscious of his own ideals 

as an artist: 

Here is the whole Ruysdael: lofty treatment of subject, a little 
charm.unless by chance, great attraction, an intimacy which 
manifests itself in moderation, a complete technical knowledge, 
very simple means. Imagine him in accordance with his painting, 
try to think of him by the side of his pictures, and you will have, if I 
am not mistaken, the multiple yet most concordant picture of an 
austere dreamer, a warm heart, a laconic mind and a taciturn 
man.85 

Duhem must have found also very much to his liking 
Fromentin’s judgment of Ruysdael as the embodiment 
of clarity, order, cohesion, frankness, simplicity, and 

honesty: 

He paints well, and does not affect any originality in his work. 
What he wishes to say he says clearly, with accuracy, but as if 
slowly, without hidden meanings, vivacity or archness . . . there is 
in the painter a man who thinks, and in each one of his works a 
conception. . . . You perceive in his pictures an air of plenitude, 
of conviction, of profound peace, which is the distinguishing 
characteristic of his personality, and which proves that harmony 
has not, for a single moment, ceased to reign over his fine natural 
faculties, his great experience, his ever-living sensibility, his ever¬ 
present thought.86 

Fromentin’s book also instructed Duhem about the 
inspiration and aspiration of a new family of landscapists 

who not only turned a new leaf of French landscape 
painting in the late 1820s but wrote a new chapter in its 
general history. With his Flemish ancestry on his father’s 

side, but with a passionate love for French land and 
history that came to him through his mother’s ancestry, 

Duhem could only rejoice when he read Fromentin’s 
emphatic view that Ruysdael and his compatriots revealed 
to a group of young French painters that “there were 
French countrysides, a French art of landscape, and 
galleries with ancient pictures which might be able to 
teach us something”.87 The French certainly needed a 

push toward liberating the art of landscape from the 
clutches of baroque, rococo, classical, and romantic 
paraphernalia. The impulse of Dutch heritage was also 
mediated by Constable, whose Hay Wain (1812) created a 
sensation among French painters when exhibited in the 
Salon of 1824, though in the direction of rich detail and 

full colors, a lead eagerly followed by the masters of the 
Barbizon school. Duhem, if one is to reconstruct his 
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artistic taste in terms of his inkwash landscapes, would 

have been more attracted to the plain areas characterizing 

Cotman’s Great Bridge and Bonington’s Mountain Land¬ 

scape,88 Bonington, it is well to recall, was mentioned 

by Fromentin next to Constable and Gainsborough.89 

Among French landscapists who had become classic by 

Duhem’s time, he would have found congenial not so 

much the Corot of misty landscapes as the earlier Corot of 

plain sunshine and distinct shapes evident in the Bridge 

of San Angelo, the Bridge of Narni, the Island of San 

Bartolomeo, the View from the Farnese Garden, the Ville 

d’Avray, and the Matsons Cahassud. 

All these and many other lesser known paintings were 

in harmony with the real without being “realist”. They 

would be done justice only if one applied to them 

Fromentin’s appraisal of the relative proportion of the 

factual and the ideal in the works of those Flemish and 

Dutch landscapists, slighted by many in Fromentin’s time 

as short-sighted copyists. In their art, warned Fromentin, 

“we feel a loftiness and a goodness of heart, an affection 

for the true, a love for the real, which gives their works a 

value the things do not seem to possess. Thence their 

ideal, rather unrecognised, somewhat despised, indubit¬ 

able to all who are willing to grasp it, and very attractive to 

those who can enjoy it”.90 

Of course, the respective presence of the factual and the 

ideal is never according to a strict prescription. Individual 

temperaments and personalities will never be uniform. 

But only a painter so faithful to the real as Jean-Frangois 

Millet could claim without contradicting himself that 

“there is production only where there is expression”.91 

For it is faithfulness to the real which is the primary end to 

be reached by the artist before he can implement the 

“expressive” as the ultimate artistic goal. Duhem may or 

may not have read or heard Millet’s famous dictum, lile 

beau c'est le vrai”, but as an Artistotelian he did not have 

to be convinced about the intimate correlation, nay 

convertibility, of the true, the real, and the beautiful.92 

The savoring of that correlation was the function of the 

common sense of which Duhem wanted to be the apostle 

in his entire intellectual work and especially in the work he 

was doing as a physicist.93 As he grew older, he laid stress 

on the intuitive aspect of common sense, almost giving 

to it an artistic quality.94 If the work of the intellect 

was, in his opinion, not to become the prey of either 

of two extremes, heedless idealism or sheer positivism, 

it had to be delicately faithful to reality in its deepest 

sense. 

This is why Duhem did not warm up to photography, 

let alone to its instant Kodak kind which his daughter 

eagerly took up around 1907. The imitation of photo¬ 

graphic accuracy into which landscape painting degen¬ 

erated in the hands of some was not the realism he valued. 

That kind of realism, which received a literary boost by 

Zola, had already been deplored by Fromentin who in 

1875 blamed the impact of photography for its spread. 

Photography, Fromentin wrote, became a seal of approval 

on mechanical reproducibility which “constitutes now¬ 

adays the last word in experience and knowledge and that 

talent consists in struggling with an instrument for 

supremacy in accuracy, precision, and imitative power”. 

Truly realist landscape painting, Fromentin warned, was 

not to be dominated by a new ideology whose protagonists 

took the machine for the ultimate in intelligibility and 

perfection and claimed that “any personal meddling of the 

sensibilities is an intrusion”, and that “anything imagined 

by the mind is an artifice . . .”. The result was not art but 

mere convention. What all this meant, Fromentin sighed, 

was that the youthful creativity which had renewed 

French landscape painting “forty years ago”, that is in the 

1820s, became viewed as something “antiquated”.95 

V. The physicist in his landscapes 

On reading that page in Fromentin’s book, Duhem 

could not help thinking of a major shock he had early in 

his career as a physicist: his realization of the fallacies of 

mechanistic explanations in physics. Tellingly, as he first 

set forth his disillusionment with mechanism and sought 

its replacement by a method in which formulae did not 

claim to correspond to small pieces of machinery, he 

turned to the art of drawing landscapes as his illustration: 

Let us imagine two artists asked to draw the same subject: One is 

allowed to use all the resources furnished by the techniques of 

drawing; the other is allowed to use but line drawing. The first by 

the play of shades can, on a single draft, give us a representation 

which the second will be at great pains to equal by drawing a great 

number of contours. The first artist is the image of a physicist who 

composes a physical theory, the second that of a physicist who 

constructs a mechanical theory. Let one examine the complicated 

milieu imagined by Sir William Thomson to account for the laws 

of optics, and by Maxwell to represent electromagnetic theories, 

and one will grasp the justness of that comparison.96 

The two physicists symbolized for Duhem a cultural 

bifurcation, namely, the contrast between French and 
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Anglo-Saxon mentality.97 In the former Duhem saw the 

epitome of clarity and consistency, in the latter the 

embodiment of imaginative pragmatism. The former 

excelled in constructing sweeping systems, the latter in 

making discoveries and often in a haphazard fashion at 

that. The former was a narrow but deep way of thinking, 

the latter a broad but superficial grasp of details. In his 

Theorie physique, his mature presentation of his ideas on 

the aim and structure of physical theories, Duhem found 

no better illustration of that contrast than the difference 

between the “painting” of landscapes by Dickens, on the 

one hand, and by Loti, on the other. He felt that the 

Dickens’ description of scenes excelled in their richness 

but also distracted from the wholeness of the view. 

Luxuriance of details was for the French mind evocative 

of a nightmare: “What this deep but narrow sort of 

French mind wants are the descriptions by Loti, abstract¬ 

ing and condensing in three lines the essential idea, the 

soul of a whole landscape” (italics added).98 

As a most original and painstaking historian of science, 

Duhem fully realized the puzzle which was added to the 

general problem in the frequent detours taken by ideas as 

they developed. As a historian he was not for a moment 

tempted to gloss over the apparently empty pages in a 

freshly explored record. But as one whose commitment to 

common sense was rooted in ontological convictions he 

was not to yield to the temptation to present intellectual 

and scientific history in terms of radical discontinuities 

which later became fashionable under the labels of 

paradigm shifts, quantum jumps, sudden mutations, 

sweeping revolutions and the like. They would 

immediately have appeared to him for what they really 

were: so many verbal artifices aimed at circumventing the 

fundamental ontological question raised by any change, 

be it material, organic, or intellectual. The question is 

about the intrinsic connection of the starting point of 

change with its terminal point. 

Duhem coped with the problem of the lack of minutely 

evidenced continuity between Greek and Galilean science 

by recalling a landscape which he carefully explored and 

recorded in several impressive inkwashes (138, 181). 

Behind his reference to the respective landscape “por¬ 

trayals” by Dickens and Loti there lay also his own 

mastery of rendering the visual with an impressive 

mastery of words: 

After traversing the dry calcareous plains of Larzac, with its 

protruding stones, with its rocky labyrinths resembling cities in 

ruins, the traveler turns his step toward the plains bathed by the 

Mediterranean. The route he has to follow is traced by huge 

ravines. They are the remains of ancient torrents or of drained 

rivers which grow and sink ever deeper into the chalky plateau. 

These ravines soon unite into a single gorge. High sharp walls 

covered with dangerous streaks of sliding rock enclose the bed 

where once a beautiful river rolled its deep and impetuous waters. 

Today this riverbed is a chaos of worn and broken blocks. No 

spring wets the rocky walls, no drop of water moistens the gravel. 

Between the piles of stone no greenery shoots forth. Vissec (dry 

Vis) is the name which the Cevenols have given to this river of 

aridity and death. 

The hiker who treads uneasily among the holes and fallen 

rocks hears from time to time a muted noise similar to the rum¬ 

bling of distant thunder. As he goes on he hears that rumbling 

increase and explode finally into a formidable din, the roaring of 

the Foux. 

There gapes in the calcareous soil a dark cavern widely split like 

an enormous muzzle. With no letup this muzzle disgorges into a 

whirlpool, full of the transparency of crystals and of boiling white 

foam, huge masses of water which the fissures of the plateau have 

collected from afar and gathered into a subterranean lake. 

Suddenly a river forms; the Vis now rolls its clear and cold 

waters among white sandbanks and silvery osier-beds; its happy 

murmur evokes as an echo the tic-tac of mills and the sonorous 

laughter of the Cevenol villages, while a broad sunbeam, cutting 

across the protrusions of the calcareous land, slides obliquely to the 

bottom of the gorge and leaves a golden hem on the branches of 

poplars." 

The elusive course of the Vis could, Duhem saw it all 

too well, serve in the hands of those who took its invisible 

underground phase for its non-existence, as an illustration 

of an imperious cliche of the historiography of science. 

According to that cliche everything was barren between 

Archimedes and Galileo, all intellectual productivity 

amounting, to quote Duhem, “to dry and sterile frag¬ 

ments to which, like so many parasitic and voracious 

lichens, the inane and puerile glosses of commentators 

attach themselves”. “Senseless historiography!” - 

exclaimed Duhem. Its protagonists forget that “in the 

course of evolution that witnesses the development of 

science speedy births and sudden renaissances are very 

rare, just as the Foux is an exception among river- 

heads”.100 After portraying with graphic force the 

continuity which the Vis, its hidden underground section 

notwithstanding, really possessed, Duhem could make 

the point that its sudden burst to the surface as a strong 

stream able to drive a mill (which he drew with obvious 

delight) was but the crowning phase of a long develop¬ 

ment full of constructive contributions. 

The ordinary or patently continuous case of de¬ 

velopment was no less carefully described by Duhem who 

clearly drew on his many sketches of small and large 
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streams as he illustrated the progress in the history of 

science in terms of the gradual growth of a river: 

A river does not fill at once its large bed with deep waters. Before 

flowing in full volume the river was a simple brook and a thousand 

other brooks, similar to it, brought one by one their tribute to it. At 

times its tributaries came in large numbers and volume, its growth 

then was rapid. At other times narrow' and scarce rivulets have 

nourished its imperceptible growth. Still at other times the fissures 

of a porous soil drank up part of its water and impoverished its 

delivery; but its flow always varied in a gradual manner, ignorant of 

total disappearances and instant resurrections.101 

Duhem could now castigate the historian of science who 

“as a friend of simplistic and superficial views celebrates 

flashing discoveries which in the profound night of 

ignorance and error ushered in the daylight of truth”. He 

could also commend the historian of science “who 

submits to a penetrating and minute analysis a discovery, 

apparently wholly novel and most unexpected, and 

recognizes there almost invariably a multitude of imper¬ 

ceptible efforts and the confluence of an infinity of 

obscure trends”. To such a careful historian of science 

“each phase of the history which slowly guides science 

to its accomplishments appears to be marked by two 

characteristics: continuity and complexity”.102 

Such were the introductory paragraphs to the grand 

conclusion of the most “revolutionary” book that so far 

appeared in the historiography of science, Duhem’s Les 

origines de la statique, in which he first provided convinc¬ 

ing evidence that important contributions had been made 

to science between Archimedes and Galileo, in contradic¬ 

tion to the long “received” view. Its adherents have, even 

today, only three, and hardly creditable, ways of counter¬ 

ing Duhem’s pioneering work: they either ignore it, or 

damn it with faint praise, or put up around it the 

smokescreen of paradigm shifts and related verbal¬ 

isms.103 For them even the implicit destruction of the 

continuity of science is not too great a price provided they 

can buy freedom from the need to face up to the medieval 

womb of the birth of modern science. No wonder science 

has for them functioned as the commodious substitute for 

that ontologically transcendental perspective which is 

rightly synonymous with the Middle Ages, or the age of 

that Faith which alone dared to face up to all legitimate 

demands of Reason. 

Attention to historic continuity was in Duhem’s eyes a 

chief clue to a perfect form of physics that could readily 

absorb new data without the need for a radical overhaul of 

its conceptual structure at frequent intervals.104 The 

structure had therefore to embody reliable solidity. The 

strength of logic, with emphasis on obvious and funda¬ 

mental verities, has often been recognized, though grud¬ 

gingly at times, as the main appeal of Duhem’s ideas on 

physics as a science. Those ideas, which he subsumed 

under the name energetics, may soon become fully 

vindicated. More and more leading physicists see the 

difference between mathematical formulae turned into 

models of reality and “fundamental” particles, the kind of 

difference which was Duhem’s chief and often misunder¬ 

stood objection to atomism as it enjoyed its heyday in the 
early 1900s. 

Overall strength and a firm grasp of detail are chief 

characteristics of Duhem’s landscapes. They embody 

emphasis on the real, the tangible, the vast, and the solid 

together with a firm balance. One can only speculate, and 

perhaps fruitlessly, on the manner in which Einstein 

would have portrayed his perception of external reality. 

Would his drawings and paintings have resembled the 

geometrical style of Paul Klee or Piet Mondrian? Or 

would the art of these two be rather a mirror image of 

Feynman’s physics as condensed in his “diagrams”? 

Should one look for the artistic equivalent of Bohr’s 

principle of complementarity, which is less physics than a 

philosophy of physics, in Picasso’s blue and pink period or 

in the invariably hazy rhythm of valleys and hillcrests 

whereby Chinese painters, ancient and modern, let the 

real escape from their grip? 

These questions will remain unanswered for the simple 

reason that none of those famed physicists was master of 

the brush and the pen. Being unique among them with his 

mastery of graphic arts, Duhem’s artistic production 

should be all the more appreciated. Its uniqueness will 

further appear in unexpected light if one recalls Zola’s 

penetrating observation that “art is a fragment of nature 

seen through temperament”.105 Artists could be and 

were indeed often very temperamental well before the 

advent of Impressionism. Waves of sentiments, even of 

venal sentimentalism, washed over the visual arts time 

and again. Celebration of androgynous faces and bodies in 

Renaissance art; flights into enervating dreamlands dur¬ 

ing the decades of rococo; evocation of overloaded mirages 

in the Romantic period, had much to do with a “tem¬ 

perament” whose dominant feature was a wallowing in 

sentimentality. But in visual arts sentiments and feelings 

took a well-nigh exclusive center stage only after the on¬ 

set of Impressionism. Tellingly, at about the same time, 

the precept of Fart pour Fart was raised as a supreme 
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standard, a justification of a now' runaway process sym¬ 

bolic of the spread of sickly introspection. 

In such a milieu there may be something downright 

outlandish in temperaments strengthened as it were by 

steely resolve to keep their orientation fixed in a welter 

of emotional and social change. Firmness, precision, 

balance, and completeness are dominant features of 

Duhem’s drawings of at times most dynamic and tur¬ 

bulent sceneries. All details, he insisted, were to be 

accounted for in a coherent manner by physical theory.106 

No wonder that he could find attractive also scenes almost 

trivial in their broad plainness and apparent barrenness. 

His delight in walls of rock with their jagged contours 

hanging together as if by a miracle (200, 205, 208) is 

suggestive of the solidity of his mental vision. There vast 

syntheses were confidently formed long before all data 

could be on hand in smooth continuity. He advanced 

across the landscape in quietly measured steps, in the 

manner of advance which he expected to take place in the 

progress of physics. He found the best illustration for that 

progress in the manner in which thin layers of waves 

pushed their fronts forward in a bay or a basin. He drew 

time and again and with extraordinary care parallel rows 

of waves beneath which the firm ground could almost be 

felt, even from a distance (92, 102, 104, 157). 

On that ground he stood with firm feet, convinced as he 

was that being rooted in the soil was the secret of robust 

steady growth. Herein lies the source of his remark, 

quoted below about the need for a tree to have its roots 

pushed deeper and deeper in the soil if it were to extend its 

branches ever farther. His drawings of oak trees and 

chestnut groves around Cabrespine (139,186,187) are the 

counterpart of that remark of his. They add artistic truth 

to the simile which almost at the start of his famed Etudes 

sur Leonard de Vinci conveys the principle of continuity: 

“If the branches of the oak are so vast and if its foliage has 

so much freshness, it is only because the roots, vigorous 

and numerous, though hidden to the eye, obtain from the 

deep soil the juices stored there by the old vegetation. 

Those roots should be visible to those who do not shun the 

labor of tilling the soil.”107 Familiar as he was with what 

he called the “apostasies of the mind”,108 especially of 

minds ensconced in an academia too far from the “soil” of 

reality, he could not help thinking of the large number 

of “scholars” put on the spot by that last phrase. 

He could refer with full justification to the tilling of the 

soil. As he spent the summer vacations of his last ten years 

in the simple village of Cabrespine, he increasingly 

identified himself with those who laboriously tilled the 

soil. He became part of the land and of its humble folk 

whose trials, especially during World War I, he helped 

carry with great compassion. For them he was the “bon 

Monsieur Pierre” ready with big and small interventions. 

Among the big ones were the four-year-long hospitaliza¬ 

tion of a gravely sick shepherdess of the area, another 

his travel (then a journey of almost two days) from 

Cabrespine to Paris to intercede with the Ministry of War 

on behalf of an old veteran of the Italian wars. Among the 

small ones was his filling of a large album with illustrations 

of Bible stories to help with the instruction of catechism to 

the village boys and girls.109 Some of them may have 

watched him in awe as the “bon Monsieur Pierre” drew 

Cabrespine from the mountainside from which it seemed 

that one could almost touch each and all of its houses 

(222). All the dwellings appeared on the sheet as if glued 

to the slopes of the mountain rising steeply above them. 

With a little straining of the eye one can discern in the 

picture two people walking across the central square. Not 

even their shadows are missing. Yet for all the wealth of 

exact detail, “The View of Cabrespine” has an unmistak¬ 

able unity. In drawing it Duhem gave witness to the unity 

of his thought. Twenty or so years earlier, when at the 

start of his teaching career he had, under the searching 

questions of an elite group of students in Lille, come up 

with a new interpretation of physical theory, he said 

something very similar to the message of “The View of 

Cabrespine”. Physical theory, whose chief value he placed 

in its abstract formalist character, had to be consistent by 

accounting for all the concrete data available. 

Curiously, it was not as a physicist but as a historian of 

science that Duhem best lived up to the exactingly high 

standards he had set. During his last six years, the history 

of science commanded most of his attention and took most 

of his energies. It was then that he put together the ten 

large volumes of his Systeme du monde possibly the 

greatest individual scholarly achievement in modern 

times.110 He was correcting the galleys of the fifth of 

those ten volumes when he died in Cabrespine in the late 

summer of 1916. His death was brought about by a heart 

attack that in his case came surprisingly late. He ignored 

some earlier symptoms possibly because he did not wish 

to hear a physician’s order to lessen the crushing workload 

which for so many years he had imposed on himself. As 

one who was at his writing desk regularly at the crack of 

dawn, he would hardly be likely to consider staying in bed 

till late morning and spending part of the afternoon on his 

24 



sofa. Work has not killed anyone yet — was his motto to 

which he lived up with a rigor characteristic of his 

consistency in reasoning. 

There were, of course, other factors as well. The early 

end of his most happy married life and the long years of 

humiliation by academic officialdom might have broken 

him sooner had he not had a wiry physique, a steely will 

power, and a profoundly lived and reasoned Catholic 

faith. His compassion for the poor and the needy greatly 

added to his sufferings. The tragedies that World War I 

brought to his relatives, friends, students, and neighbors 

struck him as if they were his own. He did not miss an 

opportunity to go out of his way to accommodate others. 

In his last three years he took the uncomfortable night 

train from Paris to Bordeaux, to give pleasure both to his 

daughter in Paris and to the members of the Catholic 

Student Association of the University of Bordeaux of 

which he was a founding member. He pleased his 

daughter by prolonging his visit with her as much as 

possible and the students by joining them for the Sunday 

morning mass. 

When on August 14 1916, his daughter traveled from 

Cabrespine to Carcassonne there to meet Cecile Paradis, a 

friend of hers coming from Paris, Duhem walked several 

hours next morning to surprise them at the stagecoach 

station in Villeneuve. The route leading over a rocky 

mountain ridge was not only familiar but also very dear to 

him in its barrenness as is shown by his “Chemin de St 

Martin” (228) of 1913.111 He was irresistibly attracted to 

such long walks with his sketchbook as his sole com¬ 

panion. Only six months earlier, he recommended long 

walks to his daughter in Paris with a reference to “the 

respiratory gymnastic and fresh air our beautiful prom¬ 

enades in Cabrespine gave us” and added: “those prom¬ 

enades when I sometimes dream of them I reach for my 

album that speaks to me of this or that moment on the 

Noux or on the Quertinheux”.112 

The sketch, half completed, of a mountain range above 

Cabrespine (233), which is the last entry in Album XII, 

was the silent witness of another long hike and climb in 

scorching heat. During his return in the afternoon of 

September 2 1916, he felt great pain in his chest and legs, 

but he did not allow his daughter and her friend to catch 

any glimpse of his acute discomfort. The agony that kept 

him awake all night came to his daughter’s notice only 

when in the morning she passed by the door of his 

bedroom and heard his groans inside. Hours later the 

doctor diagnosed cardiac seizure and prescribed complete 

rest for a few days.113 A week later he was permitted to 

walk a hundred yards on a level stretch. In a reply he 

wrote in those days to someone expressing sympathy and 

concern, his sole complaint was that most likely he would 

never be able to go into the mountains again.114 He meant 

not only that he would miss the vistas but also the 

enjoyment of sketching them. In fact, to the very end he 

was doing sketches of what he could see from his window 

and from his courtyard. According to his daughter, he was 

in the living room sketching the belfry of the church when 

on Thursday, September 14 she entered to say good 

morning to him. Their conversation quickly turned to the 

latest news about the war. On hearing his daughter voice 

some doubt about ultimate victory, his face became 

suddenly distorted as if in unbearable pain. A minute 

later, unable to say a word, he sank lifeless on the sofa with 

the sketch in his hand. 

The war in which he wanted to do active service in spite 

of being in his fifties weighed heavily on his mind. He 

fought the war with his pen. In the summer of 1915 he 

dashed off in a few weeks’ time a book-length defence of 

the creation of chemistry by French chemists against 

some German claims motivated by war propaganda. The 

book, La chimie est-elle une science fran^aise?,115 begins 

with a wonderful simile which shows Duhem’s lasting 

concern for continuity through change and its illustration 

by a process of nature. With its help Duhem could do 

justice to the work of the German precursors of Lavoisier 

as well as to the latter’s unique glory: “The chemistry of 

Stahl has truly prepared the chemistry of Lavoisier. The 

latter, in order to develop, had to crack the former, but in 

the manner of an oak which, if it is to grow, has to have its 

acorn cracked. In order to appreciate properly the 

greatness of the oak it is not at all necessary to belittle the 

acorn. One can at the same time admire the robust foliage 

which issued from that grain and the minuscule grain 

which contained en germe such a tree”.116 Clearly, in 

Duhem the erstwhile naturalist always remained alive. 

His work of art proved that he lived in deep sympathy 

with nature. This was a reason that his scholarly work and 

thought, which so many had hoped to see buried, have 

retained a vitality as permanent and robust as the 

mountains, the seacoast, the highlands, and the trees he 

sketched with so much empathy. 
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NOTES 

1. About thirty of Lemoine’s publications are available in the 

Bibliotheque Municipale of Bordeaux. A mimeographed list of 

the contents of 144 packets of his manuscripts has been compiled 

by his son, Mr Jean-Gabriel Lemoine of Libourne. Both he and 

Mme Lemoine were most helpful in supplying me with in¬ 

formation and documents on the occasion of my visit to them in 

June 1986. 

2. Lemoine’s Les peintres primitifs sous un aspect nouveau (Bor¬ 

deaux: Societe des Amis du Musee, 1952) begins with the 

statement that it was his reading of Duhem’s great works on the 

history of pre-Galilean science that made him aware of the 

enormous influence w hich the science of their times exerted on 

late medieval and early Renaissance painters. For a discussion of 

those works, see ch. 10 “The Historian” in my Uneasy Genius: 

The Life and Work of Pierre Duhem (Dordrecht, London, 

Boston: MartinusNijhoff, 1984; 2nd (paperback) edition, 1987). 

3. In the report of three full pages (pp. 10-12) Duhem is recalled 

(p. 12) as one of those universal minds that exercise the same 

influence as did the philosophes of the 18th century and the great 

of the Renaissance. P. Dupouy, the author of the report, recalled 

Duhem’s studies on Leonardo da Vinci and the posthumous 

publication, then under way, of the last five volumes of his 

Systeme du monde. 

4. Les Amis du Musee presentent igoo. La Belle Epoque a Bordeaux 

et dans le Sud-Ouest. Musee de Peinture, Octobre 1957. 

Imprimerie J. Pechade, 20 pp., with 8 full-page illustrations. 

5. Both the letters and the clipping (which in all evidence is from 

one of the Bordeaux newspapers reporting Lemoine’s popular 

broadcasts on art) were made available to me by Mile Marie- 

Madeleine Gallet. The chief support for Helene Duhem (1891— 

1974), Duhem’s only child, in her last and difficult years. Mile 

Gallet, the granddaughter of Albert Dufourcq (1872-1952), 

professor of church history at the University of Bordeaux and 

Duhem’s best friend there, did invaluable work in organizing 

the vast manuscript and artistic material bequeathed to her by 

Helene Duhem and in maintaining the house in which both 

Duhem and his daughter died almost sixty years apart. 

6. See A. Hermann, Max Planck in Se/bstzeugnissen und Bild- 

dokumenten (Hamburg: Rowohlt, 1973), p. 11. 

7. “On Goethe’s Scientific Researches” (1853), H. Helmholtz, 

Popular Scientific Lectures, selected and introduced by M. Kline 
(New York: Dover, 1962), p. 20. 

8. J. C. Maxwell, “A Dynamical Theory of the Electromagnetic 

Field” (1864), see The Scientific Papers of fames Clerk Maxwell, 

edited by W. D. Niven (1890; New York: Dover, 1965), vol. 1, 
p. 532. See also ibid., pp. 156, 161, and 536. 

9. For a sampling of them, see my The Relevance of Physics 

(Chicago: University of Chicago Press, 1966), pp. 75-76. 

10. A half a dozen or so have been reproduced in my Uneasy Genius 
quoted in note 2 above. 

11. References will be to the English translation by P. P. Wiener, 

The Aim and Structure of Physical Theory (1954: paperback 

reprint, New York: Atheneum, 1962). A second enlarged edition 

of the French original appeared in 1914, followed by a reprinting 

in 1933 and in 1983. A German translation was published in 

1908 and an Italian in 1978. 

12. H. Guerlac, “Some Historical Assumptions of the History of 

Science”, in A. C. Crombie (ed.), Scientific Change. Symposium 

on the History of Science, University of Oxford, 9-/5 July ig6i 

(New York: Basic Books, 1963), p. 809. 

13. In his review in Speculum (36 [1961]: 121) of M. Clagett’s The 

Science of Mechanics m the Middle Ages (Madison: University of 

Wisconsin Press, 1961), C. Truesdell remarked that “it would 

be unfair to expect any historian to display the genius which 

shines from behind Duhem’s writings”. 

14. See my essay, “The Absolute beneath the Relative: Reflections 

on Einstein’s Theories”, Intercollegiate Review 20 (Spring- 

Summer 1985), pp. 29-38. 

15. As discussed in my “Chance or Reality: Interaction in Nature 

versus Measurement in Physics”, Philosophia (Athens) 10-11 

(1980-81), pp. 85-105. Reprinted as ch. 1 in my Chance or 

Reality and Other Essays (Washington: University Press of 

America, 1986). German translation, “Zufall oder Realitat”, 

Philosophia Naturalis 19 (1982), pp. 498-518; Italian transla¬ 

tion, “II caso o la realta”, II Nuovo Areopago 1 (Nr 2, 1982), 

pp. 28-48. 

16. That correspondence was acquired by the Archives de 

l’Academie des Sciences (Paris) in 1983. 

17. As will be discussed in the book which I am preparing with the 

collaboration of Mile Marie-Madeleine Gallet on the life and 

work of Helene Duhem under the title, Reluctant Heroine. 

18. Not only with his superhuman scholarly work, but also with his 

inspiring assistance to war-widows and war-orphans from all 

Gironde in 1915 and 1916. In order to strengthen his former 

students fighting in the trenches, he gave in February and 

March 1916, four lectures on German science at the University 

of Bordeaux, immediately printed under the title, La science 

allemande, and sold out in a month or so. 

19. Liberal French Catholics showed spirited interest in science 

only when they found it presented through Teilhard de 

Chardin’s romantic evolutionary visions dressed in brilliant 

prose. 

20. For brief quotations from that letter, which was published in 

full by Helene Duhem in her biography of her father, Un savant 

frangais: Pierre Duhem (Paris: Plon, 1936, pp. 158-69), see my 

Uneasy Genius, pp. 398-400. 

21. That is, Section VI de l’Ecole pratique des Hautes Etudes. 

22. The phrase, “La logique peut etre patiente, car elle est eternelle”, 

brings to a close the first section, a hundred-page-long summary 

of his work in physics, of the Notice he prepared, in view of his 

forthcoming election as one of the first six non-resident 

members of the Academie des Sciences, under the title, Notice 
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sur les titres et travaux scietitifiques de P. Duhem (Bordeaux: 
Imprimerie Gounouilhou, 1913), p. 107. 

23. “Des le plus jeune age, Pierre n’aimait que le dessin et l’etude”, 
Un savant frangais, p. 9. 

24. Ibid., pp. 27-29. Henri Labrouste completed his studies of 

architecture in Rome and was, years later, a winner of the Prix de 
Rome. 

25. On young Pierre Duhem’s growing collection of mushrooms, 

see ibid., pp. 28 and 30. It is also reported there that in order to 

prove the poisonous character of some mushrooms, he asked a 

friendly pharmacist in Paris, Mr E. Hardy, to inject their fluid 

into toads that duly died. Once, on being unable to identify some 

mushrooms, he persuaded his sister Marie to give them to the 

cook, who enriched a casserole with them. They turned out to be 

edible “amethyste”, which must have stood either for laccana 

amethystina or cantarellus amethystinus. 

26. Helene Duhem’s report in Un savant frangais (pp. 47-48) is 

based on a first-hand witness, Pierre Duhem’s best friend, Jo 
Recamier, of whom more later. 

27. Jean de la Laurencie, “Pierre Duhem dans l’intimite (avec une 

lettre inedite)”, Archeion 19 (1937), p. 149. The Musee du 

Luxembourg ceased to be a gallery of permanent collections 
after 1955. 

28. For further quotations from those delightful reminiscences 

about Duhem’s years as upperclassman at the College Stanislas, 
see my Uneasy Genius, pp. 27-32. 

29. E. Jordan, “Pierre Duhem”, is part (pp. 158-73) of the section, 

“Notice sur les membres decedes” (pp. 9-206) in the Yearbook 

for 1917 of Association Amicale de Secours des Anciens Eleves de 

I'Ecole Normale Superieure (Paris). References are to a some¬ 
what longer reprint in a separate brochure. 

30. Un savant frangats, p. 66. Tannery became vice-rector in 1890. 

According to Chevrillon’s letter, G. Demartres, the dean of the 

science faculty at the University of Lille, also had some of 

Duhem’s paintings and drawings. 

31. Un savant frangats, pp. 106-07. 

32. Unfortunately, the records of Tequi, a well-known publishing 

house, then as now, in Paris, contain nothing on the circum¬ 
stances of that publication. 

33. Much of that letter was printed in Un savant frangats, pp. 35-39 

and 44-50. In his letter Recamier recalled Pierre’s resolve “to do 

thoroughly whatever he undertook”, and that “at the age of 

thirteen he knew much about mushrooms which he drew and 

painted”. According to that letter, Duhem wanted to “classify 

and draw” his friend’s collection of shells. Young Duhem’s own 

collection of shells is still extant (in the possession of Mile 

Gallet). A year or two later, Duhem’s illustrations of his study of 

biology showed the same thoroughness as reported by Jordan, 

who as a younger schoolmate of Duhem was fortunate to 

accompany him on field trips around Paris: “S’aidant du livre 

de Dujardin sur les protozaires infusoires, etudiant de l’eau 

recueillie, au cours de ses promenades, dans les mares des 

environs de Paris, il avait fait une serie de dessins excellents 

de differentes apparances des paramecies et des verticilles” 
(“Pierre Duhem”, p. 5). 

34. On Recamier’s career, which includes distinguished war service, 

see “Eloge funebre du Docteur Joseph Recamier, membre 

associe de l’Academie des Sciences, Belles-Lettres et Arts de 

Lyon, presente a l’Academie dans sa seance de mai 1935”, par 

Mr le Docteur P. Goullioud (Lyon: Societe anonyme de 
l’imprimerie A. Rey, 1935), 12 pp. 

35. The price of the album was 7 francs, or the price one had to pay 

for an excellent dinner in Paris in 1883. Possibly the publisher, a 

rather prominent one, E. Dentu in the Galeries d’Orleans of the 

Palais Royal, wanted to safeguard himself against losses. The 

cost of production must have been considerable. Only the outer 

cover was printed on paper containing much cellulose which 

after a hundred years fragments on careless handling. The rest of 

the book was printed on excellent heavy paper and only on one 

side. The chief value of the book obviously lay in the illus¬ 

trations, taking up the upper half of most of the pages of an 

album larger in size than an ordinary sheet of music. Adding to 

the cost was the engraving of Duhem’s drawings on metal plates. 

Offset printing was still decades away. The printing was done by 

Imprimerie Chaix, Succursale A, 86 Rue des Rosiers, Saint- 

Ouen (Seine). That no copy exists in the Bibliotheqe Nationale 

is probably due to the fact that only several years later was 

enacted the law according to which a copy of every book not 

privately printed was to be deposited there. 

36. On the one hand Ferry emphatically warned that “attacking 

Catholics and declaring war on the greatest number of our fellow 

citizens would be the ultimate folly” and that “the Republic 

would be insane if it nurtured the idea of such a conflict”. On the 

other hand he called no less emphatically for “the rescuing of the 

soul of French youth from the grip of the Society of Jesus” 

whose members staffed most of the leading Catholic schools in 

France and elsewhere. See M. Reclus, Jules Ferry 1832-igoj 

(Paris: Flammarion, 1947), pp. 154 and 157. 

37. Only fleetingly indicted in the story is the duplicity inherent in 

the colonial policy of Ferry who, although an outspoken 

antagonist of the Catholic Church in France, gave much support 

to her missionaries working in the new French colonial 

territories, as not too many lay teachers were eager to carry the 

torch of civilization into those scorching climates. This duplicity 

is typically ignored by students of Ferry’s life; see for instance 

T. F. Power, Jules Ferry and the Renaissance of French 

Imperialism (1944: New York: Octagon Books, 1966), p. 199. 
38. Un savant frangats, p. 48. 

39. His sponsor was none other than Charles Hermite (1822 1901), 

one of the most prominent mathematicians of the 19th century. 
In the first meeting of the Academie in January 1885, Hermite 

sponsored another paper by Pierre. See Uneasy Genius, pp. 45- 
46. 

40. See ibid., pp. 393-96. 

41. The twenty-fourth was signed “R. Walker”, no less a 

pseudonym than the one designating the engraver. 

42. I.eloir, who died in 1884 at the age of forty-one, belonged to 

Janmot’s circle of painters. 

43. It is a reproduction in inkwash of a marshy forest scene in oil by 

Hector Hanoteau (1823-1890), another well-known landscapist 

of the epoch who, according to the Grand Farousse, offered 

neither the mysticism of Corot, nor the “savagery” of Harpigny, 
nor the simplicity of Daubigny. Clearly, even then a painter 

offering landscapes that had a noble dignity to them could not be 
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credited with realism because of the expropriation of that term 

by Courbet’s tendentiousness. 

44. See Un savant fran^ais, pp. 108-11. 

45. A few salient facts of that struggle are given in my “Science and 

Censorship: Helene Duhem and the Publication of the Systeme 

du monde”, Intercollegiate Review 21 (Winter 1985-86): 41-49. A 

full presentation of the documents pertaining to that struggle, 

that may very well pass for the greatest academic publishing 

scandal of this century, will be given in my forthcoming book, 

Reluctant Heroine (see note 17 above). 

46. The parents of Marie-Adele Chayet used to spend one part of 

the summer at Le Pouliguen, a fashionable resort place in 

Brittany, and the other in Mas de Marin near Tarascon in 

Provence. Further details will be provided in Reluctant heroine. 

47. Les origines de la statique (Paris: A. Hermann, 1905-06), vol. II, 

p. 290. 
48. Duhem’s move to Bordeaux is the explanation that, from 1895 

on, all his landscapes related to the South of France. From 

Bordeaux he could easily reach the Dordogne and the Pyrenees 

during the Easter vacations and also in early July, just before the 

final exams. In Bordeaux he was relatively close to Cabrespine 

where from 1895 on he regularly spent his summer vacation 

(August, September and early October). Cabrespine became the 

starting point of his excursions into the Cevennes and Provence. 

49. It is just barely recognizable today, owing to various additions 

and “improvements” and, last but not least, because of another 

house subsequently built right in front of it. 

50. The sudden and narrowly high rise of the mountain just behind 

the village is an emphasis by Duhem of the actual landscape. He 

clearly wanted to provide a matching background for the bolting 

into the air of the little chateau nestling on top of a rocky 

outcropping in the center of the village. 

51. A most perceptive and delightful travel guide for that area is 

Provence and Languedoc by C. Headlam (London: Methuen, 

1912). 

52. Access to that spot was far from as easy as it is today when the 

nearest parking area for automobiles is only 20 minutes’ descent 

on foot along a narrow path. 

53. Jordan, “Pierre Duhem”, p. 21. 

54. St Etienne: Theolier et Cie, Imprimeurs - editeurs, 1881. 

55. Lyon: Vitte et Perussel; Paris: Victor Lecoffre, 1887. 

56. A chief spokesman of that trend was none other than Fustel de 

Coulanges, famed historian of late-Roman and Carolingian 

Gaul, and director of the Ecole Normale when Pierre Duhem 

entered there in 1882. 

57. Edited by I. Taylor, Ch. Nodier, and A. de Cailleux, the nine 

sections (19 volumes) of the Voyages pittoresques were brought 
out between 1820 and 1878 by P. Didot in Paris. The sections 

corresponded to as many geographical areas of France. Section 4 

(in 4 volumes 1833 37) dealt with Languedoc, the area which 

inspired all of Duhem’s landscapes after his move to Bordeaux in 

the Fall of 1894. Among the contributors were not only Paul 

Huet and Eugene Isabey, leading French landscapists of the 
second quarter of the 19th century, but also such prominent 

English landscapists as Bonington and Harding. It is less 

probable that Duhem saw the four volumes of France Illustrated, 

Exhibiting Its Landscape Scenery, Antiquities, Military and 

Ecclesiastical Architecture (London: Fisher & Son 1845 47), by 

G. Wright who had the well-known English architect, Thomas 

Allom (1804-1872) as illustrator. The same may be true of 

Allom’s Views in the Tyrol (London: C. Tilt, 183?), in which the 

landscapes shown on plates facing pp. 92, 94, 96, 100, 104, 107, 

and 110 are somewhat reminiscent of the restraint which Duhem 

would have liked. Allom became familiar to countless American 

tourists traveling in France in the 1920s and 1930s with So 

you're Going to France (5th ed.; Boston: Houghton Mifflin, 1937) 

in their hands. It contains three reasonably good reproductions 

of Allom’s landscapes from France Illustrated: they show the 

marketplace in Angouleme, the Puy de Dome, and the Chateau 

and Bridge of Pau (facing pp. 264, 321, and 498 respectively). 

Three old mezzotint reproductions in the same book showing 

the Chateau and Hotel de Ville in Alengon, Chateaudun, and 

Arles (facing pp. 20, 154, and 408 respectively) are reminiscent 

of the style Duhem cultivated in his earlier landscapes. 

58. By Bonnie L. Grad and Timothy A. Riggs. Worcester, Mass.: 

Worcester Art Museum, 1982. 

59. Especially noteworthy in this respect are illustration 17, Apse of 

the Church of Saint-Nectaire, by Isabey, and illustrations 3 and 

11, Mills at the Headwaters of the Loue and Fort de I’Ecluse, both 

by Louis Villeneuve. 

60. In his letter of February 21 1911, to Helene. 

61. All landscapes mentioned in the rest of this paragraph are 

reproduced in the following two works: Le Musee du Luxem¬ 

bourg en 1874: Peintures. Le Grand Palais 31 mai-18 novembre 

1974. Catalogue redige par Genevieve Lacambre, avec la 

collaboration de Jacqueline de Rohan-Chabot (Paris: Editions 

des Musees Nationaux, 1974), and Leonce Benedite, The 

Luxembourg Museum. Its Paintings. French School (Paris: H. 

Laurens, 1924). 

62. Such was certainly the case in the volumes for the 1880s, or 

Duhem’s stay at the Ecole Normale, with L'Art, Gazette des 

Beaux Arts and Courier de l’Art. 

63. See J. Cleaver, A History of Graphic Art (New York: Philo¬ 

sophical Library, 1963), pp. 22-26. Particularly informative are 

Plate 51 (Hogarth’s Beer Street) for Duhem’s technique of 

drawing houses and Plate 67 (Bewick’s The Starling) for his 

drawing stones. 

64. Duhem’s love for Dickens was all the more interesting because 

he saw in Dickens a chief representative of the Anglo-Saxon 

mind. See Uneasy Genius, p. 332. 

65. From about i860, when he was named director of the Ecole des 

Beaux-Arts of Lyon, Aligny referred to himself as Caruelle 

d’Aligny. 

66. See Un savant frangais, p. 108. Owing to the ailment of his eyes, 

Toepffer (1799-1846) functioned as a writer rather than as artist 

during his last years. In his Voyages en Zigzag ou excursions d'un 

pensionnaire en vacances dans les cantons suisses et sur les revers 

italiens des Alpes, illustres d’apres des dessins de l'auteur et ornes 

de 13 grands dessins par M. Calarne (Paris: chez J. J. Dubochet et 

Cie, 1844). Duhem would have found somewhat to his liking the 
illustrations facing pp. 92, 217, 249, 269, and the ones on pp. 82, 

449, 460. 
67. Jordan, “Pierre Duhem”, pp. 21-22. 

68. Ibid., p. 21. 
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69. A personal comment by Dr Petra ten-Doesschate Chu, 

professor of art history at Seton Hall University and author of 

French Realism and the Dutch Masters: The Influence of Dutch 

Seventeenth-Century Paintings on the Development of French 
Painting between 1830 and 1870 (Utrecht: Haentjens, Dekker & 
Gumbert, 1974). 

70. Voyage Into Substance: Art, Science, Nature and the Illustrated 

Travel Account, 1760-1840 (Cambridge, Mass.: M.I.T. Press 
1984). 

71. See a contemporary comment on the Salon of 1857 quoted with 

apparent approval in J. Sloane, French Painting between the Past 

and the Present: Artists, Critics, and Traditions from 184810 1870 
(Princeton: University Press, 1951), p. 100. 

72. He did so in his Landscape into Art (1949; Boston: Beacon Press, 
1961), p. 96. 

73- Quoted in J. Walker, National Gallery of Art. Washington (New 
York: Harry N. Abrams, 1975), p. 614. 

74. Edited by M. Cinotti (New York: William Morrow and Cie, 
1980). 

75. For its reproduction, see E. Gilson, Painting and Reality: The 

A. W. Mellon Lectures in the Fine Arts, iQSS, National Gallery of 

Art, Washington (New York: Pantheon Books, 1957), Plate 36. 
76. Translated by Alastair and Heide Grieve (London: Phaidon 

Press, 1971). See especially color plates I and IV-VI, and half¬ 
tone reproductions 53 and 54. 

77. Translated by Yu. Pamfilov, designed by A. Durandin (Lenin¬ 

grad: Aurora Art Publishers, 1977). See, for instance, in the 

section on 17th-century Dutch painting plates 66 and 68 

(Ruisdael’s Landscape with a Plank Footway over a Canal and L. 

Doomer’s Bridge across the Loire in Amboise)', in the section on 

17th-century Flemish painting plates 49 and 52 (Savery’s 

Mountain View and Rubens’ Landscape with a Brook) and in the 

section on French painting plate 136 (Rousseau’s Market Place 
in Normandy). 

78. Duhem would have much enjoyed seeing there Strandgezicht 

(“Coast Scene”) by Willem Van de Velde de J. (1633-1707), Nr 
81 in the Stichtung Willem van der Worm collection. 

79. I would like to recall especially Nr 1685 Het meer van Zurich 

(“The Lake of Zurich”) by Jan Hackaert (c. 1629) and Nr 2073 
Ruysdael’s Landscape with Sand Dunes. 

80. Prosper Dorbec, L'art du paysage en France; essai sur son 

evolution de la fin du XVIII siecle a la fin du Second Empire. 

Trente-deux planches hors texte (Paris: H. Laurens, 1925). 

Particularly noteworthy concerning the style of Duhem are, 

in addition to Caruelle d’Aligny’s Promethee, the following 

reproductions: V ue du chateau de Vincennes prise des hauteurs de 

Montreuil by Louis Gabriel (1729-1805) and Vue d'Etretat vers 

1780 by A. G. Noel (1752-1834), both on Planche 2; Le chateau 

de Samt-Sauveur-le-Vicomte by G. S. Cotman (1782-1842), 
Planche 6; Le Meumer by A. G. Decamps (1803-1860), Planche 

12 (where an elevated foreground drops to a river, with a bridge 

over it, and extends through a house flanked by trees to distant 

hills and clouds above; and Le Lac de Nemi by L. Cabat (1812- 
1893) Planche 28. 

81. French Landscape: Drawings and Sketches of the Eighteenth 

Century (London: British Museum Publications Ltd, 1977) is a 

richly illustrated catalogue of a Loan Exhibition from the 

Louvre and other French museums at the Department of Prints 

and Drawings in the British Museum, 1977. Particularly 

instructive are reproductions of drawings by Boucher (39), 

Pierre (41), Vernet (42 and 44), Challe (56), Clerisseau (59, 

Perignon (68). Pillement (70), Lantarat(73), Armand (76), Suvee 
(123), Houel (109 and no), David (128) and Cassas (143 and 

144). French Impressionism and its Origins: Lighting up the 

Landscape (Edinburgh: National Galleries of Scotland, 1986) is 

also a richly illustrated catalogue of an exhibit held there that 

year. The realism visible in both exhibits was, of course, the one 

celebrated by J. Ruskin as he discussed the alleged inferiority of 

the “old” masters in volume I (1843) of his Modern Painters. For 

extracts, see L. Eitner, Neoclassicism and Romanticism 1750— 

1830. Sources and Documents. Volume II. Restoration. Twilight 

of Humanism (Englewood Cliffs, NJ: Prentice Hall, 1970, pp. 

72-73. No less instructive should be a visit to the section on 

landscapes in the newly opened Musee Quai d’Orsay, housing 
19th-century French art. 

82. I refer to the revised edition of his History of Modern Painting 

(London: J. J. Dent; New York: E. P. Dutton, 1907) in which 

illustrations of landscapes by Nasmyth, Fourmois, Clas, Mauve, 

Mesdag, Ecksberg, Vermehren, Melbye, Hagborg, and 
Stschedrin are especially relevant. 

83. Immediately after it had appeared in the bi-weekly Revue des 

Deux Mondes in six instalments between January 1 and March 

r5 ^76, Les Maitres d’autrefois. Belgique—Hollande was pub¬ 
lished by Plon in Paris, to be followed by scores of reprintings 

and translations. References will be to the English translation, 

The Masters of Past Time or Criticism on the Old Flemish and 

Dutch Painters (London: J. J. Dent; New York: E. P. Dutton, 

I9i3)- 
84. Jordan, “Pierre Duhem”, p. 20. 

85. The Masters of Past Time, p. 191. 
86. Ibid., pp. 182 and 185-86. 

87. Ibid., p. 205. 
88. For their reproduction, see E. Carli, Landscape in Art (note 68 

above). 

89. Masters of Past Time, p. 204. 
90. Ibid., p. 135. 
91. Quoted in A. Sensier,^ea« Francois Millet: Peasant and Painter, 

translated by H. De Kay (Boston: J. R. Osgood & Co., 1881), 
p. 176. 

92. In insisting (ibid., p. 225) that “there was no isolated truth”, 
Millet meant much the same. 

93. “I have held it my duty as a scientist as well as my duty as a 

Christian never to cease being the apostle of common sense, the 

sole foundation of all scientific, philosophical, and religious 

certainty”, wrote Duhem in a letter to a friend whose identity 

was not revealed by Emile Picard, perpetual secretary of the 

Academie des Sciences, who first quoted it in his eulogy of 
Duhem. See my Uneasy Genius, p. 259. 

94. Especially in his lectures on German science published in 1915. 
See ibid., pp. 212-14 and 234. 

95. Masters of Past Time, p. 212. 

96. “Quelques reflexions au sujet des theories physiques”, Revue 

des questions scientifiques 32 (1892), p. 156. For a reprint of that 

article see my edition with an introduction of Duhem’s early 
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philosophical writings under the title, Prentices philosophiques 

(Leiden: E. J. Brill, 1987). f 

97. Although the differences between French and English mentality 

were discussed by others in relation to literature and arts, 

Duhem was most original in developing the topic concerning the 

exact sciences. See my Uneasy Genius, pp. 331-32. 

98. Duhem, The Aim and Structure of Physical Theory, p. 64. 

99. Duhem, Les origines de la statique, vol. II, pp. 277-78. 

100. Ibid., pp. 278-79. 

101. Ibid., p. 279. 

102. Ibid. 

103. For further discussion see ch. 15 “Paradigms or Paradigm” in 

my Gifford Lectures, The Road of Science and the Ways to God 

(Chicago: University of Chicago Press, 1978; second paperback 

reprint, 1986). 

104. See Uneasy Genius, pp. 83-84 and 265-67. About this ideal form 

of physical theory Duhem also stated that it was a “kind of a 

synoptic painting or schematic sketch”, ibid., p. 266. 

105. Quoted in Gilson, Painting and Reality, p. 116. 

106. See note 96 above. 

107. Duhem, Etudes sur Leonard de Vinci: Ceux qu’il a lus et ceux qui 

font lu (Paris: Flermann, 1906-1913), vol. I, p. 2. 

108. A remark of his made in a report on the doctoral dissertation of 

one of his students. See Uneasy Genius, p. 135. 

109. Based on a conversation with four octogenarians in Cabrespine 

in June 1982. One of them animatedly said: “The heaven was 

high up and the hell way down!” Efforts to locate that album 

remained fruitless. 

no. See note 45 above. 

hi. Since a road accessible to motor cars did not extend to 

Cabrespine until the late 1920s, it was an act of gallantry on 

Duhem’s part to walk to Villeneuve. Walking along tortuous 

roads provided Duhem with a graphic simile to illustrate the not 

at all straight paths to scientific discoveries in his Etudes sur 

Leonard de Vinci, vol. I, p. 4. 

112. Two areas in the Montagne Noir near Cabrespine. His letter 

was dated April 11 1916. His reference was to Albums XI and 

XII. 

113. This is the reason why the diary, kept by Helene about her and 

Cecile’s holiday and illustrated by Duhem every day with 

humorous sketches, has September 1 for its last entry. 

114. See Uneasy Genius, p. 218. 

115. Paris, Hermann, 1916. 

116. Ibid., pp. 7-8. 
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LIST OF ILLUSTRATIONS AND PLATES 

As was already noted (see p. 18 above), Pierre Duhem 

often did not fill the entire page in his albums with 

drawings. He wanted to enhance time and again the value 

of his drawings by framing them with margins of various 

width on one or several sides. He did so in a great variety 

of ways that reveal his inborn sense for artful proportions 

(I 2 3 4 5 6 75^, 182—185, 193—198). Equally artful was his way of 

indicating in unpretentiously dignified calligraphy the 

subject and date of the drawings in the margins he left as a 

natural frame for them (see for instance 94-96, 100, 123, 

125). He knew also that filling the entire page could give 

emphasis to the strength or fulness of the scenery he was 

drawing (see for instance 141, 146, 205, 220, 221, 227). 

Only on a relatively few occasions are the drawings 

from his Albums I—XII reproduced here with the margins 

and signatures. Most of the time the space available in 

these pages was used in such a way as to render his 

drawings with as little reduction as possible. This meant 

the sacrificing of titles and dates. Only in this way could 

justice be done to his attention to detail which was a chief 

aim of his art as well as of his method in physics. 

His four techniques were pencil, pen, inkwash, and 

aquarelle. With the exception of aquarelle, the other three 

are easily distinguishable in black and white photo-prints. 

Therefore only aquarelles as such are identified in the 

captions to the black and white illustrations. In inkwash 

he worked mostly with shades that ranged from light grey 

to dark black, which on a slightly beige paper can take on 

brownish hues. When he used a basically brownish ink the 

effect came close to a one-tone aquarelle. Plate II, which 

gives in true color what can be seen on 179 in black and 

white print, may convey the measure of esthetic loss 

which results from the reproduction of Duhem’s ink- 

washes in shades of grey. 

Black and white reproductions cannot, of course, do 

justice to that subtly pinkish glow which strikes the eye 

especially from his full-page drawings of massive rocky 

walls, for example 189, 205, 208. The pen strokes of 

various strengths of black seem to enhance greatly the 

special hue of ageing light beige paper. The contrast 

appears as a faint pinkish glow that would hardly be 

reproducible even in the finest color prints. 

In another sense, these pen drawings were far easier to 

reproduce than were the inkwashes, to say nothing of 

drawings in light or fading pencil, a well-known problem 

for photographers. In the case of inkwashes, an always 

painful compromise had to be struck with respect to the 

use of filters. The problem was the choice between detail 

and hues. In coping with this problem, I have received 

much help from Mr Ronald Myzie, Director of 

Educational Media Center at Seton Hall University and 

former Air Force photographer. He also put at my 

disposal on many occasions the Center’s dark room 

facilities with great cordiality and generosity. Mr Richard 

Honig, of Princeton Photographies Inc., was also very 

helpful. 

For the designation of albums in capital letters and 

Roman numerals see pp. 4 and 8 above. The number in 

parentheses after each title indicates the ratio of the size 

of the reproduction to the corresponding area on the 

original. No number is given when the ratio, which is 

given to the first decimal point, is very close to unity. 

1. Soldiers and their tents, signed “1867 pierre”. 
2. Generals in uniform, watercolor, 1870. 

3. Photograph of Pierre Duhem at about seven. 

4. B Porpoises sighted from St Gildas, signed “11 aout 
1874 P. Duhem”. 

5. Two Chinese warriors, 4.8 x 6.1cm, signed “1 fevr. 1874 
P D”. 

6. Photograph of Pierre Duhem at about twelve in the 
uniform of College Stanislas. 

7. Crying boy with broom, 8.5 x 5cm, c 1874. 

8. B Church of St Gildas de Rhuys with adjoining build¬ 
ings, 1874. 

9. Still life, 15 x 18cm, signed “28 juin 1874 P D”. 

10. D Sketches taken on stagecoach-ride from St Gildas to 
St Gildas de Rhuys, 17-22 aout 1875. 

11. D Family outing: Pierre Duhem draws his parents and 
sister, 1875. 

12. D Portrait of Colas, called Pere Ilono, with a resume of 
his pursuits, 1875. 

13. D Oxcarts at the seashore by St Gildas de Rhuys, 1875. 
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i4- D Three local figures in St Gildas de Rhuys, partly in 

watercolor, 1875. 
15. Village feast, 14 x 24cm, c 1875. 

16. D Breton cottage, 1875. 

17. E Study of head for a group of Breton card players, 1876. 
18. E Group of Breton card players, 1876. 

19. E Heads of three brothers, identified as M.B., L.B. and 

J.B., 1876. 
20. E Breton goatherd, 1876. 

21. E Verger in cope, 1876. 
22. Mail delivery, 10.8 x 12.7cm, c 1876. 
23. Small child on a chair, 18.5 x 13cm, c 1876. 

24. Village inn, 10 x 12cm, c 1876. 
25. Horse riders taunted, 6.5 x 7.5cm, c 1876. 

26. Photograph of Pierre Duhem in the uniform of College 

Stanislas, c 1877. 
27. Man seated in an inn, with his pipe and drink, 

20 x 29.5cm, c 1877. 

28. E Young girl (most likely Marie, Duhem’s sister) at the 
piano with instructor (most likely her mother), c 1877. 

29. E Duhem’s father and mother, c 1877. 

30. Paramecium under microscope (700 x ), white tempera on 
black paper, 16.4 x 24.6cm. 

31. Protozoa under microscope (700 x ) , white tempera on 

black paper, 16.4 x 24.6cm. 
32. “Sycon Raphanus, Calcispongiae”, detail, in pen and 

watercolor, 35 x 26.2cm, c 1877. 

33. Title page of handwritten notebook on mushrooms, with 
illustrations in watercolor, c 1877. 

34. “Agarius Muscarius, Fausse oronge, oronge insecticide, 
Carnelle, Septembre 1877”, watercolor, 27.3 x 18.4cm. 

35. “Boletus Scaber, Bolet, ou Cepe Rude”, watercolor, 
26.2 x 19cm (1877). 

36. “Morchella Esculenta, Morille Comestible, St Martin [du 
Tertre] Mai 1877”, watercolor, 25.4 x 17.2cm. 

37. “Agaricus Rachodes, St Martin, Septembre [1877]”, 
watercolor, 27 x 18.6cm. 

38. “Pholiota Radicans, Pholiote a Racines”, watercolor 

(1877?), 25.2 x 17.2cm. 
39. “Polyporus, foret de Carnelle”, watercolor (1877?), 

25.4 x 17cm. 

40. “Nyctalis Parasitica, F.[oret] de Carnelle, Aout 1878”, 
watercolor, 25.5 x 17.2cm. 

41. “Chantarellus Cornucopiodes. Chantarelle en Corne 
d’Abondance”, detail (1877?), watercolor, 25.2 x 17.1cm. 

42. Duhem’s father (Pierre-Joseph Duhem), c 1879, 
22.3 x 15.2cm. 

43. Duhem’s mother (nee Marie-Alexandrine Fabre), on verso 
of 44, 24 x 17.4cm. 

44. Signed “Marie Duhem, dessine par Pierre 1879”. 
45. Self portrait, signed on verso “Pierre Duhem dessine par 

lui meme 1879”, 29 x 19 7cm. 

46. E Men fishing, c 1880. 
47. Man fishing, seated in a chair, 16 x 11.3cm, c 1880. 

48. Self portrait, 41.8 x 26.8cm, c 1880. 
49. Photograph of Pierre Duhem in the uniform of College 

Stanislas, c 1880. 
50. Photograph of Pierre Duhem from a group photo of 

students at the Ecole Normale Superieure, c 1884. 

51-52. The two lives of Jo Recamier, c 1881. 

53-54. Illustrations to a poem by his friend Jo Recamier, 14 

aout 1881, signed “P D”. 

55-62. Postcards of heavy cardboard sent by Duhem to Jo 

Recamier (55 is verso of 56). 
63-66. Scenes of sailor’s life from Recamier Album. 

67. Au Pays des Gorilles, title page, 38.3 x 27.7cm, 1883. 

68. Au Pays des Gorilles, Table Nr. 6, see 75. 
69. Au Pays des Gorilles, Table with no Nr. Arrival of 

President Protopitheck and his committee in Africa, 
16 x 20cm. The size is the same for 70-80. 

70. Au Pays des Gorilles, Table 10. After months of stay in 
Paris gorillas Jokko, Jokka and Jokkina recall happier life in 

Africa to President Protopitheck. 

71. Au Pays des Gorilles, Table 4. Gorilla Jokko’s triumphant 
entry in Paris. 

72. Au Pays des Gorilles, Table 5. Gorilla Jokko ascends to the 
Pantheon. 

73. Au Pays des Gorilles, Table 15. President Protopitheck 
grants citizenship to gorilla Jokko and family. 

74. Au Pays des Gorilles, Table 9. Gorilla Jokko instructs his 
jurors. 

75. Au Pays des Gorilles, Table 6. Chief ministries of France 
administered by gorillas. 

76. Au Pays des Gorilles, Table 7. Banking in the hands of 
gorillas. 

77. Au Pays des Gorilles, Table 14. Student gorillas clamor for 
human rights in classroom. 

78. Au Pays des Gorilles, Table 13. Student gorillas after 
school. 

79. Au Pays des Gorilles, Table 11. Gorilla Jokka sets police 
station on fire. 

80. Au Pays des Gorilles, Table 16. Young gorillas storm the 
barricades. 

81. “La derniere mauvaise action d’un Caricaturiste”, printed 
by G. Tequi, Paris, 23 x 31.2cm, c 1884. 

82. The valley of Cabrespine with its ruined castle, 44 x 61cm, 
1884. 

83. Approach to Cabrespine, 32 x 50.2cm, 1884. 

84. Bridge in the center of Cabrespine, 33 x 40.4cm, 1884. 
85. Same, detail. 
86. “Entree du Parc de St Cloud a Ville d’Avray (1884)”, 

40.8 x 30cm on grey mat of 62.8 x 47.8cm. 

87. Mountain road outside Cabrespine, 60.8 x 44cm, 
1884. 
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88. Copy in pen of oil painting described on mat as “Etretat 

d’apres A. Leloir 1884”, 45.5 x 31.2cm on grey mat of 
62.2 x 47.3cm. 

89. Copy in pen of oil painting by A. Leloir (?), 
43.5 x 24.8cm, 1884(F). 

90. “Entree de Pors Goulphar, Belle Ille, 26 ybre 1888”, 
43.9 x 61cm. 

91. “Roches de Pern. Ouessant, 26 aout 1887”, 44.5 x 61.3cm. 
92. “Les Youc’hs. Ouessant, 8 ybre 1888”, 44.1 x 61.3cm. 

93. “Roc’h Voullard, Ouessant - Creac’h, 2 septembre 
1887”, watercolor, 44.2 x 61.3cm. 

94. I-3 “Heyst, 21 Juillet 1890”. 
95. I-5 “Heyst, 22 Juillet 1890”. 
96. I—15 “Heyst, 30 Octobre 1890”. 

97. I-22 “Rocher Bayard a Dinant, 4 Aout 1891”. 

98. I-27 “Chateau de Walzin, 25 Aout 1891”. 
99. 11—43 “Chateau de Guildo, 3 Oct. 1894”. 

100. I-20 “Bruges. 5 Nov. 1890, Masures de l’Hopital St 
Jean”. 

101. Signed on verso “Heyst, 30 Aout 1892”, 18.6 x 32.8cm 
(detail). 

102. Signed on verso “Blankenberghe, ybre 1892”, 
12.6 x 17cm. 

103. Signed on verso “Heyst 28 aout 1892”, 15.8 x 33.4cm. 
104. Signed on verso “Heyst 1 ybre 1892”, 19 x 27.6cm. 

105. II-2 “Remparts de Lille - Eglise St Andre. Avril 1893”. 

106. II—3 “La Tour Noble. Construite en 1402. Brulee le 
29 mars 1896. Lille 15 avril 1893”. 

107. II-21 “Le Soir, a 1’entree de la Manche. Argenton. 
5 juillet 1894”. 

108. II-32 “Moulin de St Briac. 22 aout 1894”. 
109. II—9 “Le Loch [Morbihan] 5 nov. 1893”. 

110. II-29 “Pointe de la Garde Guerin. 10 aout 1894”. 

hi. 11—47 “Dinan. Rue de Jersual. 13 Octobre 94”. 
112. 11—46 “Dinan. Tour de PHorloge et Rue de la Poisson- 

nerie, 13 Octobre 1894”. 

113. 11—48 “Rennes. Place de Ste Anne. 4 Nov 1894”. 
114. 11—49 “Rennes. Moulin sur l’llle. 4 Novembre 1894”. 

115. Ill—5 “V. La muraille de Larzac au Pas de l’Escalette 
10 Sept [1895] 4 heures”. 

116. Ill—14 “XV. Les Roques Altes vues des environs du 
Maubert 14 ybre 1895 (matin)”. 

117. IV—2 “Le Larzac, pres du Caylar. 8 Aout 1896”. 

118. 111—8 “VIII. La Couvertoirade. n Sept 1895”. 
119. Ill—9 “X. Le Larzac entre la Cavalerie et L’Hospital. 

12 Septembre 7h du matin”. 

120. IV-4 “Le Causse Noir entre le Maubert et Peyreleau. 
11 aout 1896”. 

121. 111—12 “XIII. Montpellier le Vieux, vu de la Serre des 
Nouquettes. 13 ybre 1895 matin”. 

122. 111—16 “XVII. Le Causse Noir, pres du Maubert. 
14 Septembre 1895 (apres-midi)”. 

123. III-22 “XXL Gorges du Tarn. Le pas de Souci. 16 Sept. 
1895 (apres midi)”. 

124. III-24 “XXV. Gorges du Tarn. Le Detroit. 18 Sep¬ 
tembre 1895 (matin)”. 

125. Ill—17 “XVIII. Gorges de la Jonte pres du Rozier. 
Peyreleau. 15 Septembre 1895 (matin)”. 

126. Ill—18 “XIX. Roches du Causse Mejan au dessus de la 
Jonte. 15 Septembre 1896”. 

127. Ill—3 “III. Pegairolles de l’Escalette. 10 Septembre 1895 
iohr”. 

128. 111—27 “XXVIII. Gorges du Tarn. St Chely du Tarn. 
19 Sept. 1895”. 

129. III-26 “XXVII. Gorges du Tarn. Les Pougnadoires. 
19 ybre 1895”. 

130. III-29 “XXX. Gorges du Tarn. Castelbouc, 20 Sep¬ 
tembre 1895”. 

131. IV-14 “Cabrespine, vue du Chemin de St Martin. 
23 Aout 1895”. 

132. IV-20 “Vieux chemin de Cabrespine a Pradelles. 5 ybre 
1895”. 

133. V-5 “Capluc et l’Entree des Gorges du Tarn. 11 Aout 
1896”. 

134. V-10 “Le Ruisseau de Trevesel (Aigoual). 16 Aout 
1896”. 

135. V-i “Le Saut de l’Escalette. 8 Aout 1896”. 
136. V—6 “Roche du Causse Noir au dessus de la Jonte. 

11 Aout 1896”. 

137. V-17 “Un ravin a Moureze. 23 Aout 1896”. 

138. V-11 “Le lit de la Vis, entre Vissec et la Foux. 18 Aout 
1896”. 

139. IV-35 “Le Pouzadou, a Cabrespine. 28 Septembre 1896”. 
140. IV-28 “Les Eyzies. La Laugerie haute. 16 Juillet 1896”. 
141. IV-25 “Une rue des Eyzies. 12 Juillet 96”. 
142. IV—24 “Vallee de la Vezere, pres des Eyzies”. 

143. IV-30 “Ponts naturels de la Cesse a Minerve. Sortie du 
petit pont; vue prise sous le grand pont. 15 Septembre 
1896”. 

144. IV-29 “Gorges du Brian, pres de Minerve. 15 Septembre 
1896”. 

145. IV-32 “Minerve. 16 Septembre 1896”. 

146. IV-22 “Rue des Tanneries a Montignac, 10 Juillet 1896”. 
147. IV-38 “St Emilion. Arceau de la Cadene. 12 Avril 1897”. 
148. IV-26 “Chateau de Beynac. 13 Juillet 1896”. 
149. IV-6 “Brantome - Le Marche. 15 Juillet 1895”. 
150. V-12 “Vallee de la Bueges - Vieux Brissac et Brissac le 

Bas. 20 aout 1896”. 

151. V-13 “St Jean de Bueges. 21 aout 1896”. 
152. VI-i “Rocamadour. 9 Juillet 1897”. 

153. VI-5 “Rocamadour et 1’Hospitalet, vus de la Cote de 
Mazieres. 13 Juillet 1897”. 

154. VI-2 “Une porte de Rocamadour. 9 Juillet 1897”. 

155. VI-6 “Maison a Rocamadour. 12 Juillet 1897”. 
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156. VI-6 “Place de Bretenoux. 15 Juillet 1898”. 

157. VI-12 “La Passe d’Arcachon vue de la Pointe du Sud. 

14 Avril 1898”. 
158. VI-29 “L’Alouette (Pessac). 16 mars 1899”. 
159. VI-26 “La Roquebrou. 16 Juillet 1898”. 

160. VI-34 “Valcarlos. 9 Juillet 1899”. 
161. IX-17 “Le Grand Vignemale vu de la Descente de la 

Hourquette vers le lac de Gaube. 10 Juillet 1901”. 

162. VII-9 “Bois de Paiolive. Ravin de la Glaizasse. 9 

Septembre 1897”. 
163. VII-11 “Gorges de l’Ardeche. Le pont d’Arc. 10 

Septembre 1897”. 
164. VII-42 “Fontarabie, vue des falaises du Figuier”, n.d. 

(c avril 1901). 
165. VII-34 “Sare. Place du jeu de pelote. 15 juillet 1900”. 

166. VIII—8 “Aigues-Mortes. Tour Constance et canal de la 
Gde Roubine. 21 Septembre 1899”. 

167. VII-39 “La Haya. Vue prise du corps de garde de 
Guethary. 7 Avril 1901” (central part). 

168. VIII-10 “Saint-Gilles. 22 Septembre 1899”. 
169. VIII-13 “Les Saintes Marie de la Mer 24 Septembre 

1899”. 
170. ? “St Remy de Provence. Le Mausolee. 21 Sep¬ 

tembre 1905” (possibly part of a page cut out from Album 
X). 

171. VIII—11 “Arles. Les Alyscamps. 22 Septembre 1899”. 

172. VIII—15 “En Camargue. 24 Septembre 1899”. 
173. IX-20 “pres de Guethary. 12 Avril 1903”. 

174. VII I—4 “Montee de Valgorge au Tamargue. 20 Sep¬ 

tembre 1898”. 
175. VIII-16 “Maguelonne. 20 Septembre, 1899”. 
176. VIII—19 “Guethary. 26 Avril 1905”. 
177. VIII—17 “Ruines des Baux. 25 Septembre 1899”. 
178. VIII—18 “Les Baux. 25 Septembre 1899”. 

179. IX-5 “Gorges de la Vis. Madieres, vu du port. 10 

Septembre 1900”. 
180. IX-4 “St Guilhem-le-Desert. L’Eglise, l’Abbaye et le 

Chateau du Verdus. 6 Septembre 1900”. 
181. IX-7 “La Foux (Source de la Vis). 11 Septembre 1900”. 
182. VI-35 “Fontarabie. 14 Juillet 1899”. 
183. IX-i 1 “Luz. Eglise des Templiers. 5 Juillet 1901”. 

184. IX-32 “Pena de Diazas (Vallee d’Arazas), vue de la 
Gorge du Rio Ara. 6 Juillet 1902”. 

185. IX-13 “Gavarnie. 7 Juillet 1901”. 

186. X-i “Les vieux hetres du Battut, a Pradelles Cabardes. 
20 Aout 1904”. 

187. X-2 “Chateigners a Cabrespine. Aout 1904”. 
188. X-22 “Eyguieres. 28 Aout 1906”. 

189. X-12 “Gorges de la Jonte, vues du Capluc. 28 Aout 
1905”. 

190. X-9 “Le Gardon au Pont du Gard. 13 Septembre 
1904”. 

191. X-13 “Gorges de la Jonte (a droite, le village du Truel). 

26 Aout 1905”. 
192. X-18 “Vaucluse. Le Chateau de Petrarque. 22 Aout 

1906”. 
193. X-14 “Falaises du Causse Mejan au dessus de la Jonte. 

31 Aout 1905”. 

194. X-44 “Mas de Marin. Maison du Baile. 24 Oct. 1911”. 

195. X-3 “Graveson. Le Grand portail. 8 Septembre 1904”. 

196. X-24 “Chateau des Baux. 29 Aout 1906”. 
197. X-23 “Chateau des Baux. 29 Aout 1906”. 

198. X-19 “Eygalieres. 27 Aout 1906”. 

199. X-26 “Peyreleau. 8 Septembre 1906”. 
200. X-31 “Falaises du Causse Mejan. 28 Septembre 1906“. 
201. X-28 “Gorges de la Jonte. Les Terrasses. 22 Sept. 1906”. 

202. X-33 “Barbentane. 24 Avril 1907”. 
203. Photograph of Pierre Duhem among his wife’s relatives, 

c 1902. 

204. X-37 “Montmajour. 4 Septembre 1907”. 

205. VII-24 “Route de Rozier aux Vignes. 2 Septembre 

1908”. 
206. VIII-23 “Montpellier le Vieux. 17 Septembre 1907”. 
207. X-39 “Montpellier le Vieux. 23 Septembre 1907”. 
208. X-38 “Bords du Tarn, en amont de Rozier. 19 Sept. 

1907”. 

209. X-42 “Confluent du Tarn et de la Jonte vu du nouveau 

pont de la Muse. 11 Sept. 1908”. 
210. X-43 “Le Tarn en aval du Rozier (au fond le Rocher de 

Capluc et le Causse Noir). 18 Septembre 1908”. 
211. XI—2 “Vallee de Cabrespine, vue du chemin de 

Serremijan. 14 Septembre 1910”. 

212. XI-3 “Vallee de Cabrespine. 26 Septembre 1910”. 
213. XI-22 “Lastour. Le Chateau de Quertinheux. 8 Sep¬ 

tembre 1915”. 
214. XI-7b “Cabrespine. Le vieux chateau. 28 Septembre 

1911”. 
215. XI-7 “Cabrespine. Metairie de Rigas. 19 Sept. 1911” 

(central part). 

216. XI-9 “Cabrespine. Le Moulin de Laval. 27 Septembre 
1912”. 

217. XI-10 “Cabrespine. Dans la Grave. 4 Octobre 1912”. 

218. XI-4. “Le Calmous en amont de Laval. 26 Aout 1911”. 
219. XI-5 “Cabrespine. 18 Aout 1911”. 

220. XI-13 “Le Roc del Lioun. 23 Septembre 1913”. 
221. XI-17 “Montagne de Nore. 11 Octobre 1913”. 

222. XI-19 “Cabrespine, vu des chataigneraies du Bouillous. 

13 Aout 1914”. 
223. XI-21 “La Vallee de Serremijane. 8 Octobre 1914”. 
224. XI-20 “Cabrespine. Le Roc de PAigle et les ruines du 

Chateau, vus des chataigneraies du Bouillous. 29 Aout 
1914”. 

225. XI-18 “Le Roc Pesoul. Cabrespine. 18 Octobre 

1913”- 
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226. XII—5 “Vallee de Cabrespine, vue de St Martin. 24 

Septembre 1915”. 

227. XII-3 “Route de Villeneuve a Cabrespine. Le Malepas. 

25 Aout 1915”. 

228. XI-14 “Cabrespine. Le chemin de St Martin. 22 

Septembre 1913”. 

229. XI-7 (not specified). 

230. XI-i “La Croix d’Estresse, a Cabrespine (au revers, 

Christ en croix). 4 Septembre 1912”. 

23x- XII—6 “La Croix de la Condomine. 21 Aout 1916”. 

232. XII-8 “29 Aout 1916” (most likely the Roc de Lioun, 

drawn on 220, from a different angle). 

233- XII—9 “2 Sept. 1916” (not specified). 

234. Photograph ofPierre Duhem, c 1913, with the wall of the 

old Universite behind him. 

235- Photograph ofPierre Duhem, c 1915, taken in the sitting 

room of l’Oustal des Alegres, his mother’s ancestral home 

in Cabrespine. 

PLATES 
(Watercolors) 

L IX—23 “Le Mont Perdu et le couloir de Tuqerouy vus 

des paturages du Coumelie. 9 Juillet 1902” 

(Frontispiece). 

II- IX-5 “Gorges de la Vis. Madieres, vu du port. 

10 Septembre 1900”. 

III. Unmarked [Clytocibe flaccida] (c 1878) 26.5 x 35cm. 

IV. Unmarked [Boletus edulis - Amanita caesarea] (c 1878), 

composite of two sheets 27.3 x 32cm and 22.8 x 29cm. 

V. (a) “Amanita rubescens. Route des Fourmillons, Aout 

1878”, 27 x 18.5cm. 

(b) “Coprinus atramentarius” (c 1878), 27 x 18.5cm. 

VI. (a) “Boletus Chrysenteron, Bolet Tete d’Or. 

Suspect” (c 1878), 29.5 x 22.8cm. 

(b) Unmarked [Lactarius lilacinus - Gomphidius 

maculatus] (c 1878), 23 x 29.3cm. 

VII. IX-19 “Le Casque du Marbore vu du Col de Tantes. 
8 Juillet 1902”. 

VIII. XI-13 “Montagnes de Salarus vues de la Casa de 
Ordesa (Vallee d’Arazas) 7 Juillet 1902”. 

IX. IX-38 “Fontarabie vue d’Hendaye. 14 Avril 1903”. 

X. IX-42 “La Rhune et la Nivelle - vue prise de la route 

de St Jean de Luz a Ascain. 6 Avril 1904”. 

Watercolor on dust jacket: “Falaises de Bidart et Cote des 

Basques. 12 Avril 1903” IX-36. 

The logo on the title page is a sketch (3.5 x 2.5cm) on the verso 

of45- 
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To ,y\iaJUe tAlmJelei/rie (/al/el/, 

chief support of the ageing ?^7te/jesnes £2)/t/?^rrty, 

■&>/<eAA£s only child, and her assurance 

about the safety of her father’s cultural bequest, 

including his artwork, that provided the largest part 

of this Album. 
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ILLUSTRATIONS 





til 

i. Soldiers and their tents, signed “1867 pierre” (0.9). 

2. Generals in uniform, watercolor, 1870 (0.9). 

3- 

Photograph of Pierre 
Duhem at about seven 
(1.2). 
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4 

B Porpoises sighted from St Gildas, signed 

“i i aout 1874 P. Duhem” (0.7). 

7- 

Crying boy with broom, 8.5 x 5cm, 

c 1874 (0.6). 

1 

F P - 
7 <*7* 

5- 

Two Chinese warriors, 4.8 x 6.1cm, 

signed “1 fevr. 1874 P D” (0.9). 

Photograph of Pierre Duhem at about twelve 

in the uniform of College Stanislas. 

8. 

B Church of St Gildas de Rhuys with adjoining 

buildings, 1874 (0.5). 
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9. Still life, 15 x 18cm, signed “28 juin 1874 P D” (0.7). 

10. D Sketches taken on stagecoach-ride from St Gildas to St Gildas de Rhuys, 17-22 aout 1875 (0.8). 
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II. 

D Family outing: Pierre Duhem draws his parents 

and sister, 1875 (0.6). 

12. 

D Portrait of Colas, called Pere Ilono, with 

a resume of his pursuits, 1875 (0.8). 
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13- D Oxcarts at the seashore by St Gildas de Rhuys, 1875 (0.6). 

14* D Three local figures in St Gildas de Rhuys, partly in watercolor, 1875 (0.7). 

43 



i6. D Breton cottage, 1875 (0.6). 

44 



17- E Study of head for a group of Breton card players, 1876 (0.8). 

18. E Group of Breton card players, 1876 (0.5). 

45 



19- E Heads of three brothers, identified as M.B., L.B. and J.B., 1876 (0.8). 
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22. 
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25- 

Horse riders taunted, 6.5 x 7.5cm, c 1876 (0.8). 

26. 

Photograph of Pierre Duhem in the uniform 
of College Stanislas, c 1877. 

27- 

Man seated in an inn, with his pipe and drink, 

20 x 29.5cm, c 1877 (0.3). 
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28. E Young girl (most likely Marie, Duhem’s sister) at the piano 

with instructor (most likely her mother), c 1877 (0.6). 

29. E Duhem’s father and mother, c 1877 (0.6). 
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30- 

31- 

Protozoa under microscope (700 x ), 
white tempera on black paper, 

16.4 x 24.6cm (0.6). 

Paramecium under microscope (700 x ), 
white tempera on black paper, 16.4 x 24.6cm (0.6). 

50 



32. 

“Sycon Raphanus, Calcispongiae”, detail, in pen 

and watercolor, 35 x 26.2cm, c 1877 (0.8). 

33- 

Title page of handwritten notebook on mushrooms, 

with illustrations in watercolor, c 1877 (0.9). 
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34- 

“Agarius Muscarius, Fausse oronge, oronge insecticide, 

Carnelle, Septembre 1877”, 
watercolor, 27.3 x 18.4cm (0.7). 

35- 

52 

“Boletus Scaber, Bolet, ou Cepe Rude”, 
watercolor, 26.2 x 19cm (1877) (0.7). 



36- 

“Morchella Esculenta, Morille Comestible, 
St Martin [du Tertre] Mai 1877”, 
watercolor, 25.4 x 17.2cm (0.7). 

“Agaricus Rachodes, St Martin, Septembre [1877]”, 

watercolor, 27 x 18.6cm (0.8). 
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38- 

39- 

“Polyporus, foret de Carnelle”, watercolor (1877?), 

25.4 x 17cm (0.8). 

“Pholiota Radicans, Pholiote a Racines”, 

watercolor (1877?), 25.2 x 17.2cm (0.8). 
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40. 

“Nyctalis Parasitica, F.[oret] de Carnelle, Aout 1878”, 
watercolor, 25.5 x 17.2cm (0.9). 

41. 

“Chantarellus Cornucopiodes. Chantarelle 

en Corne d’Abondance”, detail (1877?) 
watercolor, 25.2 x 171cm (0.9). 
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42 

Duhem’s father (Pierre-Joseph Duhem), 

c 1879, 22.3 x 15.2cm (0.8). 

( 
NJ 

. *8} 3. 

43- 

Duhem’s mother (nee Marie-Alexandrine Fabre), 

on verso of 44, 24 x 17.4cm (0.9). 

p* 
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44 

Signed “Marie Duhem, dessine par Pierre 1879”, 

24 x 17.4cm (0.6). 

45- 

Self portrait, signed on verso “Pierre Duhem 
dessine par lui meme 1879”, 29 x 19.7cm (0.5). 
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48. 

Self portrait, 41.8 x 26.8cm, c 1880 (0.8). 

49- 

Photograph of Pierre Duhem in the 

uniform of College Stanislas, 
c 1880. 

50. 

Photograph of Pierre Duhem from a group photo of 

students at the Ecole Normale Superieure, c 1884. 
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5i- 

51-52. The two lives of Jo Recamier, c 1881. 

52. 
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53~54- Illustrations to a poem by his friend Jo Recamier, 14 aout 1881, signed “P D” (1.6). 



55-62. Postcards of heavy cardboard sent by Duhem 
to Jo Recamier (55 is verso of 56) (0.7). 
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PARIS 

E. DENTU, ED IT EUR 
I'AI.AIS ROYAL il. 17, 19, OAI.HRII: D‘ORU:ANS 

iSS’, 

68. 

Au Pays des Gonlles, Table Nr. 6, see 75 (0.4). 

67. 

Au Pays des Gonlles, title page, 

38.3 x 27.7cm, 1883 (0.4). 

AU PAYS DES GORILI.ES (Europi-.) 

G 

JOKKO LE GORILLE 

Wlas! si k basard dti sort 

Eut fait mitre <) Paris ma turn, 

La Commune aidant man essor, 

J'avais ma place au minis tire ! 

Voyons pour quel dipart emeu t 

M'clU design! ma competence ? 

Moi, je le dis tris carriment, 

faurais bienldt Jlambi finance. 

si men pal 

Injuste sort! 

Sa competence 

Dans la finance 

liiit pris Lessor. 
ess nsi 111. f 

SAPAJOVKOFF 

Injuste sort! 

I’d, cours en France, 

Flambe finance 

Ft prends Lessor. 

Sorter, mes drilles, 

I)e vos abris; 

Tons (1 Paris, 

V<ne\, Gorilla! 
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6g. 

Au Pays des Gonlles, Table with no Nr. 
Arrival of President Protopitheck and 

his committee in Africa, 16 x 20cm (0.7) 

The size is the same for 70-80. 

70. 

Au Pays des Gonlles, Table 10. After months 

of stay in Paris gorillas Jokko, Jokka and 
Jokkina recall happier life in Africa to 
President Protopitheck. 
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71- 

Au Pays des Gonlles, Table 4. 
Gorilla Jokko’s triumphant entry 

in Paris. 

72- 

Au Pays des Gorilles, Table 5. 
Gorilla Jokko ascends to the Pantheon. 
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LIBERTE EGALITE FRATERKITE 

73- 

Au Pays des G or tiles, Table 15. 
President Protopitheck grants citizenship 

to gorilla Jokko and family. 

£|T0YENS JUres. 1 
LA LOI EXCLUT DlEU DU PRETOIfT; 

VOUSEN EXCLUREZle GENOARMEeiitcodePenal 

Mon client arbrevigoureuxoel»forethumaine 

A VECUAUXOEPENS 01CEOUI I'ENTOURAIT 
|L A POUR LUI LA SCIENCE OES HOMMES. 

ET LA MORALE OES SINGES. 

74- 

Au Pays des Gonlles, Table 9. 
Gorilla Jokko instructs his jurors. 
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75- 

Au Pays des Gorilles, Table 6. 
Chief ministries of France administered 

by gorillas. 

76. 

Au Pays des Gorilles, Table 7. 
Banking in the hands of gorillas. 

I 

L EllNCELLE 

Comp^'d'Eclairaqe 
fondee au 

Capital de 

5.000.000.000.000.000 
Pour extraire la lumiere 
des Caiilqux ou Rhone 

Acno/rs 

Les CoeursSolides 
Comp n.,ed Assu ra nces 

conEre le 

COMPAGNIE DfiTUNNOS 

SOUS-OCEANIENS 
B0R0EAUX BUENOSAlRES 

CAPITAL 

8.000.000.000000 
C9-Cde Navigation 

AERIENNE 
Societe pour la Fabric 

de BALLONS 
S enlevanta la DYNAMITE; 
Cap. 1.000.000.000.000.: 

Societe pour i 
L’EXPLOITATION 

oes Mines de r 

Cl RAGE 

L'AFRIQuYeQUATOR1' 
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77- 

Au Pays des Gorilles, Table 14. 
Student gorillas clamor for human 
rights in classroom. 

78. 

Au pays des Gorilles, Table 13. 
Student gorillas after school. 
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79- 

Au Pays des Gorilles, Table 11. 
Gorilla Jokka sets police station on fire. 
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81. 

“La derniere mauvaise action d’un Caricaturiste”, printed by G. Tequi, Paris, 23 x 31.2cm, c 1884 (0.7). 
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82. The valley of Cabrespine with its ruined castle, 44 x 61cm, 1884 (0.2). 

83. Approach to Cabrespine, 32 x 50.2cm, 1884 (0.3). 
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86 

87- 

Mountain road outside Cabrespine, 
60.8 x 44cm, 1884 (0.2). 

“Entree du Parc de St Cloud a Ville d’Avray (1884)”, 
40.8 x 30cm on grey mat of 62.8 x 47.8cm (0.3). 
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88 

■. / .,:L .. . ^ms 

89. 

Copy in pen of oil painting by A. Leloir (?), 
43.5 x 24.8cm, 1884(F) (0.3). 

Copy in pen of oil painting described on mat as 

“Etretat d’apres A. Leloir 1884”, 45.5 x 31.2cm 
on grey mat of 62.2 x 47.3cm (0.3). 
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9o 

“Entree de Pors Goulphar, 

Belle Ille, 26 7bre 1888”, 
43.9 x 61cm (0.2). 

91. 

“Roches de Pern. Ouessant, 

26 aout 1887”, 
44.5 x 61.3cm (0.2). 
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92 

“Les Youc’hs. Ouessant, 
8 7bre 1888”, 

44.1 x 61.3cm (0.2). 

93- 

“Roc’h Voullard, Ouessant - 

Creac’h, 2 septembre 1887”, 
watercolor, 
44.2 x 61.3cm (0.2). 
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94- 

I~3 “Heyst, 21 Juillet 1890” (0.6). 
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95 

-Heyst 

-30 Ot-teir, 
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98. 

I-27 “Chateau de Walzin, 25 Aout 1891” (0.7). 

97- 

I-22 “Rocher Bayard a Dinant, 4 Aout 1891” (0.7). 

IBM! 
Isifi 
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ioo. I-20 “Bruges. 5 Nov 1890. Masures de l’Hopital St Jean” (0.7). 
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IOI 

Signed on verso “Heyst, 

30 Aout 1892”, 
18.6 x 32.8cm (detail) (0.6). 

102. 

Signed on verso 
“Blankenberghe, 
7bre1892”, 

12.6 x 17cm (0.8). 
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103- Signed on verso “Heyst 28 aout 1892”, 15.8 x 33.4cm (0.4). 

104. Signed on verso “Heyst 1 7bre 1892”, 19 x 27.6cm (0.5). 
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105- 

11-2 “Remparts de Lille - 

Eglise St Andre. 

Avril 1893” (0.5). 

106. 

11—3 “La Tour Noble. 
Construite en 1402. 

Brulee le 29 mars 1896. 
Lille 15 avril 1893” (0.6). 
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107. 11—21 “Le Soir, a l’entree de la Manche. Argenton. 5 juillet 1894” (0.6). 

108. II-32 “Moulin de St Briac. 22 aout 1894” (0.6). 
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109- 

II-9 “Le Loch [Morbihan] 5 nov. 1893” (0.7). 
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110. 

89 

II-2Q “Pointe de la Garde Guerin. 10 aout 18Q4" (o.S) 



Ill 

112. 

11—46 “Dinan. Tour de l’Horloge 

et Rue de la Poissonnerie, 
13 Octobre 1894” (0.8). 

II—47 “Dinan. Rue de Jersual. 13 Octobre 94” (0.9). 

t u a / l. 
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115. 111—5 “V. La muraille de Larzac au Pas de l’Escalette 10 Sept [1895] 4 heures” (0.5). 

116, 111—14 “XV. Les Roques Altes vues des environs du Maubert 14 7bre 1895 (matin)” (0.5). 
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n8. Ill—8 “VIII. La Couvertoirade. n Sept 1895” (0.5). 

117. IV—2 “Le Larzac, pres du Caylar. 8 Aout i896”(o.5). 
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119. III—q “X. Le Larzac entre la Cavalerie et L’Hospital. 12 Septembre 7h du matin” (0.5). 

120. IV-4 “Le Causse Noir entre le Maubert et Peyreleau. 11 aout 1896” (0.6). 
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121 

111—12 “XIII. Montpellier 
le Vieux, vu de la Serre des 

Nouquettes. 13 7bre 1895 
matin” (0.4). 

122. 

III-16 “XVII. Le Causse 
Noir, pres du Maubert. 

14 Septembre 1895 
(apres-midi)” (0.4). 
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XXI . 

v-rorqes du Tarn. 
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123. 

Ill—22 “XXI. Gorges du Tarn. 

Le pas de Souci. 16 Sept. 1895 

(apres midi)” (0.5). 

124. 

Ill—24 “XXV. Gorges du Tarn. 
Le Detroit. 18 Septembre 1895 

(matin)” (0.4). 
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125. 

Ill—17 “XVIII. Gorges de la Jonte 
pres du Rozier. Peyreleau. 15 Septembre 
1895 (matin)” (0.5). 

126. 

111— r 8 “XIX. Roches du Causse 
Mejan au dessus de la Jonte. 

15 Septembre 1896” (0.4). 
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128. 

111—27 “XXVIII. Gorges du Tarn. St Chely 

du Tarn.iq Sept. i8q5”(o.7). 

127. 

111—3 “HI. Pegairolles de l’Escalette. 

10 Septembre 1895 tohr” (0.7). 

98 



HI-26 “XXVII. Gorges du Tarn. 

Les Pougnadoires. 19 7bre 1895” (0.6) 

130. 

III-29 “XXX. Gorges du Tarn. Castelbouc, 
20 Septembre 1895” (0.6). 
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I3I- 

IV-14 “Cabrespine, vue 
du Chemin de St Martin. 

23 Aout 1895” (0.5). 

132. 

IV-20 “Vieux chemin 
de Cabrespine a Pradelles. 

5 7bre 1895” (0.4). 
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133- 

V—5 “Capluc et FEntree 

des Gorges du Tarn. 

11 Aout 1896” (0.4). 
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134- 

V-io “Le Ruisseau de Trevesel 
(Aigoual). 16 Aout 1896” (0.4). 
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138. 

V--ii “Le lit de la Vis, 

entre Vissec et la Foux. 
18 Aout 1896” (0.4). 
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i39- 

IV-35“Le Pouzadou, a Cabrespine. 28Septembre 1896” (0.7). 

104 



IV-28 “Les Eyzies. La Laugerie haute. 16 Juillet 1896” (0.7). 
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141. IV-25 “Une rue des Eyzies. 12 Juillet 96” (0.7). 
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142 

IV-24 
“Vallee de la Vezere, 
pres des Eyzies” (0.4) 

M3- 

IV-30 “Ponts naturels de la Cesse a Minerve. 
Sortie du petit pont; vue prise sous le grand pont. 
15 Septembre 1896” (0.5). 

107 



144- 

IV-29 “Gorges du Brian, pres de Minerve. 15 Septembre 1896” (0.7). 
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i45- 

IV-32 “Minerve. 16 Septembre 1896” (0.7). 
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146. IV—22 “Rue des Tanneries a Montignac, 10 Juillet 1896 (0.7) 



147- IV—38 “St Emilion. Arceau de la Cadene. 12 Avril 1897” (0.7) 
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148. IV-26 “Chateau de Beynac. 13 Juillet 1896” (0.4). 

149. IV-6 “Brantome - Le Marche. 15 Juillet 1895” (0.5). 
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150. V-i2 “Vallee de la Bueges - Vieux Brissac et Brissac le Bas. 20 aout 1896” (0.5). 

151. V-13 “St Jean de Bueges. 21 aout 1896” (0.5). 



152. 

VI-i “Rocamadour. 

9 Juillet 1897” (0.4). 

153. VI-5 “Rocamadour et l’Hospitalet, vus de la Cote de Mazieres. 13 Juillet 1897” (0.5). 
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156. 

VI-6 “Place de Bretenoux. 

15 Juillet 1898” (0.5). 

157- 

VI-12 “La Passe d’Arcachon 
vue de la Pointe du Sud. 
14 Avril 1898” (0.5). 

116 



i58. 

VI-29 “L’Alouette (Pessac). 

16 mars 1899” (0.6). 

i59- 

VI-26 “La Roquebrou. 
16 Juillet 1898” (0.5). 

T 7 



i6o. 

161. 

IX-17 “Le Grand Vignemale vu de la Descente 

de la Hourquette vers le lac de Gaube. 
10 Juillet 1901” (0.5). 

VI-34 “Valcarlos. 9 Juillet 1899” (0.5). 
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164. VII-42 “Fontarabie, vue des falaises du Figuier”, n.d. (c avril 1901) (0.6). 
165. VII-34 “Sare. Place du jeu de pelote. 15 juillet 1900” (0.7). 
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i66. 

VIII—8 “Aigues-Mortes. 
Tour Constance et canal 
de la Gde Roubine. 

2i Septembre 1899” (0.6). 

167. 

VII-39 “La Haya. 
Vue prise du corps 

de garde de Guethary. 
7 Avril 1901” (central part). 

121 



169. 

VIII—13 “Les Saintes Marie de la Mer 

24 Septembre 1899” (0.7). 

168. 

VIII-10 “Saint-Gilles. 

22 Septembre 1899” (0.7). 

122 



IJO. 

? “St Remy de Provence. Le Mausolee. 
21 Septembre 1905” (0.6) 

(possibly part of a page 
cut out from Album X). 

171. 

VIII—11 “Arles. Les Alyscamps. 
22 Septembre 1899” (0.6). 
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172. 

VIII—15 “En Camargue. 24 Septembre 1899” (0.7). 
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i73- 

IX—20 “pres de Guethary. 12 Avril 1903” (0.8). 

125 



174- VIII—4 “Montee de Valgorge au Tamargue. 20 Septembre 1898” (0.7). 
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175- VIII—16 “Maguelonne. 20 Septembre, 1899” (0.6). 

176. VIII-19 “Guethary. 26 Avril 1905” (0.5). 
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177- 

VII I—17 “Ruines des Baux. 25 Septembre 1899” (0.7). 
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178. 

VIII—18 “Les Baux. 25 Septembre 1899” (0.7). 
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179- 

IX~5 “Gorges de la Vis. Madieres, vu du port, io Septembre 1900” (0.7). 

130 



i8o 

IX—4 “St Guilhem-le-Desert. L’Eglise, 
i’Abbaye et le Chateau du Verdus. 

6 Septembre 1900” (0.4). 

181. 

IX—7 “La Foux 

(Source de la Vis). 

11 Septembre 1900” (0.6). 

131 



182. 

VI-35 “Fontarabie. 

14 Juillet 1899” (0.5). 

183. 

IX—11 “Luz. Eglise 
des Templiers. 

5 Juillet 1901” (0.6). 

132 



184 

IX-32 “Pena de Diazas (Vallee d’Arazas), 

vue de la Gorge du Rio Ara. 

6 Juillet 1902” (0.4). 

133 



i86. 

X-i “Les vieux hetres du Battut, a Pradelles Cabardes. 20 Aout 1904” (0.7). 
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188. 

X—22 “Eyguieres. 28 Aout 1906” (0.7). 

136 



189. 

I 

X-12 “Gorges de la Jonte, vues du Capluc. 28 Aout 1905” (0.7) 



190. 

X~9 “Le Gardon au Pont du Gard. 
13 Septembre 1904” (0.5). 

191. 

X-13 “Gorges de la Jonte 
(a droite, le village du Truel). 

26 Aout 1905” (0.6). 

138 



192. 

X-i8 “Vaucluse. 
Le Chateau de Petrarque. 
22 Aout 1906” (0.6). 

139 



140 



196 

X-24 “Chateau des Baux. 
29 Aout 1906” (0.5). 

197. 

X-23 “Chateau des Baux. 
29 Aout 1906” (0.5). 

141 



198. 

X-ig “Eygalieres. 

27 Aout 1906” (0.5). 

199. 

X-26 “Peyreleau. 
8 Septembre 1906” 

(o-5)- 

142 



200. 

X-31 “Falaises du Causse Mejan. 
28 Septembre 1906” (0.5). 

201. 

X-28 “Gorges de la Jonte. 
Les Terrasses. 
22 Sept. 1906” (0.6). 

143 



203. Photograph of Pierre Duhem among his 

wife’s relatives, c 1902. 
202. X-33 “Barbentane. 24 Avril 1907” (0.5). 

204. 

X-37 “Montmajour. 

4 Septembre 1907” (0.5). 

144 





206. 

VIII-23 “Montpellier le Vieux. 17 Septembre 1907” (0.7). 

146 



208. 

X-38 “Bords du Tarn, en amont de Rozier. 

19 Sept. 1907” (0.5). 
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207. X-39 “Montpellier le Vieux. 23 Septembre 1907” (0.5). 

147 



209- X-42 “Confluent du Tarn et de la Jonte vu du nouveau pont de la Muse. 11 Sept. 1908” (0.8). 

148 



2io. X~43 “Le Tarn en aval du Rozier (au fond le Rocher de Capluc et le Causse Noir). 18 Septembre 1908” (0.7). 

149 



211 

XI—2 “Vallee de Cabrespine, vue du chemin 

de Serremijan. 14 Septembre 1910” (0.5). 

212. 

XI-3 “Vallee de Cabrespine. 

26 Septembre 1910” (0.5). 
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213 

XI—22 “Lastour. Le Chateau de Quertinheux. 
8 Septembre 1915” (0.4). 

214. 

XI~7b “Cabrespine. Le vieux chateau. 

28 Septembre 1911” (0.5). 

151 



215- 

XI-7 “Cahrespine. Metairie de Rigas. 
19 Sept. 1911” (central part) (0.9). 

216. 

XI-9 “Cahrespine. Le Moulin de Laval. 

27 Septembre 1912” (0.5). 
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217- XI-io “Cabrespine. Dans la Grave. 4 Octobre 1912” (0.7). 

153 



2i8. XI 4. “Le Calmous en amont de Laval. 26 Aout 1911” (0.7). 

154 



219. XI-5 “Cabrespine. 18 Aout 1911” (0.7). 

155 



220. 

XI-I3 “Le Roc del Lioun. 23 Septembre 1913” (0.7). 

156 



221. 

XI-I7 “Montagne de Nore. n Octobre 1913” (0.7). 

157 
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222. 

XI-19 “Cabrespine, vu des chataigneraies du Bouillous. 13 Aout 1914” (0.8). 
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223. 

XI—2i “La Vallee de Serremijane. 8 Octobre 1914” (0.7). 
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224- 

i6o 
XI—20 “Cabrespine. Le Roc de l’Aigle et les ruines du Chateau, vus des chataigneraies du Bouillous. 

29 Aout 1914” (0.7). 



225. XI-i8 “Le Roc Pesoul. Cabrespine. 18 Octobre 1913” (0.7). 

226. XIi-5 “Vallee de Cabrespine, vue de St Martin. 24 Septembre 1915” (0.5). 
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227- 

162 

XII-3 “Route de Villeneuve a Cabrespine. Le Malepas. 25 Aout 1915” (0.8) 



228. 

XI-I4 “Cabrespine. 
Le chemin de St Martin. 
22 Septembre 1913” (0.5). 

229. 

XI-7 (not specified). 



230. 
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XI-i “La Croix d’Estresse, 

a Cabrespine (au revers, 
Christ en croix). 

4 Septembre 1912” (0.6). 

231. 

XII-6 “La Croix de la Condomine. 
21 Aout 1916” (0.7). 
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232 

XI I—8 “29 Aout 1916” (most likely the Roc de Lioun, 
drawn on 220, from a different angle) (0.4). 

233- 

XII-9 “2 Sept. 1916” 
(not specified) (0.4). 

165 



234 

Photograph of Pierre Duhem, c 1913, 
with the wall of the old Universite behind him. 

235- 

Photograph of Pierre Duhem, c. 1915, 
taken in the sitting room of l’Oustal des Alegres, 
his mother’s ancestral home in Cabrespine. 
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Someone who had immense ability in both 
physics and art and was therefore an exception to 
the rule was Pierre Duhem whose stature as a 
theoretical physicist and as a philosopher and 
historian of science has not ceased to grow ever 
since his death in 1916 at the age of fifty-five. 

The vastness of his publications in those fields is 
matched by well over four hundred landscapes, the 
principal part of his artistic output. A substantial 
number of these is presented in this album by 
Stanley L. Jaki who, in his Uneasy Genius: The Life 
and Work of Pierre Duhem, has already given a 
glimpse of Duhem the artist. In this special study 
Professor Jaki draws a detailed parallel between 
Duhem’s ideas on physics and his landscapes. He 
shows, by citing many passages from Duhem’s 
writings, that the mathematically abstract and 
the visually concrete can convey a similar mes¬ 
sage if both stem from a consistent commitment 
to realism. He also puts Duhem the landscapist 
in the context of a dignified realism that has 
never been absent in the long history of landscape 
painting. 

Duhem’s landscapes reflect strength, balance 
and dignity although they were inspired by a wide 
variety of scenes: the rugged coasts of Brittany, the 
gentle banks of the Meuse, the broad plains around 
Lille, the prehistoric valleys of the Dordogne and 
the Brian, the gorges of Tarn and La Jonte, the arid 
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