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Gustave Doré’s History of Holy Russia:
Anti-Russian Propaganda
Jfrom the Crimean War to the Cold War

DAVID KUNZLE

Gustave Doré’s History of Holy Russia! is a largely ignored monu-
ment to French bellicosity towards Russia at the outbreak of the Cri-
mean War. I attempt here a succinct characterization of that extrava-
gant and peculiar work and propose to situate it historically as a propa-
ganda salvo that misfired, both in relation to French public opinion and
the development of Doré’s oeuvre and career. Its subsequent publish-
ing history in the twentieth century is a bizarre story in itself, the pat-
tern of revival corresponding to the pattern of European hostility
towards Russia down to the present.

Those familiar with the reputation and name of Gustave Doré will
be surprised to find him at the origin of such an enterprise, which
accords so ill with the received reputation of this master of hyper-
romantic, escapist illustrations to literary classics. For these, executed
in prodigious quantities from the mid-fifties until his death in 1883, he
gained great wealth and European renown. He was the best known
illustrator of his age, adulated especially in England.

Narrative Themes and Distortions of History

The Picturesque, Dramatic and Caricatural History of Holy Russia
stands poles apart from this consecrated oeuvre; there is also nothing
like it by any other artist.2 A kind of Summum of the various caricatural
styles and graphic tricks, many of them invented or freshly applied by
Doré, it is at the same time a polemic with a serious purpose behind its

1 Histoire pittoresque, dramatique et caricaturale de la Sainte Russie d’apres les chroniqueurs
et historiens Nestor, Nikan, Sylvestre, Karamsin, Ségur, etc., Paris, 1854.

2Rival albums would be Les Cosaques pour Rire, forty lithographic caricatures from the
Charivari by Cham, Daumier (with 19 plates) and Vernier priced at 15 francs and there-
fore nearly ten times the price of Doré’s wood-engraved album, page for page; and a
similar album called Chargeons les Russes by Cham and Daumier, both advertised in the
Charivari of 30 December 1854. Both are concerned only with Russia’s contemporary
political conditions and military intentions.

My thanks go to Alan Wallach for editorial suggestions.



272 The Russian Review

derisively distorted but remarkably comprehensive history.

At once entertainer and propagandist, Doré embraces the contra-
dictions of his role in a self-conscious spirit. Both attracted to and
dismissive of the rhetorical tricks of his sources, he brings himself, as
the “‘lofty and sceptical’’ historian, on stage as he parodies, with an
ingenious array of graphic devices, those who attempt to shed light on
the obscurity of legend and prehistory. Doré thickens the obscurity of
Russian prehistory with a tangle of names of tribes and places and an
equally sticky mess of names of rival authorities, exaggerations both of
the exotic erudition of one of the caricaturist’s principal sources in this
area, Karamzin3 (fig. 1). Doré also mocks Karamzin’s patient disentan-
gling of fact from fiction, which he treats as of equal value, as he works
up his ballad-like reflexes and refrains of murder, fratricide, death by
the “tsar’s cholic” (poisoning), lethal struggles for the throne, and the
eternal Russian march on Constantinople. This is not the place to show
how Doré tampered with his major sources, Karamzin or Ségur,? in this
or that episode.’ It is evident throughout that Doré’s distortions are
governed by two motives: to make Russian history look as grim as pos-
sible and at the same time as silly as possible (fig. 2). From start to
finish, Doré matches his graphic whimsies with verbal follies, indulging
the pleasures of punning to the point that it is often the lure of a pun
that determines the selection of the episode.

It matters little to Doré who was fighting whom and why; it is the
pattern of massacre and counter-massacre with which he hopes to shock
and amuse. The permutation of graphic effects within this pattern was
to Doré one of his primary artistic challenges. He draws upon a
thesaurus of devices for the representation of the various degrees and
modes of killing, bringing variety to the western stereotype of Russian
barbarity and freshness and spontaneity to the cliché of their sempiter-
nal sanguinary traditions.

Even the pacific reign of Yaroslav the Wise becomes the occasion
for foolish jokes whereby enlightenment is brought on a diet of candles
(an ancient topos of Russian barbarism) and the ruler’s legislative
efforts are encapsulated in a tariff of mutilations. Doré cuts imperturb-
ably through the major paradox of Russian history as perceived by the

3Nicholas Karamzin, Histoire de I'Empire de Russie, traduite par MM. St-Thomas et
Jauffret, Paris, 1819. The first 550-page volume of this eleven-volume work, which Doré
did surely no more than skim, contains 86 pages of bibliographical references.

4Phillipe Paul, Général Comte de Ségur, Histoire de Russie et de Pierre le Grand, Paris,
1829.

S5Cases in point would be the revenge of Olga on the Derevlian envoys, and her use
of birds as firebrands to ignite Korosten. Karamzin, vol. 1, pp. 195, 200, Doré, Histoire
Dramatique, Horay edition, 1967, pp. 13, 19; subsequent references, if otherwise unattri-
buted, are to this edition.
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West: the price of efforts to westernize, that is civilize, the nation was
paid in ‘‘oriental’’ barbarisms of coercion.

The progress of the Russians through their historical development
is accomplished by the knout. Doré reaches a satirical plateau, both
graphically and verbally, with his extensive, Rabelaisian disquisition on
this instrument, which he represents as the quintessence of Russian law
and society, in the spirit of a contemporary polemic, which he probably
knew, The Knout and the Russians.

As he piles horror upon horror, Doré coquets with his fear of
blunting his readers’ sensibilities. He pretends to quail before the reign
of Ivan the Terrible and to be disposed to summarize it, with a neces-
sary decency, in a single black blot. But he immediately returns to his
task with a new relish and a picturesque rendering of new panoplies of
torture (fig. 3). Relief from the litany of cruelty only comes with Peter
the Great, where Doré follows Ségur and the received opinion of the
time in his mixture of horror at the tsar’s punishments and admiration
for his efforts towards modernizing the realm. In general, however, the
latter are trivialized and the gigantic and costly achievement of building
St. Petersburg in a marsh is the occasion for the author’s dazzling
demonstration of command over the ‘‘text-image disjunction’’ peculiar
to cartoon and comic strip art: the text represents the claims of Peter’s
propagandists; the image the reality of his crimes, the ‘‘common fac-
tor’’ and pivot being in many cases a pun (fig. 4).

With Catherine the Great, Doré again reveals a certain
ambivalence, with a pro forma recognition of her ‘‘greatness’ and at
the same time a scurrilous twisting of her reforms into atrocities (the
schools she founded, for instance, turn out to be ‘‘geological’’: Siberian
slave-labor mines).

1812, an obvious turning point in Russian history, is marked by a
break in Doré’s narrative style, with the only completely textless page,
showing the burning of Moscow and a couple of very trite allegories of
the triumph of Winter. Doré himself can hardly have believed such
clichés, but they served as a mask for the unrepresentable: the massive
defeat and loss of life among Frenchmen and the beginning of the end
of Napoleonic glory. ‘1812 had already figured in Doré’s history as a
refrain, a premonition; and afterwards, this date was to be rammed
down the Russian throat.

The reign of Nicholas I brings the narrative up to date. Doré is
now illustrating the vision of the Marquis de Custine: universal servil-
ity, militarization, and oppression. He then passes to the opening of

6Germain de Lagny, The Knout and the Russians, New York, 1854 (originally pub-
lished in Paris in 1853).
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hostilities in the Balkan war, which was the prelude to the Crimean
War. The war is the tsar’s great gamble, as he rolls his dice over
Europe; and his action is the military-political extension of the mania
for gambling among the Russian landowners generally, who play for
high stakes, including serfs—whom Doré represents as rolled up in
bundles like banknotes.

A quarter of century before, Turkey was the vile oppressor of
Greek Christians. Now, she is the blameless victim, bullied by the
arrogant Russian Prince Menshikov. Under pressure, as journalist as
well as satirist, to document some of the complexities of the negotia-
tions preceding the war, Doré allows text in the form of long speeches
to predominate for several pages. His reportage is spiced with his own
parody of classical oration, political harangue, and biblical chronicle,
hysterically exaggerated and couched with a Rabelaisian luxuriance,
which acts as a very thick sugar-coating to a very bitter pill: Russian
aims to absorb the Turkish empire. Dropping now into ballad doggerel
saturated with bizarre rhymes and compulsive puns, Doré depicts the
tsar, in his rashness, overriding his advisers. This was, no doubt, the
view of the French press, which sought to reassure the public that their
enemy was only one megalomaniac individual, the tsar, and not a whole
nation. The folkish (and childish) ballad form (to be sung ‘‘to the tune
of the Good King Dagobert’’) may in itself have served to defuse fears
engendered by Russian belligerence; and indeed, the very form of cari-
cature with its childish regressive characteristics may serve such a func-
tion, especially in the case of Doré whose thematic and stylistic crudi-
ties are extreme. But the ‘‘magical’’ capacity of caricature to degrade
and injure had to be reserved for the enemy; it is significant of the
whole enterprise that Doré shows inexhaustible facility and energy for
the depiction of Russians in suicidal and internecine blood-letting, but
cannot confront the Russian capacity to kill foreigners.

How does Doré deal with the total destruction by the Russian
navy of the Turkish fleet, with great carnage of Turkish sailors, at
Sinope in November 1853? This, the single event of the pre-Crimean
stage of the war, which did the most to rouse alarm and anger among
the Western allies, and which was propagated by their press as the
foulest military atrocity, is sloughed off by Doré as an implied Russian
defeat (p. 92) following and akin to the bombardment of Odessa.

There remains to be considered another lesser, but curious factor,
which made for distortion of Russian history. On several occasions
Doré infiltrates present French concerns about domestic abuses, which
must inevitably undermine the historicity of the situation he ostensibly
describes. Let us take, for instance, the parodistic eulogies by partisans
of rival candidates for the throne after the death of Vladimir (p. 23).
These appear as captions to pictures of mutual extermination by the
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Russian parties in question, but surely reflect Doré’s cynicism about
electioneering and other democratic or pseudo-democratic processes
characterizing both the French Republican regime, which introduced
universal manhood suffrage in 1848, and the new Napoleonic regime,
which had based its authority on the plebiscite. For the politically con-
servative Doré, democratic debate was the prelude of anarchy.

At the same time, as a caricaturist for papers with Republican
sympathies, Doré suffered from the severe restrictions placed on the
opposition journals by Napoleon III and subscribed to the popular view
of the press, generally, as an instrument of resistance to authority.
Quite inaccurately, Doré attributes the introduction into Russia of the
printing press and the spreading use of books to the subversive desire
of the lower orders, the muzhiks who set up clandestine presses in the
forests, in order to plague and haunt the tyrant Ivan the Terrible. Yet
Doré must have read in Ségur’ that Ivan himself introduced printing
into Russia.

Again, also with respect to censorship, we find feigned self-
censorship in treating the reign of Catherine the Great, in Doré’s time
as since perceived as an era of fabulous debauchery. The playful inter-
lude here (pp. 66-67) starts with a ‘‘decently indecent’ academic orgy
scene, with which Doré mocks the ‘“morality’’ of his artistic and politi-
cal rivals, the academic painters. Summoned not to shrink before the
disgusting naked truth, Doré imagines himself challenged in turn by his
inner censor, symbolized by his bashful pencil, then his publisher, and
finally the Law (fig. 5). By court order, the publisher de Bry, whose
contract with the artist would have forced him to render the truth, how-
ever dreadful, is made to place a vine-leaf (i.e., figleaf) over the whole
scene. This episode, redolent of the legal and other manoeuvres the
opposition press had engaged in since 1830 and resumed under the
harsh regime of Napoleon III, with respect to political censorship, re-
minds us of the collateral moral censorship, which was to become
notorious in the history of French literature, with the prosecution in
1857 of Madame Bovary and Les Fleurs du mal.8

Doré’s work ends with thirteen pages of cartoons, all but one of
full-page size, which expose the lies, hypocrisy, and foolish ambition of
the tsar, and try to reassure the French public of imminent victory at
no cost to themselves and as little as possible to the Russian people. In

THistoire de Russie, p. 200

8Less well-known, but antedating Doré’s book by a year, was the prosecution of the
Goncourts for a description of a Diaz painting showing naked lovers embracing; Doré
had himself protested the institution of preventive censorship in the Journal pour rire in
1852. (F. W. J. Hemmings, Culture and Society in France 1848-98, London, 1971, p. 61
ff., p. 73n).



Plus loin, mon crayon s'arrdte scan-
dalisé devant les pages de Karamsin, et
refuse de me rendre plus longtemps
ses services. Je le prie, je le supplie, en
lui représentant mon désir de me faire
connaitre; il hésite un instant.

Rien n’est fantasque et minaudier
comme mon crayon, quand il est aux
prises avec la pudeur, d'une part, et
la démangeaison de se produire, de
l'autre,

Mais les choses ne se passent point comme cela. Mon éditeur, avec lequel j'ai traité
de commenter par le crayon autant que par la plume tous les régnes de cette grande
histoire, vient me rappeler mes engagements, en m’accusant de déguiser ma mauvaise
volonté sous des prétextes d'impuissance. Ce n'est pas que M. Bry ne soit un homme
décent, bien au contraire, c’est I'éditeur convenable par excellence; et sa pruderie de
libraire devient mé&me proverbiale; mais, en Frangais de Paris qu'il est, il demeure
convaincu que la gafté peut et doit tout habiller agréablement.

11 s’approche enfln de mon oreille, et
me dépeint, en quelques mots, ce que
serait la reproduction dessinée des pages
suivantes : ma rougeur seule et le trouble
de mes traits doivent vous donner une
idée suffisante de ce que je m’entends
dire,

Aux accusations de déloyauté et aux
menaces de procés, je dois m’exécuter.
Mais, comment ferai-je, mon Dieu?
Maudit soit le jour ou j'entrevis pour la
premiére fois le visage d’un éditeur !
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the next to last drawing (fig. 6), Achille Champavert, the typical French
soldier, softens and shed tears over the suffering of the Russians, but
he finally leaps over the ship’s gunwhale eager to engage the enemy
and to save ‘‘having to kill too many of them fine fellows.””® The opti-
mism was misplaced; and the killing of so many fine fellows on both
sides, which immediately followed the publication of Doré’s book, con-
demned it to oblivion, as we shall see.

The Genesis, Uniqueness and Failure of the History

Let us now view the personal circumstances in which Doré under-
took his History and the paradox of its suppression. When Doré pub-
lished his Picturesque, Dramatic and Caricatural History of Holy Russia in
1854, he was a fiercely ambitious twenty-two year-old with a minor
reputation and an eight-year long career behind him as a caricaturist for
the popular Paris weekly Journal pour rire, published by Charles Phili-
pon (best known as publisher of Le Charivar). Doré was also the
independent author of several caricatural, satirical albums. He made
his first major escape from what he experienced as the drudgery of
work for a comic journal in mid-1854 with his extremely successful
illustrations to Rabelais, which brought his name before a wider public.
Meanwhile the war against Russia had broken out and the French had
sent troops to the Black Sea. The thirteen pages of allegorical cartoons
tacked on after the ‘“Moral”’ and ‘‘Epilogue’’ to Doré’s History of Holy
Russia, in what is otherwise a quite different graphic mode, suggest that
Dor¢ first responded to the war with conventional, Charivari-style car-
toons. But the Charivari, already filling with lithographs on the war by
its regular contributors Cham and Daumier, had no use for them, nor
had Doré’s regular outlet, the strictly non-political Journal pour rire.
Doré¢ reacted in characteristic fashion by immensely enlarging the scope
of his enterprise: instead of a series of single cartoons about the Rus-
sian threat in 1854, he would do an extensive narrative, to comprise
eventually over five hundred drawings (as he estimated on the title
page) on the long, continuous history of Russian barbarism from the
earliest beginnings down to the outbreak of the war.

The Picturesque, Dramatic and Caricatural History of Holy Russia is
unique in several respects, both within the artist’s oeuvre and the tradi-
tion of nineteenth-century graphic art. It is, first of all, the only major

9This cartoon was presumably conceived at the time the French army was preparing
to cross the Black Sea for Sevastopol (the crossing took place in September 1854); lack of
explicit reference to the fortress-port that was to be on every Frenchman'’s lips within a
month or two, or to the costly victories of Alma and Balaclava, indicates the whole book
was completed some time in August, at which time there is also a conspicuous hiatus in
his contributions to the Journal pour rire.
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work (discounting the much smaller comic albums he did in his teens)
that he both wrote and illustrated, of which the entire conception and
execution (excluding the actual engraving) was completely his own.
Second, it is the last major consistently comic work he executed, and
represents a culmination of his youthful phase as a caricaturist.!0 Third,
while it is primarily a pictorial work, rather than an illustrated text, the
captions have a peculiar, pun-laden wit of their own, and there are
several pages with large blocks of writing that testify to Doré’s consid-
erable skills as a literary parodist in a Rabelaisian vein. Fourth, in
terms of the major categories of graphic art in the period, it is by far
the largest comic strip album of the century. It is also, by any stan-
dards, one of the funniest and most imaginative, deploying a dazzling
array of graphic devices. Finally, it is the most thoroughly political,
polemical, and topically relevant graphic work of Doré’s vast oeuvre.

Despite all these exceptional features, and partly at least because
of them, the History of Holy Russia is the least known of Doré’s major
productions. Doré himself seems to have suppressed it, never speaking
of it to anyone. When interviewed in the days of his greater fame,
Doré was altogether dismissive of his youthful efforts in caricature.
Most biographers and critics from 1861 onwards ignore the book or
limit themselves to giving the title; barely any show signs of having
looked into it, and none of appreciating its unique character.!! There
are of course broad reasons why writers should ignore Doré’s political
persiflage, which clearly threatens the image of the artist as the immor-
tal illustrator of immortal literature; and there are other reasons, expli-
cable in terms of the accredited bourgeois hierarchy of artistic styles, to
ignore his major independent work in the ‘‘inferior’’ genre of carica-
ture. But it is more puzzling to find that even historians of caricature
have been unable or unwilling to fit it into the mainline tradition of
political cartooning. Apart from the question of its availability, I am
tempted to wonder whether its moral, political, and physical enormity
has not conspired against it.

10He continued to furnish the Journal pour rire with cartoons until well into 1855, but
the bulk of his comic drawings precede the Russia book.

1IThe earliest biographical notice, Lemercier de Neuville, Les Figures du temps. Notices
biographiques..., Paris, 1861, fails to mention the work at all. Most surprising is the omis-
sion of the Holy Russia from the big compendium on caricature history by Arséne Alex-
andre, Les Moeurs et la Caricature en France, Paris, 1888, pp. 328-332. The full-scale
biographies of Blanche Roosevelt (Life and Reminiscences of Gustave Doré, New York,
1885) and Douglas Jerrold (Life of Gustave Doré, London, 1891) are embarrassed by, or
discount, the work, and J. Valmy-Baysse, Gustave Doré. Bibliographie et catalogue complet
de l'oeuvre par Louis Dézé, Paris, 1930, gives only a perfunctory description. The British
Library and French National Library catalogues both fail to credit Doré as author. Com-
pare L. R. Varshavskii, Giustav Dore, Moscow, 1966.
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Commercially, Doré’s audacious venture appears to have failed in
its own time. The first and only nineteenth-century edition, published
by de Bry in 1854, was produced very cheaply, on newsprint paper, and
priced very low, at four francs, even less than the very much smaller
lithographic Travaux d’Hercule, which Doré had published some years
before. The use of wood-engraving rather than lithography allowed for
a large, cheap printing, and there can be little doubt that Doré hoped
for a broad market; but I have seen no advertisement for Holy Russia.
One would expect a major work by an emerging young artist, the favor-
ite and protégé of Charles Philipon (major publisher of caricature maga-
zines of the age and patron of Daumier) to have been advertised in one
of Philipon’s journals, but this appears not to be the case. Nor have I
found a review. One may hypothesize that Doré’s project, novel in so
many ways, was not exactly welcomed by the publisher, de Bry, who
consented only because of the great success of Doré’s Rabelais edi-
tion,12 about which he had also initially had doubts; and that the Holy
Russia (an entirely different proposition altogether) was financed wholly
or in part by Doré himself. This would have been characteristic
behavior of the notoriously pushy young artist.

There was another commercial problem with the distribution of
the book. The novelty of its format foreclosed what had by now
become the easiest way of selling a popular illustrated work of any
length, that is, by installments like the Rabelais edition, which had
appeared in seven parts at one franc ten centimes each. Holy Russia (at
four francs) must appear all at once or not at all and, given the propi-
tiousness of the current political situation, quickly. The popular illus-
trated edition of Custine was also in preparation at this time.!3 Speed of
execution of the drawings was no problem to Doré, but he must have
ridden herd on his team of engravers, the name of whose head he
credits on the title page in letters spaced and sized almost as prom-
inently as his own: ‘“500 illustrations: gravées sur bois par toute la
nouvelle école, sous la direction générale de SOTAIN.”” Sotain had
headed the same team that engraved the Rabelais illustrations and must
have been inured to Doré’s methods; but it cannot have been easy for
them to cut drawings using so many different styles at once, compared
with the relatively stylistic homogeneity of the Rabelais.

12Qeuvres de Rabelais, Paris, 1854.

13See note 15 below. Custine’s avertissement to this edition is dated June 15, 1854,
although the publication date is given as 1855. Doré’s Rabelais edition was on sale by
July (it was reviewed in Alexandre Dumas’ Mousquetaire for July 8), so that one may
assume Doré was working intensively on Holy Russia soon afterwards.
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Doré was probably in an even greater hurry than usual. But
events still moved too fast for him. His fervor of execution was borne
on a wave of simple-minded patriotism and russophobia. He may even
have hoped to ingratiate himself with official circles promoting the war.
But these points of support, seemingly solid in 1854, soon weakened.

Why Doré Misfired

The great fear inspired by Russia in the mid-nineteenth century,
as still today, was due not least to her enormous size, straddling two
continents. She was reputed to have a gigantic army, 300,000 men
actively under arms and three quarters of a million, even a whole mil-
lion available.!4 To the French, whose population had declined in pro-
portion to other, faster-growing major European powers, the Russian
supply of manpower appeared unlimited. Russia was an ogre from the
age of Genghis Khan, an antediluvian giant whose efforts to advance
from a ‘‘natural’’ state of barbarism posed a threat to the very existence
of European civilization. Defeated by Russia in 1812, occupied by Rus-
sian troops in 1815, France feared that the ogre might be hungry for
more than just French culture. In recent years Russia had suppressed
nationalist-democratic insurrections in Poland and the Austrian Empire,
had twice defeated Turkey, and threatened to dismember altogether the
domains of the sultan.

The French travel-writers of the years preceding the Crimean War
vied with each other in their invective. In the best-selling book by the
Marquis de Custine, to whom Doré explicitly refers, and to which we
shall return more particularly, Russia was ‘‘the dreariest, most monoto-
nous, most barren country on earth.”’!S> He denied that it was a country
at all. Its population was literally subhuman, endowed with no greater
consciousness than that of savages or animals—like the walrus and
polar bear, no doubt, whose sinful union, according to Doré, produced

14Lagny (The Knout and the Russians, p. 26) put the figure of ‘‘active or quasi-active
men’’ at one and a half million. I am informed that a Soviet historian has recently estab-
lished that, on the eve of the Crimean War, the Russian army numbered 1,118,000, not
counting reserves; see L. G. Beskrovnyi, Russkaia armiia i flot v XIX v., Moscow, 1973, p.
16.

I5Custine, Marquis de, La Russie en 1839, 3rd ed., Paris 1846, p. 136. The success of
the book was prodigious: a note to the second edition cites four pirated editions published
in Belgium, England, and Germany. (One of the pirated editions, the ‘‘Sth’’ of 1844,
published in Brussels, contains a witty and scathing critique of the work by a Russian.)
According to the illustrated edition of 1855, 160,000 copies were sold in France, and
foreign sales accounted for another 200,000 copies. Feeling against Russia at this time
was further exacerbated by the publication by the rightist Emile Montégut of an article
called ‘‘De I’'ldée de la Monarchie Universelle” in Revue des Deux Mondes for July, 1854
(Dieter Groh, Russland und das Selbstverstindnis Europas, Neuwied, 1961, p.199; my
thanks to Hans Rogger for directing me to this work).
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the first Russian. The country was commonly described as a prison, an
“immense barrack, in which everyone is under arrest’’; a patchwork of
races was held together by a ‘‘monstrous machine,”’ the Russian army,
which exercised ‘‘an inexorable discipline, the workings of which abso-
lutely stupefy the mind.”’16

The discipline exacted in the Russian army, cruel even by British
standards and crueller still by French, was a leitmotif of the books on
Russia of this period and was projected back by Doré into his reading of
the whole of Russian history. We cannot doubt that, coerced by his
lord into the army, miserably paid, fed and clothed, with very little
chance of advancing through the ranks, the common soldier was a piti-
ful sight. Daumier depicts him repeatedly, in early and mid-1854, in
comic degradation, a famished wretch conscripted by the knout and
drilled by the knout. ‘““When once a man is enlisted, the brutality of
his instructors, the cruelty of his officers, the privations of every
description which he has to undergo, and the passive, animal-like sub-
mission to the regulations of a torturing system of discipline, soon
reduce him to the level of a mere walking machine.”’17

Yet this walking machine was shortly to astonish Europe by his
resilience and courage against the finest troops of France and England.
At the time Doré was at work on his book, the great pitched battles and
siege of the Crimean War had yet to be fought, although disease was
already taking a disquieting toll among the allied armies. The grisly
stories of slaughter and suffering in the Crimea, which gradually filtered
back to France through letters and the uncensored British press, can-
not, of course, have affected the conception of Doré’s work, but (as we
shall see) they may well have prejudiced its reception. What was comic
hyperbole in Doré came too close to the reality that followed. After
forty years of European peace the casualties on the allied side seemed
appalling; on the Russian side they were far worse.!8 The new technol-
ogy of war, especially the use of deadly and erratic artillery round shot
(such as the French were spared in Algeria), tended to chop up bodies
rather as Doré shows them chopped up by the sword and ax. One
could see the balls bouncing towards one and observe how ‘‘with a
peculiarly distinctive thud bodies would be cut in two or limbs or heads
knocked off.”> The grisly vision of Doré was acted out on the
battlefield: an English soldier was shocked to see a Zouave tip a body

16 acroix, Frédéric, Les Mpystéres de la Russie. Tableau politique et moral de I'Empire
Russe, Paris, 1845, p. 329.

V"Lagny, The Knout and the Russians, pp. 29, 35, 47, and 189.

18<“The losses in battle were: allies 70,000 men, Russians 128,700; and the total losses,
from all causes and in all theatres of the war: allies 252,600 ... Russians 256,000 men.”
(Encyclopedia Britannica, 11th ed., vol. 7, p. 453b, citing Berndt, Die Zahl im Kriege).
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into a grave and then pick up a loose leg and stick it in the corpse’s
crotch. Battles were described as ‘‘abattoirs.”” Many Doré drawings
read like descriptions of the hospitals in Scutari, where the surgeons
worked ‘‘arms covered in blood, the floors strewn with limbs just
amputated and slippery with gore.”’19

By 1855, Doré was no longer just funny. His grisly chronicle had
been overtaken by history. His absurdism took the Russians and the
incipient war too lightly. It may be that his satire would have missed its
mark whatever the direction of the war and public opinion. The artist
was caught between the contradictory impulses of making the Russians
look as wicked as possible and as absurd as possible. If he had done
the one rather than the other, he might have had more success with the
public. His parodic mode, moreover, was a new one. Topffer, Cham,
and Daumier, models for caricatural travel tales and comic mythologies,
could offer little guidance to Doré as he embarked upon an enterprise
such as no caricaturist or illustrator had attempted. Parody of ancient
myth, a well-established literary and graphic genre, was one thing;20
parody of the whole history of a vast and menacing empire was another.
Sharing the widespread fear of Russia, and at the same time able to
take a comic view of it, Doré sets out both to satirize the enemy and to
parody the excesses of his fellow critics. Like Rabelais, whose master-
pieces he had just finished illustrating, he invents a satirical method
that leads him into self-parody; a russophobe himself, he mocks the
litanies of russophobic writing. But russophobia had spent itself.

The political atmosphere in the latter part of 1854, when the book
first appeared, was conducive to good initial sales; cartoons against the
Russians proliferated, and hopes for a quick victory ran high. But as
the year 1855 ran its course and the war dragged on, failures before
Sevastopol, mounting casualties, and stories of extreme suffering and
military mismanagement began to affect the public mood. Cartoon pro-
duction around the Crimean War (in the Charivari) fell off markedly,
and Doré may have found his book stagnating in the bookstores. Early
in 1854 patriotism and love of military glory had produced general
acceptance of the war effort, but there was never any deep-seated con-
viction and determination in its favor. Later casualties, sufferings,
expenditure, and lack of victories caused the public mood to ‘‘wilt to
deep discouragement.”’2! It would therefore seem that Doré’s virulent

Y Arthur J. Barker, The War against Russia 1854-56, New York, 1971, pp. 119, 115ff,
189.

2For example: Daumier’s famous Histoire Ancienne series (1841-43) and Doré’s own
little album, already mentioned, Les Travaux d’Hercule, published in 1847 when the artist
was sixteen years old.

2lLynn Case, French Opinion and War and Diplomacy during the Second Empire, Philadel-
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and absurdist satire, which spoke to an unqualified optimism towards
the war, suffered in a climate of popular opinion that had probably
never been enthusiastic in the first place, and which rapidly degenerated
at a time when the book should have enjoyed accelerating sales. Doré
failed; or rather, historical events that conditioned the public mood
failed him. The peace negotiations of early 1856, when Napoleon per-
sonally initiated and propagated a diplomatic embrace so sudden and
warm as to astonish the French public and offend the British govern-
ment, may have actually required the complete withdrawal of Holy Rus-
sia from the bookstores.

Doré drew certain conclusions from his failure. He decided that
the absurdist comic mode into which he slipped with such facility was
inappropriate to the gravity of the theme, which he henceforth dealt
with in serious illustrations and painting; and further, that exploitation
of his comic gifts only served to lock him more tightly into a profes-
sional categorization under which so many caricaturists of the age
chafed (and no one more than he), and which held out too little social
or economic reward. Doré’s ambitions now turned in a decisive new
direction. In 1855, a tremendously productive year, he conceived a
uniform edition of illustrated world literary masterpieces (he became
famous—or notorious—for his boast *‘;’illustrerai tour’); he followed up
his great success in Rabelais illustrations with many other book illustra-
tions, among them Balzac’s Contes Drolatiques, which sealed his reputa-
tion. He also found more dignified outlets for his patriotic sentiments
about the Crimean War, first in a huge painting depicting the battle of
Alma, which was exhibited at the Salon with some critical success in
the spring of 1855, and second, by founding with Philipon a journal
called the Musée Anglais-Francais, to which he gave a large number of
serious, documentary, and sentimentally pro-French (rather than satiri-
cally anti-Russian) illustrations from the Crimea.

Twentieth-Century Editions

Ignored and ineffective in the nineteenth century, Doré’s History
of Holy Russia was revived in the twentieth century for purposes of
anti-Russian and anti-Communist propaganda. There have been five
editions: German ones of 1917, 1937, and 1970, a French one of 1967,
and an American one of 1971. Articles on the book have also appeared
at historically critical junctures. The first of these articles was published
at an early stage of the First World War in Kunst fiir Alle?? by Karl Voll

phia, 1954, p. 50.
22Vol. 30, 1914-1915, March, 1915, pp. 299-304. See also ‘‘Geschichte des Heiligen

Russlands. Eine Folge von Holzschnitten von Gustav Doré,” Kunst und Kunstler, X111,
Heft 7, April, 1915, pp. 307-310, a shorter article also inspired by the political moment.
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under the title “‘Die franzosische Russenliebe im Wandel der Zeiten
und Dorés Histoire de la Sainte Russie.”” Voll notes the historical irony
that the ‘‘same’ French now proudly allied with the Russians against
““German barbarism’’ held a very low opinion of Russian civilization in
the nineteenth century. Voll’s ringing praise of Doré’s album is clearly
touched by its political timeliness in 1915. Sharing the evident con-
tempt in which the French held Russia in 1854, and Doré’s grotesque
gloating over the long history of Russian internecine cruelties, Voll
imputes to Doré an impartiality that the artist openly mocks. Accord-
ing to Voll, Doré has undertaken to depict the horrible sequence of
barbarities ‘‘without softening anything or passing anything over in
silence.”” In other words, Doré is true to historical reality. Voll’s
praise of the book as ‘“‘one of the most brilliant creations of the great
draftsman’ implies, 1 think (given the conventions of art history in
making such judgments) that he believes it represents a higher kind of
truth (when did Great Art ever lie?).

The timing of the first complete (or almost complete) reprint of
Doré’s book, the 1917 Munich edition,23 marks it in a general way as
part of the war effort; but the preface, dated March 1917, without
specifically mentioning the revolutionary activity in Russia, seems to
take sympathetic cognizance of the Russians’ own resistance to the his-
toric tyranny. On March 15 (n.s.) the tsar abdicated and a Provisional
Government was installed. The German government, which helped
move Lenin from his Swiss exile back to Russia, had every interest in
aiding the overthrow of tsarism; the publication of Doré’s book was
probably perceived as not only reinforcing the will to resist Russia from
without but also somehow aiding the resistance to tsarism from within.
Hence the relatively moderate tone of Peter Scher’s preface. Neverthe-
less, little of this large edition? may have reached the public, for at the
beginning of peace negotiations between Germany and revolutionary
Russia (early 1918) the German government ordered the book to be

23Das heilige Russland. Mit 477 Bildern. Verdeutscht und hrsg. von Peter Scher, Mun-
ich, 1917. The figure ‘477" represents a subtraction from the ‘500" given on the title
page of the first edition, an estimate that is actually too low. The statement that ‘‘the 33
[sic—should be 23, by my count of the missing drawings] suppressed drawings were no
doubt those [considered by the Germans] insufficiently hostile to Russia” (Valmy-
Baysse, Bibliographie, p. 51) has been repeated since, but is unsubstantiated and
demonstrably unfair. The suppression of the 23 drawings was not political but largely
technical and aesthetic. Changes in the captions have a similar rationale. On the other
hand, the La Fontaine fable cartoon (p. 97) was eliminated perhaps because of fortuitous
resemblance of the Russian Wolf to the German Kaiser, complete with eagle helmet; the
last full-page cartoon (French soldier leaping out of a boat to get at Russians) might have
been dropped because it showed the (now enemy) French in a heroic role.

24published by the large and prestigious art-publisher Albert Langen, it identifies (in
the copy I used) the print-run as ‘‘fourth to sixth thousand.”
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bought up in the bookstores and destroyed. The fate of the second
German edition of 1937, entitled The most picturesque, enthralling and
strange history of Holy Russia®> is even more curious. It was originally
published, apparently before Hitler came to power, in a ‘‘Liebhaberaus-
gabe’” (collector’s edition) and acquired a reputation among
bibliophiles. With the advent of Hitler, it got into difficulties but the
government’s position towards it was unclear and contradictory. Goe-
ing supposedly intervened on its behalf, but the Propaganda Ministry
condemned the translator, Oskar Weitzmann, for his work on the book,
to a ban on writing (Schreibverbor). The History of Holy Russia was
characterized as pro-Bolshevik propaganda, since its depiction of tsarist
atrocities appeared to justify the Revolution. By this time half of the
edition had been delivered to subscribers, and the rest was left
unbound in the warehouse. Then the Nazi chef-kommentator Hans
Fritsche declared the book acceptable but upheld the ban on political
grounds. Most of the warehoused copies were burned in the bombing
at the end of the war in 1945, the rest destroyed by employees of the
warehouse in fear of the approaching Russians.

The 1970 edition with a postface by Francois Bondy26 reflects a
very different phase of German history—that of the Federal Republic’s
Ostpolitik (attempt to improve relations with the German Democratic
Republic and other nations of Eastern Europe). Bondy calls the History
of Holy Russia a persiflage, and quotes Konrad Farner’s monograph on
Doré, where it is characterized as ‘“‘a grotesque distortion of history ...
and yet a unique artistic achievement.”” A contemporaneous German
journalistic judgment notes that it is a ‘‘destruction of history.”” The
rationale for the 1970 edition, far from being one of simple hostility to
Russia, lay in an attempt, within a current of rising interest in Doré
among Germans, East and West,?’ to place the bias of earlier German
editions and Doré’s original conception in historical perspective,
explaining, without justifying, its anti-Russianism.

America did not produce an edition during the height of the Cold
War, but the book was conscripted in March 1951, at an early phase of
the Korean War and McCarthy period, for a feature article in Life
headed ‘‘Like Czar, like Commissar. 100 years ago barbaric despotism

25Die Aeusserst anschauliche, fesselnde und seltsame Historie vom Heiligen Russland,
herausgegeben und neu Ubersetzt von Oskar Weitzmann. Im F. W. Hendelverlag zu
Meersburg am Bodensee und Leipzig. The date 1937 does not appear on the copy I saw
but is confirmed in the Gesamtkatalog Deutscher Titeldrucke.

26This is a facsimile of the 1937 Meersburg am Bodensee edition. Bondy’s preface is
our major source on the fate of previous German editions.

27Konrad Farner’s flowery and pompous Gustave Doré, der industrialisierte Romantiker
was published in Dresden in 1963.
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ruled Russia as it does today.”’?8 The article reproduced a large number
of drawings from Doré’s History of Holy Russia to accompany extracts
from the Marquis Astolphe de Custine’s La Russie en 1839, which had
just been published in New York in its first English-language edition
and retitled, significantly, Journey for our Time.2 This virulent, unre-
lievedly anti-Russian four-volume work by a conservative French aris-
tocrat was based on a two-and-a-half month visit made in 1839. It is
described in the introduction to the 1951 New York edition by
Lieutenant-General Walter Bedell Smith, a former ambassador to Mos-
cow (1946-49) as ‘‘the best work so far about the Soviet Union”’ and
evidence of the ‘‘measure to which the Stalinist regime is turning the
clock back in Russia.”” Stalin is compared to Tsar Nicholas 1. Bedell
Smith also claims that the Soviet Union had published an abridged edi-
tion of Custine, complete with Doré drawings, which was later black-
listed when it was discovered that a parallel was being drawn with the
country under Stalin.3® Custine’s book had been discovered by a
member of the diplomatic corps in Moscow, and it soon became
required reading in the embassies. Life used Doré to reinforce the
message of Custine, with a centerspread of vignettes from the History of
Holy Russia headed ‘“War, Gore, Patricide, Turk Trouble.”” While
admitting that Doré had invented a great deal—‘‘names, facts, and
dates’’—and that he wallowed in puns and jokes, the article stressed
that he had followed the (implicitly, objective) accounts of life in Rus-
sia by Custine and others, and that for all its extravangance, the book
stands as a biting indictment of the continuing tradition of Russian bar-
barism and tyranny. Life could not resist indulging in a bit of extrava-
gance and distortion of its own, ‘‘improving’ a Doré caption so that he
appears to inculpate the Revolution, as well as an early Russian ruler:
the Doré caption ‘‘...ne peut-elle [Olgal songer a cet attentat a la morale
publique sans que les roses de la pudeur colorassent ses joues” (p. 13)
becomes ‘‘immorality—as in revolutions—makes the virtuous Olga
blush.”

The always contentious issue of spying between the two powers,
exacerbated by the trial of the Rosenbergs as spies for the Soviet Union
(featured in Life the same month), caused the magazine to single out
the Doré vignette (fig. 7) of the foreigner (identified by Doré as

28 jfe, March 5, 1951, pp. 108-129.

Cf. George Kennan, The Marquis de Custine and his Russia in 1839, Princeton, NJ,
1971.

30Prior to the October Revolution, excerpts from Custine were published in the journal
Russkaia starina and as Nikolaevskaia epokha in the series Russkaia byl’ (1910); neither
had illustrations by Doré. I know of no evidence to support Bedell Smith’s allegation
about a suppressed Soviet edition.
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Voyageur nouvellement arrivé en Russie, trouvant, comme M. Custine, qu'a Pétersbourg la surveillance est telle que les murs
ont des oreilles.
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Custine himself) asleep in bed, with spies peering at him from every-
where. The drawing is designed and positioned in the Life article to
depict the plight of American diplomats. An associated quotation from
Custine, who actually disapproved of the extremely restricted freedom
of the press under Louis Philippe, is made to demonstrate the
diplomatic disadvantage suffered by the U.S., with its alleged habit of
open discussion, vis-a-vis the Russians, with their habit of deception
and secrecy.

Twenty years later, the cold war seems scarcely to have thawed.
The 1971 New York edition of the History of Holy Russia, under a title
oddly closer to that of the Nazi-period edition than the original
French,3! has an introduction by Richard Pipes, Professor of History at
Harvard University and then Director of its Russian Research Center,
which manages to combine an historical explanation of Doré’s prejudice
against Tsarist Russia with an application of Pipes’ own prejudice
against Soviet Russia. Pipes acknowledges the European tendency, evi-
dent ever since the ‘“‘discovery’” of Russia in the late fifteenth century,
to present that country in caricatures and stereotypes, and the ‘‘swelling
tide of Russophobia which spread across Europe,”” out of which there
originated ‘‘nearly every’’ modern myth and prejudice about the coun-
try. Pipes recognizes of Doré’s principal source, Custine’s Russie en
1839, that ““‘as a historic source the book ranks low,”’ that it was ‘‘sen-
sational,’’ and written impressionistically and at high speed after a brief
visit to Russia. And yet, Pipes admires in Custine a kind of supra-
historical sense for atmospheric reality, supposedly rooted in the
author’s ‘‘intuition,”” which was, in turn, ‘‘possibly rooted in his
homosexuality.”” Custine’s book is, above all, according to Pipes, a
prophecy of the Russia of the future, and although (here approvingly
citing George Kennan) “‘not a very good book about Russia in 1839...,
[it is] an excellent book, probably in fact the best of books about the
Russia of Brezhnev and Kosygin.”” The clear implication is that Doré’s
album, based on Custine and sharing that writer’s hostility to Russia,
also has this prophetic quality.

Pipes correctly points out that the ‘‘manner of presentation’ is
Rabelaisian, and that Doré engages in ‘‘gargantuan’’ exaggerations. At
the same time, as a satire on despotism, Doré is, according to Pipes,
historically on target, not only with respect to Nicholaevan Russia but
with respect to Communist Russia as well. Ignoring the difference
between the Russia of Stalin and that of Khrushchev and Brezhnev,

31The Rare and Extraordinary History of Holy Russia with over 500 illustrations by Gus-
tave Doré, translated by Daniel Weissbort, Introduction by Richard Pipes, New York,
The Library Press, 1971.



L’état de surexcitation et d’éréthisme nerveux dans lequel I'ont jeté les incidents de cette grande journée suscite a Pierre,
pendant son sommeil, les réves les plus fantasques et les plus ambitieux. Il se voit caché derritre le pdle nord et décollant

de dessus le globe la carte d'Europe;

Arrivé au morceau occidental, il découvre que sa sauce tartare,
Qu’aprés I'avoir décollée, il assaisonne 4 la sauce TARTARE et mange en rapprochant I'Angleterre de la France, a tellement bien engagé les
avec un appétit de géant. contours de I'une dans ceux de I'autre, que, malgré toute sa force,
il ne peut les dégager; aussi, ne pouvant plus mécher ce qu'il a

déja dans la bouche, il se voit sur le point d'étouffer.
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Pipes reduces the ‘“‘spectrum of political debate’’ in the Soviet Union
today to the ‘‘chore [sic = choice?] between a two-knotted and three-
knotted knout.”” Concluding with this flourish straight out of Doré,
Pipes leaves us in no doubt that the purpose in publishing this first
English-language edition of Doré’s Holy Russia must be to remind us,
once more, of the menace of Russian despotism.32

Thus Pipes uses the book, like the Germans before him, for prop-
agandistic purposes. It seems that the Harvard professor, subsequently
well known as a consultant for the C.I.A. and as an advisor on and
spokesman for President Reagan’s foreign policy and the new cold war,
harbors, in totally different and infinitely more perilous world-historical
circumstances, a vision for our future, such as that which Doré culled
from the Russian past, of catastrophic slaughter: ‘“‘Nuclear war has to
become imaginable. We have to confront the facts realistically, not
emotionally.”’33 And indeed, in his crass nationalism, in his gross dis-
tortion of a whole history of a people, in his grisly visions of mass
slaughter, and not least the bonhomie with which he countenances it,
Doré does speak to the political crudities and Armageddonism of our
nuclear age.

The use of Doré goes on. A recent article in the New York Review
of Books by another Harvard professor34 recommends reinforcement of
the Euro-American alliance against the threat of Russian expansionism.
The article is illustrated by drawings from Doré’s Holy Russia, which
represent various forms of the Russian menace against western Europe.
The most telling, vis-a-vis the new cold war politics, show the Russian
trying to swallow up Europe (fig. 8) and as a warrior horde descending
upon a land of peaceful peasants—a transparent allusion to Afghanistan.

I leave to the end the 1967 French edition because it is the only
one that attempts—substantially, creatively and with graphic means
comparable to Doré’s—to “‘correct’ his political imbalance, by bringing
Russian history up to date in a relatively sympathetic way. It has no

32Given the authoritative tone of this introduction, one may point-to three small errors
(among others elsewhere) in as many lines on p. 2. Doré was not at the time Holy Rus-
sia was published an ‘“‘unknown cartoonist employed by Philippon’s (sic) Journal pour
rire,”” but already a public favorite (cf. Nigel Gosling, Gustave Doré, New York, 1973, p.
15). His Holy Russia was very far from being his ‘‘first independent publication,’” as Pipes
says, for it was preceded by no fewer than five such works, all substantial albums; they
are indicated in Valmy-Baysse and in the standard biographies.

33Cited in the Guardian (New York), April 15, 1981, p. 2. This viewpoint is elaborated
in Pipes’ recent collection of articles, U.S.—Soviet Relations in the Era of Detente, Boulder,
CO, 1981, and especially in chapter six, ‘““Why the Soviet Union thinks it could fight and
win a nuclear war.” Pipes has also demanded that the Soviet Union abandon communism
or go to war.

34Stanley Hoffmann, ““The Crisis in the West,”” New York Review of Books, July 17,
1980, pp. 41-48.
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introductory text, but an extensive twenty-eight-page graphic epilogue
by Alain Meylan, which carries Russian history from the moment Doré
left it in 1854 through the October Revolution and down to the
present—and into the future. Meylan’s graphic procedure is compar-
able, insofar as he uses a witty, caricatural (although much more homo-
geneous) style and a flexible comic-strip format, varying sizes and pro-
portions of the vignettes, and oscillating, like Doré, between realistic,
symbolic, and surreal modes of representation. The circumstances in
which he created the epilogue bear points of resemblance with Doré’s:
he worked at high speed, after taking a crash reading course in modern
Russian history, of which he had previously been quite ignorant. And
his contribution did not please the critics, who disliked the idea of
“‘tampering’’ with the work of a great illustrator.3>

But Meylan’s purpose is as different as the period of Russian his-
tory he is dealing with; against Doré’s negative attitude, he counter-
poses a positive one. It is announced by a full-page ‘‘frontispiece”’
showing Russian workers putting the hammer to the sickle, while the
Frenchman Champavert and his fellow soldiers allow, with a grin, that
these Russians are ‘‘not so bad, really.”” Meylan applauds the Revolu-
tion in which Russian history culminates, as a grandiose historical event
“which shook the world’’ and was justified by tsarist oppression. It is
preceded by increasing popular and clandestine resistance, and the
organized rising of the working classes (fig. 9). The author recognizes
the potent influence of Karl Marx, and justifies terrorist violence (the
assassin of Alexander Il is a ‘‘brave terrorist’’ and the pillage and burn-
ing of 1905 are a ‘‘return for offenses received’”). Oddly, he plays
down the role of Lenin. The 1917 Revolution is presented positively,
from the point of view of the Russian masses3¢ who take over a center-
spread to shout in unison (in cyrillic) “Down with Capitalism.”’> Assas-
sination, civil war, and succession crises are Doré¢ leitmotifs that return
in a new context; as in the whimsically, ironically macabre handling of
the purges of Stalin, whose villainy is left in no doubt. After applaud-
ing destalinization, Sputnik, and the Franco-Russian rapprochement (to
which the achevé d’imprimé also refers—‘‘seventy-five years and a few
days after the Russian loan’’), Meylan puts in a blank rectangle to

3SInterview with Alain Meylan, December, 1981.

36These masses are actually composed entirely of the same three faces repeated over
and over: Trotsky (clearly recognizable) and (according to the artist, but scarcely recog-
nizable) Lenin and Stalin. Does Meylan merely mean that the masses were led by and
identify with these three, or, in a critical vein, that the role of the masses has been
usurped by their leaders? Perhaps here the revolutionary past coalesces with a later
period.
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rpresent the future interlude separating the reader from the ‘‘utopia’
that concludes the whole.

Meylan’s final design (fig. 10), contrasting so strongly with the
patriotic, agitational clarity of Doré’s conclusion, is of calculated ambi-
guity. Fore- and middleground are marked as Soviet territory and dom-
inated by a bizarre vegetoid hammer brandishing a sickle, which has
apparently emerged from the portholes of a flying saucer. Champavert
and, presumably, a Russian confrére sit behind this monster, facing a
serried rank of grinning figures holding books, who loom on the hor-
izon, evidently threatening invasion. They must be Chinese carrying
the Thoughts of Chairman Mao, about to take over the Soviet Union
(and France, or Europe, since Champavert is also present?). They are
accompanied by spaceships or flying saucers, radiating the word ‘‘Revo-
lution”’. The response of the Russian, who is represented, like Cham-
pavert, as a pathetic, bedraggled figure, is to ask ‘““Why?”’, while Cham-
pavert simply stutters gibberish, ‘‘ta ta ta ta...”” It would seem that
these figures, and the design as a whole represent the fear and confu-
sion of the European socialist (Meylan describes himself as a non-
militant socialist sympathizer) confronted with aggressive Chinese com-
munism, with perhaps some old-fashioned paranoia about the ‘‘yellow
hordes’’ substituting for the traditional fear of Russian hordes.

Meylan’s disturbed vision of a political ‘‘utopia’’ curdled by sur-
realistic and science-fiction fantasy seems, as much as the other Doré
editions we have been considering, a creature of its time: the political
passions and confusions of the later 1960s, and of its place: a France
sympathetic to Russia. But however we evaluate this concluding page,
Meylan’s ‘“‘epilogue’ as a whole stands as a positive, dialectically con-
ceived response to Doré, one in which the non-Communist world is
invited to accept a future that will be willy-nilly codetermined by the
Russians.
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