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Elements of this book have been presented publicly, and I should thank all those
who listened and responded to my work at the College Art Association, the Getty
Research Institute, the Midwest Art History Society, the Nineteenth-Century French
Studies Annual Colloquium, and the Nineteenth Century Studies Conference. A shorter
version of chapter 1 appeared under the title “The Motionless Look of a Painting: Jules

Bastien-Lepage, Les Foins, and the End of Realism” in Art History 37, no. 1 (February 2014):
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38-67; chapter 4 was published in slightly different form as “Heroic Indolence: Realism
and the Politics of Time in Raffaélli’s Absinthe Drinkers” in The Art Bulletin 9o, no. 2 (June
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improved my analysis. Likewise the peer review at Yale University Press helped enor-
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entire manuscript. All the way through, as this book no doubt shows, Fried’s command of
period-specific art criticism and his account of the historical genesis of Modernism have
informed my thinking and writing about nineteenth-century Realist painting.
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Cronan have been my key interlocutors during the genesis and realization of this book,
and both of them have offered bountiful friendship and intellectual camaraderie. Kevin
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ject and for facilitating Jameson’s response. The opportunity helped me refine some
thoughts about Realism and time, and elements of my review consequently reappear in the
introduction of this book. Very generously, Bridget Alsdorf took time to read the entire
manuscript at a late stage and gave extremely productive and insightful remarks when it
mattered most. Her subtlety of thought and keen eyes have made me look afresh at each of
the paintings I treat in this book.

At Yale University Press, Katherine Boller has been especially supportive since we
first discussed the possibility of this book. Since then, Amy Canonico, Heidi Downey,
Mary Mayer, and Tamara Schechter have offered vital assistance with its production.

The attentive copyediting of Linda Truilo has made the text much clearer.

Finally, the contributions of my family have proved to be foundational and enduring.
My grandmother, Frances Young, read parts of the text and provided essential support. My
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