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Photography by Other Means? The Engravings of 

Ferdinand Gaillard 

Stephen Bann 

[Gaillard's] ideal would seem to have been a sort of hand 

made daguerreotype... .?William M. Ivins Jr., Prints and 

Visual Communication, 19531 

It is the summer of 1863. The Parisian public has recently 
witnessed an 

unprecedented event in the administration of 

the annual salon. At Emperor Napol?on IIP s personal insis 

tence, the works rejected by the salon jury have been placed 
on 

display in a separate exhibition, situated adjacent to the 

official show, and issued their own 
special catalog. The occa 

sion rapidly calls to mind one 
painting in particular that was 

afforded this unparalleled status: Edouard Manet's D?jeuner 
sur l'herbe, then passing under the equally enigmatic tide of Le 

bain. But the seasoned critic Philippe Burty, writing in the 

issue of the Gazette des Beaux-Arts that was 
published 

on Au 

gust 1, 1863, was not concerned with that subsequently 
no 

torious herald of modernism, which had been passed over 

without comment in the preceding article by his colleague 
Paul Mantz on the works exhibited in the additional salon.2 

He was 
reporting 

on the current state of engraving and 

lithography?graphic 
arts that were themselves undergoing 

no less momentous a shift in aesthetic paradigms. It was with 

this context in mind that he drew attention to a particular 

exhibit by a young engraver: 

Alas! it was in the rooms reserved for works exhibited by 
order of the Emperor that one had to seek out a portrait 

by one of the brothers Bellini, engraved by M. Ferdinand 

Gaillard with a religious care. Was the jury pretending to 

punish in this young exhibitor an act of insubordination 

by 
a former Rome student, since M. Gaillard carried off 

the premier grand prix in 1856? We know nothing of this; 

but, certainly, his Bellini portrait [Fig. 1] with its deeply 
interrogative eye, its full lips, its austere and soft line, had 

been treated in a delicate and close-knit fashion which, 

while it voluntarily abstained from vigorous tone, relo 

cated the whole effect and the whole impression in the 

rendering of the model and the scrupulous draftsman 

ship. Is this the time to discourage through inexplicable 
constraints talents that are as classic and as sincere as that 

of M. Ferdinand Gaillard?3 

Burty proved farsighted in singling out the work of an artist 

who would tread a lonely path to become the most famous 

burin engraver of his times: in the authoritative judgment of 

F?lix Bracquemond, writing in 1889, two years after Gaillard's 

death, he was a "continuer and renovator of burin engraving, 

adding to it an originality distinctive to his work," whose 

"superiority" 
no one could challenge.4 Burty 

was also quite 

aware, at the outset of this unique career, of the paradox 

implicit in Gaillard's working methods, not least in view of his 

impeccable academic credentials. Born in 1834, the son of a 

blacksmith from the Jura who established himself as a factory 

worker in Paris, Gaillard had obtained entry into the presti 

gious studio of L?on Cogniet at the Ecole des Beaux-Arts 

because of his extraordinary talent for drawing, and in 1856 

he won the Grand Prix de Rome for engraving, with its 

reward of an extended stay in Italy and a base at the Villa 

Medici.5 To be selected by the Acad?mie des Beaux-Arts for 

this honor was to be assimilated to a great tradition of French 

engravers that dated back to the seventeenth century and had 

supported 
a consistent ideology 

over the two intervening 

centuries to a 
degree unmatched by any of the other visual 

arts.6 French engraving in the classic manner still meant, 

even as late as the 1850s, reproductive engraving?a disci 

pline in which, as Alexandre Tardieu hyperbolically stated in 

1831, the engraver was fated to remain the "slave" of the artist 

selected for 
reproduction.7 

More moderate commentators 

conveyed the process as one of "translation," whereby the 

character and nuances of the original work were reinter 

preted through the specific techniques of engraving. 
At the time of Burty's review, the Gazette des Beaux-Arts was 

on the point of enlisting this young printmaker who merited 

the approval of one of their leading critics. Yet when Gail 

lard's first commissioned engraving was published in the 

issue appearing on October 1, 1863, it turned out to be a 

much less challenging print than the portrait after Giovanni 

Bellini. The occasion for its publication 
was an article on the 

career of Horace Vernet, who had died the previous year, 

after half a century of prominence in the annals of French 

painting. In engraving a drawing of Vernet, the former direc 

tor of the French Academy in Rome, by his son-in-law the late 

Paul Delaroche, Gaillard performed an act of homage to the 

institution whose hospitality he himself had enjoyed, and he 

did so in a manner 
congenial 

to the admirers of traditional 

burin engraving. His Vernet portrait (Fig. 2) offers a close 

equivalent in engraved line for the established techniques of 

drawing, with parallel lines to create texture and dense cross 

hatching to suggest depth, but at the same time it exploits the 

scale of black and white to a degree hardly achievable 

through the resources of the draftsman. By comparison, the 

Bellini portrait ostentatiously paraded what had already been 

judged as unpardonable failings three years before, in 1860, 
when Gaillard was treated to a hostile academic report on his 

earlier, leftward facing version of the subject, produced 
to 

ward the end of his period at Rome: 

The engraving is soft to look at; the cuts juxtaposed, 
close-knit, meticulous, precious, with no 

crossings, beto 

ken a light and patient hand. It is probable that this is the 

work of dry-point and not burin. The effect is vague and 

downy, and the planes, succeeding 
one another in nu 

ances that can 
scarcely be apprehended, become confused 

in a vague and uniform tint. You would say it was like 

steam that could be blown away.8 
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1 Ferdinand Gaillard, Portrait of a 

Young Man, burin engraving after 

Giovanni Bellini, fourth state of five, 
avant la lettre, signed with drypoint, 
1863, 6V? X 4% in. (16.5 X 12 cm). 

Private collection (artwork in the 

public domain) 

The criticism well brings out, three years in advance of 

Burty's conditional encouragement, the scandal provoked by 

Gaillard's work: that it should appear to abandon the deep 
cuts of the burin, esteemed by generations of French engrav 

ers and connoisseurs, to such an extent as to achieve a 

general effect that might easily be mistaken for the shallow 

incisions of drypoint. But it also poses the question of what 

Gaillard himself believed that he was doing. To what end did 

this brilliant, prize-winning student ignore the disapproval of 

his academic supervisors, and even cause 
perplexity in the 

circles of the generally progressive Gazette des Beaux-Arts} In 

spite of the conciliatory Horace Vernet, Gaillard did not repent 
of the Bellini portrait manner that had provoked the first 

outburst and then brought about the equivocal distinction of 

being consigned to the Salon des Refus?s.9 Indeed, he osten 

tatiously reaffirmed and reinforced it when, in January 1865, 
he published in the Gazette his engraving of Bellini's Virgin 
with Donor, from the comte de Pourtal?s collection (Fig. 3). 

Henri Beraldi (the author of the classic inventory of 

French nineteenth-century printmaking whose long 
enco 

mium of Gaillard was rudely interrupted in 1887 by the news 

of the engraver's death) remarked of this print with a certain 
awe that it was "executed almost entirely with a 

single range 

of cuts," that is, with a 
sparing 

use of line that brings out the 

brightness of the paper ground and involves no cross-hatch 

ing.10 The comparison of this subtle work with the original 
Bellini painting11 suggests conclusions that might provide a 

partial 
answer to the question raised above, at least from the 

perspective of the present. It appears plausible that Gaillard 
was 

adjusting his style?his 
manner of engraving in the 

broadest sense?in just such a way as to remain faithful to the 

luminous clarity and artless simplicity of the original paint 

ing. In other words, the motivation seems, at first acquain 

tance, to be what we 
might call historicist, though 

one of the 

aims of this essay will be to underline the limitations of 

making such a 
diagnosis. 
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THE ENGRAVINGS OF FERDINAND GAILLARD ^21 

Pursuing this angle of approach for the moment, nonethe 

less, it certainly looks as if Gaillard had no truck with what 

William Ivins, in his denunciation of the later and (in his 

view) disastrous development of reproductive engraving, was 

to term "the tyranny of rule."12 Each fresh assignment from 

the Gazette at this early stage of his career involved Gaillard in 
a new decision about the choice of the engraving idiom that 

would fit the particular representation. Where Bellini's work 

had reproduced an effect of transparency to be achieved 

through the abandonment of hatching and the valorization 

of the white page, his rendering of Jean-Auguste-Dominique 

Ingres's Oedipus and the Sphinx (1808) that the Gazette pub 
lished in September 1867 (Fig. 4) involved instead the careful 

modeling of the hero's body in the Neoclassically conceived 

scene (and, in this particular example, the correction of the 

left-right reversal inherent in the process of engraving). A 

swarming pattern of converging lines has been devised to 

convey the shadowy depths of the cave against which the body 
of Oedipus stands out as if in bas-relief, with a solidity of 

effect quite different from the ethereal emanation of Bellini's 

Madonna and saints (Fig. 5). 
Gaillard was regarded as historicist in these terms by some 

of his contemporaries. This was, in one sense, hardly surpris 

ing, since many of his most successful prints 
were commis 

sioned to illustrate the diverse yet often weighty historical 

essays contributed to the Gazette. However, this very eclecti 

cism espoused by the Gazette took for granted a broader 

aesthetic vision that was disposed to value all styles in terms of 

their formal qualities. Accordingly, Gaillard's contributions 

could also be taken as practical demonstrations of a visual 

sensibility that transcended all considerations of style and 

period. Louis Gonse expressed the point well in his obituary 
of Gaillard published in the Gazette in 1887, when he un 

earthed a term that might strike us today 
as a forerunner of 

the later concept of formalism, though it is assuredly embed 

ded in the French reception of Immanuel Kant and in the 

' 
YY/YYY 

2 Gaillard, Horace Vernet, burin engraving after a drawing 

by Paul Delaroche, published in the Gazette des Beaux-Arts, 
October 1, 1863, 9V? X 6% in. (24 X 17.5 cm). Private 
collection (artwork in the public domain) 

domain) i Vni 'VHBFv^^B^^HP'-/'!9hH?HIHHHHH? 
4: 
vIIHMHkHHMIHI^^b* 
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4 Gaillard, Oedipus, burin engraving 
after Jean-Auguste-Dominique Ingres, 
fifth state of six, avant la lettre, signed 

with drypoint, published in the Gazette 
des Beaux-Arts, September 1, 1867, 
7% X 5V4 in. (19.5 X 14.5 cm). 
Private collection (artwork in the 

public domain) 

concepts that were also emerging in the work of contempo 

rary critics like Charles Blanc.13 Gonse wrote: "Gaillard loved 

above all the formists [formistes]. After van Eyck, it suited him 

to measure himself against Ingres and Raphael.... In the 

one, he conveyed the sculptural firmness of the nude; in the 

other, the grace of attitudes, the delicious smile of youth."14 

This emphasis 
on the eclectic character of Gaillard's ap 

proach acquires a special significance in the light of the 

traditional practices of the reproductive engraver, as they had 

persisted well into the nineteenth century. The reproductive 

printmakers tended to consolidate their reputations by keep 

ing close to a 
particular artist and/or style, whether this 

involved combining a master like Raphael and a modern 

classicist like Fran?ois G?rard, as in the case of Baron 

Boucher-Desnoyers, 
or 

covering virtually the entire midca 

reer of a 
popular contemporary artist like Paul Delaroche, as 

did Louis Henriquel-Dupont. Gaillard, by contrast, was con 

tent to jump from the Venetian school of the Italian Renais 

sanee to a modern master like Ingres, and then revert to the 

Netherlandish painting of the fifteenth century, without seek 

ing to privilege any one of them. Yet Gonse's perception that 

"form" was still the common factor should not be dismissed, any 

more than it should be taken out of context by being assimilated 

to later notions of "formalism." As with the earlier diagnosis 

of "historicism," it is necessary to look more closely at the 

context in which Gaillard's work was received before trying to 

resolve the issue of this apparent tendency to eclecticism. 

Such a line of inquiry leads directiy to the extraordinary 

engraving by Gaillard (certainly among his best known) that 

was published by the Gazette on January 1, 1869: Uhomme ? 

l' illet, or Man with the Pink, after Jan van Eyck (Fig. 6). The 

change in Gaillard's manner of working, and its appropriate 
ness to the style of Netherlandish oil painting in the early 
Renaissance, is immediately evident. Fran?ois Courboin's au 

thoritative history of French engraving (1923) again puts the 

issue specifically in terms that underline the historical aspect: 
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5 Detail of Fig. 4 

according to him, Gaillard "engraved after Van Eyck the head 

of Man with the Pink, as the master of 1466 would have 

engraved it and not according to the formula of Bervic."15 

The citation of Bervic is significant here, since this legendary 

engraver?the most celebrated practitioner of the period 

stretching from before the French Revolution up to the early 
Restoration, and the teacher of Henriquel-Dupont, still the 

leading light in Gaillard's times?arguably worked to a "for 

mula" in his use of the burin. His manner involved, among 

other features, an adaptation of the traditional French "dot 

and lozenge" treatment to convey the soft texture of flesh. 

Gaillard would have none of this in Man with the Pink He 

opted for dense, linear configurations that are 
virtually im 

possible to trace with the naked eye yet work their reproduc 
tive magic through conjuring up in turn the vivid likeness of 

fur trimmings, flower petals, and intricate gold jewelry, 

though our attention is still riveted on the dry, furrowed face 

of the elderly sitter. Courboin's point is undoubtedly a strong 
one. Still, to adopt its historicist aspect uncritically is to 

endorse an 
implausible hermeneutics. A preliminary ques 

tion needs to be asked. What was there within the horizon of 

expectations existing in 1869 that could have assisted the 

validation of the claim that Gaillard "engraved ... as [a 

fifteenth-century master] would have engraved"? 
In one respect, the answer comes all too easily. Probably 

no 

one now believes this painting to be a genuine van Eyck. It 

has been renamed, rather pedantically, the Man with the Pinks 

(on the basis that two of the flowers are shown) and down 

graded pardy on account of the two "obtrusive hands" that 

seem untypical of the master, and it now features in the 

catalog of the collection of the Gem?ldegalerie, Berlin, as the 

work of one of Van Eyck's "followers."16 In 1869, though, 
when it had just been exhibited as part of the Suermondt 

collection in Aix-la-Chapelle, it had obviously gripped the 

attention of contemporaries. Emile Galichon, also one of the 

first historians and print specialists to investigate the Renais 

sance printmakers Giulio and Domenico Campagnola, visited 

and wrote about the Suermondt collection, and he raved 

about this work in particular. It was also Galichon who suc 

ceeded in persuading Charles Blanc, as editor of the Gazette, 
to feature the print as an illustration to Th?ophile Thor? 

B?rger's article on the Suermondt collection.17 Both Gali 

chon and Thor?-B?rger, then, in addition to rating the sup 

posed van Eyck very highly, also viewed Gaillard's print as an 

appropriate rendering of it. Thor?-B?rger commented on 

the showing of the collection: "The portrait whose fine en 

graving by M. Gaillard we publish was there, and stood out as 

being in the first rank."18 

Thus far, we could view the critical success of Gaillard's 

print in terms of a selective operation of the "period eye." His 

version worked well for specialists in the history of early 

engraving and Netherlandish art, like Galichon and Thor?, 

though evidendy not at first for Charles Blanc, who, having 
been trained in the more traditional manner of Luigi Ca 

lamatta, was initially baffled by such a flagrant rejection of the 

familiar protocols of engraving. Yet, if this point is conceded, 
the consequences need to be explored further. Thor? (writ 

ing under his pseudonym W. Burger) was, of course, not just 
the leading French exponent of the history of Netherlandish 

art in this period but also one of the critics commenting with 

greatest insight on the early work of Manet?who was himself, 
moreover (as Michael Fried has shown), profoundly indebted 

to Thor?-B?rger's lessons in the history of Netherlandish 

painting 
at this stage in his career.19 In other words, the 

perception that Gaillard was achieving a new kind of his 

torical authenticity in the reproduction of an old master 

inevitably prompts a further judgment on how far that au 

thenticity 
was an effect conditioned by modern, or even 

"modernist," perceptions.20 
From this point of view, the fact that Gaillard's Bellini 
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6 Gaillard, Man with the Pink, burin engraving after Jan 
van Eyck?, on gray chine appliqu?, final state, published in 
the Gazette des Beaux-Arts, January 1, 1869, 8 X 6 in. (21 X 
15.5 cm). Private collection (artwork in the public domain) 

portrait ended up in the Salon des Refus?s in company with 

the Dejeuner sur l'herbe might indicate more than the negative 
common factor that both works offended the salon jury. 
Fried has singled out among the critical comments devoted 
to Manet's painting Carle Desnoyers's declaration that "the 
coarsest 

landscapes [all around the work's "opening onto the 

countryside"] 
seem like faces that its male and vigorous col 

ors have made go pale."21 Furthermore, Fried uses this strik 

ing simile of "faces" rendered "pale" 
as evidence to support 

the general hypothesis that the quality of "facingness" is the 

effect that typifies Manet's modernity. Evidentiy, "faces" ren 

dered "pale" is a description that fits several of the prints by 
Gaillard discussed so far. It fits them in a literal (but not for 
that reason any less significant) fashion. This does not imply 
the patentiy ridiculous claim that Gaillard's prints have a 

place in the genesis of modernist ways of seeing that com 

pares with that of Manet's paintings. It suggests a reason, 

however, why the look of Gaillard's work in the 1860s would 
have appeared modern to such well-informed contemporar 

ies, even though its subject matter was derived from the art of 

the distant past. To explain Manet's achievement (as Fried 

has argued), it is indeed necessary to accept that his "involve 
ment .. . with the art of the past constituted a 

profoundly 

serious, rational, and progressive undertaking."22 In the light 
of this judgment, Gaillard's dedication to "history" as well as 

to "form" will hardly appear anomalous. 

A further interesting, though more tangential, link can be 
made between Gaillard and the modernist painter who 
shared his relegation to the Refus?s in 1863. At some time in 

the early 1860s, and presumably after a visit to Florence 

undertaken from Rome, Gaillard began 
a 

large and ambi 

tious engraving of Titian's Venus of Urbino, which he would 

have been able to study in the Galleria degli Uffizi. A proof of 

this abandoned print in the D?partement des Estampes of 
the Biblioth?que Nationale de France shows the rear wall to 

the left defined by an inked ground of the most intense black, 
and features in particular an intensively worked rendering of 
the ruffled bedding materials in the center left foreground 

(Fig. 7). The body of Venus herself, however, remains per 

fectiy untouched by the engraved line, and presents in its 

virgin state the kind of stark whiteness for which Manet was 

held accountable in his Olympia of 1863, considered a varia 

tion on the same classic prototype. Gaillard did not exhibit 

this unfinished Venus in the 1860s (or subsequendy), and 

there is no reason to suppose that he took special note of 

Manet's painting when it was shown at the Salon of 1865. 

Nonetheless, it is interesting in this connection to juxtapose 
Fried's earlier characterization of Manet's working practice 
with the phraseology used in the impassioned obituary notice 
on Gaillard by G. Dargenty, who regarded the drama of the 

unfinished Venus of Urbino as the point of departure for 

Gaillard's life's work: 

When we examine the sequence of Gaillard's productions, 

beginning with this Titian Venus which remained unfin 

ished because a member of the Institut discouraged the 

artist, so it is said, and diverted him from pursuing his task, 
we are astonished at the spirit of research that he develops, 
at his patience, at his determination to stick close to what 

is being rendered. The disquiet, the torment, the discom 

fort, are all inscribed there at every step. These successive 

states, which his [retrospective] exhibition has enabled us 

to follow, give 
a clear idea of the arduous calvary that 

Gaillard climbed throughout his whole life and the 

wounds that he inflicted on himself at every step in the 

rocky contact of its abrupt and slippery slopes.23 

There could, then, be parallels 
as well as patent differences 

between these two exhibitors at the Salon des Refus?s: be 
tween the "serious, rational, and progressive undertaking" of 

the modernist painter and the "spirit of research," "patience," 
and "determination" of the renegade engraver. However, I 

reiterate that I have no intention of dragooning Gaillard into 
a modernist alignment within which his medium and his 

temperament are in many respects so out of place. It is a 

telling fact that the sequence of Gaillard's works, as traced by 
Leroi, opens not with a "modernist," transgressive Venus but 

with an abandoned Venus?indeed, a Venus not even com 

menced, as far as the modeling of the goddess's body was 

concerned. As a 
reproductive engraver, Gaillard was 

deeply 
involved in the general predicament of the modern artist 

obliged to redefine his relation to the art of the past. But he 

also assumed the arduous responsibility of sustaining a diffi 
cult medium almost universally dismissed as obsolete by his 

contemporaries. Bracquemond's description of him as the 

"continuer and renovator of burin engraving" has already 
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7 Gaillard, Venus of Urbino, burin 

engraving after Titian (unfinished), 
ca. 1860. Biblioth?que Nationale de 
France, Paris, D?partement des 

Estampes (artwork in the public 
domain) 

THE ENGRAVINGS OF FERDINAND GAILLARD 125 

been quoted, and it is entirely of a piece with other tributes 

that single him out as unique in this aspiration. To quote 
from the authoritative contemporary text of Beraldi, he suc 

ceeded in transcending the contradictions of his medium 

and period, being ultimately acclaimed as a "[g]reat engraver 
. .. 

today and for all time."24 Yet, to achieve this reputation, 
he had to fly in the face of the short-term commercial im 

peratives 
as well as the recent technical developments in the 

art of printmaking. 
Here the crisis brought about by the recent emergence of 

photography as a medium is of paramount importance. Paul 

Delaroche almost certainly 
never made the remark with 

which he has been universally credited: that "painting [was] 
dead" from the day of photography's appearance. In fact, 
Delaroche's explicit, if cautious, welcome for the new me 

dium anticipated the likelihood that painters would without 

much difficulty accommodate themselves to it.25 Delaroche 
was not in a 

position to offer the same assurance to repro 

ductive printmakers, who were destined to come into conflict 

with photographers not just because their techniques were 

judged to be in competition on the aesthetic level but also 

because the costs involved in their respective processes of re 

production entailed an 
ever-increasing 

measure of inequality. 

The situation obtaining at the start of Gaillard's career is 

evoked, briefly and without ambiguity, in the opening lines of 

the review article from 1863 by Philippe Burty with which this 

essay began. "Ceci tuera cela," affirms Burty, quoting Victor 

Hugo's celebrated dictum about the printed book taking the 

place of the medieval cathedral: "This will kill that.' ... 

Photography will kill the engraving, so we can say with no less 

certainty. Yes, the day is close when the burin engravers will 

be no more numerous than scribes and manuscript illumina 

tors were after the fifteenth century."26 What is the reason for 

this inevitable triumph by the successors of Nic?phore 

Niepce and Jacques Daguerre? Quite simply: 

Their invention, at once so marvelous and so 
imperfect, 

responds all too well to our 
period's requirements of 

economy and rapidity. Allow science, only tomorrow, to 

give heliography the means of reproducing tones, at least 

in their relations of light intensity, and the last burinist, 
however much of a genius he may be, will simply have to 

trash his burin, deemed useless and deceptive by a gener 
ation whose head is turned by literal exactitude.27 

The outcome was made inevitable, Burty asserts, not just by 

the demand for "literal exactitude" by a generation habitu 

ated to photographic reproduction but also by the changing 
tenor of the market?by the disappearance of the very print 

publishers and connoisseurs who had hitherto sustained such 
a 

cosdy and labor-intensive practice. 'You have to have a 

singular courage today," wrote Burty, "to inscribe the first cut 

on a copper plate which will only be covered after five or six 

years of incessant labor."28 And if you did reach the end of 

your task after such a lengthy period (which was no more 

than the norm for the reproductive engravers of the early 

part of the century), the publisher who had invested in your 

project would see his potential profits disappear in a trice: 

What publisher, anyway, dares to commit considerable 

funds and commission an 
important plate, when he knows 

that, from the very day after it is put on sale, the proof for 

which he has to ask 100 francs will be placed before the 

lens, and, however dull and unexciting its reproduction 
may be, it will be sold for a crown [three francs] to 

amateurs with little discernment or thrifty industrialists.29 

Burty's prediction can only seem incontrovertible in the light 
of nearly a century and a half of further developments that 

appear to have proved his point. In fact, the main argument 

of his article points in a more positive direction. Far from 
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admitting defeat in this area, he launched into a long and 

broadly optimistic analysis of the spectrum of contemporary 

printmaking in France in the 1860s, suggesting a number of 

strategies for avoiding the absolute triumph of the photo 

graphic image. One solution is already manifest. Cut down 

the time spent on the process of printmaking, and so remove 

the necessity for such extensive funding in advance. Drop 

reproductive printmaking, since the photograph will always 

provide unfair competition to any process based solely 
on the 

skill of the artist's hand. Bring printmaking 
as close as 

possi 

ble to the techniques and effects of draftsmanship, and allow 

it to achieve a 
special premium by annexing it.to the least 

mechanical sector of the fine arts. This was the program of 

the Soci?t? des Aquafortistes, and at the very period when 

Burty 
was 

writing, its activity 
was 

already well advanced in 

stimulating what would come to be known as the etching 
revival.30 But perhaps there might be another way, not for the 

many but for the few? In singling out Gaillard's Bellini por 
trait print for conditional approval, Burty could not have 

realized how directiy the unconventional working practices of 

Gaillard would confront the crisis outiined above.31 

Gaillard seems to have addressed the crisis without equiv 

ocation in the development of his career as a 
printmaker, 

though there is sometimes a 
penalty attached to his resource 

ful strategies. Take the question of the lengthy period re 

quired for reproductive engraving and the consequent obli 

gation of an editor who will finance the preparation. 

Anecdotal evidence indicates that Gaillard spent a remark 

ably short time on at least some of his prints; Beraldi men 

tioned eight days as the period given to Man with the Pink, 
with only one day for the modeling of the head.32 On another 

front, Gaillard injected a new measure of temporality by 

multiplying the different states of each print, with the effect 

that connoisseurs and collectors developed the incentive to 

compare them with one another and ultimately to compete 

for the rare and early versions. By 1923, Courboin was able to 

adjudicate 
on the successful long-term results of this strategy, 

since a "fine proof avant toute lettre [of Man with the Pink] 
" 

had 

by then been sold for twice as much as was 
paid by the Gazette 

for the original plate.33 
Yet it would be misleading to interpret this multiplication 

of states "before the letter" by Gaillard as litde more than a 

commercial strategy. In his review of 1863, Burty had looked 

back with regret to the eighteenth century when, "at the very 

announcement that an artist was 
undertaking 

a new work, 

amateurs would run and put themselves down for a 
proof 

before the dedication."34 When Gaillard stimulated a lively 
trade in early states of his prints, he placed himself in direct 

competition with the eighteenth-century proofs then coming 
in for a new period of intense popularity.35 Yet, particularly 
toward the end of his life, this tendency to spin out the 

development of a work through a multitude of different 

stages?involving ultimately the adoption of major projects 
that he did not live to complete?points to an inhibiting 

aspect in the constant deferral that took its revenge. One of 

his last major achievements, the Saint George (1885) after the 

painting by Raphael in the Mus?e du Louvre, Paris (Fig. 8), 
was edited in no fewer than thirty-one different states before 

the final state published by the Chalcographie du Louvre that 

is distinguished by the inclusion of the title. This prompted 

Beraldi to exclaim, "In modern iconography the knowledge 
of states has become a veritable science."56 At the same time, 

the other two major commissions that Gaillard received from 

the Chalcographie remained unfinished. His Joconde (Mona 

Lisa), reproducing another of the Louvre's treasures, was a 

long way from completion 
at the time of his death. Even so, 

it was so eagerly awaited that a limited edition of 125 copies 
was 

published, with Gaillard's signature appended in facsim 

ile.37 His Last Supper, also after Leonardo da Vinci but in this 
case 

reproducing the damaged fresco painting in Milan, must 

have ended up with the plate too vestigially marked to merit 
a 

print edition, and it now survives in the national collection 

of Gaillard's work, ironically enough, only in the form of an 

early photographic record.38 

Although he was working throughout the early period of 

high modernism, this element of Gaillard's late career sug 

gests something of the Romantic quest for the ultimate, yet 

impossible, work epitomized by Honor? de Balzac's Chef 
d'oeuvre inconnu. In a more 

positive way, it could be main 

tained that his role in propagating the notion that "states" 

implied 
a defined chronological sequence, thus document 

ing the artist's experimental procedure, has a resonance that 

extends well into the future. Just as Gaillard's Venus of Urbino 

omitted the goddess's body, so his Mona Lisa stops far short of 

adorning that lady with a mustache. Nonetheless, his role in 

accentuating the very process of image making may be said to 

have significant conceptual (as well as retinal) implications. 
However, this is to consider the practice of Gaillard's later 

years with the benefit of hindsight. What still needs to be 

investigated here in the context of his work as a whole is his 

response to what Burty, with obviously mixed feelings, 
termed the "invention, at once so marvelous and so 

imper 

fect," of photography.39 If photography was engaged in a 

life-and-death struggle with burin engraving, Burty implied, 

this was not 
simply because its automatic and increasingly 

immediate capacity for reproduction would obliterate the 

print in commercial terms. It was also because the aesthetic 

quality that it currently lacked would inevitably accrue to it 
before long 

as a result of technical advances. When photog 

raphy developed (as it certainly would) the capacity to repro 
duce "tones ... in their relations of light intensity," it would 

present an impossible challenge to the printmaker. This 

formulation left open an 
interesting possibility: that an en 

terprising printmaker might manage to keep just ahead of 

the game, at least for a 
period of time. At the same time, it 

closed the door on any long-term reliance on the traditional 

protocols of burin engraving. Henceforth?and this meant 

not from the time of Niepce and Daguerre's "invention" but 

from the unspecified later stage at which photographers had 

the ambition, if not the technical means, to compete on the 

engravers' 
own 

ground?the engraver would have to work in 

the full knowledge that such a threat was in the offing. 
The situation no doubt needs to be presented in this way, 

in order to avoid reading back into the later nineteenth 

century a mass of preconceptions deriving from more than a 

century of intervening photographic hegemony. However 

hard it may be to refute Roland Barthes's persuasive claim 

that the photograph is an index of the "this has been [cela a 

?t?],n it is quite reasonable to question how such an effect 

could have been registered in its full force during the early 
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8 Gaillard, Saint George, burin en 

graving after Raphael, state between 

the fifteenth and the thirtieth, avant 
la lettre, final state published by the 

Chalcographie du Louvre, 1885, 
11% X 9% in. (29 X 25 cm). Private 
collection (artwork in the public 
domain) 

years of photography. And it is all the more doubtful whether 

such a general perception could have applied to the specific 
domain where photography and engraving were most direcdy 
in competition: namely, the reproduction of visual works of 

art. To put the matter the other way round, it is abundandy 

clear from contemporary records of the 1850s and 1860s that 

photography reproducing works of art was regarded as a fully 

legitimate mode, one that competed on equal terms with 

other types of photography and received parallel recognition 
in exhibitions and the reviews of the critical press. A photog 

rapher like Gustave Le Gray, first trained as a painter in 

Delaroche's studio, practiced reproductive work, and a 
figure 

like Robert Jefferson Bingham, who was acknowledged as one 

of the first to overcome the considerable technical problems 
involved in reproducing paintings, was ranked pari passu with 

the other major practitioners of the day. The fact that such 

reproductive photographs are nowadays largely disregarded 

might be a measure of the very fact that they do not solicit the 

response of the Barthesian "this has been." A reproduction 

generally 
counts only 

as a 
reproduction?that is, a second 

hand image of an art object?and not as the photograph of 
an 

object at a 
particular point in time. Conversely, the evi 

dence that, in these early years, no such ontological differ 

ence between reproductive photographs and all the remain 

der was taken for granted leads us to conclude at the very 

least that the horizon of expectations 
was much more open. 

An engraver could frame the project of competing with pho 

tography 
on its own 

ground, without in that process ceasing 
to be an engraver. 

The issue becomes more 
complicated when we turn to the 

category of Gaillard's early work that involves sculpture, that 

is to say, three-dimensional objects in space as opposed to the 

two-dimensional painted surface. Clearly, Burty's point about 

"tones ... in their relations of light intensity" applies 
ex 

pressly to the photographer's rendition of the way in which 

light falls on a physical object. Such light effects might, in the 
case of paintings, be perceptible, for example, through the 

incidence of reflected light on a varnished surface or on glass 

protecting 
a canvas?in other words, exacdy what an expert 

photographer like Bingham sought at all costs to remove. But 
a 

sculpture remains, by its very nature, a 
physical object 

subject to the vagaries of light and lighting. One might argue 
that this is precisely why the category of reproductions of 

sculpture?as practiced by Hippolyte Bayard, Roger Fenton, 
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9 Gaillard, Gattamelata, burin en 

graving after a bronze study by 

Donatello?, on gray chine appliqu?, 

published in the Gazette des Beaux-Arts, 

January 1, 1866, 8% X 6% in. (22.5 X 
17.5 cm). Private collection (artwork 
in the public domain) 

and other noted early photographers?offers 
an 

exception 
to the rule that has just been stated. Since a sculpture is, in 

addition to being a work of art, a three-dimensional object 
like any other in the natural world, it clearly benefits from the 

photograph's capacity to evoke the Barthesian "this has 

been." 

Two particular works by Gaillard may be examined in the 

light of this distinction. First of all, his Gattamelata print was 

published in the Gazette in January 1866, reproducing what 

purported to be a Renaissance bronze statuette by Donatello 

(Fig. 9). Part of the collection of the comte de Nieuwerkerke, 

Napol?on Ill's directeur general des mus?es, this statuette was 

believed to be a preparatory model for the equestrian statue 

of the famous condottiere Erasmo da Narni, known as Gat 

tamelata, situated outside the basilica of S. Antonio in Padua. 

Like the Man with the Pink, this object has subsequendy been 

stripped of the status it possessed in Gaillard's time, and 
seems to have actually vanished from the record, since it was 

not included among the works sold by the exiled count to Sir 

Richard Wallace in 1871.40 When exhibited in Paris in 1865, 

though, 
as an item in the so-called Mus?e r?trospectif, 

an exhi 

bition of miscellaneous works (displayed in the Palais de 

l'Industrie), it was acclaimed by Charles Blanc as "without any 

question the model for the equestrian statue of Gattamelata" 

and "the rarest, most precious and most beautiful object [le 
morceau le plus rare, le plus pr?cieux, le plus beau] in the selection 

of bronzes on exhibition."41 It was no doubt on the basis of 

Blanc's approval that Gaillard was commissioned to engrave 

the work for the Gazette. 

As represented by Gaillard, the bronze is seen from below, 
as if to reflect the passerby's viewpoint 

onto the equestrian 

statue itself, which is raised above the piazza 
on a substantial 

podium. However, it is profiled against the neutral ground of 

the paper support. To that degree, Gaillard could be accused 

of having extracted it from any naturalistic context and es 

tablished it within the frame of expectations set up by an 

engraving, 
so that his own 

acknowledgment?F. Gaillard del. et 

sculp.?would appear without anomaly beside the tide and 

supposed author of the work, along with the credit to the 

Gazette as editor. Nonetheless, it would be misleading to 

conclude that this preliminary degree of abstraction would by 
itself have emancipated the print from the conventions of 

photographic reproduction. In fact, such an isolation of the 

art object would soon become (and would remain for many 

years) 
an 

acceptable convention for representing urban stat 

uary. This would continue to be the case even when photog 

raphy and mixed types of reproduction involving photogra 

phy had become established as the norm. 

This point cannot be confirmed, of course, by reference to 

any illustrated books on Donatello from Gaillard's own pe 
riod, but a brief examination of the photographic illustra 

tions of Donatello's Gattamelata over the twentieth century 
contributes in a helpful (if unsurprising) way. In a study 

originally published about 1930, Arduino Colasanti's Do 
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10 Detail of Fig. 9 

natello, the reproductions (printed greenish gray in color and 

identified as "Fototipia") include three views of the statue 

from two of which all extraneous material relating to its 

placement has been eliminated. These all derive from origi 
nal photographic prints in the Alinari and Anderson ar 

chives, which date from several decades before. In Leo Pla 

niscig's Donatello from 1939, all the illustrations are printed as 

halftones, but one of the Alinari photographs from the pre 
vious work that eliminates all background reappears (though 

cropped in a different fashion) and again presents the sculp 
ture as a pure art 

object, devoid of its architectural context. 

In this admittedly random sequence, only John Pope-Hen 

nessy's Donatello: Sculptor (1993) involves a decisive change 
of practice, since it reproduces two fine Alinari black 

and-white photographs dating from the prewar years that 

display the statue against the rich urban architectural back 

ground redolent of that earlier period. These are comple 
mented by a number of modern color prints that pick up 

stray details of what must clearly be a much more recent 
42 

street scene. 

Such examples are cited not to prove any general point 
about the development of art photography as used in illus 

tration but just to suggest that what differentiates Gaillard's 

image from a photographic reproduction is not, in the first 

instance, its exclusion of the surrounding ambiance. On the 

contrary, it can be said that the development of the photo 

graphic illustration of works of art, from the cartes de visite of 

Gaillard's period 
to more elaborate albums and monographs, 

has involved a continuous series of mediations. These have 

testified not just to the current state of photographic tech 

nology but also to manifold aesthetic considerations, such as 

the manner in which the particular image was to be framed 

(both literally and metaphorically) on the page of the book. 

There remains, however, a crucial question to be posed in 

respect of Gaillard's Gattamelata print. To what degree does 

the striking visual treatment of the statuette's surface itself 

take into account Gaillard's expectations of how an informed 

audience of his times might have been expected to view the 

work, in full knowledge of the technical advances that were 

being achieved by the photographic processes of his day? 
At first sight, there seems no doubt that the image of the 

Gattamelata has what one might call a photographic look. It 

does indeed convey what Burty called "tones in their relations 

of light intensity." This is no less evident when a magnified 
detail is shown (Fig. 10). It does so in the very process of 

withdrawing the object from any context in which such a 

distribution of light could be explained naturalistically. It 

presents the object not as an object in the world but as a 

decontextualized work of art?what has proved to be (in the 

examples just given) 
a customary way of "framing" photo 

graphic reproductions well into the twentieth century. All the 

same, from detecting a "photographic look" in the effect of 

the art 
object's presentation, 

we need to narrow down the 

field of reference in historical terms and ask precisely what 

type of photography we should bring into comparison with 

Gaillard's print, given that photographic techniques were in 
a state of continuous refinement and development during his 

lifetime. Even the Gazette endeavored to 
respond 

to this ac 

celerating transformation of the photographic medium when 

it published in 1869 a lengthy two-part article on the recent 

progress of photography.43 
This useful article provides a general conspectus of the 

field and it incorporates elaborate details of the technical 

advance that might have been highly relevant to contempo 
rary perceptions of the Gattamelata print. The Gazette first 

published the print in 1866. From the late 1850s onward, the 

French civil engineer Alphonse Poitevin had been experi 

menting with methods of adding carbon-black coloring mat 

ter in the course of an 
image's development, and this process 

was often tested during the course of the early 1860s, since it 
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11 Gaillard, Evening, burin engraving 
after Michelangelo, on chine appliqu?, 
third state of five, avant la lettre, 8V4 X 

9% in. (21 X 25 cm). Private collec 
tion (artwork in the public domain) 

resulted in an intense and strongly defined impression that 
was especially suitable for the rendering of intricate art ob 

jects. The sumptuous publication recording objects from the 

Soltykoff collection, produced in the years immediately fol 

lowing the sale of the collection in 1861, is a case in point.44 

Only such a new and refined application of photography 
could have competed on equal terms with Gaillard's achieve 

ment as an engraver. It should be emphasized that it was not 

at all obvious at this early stage of the process to what extent 

the delicate operations necessary for the admixture of the 

coloring powder could be performed mechanically, as would 

be necessary for the production of multiple copies of undi 

minished quality.45 Gaillard could therefore have had no 

reason to believe at this stage that photography offered a 

facile shortcut to the kind of surface effect that he had 

successfully achieved by his own intricate techniques in such 

works as the Gattamelata.46 

Moreover, a close look at a further example of Gaillard's 

prints after sculpture demonstrates just how far he could still 

rely on the aesthetic and technical skills associated with the 

traditional scrutiny of fine prints. Gaillard was commissioned 
to make an engraving of Michelangelo's Evening (Crepusco 
lo)?one of the sculptures from the Medici tombs in the 

Sagrestia Nuova of S. Lorenzo in Florence?to accompany a 

series of lengthy essays on several aspects of the artist's work 

that were published in the Gazette in 1876. Of the two images 
illustrated here, the first is an early state avant la lettre, printed 
on chine appliqu? (Fig. II).47 The final state, as printed in the 

Gazette, does not relinquish the dramatic contrast between 

the sculpture and its architectural setting, reduced to the 

simplest linear notation (Fig. 12). It conserves the exquisite 
tension between the fine finish of the body and the unworked 

non finito of the head that is so striking a feature of the 

original sculpture. Yet undeniably any comparison of these 

two images as they are reproduced here is bound to illustrate 

the extreme difficulty of communicating the nuances be 

tween the states of Gaillard's prints other than by close 

inspection of the works themselves. Important aspects such as 

the quality of the paper support on which the print is regis 
tered are sure to be modified very considerably by the inter 

mediacy of the halftone screen.48 

It is also true that a comparison with the best professional 

photography of our own period can reveal the mechanisms 

lying behind Gaillard's intense vision of the sculpture, bring 

ing 
out such fascinating aspects as how he must have em 

ployed differendy positioned light sources as he tracked and 

modeled every surface in his original drawing.49 Such a com 

parison also draws attention to the dramatic effect that results, 

in the print, from a very slight enlargement in the proportion 
of the head to the torso, allied to the shading of the eyes. But 

we should turn from this modern comparative assessment to 

the original passage in which Eug?ne Guillaume, the author 

of the essay on 
Michelangelo's sculpture in the Gazette, de 

fined the special quality of Gaillard's engraving. The fact that 

Guillaume was himself a distinguished sculptor, elected to 

the Institut de France in 1862, lends additional weight to this 

endorsement of Gaillard's ability to interpret the three-di 

mensional form of sculpture in two-dimensional terms: 

The Crepuscolo has been admirably engraved by M. Gail 

lard. The individual character of the forms, the particular 

harmony of their modeling and the so rich study of their 

details have been rendered with a marvelous finesse that 
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achieves an understanding [fait comprendre] even so far as 

conveying the polish of the marble.50 

Brief though it may be, this passage indicates clearly that 

Gaillard's fastidious technique is in Guillaume's eyes more 

than a method of representing the sculpture with the maxi 
mum fidelity. Gaillard was seeking to express his "under 

standing" of the work; quite precisely, he employed the meth 

ods of his m?tier to create an image that is both vividly 
mimetic of the external appearance of the work and a vehicle 
for conveying how these surface qualities can inspire a deeper 
reading. This was how Guillaume greeted the final state at its 

first publication. Louis Gonse, though, writing in the Gazette 
in 1887 after Gaillard's death, took all the stages of the print's 

genesis into account. When he arrived at the point of discuss 

ing the Michelangelo engraving, he went on to insist that all 

the successive states needed to be viewed in turn so as to 

appreciate how closely Gaillard had aligned the excellence of 

his technique with the obligations of exegesis. Gonse opened 
his comments, quite predictably, with the traditional topos 
that the reproductive engraver should discharge the role of 

translator, in the most positive sense of the word: 

For such an art, it was necessary to have such a translator. 

It is impossible to put more grandeur and more force into 
a smaller space. The profound life, the passionate senti 

ment, the dramatic movement that animates this powerful 

figure have been rendered in an admirable manner. We 

see in the succession of states how the engraver, treating 
his plate in the manner of a wax maquette, has arrived 

little by litde, and with a sureness that is full of daring, at 

modeling this breast which breathes, this great body which 

is all of a quiver [tout ce grand corps qui fr?mit]?1 

In the same article, Gonse refers to the Gattamelata engraving 
as a "superb piece, in which the microscopic fineness of the 
cuts is allied to so 

powerful 
a firmness."52 This sequence of 

admiring comments provides a good example of the way in 

which the critical discourse that framed Gaillard's unique 
achievement well into the following century foregrounded 
the individual (and virtually inscrutable) complexity of his 

technique, while at the same time insisting on his profound 
attention to the rendering of appearances. In this respect, 

Courboin's multivolume history of French engraving pub 
lished in 1926 (at a time when the personal aspects of Gail 

lard's legend had begun to fade from view) broke new 

ground in its description of the technique as unusual in 

involving both additive and subtractive moments in turn. 

Courboin did not lose sight of the fact that Gaillard had 

proved to 
be?though on rare occasions?an acclaimed 

painter.53 In his subde description, it was the painter who 

arrived to take over, and simplify, the composition at the 

point where the engraver had pushed technique to its limits: 

[W]hat it is essential to know is this: if you study the 

successive states of his plates?there 
are 

thirty of the Saint 

George?you see that he begins by pitilessly inscribing 
all that he can see, the slightest accidents of a face are not 

ed with insistence, and some physiognomy, that subsequent 

ly becomes luminous and calm, appears scribbled with 

strokes; that when the artist has pushed to the utmost 

limits what engraving 
can indicate, he operates as a 

painter, sets something at its true value and sacrifices 

months of work of which there remains only a light trace, 
which is necessary for making the accents vibrant. He 

details as an engraver, then he enlarges 
as a 

painter.. 
. ,54 
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13 Gaillard, Henri, comte de Chambord, burin engraving after a 

life drawing by Gaillard, sixth state, 1872, 153/s X 9% in. (39 X 
25 cm). Private collection (artwork in the public domain) 

This judgment, made nearly forty years after Gaillard's death 

by a major historiographer of the French engraving tradition, 

gives some idea of how much was invested by French print 
historians in the career of this solitary artist. The implication 
that France needed to have a great engraver, and that Gail 

lard had risen to the task, is already not far from the surface 

in the rhetoric of Beraldi, who wrote in the year of his death. 

The fine showing that the posthumous Gaillard continued to 

make at successive international exhibitions was not ignored 

by official spokesmen like Courboin, who proudly prefaced 
this passage on the need to study Gaillard's states with the 

point that he had been "classed at the head of competitors 
from the world over at the International Exhibition of Vi 

enna."55 With equal predictability, Courboin completed his 

eulogy by claiming that Gaillard remained faithful to the 

"maxim" of the supreme engraver of the grand si?cle, Robert 

Nanteuil, who held that it was not the technical aspect of 

engraving, its "facture," that conveyed the "spirit, science and 

vivacity" of an engraver but the "understanding and effect 

[l'entente et 
l'effet]."56 

Such a concern to validate Gaillard as a French artist both 

classic and modern in his orientation was already acknowl 

edged in the most institutional of terms just over a decade 

after his death. Of the three major exhibitions of prints held 
at the Mus?e National du Luxembourg in the concluding 
years of the nineteenth century, the first (in 1897) celebrated 

the career of F?lix Bracquemond, the acclaimed pioneer of 

the original etching, the second (in 1898) Gaillard himself, 
and the third (in 1899) Henri Fan tin-La tour, who had given 

lithography 
a new lease on life by his spectacular and tech 

nically innovative fantasies after themes from Richard Wagn 

er's operas. This posthumous reputation 
as the continuer of 

the great engraving tradition was not an 
entirely convincing 

measure of Gaillard's achievement. He had certainly done 

enough to show that he viewed his role in a broad historical 
context and had easily outgrown his initial reverses. Yet his 

most single-minded attempts to revive the manner of the 

grand si?cle, while still paying tribute to the modern cult of 

realism associated with photographic reproduction, 
were the 

cases where his work most 
sharply divided critical opinion. 

In the early 1870s, Gaillard took the initiative of moving 

beyond the small format of the Gazette and published burin 

engravings for which there was no 
original version to be 

copied. These were "drawn after nature" by Gaillard himself 

before being engraved by him. In line with his own strong 
inclination to traditional principles, the first pair of these 

prints could be seen as icons of authority in the French 

nation and the universal church. Both, in fact, were devoted 

to diehard conservatives. Henri, comte de Chambord, son of 

the duc de Berry (who had been assassinated in 1820) and 

head of the surviving branch of the Bourbon dynasty, had 

repeatedly turned down the offer of the crown at the start of 

the Third Republic, refusing 
to accept the tricolore because of 

its revolutionary connotations The supreme pontiff, Pope 

Pius IX, had witnessed in a reign commencing in 1846 the 

loss of virtually all his temporal dominions. The early proofs 
of the two prints illustrated here lack only (in the case of 

Chambord) the fleur-de-lis that would fill the central void 

and the text "published with the approval of M. le comte de 

Chambord" (Fig. 13) and (in the case of the pope) the 

circumstantial details "drawn after nature at Rome in 1873 

and engraved with the burin by F. Gaillard" (Fig. 14). For 

Beraldi, invariably Gaillard's most enthusiastic supporter, the 

papal portrait, at least, was so 
"magnificent" 

as to provoke the 

rhetorical question: "But suppose for a moment that it has 

been engraved in the seventeenth century, what would not be 

said about it? And what will be said about it in 200 years? Well, 
whatever would have been said, or will be said, let us show our 

farsightedness by saying it straight away."57 
In contrast to this 

reckless prediction, Gonse (writing very shortly afterward) 
detected the overtly traditional framing of the figure in these 

prints 
as 

revealing a weakness in Gaillard's otherwise consis 

tent achievement: 

Paralyzed by the importance of his models, turned away 

from his natural path by the preoccupation with making a 

commercial work ... he attempted to resuscitate the style 
of our 

17th-century 
masters. He overwhelms his people 

with stone frames, Louis XIV style; he imprisons them and 

extinguishes them in large surfaces with monotonous 
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14 Gaillard, Pope Pius Di, burin engraving after a life drawing 
by Gaillard, on vellum, sixth state of seven, 1873, 15% X 9V? 

in. (40 X 24 cm). Private collection (artwork in the public 
domain) 

work. The result of all this effort comes down to merely 

hybrid production. The engraver of the 19th century 
is beaten hands down by his 17th-century colleagues.58 

Gonse's remarks indeed seem 
appropriate today. What he 

found objectionable was Gaillard's decision to mar the in 

tense realism of his portraiture through 
a 

framing 
conven 

tion that belonged to an outworn style of engraving. In fact, 
Gaillard did not have to reach back as far as the grand si?cle for 

his precedent. Such an 
early-nineteenth-century example of a 

celebratory portrait print as Achille Lef?vre's Casimir P?rier, 
after Louis Hersent (Fig. 15), repeats the conventions. The 

latter, though, achieves a 
perfecdy acceptable compromise 

between the austere moldings of the internal frame and the 

classically conceived and engraved portrait. By contrast, Gail 

lard's meticulous drawing style, with its tendency to advance 

the sitter's face to the front of the picture plane, is clearly at 

variance with the distancing effect of his ponderous frames. 

Gaillard surely must have appreciated this problem, since 

he proceeded only five years after the publication of Pope Pius 

15 Achille Lef?vre, Casimir P?rier, burin engraving after Louis 
Hersent, exhibited in the Salon of 1833, Paris, 15% X 11% in. 

(39 X 29.5 cm). Private collection (artwork in the public 
domain) 

IX to publish perhaps his most famous portrait study of a 

cleric, Dom Prosper Gu?ranger, on this occasion employing 
the small format of the Gazette and using no framing device to 

offset the frontal intensity of the image (Fig. 16). There are at 

least thirteen states of this print, and it appears to have 

received exceptionally wide circulation. In order to explain 
more 

satisfactorily why it succeeds where the earlier portraits 

failed, we need to move beyond the salient point of the lack 

of a mediating frame. Dom Gu?ranger was the first abbot of 

the refounded monastery of Solesmes and, thus, the most 

influential figure in reviving the spirit of Benedictine monas 

ticism in France in the years around the mid-nineteenth 

century. From the artistic point of view, his work bore fruit 

most notably in the complete resuscitation of medieval Gre 

gorian plainchant. Such a powerful personality clearly ap 

pealed to Gaillard on a personal level, as he himself became 
a lay Franciscan toward the end of his life and stipulated that 

he should be buried in a friar's habit.59 One could point to 

the significant parallel between Gaillard's decision to portray 
this tireless liturgical revivalist and his own personal dedica 

tion to the obsolescent discipline of burin engraving. But it 

would be quite wrong to see both these revivalist practices as 

merely retrogressive. As John Butt has argued, for Dom Gu?r 

anger, the restoration of ancient church buildings under 

taken after the French Revolution by architects such as Eu 

g?ne Viollet-le-Duc needed to be complemented by a revival 

of liturgy and music. "The musical restoration was thus inte 

gral to a wider culture of restoration, just 
as the latter was a 
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16 Gaillard, Dom Prosper Gu?ranger, 
abb? des Solesmes, burin engraving after 

a life drawing by Gaillard, on gray 
chine appliqu?, proof of final state avec 

la lettre, published in the Gazette des 

Beaux-Arts, August 1, 1878, IV2 X 

5% in. (19.2 X 14.5 cm). Private 

collection (artwork in the public 

domain) 

reaction to a 
particular historical situation."60 Gaillard's Dom 

Gu?ranger print 
can 

surely be seen as 
signaling in compelling 

visual terms the dynamic impact of such a "culture of resto 

ration." 

Dom Gu?ranger had died in 1875, and the engraving was 

thus a 
posthumous commission by the community of 

Solesmes, which the Gazette opted 
to 

publish. The informative 

article by Gonse that accompanied its appearance in 1878 

reveals the fact that Gaillard had visited Solesmes and done a 

"very defined [tr?s creus?], very lively" pencil drawing during 
the abbot's lifetime.61 The character of this drawing had 

apparendy (according to Gonse) been revised completely 

during the process of working 
on the engraving, with the 

result that an 
image of "energy" supplanted 

an 
original 

one 

of "tenderness."62 Conversant as he was with all the successive 

states, Gonse also explained how the background, beginning 
as a "somber, uniform" piece of engraving in the manner of 

Nanteuil, evolved through 
a "clear and almost white" stage to 

the ultimate "vibrant" and "expressive" facture that the Gazette 

chose to 
perpetuate.63 

There was little doubt in this acute 

commentator's mind that the rendering of the face reflected 

(as in so many previous works) the finest part of Gaillard's 

achievement. This feature made it the direct successor to 

such portraits 
as Henri, comte de Chambord and Pope Pius IX, as 

well as the heir to the technical refinements typified by 

Michelangelo's Evening. Gonse engaged in a 
long and minute 

description of the "intensity of life" in the abbot's face, which 

culminated in a remarkable description of the eyes: 

As for the eyes, they are unforgettable; this is the light of 

the work. They are ablaze with life and intelligence; they 
shine like diamonds. Notice the unexpected way in which 

the pupil is drawn. It has radiating stripes and dilates like 

the eye of a wild beast. We know of no 
engraving with an 

eye of this degree of force and strangeness; it is the look 

that pursues and becomes entrenched [le regard qui pour 

suit et s incruste]. 

Taken out of context, this remark about the eyes of Dom 

Gu?ranger might appear to us to be wedded to a kind of 
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hypernaturalistic vision, for which the paradigm would be the 

image produced by photography. Yet in this respect again it 

is possible to remain skeptical about the relevance of what 

Barthes regarded as the revolutionary effect of the photo 

graphic process. Pace Gonse, the earlier history of printmak 

ing also offered cases where striking comparisons of this type 

had been invoked. In the course of one of the fullest and 

most coherent estimates of Gaillard's career written shordy 

after his death, Dargenty praised him for conveying "with the 

eyes of the founder of the Abbey of Solesmes, a concentration 

of fluid almost equal 
to that which Delacroix makes spurt 

from the eyeballs of his wild beasts."65 Here we can 
safely 

assume that it is Eug?ne Delacroix's splendid lithographs of 

lions and other noble beasts that are being adduced for 

comparison, rather than his paintings. 
In just the same way, 

Gonse's remark in the previously quoted passage must be 

taken to imply that the "eye" of Dom Gu?ranger achieves its 

forceful effect specifically in the context of comparable works 

of engraving. 

The point can be developed further to imply a more gen 
eral, yet still very concrete, notion of the exhibiting 

context. 

When, in 1879, Jules Claretie reviewed the exhibition of the 

Soci?t? Internationale de l'Art, at which Gaillard's drawing 
for the print was featured, he was eager to describe the 

dramatic effect of this preparatory drawing in the general 
context of its presentation: "Besides his drawing for the en 

graved portrait of Dom Gu?ranger, Abbot of Solesmes, whose 

brilliant eye seems to bore through the paper, M. Gaillard has 

put in landscapes, studies for the engraving of the portrait of 

Pius IX, studies of arms, knees, hands with altogether supe 

rior modeling. 
. . ,"66 What emerges from all these varying 

judgments, in other words, is the crucial point that such a 

hyperbolic effect can be adequately gauged only in relation 

to the expectations generated by specific techniques, and also 

within the conditions of viewing appropriate to the work's 

exhibition or publication. 
This prompts a further conclusion. Gaillard's unique 

achievement perhaps lay in the fact that for a time, he 

trumped the overriding claims of photographic reproduction 

through a revitalization of viewing habits. This necessarily 
entailed the wholesale renovation of the technical devices 

that he had inherited from traditional reproductive engrav 

ing. The singling out of a "brilliant eye" as the ultimate test of 
a burin engraver's skill appears to have been a topos indicat 

ing the highest achievement in portrait prints, since it testi 

fied both to the engraver's skill and to the illusionistic feat of 

re-creating the distinctive presence of a famous subject. Writ 

ing in his Causeries in 1854, Augustin Sainte-Beuve had 

evoked Bervic's engraving of S?nac de Meilhan, after Louis 

Duplessis, in such terms: "we recognize above all this fine, 

piercing eye, full of fire, those penetrating, eagle eyes by which 

the Prince de Ligne was so impressed."67 In the years that 

elapsed between that comment and the portrait of Dom 

Gu?ranger, the stakes were 
undoubtedly raised, not least 

because of the insistent commercial factors to which Burty 
drew attention in 1863. It was then still possible to maintain 

that photographic reproduction 
was 

inherently flawed as a 

mode of representation for all its usefulness in facilitating 

and correcting the artist's preliminary sketches. 

To this extent, my device of interrogating Gaillard's prints 

in a photographic light has to yield in the end to a more 

historical estimate of his importance. Historicism, formalism, 

and the challenge of photography were not the only param 
eters of Gaillard's world, however helpful they may be in 

assessing the significance of his achievement, however deeply 

engaged he was in the general enterprise of safeguarding 
the 

integrity of the art of printmaking, and however unusual he 

might have been in choosing the lonely path of reproductive 
burin engraving. At the same time, he would undoubtedly 
have shared the views of Bracquemond 

as to the fallacious 

properties of the photographic image. Bracquemond 
was 

completely convinced that the "effect of photography could 

not be right [L'effet de photographie ne peut ?tre juste]." The 

camera lens falsified perspective, in his view, and photogra 

phy fulfilled its promise only as a kind of "laboratory exper 
iment," capable of securing "proofs of the effects of light 
considered as brightness." In line with the previously quoted 
remark by the great French engraver Nanteuil, Bracquemond 

also held that it was not mere technique alone (facture) that 

ensured success, that the enterprise necessarily involved "un 

derstanding and effect." His description of the "effect" 

proper to 
engraving, however, moved beyond Nanteuil in 

foregrounding the reciprocal relation between the engraver's 

marks and the surface of the paper in a way that was highly 

specific 
to the new 

practices of the etchers: 

The effect of engraving, which consists in bringing out 

several qualities of white, that is to say, several qualities of 

light, without apposing any work on the luminous parts of 

the subject, is due to the quality of the values that sur 

round these lights, at the places where the paper remains 

untouched, although it appears to be a 
question of several 

different values of white.68 

The emphasis 
on the importance of the "untouched" paper 

as an active feature in securing "effect" calls to mind Beraldi's 

slightly wry comment on the hypersophisticated use of paper 
and printing techniques by the etchers of his day. By com 

parison, as he noted with regret, the quality of the pulp paper 

{papier p?te) used by the burin engravers had not progressed 

beyond 1820. Gaillard's Man with the Pink was edited on pulp 
paper, Beraldi remarked?and Dom Gu?ranger, 

too. So even 

Gaillard had not improved on this traditional form of paper 

support, with its "opprobrious" adjunct: the print 
on India 

paper (known in French as chine appliqu?).m 
This comment may seem 

misplaced, given the wide range 

of specially prepared papers that Gaillard in fact em 

ployed?to which many of the prints used as illustrations to 

this article bear witness. But it serves to introduce a final issue 

that arises when we attempt to 
place Gaillard's achievement 

in the context of the visual culture of his day. It has to be 

recognized that Bracquemond makes his points about the 

"effect" of engraving in the very process of arguing that the 

etching process is inherently superior to burin engraving. 
The former can, according to his view, accommodate shades 

of gray, while the burin "necessarily starts from absolute 

black, however fine the cut may be."70 Given the clear evi 

dence of 
Bracquemond's admiration for Gaillard, one sus 

pects that this qualification about the "fine" quality of the 

taille may have been inserted with the latter's work specifically 
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in mind. Certainly there were few, if any, burin engravers who 

so 
consistendy cultivated the middle range of tones that 

might be described as gray and shunned the "absolute 

black."71 This was the case with Gaillard right from the ap 

pearance of his Bellini portrait at the Salon des Refus?s in 

1863, with the dense black ground of a work like the unfin 

ished Venus of Urbino remaining the exception. 

If we attempt to adjudicate between the different technical 

values espoused by the etcher and the burin engraver over 

this period, it becomes evident that fine photography pre 
sented the same order of challenge to both. By the end of the 

century, the engraver's burin, the artist's pencil, and, un 

doubtedly, the etcher's needle were being placed in the same 

bracket, at least from the point of view of the new 
photo 

graphic criticism. As Robert de La Sizeranne expressed it in 

1899: "Where the burin and the crayon proceed by litde 

differential strokes, which are in consequence disunited and 

abrupt [d?sunis et heurt?s], [photography] works by con 

nected, continuous tints, uniform in texture, but graduated 

to 
infinity. 

. . ."72 Such a 
perception did not, however, have 

equally 
severe consequences for all of those who utilized 

these different types of graphic instrument. A crucial line of 

division lay in the fact that an artist-etcher like Bracquemond 
or Whisder could endow those "litde differential strokes" 

with all the authorial prestige attached to traditional drafts 

manship. Even a 
reproductive etcher, like Gaillard's succes 

sor as Grand Prix de Rome, Charles Waltner, could tackle the 

paintings of the Dutch masters and the Pre-Raphaelites with 

an idiosyncratic use of line that was justified by the facture of 

his models. The reproductive engraver, by contrast, was con 

fronted with the fact that to the degree that he was capable of 

developing a personal idiom he risked being stigmatized as 

an unfaithful and capricious translator. Gaillard's develop 

ment toward what Ivins acidly termed "a sort of hand-made 

daguerreotype" 
was 

perhaps 
an index of this uncomfortable 

dilemma. 

Yet to historicize the perceptions that accompanied the 

demise of reproductive engraving is to elude the challenge 
that Gaillard's work undoubtedly presents today, when the 

analogical privilege of photography as proclaimed by La 

Sizeranne has come to seem less assured. Probably the most 

interesting feature of Gaillard's prints, from a contemporary 

point of view, is the experience that they provide of visual 

representation 
as a time-based process. This is not just 

a 

matter of the legendary unfinished plates, 
nor of the multi 

plication of different states to an inordinate degree, though 
both these features must be taken as 

integral aspects of 

Gaillard's distinctive working procedure. I referred earlier to 

the mythic precedent of the novel Chef d'oeuvre inconnu, and 

also to the quasimodernist oddity of Gaillard's unfinished 

(but nonetheless published) Mona Lisa. A strong argument 
could be constructed to align the distinctive character of his 

engravings, and the possibilities of their reception 
even to 

day, with the serial procedures espoused by contemporaries 
like Claude Monet and Paul C?zanne, and with the new 

concept of duration that was being developed over the same 

period by Henri Bergson. Writing toward the end of the 

article that has already been quoted, Dargenty summed up 
his experience of the retrospective showing of Gaillard's 

prints in 1887 with an acute comment that brings the process 

of their reception vividly to life. The description itself enacts 

that process, almost as if he were elucidating the act of 

viewing 
a Cubist composition. "It is marvelous to see every 

one of these bundles of down each taking its value, becoming 
attached to its plane, and, linked through the delicate linea 

ments of a magisterial burin, espousing the form and putting 
it into relief with a savor 

previously unknown."73 Dargenty 

then goes on to claim: "What does the process matter, in any 

case: the result and what we take from it is all that matters." 

From our present perspective, we might beg to differ. 
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