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Figure 14.6a False-colour SEM backscattered electron image of paint made with lead 
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Figure 15.1 P.P. Rubens, The triumph of Rome: the youthful emperor Constantine 
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Oil on panel, 54 x 69 cm (h x w). Inv. 837, Royal Picture Gallery Mauritshuis, 
The Hague. 
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Figure 15.2 Detail of Figure 15.1 
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Oil on panel, 104 x 78 cm (h x w). Inv. 1856, National Gallery of Denmark, 
Copenhagen 
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