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ABSTRACT
FROM SACRED TO SPECTACULAR: GUSTAVE DORÉ’S BIBLICAL IMAGERY
Sa r a h C . Sc h a e f e r
This dissertation argues that the biblical imagery of Gustave Doré (1832–83) successfully
conveyed various modern ways of encountering the Bible, in both sacred and secular contexts.
Doré was one of the most popular artists in nineteenth-century Europe and America, and his
images have continued to be widely reproduced (to date, his Bible illustrations have been
incorporated into over 700 publications). Emerging at a time when the Bible was taking on
cultural roles beyond the moral and theological, Doré’s images negotiated the challenges facing
biblical representation, and introduced generations around the world to a new and modern way of
understanding Judeo-Christian scripture. From the emergence of the “Bible as literature,” to
Holy Land archaeology, to the spectacularization of biblical narratives, to modern religious
pedagogy, the impact of Doré’s biblical pictures was felt on a scale heretofore unknown. More
broadly, this project deals with the intersection of art, religion, and modernity through the study
of one influential artist. The history of Doré’s images extends across temporal, geographical, and
denominational boundaries, and is crucial for understanding how the Bible has maintained its
sacred and secular functions through the present day.
Despite his centrality to the nineteenth-century art world, Doré’s work has maintained a
relatively marginal place in standard art histories. Art historians and sociologists of religion are
becoming increasingly interested in the importance of religious imagery in modernity and Doré’s
works are often invoked, but there has yet to be a sustained study of the forms, history, and
persuasive power of his images. Redressing art history’s meager attention to modern religious

art, I hope not only to recuperate Doré for art history, but also, more generally, to demonstrate
how religious art helped make us modern.!
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INTRODUCTION
Placed in direct communication with the majesty of the Scriptures, his thoughts rose and
his inspiration reflected the breath of divine truth.–– Pierre Delacomté, Gustave Doré,
dessinateur, peintre, sculpteur (1832-1883)1

God has called some men to paint pictures just as surely as he has others to preach
sermons... And if Gustave Doré shall help us to apprehend more truly the grand
revelations of the scriptures, then I am sure an evening spent in the gallery filled with the
works of the great Alsatian will be both beneficial and religious… If you do not like to
have the soul stirred to its deepest depths, do not go to the Doré Gallery.–– “Evening at
the Doré Gallery,” Chicago Daily Tribune, 1896

These two quotations, inspired by Gustave Doré’s Bible illustrations and paintings,
reveal only a hint of the power that these images have had over international audiences since the
1860s. When the Doré Bible was first published in late 1865,2 it was immediately lauded as a
monument in the history of illustrated Bibles. Doré’s images, critics argued, not only
successfully conveyed the epic qualities of the scriptural narratives, but also evoked
contemporary biblical research, giving them an aura of historical authenticity. In the following
years, the illustrations were reproduced widely throughout Europe and America. Hoping to
establish himself as a painter as well as an illustrator, Doré accepted the proposition of British
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“Mis en communication directe avec la majesté des Ecritures, ses pensées s'élevèrent et son inspiration
se ressentit du souffle de la vérité divine.” Publication contained in the “Documentation sur Gustave
Doré,” Bibliothèque Nationale de France, Site François Mitterand.
2

Both the first and second editions of the Doré Bible are dated 1866, but the first was released near the
end of 1865. See Dan Malan, Gustave Doré: Adrift on Dreams of Splendor (A Comprehensive Biography
and Bibliography) (St. Louis, MO: Malan Classical Enterprises, 1995), 81.
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entrepreneurs James Liddle Fairless and George Lord Beeforth to open a gallery in London. For
a quarter-century, the Doré Gallery was a cultural landmark in the commercial heart of the city.
Doré’s biblical paintings had a powerful effect on viewers––like his earlier illustrations, these
works evoked contemporary biblical research but on an even more monumental scale and
inspired viewers to write poems and preach sermons while standing in front of them. In 1892,
nearly a decade after the artist’s death, the Doré Gallery traveled to the United States, where it
was exhibited at a number of institutions, including Carnegie Hall and the Art Institute of
Chicago. Doré’s illustrations were already well known in America, and his paintings attracted
huge audiences––in one day alone, 16,300 visitors attended the Art Institute exhibition.
Using Doré’s work as its starting point, this dissertation explores the production,
circulation, and reception of biblical imagery in the nineteenth and early-twentieth centuries. I
argue that Doré’s Bible illustrations and paintings of biblical subjects have made a wide and
sustained impact on the field of modern biblical representation. Emerging at a time when the
Bible was taking on cultural roles beyond the moral and theological, Doré’s images were able to
negotiate the challenges facing biblical representation, and introduced generations around the
world to a new and modern way of understanding Judeo-Christian scripture. As Jonathan
Sheehan has stated,
If indeed modernity were secular, [the Bible], this provincial and archaic artifact should
long ago have been discarded. Instead, its prescriptive content is rejected, even as it has
become one of the sturdiest pillars of Western “culture.” At the same moment that the
Bible is mourned (or celebrated) as a victim of secularism, it is also recuperated as an
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essential element of the transcendent moral, literary, and historical heritage that
supposedly holds together Western society.3
Sheehan is one of a number of scholars to approach the continued influence of the Bible on
modern culture, but there has yet to be a study of the ways in which images in particular played a
role in establishing a modern, popular understanding of the Bible. Redressing art history’s
meager attention to modern religious art, I hope to demonstrate how biblical imagery not only
flourished in the nineteenth and twentieth centuries, but also how it participated in establishing
modern identities and cultures.
At its roots, this project stems from a rethinking of modernity as an age of
secularization. Numerous scholars in recent years have begun to explore religious culture
throughout the nineteenth century.4 As scholarly inquiry has turned increasingly to popular
culture and marginalized voices, these alternative narratives are at odds with the rise of secularist
attitudes that developed during the Enlightenment and played out most significantly in the work
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Jonathan Sheehan, The Enlightenment Bible: Translation, Scholarship, Culture (Princeton, N.J.:
Princeton University Press, 2005), ix.
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As the French Revolution has so often been invoked as an inaugural moment in the history of modernity,
there is only a relatively small body of scholarship on religion in France in the nineteenth century. Key
studies include Edward Berenson, Populist Religion and Left-Wing Politics in France, 1830-1852
(Princeton, N.J.: Princeton University Press, 1984); Joseph F. Byrnes, Catholic and French Forever:
Religious and National Identity in Modern France (University Park, P.A.: Pennsylvania State University
Press, 2005); D. G. Charlton, Secular Religions in France, 1815-1870 (London, New York, Published for
the University of Hull by the Oxford University Press, 1963); Richard Helmstadter, ed., Freedom and
Religion in the Nineteenth Century (Stanford, C.A.: Stanford University Press, 1997); Thomas Kselman,
Miracles and Prophecies in Nineteenth-Century France (New Brunswick, N.J.: Rutgers University Press,
1983); Gerald A. McCool, Catholic Theology in the Nineteenth Century: The Quest for a Unitary Method
(New York: Seabury Press, 1977); John Warne Monroe, Laboratories of Faith: Mesmerism, Spiritism,
and Occultism in Modern France (Ithaca: Cornell University Press, 2008); Harry W. Paul, "In Quest of
Kerygma: Catholic Intellectual Life in 19th-Century France," The American Historical Review 75, no. 2
(Dec., 1969): 387-423; and Bernard M. G. Reardon, Religion in the Age of Romanticism: Studies in
Early-Nineteenth-Century Thought (Cambridge; New York: Cambridge University Press, 1985). The
scholarship on religion in nineteenth-century England and America is more fleshed out, and will be
discussed in chapters three and four, respectively.
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of Karl Marx and Émile Durkheim.5 In the field of nineteenth-century art history, in which
France has traditionally been the key point of entry, religious art has long been marginalized.
Although there was an immense body of religious imagery created by French artists, many if not
most of these works fall into the category of “academic” art, rather than the canon of modernist
and avant-garde practices which have traditionally been at the center of art historical inquiry.
The methodologies upon which these narratives insist necessarily preclude the examination of
material that falls outside their own parameters, unless it is used to illustrate retrograde,
sentimental, or conservative modes of art production. Doré’s work does not fall neatly into the
realm of academic or modernist art. The popular reception of his work, however, demonstrates
the limitations of these categories.
Although Doré was one of the most famous artists in the world at the time of his death
and his images have been continually reproduced in the intervening 130 years, his name is
generally invoked in very limited circles. It is not my aim, however, to simply rejuvenate the
reputation of a marginalized artist––this project is monographic in name only. I am not so much
interested in Doré’s biography or motivations, on which I rely only insofar as they underscore
broader points surrounding the cultural politics of his imagery. Rather, my analysis of Doré’s
images and their use and reception is predicated on the claims that 1) religious visual culture had
an immense impact on popular culture throughout the nineteenth century, in sacred and secular
contexts, and 2) that one can trace a diverse set of motivations for and implications of the Bible’s
continued relevance through Doré’s work.
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Scholars are increasingly questioning secularist theories of modernity. See, for instance, Anders BergSørensen, ed., Contesting Secularism: Comparative Perspectives (Farnham, Surrey; Burlington, VT:
Ashgate, 2013); Craig Calhoun, Mark Juergensmeyer, and Jonathan VanAntwerpen, eds., Rethinking
Secularism (New York: Oxford University Press, 2011); Mike King, Secularism: The Hidden Origins of
Disbelief (Cambridge: James Clarke & Co., 2007); and Erin K. Wilson, After Secularism: Rethinking
Religion in Global Politics (Basingstoke, Hampshire: Palgrave Macmillan, 2012).
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Many other artists, some of whom will be discussed in the following chapters, had a
similar impact on the landscape of religious art, but I have chosen to focus on Doré due to a
number of factors. First, Doré created an immense body of images in his lifetime, a large
proportion of which represented biblical or religious subject matter. The sheer volume of his
production has meant that little attention has been given to any particular aspect of his oeuvre,
and within the body of biblical images there is a rich tapestry of examples from which to draw.
Second, Doré’s work reached international audiences almost immediately. His transnational
appeal has given me the opportunity to explore the reception of his images through multiple
historical, geographical, and denominational lenses, and has allowed me to expand my analysis
to broader methodological questions. And finally, his wide popularity during and after his
lifetime has meant that there are countless responses to his work in the popular press, novels, and
correspondences of many notable figures. The breadth and variety of these reactions has allowed
me to develop an accurate cross-section of how his work has been received in the public
consciousness.

D o r é ’ s l if e an d p r a c t i c e
Although Doré’s biography will play only a minor role in the narratives laid out in the
chapters below, I nonetheless think it necessary to map out a brief overview of his life and
practice, in order to situate him within the larger cultural and artistic atmosphere of Europe in the
second half of the nineteenth century. The primary biographical resources that have informed
most writers on Doré are Blanche Roosevelt’s The Life and Reminiscences of Gustave Doré
(London and New York: Cassell and Company, 1885) and Blanchard Jerrold’s Life of Gustave
Doré (London: W. H. Allen and Company, 1891), each of which were published within a decade
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of Doré’s death.6 These two works are rich and invaluable sources of information, drawing not
only from each author’s own personal experiences with Doré, but from conversations and
correspondences with Doré’s closest friends. 7 Often, however, they are highly fanciful––
Roosevelt noted in her preface that in “compiling” her work, “I have tried to identify myself with
the one predominating element of Doré’s nature––his imagination; and after depicting life in the
real, have ventured into the domain of the unreal, writing in the spirit of those who lead
imaginary existences.”8 Nonetheless, she argued, “I have never altered my evidence, and have
only cancelled certain forms of expression which might have proved misleading, taken as
individual remarks, when they could not corroborate any part of the whole testimony.”9 While
the contemporary reader (myself included) is inclined to take the more seemingly far-fetched
characteristics of Doré’s persona (his photographic memory, for instance) that Roosevelt and
Jerrold describe with a grain of salt, in many cases they are corroborated by numerous sources
published during Doré’s lifetime. As with all instances in which I cite Doré’s biography, I am
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Other monographs include René Delorme, Gustave Doré: Peintre, sculpteur, dessinateur, et graver
(Paris, 1879); Konrad Farner, Gustave Doré, der industrialisierte Romantiker (Dresden: Verlag der
Kunst, 1963); Nigel Gosling, Gustave Doré (New York: Praeger, 1974); Philippe Kaenel, Gustave Doré:
réaliste et visionnaire, 1832-1883 (Genève: Editions du Tricorne; Bevaix: Galerie Arts anciens, P.-Y.
Gabus, 1985); Christophe Leclerc, Gustave Doré: le rêveur éveillé (Paris: Harmattan, 2012); W.
Lehmann-Haupt, The Terrible Gustave Doré (New York: The Marchbanks Press, 1943); Joanna
Richardson, Gustave Doré: A Biography (London: Cassell, 1980); and Millicent Rose, Gustave Doré
(London: Pleiades Books, 1946). The library at the Musée d’art moderne et contemporain in Strasbourg
holds the largest collection of archival materials related to Doré’s life and work, but these sources were
compiled by American collector Samuel Clapp and largely revolve around the Doré Gallery. Doré’s
letters are otherwise scattered among research libraries and private collections.
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Blanche Roosevelt was an American opera singer who traveled and performed in Europe, and became
acquainted with a number of illustrious figures. She described her first encounter with Doré, which
occurred in 1873 in The Life and Reminiscences of Gustave Doré, 391-407. Blanchard Jerrold wrote the
text for London: A Pilgrimage, which Doré illustrated.
8

Roosevelt, Life and Reminiscences of Gustave Doré, vi.
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uninterested in proving or disproving the more questionable claims, and invoke them only when
it is important to do so.
Paul Gustave Louis Christophe Doré was born in Strasbourg on January 6, 1832, the son
of civil engineer Pierre Louis Christoph Doré and his wife Alexandrine Marie Anne Pluchart.
The first ten years of his life were spent in the shadow of the Strasbourg Cathedral, and Doré’s
earliest sketches are often depictions of life in the Alsace region. In 1841, the Doré family
relocated to Bourg-en-Bresse in eastern France. After only a few years in this small city, Doré
was brought to Paris where he showed his work to the renowned publisher Charles Philipon, who
had gained notoriety with the journals La Caricature and Le Charivari in the 1830s.10 In 1848,
Philipon contracted Doré as an official staff member of his new periodical, Le Journal pour rire,
and the artist began a prolific production that would last the rest of his lifetime. Upon moving to
Paris, Doré attended the Lycée Charlemagne, where he became acquainted with Edmond About
and Hippolyte Taine, the first of a number of illustrious names of Parisian artistic and literary
society with whom Doré would associate (others included Paul Lacroix, Théophile Gautier,
Alexandre Dumas, and Gioachino Rossini).
In the first half of the 1850s, Doré completed his schooling, published several sets of
illustrations, and began to practice painting. His first major success came in 1854 with the
release of the Oeuvres de Rabelais, which included 105 illustrations. In 1855 his first paintings
appeared at the Paris Salon, and the next year he produced over 300 illustrations, most notably
the twelve for La Légende de juif errant. By this time, Doré was a well-known caricaturist and
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On Philipon's position in the world of nineteenth-century political caricature in France, see Robert
Goldstein, Censorship of Political Caricature in Nineteenth-Century France (Kent, OH: Kent State
University Press, 1989); and Richard Terdiman, “Counter-Images: Daumier and Le Charivari,” in
Discourse/Counter-Discourse: The Theory and Practice of Symbolic Resistance in Nineteenth-Century
France (Ithaca: Cornell University Press, 1985), 149-197.
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illustrator, as well as a stalwart of Parisian society (his weekly salons were acclaimed events,
with Doré often orchestrating tableaux vivants among his guests). In the 1860s, Doré’s already
rising star seemed unstoppable. Some of his most well-known and comprehensive illustrated
works entered the public sphere, including Dante’s Inferno (1861), The Adventures of Baron
Munchausen (1862), Perrault’s Fairy Tales (1862), and Don Quixote (1863). In 1861, Doré was
made a chevalier of the Legion d’Honneur, and in 1865 the French State bought one of his Salon
paintings, The Angel Appearing to Tobias (fig. 0.1).
The year 1866 was truly a watershed in Doré’s career, with the publication of his
illustrations for Paradise Lost and the Bible––the popularity of the Bible and the subsequent
opening of the Doré Gallery in London will be discussed at length in the following chapters.
Although Doré would focus on biblical subjects for the majority of the rest of his career, several
other events are worth noting here. The Franco-Prussian War (1870–71) and the Paris Commune
(1871) had a significant impact on Doré’s psyche. His beloved Alsace was ceded to the
Prussians, and the artist, devastated, never returned to his birthplace. These events also provoked
him to produce what most historians consider some of his most successful paintings, including
The Black Eagle of Prussia (fig. 0.2), and The Enigma (fig. 0.3). In the 1870s, Doré began
practicing sculpture and steel engraving, and continued to produce paintings for the Salon and
the Doré Gallery. Although he received praise among French critics for some of his early
paintings, his work was never as successful as he hoped. The year 1881 saw the death of Doré’s
mother, whose steadfast support was crucial to Doré in the face of criticism. Doré would produce
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only one more major work, a monument to his friend Dumas, before his own death on January
23, 1883.11
Historiography
Following his death, the Doré Gallery continued to operate in London until 1892, when it
was sent to the United States. An exhibition of the artist’s work took place at the Cercle de la
librarie in Paris in 1885.12 Doré’s life and work were the subject of books and retrospective
exhibitions at two major points during the twentieth century, the centenaries of his birth (1932)
and death (1983).13 Critical interest in Doré’s work has started to emerge in the past few years.
The publication Fantasy and Faith: The Art of Gustave Doré (New York: Dahesh Museum of
Art, 2007) represented the first major study of Doré’s work in English in over two decades.14 As
Robert Rosenblum noted in his essay for the catalogue, “Resurrecting Gustave Doré,” the years
of Doré’s birth and death tellingly coincide with one of the key protagonists of nineteenthcentury art, Édouard Manet. “Given the conventional pattern of art history,” suggested
Rosenblum, “their exact coexistence should be an oxymoron.”15 Whereas Manet has consistently
represented the rebellious and provocative practices often associated with avant-garde art (no
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
11

Alexandre Dumas fils gave the eulogy at Doré’s funeral, and spoke at the inauguration of Doré’s
monument to Dumas in 1884. See Alexandre Dumas, fils, Discours funèbre prononcé sur la tombe de
Gustave Doré (Paris: n.p., 1883); and Dumas, fils, Le monument de Alexandre Dumas: oeuvre de Gustave
Doré: discours prononcés devant le monument le jour de l'inauguration (Paris: Librairie des Bibliophiles,
1884).
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See Catalogue des dessins, aquarelles et estampes de Gustave Doré, exposés dans les salons du Cercle
de la librairie (mars 1885) (Paris: Cercle de la librairie, de l'imprimerie et de la papeterie, 1885).
13

See Annie Renonciat, La vie et l'œuvre de Gustave Doré (Paris: ACR Edition; Lausanne: Bibliothèque
des arts, 1983); Gustave Doré, 1832-1883 (Dortmund: Harenberg, 1982); and Gustave Doré, 1832-1883
(Strasbourg: Musée d'art moderne, Cabinet des estampes, 1983).
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Fantasy and Faith was intended to accompany an exhibition of Doré’s work at the Dahesh Museum of
Art, but the exhibition was ultimately cancelled.
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Robert Rosenblum, “Resurrecting Gustave Doré,” in Fantasy and Faith: The Art of Gustave Doré, ed.
Eric Zafran (New York: Dahesh Museum of Art, 2007), 17.
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matter how problematic this representation often is), Doré’s work falls within the legacy of
Romanticism: “Whether illustrating the Bible or Byron, Doré conceived his narratives as cosmic
events taking place in a world far beyond the space-time coordinates of nineteenth-century life
and even farther beyond the reach of terrestrial human scale. What could be less like Manet?”16
Rosenblum then indicated the points at which Doré’s and Manet’s practices did overlap–
–the fact that Doré produced works documenting everyday urban life akin to Manet’s, and that
both artists created illustrations for Edgar Allen Poe’s The Raven, for instance. Doré’s work,
Rosenblum essentially argued, can be neatly situated within the narratives that are recognizable
to any student of nineteenth-century art history. And indeed, Doré had significant ties to and
impact on the Parisian art world of the nineteenth century. Gustave Courbet said of Doré, “There
is only him and me.”17 The studio of Charles Gleyre (in which Frédéric Bazille, Auguste Renoir,
and Alfred Sisley were students) admired Doré’s compositions for Dante and Virgil in the Ninth
Circle of Hell (fig. 0.4) and Paolo and Francesca da Rimini (fig. 0.5).18 Vincent van Gogh wrote
several times of his admiration for Doré, and produced a painting after Doré’s Prisoners
Exercising at Newgate Prison, an illustration for the popular London: A Pilgrimage (figs. 0.6,
0.7).19 Though useful to consider in terms of the broader issues surrounding art historical
methodology and the persistence of a canon, Doré’s relationship to, impact on, and
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Rosenblum, “Resurrecting Gustave Doré,” 17.
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Cited in Kaenel, Gustave Doré: realiste et visionnaire, 47.
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See Roger Diederen, From Homer to Harem: The Art of Jean Lecomte du Nouÿ (New York: Dahesh
Museum of Art, 2004), 16-21.
19

Doré’s name appears often in van Gogh’s correspondence. In a letter to Anthon van Rappard (letter
267) from 1882, he wrote “The other day I saw the whole of Doré’s work on London — I say, that’s
splendidly beautiful and noble in sentiment — for example in the room in the night refuge for beggars,
which you have, I believe, and otherwise can still get.” In 1890, he wrote to Theo (letter 854), “I’ve tried
to copy Daumier’s Drinkers and Doré’s Penitentiary, it’s very difficult.” See Van Gogh Museum, Vincent
van Gogh: The Letters, 2009, http://http://vangoghletters.org/vg/.
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marginalization from the Parisian art world is a subject with which I generally avoid engaging.
Rather, the broader historiographical questions I pursue relate to the place of biblical imagery in
the modern world. This necessarily involves investigation of images beyond those Doré
produced. Julius Schnorr von Carolsfeld, James Tissot, William Holman Hunt, and other artists
will play a significant role in the following discussions. In drawing from these examples, my
goal is to situate Doré’s work within a complex network of biblical art, rather than create an
image of Doré as a sole interlocutor.
In addition to useful studies like Fantasy and Faith and Dan Malan’s Gustave Doré:
Adrift on Dreams of Splendor (A Comprehensive Biography and Bibliography) (St. Louis, MO:
Malan Classical Enterprises, 1995),20 Doré’s work has been the subject of a number of recent
exhibitions that focus on more discrete aspects of his career and/or milieu, including Mihály
Zichy, Gustave Doré: deux “monstres de génie” (Musée Félicien Rops, 2009) and Gustave Doré,
un peintre-né (Monastère royal de Brou, 2012). The exhibition at the Musée Félicien Rops took
as its starting point Théophile Gautier’s characterization of Doré as a “monstre de génie,” which
the writer later also applied to the Russian artist Mihály Zichy. Doré and Zichy became
acquainted through Gautier, and their works, as the catalogue demonstrates, similarly rely on the
legacy of Romanticism. 21 Gustave Doré, un peintre-né focused almost entirely on Doré’s
painting practice, a facet of his career that has long been downplayed by critics (see chapter
three). Although the exhibition itself will undoubtedly be historiographically overshadowed by
the 2014 Musée d’Orsay retrospective, Gustave Doré: L’imaginaire au pouvoir, the catalogue
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Malan in particular has done unprecedented research into the publication and reproduction of Doré’s
work. Although Gustave Doré: Adrift on Dreams of Splendor is not an academic text and I have found
several inaccuracies within the work, it has nonetheless been an invaluable resource for me throughout
my research. I am especially grateful to Mr. Malan for his prompt responses to my inquiries.
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See Eszter Földi, “Deux “monstres de génie”: Zichy et Doré,” in Mihály Zichy, Gustave Doré: deux
“monstres de génie” (Musée Félicien Rops, 2009), 56-93.
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for Gustave Doré: un peintre-né provides some useful critical scholarship (especially, for my
purposes, Sylvie Carlier’s essay “Gustave Doré et l’iconographie religieuse”). My project was
completed just prior to the opening of Gustave Doré: L’imaginaire au pouvoir, which will travel
to the National Gallery of Canada in the fall of 2014. I was not, therefore, able to incorporate or
respond to the exhibition and its accompanying catalogue; however, any publications that result
from my research will necessarily take any relevant material from the exhibition into account.
Existing scholarship on Doré’s work is generally lacking in critical analysis, and this is
due to a number of factors. The most significant of these are: 1) Doré’s inconsistent relationship
to canonical narratives (as addressed above), 2) the sheer volume of work he produced over the
course of his career,22 and 3) a general lack of critical engagement with the practice of book
illustration. Because Doré produced so many powerful images, the major retrospectives mounted
in the past 80 years have generally all attempted to recuperate the entirety of Doré’s immense
oeuvre, rather than focusing on a particular aspect of his production. The result is that Doré’s
work is rarely dealt with beyond a superficial level.23 The third issue cited above also stems from
this situation. Book illustration has traditionally remained in the purview of rare book
connoisseurs and only the occasional “superstar” gains attention beyond that field. Michel Melot
has addressed this situation, arguing,
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The leading catalogues of Doré’s work are Gabriele Forberg, Gustave Doré: Das graphische Werk
(Munich: Rogner und Bernhard, 1975); Henri Leblanc, Catalogue de l'œuvre complet de Gustave Doré;
illustrations—peintures--dessins--sculptures--eaux-fortes--lithographies (Paris: C. Bosse, 1931); and J.
Valmy-Baysse, Gustave Doré: Bibliographie et catalogue complet de l’oeuvre (Paris: M. Seheur, 1930).
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Exceptions include Penny Brown, “Gustave Doré's Magical Realism: The "Nouveaux contes de fée" of
the Comtesse de Ségur,” The Modern Language Review 95, no. 4 (Oct. 2000): 964-977; Wyman H.
Herendeen, "The Dore Controversy: Dore, Ruskin, and Victorian Taste," Victorian Studies 25, no. 3
(Spring 1982): 305-327; David Kunzle, “Gustave Dore's History of Holy Russia: Anti-Russian
Propaganda from the Crimean War to the Cold War,” Russian Review 42, no. 3 (Jul., 1983): 271-299; and
Philip Ward-Jackson, “Lord Ronald Gower, Gustave Doré and the Genesis of the Shakespeare Memorial
at Stratford-on-Avon,” Journal of the Warburg and Courtauld Institutes 50 (1987): 160-170.
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what go by the name of “histories of illustration” are in fact no more than anthologies.
And they are anthologies of book illustration, at the expense of everyday illustration;
giving pride of place to the literature of fiction, they neglect scientific and technical
illustration; and the pictures are usually considered independently of the text, even on the
formal plane where illustration then becomes a category of the print.24
Melot makes no attempt to create a comprehensive history of illustration, which he says has no
“underlying unity,” and approaches different historical moments primarily through the lens of
post-structuralism. More in-depth case studies of the nineteenth-century industry of illustration
are generally lacking, although Philippe Kaenel has spent significant time examining the
complex profession of book illustration in nineteenth-century France.25

Methodol ogy
The renewed interest in Doré’s work coincides with increased attention to religious art in
nineteenth-century France. Useful studies on this subject include Bruno Foucart’s Le renouveau
de la peinture religieuse en France, 1800-1860 (Paris: ATHENA, 1987), Michael Paul Driskel’s
Representing Belief: Religion, Art, and Society in Nineteenth-Century France (University Park,
PA: Pennsylvania State University Press, 1992), and Joyce Polistena’s The Religious Paintings
of Eugène Delacroix (1798-1863): The Initiator of the Style of Modern Religious Art (Lewiston,
NY: Edwin Mellen Press, 2008). In terms of dealing specifically with the Bible, however, little
has been written about its reception in post-Revolutionary France, and even less about biblical
imagery. Driskel’s work in particular maps the terrain of religious painting throughout
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Michel Melot, The Art of Illustration, trans. James Emmons (New York : Skira / Rizzoli, 1984), 12.
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Philippe Kaenel, Le métier d'illustrateur: 1830-1880. Rodolphe Töpffer, J-J Grandville, Gustave Doré
(Genève: Droz, 2005). Kaenel is a co-curator for the exhibition Gustave Doré: L’imaginaire au pouvoir.
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nineteenth-century France, but the vast majority of works he discusses are extra-biblical,
representing the lives of saints and church history. Scenes from the Passion and the life of Mary
enter into Driskel’s discussion, but he frames them largely framed within the context of Catholic
iconography and tradition. Post-colonial theory has informed the critique of Orientalist art, much
of which depicts biblical subjects and locations, but art historians have been loathe to address the
continued relevance of the Bible in modernity, despite a wealth of material that has been
produced on the subject in other disciplines.
The scholarship on nineteenth-century biblical art outside of France, however, has
developed with much greater rapidity and enthusiasm in recent years. There are a variety of
reasons for this situation, some of which will be discussed in the following chapters. One
significant factor is that the centrality of the Bible in Protestant culture has led to its being a
greater part of the discussions on nineteenth-century British, German, and American art.
Michaela Giebelhausen has done extensive research and analysis into the religious art of
Victorian Britain, a subject that had only been significantly dealt with in the context of the PreRaphaelite Brotherhood.26 Cordula Grewe devoted a chapter of Painting the Sacred in the Age of
Romanticism (Farnham, England; Burlington, VT: Ashgate, 2009) to Julius Schnorr von
Carosfeld’s Bibel in Bildern, providing ample analysis of the German Nazarenes’ representations
of the Bible. The largest body of literature on modern biblical imagery is within the scholarship
on American art. In a 2003 essay, Sally Promey provided a historiographical analysis of the
“return” of religion to the history of American art, asking that historians “apply to religion the
same degree of precision and sophistication in critical analysis, interpretation, and theorization
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See Michaela Giebelhausen, Painting the Bible: Representation and Belief in Mid-Victorian Britain
(Aldershot, England; Burlington, VT: Ashgate, 2006). Despite what the title suggests, however, the study
focuses much of its attention on subjects that go beyond the Bible (Christian history, for instance).
Nonetheless, the book has filled an important gap in the scholarship on Victorian art.
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that it has come to expect of art historical scholarship on other dimensions of political, social,
and cultural history.”27 David Morgan, Kristen Schwain, Colleen McDannell and John Davis
have also produced significant work in this arena, which will be discussed at length in chapter
four.28
One of the challenges of this project was to develop a framework for discussing the role
of the Bible in modern culture. Although the subject has an increasing presence in humanities
scholarship, there has yet to be a broad survey or methodological analysis of the Bible in the
post-Enlightenment era. Moreover, the role that images have played in the Bible’s transition into
modernity has been almost completely ignored. Jonathan Sheehan makes the most substantial
argument for the cultural significance of the Bible in the modern era in The Enlightenment Bible:
Translation, Scholarship, Culture (Princeton, N.J.: Princeton University Press, 2005), but
Sheehan’s analysis is temporally limited, only just entering the nineteenth century. The dearth of
scholarship on the Bible in the modern era is surprising, considering the myriad ways that
biblical subjects have been appropriated into modern culture. For this project, therefore, I chose
to organize each chapter around a particular way that the Bible was recuperated for modern
purposes as evidenced by Doré’s work, which I describe in more detail in the chapter outline
below.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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Sally M. Promey, “The "Return" of Religion in the Scholarship of American Art,” The Art Bulletin 85,
no. 3 (Sep., 2003): 596.
28

See John Davis, The Landscape of Belief: Encountering the Holy Land in Nineteenth-Century American
Art and Culture (Princeton, NJ: Princeton University Press, 1996); Colleen McDannell, Material
Christianity: Religion and Popular Culture in America (New Haven, CT: Yale University Press, 1995);
David Morgan, The Lure of Images: A History of Religion and Visual Media in America (London; New
York: Routledge, 2007); Morgan, Protestants and Pictures: Religion, Visual Culture, and the Age of
American Mass Production (New York: Oxford University Press, 1999); Morgan and Sally Promey, eds.,
The Visual Culture of American Religions (Berkeley: University of California Press, 2001); and Kristin
Schwain, Signs of Grace: Religion and American Art in the Gilded Age (Ithaca: Cornell University Press,
2008).
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At its core, this project belongs to the growing body of scholarship that deals with the
historical reception of visual and material culture.29 This approach relies not only on the visual
evidence present in images, but on their use and circulation, and, particularly in my case, the
responses they provoke for various audiences. In each chapter, I situate Doré’s work within a
particular set of discursive frames that informed the production and response to his images. As
David Morgan has argued, this approach to visual culture is advantageous because it “avoids
taste-distinctions such as ‘high’ and ‘low’; it attends to the cognitive frameworks that shape
perception and the experience of images and help determine meaning; and it aims finally at
understanding the world-building activity of imagery and visual practice.”30 Analysis such as
this, however, “runs the risk of marginalizing the image or object unless it strives for integrating
production with reception.”31 In my own analysis, I have sought to attend to the conditions of
production, particularly in chapters one and two. In each chapter, moreover, I investigate the
formal legacy of Doré’s images through succeeding generations of artistic production and
circulation.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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Major works in reception theory include Terry Eagleton, “Phenomenology, Hermeneutics, and
Reception Theory,” in Literary Theory: An Introduction (Minneapolis: University of Minnesota Press,
1996), 47–78; Gunter Grimm, Rezeptionsgeschichte: Grundlegung einer Theorie (Munich: Fink, 1977);
Robert C. Holub, Crossing Borders: Reception Theory, Poststructuralism, Deconstruction (Madison,
Wis.: University of Wisconsin Press, 1992); Holub, Reception Theory: A Critical Introduction (New
York, London: Methuen, 1984); Hans Robert Jauss, Toward an Aesthetic of Reception, trans. Timothy
Bahti (Minneapolis: University of Minnesota Press, 1982); James L. Machor and Philip Goldstein, eds.,
Reception Study: From Literary Theory to Cultural Studies (New York: Routledge, 2001); Susan
Suleiman and Inge Crosman, eds., The Reader in the Text: Essays on Audience and Interpretation
(Princeton, N.J.: Princeton University Press, 1980), and Martyn P. Thompson, “Reception Theory and the
Interpretation of Historical Meaning,” History and Theory 32, no. 3 (Oct., 1993): 248-272.
30

David Morgan, “Toward a Modern Historiography of Art and Religion,” in Reluctant Partners: Art and
Religion in Dialogue, ed. Ena Giurescu Heller (New York: Gallery at the American Bible Society, 2004),
20-21.
31
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The rise of reception theory in the past several decades has resulted in a major
methodological shift in the study of religious objects––a field that has been difficult to define
due to its complexity and heterogeneity. As Morgan has argued, “The study of art and religion is
so broad, so differentiated by language, geography, religion, and national history, that no single
scholar operates with a normative sense of a unified, singular field of inquiry. In other words,
there is no primary or universal discourse called ‘art and religion.’” 32 The field has been
undergoing a period of immense transformation and scrutiny, however, particular with regard to
modern religious imagery.33 Morgan has dealt with the complex issue of the modern encounter
with religious imagery by developing a theoretical framework for examining religious images,
and has established a way of discussing the way images have been part of a modern, “lived
religion.”34 However, he has been primarily concerned with the American context, whereas my
project will consider differing conditions through which viewers encountered Doré’s biblical
work, in separate national and denominational contexts.

Chapter structure
Chapter one, Gustave Doré’s Bible Stories: Visualizing the Bible as Literature, argues
that the Doré Bible facilitated the emerging concept of the Bible as a literary monument in
nineteenth-century France. Doré’s ability to visually narrate the Bible stories made his images
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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Morgan, “Toward a Modern Historiography of Art and Religion,” 17-18.

33

Morgan argues, “There are perhaps two major reasons that "art and religion" has emerged as a subject
of special interest among modern scholars: modern cultural history bears two trends that might be said to
dispose many to scrutinize art for its religious and spiritual significance. One is the tendency in the
nation-state to look to art for a powerful moral effect on the public an citizenry; the other is the tendency
since the eighteenth century to spiritualize art and its experience.” See Ibid, 25. The implications of this
shift will be dealt with in greater depth in each chapter.
34

See Morgan, Visual Piety: A History and Theory of Popular Religious Images (Berkeley: University of
California Press, 1998).
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accessible for pious and non-pious audiences alike, at a time when the Catholic clergy’s
authority over the Holy Scriptures had dramatically decreased in the public eye. This chapter
draws from the wealth of material on the “Bible as literature,” as well as recent scholarship on
the reception of the Bible in the early-nineteenth century, especially Stephen Prickett’s Origins
of Narrative: The Romantic Appropriation of the Bible (New York: Cambridge University Press,
1996), David Norton’s A History of the Bible as Literature (Cambridge; New York: Cambridge
University Press, 1993), and The Oxford Handbook of the Reception History of the Bible
(Oxford: Oxford University Press, 2011). As the Bible began to be recuperated as a literary
monument, a variety of publishers produced illustrated Bibles, which I will introduce in order to
situate the Doré Bible within the field of biblical illustration.
Chapter two, “From the Smallest Fragment”: the Archaeology of the Doré Bible,
situates Doré’s illustrations within the landscape of nineteenth-century French archaeological
investigations in Egypt, Mesopotamia, and the Holy Land. As new ties were fostered between
European and Middle Eastern societies, scholars and political leaders looked increasingly toward
the sites mentioned in the Bible as points of interest. Major explorations took place in and around
the Middle East throughout the nineteenth century, and resulted in a widespread diffusion of
archaeological culture in Europe and America. For many artists, firsthand experience of the
biblical lands was crucial to creating authentic representations of Bible narratives. One of the
most frequent responses to the Doré Bible was its archaeological accuracy, despite the fact that
Doré never traveled to Egypt or the Holy Land. The availability of images documenting
explorations of the biblical lands meant that Doré was able to cultivate an aura of historical truth
without visiting the sites themselves. In the Doré Bible, viewers witnessed the fragments of
archaeological excavations circulating in museums, photographs, and publications. Through its
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accumulation and reconstruction of archaeological fragments, the Doré Bible represents the
various ways in which the biblical past functioned in nineteenth-century France.
In chapter three, “Where the Godly Take Their Children”: The Doré Gallery and the
Experience of the Bible in Victorian London, I move to Doré’s biblical paintings, and their
display at his namesake gallery in London. The Doré Gallery was established in 1869, and was a
major London attraction until 1892, when its holdings were sent to be exhibited in the United
States. The Gallery, which was located at 35, New Bond Street, opened at a point when New
Bond Street was quickly becoming the center of London’s commercial gallery culture. Smaller
galleries provided artists alternative sites of display to the Royal Academy, and functioned
within a complex network of commercial and spectacular entertainments. Doré’s monumental
and dramatic paintings found eager audiences in London, due to their appeal to Evangelical
beliefs, and their relationship to modern forms of spectacle. Throughout the nineteenth century,
the Bible had been increasingly positioned as part of an emerging spectacular culture––biblical
sites and stories found their way into panoramas, dioramas, and recreations. The Doré Gallery
represents a significant part of this atmosphere, and it ultimately became a site where religious
and aesthetic modes of contemplation overlapped.
The final chapter, Gustave Doré’s Biblical Scene-o-rama: Reproduction, Exhibition,
and Religious Formation in America, 1880–1920, discusses the use of Doré’s images for
religious pedagogy in America around the turn of the twentieth century. At this time, the Doré
Gallery was exhibited in a number of institutions, including Carnegie Hall in New York City,
Copley Hall in Boston, and the Art Institute of Chicago. The monumental paintings found even
more enthusiastic viewers than in London, generating an immense amount of detailed and
evocative press coverage. The Gallery went on display at a time when religious education was
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being transformed, with images playing an ever-increasing role. Doré’s biblical images were
continuously reproduced, as magic lantern slides, mass-produced Sunday school lessons cards,
and in all variety of illustrated Bibles. These images and the manners in which they were
displayed and reproduced reveal a unique aspect of American religious education at the turn of
the twentieth century.

A n o t e o n te rmin olog y
One of the difficulties of this project is the necessary usage of heavily loaded terms, the
most significant of which are “religion” and “biblical.” In general, the following chapters
approach the subject of “religion” in the spirit of anthropologist Clifford Geertz, who defined the
term as “(1) a system of symbols which acts to (2) establish powerful, pervasive, and longlasting motivations in men by (3) formulating conceptions of a general order of existence and (4)
clothing these conceptions with such an aura of factuality that (5) the moods and motivations
seem uniquely realistic.”35 As will become clear through my analysis, Doré’s biblical imagery
should be situated as part of the “cultural system” of religion, exerting immense impact on
popular consciousness. At the same time, however, these images participated in the process of
determining the Bible’s significance within “secular” contexts, and in many cases the
circumstances in which they operated cannot always be neatly defined as “religious” or
“secular.” One of my key interests in pursuing this project has been to investigate the spaces in
which these terms overlap, as they so often (perhaps always) do. In each chapter, I explore the
popular reception of some facet of Doré’s work, and in each case there are unique points of
tension and ultimately appropriation of the “religious” by the “secular” and vice versa.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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Clifford Geertz, “Religion as a Cultural System,” in The Interpretation of Cultures: Selected Essays
(New York: Basic Books, 1973), 90-91.
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Any approach to religious images in the context of modernity must necessarily engage
with the issues that Walter Benjamin developed in his canonical essay, “The Work of Art in the
Age of its Technological Reproducibility.” While much of Benjamin’s analysis is invaluable
when considering the development of mass visual culture, my project, like the work of a number
of scholars in recent years, diverges from two of Benjamin’s central claims: 1) that a work of
art’s “aura,” its embeddedness in a particular time and space, is diminished through mass
reproduction, and 2) that, “for the first time in world history, the technological reproducibility of
the work of art emancipates the work from its parasitic subservience to ritual.”36 As David
Morgan has demonstrated through his examination of religious imagery in the United States, “the
history of Protestant visual piety in nineteenth- and twentieth-century America contradicts
Benjamin’s thesis… Aura has never vanished because it is a function not merely of an image’s
fabrication but largely its reception. In fact, mechanical reproduction has magnified rather than
eliminated aura in Protestant visual piety over the last two centuries.”37 Chapters three and four
of this project engage closely with the “auratic” or devotional capacities of Doré’s images in
England and America. In chapters one and two, on the other hand, I am primarily concerned with
cultural politics surrounding the Bible in nineteenth-century France, and the devotional capacity
of images will only come to bear on my discussions to a limited extent.
In general I rely on the term “biblical” more readily than “religious” in what follows, for
several reasons. On a practical level, the materials I discuss are, by and large, representations of
biblical subjects. Moreover, in many cases these biblical images did not necessarily function in a
strictly “religious” capacity, which is a key point of interest for me. In chapters one and two in
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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Walter Benjamin, The Work of Art in the Age of its Technological Reproducibility, and Other Writings
on Media, eds. Michael W. Jennings, Brigid Doherty, and Thomas Y. Levin, trans. Edmund
Jephcott (Cambridge, Mass.: Belknap Press of Harvard University Press, 2008), 19-55.
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particular, my discussions of Doré’s biblical imagery function primarily in decidedly nonreligious contexts.
The decision to use the term “biblical” was also in some measure one of poetics. In
English vernacular today, “biblical” has come to connote the dramatic, the monumental, and the
sublime––these concepts, as we will see, cohere to much of Doré’s production. The use of
“biblical” as a correlate to the “spectacular” is an idea that I address more fully in chapters three
and four, and the epilogue.

Li m i t a t i on s
Certain limitations have been necessary, in order to ensure the brevity of this project.
This first was the result of Doré’s prolificness: it was simply impossible to discuss more than a
small number of images relative to the body of Doré’s biblical works. The Doré Bible alone
contains nearly 250 illustrations, many of which were changed as they were reproduced by
different publishers. Looking beyond the Bible to Doré’s other illustrated works, paintings, steel
engravings, and sculpture, the number of images that could be defined as “biblical” is simply
staggering, not even taking into account images of “religious” subjects (pictures of saints, sacred
spaces, etc.). The works I ultimately chose to discuss were selected due to a number of factors:
the image either 1) contained visual evidence that was especially useful in elucidating a
particular argument, 2) provoked a number of critical responses among the public, or 3) was
available for close analysis. In the third instance, several points bear mentioning. First, during the
period of my research, the Musée d’art moderne et contemporain in Strasbourg, which holds a
large number of original Doré works, was under renovation and many works were unavailable
for viewing. Second, particularly with regard to the final chapter, many of the books in which
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Doré’s biblical imagery was reproduced were very inexpensively made and of relatively low
quality, and consulting them would not have added weight to my arguments. I hope, however,
that in the process of revising the dissertation for publication I will have the opportunity to view
and engage with more material.
The other key limitation I have had to set is in terms of religious faiths––as has likely
already become clear, this project focuses almost entirely on the reception of Doré’s biblical
imagery in the Christian context. There are numerous fascinating examples of places in which
these works reached audiences of other faiths––for instance, they can be found in nineteenthcentury Jewish Haggadot, and were used in evangelical missionary campaigns in Africa and
Asia. Although it is outside of the purview of the current project, I plan to explore the ways in
which Doré’s images operated within non-Christian culture and practice in the future.
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CHAPTER 1
DORÉ’S BIBLE STORIES: VISUALIZING

THE

BIBLE

AS

LITERATURE

Introduction
The first volume of the Doré Bible opens with a frontispiece illustrating Genesis 1: 3-41
(fig. 1.1): “And God said: Be light made. And light was made. And God saw the light that it was
good; and he divided the light from the darkness.” 2 In Doré’s image, God stands amidst an
ethereal field of illumination, having made visible the Earth, the heavens, and, most significantly,
himself. The image is primarily produced through a layering of washes, built up on top of a dark
ground. Light radiates through the center of the image in heretofore-unknown materiality. Doré
had produced another image illustrating the verse preceding the creation of light (Genesis 1:2):
“And the earth was void and empty, and darkness was upon the face of the deep; and the spirit of
God moved over the waters” (fig. 1.2).3 But the image that ultimately appears on the frontispiece
seems the more appropriate choice. The separation of light and darkness––making things visible,
in other words––is Doré’s task in illustrating the Bible.
Opposite the frontispiece, the title page offers the bare minimum details about the
publication: La Sainte Bible: selon la Vulgate / traduction nouvelle; avec les dessins de Gustave
Doré. Tome premier. Tours: Alfred Mame et fils, éditeurs, 1866 (hereafter referred to as the Doré

1

Doré’s Bible illustrations accompanied a new French translation of the Vulgate, produced by JeanJacques Bourassé and Pierre Janvier. In chapters one and two of this project, I have provided the DouayRheims English text, which is also based on the Latin Vulgate, rather than attempting to translate
Bourassé’s and Janvier’s text into English. With each set of verses, however, I provide the text found in
the Doré Bible. All other translations are mine, unless otherwise noted.
2

“Dieu dit: Que la lumière soit faite; et la lumière fut faite. Dieu vit que la lumière était bonne, et il
sépara la lumière d’avec les ténèbres.” La Sainte Bible, vol. 1, column 1.
3

“La terre était informe et nue; les ténèbres couvraient la face de l’abîme; et l’Esprit de Dieu était porté
sur les eaux.” La Sainte Bible, vol. 1, column 1.
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Bible). Despite the significant work of other individuals in the creation of these monumental
volumes, Doré’s is the only name to appear at the onset of the book. Later editions would credit
the translators, Jean-Jacques Bourassé and Pierre Janvier, and Hector Giacomelli (who produced
the ornamental images between the columns on each page, a part of the process with which Doré
seems to have been significantly involved4), but never the engravers responsible for translating
Doré’s drawings into print form.5 With his name squarely at the head of the Bible, opposite his
image of the creation of light, Doré becomes the key interlocutor through which the scriptures
are narrated.
The Doré Bible, the first edition of which contained 243 illustrations, was released by
Alfred Mame et fils at the end of 1865, and was soon followed by a second edition. The
following several decades saw reproductions of the Bible illustrations made available for
audiences across Europe and America in a variety of formats (a subject that will be covered at
length in chapters three and four). The Doré Bible was the first example in modern France of a
comprehensive illustrated Bible created by a single artist.6 Its popularity is unprecedented in the
history of illustrated Bibles––Catholic periodicals proclaimed its quality and adherence to
Scripture, and art critics praised its dramatic and emotive content. Never was a set of Bible
illustrations so thoroughly lauded by such a broad a swath of the public––a point that is

4

In a letter to Giacomelli on the subject of La Sainte Bible, Doré writes, “I have found your two drawings
very pleasing and responding to my thoughts well towards the effect of our pages. I would like to see
you... to discuss with you the details of the plates to follow and the elements I would think they ought to
include; as well as divisions in the text where I think changes in the decoration ought to be made.” See
Strasbourg, DOR1992/3-011.
5

The names of the engravers do appear on the bottom right of each illustration, however. One of Doré’s
favorite engravers, Hélidor Pisan, also became a close friend and several letters provide insight into
Doré’s practice (see note 125).
6

For a list of illustrated Bibles produced in nineteenth-century France, see Max Sander, Les livres
illustrés français du dix-huitième siècle (Stuttgart: Hoffmann, 1924), 66-67.
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especially significant considering it was produced in an era of rising skeptical voices toward
traditional religious institutions and dogma.
As I will demonstrate in this chapter, the initial popular reception of the Doré Bible in
France was due to several key factors: 1) the industrialization of publishing, 2) the changing
profession of book illustration, and, 3) perhaps most importantly, the emerging perception of the
Bible as a monument of the Western literary canon, rather than simply a set of typological,
symbolic, and moral codes. Ultimately, I argue that the appearance of the Doré Bible was a
significant moment in the developing discourse of the “Bible as literature,” which emerged
during the Enlightenment and has had continued relevance through to the present.7 In his
illustrations Doré focused on the most literary aspects of the Bible, and maintained a dynamic
relationship between text and image. More than any other example, the Doré Bible facilitated the
modern notion of the Bible as literary narrative––or, more appropriately, as visual narrative.8
I will thus begin by outlining the changes to the book-making industry in nineteenthcentury France, and their effects on book illustration. Then I discuss the significance of Bible
illustration within these discourses, using several key examples. Finally, I situate the Doré Bible
within the field of Bible illustration, developing a framework for reading the images within the

7

The study of the Bible as literature has declined since its heyday in the 1980s, as a result of the rise of
reception theory, and the restoration of historical frameworks for understanding biblical hermeneutics.
While I will occasionally utilize the interpretative frameworks set out by literary critics such as Robert
Alter and other inheritors of New Criticism’s insistence on the primacy of the text, I do so only in places
where contemporary criticism of the Doré Bible supports a reading as such.
8

I have thus far used “narrative” and “literature” relatively interchangeably, relying on the familiarity of
the “Bible as literature” string of criticism and its recuperation of the Bible into a genealogy of the
Western canon. Scholars have rigorously debated the semantics of this approach, qualifying their
practices with phrases like “biblical poetics,” “literary approach,” and so forth. Through the rest of this
chapter, I will primarily use the term “narrative,” drawing from the work of scholars like Mieke Bal, and
James Kellogg and Robert Scholes. See Bal, Narratology: Introduction to the Theory of Narrative
(Toronto: University of Toronto Press, 2009), 5; and Kellogg and Scholes, The Nature of Narrative
(Oxford: Oxford University Press, 2006), 4.
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developing notion of “the Bible as literature.” My analysis of the narrativity of Doré’s images
will rely on twentieth-century investigations of the Bible as literature (drawing from the work of
scholars like Erich Auerbach, Robert Alter, and Frank Kermode), as well as art historical
theories of narratology in images, as developed by figures including Richard Brilliant and Mieke
Bal. Although these writers offer relatively recent investigations of biblical texts and images,
they are part of a genealogy that dates back to the eighteenth century and the emergence of the
“cultural Bible,” which is significantly visualized in the Doré Bible.

Th e industry of b o o k-ma kin g
When Doré moved to Paris, the French publishing industry was in the wake of dramatic
transformations. From the 1830s, new processes allowed for cheaper and more rapid production
of books, newspapers, and prints, and a widespread increase in literacy created a much greater
demand for materials.9 Women, workers, and peasants constituted new and distinct types of
readers, and both sides of the political spectrum sought to control the types of materials they
were consuming.10 Publishers provided a variety of options for the reading public, from lavish
and expensive volumes to cheap, serialized texts. As John Buchanan-Brown has argued, in
creating books that both the wealthy bourgeoisie and the working classes could afford, the
publishers in this period “satisfied both the sound commercial instinct to exploit a new mass

9

On the publishing industry, see Christine Haynes, Lost Illusions: The Politics of Publishing in
Nineteenth-Century France (Cambridge, Mass.: Harvard University Press, 2009); Martyn Lyons, Readers
and Society in Nineteenth-Century France: Workers, Women, Peasants (New York: Palgrave, 2001); and
James Smith Allen, Popular French Romanticism: Authors, Readers, and Books in the 19th Century
(Syracuse, N.Y.: Syracuse University Press, 1981).
10

For a thorough analysis of the emergence of these three groups on the publishing industry in the
nineteenth century, see Lyons, Readers and Society.
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market and the idealistic streak of liberals and republicans determined that books for the people
should be worthy of the people.”11
It was also during this period that book illustration became a profession in its own right.
Philippe Kaenel has argued that this was at least in part a reaction against the hierarchy
established by the official Academy, as well as the Academy’s association with conservative
politics.12 The rise of the oppositional press gave artists an opportunity to visualize divergent
opinions outside the strictures of the academic system. 13 Illustrators nonetheless faced the
widespread opinion that painting was the highest level of artistic achievement, and as a result,
they adopted what Kaenel calls a “double attitude”: “while defending their profession from
within by trying to improve their prerogatives in terms of contracts and the physical production
of books, they tried to affect public consideration of illustration as a hobby, or else as a purely
lucrative activity clearly detached from the legitimate circuit (the Salon).” 14 Doré situated
himself within this double attitude.15 In his career as an illustrator, as Konrad Farner has argued,
Doré also sought a balance between a sense of luxury in the quality of production, and the

11

John Buchanan-Brown, Early Victorian Illustrated Books: Britain, France and Germany, 1820-1860
(London: British Library; New Castle, DE: Oak Knoll Press, 2005), 17.
12

See Philippe Kaenel, “Le plus illustre des illustrateurs... le cas Gustave Doré (1832-1883),” Actes de la
recherche en sciences sociales 66-67 (mars 1987): 36-37.
13

On the French academic systems of art, see Albert Boime, The Academy of French Painting in the
Nineteenth Century (London: Phaidon, 1971); and Harrison C. and Cynthia A. White, Canvases and
Careers: Institutional Change in the French Painting World (Chicago: University of Chicago Press,
1993).
14

“Tout en défendant leur profession de l'intérieur en cherchant à améliorer leurs prérogatives au niveau
des contrats et de la production matérielle du livre, ils affectent publiquement de considérer l'illlustration
comme passe-temps «gratuit», ou alors comme une activité purement lucrative qu'ils s'efforcent de
détacher clairement de leurs oeuvres destinées au circuit légitime (Salon).” Kaenel, “Le plus illustre des
illustrateurs,” 37.
15

The 1862 Notice et documents also cites the “esprit inattaquable” of Mame’s publications, “toutes à
l’abri du reproche, toutes soumises à de sévères examens et revêtues d’approbations dont l’imposante
autorité les rend dignes d’une confiance aveugle.” Ad Mame et Cie a Tours, 4.
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affordability of the resulting publication.16 Nonetheless, Doré spent much of his career fighting
against the prevailing public attitude that he was world-class illustrator, but not an “artist” (i.e.
painter, a subject that will discussed in depth in chapter three). Kaenel suggests that by
cultivating a very public bourgeois existence through his flamboyant demeanor and illustrious
friends, and operating largely outside the confines of the academic system, Doré was effective in
establishing a métier d’illustration.17
Doré’s illustrated works were highly successful in part due to the range of options that
publishers made available to the public. With exploding literacy rates, it became highly lucrative
to make reading materials available for middle- and working-class audiences, and many of
Doré’s illustrated works were produced at affordable prices. One bookseller, for example,
advertised Doré’s illustrations for Edmond About’s Le roi des montaignes and Xavier Saintine’s
La mythologie du rhin for five francs each.18 But along with increased production of inexpensive
books, the mid-nineteenth-century saw the rise of the livre d’art, which, as Buchanan-Brown
argues, functioned as “an imposing symbol of newly acquired bourgeois wealth and cultural

16

Konrad Farner, “Der industrialisierte Romantiker,” in Gustave Doré: das Graphsiche Werk (München:
Rogner und Bernhard, 1975), vol. 1, 19-22. Farner reads Doré’s work through a poetically Marxist frame
and is therefore inclined to presume that Doré was more intent on making his work available to a
specifically lower economic status than was actually the case. Indeed, Doré wanted his work to be
available to as many people as possible, but it is likely this was for the sake of his own artistic standing,
rather than for altruistic or socialist ends. He certainly did seek the highest possible quality for the
production of his work––as Blanche Roosevelt noted in her biography, “He was very hard to please in the
matter of [woodblocks], and could never work upon inferior material. His wood had to be of the finest
and whitest kind of box, and cost him a vast amount of money. The price of each medium-size block was
eighty francs, and the price of the larger ones may be appraised by the ratio... He was well paid for his
work, but the idea of economizing by using cheaper material never once entered his head.” See Roosevelt,
Life and Reminiscences of Gustave Doré, 180.
17

Kaenel further situates Doré within the realm of nineteenth-century illustration in Le métier
d'illustrateur: 1830-1880. Rodolphe Töpffer, J-J Grandville, Gustave Doré (Genève: Droz, 2005).
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This poster is in the collection of the Bibliothèque Nationale de France, Cabinet des Estampes, AA-4
(Doré).
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veneer.”19 He and others define Doré as a transitional figure in this context, and although a lack
of established copyright laws meant that Doré’s illustrations were reproduced worldwide and at
various levels of quality, Doré’s most ambitious projects were produced with a luxuriousness
that was geared toward a wealthier clientele. When Doré was preparing his illustrations for
Dante’s Inferno, for example, he sought at length for a publisher that would produce a work that
would ultimately retail for 100 francs. After failing to find support, Doré decided to foot the bill
himself, and the publishing firm Hachette agreed to produce the volume, initially only binding
100 copies. Within a few days of its release the edition had sold out and the aged founder of the
company, Louis Hachette (who had been wary of the endeavor), sent Doré a message saying,
“Success! Come quickly! I am an ass!”20
Doré followed the success of the Inferno with similarly large and expensive sets of
illustrations (Don Quixote, for example, sold for 160 francs). The Bible illustrations nonetheless
proved to be one of Doré’s largest undertakings. The Doré Bible consists of two volumes,
measuring 43 centimeters each in length, bound in gold-tooled red Moroccan leather, containing
243 hors-texte illustrations, with a new translation after the Vulgate by Bourassé and Janvier, and
pages richly ornamented by Doré’s friend Giacomelli––at an initial price of 200 francs, Mame
intended the Doré Bible to be nothing less than an objet d’art. The first edition was almost
immediately followed by a second. Doré received 200,000 francs total, or 823 francs for each of
the initial 243 engravings (some of which were altered or replaced in later editions).21 Earlier in
19
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his career, an outraged Doré scoffed at the fact that the same sum had been paid to Ernest
Meissonier for a single painting.22
The Bible was also an important step in Doré’s self-proclaimed project to illustrate “all
the masterpieces in literature of the best authors, epic, comic, and tragic,” as he said in a letter
from 1865.23 Understanding that publishers would likely view this endeavor as impractical, Doré
pointed to the example of his Inferno illustrations as evidence that it would nonetheless be
successful.24 The list of works he included in this letter is a testament to Doré’s ambition––after
noting works that he had already completed (the Divine Comedy, Perrault’s Fairy Tales, and Don
Quixote), he named 32 works or authors, including the Iliad and Odyssey, the Niebelungen, and
“Shakespeare.” While the Bible is not specifically mentioned, Thomas à Kempis’s Imitation of
Jesus Christ is, as well as the Lives of the Saints, and the letter was composed as the publication
of the Bible illustrations was commencing. Regardless of whether Doré considered the Bible a
literary masterpiece, for many viewers his illustrations were expressions of precisely those
literary qualities he cited above: the epic, the comic, and the tragic.

I l l u s t r a t i n g th e B ible in n i n e t e e n t h-century France
While the Doré Bible would became the most famous and ubiquitous illustrated Bible of
the nineteenth century, it emerged in the wake of several more or less well-known examples
circulating in France: most notably for my purposes, La Sainte Bible (Paris: Furne, 1841), in four
volumes, with 32 engravings after Raphael, Rubens, Rembrandt, Girodet, Murillo, Horace
Vernet, and others (hereafter referred to as the Furne Bible); and La Sainte Bible (Paris: G. de
22

Roosevelt, Life and Reminiscences of Gustave Doré, 166-67.

23

See letter cited in ibid, 208.

24

Ibid, 209.

31

Gonet, 1858), in two volumes, with 89 illustrations by Célestin Nanteuil (hereafter referred to as
the Nanteuil Bible).25 Moreover, Julius Schnorr von Carolsfeld’s Bibel in Bildern (Leipzig: G.
Wigand, 1860) was an acclaimed pictorial Bible by the time Doré’s emerged, especially among
artists and critics who looked to the legacy of the Nazarenes as a model for Christian art in
France.26 While my project is more focused on the history of biblical illustration than of biblical
painting, one cannot, of course, divorce the one from the other. But rather than attempting to
summarize the landscape of religious painting in the first half of nineteenth-century France,27 I
will turn briefly to the Furne Bible, which, in its visual eclecticism, is the strongest representative
of the divergent opinions on religious painting. The Furne Bible will also provide a useful point
of comparison for analyzing the Doré Bible within the context of the Bible as literature.
The Furne Bible incorporated engravings after Raphael, Rembrandt, Rubens, and
Murillo, as well as popular contemporary examples by Anne-Louis Girodet-Trioson, Pierre-Paul
Prud’hon, Johann Friedrich Overbeck, and Horace Vernet. While the images are, to a degree,
visually unified through the reproductive medium of engraving, the works on which they were
based varied wildly in the critical eye at the time. 28 Volume one begins with Raphael: a
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Rio reflecting more on the histories of Christian art, and defining the moral fabric of artistic production.
Regardless, Foucart maintained the art historiographical adage of defining works with Christian subject
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frontispiece after The Temptation and Fall of Adam and Eve, one of the ceiling vignettes in the
Vatican’s Stanza della Segnatura (fig. 1.3). As was the case for a significant part of Victorian
England’s artistic community, in early-nineteenth-century France Raphael’s early work (before
he fell into a more “decadent” mode as witnessed in works like the Sistine Madonna) was a
model against which the history of art should be defined.29 By the 1830s, préraphaélite was part
of a recognized lexicon used by artists and critics who looked to Fra Angelico, Byzantium, and
the Nazarenes as models of a truly spiritual aesthetic.30
The second and third images in the Furne Bible, on the other hand, were engravings after
highly popular, relatively contemporary works, both of which would be situated as part of an
emerging Romantic aesthetic in France. Prud’hon’s Justice and Divine Vengeance Pursuing
Crime is re-contextualized to illustrate Cain’s murder of Abel (fig. 1.4), and the horrifying
humanity of the Flood is revealed through the Deluge after Girodet (fig. 1.5). The latter (fig. 1.6)
had been a sensation at the 1806 Salon, and later won the Napoleonic Prix Décannaux, despite a
disparity of critical opinion. 31 While Girodet earned praise for his ability to incite intense
emotional response, the effect, for many, was too overwhelming. Some found the exaggeration

practice, employing the terms “naturalism,” which “cut across much romantic art and included that of the
realist movement as a subset,” and the aesthetics of ultramontanism, which adopted hieratic and iconic
modes of representation. The Furne Bible, unlike any of the other illustrated Bibles cited above, is
characterized by a kind of eclecticism that transcended the divisions described by either Foucart or
Driskel.
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and impossibility of the bodies a testament to the “gigantesque quality of the work,” while others
saw the centrality of the nude figure too similar to the académies of an artist’s studio.32 A critic
from Le Publiciste claimed the painting “strove too much for technical virtuosity of a kind
warned against by Winkelmann,” but the Mercure de France used Girodet to demonstrate that
“the truth must be sacrificed occasionally to pictorial effect, for the aim of painting was to
ennoble nature... and to portray man in situations employing all his physical and moral forces.”33
The critics’ general confusion about Girodet’s Déluge and its place within the school of JacquesLouis David supports the idea of the work as an inaugural moment in the emergence of a French
Romantic school. As Albert Boime put it, “Girodet’s concentration on passion in the context of
violent circumstances anticipates features of the romantic school... Girodet's expression of
emotion is also linked to the religious revival articulated in Chateaubriand's work, which
appealed by its evocation of feeling and sense of action.”34
Likewise, Prud’hon’s Justice and Divine Vengeance Pursuing Crime (fig. 1.7) teetered
on the brink of a coalescing French Romanticism35––the image was massively copied and
reproduced, and would become an aesthetic model for artists like Delacroix and Géricault (the
latter produced a copy late in his career). The painting was commissioned for the Palace of
Justice, and, as Elizabeth E. Guffey has argued, “[evoked] the unified and seemingly inexorable
Code Napoleon that relied on abstract ideas of fairness and requital, not Christian theology and a
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distant afterlife, for its justification.”36 Despite Prud’hon’s allegorical invention, and even his
evocation of contemporary martyr portraits like David’s Barra, viewers nonetheless recalled the
story of Cain and Abel when reading the work.37
While the Furne Bible is significant for its merging of Old Master biblical scenes with
contemporary, proto-Romantic representation, the Nanteuil Bible, in its scope, visuality, and
fragmentary nature, is arguably the most successful example of a Romantic illustrated Bible prior
to the appearance of the Doré Bible. The project, however, appears to have been abandoned after
only two volumes were completed, which covered the Pentateuch, the Histories, and some of the
Prophets. Within those two volumes alone are 89 illustrations (one every four pages). Had the
Nanteuil Bible been completed, it would have been a monumental and unprecedented set of
objects. Unlike previous (and subsequent) biblical illustrators, Nanteuil maintained physical
correlation between text and image, even where the abstractness of the scripture might have
deterred others. While Doré and Schnorr give minimal attention to Deuteronomy and Leviticus,
Nanteuil maintained a consistent pace of visual exegesis, offering representations of, for
example, “Sacrifice,” “Divorce,” and the “Purification of the Levites.” By maintaining coherence
between text and image, the Nanteuil Bible does not unfold in a purely narrative manner. In the
Doré Bible, as we will see, the artist focused entirely on the key narrative moments, leaving out
much of the complex theological content that Nanteuil made a central part of his project. The
Nanteuil Bible thus requires a much more personal and intense hermeneutical interaction with
the scripture––one cannot simply page through it and comprehend the full context of the images.
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An understanding of the biblical text in its entirety, rather than just its narrative highlights, is
crucial for full comprehension.
The Nanteuil Bible seems to be, as with much of the work of the Nazarenes or the Lyon
School,38 the temporal unfolding of one artist’s visual exegesis. Théophile Gautier saw Nanteuil
as, in some ways, an inheritor of the primitivist moment of the earlier part of the century: “His
long blue frock-coat, buttoned across his chest and cut something after the fashion of a cassock,
set off the somewhat awkward, but not inelegant grace of the shy young artist who must have
been like the German neo-Christian painters, the pupils of Overbeck, who maintained in Rome
the doctrine of primitive Catholic art.”39 The Romantic aesthetic of the Nanteuil Bible is not
simply achieved through the kind of textual reference one finds in the work of the Nazarenes, but
in Nanteuil’s chosen medium of lithography, which, as Gautier noted, significantly separated
him from these predecessors:
It must not be supposed, however, that Célestin Nanteuil strove after the thin emaciated
style, simplified into nothingness, which Overbeck appears to consider the acme of
religious art. He did not, through desire for mortification, restrict himself to gray, violet,
or neutral tints. He did not believe that colour was wicked sensuality and a deceitful
mirage. He was a thorough Romanticist, who loved the picturesque and colour.40
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Although one cannot discern Nanteuil’s handling of color from the Bible illustrations, the legacy
of Romanticism permeates the images, particularly in the lithographic medium’s ability to
reproduce the artist’s original mark, a central tenant of the Romantic aesthetic.41
Nanteuil’s depiction of the Death of Asael (fig. 1.8) demonstrates this point. 42 The
dynamism of Abner mounted atop a rearing steed, juxtaposed against the lyricism of Asael’s
prostrate body, is underscored by the fluidity of the lithographic crayon. Nanteuil’s choice of
subjects further evidences the Romantic engagement with the biblical text. This is manifested
most provocatively in the Piety of Rizpah (fig. 1.9), where Saul’s former concubine prostrates
herself at the feet of her crucified sons, fending off those who might defile their bodies. While
the story of Rizpah is a relatively minor part of the larger narrative of David’s exploits against
the house of Saul, in Nanteuil’s image, the focus becomes the singular sacrifice of a pitiful
figure. The birds she gestures away are minute in comparison to the gravity of the barren
landscape and the bodies of her dead sons. In representing Rizpah, Nanteuil draws out a
sorrowful interiority, a more Romantic subjectivity than in Doré’s characterization of the figure
as a powerful and aggressive heroine (fig. 1.10).
41
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Had the entirety of the biblical text been subject to Nanteuil’s lithographic crayon, it
would have been a singular monument in its scope and style. 43 And although Nanteuil is
relatively forgotten today, the height of his career closely resembled that of the much more
famous Doré. The two shared many powerful literary friends and admirers, including Victor
Hugo, Alexandre Dumas, and Gautier, all of whose writings provided material for some of the
artists’ most visionary illustrations. The language with which critics described Nanteuil could
easily be mistaken for that of Doré. Both moved easily from saints and angels to demons and
sorcerers. And while the Nanteuil Bible could in many ways have been the most thorough visual
meditation on the Holy Scriptures, the Doré Bible would prove the most successful in visualizing
a Romantic approach to the Christian text.

Th e C a t h o l i c p u b l i s h i n g industry in France
Although Nanteuil’s project was incomplete, religious publications in general remained a
substantial and important facet of nineteenth-century France’s ever-expanding book industry. In
an era of exploding literacy rates and the growing popularity of the novel, the market for
religious literature went through significant periods of massive expansion. New reading
audiences appeared, and the danger in this development, as many saw it, was the easy
accessibility to morally injurious novels, cheaply produced and sold throughout France. Both
secular republicans and Church leaders vied heavily for the attention of newly literate groups.
Despite the wildly divergent aims of republican politicians and the clergy, both at least agreed on
the need for rigorous guidance of easily affected audiences. Historians have argued that the
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major spikes in religious publications in the 1850s and 60s44 were the result of attempts to
counter the depravity and sensationalism of new popular fiction, among other factors.45 While
religious literary and visual culture has often been located as on the societal margins in the wake
of the 1789 Revolution, those seeking to supervise the maturation of new reading groups relied
on religious and spiritual material in order to maintain moral stability among these readers.
Claude Savart has classified religious publications into three categories: 1) manuals (Bibles,
liturgies, catechisms, and hymnals), 2) histories, and 3) literature (apologist, mystical, and
various other tracts). 46 The major publishing firms continually revised and reproduced the
canonical religious texts of the first two categories: The Imitation of Christ, Saint François de
Sales’ Introduction to the Devout Life, a plethora of Marian devotions, ancient histories, and the
Holy Scriptures. But from the mid-1840s it was the category of literature that dominated the
religious publishing market, although the other two started to rise again in the following
decade.47
Of the approximately 70 French publishers whose primary output consisted of religious
texts, Alfred Mame et fils produced 1,624 titles, the second largest catalogue in the Second
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Empire.48 Established in 1778 and located in Tours, the Mame company abandoned its first
workshop in 1845, and proceeded on a campaign of revolutionizing the book-making process
from top to bottom. The new enterprise incorporated every element of production, from editing,
printing, and engraving to binding, cataloguing, and selling, all under the roof of one immense
factory the size of a small town. Moreover, Alfred Mame established an unrivaled precedent for
the welfare of his employees following the rise of Christian socialism in the 1840s.49 Workers
enjoyed health benefits, Christian education for their children, the potential for profit sharing,
and pensions for those over 60 years of age.50 While the entirety of the vast catalogue produced
by the Alfred Mame company cannot, strictly speaking, be characterized as “religious” in nature,
the sentiment of moral edification was pervasive in every element of Mame’s production. “What
reassures me and comforts me,” Alfred Mame once remarked, “is that in my long career, I have
never printed a line against religion or morality––on the contrary, I have always wanted to serve
it.”51
Mame identified four genres as its areas of specialization: 1) beaux livres (epic,
extravagantly and expensively conceived projects, including the Doré Bible), 2) pious texts (the
Book of Hours, The Imitation of Jesus Christ, Journée du chrétien), 3) educational texts and
48
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manuals for primary instruction (focusing especially on Christian education), and 4) official
ecclesiastical texts designed for the clergy.52 From the 1840s through the end of the century, the
company continually received accolades at the French and British Universal Expositions, and
Alfred Mame became an officier of the Légion d'honneur in 1862. The immense success of the
company (to the point that some argued against its monopolistic hold on the industry53) was due
to the combination of a wide spectrum of retail value, and a high level of quality regardless of
price point.
In working with Mame on an illustrated Bible, Doré assured that the anticipation of this
monumental project would be universal. By this point in his career, the artist had already
achieved immense success with his illustrations for Rabelais, Dante’s Inferno, and Don Quixote.
The British firm Cassell and Company had incorporated two Doré illustrations (one from Ezekiel
and the other from Zechariah) into their Cassell Family Bible of 1862, the broad popularity of
which would only by eclipsed by the full Doré Bible.54 In France, knowledge of Doré's biblical
project was circulating as early as 1862––one author suggested emphatically that Doré's Bible
would be the most seminal of his already immense body of work.55 A report from the London
Exhibition of the same year publicized, “At last the drawings of a currently fashionable
52
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Cassell would subsequently be responsible for the initial publication of the Doré Bible in England and
America, and the widespread recuperation of the illustrations into popular literature, most notably within
the burgeoning juvenile education genre, as will be discussed in chapters three and four. Despite its early
stake in the realm of educational texts, Mame would not begin to incorporate Doré’s illustrations into this
aspect of its catalogue for several decades after the Doré Bible first appeared.
55

“M. Gustave Doré exécute en ce moment pour les presses tourangelles cette Bible, qui sera la plus
capitale de toutes ses oeuvres, déjà si nombreuses et si universellement admirées.” Ad Mame et Cie a
Tours: imprimerie, librairie, reliure; notice et documents (Tours, 1862), 11.

41

illustrator, Doré, engraved in the classical style by Pannemaker for a Bible in preparation, show
that, far from slowing, Mr. Mame will surpass himself again, and, through his taste and initiative,
will be at the forefront of the typographers of our time.”56 Although Doré’s illustrations for the
Abbé Léon Godard’s L'Espagne, Mœurs et Paysages had been released by Mame in 1862,
through the 1860s and 70s the majority of his work initially appeared in the catalogue of L.
Hachette et Compagnie, the largest French publisher of materials targeted toward a broad
audience (in terms of both genre and price). With Mame, on the other hand, Doré found an
enterprise with a similar spectrum of affordability, but an entirely different approach to
production and geared to a much more specific market––to the broad population for whom the
Bible remained a familiar text. As the next section will demonstrate, Doré’s emergence as a
biblical illustrator coincided with the period in which the Bible was shifting away from its
moralistic and devotional functions in the popular consciousness, and was being established as
part of a canon of literary monuments.

Th e d e v e l o p m e n t of th e “B ib le as l it era t u re”
In his groundbreaking work Mimesis: The Representation of Reality in Western
Literature (1943), Erich Auerbach traced the lineage of the modern, realist narrative to the Bible.
For Auerbach, the Bible is fraught with “abruptness, suggestive influence of the unexpressed,
‘background’ quality, multiplicity of meanings and the need for interpretation, universalhistorical claims, development of the historically becoming, and preoccupation with the
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problematic.”
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This emphasis on “background” inaugurated a lineage of descriptive,

observational narrative forms that would culminate with the novels of Stendhal, Balzac, and
Flaubert––the novels of Doré’s moment. For Auerbach, the Bible stories represent a sequential
unfolding of a “universal history” through “their insistent relation––a relation constantly
redefined by conflicts––to a single and hidden God, who yet shows himself and who guides
universal history by promise and exaction.” 58 The New Testament in particular “portrays
something which neither the poets nor the historians of antiquity ever set out to portray: the birth
of a spiritual movement in the depths of the common people, from within the everyday
occurrences of contemporary life, which thus assumes an importance it could never have
assumed in antique literature.”59 Auerbach’s work thus focused primarily on the literary qualities
of the Bible, and his writings inaugurated the mid-twentieth-century “Bible as literature”
movement, which led to significant studies by Robert Alter, Frank Kermode, David Norton, Meir
Sternberg, Hans Frei, and Northrop Frye.60
The roots of the literary approach to the Bible, however, extend much further back—the
phrase “the Bible as literature” in fact originated in the nineteenth century with the work of
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British author Matthew Arnold.61 The eighteenth and nineteenth centuries brought about the
“cultural” or “Enlightenment” Bible, as Jonathan Sheehan has called it, and ushered in a
perspective of the Bible as “an active participant in modern life” that would have dramatic and
popular consequences in the post-Enlightenment era.62 Interest in the literary qualities of the
Bible emerged largely in Protestant Germany and England, where the Bible was under perpetual
rehabilitation.63 Scholars tend to point predominantly to the British Romantics (most notably
William Blake and Samuel Coleridge, but even John Ruskin) for their recuperation of the Bible,
locating in it the foundation of imaginative subjectivity and revelation.64 A key component of the
Protestant biblical project was translation and dissemination of the sacred texts, which
culminated in the foundation of the British and Foreign Bible Society in 1804, followed by a
plethora of similar organizations. 65 In response to the spread of these groups and their
“vulgarization” of the Holy Scriptures, the papacy vehemently denounced these practices at
several times in the nineteenth century. In 1816, Pope Pius VII stated in an encyclical letter, “the
holy Scriptures, when circulated in the vulgar tongue, have, through the temerity of men,

61

For Arnold, the “Bible is literature, … its words are used, like the words of common life and of poetry
and eloquence, approximately, and not like the terms of science, adequately.” See Arnold, Literature and
Dogma (London: Smith, Elder & Co., 1873), 237. Arnold followed Literature and Dogma with a
response to critics, God and the Bible (London: Smith, Elder & Co., 1875).
62

Sheehan, The Enlightenment Bible, xi. Though, as Sheehan argues, the transformation of biblical
hermeneutics did not mean that popular religion or traditional exegesis immediately fell to the wayside.
63

Sheehan provides the most thorough and critical analysis of biblical interpretation in Germany and
England. See The Enlightenment Bible.
64

Frye suggests that while English Protestants, following the example set by Samuel Johnson, forced the
poetics of the Bible away from secular literary critique, the Romantics “realized that such a separation
was irrational.” Blake, for example, “went much farther than anyone else in his day in identifying religion
and human creativity.” See Frye, The Great Code, xix.
65

British tract movements will be discussed in greater depth in chapter three.

44

produced more harm than benefit.”66 These concerns were echoed by Popes Leo XII and Gregory
XVI (only being reversed as part of the Second Vatican Councils in the 1960s), and would result
in the relatively static production of biblical scholarship in France in the eighteenth century. For
while the Enlightenment provided German and English scholars a way of reclaiming the
authority of the scriptures, the French philosophes moved increasingly away from it. And indeed,
construction of the Enlightenment Bible was primarily the prerogative of Protestant scholars,
who, unlike the Catholics, believed in personal engagement with the scriptures free from the
mediation of an authority figure (i.e. the clergy).
The relationship between the biblical texts and modernity is exceptionally complex, and
one that scholars are only beginning to unravel. Situating the Doré Bible within these processes
is made all the more difficult by the fact that little has been written on the French engagement
with the Bible in the eighteenth and nineteenth centuries (beyond what has been perceived as its
wholesale rejection by the eighteenth-century philosophes). The shifting construction of the
Bible would, however, reach Catholic France by the beginning of the nineteenth century.67
Despite historiographical tendencies to read the French Revolution as categorically hostile to
Christianity, revolutionary rhetoric and propaganda were often heavily informed by the religion’s
supposedly outmoded ritualistic, cultural, and literary forms.68 Moreover, in the wake of the
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Reign of Terror, the violence of the Revolution proved a determining factor in the Catholic
Church’s resurgence and continuing popular influence. As Thomas Kselman has argued, "The
Church survived [the French Revolution] mainly because it continued to provide an authoritative
framework for the expression of important individual and social needs. The responsiveness of the
Church to these needs was conditioned by memories of the French Revolution." 69 The
symbolically and materially violent acts perpetrated against the Church from the earliest days of
the Revolution would also have significant bearing on the figure whose work would form the
genesis of the early-nineteenth-century Catholic revival and the Romantic understanding of the
Bible70: François-René de Chateaubriand.
In his immensely popular work The Genius of Christianity, Chateaubriand identified the
counterpoint to revolutionary violence in the spirit of Christianity. For him, as for proceeding
generations of French intellectuals, modernity was as valid an argument for Christianity as for its
downfall. “It was necessary,” said Chateaubriand regarding the thinking behind this treatise,
to prove that... the Christian religion, of all the religions that ever existed, is the most
humane, the most favorable to liberty and to the arts and sciences; that the modern world
is indebted to it for every improvement, from agriculture to the abstract sciences––from
the hospitals for the reception of the unfortunate to the temples reared by the Michael
Angelos and embellished by the Raphaels. It was necessary to prove that nothing is more
69
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divine than its morality––nothing more lovely and more sublime than its tenets, its
doctrine, and its worship; that it encourages genius, corrects the taste, develops the
virtuous passions, imparts energy to the ideas, presents noble images to the writer, and
perfect models to the artist; that there is no disgrace in being believers with Newton and
Bossuet, with Pascal and Racine. In a word, it was necessary to summon all the charms of
the imagination, and all the interests of the heart, to the assistance of that religion against
which they had been set in array.71
Chateaubriand’s conception of Christianity––imaginative, dynamic, and in no way antithetical to
Enlightenment ideology––was foundational in France. This new spiritual principle based not on
authoritarian dogma, but on the attainment of an individual, transcendent consciousness would
have dramatic effects on a newly liberated French nation, in terms of the emergence of a
Romantic aesthetic,72 and its effect on understanding the Holy Scriptures.
At the heart of Chateaubriand’s transformative perspective on Christianity was a
heightened engagement with the Bible not for its moral didacticism, but for its aesthetic
superiority. “How extraordinary that work which begins with Genesis and ends with the
Apocalypse,” mused the author, “which opens in the most perspicuous style, and concludes in
the most figurative language!”73 Chateaubriand penetrated to the core of the unifying theme that
Auerbach would identify over a century later: “Deists and atheists, great and little, all attracted
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by some hidden magnet, are incessantly referring to that work, which is admired by the one and
reviled by the others. There is not a situation in life for which we may not find in the Bible a text
apparently dictated with an express reference to it”74––it is the “realism,” in Auerbach’s sense,
that makes the text canonical.75 Moreover, Chateaubriand drew his vision of Christianity not just
from the poetics and narrativity of the Bible, but from the scripturally derived works of the
Western literary canon. Paradise Lost and, to a lesser extent, the Divine Comedy were largely
rediscovered in France in the wake of Chateaubriand’s ruminations on these epic works––
Milton’s masterpiece alone “abounds with superior beauties which essentially belong to the
groundwork of our religion.”76 These works, like the Bible, demonstrated that “the mysteries of
the Divinity and the mysteries of the human heart go hand-in-hand; and, by removing the veil
that conceals the true God, it also exhibits man just as he is”––precisely what Auerbach would
argue regarding Dante in the twentieth century.77 The literary import of Christianity is made all
the more palpable in the 1802 edition of Le Génie with the inclusion of two fictional works by
Chateaubriand, Atala and René.78
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For Chateaubriand the visual arts were just as crucial for the full comprehension and
expression of the spirit of Christianity, which “is more favorable to painting than any other
religion”:
Firstly, that the Christian religion, being of a spiritual and mystic nature, furnishes the
painter with the beautiful ideal more perfect and more divine than that which arises from
a material worship; secondly, that, correcting the deformity of the passions, or powerfully
counteracting them, it gives a more sublime expression to the human countenance, and
more clearly displays the soul in the muscles and conformation of the body; thirdly, and
lastly, that it has furnished the arts with subjects more beautiful, more rich, more
dramatic, more pathetic, than those of mythology.79
Chateaubriand’s fictional works would immediately inspire a host of paintings (most notably
those by Anne-Louis Girodet de Roussy-Trioson, who painted multiple portraits of the author
and whose Burial of Atala was an immense success at the 1808 Salon).
But it was in the realm of biblical illustration where one saw the fullest manifestation of
Chateaubriand’s brand of religiosity, where the visualization of Christian inspiration was as
sacrosanct as the poetics and narrativity of the biblical text.80 This was most significantly
apparent in the form of Doré’s Bible illustrations. As one critic noted soon after Doré’s death,
between reasoned philosophical exposition and pieces of fiction.” See Despland, “To Interpose a Little
Ease,” 23.
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“The drama and the elegy, the ode and pastoral, the epic and history, the sublime and the familiar
in a wonderful succession together in these pages are always addressed to the highest and noblest
faculties of man: to faith, to admiration, to love.”81 This is just one characteristic response to the
Doré Bible, citing the artist’s pioneering evocation of “the sublime and the familiar” (the
“realist” properties of the Bible later identified by Auerbach) as its most successful qualities, and
arguably what makes it most modern. The following sections engage specifically with Doré’s
Bible illustrations, and their capacity for evoking the literary qualities of the biblical texts.

D o r é ’ s B ible s t o r i e s
From his earliest days, Doré delighted in biblical stories. Growing up in the shadow of
Strasbourg Cathedral, he was particularly fond of a local legend regarding the cathedral’s divine
creation: the architect, Erwin von Steinbach, being overwhelmed at the prospect of designing the
monumental edifice, confided in his young daughter Sabine. That night she was visited by an
angel, who dictated the plans for the cathedral (fig. 1.11). As an epilogue to the tale, the young
Gustave was told, “If you are a good boy and study well, an angel will also come and inspire you
to make beautiful saints and martyrs, and you will be happy ever after.”82
Although his artistic relationship to the Holy Scriptures would begin in earnest halfway
through his career, Doré was certainly enraptured by visions of saints and martyrs from an early
age. Moreover, some of his earliest successes in book illustration foregrounded his visualizations
of the scriptures, nearly a decade before his Bible appeared in full form. His earliest grand folio
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edition, La Légende du juif errant (1856), marked not only his initial foray into imagining
elements of the Gospels, but, perhaps more importantly, his first engagement with a popularized
extrapolation of a biblical narrative. The illustrations appeared a little over a decade after the
first, serialized publication of Eugène Sue’s hugely popular novel, Le Juif errant.83 Though not
specifically illustrating Sue’s text, Doré’s set of twelve images (costing just 12 francs total)
certainly benefited from the popularity of the earlier narrative, while focusing more intimately
and succinctly on the character of the Wandering Jew (fig. 1.12).84
The Bible illustrations proved a much more ambitious project, and Doré spent at least
four years at work on the images.85 In terms of its relationship with the canon of Bible illustration
and iconography, the Doré Bible does not, at first glance, seem without precedent. The size of
the volumes was considerable, but certainly not unheard of. In a cursory comparison with Julius
Schnorr von Carolsfeld’s contemporaneous and widely popular Bibel in Bildern, a number of
superficial similarities emerge. Overall, the number of images corresponding to each book of the
Bible is, with a few exceptions, roughly the same. Both artists focus heavily on the Old
Testament, especially Genesis, Exodus, Kings, and Samuel. In her analysis of the Bibel in
Bildern, Cordula Grewe cites a number of characteristics that could equally be applied to the
Doré Bible: “Both artists shared a similar narrative sensitivity. Both saw biblical history as world
history. Both saw it as dramatic, linear and utterly human. Both created a visual epic. What
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ultimately unites them is their literal approach to the text."86 For Grewe, the importance of the
Bibel in Bildern lies in the correlation between image and text: “Schnorr's Bible is genuinely a
Bible in pictures, not an illustrated Bible: the images substitute, at least to a large extent, the text
itself,”87 and thus take on didactic and ecumenical functions. While Grewe sees in the Bibel in
Bildern a “relaxed focus on the stories' narrative and literal content,”88 its incorporation of
narrative focus and direct scriptural quotation creates a deterministic hermeneutical structure.
The Doré Bible, on the other hand, maintains a significantly more relaxed relationship to the
biblical text. In other words, Doré was able to narrate and not simply illustrate the Bible,
combining its most human qualities with its most divine.
The success of this approach is apparent in contemporaneous critical literature, in both
secular and religious contexts. Writing for the Catholic periodical Le Contemporain, Victor
Fournel described the Bible in these terms:
Solely from the point of view of the picturesque, is there anything in the world, so far,
whatsoever, to enter into comparison with this book par excellence, this unique book,
unwinding from one end to the other in the most poetic and the most epic, bringing
together the height of the divine inspiration and the burning flame of Oriental
imagination with all the tenderness of human sentiment in its most humble and most
familiar manifestations?89
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Paul de Saint-Victor wrote in the popular journal L’Artiste, “His verve grasped the wings of
enthusiasm, his imagination rose to the heights of the supernatural poems he had translated.”90
Saint-Victor ultimately concluded that, having completed illustrations for Dante, Rabelais, Don
Quixote, the Bible, and soon beginning the works of Shakespeare, Doré, “at an age when others
begin, … will soon have decorated all the monuments of the human spirit.”91 In the woman’s
magazine Journal pour toutes, Louis Enault stated that “The Bible of Gustave Doré is the subject
today of all artistic and literary conversations in Paris”––he further notes, interestingly, that “in
several days, this magnificent volume will be found on every aristocratic table,” saying nothing
of its use for religious or devotional purpose.92 He then speaks admiringly of the Bible as a
literary monument, and Doré’s particular talent:
This large and beautiful book of the Bible was a perfect case to try the hand and mind of
an artist! Where else can one find such an abundance of the most beautiful motifs? More
sublime landscapes? More grandiose dreams? Is not the Bible the first of all books and,
so to speak, the story of God and man, of heaven and earth? Gustave Doré, rising to the
height of such a subject, gave a measure of his talent that leaves nothing untouched, and,
in turn, Mr. Mame, by a special care that he never ceased in bringing to this splendid
edition, has made this book distinguished object of his magnificent library.93
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In each of these responses to the Doré Bible, the author cites Doré’s particular ability to
highlight and maintain the predominant qualities of the biblical text. As I have argued thus far,
this facet of the reception of the Doré Bible corresponds to a rise in considering the Bible in a
literary context. Although modern art historians have long been wary of “reading” images as
text, in the case of the Doré Bible it is particularly relevant to consider this approach, due to the
ample number of responses that treat Doré as an “author.” Mieke Bal has made a decisive case
for reading images as narrative, which, she asserts, “is nothing like reducing images to linguistic
discourse.”94 For Bal,
Reading is an act of reception, of assigning meaning. The viewer reframes the work––
which is, in this specific sense, a “text”––not simply as it suits him or her, according to
contingent circumstances… She reads according to a “vocabulary,” a selection of
elements taken to be signs, and connected in a structure that is a syntax in the semiotic
sense: a connection between signs that yields a coherent meaning which is more than the
sum of the meanings of the individual elements. Vocabulary and syntax can be learned,
taught. They guarantee the right to reading, each person’s access to culture. But,
according to the “I”-“you” interaction, each viewer can bring her own frame of
reference.95

de Dieu comme de l'homme, du ciel comme de la terre? Gustave Doré, en s'élevant à la hauteur d'un
pareil sujet, a donné la mesure d'un talent qui ne laisse plus rien à souhaiter à ses admirateurs, et, de son
côté, M. Mame, par les soins tout particuliers qu'il n'a cessé d'apporter à cette splendide édition, en a fait
le spécimen typique des produits de sa magnifique librairie.” Enault, “Causerie littéraire,” 45.
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In the case of this chapter, the key frames through which the Doré Bible was read were the
changing notions of the material production of illustrated books and of the Bible in popular
culture.

“ R ea d i n g” D o r é ’ s B ible s t o r i e s
Before considering how Doré’s Bible illustrations function narratologically, it is
necessary to establish a concept of narrative. In her influential text Narratology: Introduction to
the Theory of Narrative, Mieke Bal defines narrative in terms of three elements: text, story, and
fabula:
A narrative text is a text in which an agent or subject conveys to an addressee (‘tells’ the
reader) a story in a particular medium, such as language, imagery, sound, buildings, or a
combination thereof. A story is the content of that text, and produces a particular
manifestation, inflection, and ‘coloring’ of a fabula; the fabula is presented in a certain
manner. A fabula is a series of logically and chronologically related events that are
caused or experienced by actors.96
Within this framework, story is differentiated from text in that the latter is the actual material
produced by an author in order to tell the story––in my analysis of the Doré Bible, Doré’s
illustrations function as the text, telling its own story that is distinct from the actual biblical text
it accompanies (although that text, and every translation or compilation of biblical stories that
came before or after, is itself also a text).
In order to tease out this idea, we must begin by thinking of Doré as the narrator of the
Holy Scriptures. Shimon Bar-Erfat characterized the significance of narration:
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The narrator is an a priori category, as it were, constituting the sole means by which we
can understand the reality, and the essence of the narrative world, with its characters and
events, and, above all, their significance, is entirely dependent on the narrator, through
whom we apprehend. Consequently, the character of the narrators and the way in which
they mediate is of supreme importance.97
With reference to the Bible in particular, “The effectiveness of the narrative is… dependent to a
considerable extent on the technique of the viewpoint. This technique is of particular importance
in biblical narrative, which attempts to influence its audience and to impart its outlook on life,
people, good and evil, God and divine activity in the world.”98 If we turn to Hayden White’s
definition of narration as an “[instrument] by which the conflicting claims of the imaginary and
the real are mediated, arbitrated, or resolved in a discourse,”99 viewing illustration as a process of
narration becomes all the more self-evident. Meir Sternberg descried the “tendency to read
biblical texts out of communicative context,” noting that “since a sense of coherence entails a
sense of purpose, it is not enough to trace a pattern; it must be validated and justified in terms of
communicative design”––in other words, through the agency of the narrator.100 Robert Alter
departed from Auerbach in making a fundamental distinction between the narrators of classical
epics (which, for him, includes the Bible) and the novelistic narrative, the latter being able to
assume at length the character's outer or inner voice; he can weave his own voice together
with that of the character in style indirect libre; he can plunge into the subliminality, the
unconscious, the dreamworld, of the character; he can rigorously exclude himself from
97
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figural consciousness, move from close-up focus to cosmic distance in the perspective he
chooses for the representation of character, scene, and event.101
Doré’s illustrations, however, were not intended to be a substitute for the text. That much
is implied by the editors’ disclaimer at the onset:
In publishing this new translation of the Holy Bible, the editors have made a point of
rigorously observing the rules prescribed by the decisions of the Holy Roman Church, to
whom full and filial submission is due in terms of editing or interpreting the revealed
scriptures. This translation was made on a text of the Vulgate according to the Vatican
edition published by order of Clement VIII. Efforts were made to make it as literal as
possible. Places that have appeared difficult or obscure were clarified by notes placed at
the bottom of pages. The sense of the Vulgate was also scrupulously respected and
followed. Finally, under the constitution of Pope Benedict XIV and decrees of the Sacred
Congregation of the Index relating to versions of the Bible in the vernacular, dogmatic
and moral annotations borrowed from the Church Fathers and Catholic scholars were
attached. The pious faithful will be well assured of having a Bible in the hands Orthodox,
translated and edited according to the spirit and requirements of the holy Church.102
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The Doré Bible thus immediately establishes itself as within the parameters of a specifically
Catholic orthodoxy with regard to the Holy Scriptures. The translations and commentaries are
designed to promote officially sanctioned exegesis, rather than be subject to the intuitive vision
of the reader/viewer.103 What would happen, however, is that, in their myriad detail, Doré’s
illustrations would not only form an elegant, coherent, and Catholic vision of the scriptures, but
would also elevate the narrativity of the biblical stories, leading to a broad popularity among the
pious and non-pious alike.
The Creation of Eve (fig. 1.13), the first image mounted within the text of the Doré Bible,
is a fitting example. The book of Genesis contains two versions of the Creation story, and Doré
chose the second and more narratively driven of the two. The moment depicted is taken from
Genesis 2:21-22, wherein God forms Eve from a rib removed from the deeply slumbering
Adam.104 In the image, we witness the moment just prior to Adam’s awakening––his limp body
remains prostrate while Eve emerges from God’s illumination. Doré’s image provides a narrative
dynamism through a strong emphasis on both the terrestrial and God’s divine presence.
Contoured by a canopy of natural elements and ethereal illumination, Adam and Eve are both of
the Earth and of God, a dogmatic revelation that is confirmed in the book’s commentary: “The
body of Man is formed from the dust of the Earth, but his soul comes directly from God.”105
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This narrative thread––the interaction between humanity and the divine106––is the most
pervasive element of the Doré Bible, and the key way through which the illustrations maintain
narrative coherence.107 Although the biblical narrative culminates in the convergence of the
human and godly through Jesus, critics have consistently noted a clear formal division in the
quality of Doré’s illustrations for the Old and New Testaments. Victor Fournel, one of Doré’s
most adamant supporters, wrote in the liberal Catholic journal Le Contemporain of the
“inadequacy and coldness” of Doré’s Christ, in spite of the great success of the Old Testament
scenes. 108 Anke Schmidt, one of the few scholars to recently investigate the Doré Bible
illustrations with any critical rigor, characterizes the Old Testament images primarily in terms of
their appropriation of theatrical conventions (colossal and fantastic settings, dramatic gestures,
broad perspectival constructions), and a focus on a sentimentalized vision of Christ in the New
Testament.109 Yet Fournel also noted the narrative arc that continually wends its way through
Doré’s more or less successful illustrations: “The supernatural emerges in every line, but God
and man live, as it were, side by side, from Genesis, where Adam speaks face to face with
Jehovah, until the Gospels, where Christ was born, grows and dies among the Jews. The Bible is
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God's story in his dealings with humanity, and humanity in its relationship with God.”110
Whether one interprets the Bible as a unified whole or a “ragbag” of shorter narratives,111 broadly
speaking, this is the motif that transcends its theological and historical contradictions.
Doré achieved visual synchronicity across the biblical narratives by creating a distinctive
formal program within a temporal, plot-driven mode of unfolding. This is especially evident in
the Old Testament, and particularly so in the Pentateuch and the Histories. So, for instance, the
illumination of God bringing forth life to humanity in The Creation of Eve recedes from view in
Adam and Eve Expelled (fig. 1.14), barely grazing the backs of Adam and Eve as the cherubim
casts them forth from Eden. Cain gazes menacingly toward Abel (fig. 1.15), before we are met
with the aftermath of his murderous deed in the next image (fig. 1.16). The progress of the
narrative in these early scenes is not wholly separate from what one perceives in the Bibel in
Bildern––the latter even includes depictions of God’s Rest, Temptation, and Confrontation in
between The Creation of Humanity and Expulsion, while Cain and Abel are shown in the midst
of their dramatic struggle, not afterwards (fig. 1.17).112 Where Doré departed from Schnorr is in
his insistence on creating a scene, creating narrative dynamism rather than simply illustrating
what exists within the text. Schnorr’s images are focused almost entirely in the foreground, with
indications of space and place that are clearly secondary to his purpose. Doré, on the other hand,
situated his figures in detailed environments, taking his medium to new extremes––in his most
heavily landscaped scenes, Doré would often use pen, pencil, and multiple layers of washes
110
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before handing the woodblock off to one of his engravers (fig. 1.18). In this way, Doré
extrapolated far outside the parameters of the biblical text. As Bar-Efrat has noted, “places in
biblical narratives are not fashioned in a plastic, concrete way. In this connection, a distinction
should be made between mentioning sites and describing them. Places in the Bible are merely
cited, during the course of the action, and are not depicted clearly and vividly. No images are put
before us neither of scenery, cities, villages, nor of buildings or the interiors of rooms.”113 Yet by
the middle of the nineteenth century, the settings of the biblical narratives were becoming of
increasing importance (and will be discussed in greater detail in the next chapter). Within the
current discussion it should suffice to say that while Schnorr focused on the narrative for an
exegetical function that needed no reference to physical context, for Doré these external details
were necessary. They further generated a world that was historically distant but intellectually
accessible, creating the “background” that Auerbach saw as connecting the Bible narratives to
the realist novels of Doré’s time.114
While both Doré and Schnorr relied heavily on dramatic action in their images, one sees
in the Bibel in Bildern the manifestation of a key aspect of literary interpretation of the Bible: a
narrative unfolding that is primarily contingent on the actions of the characters. As scholars of
the biblical narrative have noted, the Bible gives us little physical detail regarding its
protagonists, and generally only in cases where it is essential element of a plot (thus, for
example, Esau must be described as hairy, whereas Jacob is smooth––a crucial factor in Jacob’s
impersonation of his brother, in order to receive Isaac’s blessing). Alter characterizes the biblical
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narrative in terms of the “type-scenes” of classical epics, the “certain fixed situations which the
poet is expected to include in his narrative and which he must perform according to a set order of
motifs.” The Bible deviates from epic poetry, however, in its lack of descriptive detail, of which
type-scenes are a “performance”: “if in the Bible someone is brewing up a mess of lentil stew,
the reader can rest assured that it is not to exhibit the pungency of Hebrew cuisine but because
some fatal transaction will be carried out with the stew, which even proves to have a
symbolically appropriate color.”115 Schnorr’s biblical figures are presented in a decidedly nondescriptive manner––devoid of idiosyncrasies and articulated through forms and gestures so as to
make the legibility of their actions paramount.
While Doré represents the majority of the biblical figures in his illustrations in terms of
their actions, there is, nonetheless, a heightened focus on the subjectivity of the characters that
would have appealed to a public with more and more access to sensational novels.116 Cain,
placed in a forbidding landscape as lightning crashes overhead, appears distraught and overcome,
perhaps to the point of remorse––an extrapolation nowhere indicated in the biblical text: “And
Cain said to Abel his brother: Let us go forth abroad. And when they were in the field, Cain rose
up against his brother Abel, and slew him. And the Lord said to Cain: Where is thy brother Abel?
And he answered: I know not: am I my brother's keeper?” (Genesis 4:8-9).117 Doré followed
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Girodet’s example in devoting a scene of the Deluge to the writhing bodies of man, woman,
child, and beasts, each on the brink of destruction. Though not quite as horrifying as Girodet’s in
terms of his depiction of violent struggle, Doré’s image similarly relies on an evocation of
primordial compulsion through bodily contortions and an unforgiving landscape (fig. 1.19).
Further underscoring the importance of individual subjectivity, Doré devoted a surprising
number of images to the Prophets––not simply to the representation of their prophecies, but also
to depicting these figures singularly and with distinct attributes. The prophet Isaiah (fig. 1.20),
generally perceived by Christians as the most divinely informed of the coming of Jesus, is
initially presented alone in the wilderness. No corresponding text is cited in the list of
illustrations, but one can assume that the figure, on his knees, hands crossed, eyes closed, is in a
moment of revelation. The next image (fig. 1.21) is as dramatic as the first is contemplative:
Isaiah having been transported (whether mentally or materially is unclear in the image) into the
midst of the ruins of Babylon. Whereas Schnorr’s prophets are primarily represented for their
typological significance (fig. 1.22), and occasionally for their narrative noteworthiness (Daniel in
the den of lions, for example), Doré’s are projected as of the same world as any other biblical
protagonist. While in the Christian Bible the Later Prophets (Isaiah, Jeremiah, Ezekiel, and the
twelve Minor Prophets) can be seen as part of a teleology that culminates with the life of Christ,
they are nonetheless distinct from the rest of the book in terms of their lack of narrativity. Doré’s
images, however, insist on situating the Prophets within the same dynamic of narrative progress
as in the rest of the Old Testament (though he does in many cases follow the traditional
iconographic and typological foci––Belshazzar’s Feast, Susanna in the Bath, and Jonah and the
Whale, for instance). The actions of the Prophets and their inner states serve as integral a purpose
in the Doré Bible as their foregrounding of Christ.
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The importance of subjectivity in the unfolding narrative becomes even more apparent
when turning to the Gospels. Despite the near unanimous opinion in France that the scenes
depicting the life of Jesus were inferior to those from the Old Testament, Doré seems to have
spent much more time working and re-working the New Testament images than those for the
Old. The photographs of Doré’s drawings for the Bible, compiled by Mame in 1868, show that
for most of the Passion scenes there are at least two versions. 118 The subject of Christ became a
significant part of Doré’s painted works for the rest of his career––it is thus reasonable to
surmise that although most see his New Testament illustrations as the weakest part of the Bible,
they weighed heavily on his mind and production. Moreover, in its illustrative structure, the
Gospels are where we see the strongest indication of the importance of coherence in the temporal
progress of the narratives. From the outset of the Doré Bible, it is clear that the physical
correlation between text and image was of less importance than the consistency of the object.
The hors-texte engravings are placed approximately every eight pages, with 163 illustrating the
Old Testament, and 80 for the New Testament. Captions specify the subject of each image, but
there is no indication of its scriptural source (unless one wishes to flip to the list of illustrations at
the end of each volume, and considering their size and weight, it seems unlikely the viewer was
expected to do so). 119 The Gospels, significantly, are illustrated in order of chronological
118
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succession, and not in order of their appearance within the biblical canon, further underscoring
the narrative rather than purely illustrative capacity of Doré’s images. So, for example, the New
Testament opens with the Annunciation (Luke 1:28) and the Nativity (Luke 2:6), though Luke is
textually preceded by Matthew and Mark (following Catholic tradition). The Gospels end with
Doré’s striking image of the Ascension (Mark 16:19, fig. 1.23), chronologically the last
appearance of Christ, though taken from what is thought to be the oldest of the Gospels.120
Although the Ascension is followed by nineteen images illustrating the Acts of the
Apostles and the Revelations of St. John of Patmos, the last image of Christ represents a
culminating point of visual and theological significance. Throughout the Doré Bible, the
narrative thread of the divine interaction with humanity is played out most evocatively in those
images in which the other-worldly is given clear, visual presence, in which the image oscillates
between substantial form and ethereality. As we see in The Ascension, cross-hatching and
traditional contouring devices are almost completely eliminated. Gradation of light and dark is
produced by the subtlest shifts in the relative size and distance of each form, leading the viewer
from body to body by the dynamism of these uninterrupted marks. In The Ascension, the
immaterial nature of Christ's body is contoured primarily by its surrounding atmosphere. The
result is an entity that seems to quiver in suspension.
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Doré’s chosen medium of wood engraving, which was undergoing a major revival in midcentury France,121 fostered the syntactical changes through which the artist created this dynamic
between the substantial and insubstantial. Although wood engraving had been common in
England from the mid-eighteenth century and in the Armenian presses in Constantinople in the
seventeenth, historians of book illustration generally credit the work of Thomas Bewick as
ushering the technique into the modern era.122 By using an engraver’s burin on the end of the
woodblock (rather than a knife on the sides, as with woodcuts), Bewick was able to create highly
detailed images with greater rapidity, which, unlike copperplate engravings, could be printed
together with a letterpress. By the mid-nineteenth century, France was experiencing a revival in
the quality and esteem of wood engraving, defended in the face of “heliographic reproduction”
most eloquently by the critic, painter, and conservator of prints at the Bibliothèque Nationale,
Henri Delaborde:
Owing to the very limited field in which he works, as it were in monochrome, the engraver
is compelled to choose and to combine the best means of rendering by analogy the various
colours of his original, to organise its general effect, and to bring out both the character and
the style, now by the simplification of certain details, now by applying the principle of
selection to certain others. We have no longer here the stupid impartiality, or, if it be
preferred, the unreasoning veracity of a mechanical apparatus, but the deliberate use of
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feeling, intelligence, and taste––of all those faculties, indeed, which mould and enter into
the talent of the artist.123
Delaborde notes wood engraving’s particular capacity for “rapid suggestion of form and colour,”
a characteristic fostered through the widespread shift away from facsimile engraving to shaded
or interpretative engraving.124 The former can be said to resemble a pen drawing, with emphasis
on contour (this is what we see in the Bibel in Bildern). Interpretative engraving, on the other
hand, lent itself easily to Doré’s drawings, which often began with dark grounds, and rely
heavily on variegated textures and the layering of washes. There is no sustained emphasis on the
blank page, as in earlier models or woodcuts, but when a form is created predominately through
negative space, it often corresponds to a moment of scriptural significance. The creation of light,
the apparition of ethereal forms––the gravity of these moments is made all the more palpable
through the absence of the mark.125
This occurs perhaps most significantly in The Ascension, where we seem to be witnessing
the visual embodiment of the Incarnation as foregrounded in John 1:1: “In the beginning was the
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Word, and the Word was with God, and the Word was God.”126 In their commentary on John 1,
Bourassé and Janvier explicate the theological underpinnings of the Trinitarian notion of Christ
as Logos: “Saint John, through the most sublime revelation, plunges his gaze into eternity. He
reveals to us the eternal generation of the Word. The Word was before all creatures, and even
before time, nothing was done outside of him and without him ... Jesus, in fact, is the Word
Incarnate.”127 In Doré’s image, Christ, having fulfilled the Prophecies, recedes back into the
space of blank page, into the same divine illumination that inaugurates the Doré Bible (fig. 1.24).

Conclusion
This first chapter has offered one set of frames through which Doré’s biblical imagery
was initially read: the emergent notion of the Bible as a literary monument. When demonstrating
the success of the Doré Bible illustrations, critics in secular and religious contexts highlighted
similar elements––the most common of which were the epic, divine, human, and earthly
characteristics of the images, which corresponded to what made the Bible transcend its moral,
theological, or didactic functions.
In the following chapters, I shift away from the concept of narrative as operating within
images that I have employed thus far, and discuss more thoroughly the narratives surrounding
how Doré’s biblical imagery has operated in the popular imagination. In her argument for the
usefulness of reading images narratologically, Mieke Bal ties this practice to broader cultural
factors: “Analyzing the way images are, and have been, framed helps to give them a history that
126
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is not terminated at a single point in time, but continues; a history that is linked by invisible
threads to other images, the institutions that made their production possible, and the historical
position of the viewers they address.”128 In the next chapter, I will examine another frame
through which French critics viewed the Doré Bible illustrations: their ability to evoke an
archaeologically accurate vision of the biblical past.
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CHAPTER 2
“FROM

THE

S M A L L E S T F R A G M E N T ”: T H E A R C H A E O L O G Y

OF THE

DORÉ BIBLE

Introduction
Unlike many nineteenth-century artists, Gustave Doré was not tempted by the lure of the
Orient––at least not enough to travel there himself. Some sources suggest he was even hostile to
the idea of doing so. An article from an 1866 issue of the British periodical Gentleman’s
Magazine discussed Doré’s conversations with the French publishing firm Hachette, which was
hoping to recruit Doré to produce a set of Bible illustrations. The company, however, required
the artist to travel to the Holy Land in order to produce “on the spot” studies of the scenes he
would create, as David Roberts had famously done thirty years earlier: “To this view,” stated the
article, “M. Doré was entirely opposed––preferring to trust entirely to his own artistic
conceptions.” The author went on to suggest that Doré’s pictures were rooted in “tradition,
religious sentiment, and a reminiscence of various representations of the scenes,” rather than “the
solid realisms of actual nature.”1
In the early 1860s, when Doré agreed to produce a set of Bible illustrations for the Alfred
Mame et fils company, there was no travel requirement attached to the deal. Doré spent at least
four years working in his Paris studio on the approximately 250 images. Nonetheless, one of the
most commented-upon elements of the Doré Bible illustrations was their correspondence to the
reality of the biblical settings. The theologian and critic Emile Le Camus wrote in the Catholic
1
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periodical Le Contemporain that Doré, “taking everything he could from the most recent
discoveries regarding the architecture, customs and mores of the Assyrians, Jews and Egyptians,
gave his scenes a local color that will make them eternally true.”2 Another critic, Victor Fournel,
argued that, whereas earlier biblical illustrators focused too much on feeling and expression,
Doré placed his scenes in “strictly local conditions,” and that he did so “without excess, without
puerile display but with continuous zeal.”3 Detractors of Doré’s illustrations tended to express
the exact opposite sentiment, that the illustrations displayed nothing but excess, but by and large
the French community accepted Doré’s renderings of antiquity as historically faithful.
The most telling assessment, however, came from the critic and author Théophile
Gautier, one of Doré’s close friends: “With the smallest fragment, the faintest pieces of evidence,
[Doré] reconstructs palaces buried in sand, collapsed temples fallen to dust, not through
thankless archaic work, but through a powerful and rapid vision.”4 The suggestion that Doré had
the ability to reconstruct biblical history “from the smallest fragment” speaks to the wealth of
material that the artist could draw from, even without traveling beyond the confines of Second
Empire Paris. New research into the areas of ancient Egypt, Mesopotamia, and the Holy Land
abounded from the beginning of the nineteenth century, and popularizations of this material
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pervaded every facet of French culture. In his introduction to a compendium of Doré’s
illustrations, the British writer Edmond Ollier commented, “The artist has no personal
knowledge of the East, and has therefore been obliged to compile his accessories . . . from books
and museums.” 5 Archaeological investigations in the Middle East had spurred the public
imagination since the Napoleonic campaigns in Egypt at the end of the eighteenth century, and
new sites of discovery perpetuated an incessant fervor for the hidden remains of lost
civilizations. Archaeological research began to shed unprecedented light on the pharaohs of
Genesis and Exodus, the decadent cities of the Assyrian empires, and the culture of Galilee in the
time of Jesus. And although many questioned the historical validity of the biblical narratives,
archaeological explorations revealed traces of historical credibility in the Bible.
Doré was not the first and certainly not the last to utilize evidence gathered from close
study of the Holy Land and its peoples when representing biblical subjects, but the place of the
Doré Bible within this history cannot be underestimated. In this chapter I will examine Doré’s
illustrations in the context of biblical archaeology,6 and its position within the political and
cultural debates of mid-nineteenth-century France. I define the illustrations in terms of three
regions and the archaeological investigations that took place there in the nineteenth century:
Egypt, Mesopotomia, and the Holy Land. As we will see, France’s relationship to each of these
regions carried unique characteristics, and effected the production and reception of Doré’s
images in unique ways. Speaking more broadly, it will become clear that in the Doré Bible,
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viewers witnessed the archaeological fragments that had been circulating in museums,
photographs, and publications, now rendered whole and in a familiar narrative context. The
accuracy, perceived or actual, of these images speaks to the Doré Bible’s relevance in a much
broader, complex cultural debate surrounding the biblical past, and its recuperation in modern
life.
One thing should be made clear from the outset, however: despite the widespread praise
for the historical accuracy of Doré’s work, his Bible illustrations abound with inaccuracies and
misrepresentations. His images appropriate popularized elements of biblical archaeology and are
completed by his own imaginative inventions or else amalgamated with elements from other
sources. Doré’s reconstructions of “palaces buried in sand” are dramatic backdrops for the epic
narratives of the Bible, but other elements of his illustrations reveal a much less active
engagement with the material remains of the biblical past. As I will conclude, however, Doré’s
often-haphazard representation of archaeological fragments is significant for what it reveals
about the Bible in the modern world, a topic that has yet to be thoroughly analyzed art
historically.

D e s c r i b i n g E gyp t
The Book of Genesis, chapters 37-50, tells the story of Joseph, the first son of Jacob and
Rachel. The prophetic Joseph was the favored offspring, creating animosity and vengefulness
among his half-brothers (born of Jacob and Leah). The brothers conspire to sell Joseph into
Egyptian slavery where, through the grace of God, he prospers in all his endeavors. After
interpreting two of the Pharaoh’s dreams as foretelling a seven-year famine, Joseph is appointed
Vizier and put in charge of all of Egypt. When Jacob sends Joseph’s brothers from Canaan to
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Egypt to buy grain during the famine, they do not recognize the long-lost Joseph, who is
costumed in Egyptian garb and speaking the local tongue. Joseph eventual reveals himself to his
brothers, and the family is invited to resettle in the Egyptian province of Goshen, which the
Hebrews would occupy until the time of the Exodus led by Moses.
The story of Joseph is one of the most coherent narratives of the Old Testament, fraught
with tension, complex characters, and a satisfying conclusion, and unlike many other parts of the
Old Testament has easily lent itself to visual representation. For his entry into the Prix de Rome
competition of 1789, Girodet depicted, in typical neo-classical fashion, the moment when Joseph
reveals himself to his brothers (fig. 2.1). The brothers bow down in dramatic gestures of
penance, directing their attention toward the embrace of Joseph and his younger brother,
Benjamin. The scene is set in an austere, classicizing interior––the only attempts at Egyptian
detail are the nondescript ushabtis (mummiform funerary statues) in the wall niches, and the
golden sphinx that serves as an armrest for Joseph’s throne. The focus in this history painting is
primarily on the dramatic moment of revelation, and for Girodet and those who viewed the work
at the time, concern for the accuracy of the architecture and costume would have been negligible
if present at all.
In Doré’s illustration for the scene, on the other hand, the moment of Joseph’s
announcement is framed in rich, elaborate details (fig. 2.2). Open papyrus columns recede
toward a portico dominated by winged suns and the head of the goddess Hathor. Every surface is
covered with relief carvings. But the figural group of Joseph and his brothers, despite being
flanked by sphinxes, is relatively divorced from this abundance of architectural splendor. Rather
than just a rehearsal of Egyptian visual forms, the scene relies on the conventions of academic
history painting, as in Girodet’s painting. The brothers, displaying various expressions of
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anguish, relief, and joy, are arranged pyramidally upward toward Joseph, whose outstretched
arms suggest power and forgiveness. For good measure, Doré gave Joseph a somewhat elaborate
headdress and turbans to the brothers, but he demonstrates none of the careful attention to
costume that would be found in the work of William Holman Hunt, James Tissot, and other
artists who spent significant time in the Middle East.7 Doré’s way of mediating between the
exoticizing and the familiar is characteristic of many of his Bible illustrations and, as I will show,
sheds light on the particularly French perspective toward the biblical past.
The Joseph story has a broader significance as well, as it is the first part of the Bible to
pay great attention to the relationship between the Hebrews and another major civilization. And
while in these chapters of Genesis we see a Pharaoh promoting a slave to the position of
counselor, and ultimately granting property to his family and tribe, the history of relations
between the Hebrews and the Egyptians in the Bible ends with plague and destruction. The
complexity of this relationship is in many ways mirrored in the relationship between France and
Egypt in the nineteenth century.8 It is a relationship that cannot be viewed simply through a lens
of imperial domination, but through one of cultural appropriation as well. In his catalogue essay
from the Louvre’s 1994 exhibition “Egyptomania: Egypt in Western Art, 1730-1930,” JeanMarcel Humbert defined “Egyptomania” as the “borrowing, of the most spectacular elements,
from the grammar of ornament that is the original essence of ancient Egyptian art.” More
7
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managed.” See Porterfield, The Allure of Empire: Art in the Service of French Imperialism, 1798–1836
(Princeton, NJ: Princeton University Press, 1998), 106-109.
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importantly, Egyptomania was characterized not simply by the copying of ancient Egyptian
visual language––rather, it consisted of artists recreating these forms “in the cauldron of their
own sensibility and in the context of their times.”9 This occurs in Doré’s illustrations through the
operation of figures within Egyptian spaces, through the ways these images fit into the larger
narrative of biblical history, and through France’s recuperation of this narrative.
The French fascination with Egyptian history and material culture began in earnest with
the Napoleonic campaign to Egypt in 1798. Accompanying the immense Armée d’Orient, which
included over 30,000 troops, were approximately 160 scholars known collectively as the
“savants,” who were tasked with compiling information on the history and culture of the region,
both ancient and modern. The Institut d’Egypte was founded late in 1798, which, like the Institut
de France, housed workshops, laboratories, and antiquities. The rigor with which the savants
documented and organized their findings resulted in numerous scholarly and popular
publications including the periodicals La Décade égyptienne and Courier de l’Egypte. Two
works stand out, however, in terms of their breadth and influence: Dominique Vivant Denon’s
Voyage dans la basse et la haute Egypte and the monumental, twenty-six volume Description de
l’Egypte.
Denon’s illustrious career spanned the ancien régime, in which he held diplomatic
positions and curated Madame de Pompadour’s gem and medal collection, through the
Revolution, during which time he produced designs for republican costumes. After Napoleon’s
ascension to power, Denon became acquainted with the emperor who appointed him to the
9
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Institut d’Egypte. On his arrival to Egypt, it was said that Denon ran towards the monuments like
a soldier to the battlefield, pushing forward with his drawings and descriptions even in the midst
of enemy fire. The inherent danger of Denon’s research was woven into the narratives of his
pursuits, and the popularity of Voyage dans la basse et la haute Egypte was bred as much from
the romanticized vision of a heroic scholar as it was from his often sentimental descriptions.10
One periodical wrote of the first volume, “you live, you speak, you navigate, you gallop with
him, you suffer when he suffers, you rejoice if he rejoices, and you want as much for him as for
yourself, in every moment of new discoveries... What is he doing in the midst of the fray?...
What is his weapon? A pencil.”11
The images in the Voyage include plans and elevations, detailed classifications of style,
and picturesque landscapes illustrating the current state of the newly valued monuments.12
Scenes like The Colossi of Memnon situate monumental ruins in barren landscapes (fig. 2.3).
One can make out the structures of nearby Thebes in the distance to the left, and the forms of
locals and Denon’s compatriots loom beneath the giant seated figures. But the sense projected by
10
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(Londres: Imprimé pour S. Bagster, 1807), vii.
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the image is that these fragments stand in testimony to a forgotten civilization. Other images, like
the Interior of the Temple of Apollinopolis at Edfu, combine an immersive view of architectural
fragments, with careful observation and recreation of their specificities (fig. 2.4). But, as Denon
and others argued, that level of achievement had declined and could only now be resuscitated
through the careful mediation of the French scholars. Denon’s observations were thus tempered
with a Romanticizing view of Egyptian culture as only a shadow of its former self. In dedicating
the work to Bonaparte, Denon opined, “To combine the luster of your name with the splendor of
the Monuments of Egypt, is to associate the glorious annal of our time with the history of the
heroic age, and to reanimate the dust of Sesostris and Mendes, like you Conquerors, like you
Benefactors.”13 As Abigail Harrison Moore has argued, the two underlying principles defined in
the dedication characterized the ideological stakes of the Egyptian revival in France: “the heroic
age, to which Napoleon was eager to associate himself visually, and the idea of France as a
cultural benefactor, bestowing upon Europe its knowledge of fashion and taste through its
collections and the visual records of them.”14 Moore goes on to argue that by creating an aura of
scientific authenticity with plans and elevations, while also enacting the principles of the
picturesque, the Voyage reinforced European hegemony over Egyptian culture in a popular,
palatable way. Indeed, Denon’s vision of Egypt proved highly successful when it was first
published in 1802. Containing two volumes and 142 engravings, the Voyage was the first major
work on Egypt to be published in the wake of Napoleon’s and the savants’ three-year campaign.
The work sparked widespread interest in Egyptian culture and history, but in just six years it
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would be overshadowed in size and scope by the monumental Description de l'Egypte ou Recueil
des observations et des recherches qui faites en Egypte pendant l'expedition de l'armee frances
publie par les ordres de sa Majeste l'Empereur Napoleon le Grand.
The first edition of the Description de l’Egypte was published in twenty-three volumes
(the first ten of which contained text, the remaining thirteen the engravings) between 1809 and
1823, and has been considered an inaugural moment for the field of Egyptology. Although it has
largely overshadowed Denon’s Voyage, the Description de l’Egypte was essentially founded on
the same principles of cultural hegemony laid out in the earlier work. In her analysis, Anne
Godlewska argues that in creating an orderly conception of Egypt based on the collection and
organization of facts and observations, the Description de l’Egypte paradoxically engages in the
creation of a “mythical Egypt” under the aegis of European dominance.15 Moreover, through the
resuscitation of Egypt as an (for many the) ancient cultural authority, the Napoleonic propaganda
machine separated itself from the ancien regime and its self-fashioning as the inheritor of ancient
Greece and Rome.16
The images contained in the Description de l’Egypte follow the same general structure as
those of Denon’s Voyage. Carefully drawn plans, elevations, and diagrams alternate with
panoramic landscapes. Artists rendered the interiors of extant structures with an overwhelming
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amount of detail, but also used visual cues to convey a sense of majesty and grandiosity that is
lacking in standard architectural elevations. The Perspective view of the Great Hypostyle Hall at
the Temple of Amun in Karnak demonstrates this point (fig. 2.5). The artist reconstructed the
nave of the Great Hall, placing figures in its midst to give a sense of scale, as was often the case
in landscape and architectural drawing. The luminous entrance at the center of the image stands
in contrast to the dark and imposing foreground, which is punctuated with a beam of light
extending from an unknown source to the left. The effort extended in creating this reconstruction
was not meant to serve merely as a testament to the monuments themselves, but to the creators of
the Description de l’Egypte, and to France more broadly, as well. The engineers Jean-Baptiste
Prosper Jollois and Edouard Devilliers du Terrage, who undertook much of the work around
Thebes and the Karnak temple complexes, speak to this fact in the Description: “No other work,
in effect, has presented, nor perhaps will present, the drawings of monuments of which the plans,
raised by architects and engineers, are the result of comparable notes, verified and completed
reciprocally between them, For this reason, we believe that travelers who follow us will look
vainly to add to the public works of architecture in the Description de l’Egypte.”17 Although
numerous publications followed in the wake of the Description de l’Egypte, it represents a
monumental moment in the development of Egyptology.
Based on biographical sources published soon after his death, it is likely that Doré would
have been looking to works like Denon’s Voyage and the Description de l’Egypte when
conceiving his Bible illustrations.18 In her biography of Doré, published two years after his death,
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Blanche Roosevelt noted that the artist spent considerable time at the Bibliothèque Nationale, “to
look at the marvellous treasure of prints and engravings, ancient and modern, which are stored
up in such number and beauty at that institution.”19 Roosevelt was eager to stress, however, that
Doré never copied images, large or small: “In the room dedicated to engravings he frequently
took a little memorandum-book from his pocket and made notes, but never copied faces or
figures. Sometimes he took notes of a costume, sometimes of an ancient helmet or weapon––a
date or an inscription––never aught else.” 20 She quoted Georges Duplessis, curator of the
library’s print room as saying, “He was scrupulously exact to the smallest detail and often came
running back to look at a thing to which he had already devoted an hour, in the fear of having
neglected to notice some trifling matter.”21
A number of Doré’s images from Genesis and Exodus closely resemble illustrations
found in works like the Description de l’Egypte and the Voyage, and it is likely that he would
have been looking at these books, or at reproductions derived from them. In Joseph Revealing
Himself to his Brothers, the columns are perspectivally arranged in a way that mirrors the image
of the Great Hypostyle Hall at Karnak. Moreover, each register of the column reliefs is rendered
in an approximation of the temple. But Doré’s image does not operate in exactly the same way as
those in the Description de l’Egypte, and this is witnessed most notably in his representations of
scale. If he was looking to examples like the perspective view of Karnak, for example, then the
architecture in his image is dramatically downsized. And this is the case with almost all of the
1862. See McCall, “Rediscovery and Aftermath,” in The Legacy of Mesopotamia, ed. Stephanie Dalley
(New York: Oxford University Press, 1998), 183-213. For suggestions that Doré began around 1862, see
Philippe Burty, “La Sainte Bible, editée par la maison Mame de Tours,” Gazette des beaux-arts 20 (Mar.,
1866), 272; and Saint-Victor, “Le Bible de Gustave Doré,” 10.
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Egyptian images in the Doré Bible. In Moses and Aaron Before Pharaoh, the setting is likely
derived from the Hathor Temple at Denderah, one of the most well-preserved and awe-inspiring
examples of ancient Egyptian architecture for French travelers (figs. 2.6, 2.7).22 But, as with the
Joseph image, the scale of the interior is dramatically decreased. This discrepancy makes the
interactions between the characters legible, while also allowing for the maximal amount of
ornamental detail.23 For replications of scale in biblical imagery that sought some level of
archaeological accuracy, one must look to an artist like John Martin, to whom Doré has often
been compared.24 In Martin’s The Seventh Plague of Egypt (fig. 2.8), a swirling composition of
monumental structures and a tempestuous sky envelop the small figure of Moses, poised to call
forth the plague of hail. As one reviewer put it, Martin’s painting combined “the most dreadful
phenomena of nature, with gorgeous piles of architecture, ranges of temples, palaces, towers,
which the devastating elements seem about to overwhelm in universal ruin. The whole scene is
impressed with an appearance of awe and horror.”25 Evoking the characteristics of the sublime,
this review highlights precisely what is not to be found in most of the Doré Bible illustrations
that replicated ancient Egypt. Instead, Doré crafted images that were both exoticizing and
22
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familiar––characteristics that are generally in keeping with French attitudes toward Egypt
following its “rediscovery” at the beginning of the nineteenth century.
The Doré Bible emerged nearly a half-century after the final volume of the Description
de l’Egypte was published, and several smaller, more affordable versions of the Description had
been released in its wake. Although Egyptomania reached a fever pitch in the aftermath of the
Napoleonic campaigns, material culture in France abounded with references to ancient Egypt
throughout the nineteenth century. Napoleon’s expedition to Egypt resulted in the looting of a
number of important artifacts, including the Rosetta Stone, but these objects ultimately entered
into public display at the British Museum. It was not until Charles X’s decree of May 15, 1826
that a department devoted to Egyptian antiquities was created within Louvre, headed by the
renowned scholar Jean-François Champollion who four years earlier had published the first
translation of the inscriptions on the Rosetta Stone. Champollion had advocated for the purchase
of the Durand Collection, which included 2,149 objects and was the first collection of Egyptian
antiquities to enter the Louvre. By the time he died in March 1832, the Egyptian Department
owned more than 9,000 objects, and Champollion had created a revolutionary manner of
displaying them so as to thoroughly ground them in historical context. 26 The collections
continued to grow over the next several decades, and following the establishment of the Second
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Republic, a major expansion and reorganization of the Louvre gave increased space for the
display of Egyptian antiquities.27
The high esteem afforded to Egyptian antiquities bled over into virtually every arena of
cultural life through the nineteenth century. The end of the Napoleonic Empire and the
restoration of the monarchy did not result in a dissolution of interest in Egyptian material
culture.28 Governmental, educational, and residential buildings were designed in replication of
Egyptian structures. Obelisks and sphinxes made their way into decorative objects. However,
the connection between the emerging field of Egyptology and its broader popular circulation was
a complicated one: “The forms born of the ever-evolving Egyptomania continued, however, to
swing between the archaeological rigor fiercely insisted on by some artists and a free-spirited
fantasy that had virtually nothing to do with Antiquity but forged new links with both exoticism
and the art of the current moment.”29
The way Doré used Egyptian material culture in his Bible illustrations is unquestionably
an example of this free-spirited fancy. His images melded many of the most commonly referred
to Egyptian monuments and motifs referenced throughout popular culture. By doing so in the
context of Biblical illustration, however, he accomplished something unprecedented. Earlier
illustrated Bibles occasionally drew from artists who had traveled to the Orient and incorporated
their observations into Biblical representation. The Furne Bible, for instance, included two
27
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engravings, Abraham Turning Hagar Away and Jacob and Leah, after paintings by Horace
Vernet (1789–1863), who, as he put it, had sought to “trace the connection between the customs
of the people, which had survived all innovations, and those described in Holy Writ” (figs. 2.9,
2.10).30 However, Vernet’s images are predominantly figural, based in pseudo-ethnographic
observation. Doré’s level of authenticity, on the other hand, was based almost entirely on his
evocation of the grand monuments of by-gone civilizations, experienced through their dispersal
in prints, books, and other forms of popular culture. By evoking what had become some of the
most familiar examples of archaeological discovery, Doré participated in the process of defamiliarizing the Bible as a moralizing text and negotiated a place for it in the popular
imagination that was both monumental and accessible.

Monumental iz ing Mesopotamia
The documentation and display of Egyptian antiquities had by the mid-nineteenth century
led to widespread appropriation in the public sphere, but as new sites of archaeological inquiry
emerged, new discussions and debates formed around them. In 1842, Paul-Émile Botta was
appointed Consul to Mosul, capital of the Nineveh Provence in present-day Iraq. Backed by Jules
Mohl, a powerful member of the Société asiatique,31 Botta began excavating at the site that the
British antiquarian Claudius James Rich had correctly identified as ancient Nineveh in 1820. The
British, out of fear that the French would extend their domination in the Middle East following
30
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the Egyptian campaigns, had sent Rich to Mesopotamia in 1807––the objects he brought back
would form the genesis of the British Museum’s collection of Babylonian antiquities. Although
England succeeded in being the first European power to amass such a collection, France would
receive its own set of accolades in 1847 when Botta moved to Khorsabad (approximately 16
miles north of Mosul). There he immediately began making archaeological discoveries,
ultimately believing that despite Rich’s earlier claims, Botta had discovered the real remains of
Nineveh.32
The city of Nineveh is mentioned briefly in the book of Genesis, but is not given
significant attention until the book of Jonah, one of the Old Testament’s Minor Prophets.33 The
book, one of the more narratively oriented of the Prophets, is set during the reign of Jeroboam II
(r. 786–46 BCE) and centers on God’s call to Jonah to prophecy the destruction of Nineveh to
the inhabitants of the great, corrupt city.34 After attempting to escape God’s decree, being
swallowed by a large fish and then spewed back onto land, Jonah went to Nineveh, “an
exceedingly large city, a three days’ walk across.” Having heard Jonah’s proclamation that
Nineveh would be destroyed in forty days, the Ninevites repented and God spared the city. Doré
devoted two illustrations to the book of Jonah, Jonah Rejected by the Whale and Jonah Urges the
Ninevites to Repent. In the second (fig. 2.11), Jonah stands at the base of a plinth, arms
outstretched, as a crowd listens intently below. The monumental structures of Nineveh loom
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ominously around the center of the scene, and Jonah, desperately trying to convey the urgency of
the situation, seems on the verge of being swallowed up by the surrounding environment.
Directly to the right of Jonah stands a lamassu, a protective deity represented by a human-headed
winged lion or bull sculpture (fig. 2.12), in powerful profile, registering to the viewer almost as
an act of defiance in the face of the prophet’s words. The lamassu, as we will see, functions in
the Doré Bible as a powerful but problematic signifier of ancient Assyria and its renewed
influence on contemporary French culture.
Botta’s excavations had led to the discovery of a monumental complex that would
eventually be identified not as Nineveh, but as the palace of the Assyrian ruler Sargon II (r. 705–
702 BCE). In the period between 1843 and 1846, Botta would oversee the excavation and
documentation of the structure and its inscriptions, with the assistance of the artist Eugène
Flandin (fig. 2.13).35 The results of Botta’s findings would ultimately be disseminated into the
public’s consciousness in a similar manner as the Egyptian antiquities had a half-century earlier,
through publications and display, but on a much smaller scale. Over the course of his
investigations, Botta corresponded with Mohl, describing the details of his discoveries––Mohl
published these letters, with his own annotations, in the Journal asiatique, and they were quickly
translated and disseminated widely in France and England. In addition to praising Botta’s work,
Mohl generated positive awareness of the strides made by British archaeologists in
Mesopotamia, especially those of the renowned scholar Austen Henry Layard. Upon returning
from their respective archaeological campaigns in the area around Mosul, Botta and Layard both
published major works outlining their discoveries. The French government spear-headed the
publication of Monument de Ninive, découvert et décrit par M. P. É. Botta; mesuré et dessiné
35
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par M. E. Flandrin (1849–50), a set of folios that included two volumes of plans, elevations, and
reconstructions of the ruins at Khorbasad, two volumes of cuneiform inscriptions, and one
volume of textual descriptions. Layard’s publication, Nineveh and its Remains: with an Account
of a Visit to the Chaldaean Christians of Kurdistan, and the Yezidis, and an Inquiry into the
Manners and Arts of the Ancient Assyrians (1848), received much wider attention than the
Monument de Ninive, due to a number of factors.36 Though less impressive in terms of its breadth
and the quality of illustrations, it was available to a broader audience than the large and
expensive Monument de Ninive. Moreover, in addition to giving accessible descriptions of
ancient Assyrian culture, Layard provided a somewhat romanticized narrative account of his
journeys and explorations, which cohered to the familiar and popular practice of travel writing.
As an article in the inexpensive periodical Le Tour du Monde argued, “It may be regretted that
the results of [Botta's] labors have not been published in a form which promotes awareness of
them and spreads his fame. Such volumes in a gigantic format, whose price runs into the
thousands of francs, are no doubt monuments worthy of a great nation, but they are hardly
accessible and will never break out of a very narrow circle.”37 Even Mohl, a fervent supporter of
Botta’s work, praised the accessibility of Layard’s publications in the face of the “inconvenient
size and exorbitant price” of the Monument de Ninive.38
The Assyrian discoveries would nonetheless reach popular audiences in France relatively
immediately. In 1844, the popular Magasin pittoresque reproduced drawings after bas-reliefs
from Khorbasad, and Botta’s descriptions that had been published in the Société asiatique’s
36
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Journal asiatique the year before (fig. 2.14). Along with his correspondence with Botta, Mohl
accompanied his notes with an appeal for the public display of the Assyrian artifacts: “[U]ntil the
Louvre shall be embellished by a hall of Assyrian Sculptures, Europe cannot profit by the
discovery of Khorsabad.”39 His entreaty was fulfilled when, in 1847, the Louvre inaugurated the
Musée Assyrien, located in the north wing of the Cour Carrée and consisting of objects that had
returned with Botta.40 An article in the journal L’Illustration documented the opening of this
display, and set a telling tone for its larger implications: “The Assyrian monarchy sets foot on the
shores of the Seine. A new dwelling, more worthy, the palace of our kings, has been fated: the
Louvre opens its double doors.”41 The implicit argument echoes that which characterized the
French engagement with Egyptian antiquities earlier in the century: that the remnants of a
monumental ancient civilization were better preserved and re-articulated in the hands of a
Western society.
Frederick Bohrer has traced the numerous ways in which Assyrian art was appropriated
in high and popular visual culture in France, beginning with Delacroix’s Death of Sardanapalus
(fig. 2.15). This work represented the Assyrian king known to nineteenth-century audiences from
the ancient Greek historian Diodorus Siculus, and more contemporarily in Lord Byron’s The
Tragedy of Sardanapalus. As Bohrer demonstrates, Delacroix’s painting derived from a
heterogeneous and often divergent set of sources, the artist “always substantiating the imaginary
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and sensational by including elements agreed to be authentic and attested.” 42 Although
Delacroix’s work was completed well before the “rediscovery” of ancient Assyria in the 1840s,
French artists continued to assimilate elements of these discoveries in a manner that was
consistent with this earlier example. Gustave Courbet, for instance, produced a number of
paintings that at least indirectly referred to the rhetoric of Assyrian art. Courbet described his
self-portrait in the Painter’s Studio (fig. 2.16) as “myself painting showing the Assyrian profile
of my head,” a style that he repeated in works like The Meeting (fig. 2.17).43 Bohrer argues that
the use of the “Assyrian profile” became the “best-known and longest-lived visual reference to
Assyria in nineteenth-century France,” but as demonstrated in Courbet’s work, it was a reference
that became popularized and dissolved of any meaningful relationship to the complexities of
ancient Assyria.44
In Doré’s Bible illustrations, the lamassu serves a similar function as the “Assyrian
profile.” Of the mass of materials gathered by Botta, the lamassu became one of the most
pervasive signifiers of ancient Assyria. Newspaper articles and prints documented the difficult
process of transporting the lamassu to France (fig. 2.18), and prints show them flanking the
entrance to the Assyrian display at the Louvre (fig. 2.19). The lamassu appears in a number of
illustrations in the Doré Bible, including Artaxerxes Grants Freedom to the Jews, Daniel
Interprets the Writing on the Wall, and The Fall of Babylon, and functions in these images
metonymically for the entirety of ancient Mesopotamia, as a sign of a base-level of engagement
with the scientific work being pursued in the realm of ancient Near East history. In Bohrer’s
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words, the lamassu “is treated as something like a character witness for Doré's good intentions
and wide acquaintance, but never allowed to dominate the decor.”45 Indeed, Doré’s incorporation
of elements derived from Assyrian artifacts further underscore this claim. While the Egyptian
images represented scaled-down amalgamations of monuments, the illustrations that sought to
reconstruct the remnants of Mesopotamia are even more heterogeneous in their sources.
Artaxerxes Granting Freedom to the Jews includes several lamassu and bas-reliefs that are
relatively grounded in the reality of their referents, but other elements, such as the graphic
patterns on the structure to the right and the seated figures with splayed wings, are Doré’s own
inventions (fig. 2.20).
Although Botta’s discoveries, subsequent publications, and the opening of the Musée
Assyrien were landmark events in France, Assyrian art was never as thoroughly appropriated
into popular culture as Egyptian art and architecture. Any number of factors contributed to this
situation, not least of which were the connections between the Assyrian discoveries and the
contemporary political regime. Whereas the initial “rediscovery” of ancient Egypt occurred at
the beginning of the Napoleonic empire and became embedded in its self-representation (as well
as the next regime’s), Botta’s discoveries occurred in the waning years of the July Monarchy,
and would continue to have a negative relationship with the government of Louis-Philippe.46
Nonetheless, as Bohrer argues, the appropriation of Assyrian art in France was, although
generally casual, still grounded in a program of cultural hegemony. Moreover, although the
initial opening of the Musée Assyrien was greeted with enthusiasm, the French public’s interest
in the artifacts and the work being done to decipher them rapidly deteriorated. The galleries
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closed during the tumultuous events of 1848, and upon reopening the next year the Magasin
pittoresque was far less enthusiastic in its review of the objects, stating that “the Ninevite artists
seem to have reached neither the great science of proportions that guided the Egyptians, nor the
wonderful harmony of style and life that burst forth from the Greeks.”47 Thus, as Bohrer has
argued, “even as Assyrian art received a (literal) place in the ranks of ancient art, it was
problematic and difficult to assimilate into established artistic and cultural discourse.” 48 In
France, much more so than in England, this led to a period of relative ambivalence to the
remnants of ancient Assyria, and the important work being done to decipher and situate them
historically.
What is significant about Doré’s illustrations, then, is they seemed to have had the effect
of making the complexity of the Bible narratives intelligible to audiences with vastly different
relationship to the Bible than those who proceeded them. They functioned as a kind of “visual
history,” incorporating the remains of antiquity in a way that was useful to readers who had at
least a vague familiarity with the archaeological work being done at the time. When describing
the several scenes from the book of Ezra in the Doré Bible, the critic Paul de Saint-Victor noted
the artist’s reference to ancient Assyria: “All around Artaxerxes, Nebuchadnezzar, and
Belshazzar . . . Gustave Doré placed the gigantic scenery of Assyrian architecture.”49 He then
made a brief detour while describing the Rebuilding of the Temple––with this image, SaintVictor noted that Doré had “the occasion to reconstruct the Temple of Jerusalem, at least as
47
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much as it is possible to do so.” 50 Saint-Victor then highlighted what had been the chief
frustration in the representation of biblical settings:
Even though the Bible beautifully describes it, from the foundations up to the festoons, it
remains, unfortunately, an unintelligible building. The inconsistency of the plan, which
appears so precise, the disorder of the sections, the vagueness of the measurements have
always baffled the wisdom of scholars and architecture. . . . Thus, the multiplicity of
details that abound in the biblical text prevent us from seeing the monuments that really
mattered.51
One of the great merits of Doré’s work, for Saint-Victor, was its reference to the monumental
structures of ancient civilizations, like Assyria, that were only then becoming intelligible.
However, as we have already seen, Doré’s attempts at archaeological veracity are often
combined with completely imaginative elements. The inconsistencies and misappropriations of
archaeological findings in the Doré Bible would likely not have been apparent or problematic for
its first readers. The fact that it made any reference to Assyrian antiquities was enough for it to
enter into the discourse of objectivity that surrounded the Bible and the debate over its continued
relevance in modern culture in France. Biblical scholarship in Germany had been dominated by
Higher Criticism of the Tübingen school, which sought to discover the text’s primary meaning
through historical analysis, and the movements of these scholars had a dramatic effect on their
French counterparts. By the end of the century, the debate would take place most publicly and
50
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fervently over Darwin’s theory of evolution, but theories questioning the biblically-derived age
of the Earth had led to doubts about the Creation myth for decades prior to the publication of On
the Origin of Species. Lay scholars who questioned the scientific validity of the Bible or
incorporated German methods into their own were dismissed or condemned by the French
clergy.52
But while skeptics used scientific analysis as a way of questioning the biblical accounts,
others used archaeological findings as a way of confirming them. A review written by the
controversial archaeologist Louis Félicen de Saulcy in response to the opening of the Musée
Assyrien offers a telling pronouncement in light of pervasive skepticism toward the Bible’s
historical validity:
Scarcely three years ago, only the name and location of the capital of Assyria was known.
To this name were attached several biblical stories and marvelous assertions by antique
historians: some of them we refused to believe, others we wrote off as commentary, a sort
of double-edged sword that prunes and grazes at will. On the site of the ancient city
nothing was to be found except the traces of a rather narrow enclosure and some piles of
bricks, formless vestiges of unknown structures. We had renounced the hope of removing
the impenetrable veil that had spread over the Assyrian civilization for so long, when an
almost miraculous discovery, of which our century can rightly be proud, came tearing
through this unwelcome veil, and with a leap we can see right into the heart of this extinct
civilization. And now can we accuse Diodorus of exaggeration with the same
confidence? Should we again look at the sacred texts for the malleable phrases that elude
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common sense? This has almost become impossible as, once again, an unexpected fact
has proved that: Truth can sometimes be unlikely.53
Biblical archaeology in the nineteenth century operated largely in the service of confirming
religious belief. As Diaz-Andreu has argued, “we do not know of any atheist or agnostic
undertaking archaeological work to disprove the Bible; in fact the opposite seemed to be the
case.”54 In his 1903 treatise on biblical archaeology, Hermann V. Hilprecht described the effect
finds like the palace of Sargon had on scriptural reading:
With extraordinary enthusiasm, students of philology and history welcomed the
enormous mass of authentic material, which... was soon to shed a flood of new light upon
the person and reign and language of that great warrior, Sargon, so far known only by
name from a statement in Isaiah (20:1), and upon the whole history and geography of
Western Asia shrouded in darkness, and which, by its constant references to the names
and events mentioned in the Bible, was eagerly called upon as an unexpected witness to
test the truthfulness of the Holy Scriptures.55
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For proponents of the Doré Bible, especially those writing for the Catholic press, the eagerness
with which they endorsed the archaeological fragments present in the images was a testament to
their need to at least in some ways situate themselves in the rhetoric of science and progress.
This consequence of biblical archaeology probably served a greater purpose for
Protestants in England and the United States, for whom the authenticity of the Bible was central
to its theological validity. For the French, as I argued in the last chapter, the Bible had taken on
different roles in the popular consciousness, becoming significant as a literary as well as a
didactic monument. By referencing the material remains like those of ancient Assyria, Doré
grounded his representations in reality and fantasy. The importance of this kind of representation
was noted by John Martin when exhibiting The Fall of Nineveh in 1827: “The mighty cities of
Nineveh and Babylon have passed away. The accounts of their greatness and splendour may
been exaggerated. But, where strict truth is not essential, the mind is content to find delight in the
contemplation of the grand and the marvellous. Into the solemn visions of antiquity we look
without demanding the clear daylight of truth.” 56 With the Doré Bible we find similar
expressions of both the scientific and the imaginative, as was noted by a number of critics. Victor
Fournel described scenes like The Reception of the Queen of Sheba, The Feast of Belshazzar, and
Jonah Urges the Ninevites to Repent as having a “science quasi-fantastique,” that Doré projected
like none before him.57 One could point to the sublimity of Martin’s reconstructions, but where
Doré’s illustrations move away from these examples, especially with respect to ancient Assyria,
is in the way he evokes the monuments while still paying heed to the complexity of human
drama presented in the biblical texts, something that Fournel was eager to note: “He strives to
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place every scene in the external conditions in which it happened, in its strictly local context,
which most of his predecessors, only preoccupied with feeling and expression, were not
concerned enough. He achieves this without excessive, without puerile display, but with
continuous zeal.”58 The most compelling statement in this respect, however, came from Léon
Lavedan, writing for the Catholic journal Le Correspondant: “As it is, with its splendor and
neglect, its science and fantasy, its semi-oriental and semi-sacred color, its character which is
perhaps a bit more dramatic than biblical, but with its depth of scenery, its profound horizons, its
extraordinary harmony of the effects of light, its size, and all its powerful features, this Bible is
certainly the most significant monument of its genre that has ever been erected.”59 As we have
seen, it was through his science and fantasy, his use of antiquity only in so far as it supported the
narrative being portrayed, that the Doré Bible illustrations enjoyed their greatest success in the
public eye.

Th e Hol y L an d an d th e l if e of Je sus
Thus far, I have only discussed illustrations for the Old Testament, which was where the
archaeological discoveries made their biggest mark on the Doré’s Bible. Of the 243 images in the
first edition, only a third are related to the New Testament, and reactions to these images were
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generally lukewarm at best. Gautier devoted one sentence in a three-and-a-half column review to
these illustrations: “In the New Testament subjects, Doré beautifully captured the meek spirit of
Christ, and in the great tragedy of Golgotha he found unexpected effects, deep emotions, and
those sudden flashes of light that pierce the darkness through to the foundations of heaven.”60
Philippe Burty mentioned no New Testament scenes in his review for the Gazette des beauxarts.61 Paul de Saint-Victor described the “batailles hébraïques” of Maccabees, the last book in
the Old Testament, and without a word about the New Testament concluded, “Voilà cette Bible
de Gustave Doré.”62 Even Victor Fournel, a consummate Doré supporter writing for the liberal
Catholic journal Le Contemporain, was critical of the illustrations for the life of Christ: “As a
whole, the New Testament does not rise to the same heights [as the Old]. What strikes the eye is
the inadequacy and coldness of the figure of Christ.”63 One of the only positive notes regarding
the New Testament images came from Le Camus: “Then in the New Testament, the flight into
Egypt, the wedding at Cana, the crucifixion––subjects so often treated and which the artist was
able to make new yet again by the accuracy of details and light effects that so accurately recall
the Orient.”64 Le Camus, like most other French reviewers, was impressed by Doré’s evocation
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of ancient Egypt and Assyria––unlike the others he applied the same merit to the scenes
representing the Holy Land in antiquity.
Of all the scholarly work being done in relation to cultures represented in the Bible at the
time the Doré Bible was first produced, the most contentious debates took place with respect to
the life and times of Jesus. Moreover, both biblical archaeology and widespread skepticism of
Christ’s divinity resulted in new modes of representing Jesus as well as the revival of older
modes.65 Although I have been making the case for the significance of Doré’s Old Testament
scenes in relation to the reception of biblical archaeology, the effect of these explorations on the
popular imagination was far greater in terms of defamiliarizing the life of Jesus and his apostles.
But while reviewers of the Doré Bible were eager to note the artist’s attempts at historical
accuracy in the Old Testament scenes, the same can certainly not be said for the New.
Ultimately, however, Doré’s Gospel illustrations would become as popular and reproduced as the
far more successful Old Testament images. This was due to his ability to evoke the most
popularly accepted aspects of scholarly research, while ignoring or rejecting the more
controversial ideas. Whereas the cultures of the Old Testament remained relatively distant in the
context of Catholic Christianity, the New Testament would come under repeated scrutiny in light
of skepticism and the rhetoric of scientific research. Doré’s ability to circumvent these daunting
debates made his Gospel images seem the least relevant to early viewers, but ultimately the most
recuperable.
Artists and writers had been traveling to the Holy Land and the surrounding areas since
the end of the eighteenth century. Significant work has been done to trace and problematize the
various encounters of visitors to the Holy Land––names like Chateaubriand, Disraeli, Delacroix,
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and David Roberts figure into most debates over representations of the Orient in the first half of
the nineteenth century.66 As we turn to the second half, however, new and controversial figures
entered into the fray, in terms of biblical research and representation. The first major interlocutor
of this era was Louis Felicien de Saulcy, who arrived in the Holy Land in the 1850s and would
have great impact on the French popular imagination. Having previously visited sites in Greece,
Italy, and Asia Minor, Saulcy traveled to Jerusalem where he immediately took to investigating
the region around the Dead Sea. Over the course of his relatively short expedition, Saulcy
managed to discover what he believed to be the tomb of King David, the authentic location of
Sodom and Gomorrah, and a number of antique objects, which he packed up and carried back to
France. News of Saulcy’s discoveries traveled to his homeland, and anticipation of his return,
along with his precious archaeological finds, was high. The discoveries Saulcy claimed to have
made were almost immediately and categorically rejected by more learned and experienced
biblical scholars, but the objects he collected were gratefully accepted by the curators of the
Louvre, and his campaign sparked national interested in the Holy Land as a site for further
exploration.67
France’s Holy Land explorations would be stymied by the events of the Crimean War
(1853–56). As the Ottoman Empire fell into decline, the European imperial powers vied for
control of the regions that had formerly been under Ottoman domination. Napoleon III argued
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forcefully that the Ottomans should recognize France as their soverign authority, an assertion
that was disputed by Tsar Nicholas I of Russia, which had been the de facto protector of Ottoman
territories since the defeat of Napoleon I. Britain and the Kingdom of Sardinia would ally
themselves with France and the Ottomans, to the eventual defeat of Russia. On March 30, 1856,
the Treaty of Paris was signed, establishing France’s and Britain’s authority over regions
(including the biblical lands) that had formerly been controlled by the Ottomans. When
Napoleon III sent troops to Lebanon in 1860 to put an end to civil conflict that had broken out, it
gave him the opportunity to launch France’s first large-scale archaeological exploration of the
area. This campaign would result in a new flourishing of popular interest in Holy Land history
and culture.
At the head of the expedition was the philologist and theologian Ernest Renan, who in a
few years was to publish one of the most significant and controversial biblical studies of the
nineteenth century, his Vie de Jésus.68 Saulcy, at this point retired from his scholarly pursuits,
established contacts between Renan and guides that had accompanied Saulcy’s visits to the Holy
Land. Although these contacts proved useful for Renan’s work, he nonetheless felt compelled to
criticize Saulcy’s flawed methods in his reports to the emperor. Stunned by these attacks, Saulcy
decided to return to the Holy Land in order to prove his initial findings, and in late 1863 set out
on a well-funded campaign with several loyal assistants. Saulcy was the first westerner to
attempt an excavation within Jerusalem, and the loud enthusiasm with which he touted his
findings sparked attention and anger among locals. As news spread that these intrepid
archaeologists had unearthed the tombs of Old Testament kings, the Jewish community raged at
the desecration of their forefathers’ remains and demanded that the excavations be halted. Word
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eventually came from local authorities that Saulcy must stop his work, but not before he had
managed to smuggle his team’s finds out of Jerusalem.69
After Saulcy’s dubious discoveries were rejected by more seasoned scholars, he asked his
friend Auguste Salzmann, whom Saulcy described in Le Constitutionnel as “history painter,
archaeologist, savant,” to travel to the Holy Land in order to photograph the monuments that
remained (fig. 2.21).70 In most of the archaeological explorations of the Middle East in the
nineteenth century, some apparatus of visual documentation was incorporated into the process.
The most comprehensive source of visual information on the Holy Land in the first part of the
century was arguably the British artist David Roberts’s 272 watercolors for The Holy Land,
Syria, Idumea, Arabia, Egypt and Nubia, first published between 1842 and 1849 (fig. 2.22).
Roberts’s project offered a more romanticized than scientific vision of biblical sites, and his “on
the spot” images were highly constructed to fit within the Western ideal of the Orient.71 As
photographic technology became more accessible, numerous photographers traveled to the Holy
Land to document its sites, many settling there and setting up successful studios.72 Nonetheless,
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as Yeshayahu Nir suggests, “Following the traditions of genre paintings, photographers looked in
Jerusalem or Jaffa, or for that matter Beirut or Tiberias, for scenes and costumes, faces and
landscapes, that would fit painting conventions and yet convey ‘on location" immediacy.’73
It is likely that Doré would have encountered prints, photographs, and paintings depicting
the Holy Land, considering their widespread dissemination and popularity. Nonetheless, he
refrained from making explicit references to sites and monuments that were now familiar to
many if not most Europeans. When Doré visualized a specific site––for instance, the Temple of
Ephesus in an image of St. Paul––particular details are left out and monumentality is generally
downsized (fig. 2.23). Moreover, Doré occasionally incorporated architectural elements that
significantly postdated the time of Christ. In Saint Paul Preaching to the Thessalonians,
Moorish-style windows appear in the background––an architectural development that would not
be established for centuries after Jesus and his apostles inhabited the Holy Land (fig. 2.24).
The rather generic view of the Holy Land in the New Testament images may be the result
of Doré’s limited research of the sites represented, but it also points to a broader problem with
which any artist had to grapple when attempting to present an archaeologically accurate image of
the life and times of Jesus. The Holy Land, and Jerusalem in particular, had been the center of
Judaism, Christianity, and Islam for centuries, and was undergoing a period of immense
architectural transformation from the second half of the nineteenth century.74 There were limited
material remains of the earliest years of Christianity, and even less of the pre-Christian era.
Islamic architectural styles dominated the cityscape, and many structures were the result of
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numerous periods of construction. In the commentary that accompanied David Roberts’s
illustrations of the Holy Land, the Reverend George Croly noted, “The walls of Jerusalem are
chiefly modern and Saracenic, but are built evidently on the site of more ancient walls, raised in
the time of the Crusaders, and those, not improbably, formed of material of others still more
ancient.”75
But the sense of historical development toward the present moment is lacking in popular,
picturesque images of the Holy Land––instead, the crumbling facades of stone structures suggest
a culture of stasis. As Linda Nochlin noted in her landmark essay, “The Imaginary Orient,”
artists like Jean-Léon Gérôme represented non-Western peoples and locations as “a world
without change, a world of timeless, atemporal customs and rituals, untouched by the historical
processes that were ‘afflicing’ or ‘improving’ but, at any rate, drastically altering Western
societies at the time.”76 As countless studies have shown, many if not most European Orientalists
chose to depict contemporary life in the Middle East as a quaint, primitive relic of pre-modern
society suggested by texts like the Bible and 1001 Arabian Nights. 77 Perhaps even more
interesting are the cases in which artists took the image of the timeless Oriental present and
projected it backward in order to represent the biblical past. James Tissot, when describing the
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need to spend time in the Holy Land in order to produce his 350 watercolors for The Life of Our
Saviour Jesus Christ, asked, “Was it not indeed absolutely necessary to study on the spot, the
configuration of the landscape, and the character of the inhabitants, endeavoring to trace back
from their modern representatives through successive generations the original types of the races
of Palestine, and the various constituents which go to make up what is called antiquity?”78
The desire to create an “authentic” image of the biblical past was regarded by a number
of artists and critics as misguided and counterproductive. Eugène Fromentin, who had spent
significant time in North Africa and was celebrated for his pictures of Arab life, felt that to
reproduce authenticating details in biblical art was to diminish the importance of the scriptures:
“To costume the Bible is to destroy it. . . To place it in a recognizable location is to make it
untruthful to its spirit, to translate an ahistorical book into history.”79 Proponents of this opinion,
including Charles de Montalembert, Félicité de Lamennais, and Henri-Dominique Lacordaire,
heralded artists like Victor Orsel, Theodore Chassériau, Hippolyte Flandrin, and the German
Nazarenes, who variously drew inspiration from the Middle Ages, Byzantium, and the early
Renaissance. 80 These periods, in the minds of many artists and critics, represented the
culmination of Christian art––the austerity, elegance, and serenity of works by Fra Angelico and
Raphael (in the early part of his career) served to heighten the true spirit of the Christian
message. In his study of religious art in nineteenth-century France, Michael Paul Driskel traces
the debate between proponents of the goût préraphaelite81 and those in favor of a naturalist
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approach, suggesting that each stylistic mode was aligned with particular political and
institutional leanings. But Driskel’s argument speaks little to the images that do not fit neatly into
either category, of which Doré’s Bible illustrations are an important example.
The illustration for the wedding at Cana demonstrates this point (fig. 2.25). In the image,
we see a large crowd assembled under a canopy. In the foreground, several figures are occupied
with waterpots; one turns back toward Jesus, seated at the table and gesturing toward the
foreground. The image incorporates orientalizing details, like the austere, deteriorating facade of
the courtyard, with windows only on the upper floor and a protruding balcony, as was common
in Holy Land architecture.82 However, Jesus is still given a neatly contoured halo, and the
overall monumentality of the composition recalls Veronese’s famous version of the scene (fig.
2.26), which Doré would likely have seen at the Louvre (and which also seems to inform the
setting of his massive painting, Christ Leaving the Praetorium, fig. 2.27). In his illustration for
The Last Supper (fig. 2.28), Doré again relies on the visual rhetoric established during the
Renaissance: the table set parallel to the picture plane, Jesus seated at the center with light
radiating from his body, the disciples neatly organized around him. The austere Ionic columns
and artfully draped curtain in the background recall Frans Pourbus’s and Tiepolo’s Last Supper
paintings in the Louvre.
Ultimately, in Doré’s representions of the life, passion, and death of Jesus, the drama of
the Holy Land setting takes a secondary position to the narrative being laid out. His original
drawings, photographed and compiled by Mame into a single 4-volume set of books,
demonstrate that he spent significant time working and re-working the New Testament scenes––
of the 67 images devoted to the Gospels, 21 were conceived at least twice (as opposed to 28 for
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the entire Old Testament).83 In the initial version of the Flight to Egypt (fig. 2.29) the Holy
Family is placed in the immediate foreground, trudging through a darkening, foreboding desert
wilderness. In the version that was to be published, however, the group is set further back, amid
an ominously empty landscape (fig. 2.30). In Jesus Presented to the People, the tempestuous sky
framed to the right by a large Corinthian column in the first version (fig. 2.31) becomes the far
less peopled and dramatic setting in the version that would be published by Cassell and
Company (fig. 2.32). The epic character of the biblical narrative is enhanced by monumental and
detailed backdrops in the Old Testament, which were to a certain extent rooted in archaeological
reality. But in the Gospel images, the attention is focused more on the human drama, with far
less reference to the actual sites of Jesus’s life, or even to contemporary imaginings based on
historical research. That Doré’s New Testament images relied more on existing biblial
iconography than Holy Land research is perhaps why they were generally considered inferior.
But his incorporation of both elements nonetheless speaks to an important aspect of biblical
representation in the nineteenth century, and more broadly to the representation of history.

Conclusion
Doré’s images demonstrate the problematic aspects of representatng the “historical” Holy
Land. Although they make some effort to represent the authentic conditions of the biblical past,
these attempts are inevitably filtered through the lens of Doré’s present. As many scholars have
articulated, the historical self-consciousness which is a centerpiece of modernity is imbricated in
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a sense of any historical moment’s inevitable mortality, a consequence of the revolutionary
impulse that pervaded the nineteenth century.84 In terms of visual culture, Maurice Samuels has
argued that the increasing need for authenticity in the representation of history, spoke to an
impulse “to reassure spectators that a difficult past could be known and mastered.”85 But the
interest in uncovering, documenting, and preserving the remnants of ancient civilizations was not
just a function of cultural hegemony or imperial motivations. As Göran Blix has argued, the
French fascination with the rediscovery of ancient cultures was in part a function of an anxiety
toward the tides of history: “The period's fascination with lost worlds... and its urge to resurrect
them in words and images can be seen as the flip side of the vast journalistic project of recording
the modern world, and both endeavors were symptomatic of a culture that had grown
hyperconscious of its own mortality.”86 In a century plagued by repeated political upheaval,
comparisons to the great civilizations of the past abounded in visual and literary representation.
The rise and fall of civilizations, their moments of clarity and of excess, is a key theme
throughout the biblical texts, and one that was eagerly consumed by the first viewers of the Doré
Bible.
This comes to fore most clearly in the final illustrations of the Doré Bible, which
correspond to the Book of Revelations. Of this captivating set of images, The Fall of Babylon
stands out as an important visualization of the concern over the life and death of a nation. Rather
than showing the destruction of the famed city, Doré chose to represent its aftermath: the ruinous
city is illuminated by moonlight, as birds and beasts begin to invade (fig. 2.33). To the left, a
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lamassu stands in crumbling decay, a harsh reminder of the city’s former glory and prestige. In
this we see how the fragment, on which Doré relied for his biblical reconstructions, also becomes
an unsettling suggestion of the inevitable demise of every nation.
Moreover, one can view Doré’s monumentalizing attempts at historical recreation as
participating in the discursive framework of what Samuels has called “the spectacular past.”
Where Guy Debord defined the spectacular regime in terms of its “paralysis of history and
memory,” Samuels situates spectacle as fixated on history. For him, “The spectacle acts on
history by rendering it as a static image that is then offered for consumption as entertainment.”87
By monumentalizing the biblical past, visualizing it in terms that were both familiar and alien,
Doré participated in the process of recuperating the Bible into the culture of spectacle. In the
next chapter, I will argue visualizations of the biblical narratives became even more deeply
embedded in nineteenth-century spectacular culture by looking at the Doré Gallery in London.
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CHAPTER 3
“ W H E R E T H E G O D L Y T A K E T H E I R C H I L D R E N ”: T H E D O R É G A L L E R Y
EXPERIENCE OF THE BIBLE IN VICTORIAN LONDON

AND THE

Introduction
An Incident Connected with a Celebrated Picture
Slowly descending the praetorium stairs
Behold the LORD of Life, condemned to death!
Bending beneath its weight His cross one bears
With tottering steps, with scant, and laboured breath.
While mocking crowds, loud shouting, rend the air,
Regardless of His mother’s tears and sighs
For Pilate yielding to their fiendish prayer
The One he owns as guiltless, crucifies!
Before this picture see one lowly kneels,
Half fed, half clothed, her tear suffusëd eye
Tells that the horror of her sins she feels,
Seeing it caused that spotless Lamb to die,
Whose lips to one like her, Here clear words bore,
“Thy faith hath saved thee, go and sin no more!”1
This poem was composed in 1890 by a man named Edward Ditch, after seeing Gustave
Doré’s immense painting, Christ Leaving the Praetorium (fig. 2.27). The work depicts the
moment after Jesus’s condemnation, as he steps down from the judicial seat of the Roman
province of Jerusalem. The crowded masses are shoved to the sides as Christ descends toward
the wooden cross he must bear to Calvary. The painting had been commissioned by James Liddle
Fairless and George Lord Beeforth in 1867, and would become a centerpiece of the Doré Gallery
when it opened at 35, New Bond Street in London in 1869. Painted between the years 1867 and
1872, Christ Leaving the Praetorium, which measures 20 x 30 feet, represented the epic
cacophony of Doré’s illustrations, now on a monumental scale. The owners of the painting
regularly received letters, poems, and sketches from enthusiastic viewers. When it was first
1
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exhibited, visitors flocked to the feet of the painting, and the revelatory moment of the viewer
described by Ditch was felt by many others. The poem describes a viewer, prostrate before
Doré’s painting, overwhelmed by its emotional power, receiving a kind of revelation for the
enactment of her faith. From the mouth of the two-dimensional messiah, the words seem to form,
“Thy faith hath saved thee, go and sin no more!”
This incident is an example of what David Morgan has defined as “a popular aesthetic of
religious visual culture,” in which a viewer’s response to an image “merges form and physical
existence, representation and object, in order to experience the presence of Jesus of himself.”2
The woman in Ditch’s poem experiences Christ essentially coming alive and speaking directly to
her, purely through her contemplation of Doré’s image. This type of experience has been at the
core of religious practice and the justification of divinity since time immemorial. 3 The
phenomenon, however, has only recently begun to be examined in the context of modernity, and
to a very limited extent within art history.4
But, as I wish to suggest in this chapter, the Doré Gallery offers an important entry point
into the discussion of how religious visual culture merged with certain conditions of modernity.
In particular, it demonstrates how images could be seen as highly charged, almost sacred objects,
within the context of a supposed secular, commercial form of exhibition. The Doré Gallery was
2
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founded shortly after Doré’s Bible illustrations first appeared in England, and they enjoyed an
immense amount of success, particularly, as we will see, with Evangelicals and Nonconformists.5
The Gallery quickly became a key part of the commercial art world that was burgeoning in midcentury London, but must also be situated within the fabric of popular entertainment and
spectacle. The Doré Gallery was certainly not the only modern space that choreographed
religious response, but it is significant for what it tells us about how this response overlapped
with aesthetic engagement and became a space, as one of Doré’s biographers put it, “where the
godly took their children.”6 The nearly two-and-a-half decades in which the Gallery operated
represent a moment when biblical visual culture merged with forms of spectacular entertainment,
when the Bible became “biblical” in the vernacular sense we consider it today. As we will see,
the Doré Gallery was a key interlocutor in this transformation.
In this chapter, I first outline the reception of Doré’s work in England (primarily through
the publishing house Cassell and Company’s reproductions of the Doré Bible) as the Gallery
began to take shape in the late 1860s. Next, I discuss Doré’s aspirations to be a painter, the initial
exhibitions of his paintings in London, and the broader commercial gallery culture of the period.
The latter subject will transition into a discussion of spectacular culture and the ways in which
forms of spectacle reacted to, relied upon, and informed religious culture. I then discuss the Doré
Gallery and its holdings in detail, focusing on how the popularity of Doré’s works reflected
widespread religious ideology, particular among Evangelicals. Finally, by way of conclusion, I
argue that the Doré Gallery offers an opportunity to reevaluate modernist notions of
exhibitionary culture.
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D o r é , t h e House of C a s s e l l , and t he Evange lic al m ission
Although by the beginning of the decade Doré was viewed in France as one of the most
important and successful illustrators of his century, his fame did not carry international weight
until he began working with the British firm Cassell and Company in 1861.7 Between 1864 and
1868, Cassell reproduced Doré’s illustrations for Don Quixote, Dante’s Divine Comedy, Atala,
Baron Munchausen, The Wandering Jew, as well as a number of other works, and even
commissioned the illustrations for Milton’s Paradise Lost. In the case of books with large
numbers of illustrations, Cassell often made editions available in a variety of levels of quality
and price––from serialized “parts” editions, to luxurious single volumes bound in red Moroccan
leather.8 The result was that by 1866 Doré was as much a household name in England as he was
in France.
When Mame released the Doré Bible in late 1865, a representative from Cassell and
Company travelled to Paris to approach Doré about republishing his Bible.9 Within the next
several years, one was more likely to find the Doré Bible in British homes than in French ones
(due in some measure to the fact that Mame did not begin reproducing the Bible illustrations in
affordable formats for several decades).10 The aims of Cassell and Company were likely to have
been driven not only by commercial interests, but by the religious values of its founder as well.
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Educated in a day-school run by the British and Foreign Bible Society, John Cassell became a
figurehead for the temperance movement. He was the proprietor of The Teetotal Times: or,
Monthly Temperance Messenger, which released its first issue on March 2, 1846. Cassell and
Company itself began as a wholesaler of coffee and tea––its aim was to make non-alcoholic
beverages more widely available to the poor.11
At the core of Cassell’s mission was adherence to the Evangelical values that had been
touted by much of the British public since the late-eighteenth century. Many historians have
located the era in which Evangelical ideology flowered as being the 1780s to about 1850, but
George Landow has noted the continue influence of Evangelicalism through the next several
decades at least: “Evangelicals dominated British religions from the last decade of the eighteenth
century through the 1860s and beyond; for even though the Tractarian-led High Church revival
of the 1830s and 1840s and the later Broad Church movement gradually rivaled this party in the
Church, most English men and women, as well as those in Scotland and Wales, remained
Evangelicals.”12
Victorian Evangelicals were united primarily by three ideas: a fervent belief in the
absolute authority of the Holy Scriptures, the inherent sinfulness of humanity, and the power of
conversion and spiritual renewal. All three of these elements were connected in a deeply
profound and personal way for Evangelicals. As Elisabeth Jay has described it:
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The only way in which to escape eternal punishment for disobedience was to lay hold of
the promises made in the Gospel. Since these promises were incomprehensible, in any
but a notional way, to the natural man, the direct inspiration of the Holy Spirit was
necessary to effect the 'great change' when a man acknowledged his own helplessness and
relied wholly upon Christ's sacrifice upon the Cross to pay his debt. Conversion, whether
long-draw-out or sudden, was an intense and central experience, leading to Assurance,
the certain consciousness of personal salvation.13
Evangelical doctrine promoted an intensely subjective, emotional experience of Christianity and
particularly the internal sufferings of Christ, which, as Landow suggests, “made belief a living
factor in men’s lives... [Evangelicalism] provided an emotional, imaginative form of belief that
endowed its adherents with a sense of their own identities.”14 Evangelical practice was organized
around not only the attainment of personal salvation, but the salvation of others as well,
primarily through extensive local and international missionary campaigns. Evangelicals were
responsible for the distribution of thousands of Bibles, made possible largely through the British
and Foreign Bible Society, which translated the Bible into many languages and disseminated it
around the world.15
The limited source material that exists pertaining to Cassell and his business empire
identifies George William Petter, one of Cassell’s partners, as an Evangelical churchman, but the
vast array of religious tracts published by the company nonetheless cohere to Cassell’s history as
13
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an outspoken crusader for Christian values.16 After traveling to America several times in the
1850s and observing the breadth and influence of the Protestant press, Cassell spearheaded the
creation of a new periodical, The Quiver, the original subtitle of which was “Designed for the
Defence and Promotion of Biblical Truth, and the Advancement of Religion in the Homes of the
People.”17 Cassell described his aims for The Quiver to Petter: “With a miscellany like the
Quiver we must avoid committing ourselves to too many series of articles. One article to address
the intellect, followed by one full of gushing feeling addressed to the heart, then one literary,
whether Natural History, Geographical or Descriptive, [and then a] Juvenile Tale.”18 In other
words, Cassell wanted the magazine to appeal to the interests as well as the spiritual convictions
of the working classes––a pursuit that had been at the core of his public mission since he was
young.
On April 7, 1866, only a matter of months after Mame first produced the Doré Bible, The
Quiver published a three-page article on Doré and his works. “Who is Gustave Doré,” it began,
“of whom all the world is talking? His name catches the eye from afar, boldly placarded on
colossal posters; his fame is trumpeted in all the leading journals of the day; his works are seen
in almost every house, and figure conspicuously in every newsvendor’s window––for Gustave
Doré is an artist whose honour and whose pleasure it is to labour for that most generous, and
least capricious of patrons––the public.”19 The article abounds with unceasing praise, primarily
for “his last great work”––the Bible––which the author conspicuously notes is “now in the
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course of publication in monthly parts.”20 The article is littered with religious references––with
respect to his prolific production of illustrations, the article posits, “He must have exhausted
wood enough to have built a temple.” 21 It concludes with extended praise for the Bible
illustrations––their archaeological accuracy, their capacity to move audiences, and their
singularity in the history of biblical representation:
The old masters, with scarcely an exception... misrepresent the sacred story. There is
some glaring inconsistency, some palpable blunder, in the scene itself or in its
accessories. Even with our extended knowledge of Oriental archaeology and antiquities,
it is only at rare intervals that we get anything like what we may suppose to be a faithful
picture of the recorded event. The traditions of art have too often been made superior to
the canon of Scripture. Not so with Gustave Doré.22
For The Quiver, Doré’s illustrations represented the culmination of biblical art, and would do
much to further the journal’s evangelical mission.
Doré had already established a presence among the British public for biblical
representation prior to 1866. A few years earlier, Cassell and Company approached Doré about
producing several illustrations for their massive and popular Cassell Family Bible. As the
company’s art editor noted at the time,
Although [Doré’s] style of compositions is not in general suited to the illustrations of the
Bible, there are subjects, now and then, which it would be an advantage to have from his
pencil. Such is the vision of the Resurrection of Dry Bones in the Book of Ezekiel. No
one could do it so well as Doré, if he would undertake to avoid anything grotesque, and
20
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give sufficient solemnity to its weird figures. There may be a few more subjects before
we get to the end of Revelation.23
The opinion that Doré was inherently ill-suited to illustrate the Bible was dismissed by early
1866. In the Quiver review, the author goes so far to state that among the 230 illustrations, “there
is nothing to offend the most sensitive of Biblical critics.”24 However, when several examples
were put on display in Cassell’s storefront window, a wave of shock erupted––Doré’s decision to
represent God in human form, although acceptable in Catholic France, was highly offensive
among Protestant British audiences. The images were taken down, and Doré’s illustrations such
as The Creation of Light and The Creation of Eve were altered to remove the questionable
content (figs. 1.1, 1.13, 3.1, 3.2).25
Ultimately, Doré’s Bible illustrations became an immense success in England. Their
breadth and dramatic content, and their availability to a wide variety of audiences created the
fertile ground that allowed Doré to attempt to establish himself as a full-fledged artist, and not
“merely” an illustrator. Although the popularity of the Bible illustrations was certainly due in
large part to the Evangelical press, the success of the Doré Gallery must be situated within the
scope of Doré’s career, the Gallery’s setup, and the works themselves, as well as in the broader
context of exhibition and entertainment in mid-century London.
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C r o s s i n g th e C h a n n e l
For many years after his death, Doré was seen in England (and America, as we will see in
the next chapter) as one of the greatest religious painters of the era. And although it was in the
illustrated press and book illustrations that Doré established his fame and fortune, from
childhood his desire was to be taken seriously as an “artist,” or a painter at the very least. The
biographical accounts produced by Blanche Roosevelt and Blanchard Jerrold shortly after Doré’s
death are littered with stories situating him as an unfairly criticized painter among his
compatriots.26 Between 1850 and his death in 1883, Doré exhibited over fifty paintings at the
Paris Salon. He received an Honorable Mention in 1857, but the praise quickly diminished. A
telling assessment is cited in Roosevelt’s biography: a Frenchman, visiting London, was told to
visit the Doré Gallery in order to see the work of his country’s greatest painter, to which the
Frenchman replied, “What? Dore our greatest painter? You must be beside yourself! … You
mean your greatest painter. He is our greatest illustrator; but a painter––never! He is neither
greatest nor great; indeed, we never knew he was a painter at all until you told us so.”27
The Parisian art establishment was unwilling to accept Doré as a painter due to a variety
of factors. For one, he had no formal art education, and although this did not preclude his
acceptance as a master illustrator, it proved to his detriment when it came to his use of color and
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his representation of the human form.28 The critic Alfred Wolff wrote that while many of Doré’s
Bible illustrations were beautiful pictures, his paintings were not much more than “illustration in
oil,” and “with pencil in hand, he is a great master,” but when “he seizes the palette he becomes a
student again.”29 Doré’s friends often encouraged him to pursue some level of training, but he
stubbornly refused on the grounds that his vision and inherent skills were sufficient to garner him
through the painting process. Roosevelt noted that the author Paul Lacroix (commonly known by
his pseudonym, Bibliophile Jacob), chided his young friend Doré, “Anyone can see that you
have ideas, but I tell you, if you wish to become a great and correct artist, not merely a celebrated
one, you must study in a quite different way. It does not suffice to sketch; you must work upon
certain fixed principles; and as to figure-drawing, it is a moral and physical impossibility, unless
you have first studied from nude models.”30 To this, Doré responded, “But I have all sorts of
men, women, and children in my head, and am exactly acquainted with the anatomy of every
human being. I know it by––instinct.”31
Second, and more importantly, Doré’s entrance into the art world was during a period
when the influence of academic standards was waning but still keenly felt, and the field of
illustration was undergoing a period of transformation. As discussed in chapter one, with the
industrialization of the publishing industry, the rapid growth in literacy, and the rise of new
reproductive techniques, book illustration evolved into an important trade, albeit a complex one
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to characterize.32 Michel Melot has argued that Doré represented the last gasp of the Romantic
style of book illustration, in which industrial materials were utilized to make relatively high
quality objects available on a large scale.33 It was not until the last several decades of the
nineteenth century, with figureheads like Octave Uzanne creating a market for livres d’art, that
these objects started to be considered artworks in and of themselves.34 Doré himself did not
consider illustration the highest form of art, and while today many collectors may consider the
most luxurious examples of his illustrated volumes as objets d’art, the framework that would
have initiated that mentality was only just coming to fruition.
When Doré first had the opportunity to exhibit his painting in England, he was stepping
into a vastly different set of circumstances. The markets for producing, exhibiting, and buying
and selling art had been affected by industrial development for a much longer period of time than
in France––the impact this situation had specifically on the Doré Gallery is a topic I will discuss
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in depth momentarily. The British Royal Academy no longer held a monopoly on the training of
young artists and the exhibition of contemporary art.35 And by the third quarter of the nineteenth
century, French art was being widely exhibited, bought, and discussed in British circles.36 Under
these circumstances, not to mention the widespread popularity of his illustrations, Doré was
destined to find eager audiences for his paintings across the Channel.
His first opportunity to exhibit in London came in 1867, when Carlton Arymar, a Parisian
friend, approached Doré about having several of his works shown at the Egyptian Hall, a popular
site in London that had hosted a heterogeneous variety of entertainments since the beginning of
the nineteenth century.37 Three large works were put on display there: Dante and Virgil in the
Ninth Circle of Hell (fig. 0.4), Jephthah’s Daughter (location unknown), and Le Tapis Vert (fig.
3.3). Shortly thereafter, the publishers James Liddle Fairless and George Lord Beeforth
approached Doré about opening a gallery dedicated to his work, initially prompted by their
commission of the work that would become The Triumph of Christianity over Paganism (fig.
3.4). In 1868, Fairless and Beeforth acquired temporary lodgings for an exhibition of Doré’s
work at the German Gallery (168, New Bond Street), which ran from April 17 to September 26.
On April 23, 1869, the Doré Gallery opened its permanent quarters at 35, New Bond Street. Doré
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soon earned the moniker “the preacher-painter,” and his religious paintings were popularly
considered some of the finest examples of the modern era.38
At the time of the Doré Gallery’s inception, New Bond Street was in the process of
becoming a hub of artistic and commercial activity. A year before Fairless and Beeforth had
opened 35, New Bond Street to the public, Dickinson’s, a photographic studio, print-seller, and
fine art dealer, was the only gallery in the vicinity. By 1875, the two were joined by the Marine
Picture Gallery and the Belgian Gallery, and by 1885, fourteen galleries lined New Bond Street,
including the Salon Parisien, the Continental Gallery, and the Fine Art Society (figs. 3.5, 3.6,
3.7).39 In addition to becoming a site of constantly rotating art displays, New Bond Street catered
to both buyers and sellers. Frame manufacturers and print shops entered the fray as well––most
notably, the Parisian dealers and print sellers Goupil established offices on New Bond Street in
1883.40 As Pamela Fletcher and Anne Helmreich argued in their recent study of the nineteenthcentury London art market, this was the milieu in which “the structures and mechanisms that
have come to characterize the commercial art system... first emerged and developed into their
recognizably modern forms.”41
Early on in the development of the New Bond Street gallery culture, rotating displays
generally functioned as counterpoints to the annual British Royal Academy exhibitions. They
38
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served the dual purpose of offering Continental art to British audiences, and of giving British
artists an opportunity to show works during the “off season.”42 By the 1870s and 80s, galleries
increasingly offered single-artist shows, but the Doré Gallery remained the only space on New
Bond Street dedicated entirely to the work of one artist.43 Contemporary reviewers of New Bond
Street galleries described “being guided through a maze of curtained corridors into an apartment
pervaded by a dim, religious light, where, as they take their seats they find themselves
instinctively talking in a whisper, and, if they are of the sterner sex, removing their hats.”44 The
“sacralizing” effect, as Fletcher describes it, of these spaces had a pervasive impact with the
Doré Gallery, as we will see.45
When the Doré Gallery opened in 1869, viewers had the opportunity to peruse over 30
works, most of which had been exhibited a year earlier at the German Gallery. Although
photographs and descriptions of the Gallery interior are scarce, an illustration published in
Roosevelt’s biography of Doré gives us a sense of how it was organized (fig. 3.8).46 In the image
we see several Romantic landscapes and a figural work depicting Paolo and Francesca da
Rimini (the infamous couple described in Dante’s Inferno, fig. 0.5). But the largest and most
prominently displayed painting is The Neophyte (fig. 3.9). In this work (of which Doré made
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several versions), a young Carthusian monk, suddenly aware of the folly of his entrance into
religious orders, stares directly out at the viewer with an expression of despondency and
alienation. British audiences responded enthusiastically to the central figure––one reviewer
applauded the “pure, spiritual and intellectual head” of the young neophyte.47
By and large, the British public latched on to Doré’s religious works most fervently. As
Michaela Giebelhausen has shown, Victorian England lacked the structures for public and
private commissions of religious paintings that could be found in nineteenth century France––
rather, “The mid-Victorian art world was characterized mostly by the absence of public
patronage in the form of crown, state or church and was dominated by the idiosyncrasies of
private patronage. This rendered the relationship between representation and belief complex,
unstable and unpredictable.”48 As the power of the Royal Academy waned and the urban gallery
culture developed, the standards for proper representation of religious belief were dispersed.49
In the early years of the Gallery, Doré’s biblical paintings were balanced with landscapes,
portraits, and literary subjects, but the majority of the works commissioned by Fairless and
Beeforth were biblical in nature. As time progressed, the religious material increasingly occupied
Doré’s mind. This may be due in part to the continuing commissions, but Doré also produced
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numerous uncommissioned images of, for instance, Christ as the Man of Sorrows.50 Roosevelt
cited a conversation in which Doré stated, “I shall tell you the truth. Of all I have ever done,
nothing has ever affected me so deeply as have my religious works. I consider that my greatest
and truest inspirations were derived from my most sacred subjects, and I never have felt such
fervor with respect to any other tasks. It did my soul good labour at them, and as I believed in the
sentiments of the people I pictured, I found it easy enough to portray them.”51 It is not my intent
here to interrogate, confirm, or deny the validity of a spiritual awakening in Doré as a result of
his work on biblical subjects, but to investigate the impact of his works despite (or even in spite
of) his own spiritual convictions. However, it is worth noting a point made by Doré historian
Dan Malan: “It was actually the coincidental timing of his Bible engravings with his British fame
that led the British to push him to make religious paintings. But Doré was always a painter in
search of an audience much more than a religious man seeking to evangelize.”52
Nonetheless, as will become increasingly clear, Doré’s biblical paintings had an
evangelizing effect on his audiences––or, perhaps more accurately, his works were ideally
situated to appeal to the Evangelical ideology of much of his audiences. This was achieved not
only through the pictures themselves, but also through the atmosphere cultivated by the Gallery.
An advertisement in Academy Notes incorporates various critical remarks highlighting the
effective power of Doré’s works (fig. 3.10): The Times described Ecce Homo and The Ascension
(figs. 3.11, 3.12) as “full of divine dignity;” the Morning Post called Christ Leaving the
Praetorium “doubtless the finest pictorial illustration of the ineffable tragedy of the Redemption
that art has produced in modern times;” and the Art Journal described Christian Martyrs (fig.
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3.13) as “a striking, thrilling, ennobling picture.”53 By citing these emotive reactions coming
from well-regarded publications, the Gallery underscored its position as both an aesthetic and
spiritual attraction. For many Victorian visitors to the Doré Gallery, the religious sentiment the
space aroused was akin in many ways to the public culture of entertainment and spectacle that
was to be found in many attractions within walking distance of New Bond Street.

Sp e c t a c l e an d rel igion
In his seminal treatise, The Society of the Spectacle, Guy Debord defined spectacle as “a
social relationship between people that is mediated by images.”54 Thus far, I have utilized the
term “spectacle” multiple times without unpacking its constellation of meanings and relevance to
the topic at hand. Tracing the historiographical importance of spectacle and its often-problematic
usage in the study of modern visual culture is a complicated task.55 That said, the idea of
spectacle is a highly valuable concept when applied to the intersection of religious and visual
culture, as demonstrated through spaces like the Doré Gallery.
Numerous historians of culture and images have expanded upon this notion by examining
the interplay between images, commerce, social structures, and politics in the past two
centuries.56 Historians and cultural theorists have only recently, however, begun to examine how
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religious culture and practice both shaped and was shaped by the regime of spectacle. In her
study of the Lourdes shrine, where Bernadette Soubirous experienced a series of Marian
apparitions in 1858, Suzanne Kaufman argues that this modern pilgrimage site represents a key
intersection of mass culture and religious practice. According to Kaufman,
Unlike premodern sites of Catholic pilgrimage, which reflected locally based devotional
practices, Lourdes relied on methods of industrial development to transform a place of
local religiosity into an organized mass spectacle. Church authorities that ran the shrine
and institutionalized the pilgrimages took full advantage not only of the railway and the
popular press but also of the techniques of contemporary advertising to make Lourdes the
center of large-scale religious gatherings. In doing so, they recast devotional practices
long associated with the act of pilgrimage within the structures and experiences of a
newly commercializing society.57
Unlike the Lourdes shrine, the Doré Gallery was situated in a city where spectacular
entertainments were part-and-parcel of the urban fabric––some of these entertainments were only
a short walk away from the Gallery. By the 1860s, Victorian London offered a multitude of
spectacular entertainments––panoramas, dioramas, and wax museums proliferated, giving
viewers hyper-realistic recreations of distant sites, notable persons, and significant historical
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moments.58 These forms of display would continuously impact the production and display of
painting. For one, sites that boasted spectacular entertainment often incorporated contemporary
painting into their rotating displays. William Bullock’s Egyptian Hall, which was the first place
in London to display Doré’s paintings, is an important example of this kind of site. Over the
course of the nineteenth century, one could experience natural curiosities, vaudeville, early
cinema, and séances, as well as sensational works of art like Théodore Géricault’s Raft of the
Medusa, while visiting the Egyptian Hall. Moreover, as Jonathan Crary has argued, “the observer
of painting in the nineteenth century was always also an observer who simultaneously
encountered a proliferating diversity of optical and sensory experiences. In other words,
paintings were produced and assumed meaning not in terms of some cloistered aesthetic and
institutional domain, but as one of the many consumable and fleeting elements within an
expanding field of images, commodities, and attractions.”59
The interplay between fine art and new forms of display like the panorama and diorama
have been foregrounded in intriguing ways in recent scholarship. In her investigation of earlynineteenth-century landscape, Ann Bermingham argues that the large size and extreme
illusionism of works by Francis Danby, John Constable, and J. M. W. Turner must be situated
within the context of popular entertainments like the panorama.60 Crary has discussed Géricault’s
manner of “[assimilating] the facts, the truth, the evidence, the very immediacy of the horrible
event” in the Raft of the Medusa.”61 Moreover, when the painting was exhibited at the Egyptian
Hall in 1820, it coincided with a theatrical depiction of the event at a playhouse nearby, and an
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English translation of Henri Savigny and Alexandre Corréard’s account, Naufrage de la frégate
la Méduse, was made available in the gallery. Thus, the painting, “now extracted from the
universe of the Louvre, was made continuous with another network of ‘actualities’, a field of
reified current events, which supported its value as an attraction.”62 Even the works of William
Holman Hunt and John Everett Millais, with their intensely naturalistic representations of natural
phenomena, can be situated within the context of the burgeoning field of reality effects.63
However, entertainments like the panorama are a useful, but ultimately too often and
problematically referenced, point of comparison for the types of images that are
monumentalizing and intended to provoke a sensorial or emotional response. 64 While the
monumentality of many of Doré’s paintings makes them somewhat akin to the all-encompassing
views engendered by the panorama, the similarities seem to end there. Looking to a work like
Christ Leaving the Praetorium, the abundance of figures, looming architecture, and dramatic
atmosphere has an engrossing effect on the viewer. But, as with most of Doré’s paintings, its
sheer frontality, grounded in one-point perspective, situates it firmly in the illusionistic tradition
of the Renaissance. Moreover, his figures are too incomplete and his grasp of perspective too
insufficient to have an all-encompassing effect.
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That said, responses to Doré’s works such as Edward Ditch’s suggest an important
overlap between longstanding effects of religious imagery and the production of reality effects so
often tied specifically to modernity. I would argue that the responses to Doré’s works suggest
that modern spectacle can be situated within a genealogy that extends back to premodern
religious experience. As we will see in the next section and in chapter four, the reactions to the
Doré Gallery make it clear that visitors experienced Doré’s images with a similar set of
expectations, and ultimately had similar sensorial and emotional responses.

From f a i l ed p a i n t e r to “p re ache r-p a i n t e r ”
The Doré Gallery negotiated monumentality, commercial enterprise, and the
apotheosizing of a single, popular artist into a spectacular establishment that drew an estimated
two-and-a-half million visitors over the course of twenty-three years.65 From 1867 until Doré’s
death in 1883, Fairless and Beeforth commissioned fourteen major religious paintings, which
were supplemented by numerous replicas and steel engravings available for sale.66 The contract
for The Triumph of Christianity over Paganism commission (dated December 7, 1867) sheds
light on what would be defining principles of the enterprise:
The said Gustave Doré undertakes to paint, in a highly finished and his best manner, for
the said James Liddle Fairless and George Lord Beeforth, an oil painting representing the
Fall of Paganism, for the sum of £800 of lawful money of Great Britain, to be received
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from them jointly on the completion of the said picture. The sum of £800 is to include
payment for the copyright of the said picture in France, Great Britain, America, and every
other country where such right is recognized, which right the said Gustave Doré hereby
undertakes to transfer to the said James Liddle Fairless and George Lord Beeforth, on
payment of the sum mentioned. Also for the same sum to make a water-colour drawing of
the said picture, fit for the engraver to engrave from, and all the original sketches which
he may make in connection with the said picture, which he engages shall be ready, with
the original picture, not later than March the first, One thousand eight hundred and sixtyeight...
Gustave Doré further undertakes to paint one or two other pictures, representing either
‘Christ healing the Sick,’ ‘The Sermon on the Mount,’ ‘Christ leaving the Praetorium,’
‘St. Paul led to Martyrdom,’ or any other subject of like character on the same terms as
he hereby undertakes to paint the ‘Fall of Paganism,’ should it be thought desirable by the
said James Liddle Fairless and George Lord Beeforth, after the exhibition of the said
picture of the ‘Fall of Paganism’.
Gustave Doré also undertakes to sign, in the usual manner, with his autograph, the
remark proof and the artist’s proof of the engraving from the ‘Fall of Paganism’ when
they are published.
Gustave Doré further undertakes to paint of the same size, and equal in quality to the
original picture, a second picture of the ‘Fall of Paganism,’ if the same is required by the
said Messrs. Fairless and Beeforth, the said duplicate, or second picture, to be completed
within the space of six months from the receipt of the commission.67
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Key elements stand out from this document: 1) a structure is set in place whereby Doré was
expected to continue to add works to his oeuvre for the Gallery, 2) these works were expected to
be religious in nature, 3) each work was to be accompanied by a watercolor “fit for the engraver
to engrave from,” and 4) that Doré was expected to create duplicates of his works if requested by
Fairless and Beeforth.
The thoroughly commercial nature of the Doré Gallery is underscored by the contents of
the Doré archive held by the Musée d’art moderne et contemporain in Strasbourg. Of the 370
documents, the majority of which were compiled by collector Samuel Clapp and by-and-large
relate to the Gallery, most are records of business transactions––receipts of payments, notes on
sales of individual works, and so forth. As noted above, Doré’s early biographers tend to suggest
that the process of painting his religious works functioned internally as a sort of process of
conversion. The key expression of religious faith Roosevelt cited took place in a discussion
between Doré and his friend the Reverend Frederick Harford, a canon of Westminster Abbey. In
their conversation, Doré supposedly suggested, “My friend, I am a Roman Catholic, a professed
Roman Catholic. I was baptized in that Church, and I stick to it. That is all very well and good;
but if you wish to know my real religion, I will tell it to you. It is contained in the thirteenth
chapter of St. Paul to the Corinthians.”68
But in the letters that relate to the Gallery and to his religious paintings, Doré belies little
of the religious sentimentality that is suggested in Roosevelt’s biography. His discussions of the
68
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works he created for the Gallery, especially in his letters to Fairless and Beeforth, are often
centered around his self-confidence and desire for success and acceptance in the public eye. In
December 1868, he wrote, “I am far from happy with my business in London. I believe that with
the name I bear, I could expect better results and that I deserve more.”69 In an undated letter that
was likely written to Fairless or Beeforth, Doré looked forward “to completing the paintings
destined to you be the end of the month,” and he was certain they would produce “an effect
infinitely larger than the previous year.”70 When discussing his preparations for the painting The
Dream of Pilate’s Wife (fig. 3.14), he expected that audiences would “admire and be captivated
by the singularity of the scene and its fantastical color.”71 Doré found the success he so desired,
though, as Malan has suggested, it was largely because “his artistic genius hitched a ride with
Protestant religious fervor that would make him the most famous artist in the world.”72
The first work to be commissioned for the Gallery represented the Triumph of
Christianity over Paganism. In this painting, which measures approximately 10 feet by 6 1/2
feet, a resurrected Christ bearing a cross is surrounded by a spiraling, luminous host of angels. At
the center of the work, the archangel Michael bears down on a writhing swarm of non-Christian
figures. His sword is flush with Jupiter’s bolt of lightening, the latter’s crown falling helplessly,
surrounded by the fallen gods of Greece, Rome, Egypt, and Syria. Visitors to the Doré Gallery
69
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would have had the opportunity to peruse a “descriptive catalogue” of the exhibited works,
compiled by one Tom Taylor, which opens with a key to the figures depicted in The Triumph of
Christianity (fig. 3.15). 73 Far from being simply descriptive, however, the accompanying
catalogue entry for the painting is overtly motivated by religious intent, embedded within
ostensibly objective visual analysis. The penultimate paragraph of the four-page entry for The
Triumph of Christianity ends with the following: “The painter, by connecting in his composition
the faiths of Asia and Africa with those of Greece and Rome, and by placing the former in the
foreground, indicates how the roots of Greek and Roman mythology are to be sought in the
earlier beliefs of Egypt and Assyria.”74 He then continues:
Though these elder faiths came into conflict with Christianity only in their later forms,
when largely debased with Western rites and dogmas, it is quite fair to represent them as
dying away in the light of Christianity, like the Western Paganism which they leavened
while it leavened them. Thus the whole picture is a painted Paean, or triumphal hymn of
Christianity over the impure faiths which it destroyed, not as the creed of Mahomet drove
out Arab Sabaeanism by the torch of the invader and the sword of the flesh, but by the
light of the Word and the weapon of the Spirit.75
The shift in rhetoric that occurs between these two passages connects Doré’s artistic pursuit with
the spiritual vitriol that would have been especially familiar to Evangelical audiences.
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This rhetoric of familiarity is deeply imbedded throughout the Doré Gallery. In subject
and composition, Doré’s works certainly did not reinvent the wheel, neither in terms of the
history of biblical representation, nor even in the context of his own practice. Over the course of
his incredibly prolific career, Doré continually reused stylistic and compositional elements. The
Triumph of Christianity over Paganism utilizes a victorious Christ surrounded by a dynamic,
spiraling host of angels. Viewers would have been familiar with this kind of scene from Doré’s
illustrations for the book of Revelations and Paradise Lost (figs. 3.16, 3.17). One of the earliest
works Fairless and Beeforth commissioned from Doré, Christ Leaving the Praetorium, subsumes
familiar elements of paintings like Paolo Veronese’s sixteenth-century masterpiece The Wedding
Feast at Cana (fig. 2.26): the two-tiered placement of figures, the architectural setting positioned
in jutting one-point perspective, the multiplicity of characters. Although dead-set against
producing copies of the Old Master painting, Doré probably internalized elements of Veronese’s
work during his many visits to the Louvre.76 In utilizing familiar compositional strategies, and
even figural types, Doré made his pictures legible to audiences with varying degrees of biblical
literacy. And with the help of guides like the key to The Triumph of Christianity provided in the
descriptive catalogue, viewers could begin to internalize Doré’s frequently reused figures,
making the process of decoding his loaded compositions much more manageable.
Beyond their visual self-referentiality, works like Christ Leaving the Praetorium and The
Triumph of Christianity over Paganism are also representations of the most familiar aspects of
Evangelicalism: the burden of humanity’s multitudinous sin placed on Christ’s sacrifice, and its
subsequent redemptive power over the heathen forms of religious practice. These images did not
confound or complicate Evangelical ideology, nor did they need to. Instead, they performed the
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task of providing familiarity––or, in David Morgan’s words, “the satisfying experience of
perceiving a particular understanding of Jesus adequately visualized.” 77 The dichotomy of
suffering and redemption, presented in familiar visual language but on a monumental scale,
provided what viewers wanted, needed, or expected––that is, an image that was both familiar and
emotionally stirring.
Doré produced a number of paintings, drawings, and watercolors for the Gallery that
were not specifically religious in nature––Paolo and Francesca de Rimini, the monumental Le
Tapis Vert, and numerous landscapes earned the artist accolades among the British public. But as
the years progressed, Doré increasingly focused his attention on biblical subjects, and
specifically on the life of Christ. Many of these works are essentially enlarged versions of his
earlier Bible illustrations. As noted in chapters one and two, the French generally regarded
Doré’s illustrations for the New Testament as inferior, although Doré had worked and reworked
these images much more thoroughly than his Old Testament scenes. For French viewers, the
detailed and dramatic scenes and settings of the Old Testament cohered, as I have argued, to a
largely secular interest in the Bible as a literary monument and a historical artifact.
These modes of the thinking were certainly present in England as well. The fervor for
Holy Land archaeology rivaled that of France, and the two countries competed for the right to
excavate certain cites.78 The political implications of this rivalry can even be gleaned in British
criticism of Doré’s work. In an article published in the British periodical The Examiner in 1874,
the author (acknowledged only as “F. J.”) compared the two “especial public favorite”
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practitioners of religious art in England at the time: Doré and the pre-Raphaelite painter William
Holman Hunt. According to the author, the two artists could not have been more different in
terms of their methods and output. “The Englishman,” Holman Hunt, “packs his portmanteau
and betakes himself to the East, there to study and faithfully delineate objects, manners, and
customs as he finds them still surviving among the descendants of his historical models.”79 Doré,
the “Frenchman,” on the other hand, “takes a few verses from the Bible by way of motto, and,
shutting himself up in his studio, with the help of a singularly facile and fertile imagination,
swiftly covers an extensive canvas with a telling representation of the chosen subject.”80 The
author extolled Doré’s fecund imagination, but maintained that by relying entirely on his creative
power, the artist’s images lost the semblance of truth: “Not only are such matters as architecture,
physiognomy, and costume less scrupulously considered, but natural laws are sacrificed to
sensational requirements.”81 The opposite could be said of Holman Hunt, whose well-known
travels to the Holy Land yielded pictures based on meticulously observed architecture,
physiognomy, and costume. In the end, the author concluded that both artists could produce
more successful pictures if they were informed by each other’s strengths––Doré’s “spontaneity
and fancy,” and Holman Hunt’s “hard realism.”82 Although this comparison is given largely to
aesthetic matters, readers would most likely have been aware of the political resonances. As
numerous scholars have demonstrated, the benefits of Holy Land archaeology in terms of
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national interests played out in the relations between France and England from the Napoleonic
era through the end of the nineteenth century, and significantly in terms of the visual arts.83
Similarly, the idea of the Bible as a work of literature and not simply a set of theological
or moralistic maxims was taking concrete shape in England at this point. The author Matthew
Arnold in fact coined the phrase “the Bible as literature” in his 1873 work Literature and
Dogma.84 In this text, he argued that “no one knows the truth about the Bible who does not know
how to enjoy the Bible; and he who takes legend for history and who imagines Moses or Isaiah
or David or Paul or Peter or John to have written Bible-books which they did not write, but who
knows how to enjoy the Bible deeply, is nearer the truth about the Bible than the man who can
pick it all to pieces but who cannot enjoy it.”85 The genesis of the “Bible as literature” movement
in England was not necessarily then a way of divorcing the text from its theological context, but
rather a way of heightening the emotional reaction, which was a central tenet of certain Christian
factions, like Evangelicalism. The importance of reading the Bible for pleasure was wound up in
much of the Evangelical rhetoric of Bible literacy as well, and illustrations like Doré’s
functioned as a means for provoking the sensorial response to the biblical narratives. This is
evident in the Quiver’s response to the illustrations:
[Doré] is evidently well acquainted with the text he illustrates. He grasps its meaning; he
is moved by the circumstances by which his characters were surrounded; he sees them “in
his mind’s eye” as they were, and not as they are misrepresented on miles of canvas, or
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caricatured by Academy models: they are men and women, moved by the same passions,
subject to the same infirmities, impressed by the same grandeur, cast down by the same
sorrows, and elated by the same joys as ourselves.86
The centrality of biblical literacy for Evangelicals in particular was especially crucial
when considering the typological connections between the Old and New Testaments, and this
accounts somewhat for the popularity of Doré’s New Testament subjects. In his seminal threevolume work, An Introduction to the Critical Study and Knowledge of the Holy Scriptures
(1818), Thomas Hartwell Horne defined a “type,” in the “sacred or theological sense of the term”
as: “a symbol of something future and distant, or an example prepared and evidently designed by
God to prefigure that future thing.”87 So, for instance, “Moses as a type of Christ as a Deliverer,
or Saviour, in bringing the children of Israel out of Egypt, and Joshua, in bringing them into
Canaan, which was a type of heaven,––the true country of all sincere Christians.”88 Similarly,
Jonah “was a type of Christ, by his continuance three days and three nights in the belly of the
great fish: but the point of resemblance is to be sought, not in his being there as the punishment
of his disobedience to the divine command, but in his coming forth, at the expiration of that time,
alive, and in perfect vigour; which coming forth prefigured the resurrection of Christ.”89 The
primary subject to be prefigured in the Old Testament is of course Christ, a tenet of Christian
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faith that was certainly not new to the nineteenth century, but Horne’s instructions for tracing
these connections were part of a broad popularization of the practice.90
The popularity of typological readings of the Bible among Victorian Christians carried
over to the visual arts, and Doré’s paintings offered an opportunity to indulge in this practice.91
For one, many of the subjects Doré chose to depict were drawn from highly specific or relatively
obscure scriptural passages, in some cases thought to be unprecedented in the history of biblical
representation.92 The Triumph of Christianity was one of these subjects,93 as was the similarly
scaled The Dream of Pilate’s Wife. The subject for the latter work comes from Matthew 27:19:
“When he [Pilate] was set down on the judgment seat, his wife sent unto him, saying, Have thou
nothing to do with that just man: for I have suffered many things this day in a dream because of
him.”94 Upon viewing the work, the Continental Herald remarked, “To our knowledge, the
subject has never been before pictorially treated, and it can thus be well imagined how large a
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field it opens up for a creative genius, such as Doré’s.”95 In the work, Doré has depicted Claudia
Proclus, the wife of Pontius Pilate, being guided by an angel as she descends the stairs from her
bedchambers. To the right, Christ wearing a crown of thorns gazes mournfully in her direction,
surrounded by a teaming host of figures (including early Church Fathers, the emperor
Constantine, Charlemagne, and the Crusader Godfrey of Bouillon), which extends toward a
gleaming cross in the distant background. That Claudia Proclus has risen from her bed suggests
that what we see is either the result of somnambulist vision, or that her experience has continued
into waking life. In either case, this kind of visionary incident was in line with Evangelical
emphasis on the importance of a subjective, felt spiritual life. The possibility of reading the
painting as such is suggested by a poem written by the scholar and preacher John Hudson, which
was “hastily scribbled... after a first visit to the Doré Gallery,” then revised and published in
1890.96 The poem opens,
She slept,––and there was shadowed in her sleep
A strange sad dream, that was not all a dream.
For myriad momentary visions sweep
Before her, life’s unseen abysses seem
Lit up by some premonitory gleam;
As from the purpling East the new-born day,
Breaking o’er precipice, and crag, and stream,
With the effulgent clearness of its ray,
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Shows the poor pilgrim all the perils of his way.”97
The visionary experience of Claudia Proclus is not a typological rendering, but functions in a
somewhat similar fashion. In depicting this event, Doré tied the consequences of Christ’s death
to a resultant historical lineage of faith, suffering, and redemption, in which the Victorian
Christian viewer could easily have placed his or herself.
The potential to read Doré’s paintings typologically would likely have been more
motivated by the commonplace nature of this practice than by Doré’s own beliefs or his
awareness of its popularity. Typology in the visual arts had been a key feature of the religious
paintings of the Pre-Raphaelite Brotherhood, and of Holman Hunt and John Everett Millais in
particular. In Millais’ Christ in the House of his Parents, Jesus’s injured palm, with blood
dripping onto his feet, foregrounds his crucifixion (fig. 3.18). John the Baptist appears
anachronistically, carrying a bowl of water to clean the wound, but also suggesting his later
baptism of Christ (an event that is also referenced through the dove, a prefiguration of the Holy
Spirit, perched on the ladder in the background). Many more allusions can be gleaned from this
work, as well as similar paintings by Holman Hunt and occasionally by Dante Gabriel Rossetti.
Holman Hunt’s The Light of World (fig. 3.19) was described by Ruskin as “one of the noblest
works of sacred art produced in this or any other age,” and likewise maintained a visual rhetoric
that adhered to Evangelical faith.98 When first exhibited at the British Royal Academy in 1854, it
was accompanied by a quote from Revelations (3:20): “Behold, I stand at the door, and knock: if
any man hear my voice, and open the door, I will come in to him, and will sup with him, and he
with me.” The image’s overarching message of engagement with the resurrected Christ, couched
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in apocalyptic undertones, fit with the millenarian thread of Evangelicalism.99 Moreover, it is
laden with symbolic elements, which the Evangelical viewer would have delighted in
decoding.100
Several of Doré’s biblical paintings relied less on an overabundance of scriptural and
historical references, and more on the drama and monumentality of the biblical epic. Moses
Before Pharaoh, which measured 27 by 18 feet, generated ample and evocative enthusiasm in
the press (fig. 3.20). The writer for The Daily Telegraph gushed,
The figure of Pharaoh is one of the finest creations of Gustave Doré’s pencil. It is wholly
original; and there is a subtle glamour of the preternatural thrown around this savage
mass of selfish, sullen, ferocious animalism by the old Sphinx-like woman who, couched
on a lower grade of the palace staircase, looks with head erect towards the cruel king––
looks at him with half-scathing, half-deriding mien, yet with inscrutably impassable eyes.
Pharaoh is but, after all, the slave of Fate and of Necessity.101
The painting takes its cue from Doré’s earlier illustration for the Bible, Moses and Aaron before
Pharaoh, in which Pharaoh and his household have witnessed Aaron’s staff turned into a serpent
(fig. 2.6). The illustration, as suggested in the previous chapter, offers a thorough amount of
detail in the portrayal of the Egyptian interior, though its scale is downsized relative to the
physical reality of the sites on which it is based. In Moses Before Pharaoh, on the other hand,
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Pharaoh is at the center of a monumental environment. The composition, as is the case with most
of Doré’s large paintings, is oriented frontally, offering the viewer a direct and straightforward
point of entry into the scene. Based on the size of the painting and the scale of the Gallery
interior, it is safe to assume that the bottom of the painting was relatively close to the floor––thus
the viewer would have been situated looking up the staircase toward the imposing figure of
Pharaoh, with Moses gesturing back in his or her direction.
As was the case with the spectacular entertainments that I have already mentioned, the
Doré Gallery was a thoroughly commercial enterprise. In addition to the standard entrance fee of
one shilling, Fairless and Beeforth profited from the sale of the descriptive catalogues, steel
engravings and etchings of major paintings on view, and several publications.102 Doré received
15% of these earnings, as well as payments for the paintings sold by the Gallery.103 The steel
engravings, as we saw in the initial contract, were immediately a central part of Doré’s
production.104 Twenty large engravings and five etchings were produced for the Gallery between
1871 and 1886, and their sizes ranged from 17 x 12 inches to 32 1/2 x 22 inches.105 In 1872, the
Art Journal described the “unusual pains” that were undertaken in order to create the engraving
for Christ Leaving the Praetorium (fig. 3.21): “The picture has been reduced, in sections, by
photography, and a photograph on canvas is now being finished in black and white chalk.”106
Despite (or perhaps because of) the relative size and cost of the steel engravings, they
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were clearly considered by Fairless and Beeforth as a crucial component of the Gallery
enterprise. For middle-class audiences, who were increasingly looking to purchase and display
works of art in their domestic spaces,107 Doré’s reproductions approximated the monumentality
of his paintings, at least relative the standards of contemporary printmaking. The drawings that
Fairless and Beeforth required Doré to produce in conjunction with commissioned paintings
were created with a level of detail and precision that are not to be found in his biblical
illustrations.108 There is little information as to the relative success of the prints, but their size and
cost likely precluded a large swath of visitors from being able to acquire them. Nonetheless, they
seem to have contributed significantly to the financial standing of the Gallery. Prices for the
prints ranged from 126 to 315 shillings, and Roosevelt noted that over the course of three years,
the engraving for Christ’s Entry into Jerusalem (fig. 3.22) alone brought in approximately
$20,000 in profits.109
The cultural as well as financial success of the Doré Gallery was pervasive. William Law,
a visitor to the Gallery in 1876, sent verses he hoped might be printed and sold within the
Gallery, which he had written in response to The Triumph of Christianity Over Paganism. “I will
gladly meet your wishes with regard to a share of the profits, if the sale should be successful,” he
assured the owners, “as I trust it may, from the great impression your paintings, especially
“Christ Leaving the Praetorium,” have made on the public.”110 This is certainly not to suggest
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that Victorian viewers categorically appreciated Doré’s work. Commenting on Doré’s
illustrations for Balzac, the influential critic John Ruskin wrote that these images were, “in a
word, one continuous revelry in the most loathsome and monstrous aspects of death and sin,
enlarged into fantastic ghastliness of caricature, as if seen through the distortion and trembling of
the hot smoke of the mouth of hell.”111 Ruskin’s vehement denunciations of Doré’s work has
been overshadowed by the scandal involving James Abbot McNeil Whistler and his painting
Nocturne in Black and Gold: The Falling Rocket, which Ruskin described as a pot of paint flung
“in the public’s face.”112 But Ruskin attacked Doré with an urgency that is not to be found in his
denunciations of Whistler. The critic, citing Whistler’s “Cockney impudence,” found his painting
objectionable on aesthetic grounds, but Doré’s work had the much more dangerous capacity to
affect morality: “Suppose I were to tell you, in the strongest terms I could use, that Gustave
Doré’s art was bad––bad not in weakness,––not in failure,––but bad with dreadful power––the
power of the furies and the Harpies mingled, enraging and polluting; that so long as you looked
at it, no perception of pure or beautiful art was possible for you. Suppose I were to tell you that!
What would be the use? Would you look at Gustave Doré less? Rather, more, I fancy.”113 Ruskin,
we see, recognizes the power of Doré’s work over the uncultivated mind and eye.114
I want to return momentarily to one of Ruskin’s comments: “suppose I were to tell you
that Gustave Doré’s art was bad?” Though he follows this by attributing its inferiority to rote
sensationalism, quite a number of viewers went so far as to as say that Doré’s paintings were, in
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fact, bad––bad in weakness, bad in failure. He was certainly not a technically skillful painter, at
least not by the standards of his French countrymen. As noted above, he received no formal
training (nor does it seem he really wanted it), and the consequence was his almost wholesale
rejection as a painter by the Parisian art world of the mid-nineteenth century.115 A number of
British critics also noted these technical deficiencies, but most detractors focused instead on the
morally depravity of his vapid sensation and drama. Philip Gilbert Hamerton, a disciple of
Ruskin’s, said of Doré’s illustrations for the Legend of the Wandering Jew, “Some of them are
really imaginative examples of the true grotesque... But I am very much mistaken if it would be
safe to show that volume in any simple, commonplace English family.”116 Holman Hunt bitterly
complained of Doré (and, implicitly, the British public): “having exhibited in London enormous
drop scenes illustrating sacred story, [Doré] was praised by English critics in columns of
rapturous text, by which, while corrupting the taste of our nation, he became so popular that he
gained a handsome fortune from England in a few years.”117
Doré continued producing works for the Gallery up until his death in 1883, and the space
continued to operate as a single-artist attraction for another decade. By 1891, Fairless and
Beeforth began to incorporate other artists into the Gallery repertoire, though continuing with the
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general spirit of the Doré enterprise. The 1891 Descriptive Catalogue lists a painting by Edwin
Long, R.A., The Market-Place at Nazareth, which the catalogue suggests represents “the first
time that a painter has ventured to represent as such the people of modern Palestine.”118 The
Gallery also hosted an exhibition of James Jacques Tissot’s series of watercolors, The Life of Our
Saviour Jesus Christ in 1896–97.119 By 1913, however, the Gallery had shifted course entirely,
when it hosted “The Post-Impressionist and Futurist Exhibition,” followed the next year by an
exhibition devoted entirely to the work of the Italian Futurists. Although the Doré Gallery clearly
could not sustain itself without the prolific production of its namesake, Doré’s paintings would
enjoy new recognition when they traveled to America in 1892, as we will see in the next chapter.

Conclusion
In Doré’s work, archaeological elements merged with traditional iconography, through
the rhetoric of the spectacular that was tied to the secular entertainment of Victorian London.
Whereas exhibitionary sites like the Paris Salon and the British Royal Academy became
increasingly focused on detached, critical contemplation of art, the Doré Gallery appealed to the
public’s demand for heightened sensorial provocation. The presence of Christ in Doré’s works
was as astounding to many Victorian viewers as the “reality effects” being produced in nearby
panoramic displays and public séances. The visual revelation of Edward Ditch’s viewer before
Christ Leaving the Praetorium is indicative of the spiritual potential generated by exhibition
spaces in a supposedly secular milieu.
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Although I have argued thus far that the Doré Gallery was significant for generating
spiritual contemplation specifically in Victorian England, this example helps elucidate broader
issues concerning exhibition, religious material culture, and modernity. According to most art
historical narratives, the display of art since the late-eighteenth century has been focused on
generating detached contemplation of images. Many scholars would likely attribute this situation
to the influence of Kant’s aesthetics, which played out most notably in the twentieth century
through the writings of Clement Greenberg.120 As critics like Brian O’Doherty have argued, the
disinterested contemplative mode would evolve into the “white cube” gallery spaces of the
1960s, which were meant to divorce the viewer from the messy politics of the outside world121––
politics that necessarily include any institutionalized form of religion, even though, as scholars
are increasingly inclined to demonstrate, spirituality never left the realm of modernist and avantgarde art. 122 Even today, public museums often tend to veer away from enhancing the
performative aspects of religious objects, either out of respect for cultural pluralism, or out of a
more or less implicit hostility towards a perceived anti-rational nature of religious aesthetics. In a
recent conversation between two curators of the Metropolitan Museum of Art, one posits:
“We’re a secular institution, I’d like to think we are, and I’m wondering if we have any
obligation to be sensitive in our presentation of the art to believers, as it were, to people who take
120
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these objects seriously as part of their everyday religious practice?” The other responded, “I
think that, quite to the contrary, we have an obligation to be objectively insensitive, to say that it
is not our responsibility to care whether a visitor is Catholic, Jewish, Muslim, Zoroastrian or
anything else... It is our job to present works of art with fidelity to the purpose and historical
context and aesthetic context in which it was made.”123
As I hope to have demonstrated in my examination of the Doré, this attitude is
fundamentally flawed. It is not only problematic but in some cases detrimental to the historical
context of display to marginalize or ignore the religious potential art and objects had for viewers.
This is the case in both sacred and secular contexts of display. Today, for example, one can visit
St. Paul’s Episcopal Church in Milwaukee, where Christ Leaving the Praetorium is one of
seventeen stained glass windows, eleven of which were produced by Tiffany’s Ecclesiastical
Department (fig. 3.23). The window certainly has devotional significance––the glass
representing the bottom of Christ’s garment was manipulated to protrude out into threedimensional space, a materialization of the experience of Ditch’s viewer. But one could just as
easily imagine viewers entering the space of the St. Paul’s with the purpose of experiencing the
Tiffany windows as objects of artistic value, of looking at them with a mindset that is to at least
some degree separated from psychological or emotional response. Art historians and museum
curators have been ever more preoccupied in recent years with highlighting the interplay of
religious and aesthetic contemplation. A recent study argues that “both religions and museums
arrange... sacred items, as a central part of their mission. Museums and religions preoccupy
themselves with what are essentially liturgical questions; namely, how to order the presentation
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of sacred items and how to choreograph responses to them.”124 In examining the Doré Gallery, I
hope to have shown how, through the rhetoric of spectacle, this space choreographed these kinds
of heterogeneous responses, becoming a site that was as much about moral instruction as it was
about aesthetic pleasure.
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CHAPTER 4
GUSTAVE DORÉ’S BIBLICAL SCENE-O-RAMA: REPRODUCTION, EXHIBITION,
A N D R E L I G I O U S F O R M A T I O N I N A M E R I C A , 188 0–192 0

Introduction
The world was shocked when Doré died on January 23, 1883. Eugene Forgues, writing
for the French publication Le Livre stated, “It is still too early to compose the life of Gustave
Doré to definitely appreciate it. No one has attempted it up to the present, and perhaps no one
ever should.”1 The author, nonetheless, proceeded with a lengthy overview of Doré’s career,
ending with George Sand’s response to Doré’s Don Quixote images: “You have elevated your
generation, and you have made it more artistic.”2 Le Matin called Doré “the eminent artist, who
created so personal a place for himself in modern art through the originality of his talent.”3 In
England, a writer for The Spectator wrote,
Last week there died in Paris, at the age of fifty, Gustave Doré, the most fertile and vivid
designer that the world has ever known, and an artist who was probably more widely
famous than any of his contemporaries... To say that as an illustrator no artist has in any
way approached his fame, is scarcely to put the matter with sufficient strength. It would
be more accurate to say that the enormous range and variety of his work place him
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entirely in a rank by himself, wherein we have to compare him, not with this artist or with
that, but with all those who have attempted to depict the intellectual ideas of others.4
Perhaps most interesting was The New York Times obituary, which began, “The death of Gustave
Doré at the age of 51 finds the world unprepared. Was he as old as that one asks, and at the same
time a short mental calculation of the length of years during which he has been before the public
and the prodigious number of works of which he was the maker changes the wonder the other
way.” 5 The writer then oscillated between genuine praise for Doré’s accomplishments and
critique for his pomposity and presumption, his “unfortunate” style and “muddy” coloring.
Singled out for particular criticism were the Bible illustrations: “The poorest of his illustrative
work, but not the least popular nor the least profitable, are his endless scenes from the New and
Old Testaments. Here the wild flights of fancy, the exaggerations of drawing amounting to
burlesque, the violation of all the ordinary rules relating to equilibrium and proportion, proved
singularly out of place.”6
As the writer suggested, however, Doré’s biblical imagery found no lack of support and
enthusiasm among American viewers. Cassell and Company, which had operations in New York
as well as London, began producing editions of the illustrations in 1867, in both luxurious and
affordable formats.7 Other publishers soon followed, “borrowing” the illustrations for their own
purposes.8 Many Americans visited the Doré Gallery in London, lauding its benefits in memoirs
and journals. In a letter dating from the early 1870s, Mark Twain wrote, “I believe the Doré
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gallery has fascinated me more than anything I have seen in London yet. I spent the day there.” 9
In speaking of Christ Leaving the Praetorium, Twain remarked, “What a marvelous creation it
is! And how insignificant, & lifeless & artificial the works of almost all other artists are
compared to its greatness & its intense reality. They don’t seem to be mere representations of
men & women, they seem alive.” 10 Just two years after Doré’s death, Blanche Roosevelt
published her extensive and colorful biography of Doré. Despite the dearth of new material to be
added to its walls, the Doré Gallery continued to be a popular attraction in London for nearly a
decade after the artist’s death.
In October 1892, however, the New York Times announced that the Gallery’s holdings
would be sent to the United States:
The Hall in the basement of the Carnegie Music Hall at Seventh Avenue and Fiftyseventh Street has been chosen, despite its lack of windows, for exhibition of the
collection of paintings by Gustave Doré, which for the last score of years has been one of
the standard sights of London. In New Bond Street, where all good Americans go during
the brief period they can spare from Paris, this collection of collosal [sic] paintings of
religion and sentiment has been viewed by vast crowds. Just why it ever should have left
London, instead of remaining as permanent and popular as Mme. Tussaud’s waxworks,
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and just why it should have been brought to New York, are questions as hard to answer as
it would be to give the real reasons for Jumbo’s leaving Regent’s Park.11
The Doré Gallery would ultimately be exhibited in a variety of locations in the United States: the
Seventh Avenue Amory in Manhattan (1893), the Art Institute of Chicago (1896), Copley Hall in
Boston (1896), then back to New York for the Siegel-Cooper department store (1897), and
finally the Gimbel Brothers department store in Philadelphia (1898).12
While the critical responses to these exhibitions varied from laudatory to painfully
derisive, the public flocked to the feet of these works with more enthusiasm than witnessed at 35,
New Bond Street. The Doré Gallery first arrived in New York in the midst of a period when the
number and variety of reproductions and appropriations of Doré’s biblical works were
exploding. From the 1880 to 1920, approximately one hundred books were published in the
United States that incorporated illustrations from the Doré Bible. The creativity with which
entrepreneurs appropriated these images was unrivaled in the French and British contexts. Doré’s
work became a signifier for the biblical ethos––for many Americans, these images could be
powerfully persuasive, at a moment when the Bible’s moralistic and historical tenets were
shifting dramatically.
The period I have identified as the most significant in terms of Doré’s reception in
America, 1880–1920, coincides with what Charles R. Kniker has defined as a major period of
crisis and change for Protestant education. As he notes, “At the beginning of this period, the
Bible was held to be society's sourcebook of moral precepts. At the end, its undisputed value in
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solving moral problems was questioned.”13 As I will demonstrate in this chapter, Doré’s biblical
imagery played a significant role in the debates surrounding the Bible and its use as a
pedagogical tool, in public education and religious formation. From children’s literature to fiery
sermons, from prayer cards to magic lantern slides, from the walls of bustling commercial
institutions to the quiet interiors of sacred spaces, Doré’s biblical imagery became a key part of
the visual language through which the debates surrounding the changing role of the Bible in
America were expressed.14

R e l i g i o u s education an d its visual components
Nineteenth-century America was a milieu of immense transition in terms of national
identity, educational reform, and religious doctrine, all of which were indelibly tied to one
another. As numerous scholars have argued, Northeastern elites fashioned the United States in a
biblical context––the Puritans nicknamed themselves the “People of the Book,” and from their
arrival to the American shores considered the land a “New Jerusalem.”15 The confluence of
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national identity and religious (i.e. Protestant) structures of belief and morality went through a
particularly dramatic period of evolution in the nineteenth century, due in large part to shifts in
educational theory, policy, and practice. Whereas in the seventeenth and eighteenth centuries the
home and the church were the primary sources of practical and moral education, the nineteenth
century saw early developments in standardized public education and the rise of the Sunday
school.16 Although reformers argued fervently that public schools should function as secular
institutions, the idea that they should nonetheless instill students with Christian values was
widely accepted. In 1848, Bostonian Horace Mann stated, “our system earnestly inculcates all
Christian morals; it founds its morals on the basis of religion; it welcomes the religion of the
Bible; and, in receiving the Bible, it allows it to do what it is allowed to do in no other system,—
to speak for itself.” 17 Even though the Bible remained at least implicitly central to public
education, certain religious groups found its uses and interpretations in these institutions
objectionable and counter-productive to their own missions. As Virginia L. Brereton has shown,
certain Protestant denominations created structures to supplement religious education in schools,
while Catholics set up their own educational system.18
For Protestants, much more so than for Catholics, the Bible was necessarily at the center
of religious formation. This became particularly crucial from the second half of the nineteenth
century. As Charles R. Kniker has argued, educators struggled to retain the Bible’s presence in
Good Book in the United States, 1777-1880 (Stanford, CA: Stanford University Press, 1999); and Ernest
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light of three “crises”: the “emergence of a scientific spirit,” high rates of immigration of nonProtestant populations, and the changing role of women.
Of the three factors, immigration had the largest impact on the Bible’s presence in
education. As diverse immigrant populations flooded American schools in the late-nineteenth
century, the cultural and religious backgrounds of students were far less self-evident than in
earlier periods.19 As Melissa R. Klapper has demonstrated, the predominately poor immigrants
that migrated to American cities from the 1880s battled nativist attitudes and hostility that
resulted in either demands for assimilation, or arguments that complete integration was out of the
realm of possibility.20 Edward J. Blum has argued that while the years immediately following the
Civil War saw Northern white Protestants promoting pluralistic attitudes toward disenfranchised
people of color, by the turn of the twentieth century this situation had been thoroughly reversed,
with “American nationalism, whiteness, and Protestant Christianity… powerfully bound together
once again.”21 Countering the long-standing characterization of Protestant politics in the Gilded
Age as propelled by “reaction and reform,” Blum argues, “Protestants drove, solidified, and
often sanctified changes in American society,” and “Christian idioms and ideologies touched all
parts of American society and life.”22
Education became one of the key arenas through which these attitudes manifested
themselves. At the Chicago Child Welfare Exhibition of 1911, Cyrus H. McCormick said, “If
mankind is to be reformed or improved, we must begin with the child… Those who enjoy the
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benefits and share the responsibilities of our cities must plan for the children, for, although they
are our youngest citizens, they are potentially the most important.”23 Despite many immigrant
parents’ desires to maintain their cultural traditions, the increasing standardization of public
education became a significant force for Americanizing, and thus implicitly or explicitly
Protestanizing, young immigrants. As Klapper has argued,
Students, parents, teachers, and educational theorists noted and sometimes perpetuated
class and racial distinctions, but the ideological commitment to free public schools
nevertheless provided common experiences of both education and socialization. In urban
areas, residential segregation along class and ethnic lines often resulted in schools with
similarly distinct populations, but the growing standardization of curricula, especially on
the elementary school level, yielded a fairly standard educational experience.24
As noted above, despite the goal of many reformers to remove explicitly religious material from
public education, the Bible was still considered to contain the core values defining American
citizenship.25
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In light of these developments, the period from 1880 to 1920 saw the emergence of new
approaches and ideologies toward the Bible and its use in education. Kniker has identified three
attitudes and pedagogical responses to the Bible that dominated during this time: 1) “those who
saw it as ‘the words of God’ [and] sought ways to instill these words in the minds of students;”
2) “those who saw it as a ‘guide for life’ [and] were forced to grapple with great social changes
in science, in school population, and in female emancipation;” and 3) “those who saw it as ‘the
world's great literature’ [and] sought to develop appropriate linguistic and literary techniques for
understanding it.”26 When examining the presence of Doré’s illustrations in religious educational
materials, we will see examples of each of these attitudes. Before addressing that subject,
however, it is necessary to briefly discuss the ways in which images contributed to and informed
religious formation in nineteenth-century America.
Religious educators in the nineteenth century made wide and varied use of images, from
spectacular displays to inexpensive mass-produced visual aids. Rather than ignoring or denying
changes brought on by industrial modernity, many Protestant institutions embraced them,
utilizing new technologies and addressing skeptical attitudes head on. The history of religious
visual culture in American education is diverse and complex.27 Speaking only of mass-produced
images in nineteenth-century America, David Morgan has argued that the story is “composed of
many elements: the commerce of religion, technological innovations, ideologies of progress and
millennialism, the politics of nationalism, and anxieties over the fragility of democracy.”28
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Images could serve devotional or didactic purposes, but, as Kristen Schwain has argued, by the
end of the nineteenth century religious visual culture was most often used to promote a personal,
emotive relationship with the divine: “At the turn of the century, religious leaders, publishers,
tastemakers, and commercial magnates promoted a modern conception of faith that characterized
religion as an individual relationship with the divine more than a formal set of theological
precepts. This stress on the interior and subjective experience of religion coincided with artists'
efforts to engage beholders personally with works of art.”29 This, as we will see, was engendered
through a variety of visual means, but, as Morgan and others have argued, the greatest proportion
of mass-produced religious imagery was intended for children.30 A late-nineteenth-century Life
of Christ asserted, “This is the age of illustrations. The eye and mind are quicker educated by a
single glance at a fine picture than by hours devoted to reading pages of printed material.”31
Doré’s illustrations, whether he was given credit or not,32 were a consistent and pervasive part of
these educational materials.

U s e a n d ab us e of D o r é ’ s il l ustrations
The types of publications that incorporated Doré’s Bible illustrations fall essentially into
five categories: 1) illustrated Bibles, 2) editions of the Doré Bible Gallery, 3) narratives of the
life of Christ, 4) commentaries and sermons from well-known preachers and scholars, and 5)
children’s literature. Of the first category, there are surprisingly few examples. Cassell and
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Company, who maintained significant operations in the New York and Philadelphia, produced
the same variety of Doré Bibles that were available in England, from leather-bound family
Bibles to cheap “parts” editions. Several other publishers produced their own versions as well,33
but much more common were the editions of the Doré Bible Gallery, which were released by a
variety of publishers throughout the United States. In general these books included
approximately one hundred illustrations, supplemented by brief explanatory texts. In the version
published by Belford and Clarke in 1886, the illustrations were accompanied primarily by
quotations from scripture. In some cases, however, the author provided more specific detail on
the illustration. For the first image, The Creation of Eve (fig. 1.13), Genesis 2 is cited, after
which the author relates the moment to Milton’s “poetic genius” in Paradise Lost:
Eve awoke to consciousness, and found herself reposing under a shade of flowers, much
wondering what she was and whence she came. Wandering by the margin of a small
lake,she sees her own form mirrored in the clear waters, at which she wonders more. But
a voice is heard, leading her to him for whom she was made, who lies sleeping under a
grateful shade. It is at this point the artist comes to interpret the poet’s dream. Amid the
varied and luxurious foliage of Eden, in the vague light of the early dawn, Eve is
presented, coy and graceful, gazing on her sleeping Lord, while in the background is
faintly outlined the mystic form of Him in whose image they were created.34
Other images, such as Doré’s “portraits” of certain prophets, are given historical or scholarly
context. With regard to Isaiah (fig. 1.18), for instance, the author noted, “by most competent
critics it is now held that the last twenty-seven chapters of the book bearing his name were the
33
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work, not of the prophet, but of a later writer who is commonly styled the second or DeuteroIsaiah... Doré’s ideal portrait is more suited to the second or pseudo-Isaiah, than to the real
one.”35 This, presumably, is due to the “more elevated and spiritual” nature of the later text,
which is mirrored in the bowed and humble figure of Isaiah in Doré’s image. In one case, the
author explicitly criticizes a particular iconographic tradition, if not Doré’s work in particular:
for Christ Fainting Under the Cross (fig. 4.1), “There is absolutely no warrant in scripture for
the notion that Christ fainted under the cross... According to the three synoptic gospels the cross
was borne not by Christ, but by Simon, a Cyrenian (see Matthew xxvii, 32; Mark xv, 21; Luke
xxiii, 26). According to the fourth evangelist, Jesus bore the cross without assistance the whole
distance to the place of crucifixion (John xix, 16-18). In not one of the four narratives is there so
much as a hint that he fainted under the burden.”36
Other versions of the Doré Bible Gallery incorporated no analysis of the illustrations
themselves. In the preface to her volume, Josephine Pollard, a prolific author of religious texts
for children, wrote:
The pleasure and profit of studying Sacred Scripture are greatly enhanced by the aid of
pictorial illustration. Even the rudest sketch may throw light upon the divine record, and
assist the mind to the understanding of the lessons which the words convey. How much
more is this true when the highest degree of artistic talent is brought to the service of the
explanation of the Word of God. Of all the artists who have lent their skill to the
illustration of the Bible, the gifted Doré stands pre-eminent. With graphic touch he
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illuminates the sacred page, and in speaking lines brings out a wealth of meaning which
might otherwise remain obscure.37
The didactic potential of text and image is paramount here, though it may also be experienced for
pleasure. The volume thus “may serve as a welcome message for home reading, and for the
pleasant instruction of the family in the truths which are valued by all who love the Bible.”38
Though Pollard refrained from commenting on the illustrations themselves, her writing is clearly
meant to mirror the expressive drama of the images. For The Deluge (fig. 1.19) she wrote, “All
mankind perished, except those who were in the ark. Driven by the rising and raging waves from
every foothold they might gain, how dreadful were their sufferings!”39
From the mid-nineteenth century, a wide market emerged for texts geared toward readers
who might be swayed by growing biblical skepticism. As German higher criticism began to
migrate toward the United States, there came a rash of publications that engaged these debates
and attempted to combat them.40 Most often, authors of these works brought in varying levels of
scholarly inquiry, couched in a highly emotive rhetoric. In his Life of Christ, Frederic Farrar
sought to “place in the hands of their readers such a sketch of the Life of Christ on earth as
should enable them to realize it more clearly, and to enter more thoroughly into the details and
sequence of the Gospel narratives.”41 More specifically, Farrar hoped his narrative of Jesus’s life
would “add sunlight to daylight by making the happy happier; they should encourage the toiler
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of incessant labour at other things.”42 Numerous editions of Farrar’s text were produced after its
initial publication in 1874, many of which included extensive illustrations. An edition released
by Commonwealth Publishing in 1891 contained 62 engravings, two-thirds of which are from the
Doré Bible, and several color reproductions after “world-famous paintings,” including Doré’s
Christ’s Entry into Jerusalem and Christ Leaving the Praetorium (figs. 4.2, 4.3). Although
Farrar’s text rarely mentions biblical imagery specifically, the author occasionally referenced
canonical religious paintings in a revelatory manner. One passage reflects the general attitude
toward biblical representation that pervaded public consciousness and the popularity of Doré’s
illustrations:
The gorgeous pencils of a Giotto and a Fra Angelico have painted the Virgin and her
Child seated on stately thrones, upon floors of splendid mosaic, under canopies of blue
and gold; they have robed them in colors rich as the hues of summer or delicate as the
flowers of spring, and fitted the edges of their robes with golden embroidery, and clasped
them with priceless gems. Far different was the reality. When Joseph returned to
Nazareth he knew well that they were going into seclusion as well as safety; and that the
life of the Virgin and the Holy Child would be spent, not in the full light of notoriety or
wealth, but in secrecy, in poverty, and in manual toil.43
Doré’s images, as discussed in the previous two chapters, were also popular in America for their
ability to negotiate the standards of biblical iconography that were still thought to engender
spiritual transcendence in viewers with a more “authentic” vision of the lifestyles and spaces
inhabited by the Gospels’ protagonists.
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While authors like Farrar utilized the drama of the Bible to excite the passions of his
readers, others offered full-throated responses to skeptical attitudes. In his apologia, Skepticism
Assailed, Britton H. Tabor presented a defense of “progressive supernatural revelation,”
primarily through analysis of scripture. He urged, “when the combined evidential force of the
Old Testament is considered in connection with the New Testament and with the energizing
moral force that has sprung from Christ’s life, we shall have developed an invincible chain of
evidence that conclusively establishes Christianity as a divine revelation.”44 Tabor’s proceeding
proof followed the line of Hebrew leaders from Abraham through David, who were divinely
called to further the nation’s covenant. Attempting to turn the rhetoric of historical analysis on its
head, Tabor continued,
Skeptics, however, to avoid the evidential force of this history, have denied its truth; but
these denials are confronted with the cogent facts that this nation had perfect faith in the
sincerity of these prophets and their teachings, and with the farther fact that if there had
been any collusion in this alleged revelation and in the testimony of these witnesses, or if
their testimony had been false, it could easily have been detected and exposed.45
Throughout Tabor’s text, Doré’s images function in a purely illustrative fashion, corresponding
to scriptural passages cited in the course of defenses. They seem, thus, to be in keeping with the
goal for “readability”––authors like Tabor pursued audiences who were likely affected by
modern skepticism, but did not necessarily have the education to engage with contemporary
scholarship. As the publisher’s preface states, “‘Skepticism Assailed’ is simple in language,
colloquial in style, and earnest in purpose. It deals exclusively with arguments maintaining an
inspired and progressive revelation of the supernatural in our Bible; and it shows that Christ was
44
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the perfect realization of Messianic prophecy. It ignores all theological doctrines and dogmas
upon which the numerous creeds are founded, and appeals to reason for a verdict.”46 The work is
contextualized as being accessible to a variety of readers (although by discrediting “theological
doctrines and dogmas,” it is subtly insinuating a predominately Protestant rather than Catholic
readership).
Another key place one could readily find Doré’s illustrations were in works published by
well-known preachers. With the publishing boom that followed the Civil War, preachers found
themselves competing with the secular sensationalism found in the popular press.47 The response
of many major figures was to exploit every aspect of this burgeoning industry––in 1846, the
Congregationalist minister Horace Bushnell (1802–76) declared, “There is no instrument of
power in this age, as we are just beginning to discover, that can be compared with a
newspaper.” 48 Moreover, preachers like Sam Jones, Henry Ward Beecher, Thomas DeWitt
Talmage, and Dwight L. Moody shifted away from theological exposition toward narrative and
illustration in their sermons.49 Talmage argued, “the great battle in this country is to be fought,
not between Christianity and infidelity, but it is to be fought between honest Christian sensation
and putrid stagnation”––he later quipped “What is the use of hiding the fact that there is more
sleeping done in churches than in any other kind of buildings?”50
The ministers who adopted this sensationalist style of preaching aggressively
disseminated their sermons in cheap and accessible formats, and Doré’s images often found their
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way into these texts. In his Social Dynamite: The Wickedness of Modern Society, Talmage
presented a series of diatribes on various societal ails, including intemperance, suicide, divorce,
and Mormonism. The preface declared: “In a clarion voice [Talmage] sounds a note of warning,
and designates the only way to escape the pits of darkness and social and moral ruin.”51 In the
chapter on “Society Women,” Talmage warned, “Young persons looking off upon life, are apt to
think that if, by some stroke of what is called good-luck, they could arrive in an alleviated and
affluent position, a little higher than that in which God has called them to live, they would be
completely happy. Infinite mistake! The palace floor of Ahasuerus is red with the blood of
Vashti’s broken heart.”52 The text is punctuated by a detail from Doré’s illustration of Vashti
(fig. 4.4), her decadent garb contrasting with her sad countenance and that of the admiring
public. The image reinforces the notion that beauty and affluence ultimately breed sorrow and
expulsion.
Doré’s work also appeared in several works by or about Dwight L. Moody, who made a
significant name for himself through his evangelizing mission and entrepreneurial spirit. A
staggering number of publications are attached to Moody’s name, most of which are sermons,
though he also produced many of children’s texts, life lessons, gospel commentaries, and
histories. Dwight Lyman Moody’s Life, Work and Gospel Sermons, published eight years after
Moody’s death, was “handsomely illustrated from Gustave Doré,” and these images served
primarily as illustrations for specific Bible passages on which the sermons were based. In some
cases, however, the image chosen represented a different biblical passage, and was likely
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intended to heighten the dramatic impact of the text. The sermon entitled “Repentance” was
formed around a passage from the Acts of the Apostles: “Commandeth all men everywhere to
repent” (Acts 17:30), but the accompanying image represented Jonah Preaching to the Ninevites
(fig. 2.11), a more detailed and visually impactful image than any of Doré’s images for the Acts.
“Their Rock is Not Our Rock,” a phrase uttered by the dying Moses, is opposite the image of
Moses breaking the tablets. Doré’s serene and sentimental images of Christ sufficiently
corresponded to sermons on “Faith,” “Grace,” and “Love.” The last of these (fig. 4.5) is
represented by Judas’ betrayal of Jesus––Moody reflected on the moment of treachery: “I believe
when Judas stepped up to Him in the garden and betrayed Him with a kiss, and Christ said,
‘Judas, betrays thou the Master with a kiss?’ that there was such love in the tone of His voice,
such love in that look, that it drove Judas to remorse and despair. I believe it is that that is
making hell so terrible to Judas.”53 The tension between Moody’s pursuit of love and his almost
gleeful condescension toward Judas is mirrored in the divinely illuminated face of Christ and
caricatural grin of the traitor.
Of all the publications that incorporated Doré’s Bible illustrations, the largest proportion
consist of texts aimed at the edification of children (many of the works described above fit into
this category as well). In her Young Folks’ Bible, Josephine Pollard noted that, “There is a good
deal in the Bible that a child cannot understand, and the queer names make it very hard
reading.”54 Pollard’s aim, therefore, was “to tell the story simply, and in Bible language, so that
the little ones can read it themselves, and learn to love and prize it as the best of all books.”55
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This volume, like many of the period, includes engravings after well-known works as well as
illustrations created specifically for the publication (in neither case were the artists cited within
the text, however). Pollard’s preface is placed opposite an engraving of Raphael’s Madonna
della Sedia (fig. 4.6), one of the most widely reproduced Old Master paintings in the nineteenth
century.56 The book, again in keeping with the standards of the day, is constructed to become as
much of an argument for the benefits of biblical literacy as it is about the biblical narratives
themselves. The volume begins with three introductory essays. The first, by the Rev. William
Henry Milburn, D. D., gave examples of prominent historical figures being guided by the Word
of God, then lauded Pollard’s text, which would “illuminate” and “enrich” every household.57 In
his essay, “The Child and the Bible,” Professor David Swing similar underscored the historical
value of the sacred texts, concluding (somewhat paradoxically) that Pollard “has detached from
the Bible this volume of historic incidents,” which although “they make a continuous record of
the old and the new dispensations... are separated from that which is too abstract to detain and
impress the youngest readers.”58 And with the inclusion of illustrations, “the picture of the pencil
comes to help the picture hidden in the words.”59 Finally, in his “Address to Children,” John H.
Barrows, D. D., provided a helpful acrostic for remembering the value of reading the Bible: “The
Bible is Beautiful, Interesting, Blessed, Life-giving, and Everlasting.” 60 Although Pollard
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initially situated the book as being for “young folks,” it is clearly imbricated in the ongoing
struggle surrounding biblical pedagogy in the late-nineteenth century.
The illustrations in the Young Folks’ Bible are varied in style, but still conform to a basic
principle of visual legibility. In his examination the Providence Lithograph Company, an
immensely successful producer of Sunday school visual aids from the 1890s, David Morgan
describes their images as “highly narrative, easily legible, pageant-like tableaux of biblical
scenes” by contemporary European artists like Heinrich Hofmann and Harold Coping.61 Many of
the images in Young Folks’ Bible mirror the stylistic standards of Providence Lithograph––
heavily focused on the foreground, these pictures favor the narrative content that can be read
through figural interaction, facial expression, and gesture, with less detail given over to setting
and costume.62 The illustrators tasked with providing additional images sought a middle ground
between creating a sense of “historical accuracy,” basing the images in acceptable iconographic
traditions, and maintaining their acceptability for child audiences. “Ad-am and Eve Driv-en from
Par-a-dise” (fig. 4.7) for example, follows the compositional elements of expulsion scenes by
Michelangelo and Masaccio––vertically oriented, the majority of the pictorial space is taken up
by the figures of Adam and Eve, with a sword-brandishing angel hovering behind. While the
focus seems to primarily be on the sorrow of the first humans, their anguish when compared to
Renaissance precedents is considerable downplayed, suggesting a more didactic than emotive
purpose. “He-brews, and Their Mode of Trav-el-ing” (fig. 4.8) on the other hand, is notably
frieze-like (particularly the top panel)––the figures are presented in profile or nearly so with high
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contrast between light and dark. The central figure in the top panel, with his “Assyrian profile” is
clearly a nod toward archaeological research in the Middle East, in which the United States was
heavily invested.63
Doré’s images stand out among the others in this text, due to the heavy presence of
landscape, architectural, and figural detail. Although only nine of the illustrations are Doré’s,64
many others are clearly based on his style. “Jacob’s Dream” (fig. 4.9) follows the same
compositional scheme as Doré’s version of the scene (fig. 4.10): Jacob’s body is splayed out in
the foreground, as a translucent staircase crowded with angels extends toward the top of the
picture.65 “Jo-seph and his Bro-thers” (fig. 4.11) utilizes similar scale and proportion as Doré’s
Egyptian scenes (see figs. 2.2, 2.6), but incorporates less architectural detail. Thus the narrative
legibility, archaeological authenticity, and impactful drama of Doré’s Bible illustrations had a
pervasive influence on the visual culture of religious education.

Ex h i b i t i n g tra nsc en de nce
Religious education functioned in many ways around the attainment of biblical literacy,
but also in terms of developing a sense of citizenship. The Bible functioned in particularly
powerful symbolic ways for Americans, who, since the beginning of colonization, incessantly
used the sacred scriptures as a means of self-identification. It is no coincidence that the United
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States is awash with Canaans, Bethlehems, and Goshens. Early American Protestants
wholeheartedly accepted the proposition that they were the inhabitants of the “New Jerusalem.”66
In 1630, John Winthrop famously equivocated the new colonies with the “city on a hill” cited in
Matthew’s recounting of Jesus’s Sermon on the Mount.67 In 1775, Harvard president Samuel
Langdon tied American democracy to the Jewish example in the Old Testament: “If I am not
mistaken, instead of the twelve tribes of Israel, we may substitute the thirteen states of the
American union.”68 More than anything else, the space of the Holy Land, and its visualization,
represent the various ways through which Americans self-identified with the Bible.
In addition to the powerfully nationalistic appropriation of the Bible, one’s identification
could be orchestrated in a powerfully personal way. One of the most important painters to
engender this type of response in nineteenth-century America was Frederic Edwin Church. An
established painter of monumental landscapes, Church departed for the Holy Land in the 1860s,
where he produced many sketches of biblically significant sites “on the spot.”69 Well versed in
contemporary religious scholarship, Church subscribed to the writings of Alexander von
Humboldt, who had incorporated science, nature, and religion into a universal model of
existence. Church became a member of the American Palestine Exploration Society, whose aim
was “the illustration and defense of the Bible.”70 As the Society’s chairman argued, “Modern
skepticism assails the Bible at the point of reality, the question of fact. Hence whatever goes to
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verify the Bible history as real, in time, place, and circumstances, is a refutation of unbelief.”71
The most significant piece to result from these travels was Church’s topographically detailed
view of Jerusalem from the Mount of Olives (fig. 4.12). The work, which measures roughly 4 1/2
x 7 feet, was first exhibited at Goupil’s gallery in New York in 1871 and was accompanied by an
engraved key (fig. 4.13) identifying some of the well-known sites depicted in the painting.72 As
John Davis has argued, the overwhelming elaboration of the canvas had the effect of bringing
viewers to “a private experience of spiritual redemption”: “The artist’s representational energies
intensify in the center of the canvas, where detail becomes almost unbearably insistent... Yet the
more broadly painted peripheral areas are no less carefully arranged to underscore the brilliant
central effect... Like a curtain being pulled away, they help form the image of an opening, a
revelation in process.”73
Church’s effect of unveiling an encompassing image of the sacred city can be tied to
other forms of visual production that developed over the course of the eighteenth and nineteenth
centuries. Dioramas, panoramas, stereoscopic photography, and scale reconstructions offered a
barrage of reality effects that could momentarily (and cheaply) transport the viewer to a distant
locale.74 The development of the panorama and other forms of visual spectacle coincided with a
growing interest in the Holy Land. As discussed in chapter two, political and logistical channels
in the Middle East began to open in the late-eighteenth century, giving western travelers access
to ancient sites of religious importance. The cost of pilgrimage was nonetheless prohibitive for
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many (and for Americans in particular), but panoramas, dioramas, photographs, and models
allowed audiences throughout Europe and America unprecedented opportunities to encounter the
Holy Land in ways that were both affordable and potentially transcendent. Moreover, in many
cases, the hyperrealistic effects of these spectacles were explicitly intended to enhance the
viewer’s spiritual connection to the scene depicted. When Robert Barker, who patented the
panorama in 1787, premiered his first 360-degree exhibition, he saw himself as having achieved
a hallmark in the history of landscape painting. He advertised his work as an “improvement on
painting, which relieves that sublime Art from a Restraint it has ever laboured under”––that is,
the limits of the frame, which had been liberated with the panoramic space.75
In 1850, John Banvard, who had earned great success with his moving panorama of the
Mississippi river, embarked on a trek to the Holy Land in preparation for an even more
monumental undertaking. His labors would result in an immense painting (fig. 4.14), the length
of which represented 500 “cities, lakes, rivers, seas, and mountains of Palestine and Egypt.”76
The work went on display at the Racket Court Club in New York City in December 1852,
ultimately being housed in the “Georama” (a structure Banvard purchased in New York City)
before traveling to Boston, Baltimore, Philadelphia, and Brooklyn. 77 One reviewer of the
experience wrote, “We are just returned from ‘a pilgrimage to the Holy Land’ with an admiring
company of Bible Christians. Mahomet enjoined upon his followers the duty of making a
pilgrimage to Mecca once, at least, in their lives––we consider it quite as much a duty for every
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Christian, who has it in his power, to visit an exhibition that they will find far less laborious, but
not a whit less interesting, instructive, or binding.”78
The connection between the panorama and the idea of pilgrimage was capitalized upon
throughout the nineteenth century, in America and abroad. In 1902, the painter Gebhard Fugel
spearheaded the erection of a panorama depicting Christ’s crucifixion (fig. 4.15) in the Bavarian
town of Altötting. 79 An important artist of religious subjects, Fugel co-founded Deutsche
Gesellschaft für Christliche Kunst in 1893, and received numerous commissions for church
murals and altarpieces. The Altötting panorama would be his most lasting legacy––one of the
few surviving panoramas, the site remains an important attraction within a thriving pilgrimage
community (the Shrine of Our Lady of Altötting is the oldest Marian shrine in Germany,
containing a Black Madonna from c. 1330, and is often referred to as the “Lourdes of
Germany”). For the project, Fugel enlisted Josef Krieger for assistance with the landscape, Karl
Nadler for architecture, and Heinrich Ellenberger for the history of Jerusalem.80 In order to
accurately represent the scene, the artists relied primarily on documents and reproductions,
though Krieger briefly traveled to Palestine to record topographical details. The transportive,
transcendent experience of the panorama has worked in conjunction with the elevated spirit of
Altötting’s pilgrimage sites. A darkened staircase leads to a platform where sculpted natural
elements delineate the divide between reality and artifice.
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The lines between reality and artifice in the production of religious space have always
been fluid and dynamic. In the United States, beginning in the nineteenth century, these
boundaries were eagerly traversed by entrepreneurs bent on combining religious experience,
spectacle, and edification. One of the most pervasive examples of this experience was the
Chautauqua Institution, established in Chautauqua, NY in 1874. The vision of founders John
Heyl Vincent, a Methodist minister, and Lewis Miller, a wealthy inventor and philanthropist,
was to pursue and promote the “home idea of mutual love and tenderness; the church idea of
reverence and conscientiousness; the school idea of personal culture; and the shop idea of
diligence, economy, and mutual help.”81 Vincent and Miller enlisted scholars and clergy for their
intensive biblical seminars, but perhaps more important was the use of the Institute grounds as a
transportive space. The site included a scale model of the Holy Land set on the shore of
Chautauqua Lake, a 400-square foot panorama of Palestine, and fantasy reenactments of biblical
events (fig. 4.16).82 As Burke O. Long has argued, Vincent “valued a tactile, intellectual, and
emotional at-homeness with the biblical land,” and thus Chautauqua “indulged a flair for ritual,
celebrated unabashed patriotism, and read the Bible as the privileged book of American
(Christian) civilization.”83 The American experience of Holy Land reconstruction was, therefore,
intended to engender familiarity as much as transformation and transcendence.
The nationalistic bent of Holy Land reconstruction was acutely apparent at the 1904
World’s Fair in St. Louis, which commemorated the centennial of the Louisiana Purchase.
81

J. H. Vincent, The Chautauqua Movement (Boston: Chautauqua, 1886), 4-6; quoted in Burke O. Long,
Imagining the Holy Land: Maps, Models, and Fantasy Travels (Bloomington: Indiana University Press,
2003), 13. Vincent and Lewis were also key members of the religious education reform movement––
Vincent co-created the International Uniform Lesson Curriculum for Sunday school, also known as the
“Uniform Lesson Plan.”
82

See Long, Imagining the Holy Land, 8-9.

83

Ibid, 14.
178

Within the Forest Park site, patrons could wander through the Jerusalem Exhibit, a walled
recreation of the sacred city (fig. 4.17). Mounting a camel, one would be guided along the
imagined footsteps of Christ’s passion, ending with the Cyclorama of the Crucifixion, which
included dramatic murals and wax recreations.84 The colorful speaker Madame Lydia Mamreoff
von Finkelstein Mountford, who was born in Russia and spent time in Jerusalem, opened the
Exhibit with the telling statement, “You cannot go to Jerusalem, so Jerusalem comes to you. To
American energy all things are possible.”85 As Long argues, fairgoers “would penetrate a space
invested with particular (Christian) yet universal (eternally spiritual in human nature) meanings
that were presumed to be the essence of faraway Jerusalem transferred to its replica.
Simultaneously, they could assure for themselves and the United States a role in the providential
advance of Christian civilization, which began on the street of Jesus’ suffering.”86
In the case of the St. Louis World’s Fair, religious experience mingled with the exploits
of capitalist enterprise, but the latter was always couched in the spirit of patriotism and spiritual
edification. In other instances, we see spiritually charged spaces becoming explicitly tied to a
host of vested commercial interests. One key example of this is Wanamaker’s, the American
department store empire founded in Philadelphia in 1876. From its earliest days, Wanamaker’s
combined its progressive retail practices with efforts to further the Christian message. 87
According to an early biographer, founder John Wanamaker believed that “the Golden Rule of
the New Testament had become the Golden Rule of Business.”88 Wanamaker publicly evinced
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the idea that consumers of all social brackets should have access to quality goods, and that
workers are entitled to fair compensation and benefits. Within the store itself, shoppers could
purchase copies of James Tissot’s immensely popular publication, The Life of Our Saviour Jesus
Christ.89 And every year during Easter week between 1911 and 1988, visitors could view the
Hungarian painter Mihály Munkácsy’s massive paintings Christ before Pilate and Christ on
Golgotha (figs. 4.18, 4.19).90 These works dramatized two significant and unabashedly somber
moments from the New Testament: Christ’s condemnation and death. Unlike many versions of
these scenes, the emphasis is placed not on the main actors, but on the exuberant crowd, in
various states of aggressive jubilation and profound sorrow. Laura Morowitz has compellingly
tied the crowd depicted in these scenes with the masses Wanamaker targeted in his business
ventures: “The messages embodied by Munkácsy’s paintings reinforced the “Christian values” of
the Wanamaker stores.” But they also, “put the machinery of modern spectacle in the service of a
“religious” cause.”91
In each of the instances discussed above, the display of biblical imagery was orchestrated
so as to promote a particular set of interests, be it political or commercial, in addition to the
spiritual. The exhibitionary mechanisms consistently relied on spectacle and an aura of
authenticity to lift up the mind and spirit of the viewer. And as Londoners grew less interested in
the Doré Gallery in the last decade of the nineteenth century, America was ideally situated to
give Doré’s works a new life.
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Th e D o r é Gal l ery in A m e r i c a
When the Doré Gallery traveled to the United States in 1892, it fit perhaps more neatly
into the culture of spectacle to be found in American metropolises than it had in London.
Moreover, as we have seen, Doré’s Bible illustrations had been circulating in a variety of forms
for decades. The first stop for the Gallery was Carnegie Hall––an advertisement frequently
posted in a number of periodicals hailed it as “the greatest artistic event of the century.”92 The
Quarterly Illustrator suggested instead, “these pictures are not to be considered as great works of
art in any sense, but yet people of intelligence will speak of them with bated breath; they are of
the sort which are to be shown with crimson hangings and all the trappings of the theater.”93
Certainly, it was the theatricality of Doré’s works that engendered a kind of visual piety
in viewers. A writer for The Vassar Miscellany referred to Doré as the “Hugo of painting,”
stating “his figures, horrible, grotesque, or aërially beautiful are such as were never seen save in
dreams. Yet they represent traits of human character or thoughts of God, and, as such, they have
an essential truth.”94 Detractors of the exhibition often cited precisely the works’ theatricality as
the main source of their defaults. The Christian Union described Doré’s paintings as
“bewildering,” with “too much action, struggling, and passion”: “The spectator sees a familiar
incident of the Bible put forth on a colossal canvas with dramatic power, and finds great pleasure
in picking out the different characters or following the course of action. From this point of view
the pictures will give real pleasure, but not when looked on as works of art.”95 Each of these
responses demonstrates the centrality of personal transcendence, engendered by the works’
92

See, for instance, Life 20, no. 512: 225.

93

“Art Notes of Real Interest,” The Quarterly Illustrator 1, no. 2 (April, May, and June, 1893): 143.

94

Amy Louise Reed, “The Doré Gallery in New York,” The Vassar Miscellany XXII, no. 5 (December
1892), 127.
95

“Outlook in Art,” The Christian Union 46 (5 November 1892), 853.
181

theatricality, in the experience of the paintings, whether or not the critic considers that tenet a
quality of successful painting.96 This perspective, viewed with reverence or disdain, followed the
Doré Gallery as it traveled the United States.
The paintings that proved most popular in London tended to carry the same esteem in the
United States. Authors frequently cited Christ Leaving the Praetorium (fig. 2.27) and The
Triumph of Christianity over Paganism (fig. 3.5) as the program’s highlights. The Vale of Tears
(fig. 4.20) carried particular weight, however, due to its subject matter, composition, and place
within Doré’s own life. Measuring 13 1/2 x 20 feet, the painting is only slightly less monumental
than Christ Leaving the Praetorium. Reviewers cited Matthew 11:28 (“Come unto Me, all you
that labor and are heavy laden!”) as the source of the scene––in Christian tradition the phrase
“vale of tears” refers to the tribulations of life before entrance into heaven. In the painting, a
distant Christ bearing a cross beckons masses of followers away from the shadowed valley, his
radiance emanating in an extended sphere. Unlike Doré’s frontal, tableau-like compositions
(most notably Christ Leaving the Praetorium, Moses Before Pharaoh, and Ecce Homo), The
Vale of Tears is organized diagonally––the group in the lowest register seems to be sinking into
oblivion, and many of the figures’ bodies are cropped from view. The proximity of these figures
to the viewer invites active identification, similar to what we saw with the Praetorium, but to an
even greater extent. Unlike Munkácsy’s exuberant crowds, Doré’s weary masses signal the hope
of redemption, with Christ the symbolic but distant focal point of salvation.
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As reviewers were eager to note, The Vale of Tears was Doré’s final painting, and the
artist’s proximity to death lent the subject matter additional weight. In an article on “The Study
of Christian Art” in The American Ecclesiastical Review, the author began with an emotive
discussion of The Vale of Tears: “It is a marvelous production, the last from that gifted hand, on
which the clammy sweat of death had gathered ere the paint upon his canvas was wholly dry.”97
Though the article ultimately claimed that the work, albeit “Christian in sentiment” and
“strikingly beautiful” does not convince the viewer of the “promise of the heavenly reward,” it
nonetheless readily invokes Doré’s biography in arguing for its importance: “It is said that at the
time of this painting Doré was under a deep grief from the double loss of dearest kindred and of
a trusted friend. One almost suspects the artist’s affliction from the agonizing tones of his
work.”98
Apart from its relationship to Doré’s life and death, The Vale of Tears was often used as a
teaching tool for Christian values, primarily through self-identification with the masses rather
than with Christ. John E. Tuttle D. D. invoked the painting in an article aimed at assisting pastors
to “win college men for Christ”––for Tuttle, “Dore [sic] united with Paul to emphasize the
necessity of bringing Jesus to men, to college men as to others, for they, like their fellows, are in
the valley of the shadow of death.”99 In her review for the Vassar Miscellany, Amy Louise Reed
pointed to a dying mother in the foreground who “lifts up her little child that he too, may catch
one glimpse, and creep toward it.” For Reed, “the picture is fitly named, for it leaves its own mist
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over the eyes.”100 In his notes to accompany the Sunday School Lessons for 1904, Francis
Peboulet, a key reformer in the Sunday School Movement, pointed to The Vale of Tears as “the
vision of the redemption of the world”: for Peboulet, “few collections of paintings, scarcely the
supreme Salon Carré of the Louvre, have produced so great an effect upon me at the first view as
Doré’s magnificent Christian pictures in London, and especially [The Vale of Tears].”101

D o r é in C h i c a g o
While works like The Vale of Tears became highly useful for religious pedagogy in most
places they were exhibited, Chicago proved to be the most fertile ground for their veneration.
From the 1870s until the 1920s, Chicago, like New York, saw the influx of a flood of immigrants
from eastern and southern Europe and disenfranchised African-Americans (in the decade after
the Great Fire of 1871, over two hundred thousand people move to the city). The majority of
these populations were immigrants or the children of immigrants.102 The dearth of housing due to
the arrival of these communities led to the city’s expansion and middle-class migration to
suburban enclaves. The growth of the city, and its labor, educational, and living conditions led in
part to the onset of the Third Great Awakening, which operated largely through revivalist
activities and the push for certain forms of social reform (abolition and prohibition, for instance).

100

Reed, “The Doré Gallery in New York,” 129.

101

Reverend Francis Nathan Preboulet, “Lesson VII (Mark 2:1-12),” Select Notes: A Commentary on the
International Sunday School Lessons for 1904 (Boston and Chicago, W. A. Wilde Company, 1903), 58.
Doré’s illustration for the miraculous draught of fishes is used as the frontispiece of the volume.
102

See Thekla Ellen Joiner, Sin in the City: Chicago and Revivalism, 1880–1920 (Columbia: University
of Missouri Press, 2007), 27
184

In the wake of these developments, Chicago became a hotbed of evangelical activity in
the late-nineteenth century, particularly in terms of publishing and education. 103 The first
American missionary school, the Baptist Missionary Training School for Women, was founded
there in 1881. In 1886, Dwight L. Moody created the Chicago Evangelization Society, which,
after his death in 1899, was renamed the Moody Bible Institute.104 Of the popular evangelical
ministers of the late-nineteenth century, Moody was one of the most renowned, his sermons full
of narrative and emotion––as one historian described him, “No great preacher of the nineteenth
century used illustrations so forcefully and frequently as Dwight L. Moody. Sometimes twothirds of an entire sermon would consist only of a series of illustrations.”105 Moody established
his own publishing house, Colportage Press, in 1895, and his sermons, anecdotes, and stories for
children were widely published. The company most responsible for the dissemination of
Moody’s texts was the Chicago publisher Rhodes and McClure, who also produced editions by
Thomas DeWitt Talmage, Sam Jones, and E. U. Cook with illustrations by Doré.106
Chicago was thus an ideal location for an exhibition of the Doré Gallery, and the works
reached the apotheosis of their success when they were mounted at the Art Institute of Chicago
in 1896. The descriptive catalogue that accompanied the exhibition spoke specifically of the
collection in terms of its religious affect, either ignoring the other works in the show, or implying
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their potential for evoking spiritual over any other form of contemplation. “No artist of modern
times,” the catalogue argues,
has appealed so strongly to the religious sentiment of the Christian race as the renowned
Alsatian, whose grand and powerful conceptions, both as an illustrator and a painter, have
placed him in the front rank among the remarkable men of our own or any other time.
The spectator is taken by storm, and admiration is blended with amazement in the
contemplation of the outcome of the vivid imagination of the artist, which seems to bind,
as with a magician’s spell, all who gaze upon his marvelous canvases.107
Indeed, patrons thronged to the Art Institute in record numbers––in one day alone, 16,300
visitors attended the exhibition.108 On Sundays, when admission was free, working-class families
lined up at the entrance, exhibition catalogues in hand, to see the work of the so-called
“preacher-painter,” and many stayed until closing time.109
Doré’s religious paintings became common sites for impromptu sermons, just as they had
in London. Having brought parishioners to the exhibition, the Reverend Dr. P. H. Swift, said:
God has called some men to paint pictures just as surely as he has others to preach
sermons. The kingdom of truth is indebted to art for many impressions that have inspired
men to a higher and holier life... And if Gustave Doré shall help us to apprehend more
truly the grand revelations of the scriptures, then I am sure an evening spent in the gallery
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filled with the works of the great Alsatian will be both beneficial and religious… If you
do not like to have the soul stirred to its deepest depths, do not go to the Doré Gallery.110
Standing before The Dream of Pilate’s Wife, the Rev. H. F. Milligan invoked the painting’s
“grandeur of thought”: “In the dream of Pilate’s wife all history was shown to her in that instant
of time. Other artists have tried to bring this out, but it was left to Doré to depict the triumph of
Christ and the angelic forms joining in his adoration. Once studied thoroughly Doré’s work will
make a mental picture lasting and comforting.”111
Rumors of the Art Institute in fact acquiring the Doré collection permanently had been
circulating since several of the paintings were first mentioned in conjunction with the World’s
Columbian Exposition three years earlier.112 The prospect had its naysayers, however—“That
these huge, monotonous scriptural canvases are popular goes without saying,” said a Chicago
Daily Tribune commentator,
but the purpose of the Art Institute is not to minister popular curiosity or encourage
sensationalism. Its mission is to educate the people in the fine arts… If by any
unfortunate chance the Doré Gallery should become a part of the Art Institute’s collection
the managers would defeat the very purpose of the institute by a permanent exhibition of
pictures which not only would dwarf and belittle every real art work in their vicinity but
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would violate every canon of true art, and thus antagonize if not defeat the educational
policy of the institute.113
It seems, however, that William M. R. French, director of the Art Institute from 1879 until his
death in 1914, was especially interested in these types of works.114 In 1895 he contacted John
Wanamaker about the possibility of borrowing Munkácsy’s paintings for an exhibition––the
request was ultimately denied.115
Following the end of the Art Institute exhibition, the Doré Gallery holdings went on
display at Copley Hall in Boston, the Siegel-Cooper Department Store in New York, and the
Gimbel Brothers store in Philadelphia––none of these events attracted as much attention and
praise as the Art Institute exhibition. Copley Hall, where the Gallery traveled in 1896 following
its run at the Art Institute, had been operated by the Copley Society for several years, and soon
after would host successful displays of modern art by James Abbott McNeil Whistler, John
Singer Sargent, and the French Impressionists.116 Doré’s works––monumental, narrative, and
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difficult matter… Their treatment in packing and transportation is necessarily different from that of any
other pictures known to us and it is not easy, merely by correspondence, to have these points made plain.”
Letter, John Wanamaker to William M.R. French, Esq., 20 November 1895, William M.R. French Papers,
Art Institute of Chicago.
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Beyond the incompatibility of Doré’s work with the modernist aesthetic taking root in Boston, the
Doré Gallery display occurred in the midst of a period of Catholic revival in Boston, and it is possible that
the clear coherence of Doré’s pictures to Protestant ideology staved off potential viewers. However, there
was a strong evangelical movement building in late-nineteenth-century Boston that presumably would
have grasped the edifying potential of Doré’s work. It seems most likely, therefore, that the relative
newness of the Copley Hall exhibition practice is the cause of the dearth of responses to the Doré Gallery.
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loaded with religious sentiment––did not cohere to the progressive attitudes that would coalesce
among Copley Society members over the next several years.117 The Gallery’s final stop, the
Gimbel Brothers department store in Philadelphia, likewise garnered little attention. 118
Ultimately, sixteen works were sent back to London and the rest were transferred to the
Manhattan Storage Warehouse, where they were forgotten for decades to come.119 After being
rediscovered in 1947, many of the paintings, drawings, and prints ended up in the hands of
powerful American collectors, including Walter P. Chrysler, Joseph Tanenbaum, and Dr. Bob
Jones, all of whose holdings have been incorporated into public museums.120

Mul ti-m ed iat ion
As visual technologies evolved in the nineteenth and early-twentieth centuries, Doré’s
images were adapted to suit new markets. In recent years, scholars have dissected the ways in
which religious visual and material culture was part-and-parcel of modernization. In the last
chapter, I demonstrated how the Doré Gallery negotiated elements of commercial culture,
spectacular entertainment, and personal religious transcendence for viewers in Victorian London.
In the United States, Doré’s images were adapted even more broadly to new forms of visual
edification. As religious education was being reformed, new visual technologies were

117

On the early history of the Copley Society, see Jean N. Oliver, “The Copley Society of Boston,” The
New England Magazine 31, no. 5 (January 1905): 605-17.
118

This is perhaps due to the persistence of Quaker attitudes that favored material simplicity. On
Quakerism in the late-nineteenth century, see Philip S. Benjamin, Philadelphia Quakers in the Industrial
Age, 1865-1920 (Philadelphia: Temple University Press, 1976).
119

Eric Zafran has done an excellent job of tracing the fate of the Doré Gallery following its run in the
United States. See ““A Strange Genius:”,” 161-174.
120

Ibid, 169-171.
189

incorporated into curricula, and Doré’s biblical imagery could found in many of these instances
as well.
Beginning in the 1870s, publishers began producing Bible lesson cards that would
quickly become a standardized part of Sunday School education. The lesson card market was
spurred by the John Heyl Vincent and B. F. Jacobs’ work on the International Uniform Lesson
Curriculum, also known as the “Uniform Lesson Plan,” which was quickly adopted by many
churches in the late-nineteenth century. As William L. Sachs has argued, “by the end of the
century structured curricula focused attention on a planned pattern of lessons. Increased structure
allowed for emphasis on portions of Scripture that curriculum designers deemed crucial to
Christian living and permit attention to the psychological development of students.”121 Publishing
houses quickly responded to the establishment of the Uniform Lesson Plan, creating a wide
variety of materials for use within the classroom and the home, the lesson card being one of the
most popular. These cards generally include an image and a scripture quotation, and questions as
to the relevance of the narrative to the reader’s life. One of the largest producers of lesson cards
was the David C. Cook Company, established in Chicago in 1875.122 David C. Cook incorporated
Doré’s and other artists’ work into their lesson cards, using inexpensive printing processes and
without making reference to the specific artist. One card includes Doré’s Adam and Eve Driven
Out of Eden (fig. 4.21) as an illustration for Genesis 3:1-15, which describes the Fall of Man.
The captions that accompany the image cite Romans 5:20, “Where sin abounded, grace did much
more abound,” and culminate with the “truth” of the passage: “God’s mercy is greater than our
need.” Although the message seems ultimately to be about redemption, the scene places
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overwhelming emphasis on sin and rejection, and the proper way toward a Christian life.
Publishers and image manufacturers appropriated Doré’s images to promote a particular
interpretation of the scriptural narrative, undermining the (child) viewer’s individual, subjective
faculties.
Doré’s biblical imagery was largely reproduced in ways that could have an impact on
collective audiences––one of the key ways in which to do so in the nineteenth century was
through magic lantern presentations. One of the leading companies to make use of Doré’s
biblical imagery was the C. W. Briggs Company in Philadelphia, which was the largest producer
of magic lantern slides for educational use in the late-nineteenth century.123 At the center of
Briggs’ production was the artist Joseph Boggs Beale, who created an estimated two thousand
images over the course of his career.124 Beale’s drawings, which included numerous religious,
historical, and literary subjects chosen primarily by Caspar Briggs, would be photographed
through an emulsion onto glass, and then reproduced in either black and white or color,
sometimes upwards of several thousand times.125
Briggs produced a large set of lantern slides based on Doré’s Bible illustrations (fig.
4.22), some of which were color-tinted. The Bible illustrations were used as didactic tools,
sometimes being incorporated into church services.126 Missionaries often carried slides and a
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projector through the wilderness, illuminating the images onto bed sheets for locals. Describing
“A Missionary Day in the Mirzapur Country District” in India, Robert J. Ahston referred to
magic lantern projection as “the best preaching opportunity of all”: “A curious audience gathers
in the darkness… Very still and quiet are they at first, until the excitement of the thing grows
upon them, and their tongues get spontaneously and involuntarily loosened. A ‘Bhajan’, or Hindi
hymn set to native tune, is first thrown on the sheet; only we Christians sing. Then follow the
pictures, and the interest in them is deep, though unfortunately being by Western artists (Doré,
&c.), often they are very pseudo-Oriental…” 127 In many slides, Doré’s highly detailed,
tumultuous atmospheres were removed, to allow the projector’s illumination to heighten the
dramatic effect of the images. The reproductive method would thus become constitutive in the
heightening of spiritual response. This could be easily engendered through Doré’s illustrations,
which he often crafted on dark grounds with white chalk and washes. One can imagine the
projection of God Creating Light or The Ascension (figs. 4.23, 4.24) having a dazzling effect on
a church-going viewer, at a time when personal, emotional response was the modus operandi of
religious experience.128
Although magic lantern slides had been widely exhibited available since the earlynineteenth century, the craze for this type of image projection continued into the twentieth
century, gradually being eclipsed by the development of moving pictures. Traditional forms of
religious imagery continued to exert influence on viewers, however, and Doré’s images played
into these modes as well. In 1888, Louis C. Tiffany and Co.’s Ecclesiastical Department
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completed its largest stained glass window ever, a reproduction of Christ Leaving the Praetorium
to be installed in St. Paul’s Episcopal Church in Milwaukee, Wisconsin (fig. 3.26).129 As with
many of Tiffany’s major commissions, workshop designers produced a preparatory drawing of
the window that could be shown to parishioners as a way of soliciting donations (which ranged
from a few dollars to a few thousand).130 As a result of its relationship to Doré’s painting, the
window exhibits fewer of Tiffany’s innovative techniques.131 But through the “drapery” glass of
Christ’s robe,132 combined with midday illumination, the window continues to have powerful
effects on viewers.133

Conclusion
Biblical ideology and subject matter permeated American cultural politics in the turn-ofthe-twentieth-century, continuing to be the model against which American values were defined.
This represents a significantly different situation than what we saw in earlier chapters. Although
the Bible was still considered a important cultural and historical monument in nineteenth-century
129
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France, its appropriation in public discourse was much more shadowy and diffuse, its
justification never couched in the same nationalist terms as one finds in the United States.
Britain, with its active evangelical communities, was more apt to accept Doré’s paintings, and,
thanks to the efforts of Cassell and Company, his illustrations found their way into countless
homes. But publishers in the United States, often motivated by similar religious and
entrepreneurial interests, clamored to produce Doré’s illustrations with unbridled enthusiasm.
Doré’s illustrations continued to be reproduced in Bibles and religious pedagogical materials
well into the twentieth century, but never to the extent that one finds in the period discussed
here––this is perhaps due to the rise of new visual forms such as epic film, which I will discuss
in the epilogue. Moreover, Doré’s name fell into relative obscurity by the mid-twentieth century,
despite the continued popularity of his illustrations for literary monuments like the Divine
Comedy and Don Quixote in addition to the Bible.
Regardless, the impact of Doré’s work on the landscape of American religious visual
culture and the biblical imagination is unquestionable. In the United States, where the Bible
historically played an immense role in the development of national identities, Doré’s imagery
visualized and mediated the values, assumptions, and ideologies that were particularly important
in the edification of gentiles and children. As we saw with the reception of the Bible illustrations
in France, critics tacitly acknowledged the significance of the Bible as a literary and historical
monument. But the self-conscious appropriation of biblical imagery as a signifier of personal or
national identity played a much more prominent role in American education than in France or
England, and Doré’s work was a most crucial components of that process.
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EPILOGUE
At the conclusion of the overture to the 1956 epic film The Ten Commandments, the
viewer is presented with a proscenium. An aged Cecil B. DeMille emerges from behind the
curtains, steps up to the microphone at center stage, and speaks (fig. 5.1): “Ladies and
gentlemen, young and old. This may seem an unusual procedure, speaking to you before the
picture begins. But we have an unusual subject.” DeMille then lays out his justification for his
choice of subject, and the reasoning behind what may seem to be certain narrative liberties taken
in telling “the story of the birth of freedom, the story of Moses”:
As many of you know, the Bible omits some 30 years of Moses’ life. From the time he
was a three-month old baby, and was found in the bulrushes by Bithia, the daughter of
Pharaoh, and adopted into the court of Egypt, until he learned that he was Hebrew, and
killed the Egyptians. To fill in those missing years, we turn to ancient historians, such as
Philo and Josephus. Philo wrote at the time that Jesus of Nazareth walked the Earth. And
Josephus wrote some 50 years later, and watched the destruction of Jerusalem by the
Romans. These historians had access to documents long since destroyed, or perhaps lost
like the Dead Sea Scrolls. The theme of this picture is whether man ought to be ruled by
God’s law, or whether they are to be ruled by the whims of a dictator like Ramses. Are
men the property of the State, or are they free souls under God? This same battle
continues throughout the world today. Our intention was not to create a story, but to be
worthy of the divinely inspired story created 3000 years ago, the five books of Moses.
The story takes 3 hours and 39 minutes to unfold. There will be an intermission. Thank
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you for your attention.1
The 1956 production of The Ten Commandments was the second version of the story DeMille
had concocted. The first, released in 1923, represented DeMille’s first foray into the realm of
“biblical spectaculars.”2 Although both versions of The Ten Commandments, as well as other
biblically-themed pictures DeMille directed (The King of Kings, Samson and Delilah) would
achieve widespread acclaim, in 1923 executives at Paramount Pictures were highly wary of
committing to an epic film depicting a subject from the Bible. DeMille later recounted his
meeting with two Paramount associates in which he discussed his idea: “A Bible picture… the
story of Moses… the Exodus… the Pharaohs… human suffering… religious power… great
drama!” The associates were not convinced––one said, “A Bible story! Suicide, Cecil, plain
suicide! You’ll ruin Paramount! Who will go to the theater to see characters wearing long beards
and table cloths!” To DeMille, “They could not visualize a Bible picture in the midst of the
roaring 20’s!”3
The drama and emotive capacity of the Bible, however, was something DeMille had
appreciated since his youth, as he noted in later years: “Each evening it was Father’s custom to
read a chapter from the Old Testament and one from the New. As a lay reader in the Episcopal
Church for many years he read everything well, but it seemed to us he touched even more the
beauty and drama of Bible stories.”4 In addition to have the narratives spoken aloud, the DeMille
children were thoroughly edified through weekly visits to New York City art galleries: “Father
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stood behind us in kindly but restraining fashion, explaining the magnificent coloring of Rubens,
the marvelous lighting of Rembrandt and the symmetric composition of Doré.” For DeMille,
Doré’s work had the greatest impact on his later film career: “In each Bible picture I have
brought to life one or more of Doré’s great illustrations.”5
Historians often cite the influence of Doré’s images on DeMille’s films as a way of
arguing for Doré’s continued (though generally overlooked) legacy. Certainly, the visual
connections between Doré’s imagery and DeMille’s work are immediately apparent. The poster
for the 1972 re-release of The Ten Commandments (fig. 5.2) combines elements of two of Doré’s
most dramatic and often reproduced images: The Egyptians Drowned in the Red Sea, and Moses
Breaking the Tables of the Law (figs. 5.3, 5.4). The rushing tides of the Red Sea about to crash
over Pharaoh’s army frame the figure of Charlton Heston as Moses, holding the tablets aloft and
on the brink of smashing them to the ground, as in Doré’s image. DeMille was certainly not the
only director to openly rely upon Doré’s images for visual inspiration––Henry Lachman largely
based his vision of Hell in the 1935 film Dante’s Inferno on Doré’s illustrations (figs. 5.5, 5.6),
and Orson Welles’ unfinished film Don Quixote was slated to begin with one of Doré’s images
essentially coming to life.6
The ubiquity of Doré’s illustrations in the early-twentieth century undoubtedly impacted
the development of the epic or spectacular film genre, which Gerald Eugene Forshey has argued
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“is not defined by plot, organizations, or character, but by the manner in which all these elements
are subjected to what Matthew Arnold called “the grand style.”” 7 The “grand style,” Forshey
goes on, is characterized by “nobleness,” which biblical spectaculars evoked through the
following general characteristics: “the historical past is of some importance to contemporaneous
audiences, the protagonist suffers trials and tribulations while the villain controls the action,
action takes precedence over characterization, and a melodramatic archetype underlies the
formula.”8 Doré’s biblical imagery––monumental, detailed, dramatic, emotive, and evocative of
the historical past––provided the visual precedent to which many early filmmakers readily
turned.9
But there is more to the story, so to speak. The success of DeMille’s biblical pictures and
their impact on the development of epic filmmaking more broadly, speaks to many of the themes
and issues I have discussed throughout this project. The paradigms through which Doré’s biblical
imagery was received, appropriated, and circulated foregrounded the popular reception of
biblical epics like The Ten Commandments. After the 1956 version had been playing in theaters
in the United States for a year, New York Times reporter Bosley Crowther noted that the film
had been seen by nearly 22 million viewers––“How,” Crowther asked, “beyond the usual cliché
reasons, can one reckon and explain the tremendous––indeed, phenomenal––popularity of this
long, solemn Bible-story film? There have been other Biblical pictures––big and spectacular
ones, too––that have not come close to the success of this one within the last ten years. Why,
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with people going less to movies, is this particular picture cleaning up right now?”10 Crowther
cited several reasons for the “phenomenal” popularity of the film: its “human drama… expressed
through relationships and conflicts that almost anyone can grasp and understand,” its “aura of
religiosity,” its “abundance of spectacle that captivates popular interest and fascinates all sorts of
minds,” and, most importantly, its appeal among church authorities.11 Many other contemporary
authors also pointed to DeMille’s vehement pursuit of historical accuracy. In an article
describing DeMille’s search for the “lost decades” of Moses’s life (those not described in the
Bible), the author quotes DeMille’s dictate to his writers: “You may dramatize the scenes in any
way you wish, but whatever episodes you employ must be justified to me in terms of recognized
authorities. You are to invent nothing out of your own talented imaginations.”12 The success of
these pursuits was certainly not categorically accepted by critics––four years after his initial
praise of The Ten Commandments, Crowther decried the “sybaritic splendor, religious
chauvinism and sex” of biblical epics.13 Nonetheless, Crowther concedes, “The best to be said for
these sagas, combining a smattering of Biblical data and a pose of religiosity with virtual horseopera action and elaborately dressed (and undressed spectacle, is that they may arouse emotions
or stimulate curiosity and the Biblical episodes and actual history they pretend to embrace. Thus
they may encourage Bible study and discussion, and so justify their acceptance, and even
endorsement, by the clergy.”14
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DeMille’s films have largely constituted the popular image of the biblical narratives since
the first version of The Ten Commandments was released in 1923, a point that coincides with the
conclusion of the period discussed in my final chapter. As I have sought to demonstrate with this
project, Doré’s images were consistently situated within the same sets of paradigms, and thus
constituted the dominant forms of biblical representation in the modern popular imagination.
Doré’s Bible illustrations and paintings have negotiated the shifting situation of Christian
scripture, assimilating the fractured attempts on the part of numerous individuals and institutions,
in both religious and secular frameworks, to maintain the Bible’s relevance in the context of
modernity. Whether or not Doré’s images were successful in conveying the “truth” of Christian
Scripture––be it in terms of “archaeological accuracy” or the elevated spirit of the human and the
divine, or the dramatic monumentality of the ancient epic––viewers have, without fail,
consistently engaged with these discourses when responding to Doré’s biblical imagery.
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Fig. 0.1, Gustave Doré, The Angel Appearing to Tobias, 1865. Oil on canvas, 93 x 73 cm. Musée
Unterlinden, Colmar.
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Fig. 0.2, Gustave Doré, The Black Eagle of Prussia, 1871. Oil on canvas, 51 x 76 3/4 in. Dahesh Museum of Art, New York City.
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Fig. 0.3, Gustave Doré, The Enigma, 1870-71. Oil on canvas, 130 x 195.5 cm. Musée d’Orsay, Paris.
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Fig. 0.4, Gustave Doré, Dante and Virgil in the Ninth Circle of Hell, 1861. Oil on canvas, 315 x 450 cm.
Musée de l’Ain, Bourg-en-Bresse.

Fig. 0.5, Gustave Doré, Paolo and Francesca de Rimini, 1863. Oil on canvas, 279.4 x 194.3 cm.
Private collection.
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Fig. 0.6, Gustave Doré and Hélidor Pisan, Prisoners Exercising at Newgate Prison, from Doré
and Blanchard Jerrold, London: A Pilgrimage (London: Grant & Co., 1872).
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Fig. 0.7, Vincent van Gogh, Prisoners Exercising, 1890. Oil on canvas, 31 1/2 x 25 1/4 in.
Pushkin Museum of Fine Art, Moscow.
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Fig. 1.1, Gustave Doré and Hélidor Pisan, God Creating Light, from La Sainte Bible (Tours:
Alfred Mame et fils, 1866), vol. 1: frontispiece.
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Fig. 1.2, Gustave Doré, God Separating the Elements, Photograph of drawing on
woodblock, compiled by the Mame publishing company in 1868. Bibliothèque du Musée d’Art
Moderne et Contemporain, Strasbourg.
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Fig. 1.3, after Raphael, Adam and Eve, from La Sainte Bible (Paris, Furne et Cie., 1841), vol. 1:
frontispiece.
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Fig. 1.4, after Pierre-Paul Prud’hon, The Death of Abel, from La Sainte Bible (Paris, Furne et
Cie., 1841), vol. 1: hors-texte, between pages 4 and 5.
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Fig. 1.5, after Anne-Louis Girodet de Roussy-Trioson, The Deluge, from La Sainte Bible (Paris,
Furne et Cie., 1841), vol. 1: hors-texte, between pages 8 and 9.
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Fig. 1.6, Anne-Louis Girodet de Roussy-Trioson, Scene from a Deluge, 1806. Oil on canvas, 441
x 341 cm. Musée du Louvre, Paris.
213

Fig. 1.7, Pierre-Paul Prud’hon, Justice and Divine Vengeance Pursuing Crime, 1808. Oil on
canvas, 244 × 294 cm.
Musée du Louvre, Paris.
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Fig. 1.8, Célestin Nanteuil, Death of Asael, from La Sainte Bible (Paris: Martinon, 1858),
vol. 2: 55.
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Fig. 1.9, Célestin Nanteuil, Piety of Rizpah, from La Sainte Bible (Paris: Martinon, 1858),
vol. 2: 71.
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Fig. 1.10, Gustave Doré and Hélidor Pisan, Rizpah Protecting the Bodies of Her Sons, from La
Sainte Bible: selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 1: 620.
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Fig. 1.11, Gustave Doré, The Sculptor, c.1866. Oil on canvas, 128 x 96 cm.
Musée d’art modern, Arnhemm.
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Fig. 1.12, Gustave Doré, Study for plate 2 of The Wandering Jew, 1859. Watercolor and chalk
with white highlighting, 22 3/8 x 16 ¾ in. Ball State University Museum of Art, Muncie, IN.
Elizabeth Ball Collection.
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Fig. 1.13, Gustave Doré and Trichon Monvoisin, The Creation of Eve, from La Sainte Bible:
selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 1: 1.
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Fig. 1.14, Gustave Doré and Hélidor Pisan, Adam and Eve Expelled, from La Sainte Bible: selon
la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 1: 4.
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Fig. 1.15, Gustave Doré and Adolphe François Pannemaker, Cain and Abel Offering Their
Sacrifices, from La Sainte Bible: selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 1: 12.
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Fig. 1.16, Gustave Doré and Hélidor Pisan, The Death of Abel, from La Sainte Bible: selon la
Vulgate (Tours: Alfred Mame et fils, 1866), vol. 1: 20.
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Fig. 1.17, Julius Schnorr von Carolsfeld, Cain Killing Abel, from Die Bibel in Bildern (Leipzig:
Wigrand, 1860), pl. 13
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Fig. 1.18, Gustave Doré, The Agony in the Garden, n.d. Photograph of drawing on woodblock,
compiled by the Mame publishing company in 1868. Bibliothèque du Musée d’Art Moderne et
Contemporain, Strasbourg.
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Fig. 1.19, Gustave Doré and Adolphe François Pannemaker, The Deluge, from La Sainte Bible:
selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 1: 28.
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Fig. 1.20, Gustave Doré and Hélidor Pisan, Isaiah, from La Sainte Bible: selon la Vulgate
(Tours: Alfred Mame et fils, 1866), vol. 2: 12.
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Fig. 1.21, Gustave Doré and Alphonse Gusmand, Isaiah’s Vision of the Destruction of Babylon,
from La Sainte Bible: selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 2: 20.
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Fig. 1.22, Julius Schnorr von Carolsfeld, Isaiah, from Die Bibel in Bildern (Leipzig: Wigrand,
1860): pl. 139.
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Fig. 1.23, Gustave Doré and Ad Ligny, The Ascension, from La Sainte Bible: selon la Vulgate
(Tours: Alfred Mame et fils, 1866), vol. 2: 732.
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Fig. 1.24, detail of figure 1.23.
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Fig. 2.1, Anne-Louis Girodet de Roussy-Trioson, Joseph Recognized by his Brothers, 1789. Oil
on canvas, 120 x 155 cm. École Nationale Supérieure des Beaux-Arts, Paris.
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Fig. 2.2, Gustave Doré and J. Ettling, Joseph Revealing Himself to his Brothers, from La Sainte
Bible: selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 1: 188.
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Fig. 2.3, Colossi at Memnon, from Dominique-Vivant Denon, Voyage dans la Basse et la Haute Egypte (Paris, 1802), vol. 2: pl.44

.

235

Fig. 2.4, Interior of the Temple of Apollinopolis at Edfu, from Dominique-Vivant Denon, Voyage dans la Basse et la Haute Egypte,
(Paris: Promeneur, 1802), vol. 2: pl. 57.

Fig. 2.5, Perspective view of the Great Hypostyle Hall at the Temple of Amun in Karnak, from
Description de l'Égypte, ou, Recueil des observations et des recherches qui ont été faites en
Égypte pendant l'éxpédition de l'armée française (Paris, Imprimerie impériale, 1809-1828),
Antiquities vol. 3: pl. 42.
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Fig. 2.6, Gustave Doré and Adolphe François Pannemaker, Moses and Aaron before Pharaoh,
from La Sainte Bible: selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 1: 228.
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238

Fig. 2.7, Elevation of the Portico of the Grand Temple in Denderah, from Description de l'Égypte, ou,
Recueil des observations et des recherches qui ont été faites en Égypte pendant l'éxpédition de l'armée française
(Paris, Imprimerie impériale, 1809-1828), Antiquities vol. 4: pl. 9.
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Fig. 2.8, John Martin, The Seventh Plague of Egypt, 1824. Oil on canvas, 144.1 x 214 cm. Museum of Fine Arts, Boston.

Fig. 2.9, After Horace Vernet Abraham Dismissing Hagar, from La Sainte Bible: traduite par
Lemaistre de Sacy (Paris: Furne et Cie., 1841), vol. 1: n.p.
240

Fig. 2.10, Horace Vernet, Abraham Dismissing Hagar, 1837. Oil on canvas, 145 x 140 cm.
Musée Des Beaux-Arts, Nantes.
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Fig. 2.11, Gustave Doré and Ad Ligny, Jonah Urges the Ninevites to Repent, from La Sainte
Bible: selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 2: 164.
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Fig. 2.12, Winged human-headed bull (lamassu), c. 721-705 BCE. Musée du Louvre, Paris.
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Fig. 2.13, Eugène Flandin, Facade m, Door k, No. 1, from Monument de Ninive (Paris:
Imprimerie Nationale, 1849-1850),
vol. 1: pl. 45.
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Fig. 2.14, Bas-reliefs Discovered in Nineveh in 1843 and 1844, from Magasin Pittoresque 12
(1844): 284.
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Fig. 2.15, Eugène Delacroix, Death of Sardanapalus, 1828. Oil on canvas, 392 × 496 cm. Musée
du Louvre, Paris.
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Fig. 2.16, Gustave Courbet, The Artist's Studio: A Real Allegory Summing up Seven Years of my
Artistic and Moral Life (detail), 1855. Oil on canvas, 361 x 598 cm. Musée d’Orsay, Paris.
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Fig. 2.17, Gustave Courbet, The Meeting, or “Bonjour, Monsieur Courbet,” 1854. Oil on canvas,
132 x 150.5 cm. Musée Fabre, Montpellier.
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Fig. 2.18, Anonymous engraving, Antiquities of Nineveh, from Histoire du palais et du Musée du
Louvre (Paris : Editions des Musées nationaux, 1947-1971), vol. 9: pl. 77.
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Fig. 2.19, Maurand and Régis, Assyrian Antiquities - View from the South to the North, from
Histoire du palais et du Musée du Louvre (Paris: Editions des Musées nationaux, 1947-1971),
vol. 9: pl. 80.
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Fig. 2.20, Gustave Doré and Ad Ligny, Artaxerxes Granting Freedom to the Jews, from La
Sainte Bible: selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 1: 820.
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Fig. 2.21, Auguste Salzmann, Damascus Gate, 1854-56, from Jérusalem: étude et reproduction
photographique des monuments de la ville sainte depuis l’époque judaïque jusqu’à nos jours
(Paris: Gide et Baudry, 1856): pl. 14.
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Fig. 2.22, David Roberts R.A., Damascus Gate, from The Holy Land, Syria, Idumea, Arabia,
Egypt and Nubia (London: F.G. Moon, 1842-1849), vol. 1: pl. 2.
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Fig. 2.23, Gustave Doré and J. Ettling, Paul Preaching at Ephesus, from La Sainte Bible: selon
la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 2: 808.
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Fig. 2.24, Gustave Doré and Paul Jonnard, Paul Preaches to the Thessalonians, from La Sainte
Bible: selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 2: 796.
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Fig. 2.25, Gustave Doré and C. Maurand, Wedding at Cana, from La Sainte Bible: selon la
Vulgate (Tours: Alfred Mame et fils, 1866), vol. 2: 356.
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Fig. 2.26, Paolo Veronese, The Wedding Feast at Cana, 1563. Oil on canvas, 666 × 990 cm.
Musée du Louvre, Paris.
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Fig. 2.27, Gustave Doré, Christ Leaving the Praetorium, 1867-72. Oil on canvas, 600 x 900 cm.
Musée d’Art Moderne et Contemporain, Strasbourg.

Fig. 2.28, Gustave Doré and Antoine Valérie Bertrand, The Last Supper, from La Sainte Bible:
selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 2: 580.
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Fig. 2.29, Gustave Doré, Flight into Egypt, n.d. Photograph of drawing on woodblock, compiled
by the Mame publishing company in 1868. Bibliothèque du Musée d’Art Moderne et
Contemporain, Strasbourg.
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Fig. 2.30, Gustave Doré and John Quartley, Flight into Egypt, from La Sainte Bible: selon la
Vulgate (Tours: Alfred Mame et fils, 1866), vol. 2: 308.
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Fig. 2.31, Gustave Doré, Jesus Presented to the People, n.d. Photograph of drawing on
woodblock, compiled by the Mame publishing company in 1868. Bibliothèque du Musée d’Art
Moderne et Contemporain, Strasbourg.
262

Fig. 2.32, Gustave Doré and Paul Jonnard, Jesus Presented to the People, from The Holy Bible,
Containing the Old and New Testaments According to the Authorized Version (London; Paris;
Melbourne: Cassell & Co., Ltd, 1888-1892), vol. 2: 185.
263

Fig. 2.33, Gustave Doré and Hélidor Pisan, The Fall of Babylon, from La Sainte Bible: selon la
Vulgate (Tours: Alfred Mame et fils, 1866), vol. 2: 904.
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Fig. 3.1, Gustave Doré and Hélidor Pisan, The Creation of Light, from The Holy Bible containing
the Old and New Testaments, according to the authorised version (London: Cassell, Petter, and
Galpin, 1872-76).
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Fig. 3.2, Gustave Doré and Trichon Monvoisin, The Creation of Eve, from The Holy Bible
containing the Old and New Testaments, according to the authorised version (London: Cassell,
Petter, and Galpin, 1872-76).
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Fig. 3.3, Gustave Doré, Le Tapis Vert (Gaming Table at Baden-Baden), n.d. Oil on canvas, 14 ft. 3 in. x 31 ft. 3 in.
Museum of Fine Arts, Florida State University, Tallahassee.

Fig. 3.4, Gustave Doré, The Triumph of Christianity over Paganism, 1867-68. Oil on canvas, 118
x 79 in. Art Gallery of Hamilton, Tanenbaum Collection, Hamilton, Ontario.
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Fig. 3.5, Galleries on Bond Street, 1868 (Source: Pamela Fletcher and David Israel, London
Gallery Project, 2007, revised 2012, http://learn.bowdoin.edu/fletcher/london-gallery).
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Fig. 3.6, Galleries on Bond Street, 1875 (Source: Pamela Fletcher and David Israel, London
Gallery Project, 2007, revised 2012, http://learn.bowdoin.edu/fletcher/london-gallery).

270

Fig. 3.7, Galleries on Bond Street, 1885 (Source: Pamela Fletcher and David Israel, London
Gallery Project, 2007, revised 2012, http://learn.bowdoin.edu/fletcher/london-gallery).
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Fig. 3.8, Interior of the Doré Gallery, reproduced in Blanchard Jerrold, Life of Gustave Doré
(London: W. H. Allen & Co., 1891): 262.
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Fig. 3.9, Gustave Doré, The Neophyte, 1866. Oil on canvas, 96 x 121 in. City of Los Angeles Art
Collection, Los Angeles.
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Fig. 3.10, Advertisement for the Doré Gallery, Academy Notes, 1883.
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Fig. 3.11, Gustave Doré, Ecce Homo, 1877. Oil on canvas, 20 ft. x 13 ft. 6 in. Petit Palais, Paris.
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Fig. 3.12, Gustave Doré, The Ascension, 1883. Oil on canvas, 129 x 78 in. Bob Jones University
Museum, Greenville, South Carolina.
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Fig. 3.13, Gustave Doré, Christian Martyrs in the Coliseum, 1871. Oil on canvas, 140 x 213.5 cm.
Musée d’art moderne et contemporain, Strasbourg.
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Fig. 3.14, Gustave Doré, The Dream of Pilate’s Wife, Claudia Procula, 1874. Oil on canvas, 77 x 115 in.
Art Gallery of Hamilton, Tanenbaum Collection, Hamilton, Ontario.

Fig. 3.15, “Key to the Principal Figures in the Picture of the Triumph of Christianity,” from
Descriptive Catalogue of Pictures and Drawings by M. Gustave Doré on Exhibition at the
German Gallery, London (London: s.n., 1868).
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Fig. 3.16, Gustave Doré and Paul Jonnard, The Last Judgment, from La Sainte Bible: selon la
Vulgate (Tours: Alfred Mame et fils, 1866), vol. 2: 920.
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Fig. 3.17, Gustave Doré and Paul Jonnard, “Him the Almighty Power Hurled headlong flaming
from the ethereal sky,” from Paradise Lost (London; New York: Cassell, Petter, & Galpin,
1866).
281
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Fig. 3.18, John Everett Millais, Christ in the House of his Parents, 1849-50. Oil on canvas, 86.4 x 139.7 cm. Tate Britain, London.

Fig. 3.19, William Holman Hunt, The Light of the World, 1851-53. Oil on canvas over panel,
arched top, 49 3/8 x 23 l/2 in. Keble College, Oxford.
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Fig. 3.20, Gustave Doré, Moses Before Pharaoh, 1878. Charcoal drawing for steel engraving, 21
¾ x 33 in. Dahesh Museum of Art, New York City.
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Fig. 3.21, Herbert Bourne (after Gustave Doré), Christ Leaving the Praetorium, 1899.
Etching and engraving, 65.5 x 91 cm. The British Museum, London.
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Fig. 3.22, Gustave Doré, Christ’s Entry into Jerusalem, c. 1876. Charcoal, pencil and brown ink
heightened with gouache. 545mm x 838mm. Galerie Eric Coatalem, Paris.
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Fig. 3.23, Tiffany workshop (after Gustave Doré), Christ Leaving the Praetorium,
installed 1884. Stained glass. St. Paul’s Episcopal Church, Milwaukee.
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Fig. 4.1, Gustave Doré and Adolphe François Pannemaker, Christ Fainting Under the Cross,
from The Doré Bible Gallery (Chicago and New York: Belford, Clarke & Co., 1886), no. 86.
288

Fig. 4.2, “Jesus Entering Jerusalem, from painting by Gustave Doré,” from Frederic Farrar, The
Sweet Story of Jesus: The Life of Christ (New York: Commonwealth Publishing Company,
1891): insert, 396-97.

289

Fig. 4.3, “Jesus on the Way to Calvary, from painting by Gustave Doré,” from Frederic Farrar,
The Sweet Story of Jesus: The Life of Christ (New York: Commonwealth Publishing Company,
1891): insert, 492-93.
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Fig. 4.4, “Queen Vashti,” from Thomas DeWitt Talmage, Social Dynamite: Or, The Wickedness
of Modern Society (Chicago: Standard Publishing Company, 1888): 238.
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Fig. 4.5, “The Betrayal. Luke, xxii,” from Dwight Lyman Moody's Life, Work and Gospel
Sermons as Delivered by the Great Evangelist in His Revival Work in Great Britain and America
(Chicago: Rhodes & McClure publishing Company, 1907): 248.
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Fig. 4.6, Raphael’s Madonna della Sedia, from Josephine Pollard, Young Folks' Bible in Words of Easy Reading
(Chicago: R.S. Peale, 1890): n. p.

Fig. 4.7, “Ad-am and Eve Driv-en from Par-a-dise,” from Josephine Pollard, Young Folks' Bible
in Words of Easy Reading (Chicago: R.S. Peale, 1890): 35.
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Fig. 4.8, “He-brews, and Their Mode of Trav-el-ing,” from Josephine Pollard, Young Folks'
Bible in Words of Easy Reading (Chicago: R.S. Peale, 1890): 50.

295

Fig. 4.9, “Ja-cob’s Dream,” from Josephine Pollard, Young Folks' Bible in Words of Easy
Reading (Chicago: R.S. Peale, 1890): 69.
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Fig. 4.10, Gustave Doré and J. Quartley, Jacob’s Dream, La Sainte Bible: selon la Vulgate
(Tours: Alfred Mame et fils, 1866), vol. 1: 140.
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Fig. 4.11, “Jo-seph and his Bro-thers,” from Josephine Pollard, Young Folks' Bible in Words of
Easy Reading (Chicago: R.S. Peale, 1890): 85.
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Fig. 4.12, Frederic Edwin Church, Jerusalem from the Mount of Olives, 1870. Oil on canvas, 6 ft.
10 7/8 in. x 9 ft. 6 in. The Nelson-Atkins Museum of Art, Kansas City, Missouri.
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Fig. 4.13, Engraved key to Frederic Church, Jerusalem, 1870.

Fig. 4.14, Key to Banvard’s Historical Landscape, 1863.
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Fig. 4.15, Gebhard Fügel, Jerusalem Panorama: Crucifixion of Christ, 1903. Oil on canvas, 12 m x 95 m.
Museum Panorama Altötting, Altötting.

Fig. 4.16, Model of Palestine, postcard view by George V. Miller & Co. for the Chautauqua
Press, c. 1910

302

Fig. 4.17, Jerusalem at the Louisiana Purchase Exposition, St. Louis, 1904.
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Fig. 4.18, Mihály Munkácsy, Christ Before Pilate, 1881. Oil on canvas, 13 ft. 7 1/8 in. x 20 ft. 10 3/8 in.
Magyar Nemzeti Galeria, Budapest.
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Fig. 4.19, Mihály Munkácsy, Christ on Golgotha, 1884. Oil on canvas, 15 ft. 1 1/8 in. x 23 ft. 4 ¼ in.
Magyar Nemzeti Galeria, Budapest.
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Fig. 4.20, Gustave Doré, The Vale of Tears, 1883. Oil on canvas, 413.5 x 627 cm. Petit Palais, Paris.

Fig. 4.21, David C. Cook (after Gustave Doré), Sunday School Lesson Card, Genesis, 3:1-15,
n.d. Chromolithograph.
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Fig. 4.22, C. W. Briggs Company, “Isaiah sees Babylon destroyed in a Dream” from the series
“Doré’s Bible.” Collodion on glass, 3 1/4 X 4 in. George Eastman House, Rochester, New York.
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Fig. 4.23, C. W. Briggs Company, “God creates Light” from the series “Doré’s Bible.”
Collodion on glass, 3 1/4 X 4 in. George Eastman House, Rochester, New York.
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Fig. 4.24, C. W. Briggs Company, “The Ascension” from the series “Doré’s Bible.” Collodion
on glass, 3 1/4 X 4 in. George Eastman House, Rochester, New York.
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Fig. 5.1, Cecil B. DeMille during the introduction to The Ten Commandments (1956).
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Fig. 5.2, Movie poster for re-release of The Ten Commandments (1972).
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Fig. 5.3, Gustave Doré and Adolphe François Pannemaker, The Egyptians Drowned in the Red
Sea, from La Sainte Bible: selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 1: 268.
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Fig. 5.4, Gustave Doré and Laurent Hotelin, Moses Breaking the Tables of the Law, from La
Sainte Bible: selon la Vulgate (Tours: Alfred Mame et fils, 1866), vol. 1: 292.
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Fig. 5.5, Movie poster for Dante’s Inferno (1935)
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Fig. 5.6, Gustave Doré and Hélidor Pisan, Dante and Virgil Before Farinata, from Dante’s
Inferno (New York; London: Cassell and Company, 1890).
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Paris: Hazan; Bruxelles: Musées royaux des beaux-arts de Belgique, 2010.
Denon, Dominique-Vivant. Voyage dans la Basse et la Haute Egypte, pendant les campagnes de
Bonaparte, en 1798 et 1799. Londres: Imprimé pour S. Bagster, 1807.

328

Despland, Michael. “To Interpose a Little Ease: Chateaubriand on Christianity and the Modern
World.” Religion and Literature 21, no.2 (Summer 1989): 19-44.
Díaz-Andreu García, Margarita. World History of Nineteenth-Century Archaeology:
Nationalism, Colonialism, and the Past. Oxford: Oxford University Press, 2007.
Didi-Huberman, Georges. Confronting Images: Questioning the Ends of a Certain History of
Art. Translated by John Goodman. University Park, PA: Pennsylvania State University
Press, 2005.
Diederen, Roger. From Homer to Harem: The Art of Jean Lecomte du Noüy. New York: Dahesh
Museum of Art, 2004.
Dolkart, Judith F. ed. James Tissot: The Life of Christ: The Complete Set of 350 Watercolors.
London; New York: Merrell Publishers; New York: In association with Brooklyn
Museum, 2009.
Dominique Vivant Denon et le Louvre de Napoléon. Paris: Librairie Académique Perrin, 1973.
Dominique-Vivant Denon: l'oeil de Napoléon. Paris: Réunion des musées nationaux, 1999.
Doré, Gustave. Scènes de la Bible. Tours: Mame, 1969.
Driskel, Michael Paul. Representing Belief: Religion, Art, and Society in Nineteenth-Century
France. University Park, Pa.: Pennsylvania State University Press, 1992.
Druick, Douglas. “Art from Industry: James McNeill Whistler and the Revival of Lithography.”
Art Institute of Chicago Museum Studies 24, no. 1 (1998): 8-19, 135.
Duncan, Carol. Civilizing Rituals: Inside Public Art Museums. London: Routledge, 1995.
Duroselle, Jean-Baptiste. Les débuts du catholicisma social en France (1822-1870). Paris
Presses universitaries de France, 1951.
Du Saussois, Auguste. Alfred Mame: célèbre imprimeur et éditeur-libraire français..: 18111893. Lille impr. de l'Orphelinat de Don Bosco 1898.
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Genève: Droz, 2005.
––––––. “Le plus illustre des illustrateurs... le cas Gustave Doré (1832-1883). » Actes de la
recherche en sciences sociales 66-67 (Mars 1987): 36-37.
Kaufman, Suzanne K. Consuming Visions: Mass Culture and the Lourdes Shrine. Ithaca, NY:
Cornell University Press, 2005.
Kellogg, Robert L. and Robert Scholes. The Nature of Narrative. Oxford: Oxford University
Press, 2006.
Kessler, Herbert L. and Marianna Shreve Simpson. Pictorial Narrative in Antiquity and the
Middle Ages. Washington: National Gallery of Art; Hanover: Distributed by the
University Press of New England, 1985.
Klapper, Melissa R. Small Strangers: The Experiences of Immigrant Children in America 1880–
1925. Chicago: Ivan R. Dee, 2007
King, Mike. Secularism: The Hidden Origins of Disbelief. Cambridge: James Clarke & Co.,
2007.
Koerner, Joseph Leo. Caspar David Friedrich and the Subject of the Landscape. London:
Reaktion Books, 1990.
Kroyanker, David. Jerusalem Architecture. New York: Vendome Press, 2002.
––––––. Jerusalem Architecture: Periods and Styles: the Jewish Quarters and Public Buildings
outside the Old City Walls, 1860-1914. Jerusalem: Jerusalem Institute for Israel Studies:
Domino, 1983.
Kselman, Thomas. Belief in History: Innovative Approaches to European and American
Religion. Notre Dame, IN: University of Notre Dame Press, 1991.
––––––. Miracles and Prophecies in Nineteenth-Century France. New Brunswick,
N.J.: Rutgers University Press, 1983.
Kunzle, David. “Gustave Dore's History of Holy Russia: Anti-Russian Propaganda from the
Crimean War to the Cold War.” Russian Review 42, no. 3 (Jul., 1983): 271-299.

334

Landow, George P. Victorian Types, Victorian Shadows: Biblical Typology in Victorian
Literature, Art, and Thought. Boston: Routledge & Kegan Paul, 1980.
Larsen, Mogens Trolle. The Conquest of Assyria: Excavations in an Ancient Land. New York:
Routledge, 1996.
Laugerud, Henning and Laura Katrine Skinnebach, eds. Instruments of Devotion: the Practices
and Objects of Religious Piety from the late Middle Ages to the 20th Century. Aarhus:
Aarhus University Press; Lancaster: White Cross Mills, 2007.
Leblanc, Henri. Catalogue de l'œuvre complet de Gustave Doré; illustrations—peinture––
dessins--sculptures--eaux-fortes--lithographies. Paris: C. Bosse, 1930.
Leclerc, Christophe. Gustave Doré: le rêveur éveillé. Paris: Harmattan, 2012.
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Sander, Max. Les livres illustrés français du dix-huitième siècle. Stuttgart: Hoffmann, 1924.
Savart, Claude. Les catholiques en France au XIXe siècle: le témoignage du livre religieux.
Paris: Beauchesne, 1985.
Schaeffer, Jean-Marie. Art of the Modern Age: Philosophy of Art from Kant to Heidegger.
Princeton, NJ: Princeton University Press, 2000.
Schapiro, Meyer. Words and Pictures: On the Literal and the Symbolic in the Illustration of a
Text. The Hague, Mouton, 1973.
Schmid, Konrad. The Old Testament: A Literary History. Translated by Linda M. Maloney.
Minneapolis: Fortress Press, 2012.
Schwain, Kristin. Signs of Grace: Religion and American Art in the Gilded Age. Ithaca: Cornell
University Press, 2008.
Scotland, Nigel. Evangelical Anglicans in a Revolutionary Age, 1789-1901. Carlisle: Paternoster
Press, 2003.
Scott, Malcolm. The Struggle for the Soul of the French Novel: French Catholic and Realist
Novelists, 1850-1970. Houndmills, Basingstoke, Hampshire: Macmillan, 1989.
Seznec, Jean. John Martin en France. London: Faber & Faber, 1964.
Sharp, Lynn L. Secular Spirituality: Reincarnation and Spiritism in Nineteenth-Century France.
Lanham, MD: Lexington Books, c2006.
Sheehan, Jonathan. The Enlightenment Bible: Translation, Scholarship, Culture. Princeton, N.J.:
Princeton University Press, 2005.
Shepard, Elizabeth. "The Magic Lantern Slide in Entertainment and Education, 1860-1920.”
History of Photography 11, no. 2. April-June 1987): 91-108.
Shepherd, Naomi. The Zealous Intruders: the Western Rediscovery of Palestine. San Francisco:
Harper & Row, 1987.
Silberman, Neil Asher. Digging for God and Country: Exploration, Archaeology, and the Secret
Struggle for the Holy Land, 1799–1917. New York: Alfred A. Knopf, 1982.
Silverman, Willa Z. The New Bibliopolis: French Book Collectors and the Culture of Print,
1880–1914. Toronto, ON: University of Toronto Press, 2008.
Solomon-Godeau, Abigail. “A Photographer in Jerusalem, 1855: Auguste Salzmann and His
Times.” In Photography at the Dock: Essays on Photographic History, Institutions, and
Practices, 150-168. Minneapolis: University of Minnesota Press, 1991.

341

Staley, Allen. The New Painting of the 1860s: Between the Pre-Raphaelites and the Aesthetic
Movement. New Haven [Conn.]: Published for the Paul Mellon Centre for Studies in
British Art by Yale University Press, 2011.
Star-Spangled History: Drawings by Joseph Boggs Beale, Magic Lantern Artist, 1841-1926.
Galveston: The Company, 1975.
Sternberg, Meir. The Poetics of Biblical Narrative: Ideological Literature and the Drama of
Reading. Bloomington, IN: Indiana University Press, 1985.
Sternberger, Dolf. "Panorama in the 19th Century." Translated by Joachin Neugroschel. October
4 (Autumn, 1977): 3-20.
Streicher, Gebhard. Vom Bodensee nach Jerusalem: Gebhard Fugel 150 Jahre. Amberg: Büro
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