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INTRODUCTION
In 1633, Jacques Callot etched and published a suite of eighteen small prints titled Les
Misères et les malheurs de la guerre or The Miseries and Misfortunes of War.1 A poetic prose
inscription attributed to the abbé Michel de Marolles accompanies each of the seventeen scenes
following the Frontispiece, the text of which has been ascribed to Israel Henriet. Both men were
friends of Callot, and Henriet published the series in addition to other works produced by Callot
in Lorraine. Callot produced and published The Miseries and Misfortunes of War after the
completion of a smaller suite of six prints related to the themes and subjects of the larger series,
commonly referred to as Les Petites misères de la guerre or The Small Miseries of War. Callot
seemingly did not produce either of these suites on commission, which has led many scholars to
interpret The Miseries as an expression of Callot’s own attitudes toward war, and possibly as a
depiction of war from the point of view of the general populace.2 Contrary to this vein of thought,
this thesis asserts that Callot’s Miseries comments on the political reality of warfare that most
concerned its aristocratic audience (i.e. the maintenance of order by way of the punishment or
reward of soldiers) rather than reflecting the abysmal reality of the most prevalent social class
represented in The Miseries: the rural population.
In her 1977 article on Callot’s Miseries and Misfortunes of War, Diane Wolfthal skillfully
summarizes various interpretations of the series, particularly their use as entertainment for viewers

1

See Appendices A and B at the end of the Figures section for a full, ordered list of The Miseries
and Misfortunes of War and The Small Miseries of War respectively.
2

Diane Wolfthal, “Jacques Callot’s Miseries of War,” The Art Bulletin 59, no. 2 (1977): 222,
https://doi.org/10.2307/3049634; Katie Hornstein, “Just Violence: Jacques Callot’s Grandes
Misères et Malheurs de La Guerre,” The Bulletin of the University of Michigan Museums of Art
and Archaeology 16 (2005): 34.
1

and their moral indictment of wars of all kinds.3 Since curator Daniel Ternois’s 1962 publication
of L’Art de Jacques Callot, many scholars have often remarked on the series’ ambivalence about
war, leading some to assert that simply rendering human experience is the series’ primary function.
The “ambivalent nature” discussed by these scholars is typically derived from the role of the
soldier within the prints that vacillates between the aggressor and the victim, the lauded and the
damned.4 However, there is an emotional ambiguity to the individual prints that is pertinent to my
examination of the series as primarily concerned with the political significance of war. The
emotive discrepancies between the stated subject and both its representation and scholarly
treatment comprise the starting point of my study of The Miseries.
Despite Wolfthal’s cautions against narrow readings of The Miseries, many scholars
continue to discuss the series as a moralizing commentary on historical events, especially
concerning the effects of war on the civilian population and the soldier.5 This is bolstered by the
series’ original context, the fact it was not done on commission, as well as its easily reproducible
format and salability. However, although the series’ inscriptions were written in vernacular
language rather than Latin which might have allowed access to a wider audience, Callot’s artistic
production during the 1630s has been associated with the increasingly organized and gentrified
practice of collecting prints that arose in France during this time.6 It is this wealthy and aristocratic

3

Wolfthal, “Jacques Callot’s Miseries of War,” 222–25.
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Hornstein remarks that indexical examinations of the series tend towards this interpretation and
remain uncritical to mediating factors that could have influenced the production of the series.
Hornstein, “Just Violence,” 33–34; Wolfthal, “Jacques Callot’s Miseries of War,” 222.
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Wolfthal, “Jacques Callot’s Miseries of War”; Liz McQuiston, “Early Developments: The
Reformation and Social Comment (1500-1900),” in Protest! A History of Social and Political
Protest Graphics (Princeton: Princeton University Press, 2019), 10–33.
6

Peter Parshall and Rainer Schoch, “Early Woodcuts and the Reception of the Primitive,” in
Origins of European Printmaking: Fifteenth-Century Woodcuts and Their Public (New Haven;
London: National Gallery of Art, Washington and Germanisches Nationalmuseum, Nuremberg
2

audience—along with Callot’s prior royal commissions—that I perceive as a crucial factor in the
interpretation of The Miseries and Misfortunes of War.
Callot did not produce prints solely for the art market. A few years before his publication
of The Miseries, he produced works for both the Archduchess Isabella Clara Eugenia of Spain and
Louis XIII of France. Importantly, the works produced for these royals were maps of conquest and
siege such as The Siege of Breda (fig. 1). The commissions made by the Archduchess and Louis
XIII establish that Callot was intimately acquainted with military tactics and could provide
propaganda to monarchs engaged in warfare. While he reused figures from The Siege of Breda in
his Miseries, Callot’s series does not overtly participate in the same sort of valorization of war that
his siege maps do.7 In contrast to his expansive and propagandistic print projects, The Miseries do
not form a contiguous and overarching scene or even message. Instead, the images of war are
broken up into individual landscapes that have no textual or pictorial link between time, place,
army, or population.8 The series does not focus on a narrative of a particular battle or war which
is indicated in the lack of reference on the Frontispiece of The Miseries that boldly proclaims the
dreadful contents of the prints to follow: misery and misfortune (fig. 2). The lack of reference to
any particular war displaces the etchings from any temporal or historical setting and, most

in association with Yale University Press, 2005), 1–3; Antony Griffiths and Hugo Chapman,
“Israel Henriet, the Chatsworth Album and the Publication of the Work of Jacques Callot,” Print
Quarterly 30, no. 3 (2013): 273–78; Carl Goldstein, “A Printmaking Revolution,” in Print
Culture in Early Modern France: Abraham Bosse and the Purposes of Print (New York:
Cambridge University Press, 2012), 31.
7

Wolfthal, “Jacques Callot’s Miseries of War,” 223; Ulrike Gehring, “Painted Topographies. A
Transdisciplinary Approach to Science and Technology in Seventeenth-Century Landscape
Painting,” in Mapping Spaces: Networks of Knowledge in 17th Century Landscape Painting, ed.
Ulrike Gehring and Peter Weibel (Munich: Hirmer, 2014), 48.
8

Juliette Cherbuliez, “Jacques Callot’s Billows, Puffs, and Plumes,” Romance Quarterly 68, no.
2 (April 3, 2021): 90, https://doi.org/10.1080/08831157.2021.1900697.
3

importantly, from a real populace. As much as this strategy would raise The Miseries applicability
to multiple European states, it also renders the figures as mere symbols of the violent nature of
war.
As if to corroborate this symbolic status, images of men, boys, and instruments of war
surround the central title placard. Only two other prints, L’Enrolement des troupes (The Enlistment
of Troops) and Distribution des récompenses (Distribution of Rewards), reflect a similar
disjunction with the proclaimed subject of the series (fig. 3-4). All three of these prints’ elements
are inert and impassive, and thus curiously incongruous with the theme of misery articulated in the
majority of the etchings. When the series is treated as a whole, the incongruity between the miseries
depicted and the Frontispiece, L’Enrolement des Troupes (The Enlistment of Troops), and
Distribution des recompenses (Distribution of Rewards) is often glossed over when making
generalized statements about the series’ function and the artist’s intention.9 I suggest that this
incongruity is a sign of the ambivalence of seventeenth-century attitudes toward warfare and
reveals the artist’s desire to appeal to an audience belonging primarily to privileged social classes.
This class of individuals would have approached war as a tool to promote or sustain their social
class and would have profited from the dissociation of war from individual suffering in the
maintenance of their social and political benefits.
The most prevalent reading of The Miseries in English scholarship claims it is about
rendering the suffering of civilians in war. However, I argue that there is an emotional disjunction
present in both the text and images in the series, which itself distances the viewer from the miseries
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Wolfthal, “Jacques Callot’s Miseries of War,” 233; Cherbuliez, “Billows, Puffs, and Plumes,”
81.
4

depicted in the prints. The fourth print of the series, La Maraude (Pilfering), provides a useful
example of the expressive disconnect of the figures in the series (fig. 5).
Emerging from a large, central building is a mix of looters, residents, and what appears to
be soldiers that split off toward either side of the composition. The central woman who chases
after the looters exemplifies the sort of ambiguous figures contained within the entire series that
most concerns this study. With her hand raised as if ready to strike down on the back of the fleeing
man whose cloak she has caught, the woman is frozen in a violent movement with her mouth open
in exclamation. However, the agitation that can be read into her expression, posture, and the
movement of her clothing is difficult to comprehend. The implied movement of the gesture appears
stilted and contrived, leaving the viewer unable to discern whether the reality or theatricality of
the action is more important. Her expressive ambiguity is heightened by her minuscule scale as
well as the minimal and linear quality of the hatching present on the clothing. Rather than
producing a sense of disturbance that might bolster the prints’ expressive power, these lines focus
on the suggestion of the recession of the garment and the body within the space. The entirety of
Callot’s Les Misères et les malheurs de la guerre displays this same sort of minimalism, leaving
large swaths of paper blank and relying primarily on hatching in a single direction that
geometricizes and renders formulaic the expression of human emotion and action.
These observations suggest a different interpretation from that offered in humanitarian
readings of Callot’s Les Misères et les malheurs de la guerre. I argue in this thesis that, rather than
merely examining the human experience of seventeenth-century warfare, Callot’s Miseries are
representative of the ways in which war was conceived of and practiced by its aristocratic audience
in order to maintain their social standing. I begin with a brief account of Callot’s life, seventeenthcentury printing practices, The Miseries’ known audience, and the relevant historical context of

5

the series. Prior to his work on The Miseries, Callot produced propaganda for the Spanish
Habsburgs, and I examine what The Miseries share with his and others’ earlier courtly
commissions. I then suggest how Callot’s dominant audience might have viewed The Miseries.
Finally, I examine in the conclusion the ways in which the series’ modern interpretations have
privileged a reading of The Miseries that ignores perceptions of war that predominated in the
seventeenth century to attribute an ahistorical humanitarianism to the series.

6

CALLOT AND THE MISERIES
Born in 1592 in the duchy of Lorraine, Jacques Callot was the son of Jean Callot, a court
herald and heraldry painter who had been raised into nobility.10 Lorraine had historic ties to the
empire of Charlemagne but had long since established itself as a sovereign state from the Frankish
kingdom and the modern-day nation of France. This small independent duchy was centrally
located between the major cities of Paris, Vienna, Antwerp, and Amsterdam during a period in
Western Europe when warfare hardly ever ceased, positioning Callot as a witness to war from a
very young age.11 Though early twentieth-century accounts of his life and work in English tend to
heroize his life, all sources agree that Callot left his native Lorraine to further his artistic education
in Italy. First arriving in Rome to work in the workshop of Philippe Thomassin, Callot later moved
to Florence around 1612 and quickly found work as a court artist for the Grand Duke Cosimo II
de’ Medici.12
During his time in Florence, Northern European artists popularized a naturalistic style that
significantly impacted Callot’s artistic process. This style’s dissemination led Callot to adopt a

10

Howard Daniel, The World of Jacques Callot (New York: Lear Publishers Inc., 1948), 5;
Sheila McTighe, “Jacques Callot, Drawing Dal Vivo in 1620: Commerce in Florence, Piracy on
the High Seas,” in Representing from Life in Seventeenth-Century Italy (University of
Amsterdam Press, 2020), 91,
https://www.academia.edu/40763295/McTighe_chap_2_Callot_drawing_dal_vivo; Griffiths and
Chapman, “Publication of the Work of Jacques Callot,” 273; Elisabeth Luther Cary, “A Sketch
in Outline of Jacques Callot,” in Artists Past and Present: Random Studies (New York: Moffat,
Yard & Company, 1909), 64.
11

A. Hyatt Mayor and Leonord Baskin, “The Etchings of Jacques Callot,” The Massachusetts
Review 3, no. 1 (1961): 121–22; Daniel, The World of Jacques Callot, 7–8; T. B. RudmoseBrown, “Alsace-Lorraine: A Problem of Nationality,” Studies: An Irish Quarterly Review 4, no.
15 (1915): 368–70.
12

McTighe, “Jacques Callot, Drawing Dal Vivo in 1620: Commerce in Florence, Piracy on the
High Seas,” 91–92; Griffiths and Chapman, “Publication of the Work of Jacques Callot,” 273;
Cary, “A Sketch in Outline of Jacques Callot,” 67–68; Daniel, The World of Jacques Callot, 13–
14.
7

practice of sketching from life and using and reusing those figures and landscapes in his works. It
was during Callot’s time in the Medici court that he would gain fame, first for his work on The
Fair at Impruneta for Cosimo II and later for his varied character-type etchings (fig. 6).13 Callot
returned to Lorraine in 1621, after the death of Cosimo II ended his employment in Florence.
Shortly after his return, the Duke of Lorraine granted him a court appointment in Nancy, providing
him enough of an advanced salary to marry Catherine Kuttinger, another member of the nobility,
and to buy a house and an estate. However, the couple did not have enough money left over to
cover all of their living expenses, leading Callot to produce prints for the market until a steadier
supply of commissions appeared. The prints he produced for the market were also part of a
monetary deal Callot struck with his friend and Paris-based publisher Israel Henriet. Instead of
waiting on the returns from the sale of his prints, Callot took out a loan from Henriet. Henriet and
Callot’s deal would see Henriet repaid with part of the proceeds from Callot’s future publications,
of which Les Misères et les malheurs de la guerre appears to be one.14
As prints designed for the open market, The Miseries’ format is misleading in terms of
division of labor and process. The Frontispiece only mentions two of the names of those involved
in its production—Jacques Callot and Israel Henriet (fig. 2). The following prints also simply state
that Henriet published the series under a royal privilege to protect their reproduction rights within
France. The seventeenth-century printing process was, however, much more complicated than this
suggests.15 In general, the designer typically was not the same person as the etcher-engraver. The

13

McTighe, “Jacques Callot, Drawing Dal Vivo in 1620: Commerce in Florence, Piracy on the
High Seas,” 92–93.
14

Griffiths and Chapman, “Publication of the Work of Jacques Callot,” 273–78; Dena M.
Woodall, “Princes,” in Princes and Paupers: The Art of Jacques Callot (New Haven; London:
Yale University Press in conjunction with The Museum of Fine Arts, Houston, 2013), 15.
15

Griffiths and Chapman, “Publication of the Work of Jacques Callot,” 276–77.
8

designer was also not the one to ink and clean the plate or put the design to paper. If the prints
included inscriptions, the author of those verses would rarely be mentioned. The name of the
publisher was the only authorial information consistently included on prints of the seventeenth
century. This publisher—Henriet in this case—would not only look for investments to fund the
project but would also secure additional laborers and materials, distribute pay, and sell the
completed product to other retailers or individual customers.16 As both the designer and etcherengraver of his prints, Callot needed Henriet as his publisher and his connections to Paris since he
had no prior experience in print publishing, nor was he living in a city with a strong print market.17
Not only did Henriet provide Callot an important link to Paris and a royal privilege, he also
employed an official letter engraver in Paris that allowed Callot’s prints to be set with a separate
title page and provided proofs with Henriet’s name and privilege before the lettering was complete.
Henriet then gave these unfinished proofs to his acquaintances, some of whom collected Callot’s
prints. Besides these collectors who were gifted the initial proofs, scholars have identified others
who acquired Callot’s work as early as 1646. The collection of prints produced by a single
contemporary artist was a new trend in print collection that had not occurred prior to the 1600s or
even during most of Callot’s career. Monograph print collections before the seventeenth century
were typically those of well-established artists from previous centuries and were amassed due to
an interest in antiquarianism. Callot’s prints did not fit the typical patterns of collecting as his print
subjects were highly varied and did not align with any current, popular themes that a collector

16

Goldstein, “A Printmaking Revolution,” 16–17.

17

Not only did Callot require Henriet’s assistance in publishing his prints in each of the
capacities mentioned above, but there was also the issue of other publishers pirating and copying
Callot’s prints without permission that influenced his decision to eventually sign over the rights
to his works to Henriet to gain protection within France from the royal privilege Henriet obtained
in 1629. Griffiths and Chapman, “Publication of the Work of Jacques Callot,” 274–76.
9

might have in an album. Callot’s collectors, at least the earliest ones, were the aristocratic pupils
that Henriet had taught Callot’s style of drawing. Though the pricing of Callot’s prints have not
been verified, scholars have inferred—partially based on the inventory of Kuttinger’s properties
completed upon her death in 1679—that Henriet have sold Callot’s prints at a premium.18
Although The Miseries were never dedicated to an aristocratic or powerful individual like
some of Callot’s other prints, the history of his collectors and how Henriet typically sold his works
point to the fact that the most likely audience for The Miseries was aristocratic—or at least
wealthy—art collectors.19 The series would have been marketed and sold to these individuals, but
they would not have identified with the soldiers and civilians who populate most of the images of
The Miseries. They would be more likely to see themselves as part of the court in the final image
Distribution des récompenses (Distribution of Rewards) (fig. 4). While the series might have
evoked their sympathy, the Distribution des recompenses (Distribution of Rewards) would have
served as a reminder of the honor and political importance of participating in war for aristocrats.

18

Griffiths and Chapman, 278–81; Goldstein, “A Printmaking Revolution,” 31.

19

Griffiths and Chapman, “Publication of the Work of Jacques Callot,” 278–81.
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WARFARE AND COURTLY IMAGES: THE MISERIES’ (DIS)SIMILITUDE
Callot produced The Miseries in the midst of the Thirty Years’ War, which began in 1618.
However, this was just one of the many conflicts, including the Wars of Religion, that raged in
Europe and beyond in the early modern era. Callot’s native Lorraine was part of the sphere of
Habsburg influence, one of the major powers involved in the Thirty Years War, but it also briefly
lost its independence to France under the Dukes Charles IV and Charles V from about 1632 until
1697.20 The two conflicts’ proximity to The Miseries, both chronologically and spatially, have
greatly influenced interpretations of the series. However, scholars Juliette Cherbuliez and Diane
Wolfthal both remark on the necessity of reading the subject of The Miseries beyond the scope of
these unrelated, albeit important, military conflicts. They contend that The Miseries and
Misfortunes of War are less a document of history that protests the French invasion of Callot’s
native Lorraine or a chronicle of the events of the Thirty Years’ War than a characterization of
attitudes toward warfare at that time.21
Amidst constant warfare in Europe, various artists and intellectuals pondered what
constituted a just war, drawing primarily on medieval and biblical precedents. What intellectuals
ultimately deemed a just war often depended on the procedures of declaring and executing war
rather than on what kinds of effects these wars had.22 The state of the military drastically changed

20

Geoff Mortimer, The Origins of the Thirty Years War and the Revolt in Bohemia, 1618 (New
York: Palgrave Macmillan, 2015), 1–7; Rudmose-Brown, “Alsace-Lorraine,” 368–70.
21

Cherbuliez, “Billows, Puffs, and Plumes,” 83; Wolfthal, “Jacques Callot’s Miseries of War,”
224–25.
22

Sir George Clark, War and Society in the Seventeenth Century (Cambridge: Cambridge
University Press, 1958), 6–7; Christopher Coker, “On Humanising War,” Totalitarian
Movements and Political Religions 1, no. 2 (Autumn 2000): 79; Hugo Grotius, The Most
Excellent Hugo Grotius. His Three Books Treating of the Rights of War & Peace., trans. William
11

in the seventeenth century in terms of organization and tactics that has brought it closer to the
modern conception and practice of war.23 The greatest change to the state of European armies
during this time was their drastic increase in size that typically resulted from the allying of two or
more military forces. The expansion of military forces was marked by a decrease in cavalrymen
that set off an exponential increase in the numbers of pikemen and infantrymen. The growth of the
infantry also coincided with the increased practice of siege warfare that was won by political
concession more often than military victory.24
Beyond the practice of seventeenth-century war, historian Sir George Clark identified two
polarized facets of combat’s reception typically found in literary accounts of the period: grandeur
and misères. These differing attitudes were recognized and accepted as equally integral to the
reality of warfare as well as seventeenth-century life in general. Convinced of the rights of
conquest, many seventeenth-century writers thought of war as a fixture of everyday life and did
not aim to analyze its political or economic origins in any depth. While they were able to recognize
the suffering (misères) inflicted by war on a populace, the glory or greatness (grandeur) of war
was not diminished by this knowledge. The seventeenth century’s unshakeable faith in the
necessity of war was a product of its institutionalization in European countries that built
concessions into their society, including various laws that accommodated the regular practice of

Evats B.D. (London: M.W., 1682), 31–34,
https://archive.org/details/mostexcellenthug00grot/mode/2up.
23

Williamson Murray and MacGregor Knox, “Thinking about Revolutions in Warfare,” in The
Dynamics of Military Revolution, 1300-2050, ed. Williamson Murray and MacGregor Knox
(Cambridge: Cambridge University Press, 2001), 1; John A. Lynn, “Forging the Western Army
in Seventeenth-Century France,” in The Dynamics of Military Revolution, 1300-2050
(Cambridge: Cambridge University Press, 2001), 35.
24

Simon Adams, “Tactics or Politics? ‘The Military Revolution’ and the Hapsburg Hegemony,
1525-1648,” in Tools of War: Instruments, Ideas, and Institutions of Warfare, 1445-1871, ed.
John A. Lynn (Urbana; Chicago: University of Illinois Press, 1990), 29–37.
12

war.25 In its presentation of the possible crimes committed by soldiers and legal measures taken
against them, The Miseries demonstrate a similar attitude towards war as most seventeenth-century
authors: the suffering of noncombatants and military glory coexisted and did not preclude the
other. Politics, honor, and disgrace were intertwined in seventeenth-century warfare, and this
entanglement is also present in its representations.
Honor in the seventeenth century was situated at the nexus of relations between nobles and
princes and was defined partially through and in terms of military victories or defeats. In the
sixteenth and the first half of the seventeenth centuries, recorded accounts of military losses were
rarely published as defeat equated to the loss of prestige and honor. The commander, and therefore
the sovereign and state they served, was negatively affected by losing a battle. It is then correct to
say that the scale of dishonor escalated from one that impacts an individual to one that affects a
society on an international level. To that effect, it was important to present the right kind of image
to influence the perception of one’s honor and power as well as to constantly reinforce that image
to maintain ones’ power on an international level.26 One means that commanders or monarchs used
to achieve this was the commissioning of large-scale battle paintings.
Battle paintings would have legitimized the distinction of the commanders pictured in the
foreground by emphasizing their military victories.27 An examination of such paintings as Pieter
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Snayer’s Szene aus dem Dreißigjährigen Krieg (Scene from the Thirty Years’ War) and Vicente
Carducho’s Victory at Fleurus illuminates this aspect of battle painting both through conceptions
of the genre and their implementations of relative scale (fig. 7-8). At a glance, the scale of the two
paintings is the most obvious difference despite the two employing the same pictorial strategy that
has been termed topographical battle imagery. The topographical battle scene’s goal to represent
all of the components needed to comprehensively describe the theater is demonstrated in the
minuscule scale of the figures and expansive aerial view of the battlefield in Szene aus dem
Dreißigjährigen Krieg (Scene from the Thirty Years’ War).
Before the advent of topographical battle scenes, patrons had artists create landscape
images as a mark of ownership over the land depicted, but war was not originally associated with
the landscape or landscape imagery. The conception of war for many centuries centered around its
being waged between and amongst powerful individuals. Both during and after the sixteenth
century, artists’ renderings of battles consistently emphasized the individual. Earlier battle images
were often pared down to a few individuals locked in a duel, like heroes of antiquity. However,
battlefield paintings and drawings later evolved into overarching images of massed forces and new
military structures the likes of which were popular in the seventeenth century. These paintings
emphasized the machine-like nature of the fighting forces that were under the control of a
commanding officer who was set apart from the fray in a prominent position. Because the focus
of war was on the individual, military landscapes and its drawing were depicted analytically rather
than realistically. The orderly dispersal of visual information better informed the military
personnel viewing the landscape of the layout of troops, key topographical features, and distances.

Century Landscape Painting, ed. Ulrike Gehring and Peter Weibel (Munich: Hirmer, 2014),
262–76.
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This formulaic depiction of battle that began in the sixteenth century became increasingly
systematic in the seventeenth century.28
The removal of the commander from the seventeenth-century battlefield was mirrored in
artistic representations in which the combatants perform in precise formations while the general
watches from a distance. The Northern European invention of placing the commanding figure at
the forefront of the battlefield in a surveying position was particularly widespread.29 The expansive
images of the cartographic landscape were popularized in the seventeenth-century, an example of
which is Pieter Snayers’s Szene aus dem Dreißigjährigen Krieg (Scene from the Thirty Years’
War) (fig. 7). This type of painting had roots in late sixteenth-century frontispieces of treatises that
detailed how to draw land to scale for geographers, surveyors, and fortification engineers. Artists
created military landscapes that combined different representational strategies, such as differing
perspectives, to allow for the depiction of multiple events that were asynchronous and might not
have occurred at that location. The expansive landscapes produced at this time not only allowed
for the amalgamation of events within their confines, but also implied the artist’s extensive
knowledge over a landscape that had been measured, studied, and subsequently divided into
geometric quadrants to structure the composition.30 However, the artist was not the only one whose
knowledge played an important role in the creation of such landscapes.
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The topographical battle scene functioned most effectively for an informed audience and
was typically commissioned by the victorious commander to document their successes. The highly
specific renderings of military tactics and formations were created to satisfy the viewer’s—in this
case a strategist or someone in military training or a similar role—need for specialized knowledge
of the battlefield and the battle’s outcomes. This information benefited from the use of aerial
perspective in order to fully represent the event.31 When discussing warfare, a particular event like
those pictured in a battle scene would have occurred in what is called a theater. Scholars have used
this term to denote the particular ground upon which war is waged and in which are incorporated
“protected boundaries” that might denote any number of natural or man-made restrictions. For the
eighteenth-century military theorist and general Karl von Clausewitz, theaters were not to be
understood in isolation but in relation to other theaters of the entire war. In his book On War,
Clausewitz recognizes that decisions or outcomes made in one theater might have an indirect
impact on how war was waged in another theater.32 To this end, it would have been important for
the commander to combine all of the available knowledge of a particular theater in its
representation to both make decisions on how to act within a particular theater and to understand
how that battle fit into the whole of the war. These commissioned images were not solely for the
commander or the monarch’s purview, though. Battle paintings, and battle maps such as Callot’s
Siege of Breda, also represented the political prestige of the state in international relations (fig. 1).
Callot produced The Siege of Breda in 1627, six years before the publication of his Miseries
of War. To prepare for his rendering of The Siege of Breda for the Archduchess, Callot spent time
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with Giovanni Francesco Cantagallina, the surveyor and engineer of the siege, to recreate the
troops’ and weapons’ deployment throughout the landscape leading up to the city. This large-scale
map not only celebrated the short-term and costly victory of the Spanish over the Netherlandish
city but also attempted to curb further rebellion and resistance against the Spanish Habsburgs. The
image, or map, is composed of six separate sheets. Each sheet is approximately 65.3 cm by 46.0
cm, rendering the map nearly 123 cm long and 140.5 cm wide when placed together.33 The entirety
of the map is encapsulated by a thick border with repeated organic lines and vegetal motifs only
broken at the bottom by an oblong medallion with a checkered band stretched across the middle
and a slim cross positioned at the top left corner above the band. The medallion is topped by a
crown and surrounded by scrolling vegetal elements. Callot populated the foreground of The Siege
of Breda with small clusters of people that cover the breadth of the composition and which dwindle
in number and size into the midground of the map. Corresponding to the shrinking of the figures
as they recede into the plane is the abrupt upward tilt of the landscape that aids in the rendering of
a complete and accurately positioned battlefield that ends within a few inches of the border and
leaves only a thin strip of blank space indicating the sky above the horizon line.
Peter Parshall identifies Callot’s The Siege of Breda, The Siege of the Citadel of Saint
Martin on the Isle of Ré, and The Siege of La Rochelle not only as important commissions for the
military landscape genre but also as propaganda for the monarchs who commissioned them (fig.
1, 9-10). Maps such as these not only glorified their victories and deterred future rebellions, but
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also implied that their wars were just and divinely sanctioned causes.34 Given its function as
monarchical propaganda, Callot’s Siege of Breda would have played an important role in the
promulgation of the Archduchess’s and Spain’s power. Indicating its political function, a key in
several different languages identifies the numbered and lettered elements on the map. An
accompanying booklet also narrated the events of the siege of Breda when the map was distributed
to courts throughout Europe. The geometric areas identified by the key were used to organize the
asynchronous episodes of the narrative and imbued the siege with a sense of orderly conduct and
justice. Parshall also notes that the compositions of Callot’s siege maps parallel those of baroque
theatrical prints in which the spectator is located at the foremost edge of the composition and
remains removed from the actions being played out below.35 Along those lines, the position of the
surveying figures in the foreground of The Siege of Breda is one that creates a dissociation from
the reality of the situation depicted. It also provides a sense of the game-like quality of military
planning that reinforced hegemonic power and control through the efforts of subordinates.36
Another image that demonstrates the eclipsing of the regular soldier’s contributions in
favor of promoting the commander’s greatness is Vincente Carducho’s Victory at Fleurus (fig. 8).
The construction of the image that enhances the relative scale of the general in the foreground is
not simply suggestive of the scale of the particular battle and the armaments and people involved.
It is obviously concerned with the conferment of honor and glory on the gesticulating figure,
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presumably the commander of the Catholic army.37 The construction of Carducho’s image falls in
line with the prevalent Northern European convention of placing the commanding figure at the
front of the composition with his back to the viewer, as if he were surveying the landscape and
directing the battle. However, the general in Carducho’s painting, accompanied by another
mounted figure in a similar style of dress, takes up nearly one-third of the overall composition,
and thus diverges slightly from the Northern tradition. The front lines’ encounter is clearly
displayed and follows the line of nebulous gun smoke that stretches back into the space, but the
commander and his companion block nearly half of the battlefield displayed in the background. In
addition to obscuring half of the battlefield and the soldiers fighting in it, Carducho positioned the
commander and his horse next to and partially above the topless figure of what can only be a dead
soldier. The horse’s hooves appear as if they might strike down on the lower half of the body
displayed underneath, but the general does not spare a glance toward the figure and appears to be
calmly giving out commands to those behind him. The disregard for the dead figure in the
composition, along with the prominence of the commanding figure, most clearly align with a belief
that warfare is a conflict waged by and for privileged individuals. The minimized importance of
the figures engaged in fighting reflect the notion that armies were more so a tool of war that was
utilized in battles between higher powers.
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The highest power present in any battle would have been the general; however, even he
was a placeholder for the ultimate recipient of the benefits of war. The glory of the commander
was highly dependent on and linked to the honor of the sovereign he served. In a reciprocal if
somewhat uneven relationship, the prince would bestow a commandership upon an individual,
allowing them the opportunity to increase their prestige and honor through military victories while
that honor was simultaneously directed back to the sovereign who granted that authority in the first
place. In this construction of honor, all individual accolades were directed back to the sovereign
and the state to maintain or further their position in international relations. Most importantly, the
honor of the social superior was unquestionable by those in a subordinate position, unless the
superior was already discredited or disgraced.38 As battle paintings that were meant to reflect the
honor of the general and his monarch, Snayers’ and Carducho’s paintings and Callot’s siege maps
present similar messages. War was a device that was used to increase the status and legitimacy of
the sovereign and state through the achievements of others. Therefore, both the propagation of an
individual’s honor and the expansive display of military power and troop movement within the
stage of the landscape were merely subsumed into the schematic of political power even if their
contributions and positions in war were ostensibly recognized.
In opposition to this courtly model of representation in Callot’s royal commissions,
Snayer’s Szene aus dem Dreißigjährigen Kreig (Scene from the Thirty Years War), and Carducho’s
The Victory at Fleurus, Callot’s third print of The Miseries, La Bataille (The Battle), presents an
altogether different view of warfare (fig. 11). The most obvious device he used to accomplish this
difference is the use of perspective: Callot lowers the viewer to the ground level of the battlefield
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rather than distorting the space to provide an aerial view of the entire theater. By lowering the
viewer’s point of view, it also allows him to provide a more detailed description of the violence of
a cavalry encounter. The furthest reaches of the battlefield are rendered indistinct through the use
of smoke and scale, but two large groupings of soldiers are distinguishable in the background
where their clash is marked, much like in Carducho’s painting, by a cloud of gun smoke that
bifurcates as it ascends to the top of the composition. The foregrounding of a disorganized
encounter between soldiers combined with the lack of an identifiable commander in La Bataille
(The Battle) seems initially to suggest a heightened importance in depicting the previously
subordinated character of the soldier. This is not the only print in The Miseries that suggests Callot
placed greater importance on the suffering of the soldier or civilian.
Callot’s depictions of violence and suffering in The Miseries—much like in seventeenthcentury literature and popular thought—were not meant to preclude war’s political worth. This
idea might be best demonstrated by recounting some of Callot’s sources for figures and scenes in
The Miseries. Inspired in part by Flemish prints, Callot’s Miseries reused events and figures from
his œuvre, including The Siege of Breda as well as others made for courtly patrons. Wolfthal
identifies at least six different actions or etchings that are derived from one of these two prints,
many of which are punishments for or acts of violence or looting.39 The origins of these scenes
within his previous courtly projects indicate Callot’s knowledge both of their prevalence in war
and their lesser importance within larger political projects and displays of social standing.
As a political tool, there was a strict set of principles that governed “accepted” procedures
of war. However, accepted practices do not always translate to performed actions, as the next
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section will make clear.40 A contemporary treatise on the theory of war by Hugo Grotius provides
some insight on war’s effect on the people. Grotius speaks at one point of what he terms “the Law
of Nations” and what actions are licensable when taking action against the enemy. For example,
he recounts that all injury inflicted by the conqueror on the conquered—that includes not only the
soldiers but also the subjects of the defeated state—were lawful since war was declared not only
on the sovereign or polity but also on its people. The implication is that, if the war is deemed just,
then these “injuries” afflicted on the people are also just when enacted in “moderation.” However,
there were more than a few actions that Grotius and other intellectuals could not abide, such as
rape and pillaging that are present in The Miseries.41
With the series’ close attention to the common soldier and civilians, it makes sense that
scholars have argued that Callot’s Miseries represented a more humanistic and sympathetic view
of war that might reflect condemnations of these two atrocities that occur in many of the etchings.
In fact, Wolfthal convincingly argues that Callot uses The Miseries to demonstrate his advocacy
for the punishment of soldiers who committed crimes. She maintains that Callot’s prints mirror
almost exactly the crimes, their corresponding punishments, and the sequence of their appearance
within Baron Forquevaux’s military justice treatise. In addition, she concludes that although
misères dominates the majority of the print series and imbues it with a moralizing quality, there
are aspects of both misères and grandeur present in the series.42 While the subjects of The Miseries
confirm this assertion, I maintain that these conceptions of war were strategically combined in
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Callot’s series to assert warfare’s political significance. That is not to say that any moralizing
quality or advocacy for the punishment of soldiers is negated by the political significance of war
that the series demonstrates. Rather, I understand the military justice and reward of virtuous
soldiers depicted in The Miseries as yet another expression of the maintenance of political and
social order. This is most apparent in the series’ representation of perpetrators and victims of
violence (soldiers and civilians).

23

SOLDIERS AND CIVILIANS: THE POLITICS OF CRIME AND PUNISHMENT
Callot’s Miseries are not completely dissimilar in function from his earlier forays into
monarchical propaganda. While the series is obviously intent on showing the abysmal realities of
war for the common soldiers and civilians, the terminal prints do focus on this. The Frontispiece
emphasizes the universality and inescapable nature of war in the seventeenth century (fig. 2).
Arranged in groupings on either side of a central placard are six men and two young boys that
carry various weapons and implements of war. They look out past each other into the distance,
never making eye contact with one another though one appears to be looking out directly at the
viewer. In front of the placard is an accumulation of weapons, drums, and shields that spill out
beyond the set boundary of the scene.
Most conspicuously, the shield at the center front is topped with a crown, literally placing
the monarch or sovereign before all else. This arrangement seems to imply that war, in all its
summary parts and people, is a device built upon the miseries and misfortunes associated with war
(as stated on the placard) and used to further the cause of the crown. Contrary to a more
representative view of war, the Frontispiece draws on the way in which honor was constructed,
maintained, and diminished in the seventeenth century, and the Distribution de récompenses
(Distribution of Rewards) print functions in much the same way (fig. 4). Positioned on a throne on
a dais, the monarch presides over a ceremony in which a figure kneels at the foot of the platform
to receive a medal from an attendant descending the dais to the monarch’s right. There is an
uninhibited view of this process as the rest of the figures present in the hall are split into two
sections that leave a triangle of free space in the center of the foreground. This triangle culminates
in the raised figure of the monarch located centrally at the heart of the midground underneath an
oblong medallion surrounded by scrolling vegetal elements and topped with a crown. This is a
similar arrangement to the shield topped by a crown on the Frontispiece and also bears a striking
24

similarity to the crowned shield element in the bottom border in Callot’s Siege of Breda (fig. 1).
The compositions of the two prints place the crowned element in the most prominent position at
the terminal positions of the series.
This kind of construction implies manifold meanings when seen alongside the other sixteen
prints. However, given its primarily aristocratic audience, it is my contention that this construction
points to an acknowledgement of the active and recurring maintenance of order during wartime
that is brought about by and for the monarch. As previously mentioned, the historical context for
the Miseries is one of constant conflict between European polities, and the Miseries entered into
the market in 1633 in the midst of the Thirty Years War and around the same time as the French
invasion of Lorraine.43 If one considers the types of subjects present in the series, it is tempting to
view them only in light of the types of people that predominate: the soldiers and ordinary civilians.
The life of the average soldier in the seventeenth century had its difficulties. The climate
changes in the seventeenth century led to widespread disease, and the battle-related destruction of
agricultural land greatly affected the rural populations of Europe. These factors, amongst others
such as a promised steady supply of provisions and pay, made enlisting in the army in seventeenthcentury Europe a tempting opportunity for the average citizen. More often than not, however, the
majority of the foot soldiers enlisted in the army were those that were either forcibly conscripted
or recruited from foreign lands.44 L’Enrolement des troupes (The Enlistment of Troops), the second
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print of the series, constitutes a somewhat idyllic image of enlistment in that it only subtly
references the draw of enlisting (fig. 3).
The print presents six groups of figures in front of tents along the right edge of the print
and a walled city along the left (fig. 3). Two of the most distant groups are composed of cavalrymen
while another three groups spread between the background and the midground are composed of
foot soldiers holding spears and guns, accompanied by a single drummer per unit. Each of these
units appears to be receiving instructions from a figure standing slightly outside their ranks and to
the right. The final grouping present in the foreground of the image is a group of soldiers that sit
and stand around a table with a small pile of coins positioned along the frontmost edge. While it
is clear that these are preparations for war, the stasis created by four of the groups—their parallel
and upright spears and repetitive posture creating the appearance of a single, solid visual unit—
combined with the lackadaisical group at left and the seemingly placid discussion over money at
right present a rather neutral and unaffected scene.
Only the inscription provides enough context to understand the motivations of the soldiers
and the dangers they face. It reads:
Ce Métal que Pluton dans ses veines enserre, / Qui fait en même temps, et
la paix, et la guerre, // Attire le soldat, sans creinte des dangers, / Du lieu
de sa naissance, aux pays étrangers // Ou s’étant embarqué pour suívre la
Milice / Il faut que sa vertu s’arme contre le vice.
“This metal that Pluto holds within his veins / makes both peace and war
// [it] entices the soldier unaware of dangers / from his birthplace to foreign
countries // where he embarks to follow the militia / his virtue must be
armed against vice.”
Rather than speaking directly to the contents of the image above, the inscription focuses on what
attracts the soldier to war: money. Described loftily as the metal which Pluto (in this case alluding
to the riches of the subterranean earth, such as gold and silver) contains, money is presented as the
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primary draw for a soldier to fight for his sovereign or leave his homeland to fight in a foreign
army. The final line of the inscription rather pointedly sums up that any virtue achieved in war by
these soldiers might be undergirded by vice, in this case monetary greed. This inscription implies
a moralizing quality to the series given its explicit use of the words “virtue” and “vice,” but paired
with the scene above, the message is tempered by what appears to be a very ordinary scene. At
this particular point in the series, there is no outward sign of either the virtue or vice mentioned in
the inscription. The implied exchange of money in the right foreground is the only reflection of
the inscription within the print, and even then it speaks more to the historical reality of who became
soldiers and for what reasons than some perceived notion of vice.
The following scene of La Bataille (The Battle) reflects these notions of virtue and vice
even less in its pictorial form (fig. 11). Far from being able to distinguish the virtuous soldier from
those ridden with vice, one has difficulty distinguishing man from horse in the foreground of the
print. For those cavalrymen that remain seated on their horse, the linear etchings used to produce
form are ones that create an amalgamative effect that blends man and horse together almost
seamlessly. Meanwhile, dead and riderless horses lie upon the ground in much the same position
as the nearby dead soldier, as if to comment on the pervasiveness of death. The inscription also
suggests a somewhat sympathetic and rationalizing view of the victorious soldier by remarking on
the difficulty of war and the inevitability of bloodshed to obtain victory. In addition, it is important
to remember that the abbé de Marolles, who composed the accompanying verses for the series,
was not only Callot’s friend but his collector as well.45 Thus, the series was produced for, and
partially by, Callot’s elite group of collectors, and Marolles’ verses reveal the interests that
collectors of Callot’s work took in the series. The inscriptions expose a varied attitude toward
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soldiers that either lauds, pities, or condemns them based on their actions. Rather than merely
indicating the moral stance of the audience, Marolles’ verses also disclose an approach to the
soldier and his actions that speaks more to his utility as an instrument of war.
If one were to look primarily at the L’Enrolement des troupes (The Enlistment of Troops),
La Bataille (The Battle), and Les Mourants sur le bord des rouges (The Dying on the Edge of the
Road), it might be inferred that Callot and his audience had an interest in the trauma of soldiers as
well as civilians (fig. 3, 11-12). Les Mourants sur le bord des rouges (The Dying on the Edge of
the Road) would have been particularly indicative of this as figures of soldiers lie wounded and
listless against piles of hay. However, the majority of prints that appear before Les Mourants sur
le bord des rouges (The Dying on the Edge of the Road) pay less attention to psychological
suffering in favor of a focus on their physical suffering meted out as punishment for crimes
committed against civilians. In addition, the amount of attention paid to the suffering of
noncombatants within the Miseries is considerably greater.
The inscription on La Bataille (The Battle) has very little to do with war as it is fought
between two armies, and the same can be said about most of the other prints as well. The next five
prints after La Bataille (The Battle) depict the atrocities committed by errant soldiers upon
noncombatants such as Le Pillage d’une ferme (The Looting of a Farm) (fig. 13). Another five,
only separated from the previous set by one print depicting the arrest of criminal soldiers, portray
soldiers being punished for their crimes against the civilian population, such as in L’Estrapde (The
Strappado) (fig. 14). The majority of the Miseries is therefore centered around the plight of the
civilians during war and the punishment of the soldiers who perpetuated such suffering, and the
accompanying inscriptions corroborate this central theme. However, the tone in which some of
these verses are rendered sometimes reveals an almost sarcastic current that dehumanizes those
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individuals that perpetuate violence at the expense of the glory that a “justly” waged war might
bring. This implies that the soldier is inseparable from his function and use in warfare that is meant
to bring honor to the general, the monarch, and the state. In addition, the inscriptions do not discuss
any of the surrounding circumstances to the events pictured.46
Some of the same reasons listed previously for a soldier’s enlistment in the army—steady
pay and supply of food—were also the reasons for soldiers to commit violence against the local
population. The impact war had on civilians was well documented in both historical and literary
sources, which tell us that soldiers not only destroyed noncombatants’ land and property, but also
tortured and killed them. When the supply of rations and wages were disrupted, many soldiers
turned to looting nearby towns, inns, monasteries, and more according to the depictions contained
within the Miseries.47 Almost all of the first five prints (which address rampant violence and
looting) portray women as the most prominent victims of violence and robbery, either placing
them in the foreground where they achieve more visibility or placing them in a somewhat
unobstructed position in the midground such as Le Pillage d’une ferme (The Looting of a Farm)
(fig. 13). The focus on women as victims in the Miseries greatly differs from the depiction of
women in The Small Miseries of War. While the women in The Small Miseries are more revealing
of women’s involvement in war, the women in The Miseries and Misfortunes of War have been
reduced to a material property that is the object of criminal looting. It is in the punishment and
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This interpretation was derived from inscriptions such as the ones for Le Pillage d’une ferme
(The Looting of a Farm) and Découverte des malfaiteurs (The Discovery of the Criminals) that
discuss the “beautiful exploits of inhuman hearts” and “those enemies of glory.” See plates 5 and
9 in Appendix A.
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conception of sexual violence and looting that I will suggest that the miseries of the civilians
transform from mere suffering into indicators of political and social hegemony.
By the time of the Thirty Years’ War, monarchs were putting more regulations into effect
that determined the status of women allowed within war camps—namely women who were
married to a soldier within camp—in order to maintain the mobility and efficiency of the army.
The women pictured in The Camp are likely wives of soldiers. The few figures I have tentatively
identified as women due to their clothing (i.e. skirts and bonnet- or veil-like head coverings) in
The Small Miseries are not always portrayed as victims. For example, there appear to be three
women in The Camp (fig. 15). Two are seated by a central tent, each tending to a child, while
another stands bent over a large pot placed over a fire at the right edge of the composition. Not
only are these women not being overtly portrayed as victims, they also seem to exist peacefully
with the rest of the soldiers within the camp if slightly separate from them. Women were in fact
part of war camps in the early modern era, not merely as prostitutes, but as necessary individuals
that helped out in the camp. They participated in a symbiotic relationship with the soldiers on
campaign that was built on affection and mutual psychological support. However, this relationship
was far from idyllic: women on the front were also sometimes targets or catalysts of violence and
might have needed to resort to prostitution to gain enough food to survive.48
As illuminating as this scene is in regards to the lives of women within the military camp,
it is the only one that does not appear within The Miseries and Misfortunes of War, and it seems a
purposeful exclusion. Instead of rendering the lived reality of women within European war camps,
we find a preponderance of scenes in which women, alongside men and sometimes children, are
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victimized. For example, in Le Pillage d’une ferme (The Looting of a Farm), a myriad of bodies,
both errant soldiers and civilians, populate the perimeter of the main pictorial space (fig. 13). The
soldiers attack men and women, and even one small child, throughout the composition while others
root through the house in search of goods, food, or drink to pilfer. The soldiers perpetrate violence,
especially sexual violence, on the women. Two women are held down by either one or two soldiers,
who undress them or lift up their skirts.
However, even the title of the print and the inscription along the bottom gloss over this
sexual violence in favor of pointing out the loss of material objects and more generalized forms of
violence without mentioning rape.49 Given the overt exclusion of the mention of sexual violence
or assault, Le Pillage d’une ferme (The Looting of a Farm) appears to speak more closely to the
political reality of rape as a war tactic despite its moralizing tone. Since Biblical times, rape has
been an almost inseparable facet of war. Rape and sexual violence were, and still are, used as a
demoralizing tactic against one’s enemy and were traditionally seen as inevitable as looting and
pillaging. The correlation between the looting of material goods and sexual violence has been
linked to the historical concept of woman as the “property” of man that is illustrated in inscription’s
emphasis on the action of looting rather than rape. Women in war were not seen as their own entity,
and any suffering inflicted on their personal body is transcribed into the social consciousness as
an attack perpetrated on the community and the honor of the men within that community.50
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When Callot published the series, both rape and pillage were still considered as normal
parts of warfare and were neither prohibited nor sanctioned by law. That is not to say they went
unpunished or were not denounced. Grotius, for example, proposed the prohibition of sexual
assault in warfare as one of the ways to alleviate cruelties committed during war. And yet, rape
and looting were understood on much the same terms, as is evident in the fifth print.51 Sexual
violence and pillaging occur simultaneously, and the rape of women appears to be equated with
the robbing of material goods in the inscription, which states that the soldiers “ravage everything”
and makes no specific mention of sexual violence (fig. 13). Rather than detailing the way in which
such sudden and violent assaults affected the victims, The Miseries only depicts the acts
themselves while the inscriptions merely comment on and detail the violence portrayed within. In
place of a distinctive attempt to define the psychological aftermath of physical assaults on civilians,
the Miseries concludes its representation of noncombatants with an act of retaliation against a
group of soldiers in La Revanche des paysans (Revenge of the Peasants) in which only the damage
of property is described as the impetus for the attack (fig. 16).
Callot’s representation of rape and looting—those two “equivocal” war crimes—comprise
the entirety of the offenses committed by soldiers in plates four through eight, after which, five
different scenes of punishments of soldiers are depicted. Although the crimes preceding each
punishment shown are not detailed in the inscriptions, Marolles describes the individuals being
punished presumably for their destruction of property (both human and material) as “thieves” or
“traitors.” The crimes committed in the first set of prints—plundering villages, monasteries,
homes, or travelers—would have been seen as some of the most serious offenses according to
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Fourquevaux’s contemporary treatise on warfare.52 Military justice and army discipline was of
foremost concern in the sixteenth and seventeenth centuries. Multiple treatises on this subject were
produced periodically, building off of each other, and as the list of punishable crimes committed
against noncombatants grew, sentences for those crimes became increasingly harsh.53 Against this
back drop, it is necessary to consider the way in which these sentences were visually enacted in
relation to the driving concepts behind public punishment to suggest the way in which the depiction
of crime and punishment in The Miseries speak to their ability to reinforce the political and social
hierarchy for their audience.
To characterize the images of punishment in the series, the soldiers being subjected to
corporal punishment tend to be either elevated above the surrounding crowd or set in an open space
with the spectators congregated on the edges of the print. These constructions indicate the
importance of display and spectacle within the series and in corporal punishment in general.54 A
print that proves illustrative of the common conceptions driving public punishment is the sixteenthcentury engraving Justice by Philip Galle after Pieter Bruegel the Elder (fig. 17). This print depicts
various forms of punishment, beginning at the bottom left corner of the foreground and snaking
up and into the background, where the punished figures loom over crowds of people. Not only
magistrates, clergymen, executioners, and those being punished are present, but what appear to be
ordinary citizens have also come to watch these sentences being carried out. One can just make
out a figure holding a child’s hand and walking either towards a gallows or the crucifix erected in
the background. In addition to the highly detailed renderings of the individual punishments—
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including executions, flogging, and other forms of torture—the print depicts the space in which
these sentences are enacted very meticulously. Crenulated stonework, clerical and judicial
platforms, a chandelier, and multiple shields with different designs are just a few of the elements
that make up the space and provide a concrete ground on which to envision these punishments
being performed.
The bodies of the punished are clearly visible and set apart from the crowds surrounding
them, presumably to serve as a warning of the consequences of illegal and immoral behaviors. The
act of display rather than the actual punishment is indicative of a certain anxiety over maintaining
social structures and hierarchies in that crimes were seen as a disruption of the established standard
of behavior and therefore an affront to civic control. The public enactment of corporal punishment
served as a ritualized and authorized way in which to reassert social control. To this end, the space
in which punishment is performed and the costume of those presiding over the sentencing becomes
especially important in the display and attribution of control and authority.55
In comparison to Bruegel’s Justice, the settings of Callot’s prints involving punishment are
sparer, the biggest exception being L’Estrapade (The Strappado) (fig. 14). L’Estrapade (The
Strappado) has the most complete and detailed setting of plates ten through fourteen. Set in a large,
open space among multistory buildings, a man is suspended in the air from a strappado while four
more soldiers are displayed atop a wooden horse to the left.56 Soldiers act as the primary witnesses
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in this scene as men in uniforms similar to those seen in the preceding prints carrying guns, drums,
and large flags with apparently similar patterns make up the majority of the figures in the square.
They, rather than civilians, have become the principal witnesses of the torture. The only figures
who may be noncombatants are those that look down on the square from a balcony in the upper
left corner and those along the back wall and the street leading further into the background. Their
role as witness, however, appears subordinate to that of the soldiers, given their distance and
minimalistic renderings.
As the primary audience of The Miseries were aristocrats and wealthy collectors who were
removed from the actions depicted in it, they would have more readily latched onto the political
and temporal realities of war that the series describes. As corporal punishment was a means of
establishing control and authority in this era, the disciplinary violence in the Miseries can first be
read as establishing power over the ranks of soldiers. However, the inclusion, minimal as it is, of
civilian witnesses denotes another reading of L’Estrapade (The Strappado). While the etching
suggests that public punishment reestablished order and deterred crime amongst soldiers, a
secondary objective was the affirmation for the citizens of the maintenance of order and justice
within the military. These visual displays of power then become revealing of an attempt to maintain
social structure and hierarchy within a given state. The public spectacle of punishment present in
The Miseries speaks then to the maintenance of aristocratic honor and glory by way of punishing
those soldiers that have brought disgrace to the commander and the sovereign through their unjust
and brutal actions. In fact, these displays of authority create this sort of meaning both for the figures
depicted in the series and for its audience as the viewer has taken on the role of spectator as well.

hoisted back up to repeat the process. Nigel S. Rodley, “Torture,” in Encyclopedia Britannica,
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Depending on whether the viewer was simply wealthy or was aristocratic, The Miseries and
Misfortunes of War could impress upon the audience either the affirmation that measures were
being taken by the monarch to maintain order amongst the soldiers or that their social standing and
honor was not in question since the punishment of the criminal soldiers would mitigate any
dishonor reflected upon them.
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CONCLUSION
The earliest of scholarly treatments of Les Misères et les malheurs de la guerre saw the
series as a protest against the invasion of Lorraine, while others, such as that of Andre Félibien,
mythologized accounts of Callot’s life to paint him as a patriot who turned down the commission
of Louis XIII to render an image commemorating the siege of Nancy.57 Modern English
scholarship about the Miseries’ legacy has more closely followed Félibien’s assertions that
Callot’s series opposed accepted accounts of war. The dominant reading of Callot’s series in
popular or non-art historical accounts asserts that The Miseries is a chronicle of the French invasion
of Lorraine. However, these scholars’ interpretations of the series’ meaning differ slightly with
others that see it as a historical commentary or a chronicle of the adverse effects of war on society.58
The Miseries functioned as a visualization of war in all its summary parts in a way that does not
ascribe these experiences and events to any one European polity or state. The series’ generality is
what has seemingly lent itself to a greater applicability outside its historical context that has often
prefaced the atrocious and human aspects of war in protest of war.59 However, the way in which
Callot’s Miseries have been utilized and reinvigorated with meaning in cases such as these have
curtailed greater discussion on the political realities the series entails.
The reality of seventeenth-century war was highly politically-charged and functioned as a
way to bolster international prestige amongst sovereignties and states, but war would have had a
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different and darker connotation for those whom it directly impacted.60 The Miseries balance the
political and social realities of war in such a way as to emphasize the lived atrocities of war while
subtly reinforcing its use as a political tool in a way that does not critique the state for its role in
perpetuating war. Instead, the eighteen prints in conversation with one another point to the control
the state and sovereign exerted over soldiers in the attempt to maintain the political prestige and
honor of the commanders and rulers that simultaneously reaffirms the social hierarchy for its
audience. Rather than being concerned with a view of war that focused on the suffering of the
soldiers and civilians, the audience saw soldiers as potential sources of violence and subjects to be
disciplined. While they deplored the suffering caused by war, their interests seem to have focused
on displacing the blame for violence onto soldiers, thereby preserving the status quo.
The role of the civilian within the series is rather small—they function primarily as a foil
to the actions of the soldiers—but modern scholarship has nonetheless emphasized the ways in
which they attest to the horrors experienced by noncombatants during war. Rather than divorcing
the series from the political entirely, more modern attempts at characterizing the series tend to
invert the significance of the principal players to place greater importance on those at the bottom
of the social hierarchy. However, the growing emphasis on the common people, has gradually
rewritten how the series has been conceived of and remembered not only in scholarship but also
in popular thought. Many attempts to examine the misères pictured in Les Misères et les malheurs
de la guerre have set these sufferings in opposition to ideas of the grandeur of seventeenth-century
warfare. By enforcing a dichotomy between these two concepts, an entire facet of war as it was
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experienced in the seventeenth century has been minimized and many of the political implications
lost.
The aristocratic and wealthy audience of The Miseries would have been unable to separate
either misères or grandeur from their lived realities and intellectual conceptions of war. Because
of the political and social benefits they gained from war, Callot’s collectors would have aligned
The Miseries’ message more closely with warfare’s aspect of glory derived from military victory
even despite its minimal inclusion within the series. It has been this thesis’ aim to reexamine
notions of The Miseries that do not account for the political use of warfare that would have likely
been foremost in its viewers’ minds. Even in its depictions of violence that seemingly place the
sufferings of the average citizen and soldier first, Callot’s Miseries and Misfortunes of War are
informed by the construction and implementation of war and justice as tools that reinforce the
dominant powers in society even at the expense of others. Just as seventeenth-century notions of
war did not place misères or grandeur on separate scales, neither do The Miseries, and both aspects
of war are equally important in understanding the implications of warfare’s ability to reinforce
political and social status.
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Figure 1 Jacques Callot, The Siege of Breda, 1627, Etching, printed on six sheets, 123 x 140.5 cm, Philadelphia Museum of Art,
Philadelphia
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Figure 3 Jacques Callot, Frontispiece, from Les Misères et les mal-heures de la guerre (The Miseries and Misfortunes of War),
plate 1, 1633, Etching, Plate: 9 x 19.1 cm, The Metropolitan Museum of Art, New York

Figure 2 Jacques Callot, L'Enrolement des troupes (The Enlistment of Troops), from Les Misères et les mal-heures de la guerre
(The Miseries and Misfortunes of War), plate 2, 1633, Etching, Plate: 8.2 x 18.7 cm, The Metropolitan Museum of Art, New
York
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Figure 5 Jacques Callot, Distribution des récompenses (Distribution of Rewards), from Les Grandes misères de la guerre (The
Large Miseries of War), plate 18, 1633, Etching, 9.05 x 19.37 cm, The Minneapolis Institute of Art, Minneapolis

Figure 4 Jacques Callot, La Maraude (Pilfering), from Les Misères et les mal-heures de la guerre (The Miseries and Misfortunes
of War), plate 4, 1633, Etching, Plate: 8.2 x 18.6 cm, The Metropolitan Museum of Art, New York
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Figure 6 Jacques Callot, The Fair at Impruneta, 1620, Etching, Plate: 42.5 x 67.2 cm, Princeton UniversityArt Museum,
Princeton
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Figure 7 Pieter Snayers, Szene aus dem Dreißigjährigen Krieg (Scene from the Thirty Years War), c. 1630-40, Oil on canvas, 105
x 128 cm, Kunsthistoriches Museum, Vienna. ©KHM-Museumsverband.
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Figure 8 Vincente Carducho, The Victory at Fleurus, 1634, Oil on canvas, 297 x 365 cm, Museo Nacional del Prado, Madrid.
©Museo Nacional del Prado
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Figure 9 Jacques Callot, Siege of the Citadel of Saint Martin on the Isle de Ré, 1631, Etching on paper, approx. 57 x 43-45.7 cm,
The Art Institute, Chicago
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Figure 10 Jacques Callot, Le Grand Siege de La Rochelle (The Great Siege of La Rochelle), 1630, Etching, Musee
d’Orbigny-Bernon, La Rochelle. Image courtesy Wikimedia Commons.
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Figure 12 Jacques Callot, La Bataille (The Battle), from Les Misères et les mal-heures de la guerre (The Miseries and
Misfortunes of War), plate 3, 1633, Etching, Plate: 8.3 x 18.7 cm, The Metropolitan Museum of Art, New York

Figure 11 Jacques Callot, Les Mourants sur le bord des rouges (The Dying on the Edge of the Road), from Les Misères et les
mal-heures de la guerre (The Miseries and Misfortunes of War), plate 16, 1633, Etching, Plate: 8 x 18.5 cm, The Metropolitan
Museum of Art, New York
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Figure 14 Jacques Callot, Le Pillage d'une ferme (The Looting of a Farm), from Les Misères et les mal-heures de la guerre (The
Miseries and Misfortunes of War), plate 5, 1633, Etching, Plate: 8.2 x 18.7 cm, The Metropolitan Museum of Art, New York

Figure 13 Jacques Callot, L'Estrapade (The Strappado), from Les Misères et les mal-heures de la guerre (The Miseries and
Misfortunes of War), plate 10, 1633, Etching, Plate: 8.3 x 19.2 cm, The Metropolitan Museum of Art, New York
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Figure 16 Jacques Callot, The Camp, from The Small Miseries of War, plate 1, c. 1633, Etching, National Gallery of Art,
Washington, D.C.

Figure 15 Jacques Callot, La revanche des paysans (Revenge of the Peasants), from Les Grandes misères de la guerre (The
Large Miseries of War), plate 17, 1633, Etching, 9.05 x 19.37 cm, The Minneapolis Institute of Art, Minneapolis
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Figure 17 Philip Galle after Pieter Bruegel the Elder, Justice, 1559, Engraving, National Gallery of Art, Washington, D.C.
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APPENDIX A: WORKS IN THE MISERIES AND MISFORTUNES OF WAR

Plate 1 Jacques Callot, Frontispiece, from Les Misères et les mal-heures de la guerre (The Miseries and Misfortunes of War),
1633, Etching, Plate: 9 x 19.1 cm, The Metropolitan Museum of Art, New York

Plate 2 Jacques Callot, L'Enrolement des troupes (The Enlistment of Troops), from Les Misères et les mal-heures de la guerre
(The Miseries and Misfortunes of War), 1633, Etching, Plate: 8.2 x 18.7 cm, The Metropolitan Museum of Art, New York
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Plate 3 Jacques Callot, La Bataille (The Battle), from Les Misères et les mal-heures de la guerre (The Miseries and Misfortunes
of War), 1633, Etching, Plate: 8.3 x 18.7 cm, The Metropolitan Museum of Art, New York

Plate 4 Jacques Callot, La Maraude (Pilfering), from Les Misères et les mal-heures de la guerre (The Miseries and Misfortunes
of War), 1633, Etching, Plate: 8.2 x 18.6 cm, The Metropolitan Museum of Art, New York
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Plate 5 Jacques Callot, Le Pillage d'une ferme (The Looting of a Farm), from Les Misères et les mal-heures de la guerre (The
Miseries and Misfortunes of War), 1633, Etching, Plate: 8.2 x 18.7 cm, The Metropolitan Museum of Art, New York

Plate 6 Jacques Callot, Dévastation d'un monastère (Devastation of a Monastery), from Les Misères et les mal-heures de la
guerre (The Miseries and Misfortunes of War), 1633, Etching, Plate: 8.3 x 18.6 cm, The Metropolitan Museum of Art, New York
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Plate 7 Jacques Callot, Pillage et incendie d'un village (Looting and Burning of a Village), from Les Misères et les mal-heures
de la guerre (The Miseries and Misfortunes of War), 1633, Etching, Plate: 8.2 x 18.6 cm, The Metropolitan Museum of Art, New
York

Plate 8 Jacques Callot, L'Attaque de la diligence (The Attack of the Stagecoach), from Les Misères et les mal-heures de la guerre
(The Miseries and Misfortunes of War), 1633, Etching, Plate: 8.2 x 18.6 cm, The Metropolitan Museum of Art, New York
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Plate 9 Jacques Callot, Découverte des malfaiteurs (The Discovery of the Criminals), from Les Misères et les mal-heures de la
guerre (The Miseries and Misfortunes of War), 1633, Etching, Plate: 8.3 x 18.7 cm, The Metropolitan Museum of Art, New York

Plate 10 Jacques Callot, L'Estrapade (The Strappado), from Les Misères et les mal-heures de la guerre (The Miseries and
Misfortunes of War), 1633, Etching, Plate: 8.3 x 19.2 cm, The Metropolitan Museum of Art, New York
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Plate 11 Jacques Callot, La Pendasion (The Hanging), from Les Misères et les mal-heures de la guerre (The Miseries and
Misfortunes of War), 1633, Etching, Plate: 8.2 x 18.6 cm, The Metropolitan Museum of Art, New York

Plate 12 Jacques Callot, L'Arquebusade (The Shot the Arquebus), from Les Misères et les mal-heures de la guerre (The Miseries
and Misfortunes of War), 1633, Etching, Plate: 8.2 x 18.5 cm, The Metropolitan Museum of Art, New York
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Plate 13 Jacques Callot, Le Bûcher (The Pyre), from Les Grandes misères de la guerre (The Large Miseries of War), 1633,
Etching, 9.05 x 19.37 cm, The Minneapolis Institute of Art, Minneapolis

Plate 14 Jacques Callot, La Roue (The Wheel), from Les Grandes misères de la guerre (The Large Miseries of War), 1633,
Etching, 9.05 x 19.37 cm, The Minneapolis Institute of Art, Minneapolis
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Plate 15 Jacques Callot, L'Hôpital (The Hospital), from Les Grandes misères de la guerre (The Large Miseries of War), 1633,
Etching, 9.05 x 19.37 cm, The Minneapolis Institute of Art, Minneapolis

Plate 16 Jacques Callot, Les Mourants sur le bord des rouges (The Dying on the Edge of the Road), from Les Misères et les malheures de la guerre (The Miseries and Misfortunes of War), 1633, Etching, Plate: 8 x 18.5 cm, The Metropolitan Museum of Art,
New York
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Plate 17 Jacques Callot, La revanche des paysans (Revenge of the Peasants), from Les Grandes misères de la guerre (The Large
Miseries of War), 1633, Etching, 9.05 x 19.37 cm, The Minneapolis Institute of Art, Minneapolis

Plate 18 Jacques Callot, Distribution des récompenses (Distribution of Rewards), from Les Grandes misères de la guerre (The
Large Miseries of War), 1633, Etching, 9.05 x 19.37 cm, The Minneapolis Institute of Art, Minneapolis
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APPENDIX B: WORKS IN THE SMALL MISERIES OF WAR

Plate 1 Jacques Callot, The Camp, from The Small Miseries of War, c. 1633, Etching, National Gallery of Art, Washington, D.C.

Plate 2 Jacques Callot, Attacking Travelers on the Highway, from The Small Miseries of War, c. 1633, Etching, National Gallery
of Art, Washington, D.C.

61

Plate 3 Jacques Callot, Pillaging a Monastery, from The Small Miseries of War, c. 1633, Etching, National Gallery of Art,
Washington, D.C.

Plate 4 Jacques Callot, Ravaging and Burning a Village, from The Small Miseries of War, c. 1633, Etching, National Gallery of
Art, Washington, D.C.
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Plate 5 Jacques Callot, The Peasants' Revenge, from The Small Miseries of War, c. 1633, Etching, National Gallery of Art,
Washington, D.C.

Plate 6 Jacques Callot, The Hospital, from The Small Miseries of War, c. 1633, Etching, National Gallery of Art, Washington,
D.C.
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In 1633, Jacques Callot etched and published a suite of eighteen small prints titled Les
Misères et les malheurs de la guerre or The Miseries and Misfortunes of War. A poetic prose
inscription attributed to the abbé Michel de Marolles accompanies each of the seventeen scenes
following the frontispiece. Importantly, Marolles was not only the author of the inscriptions for
The Miseries but a collector of Callot as well. The collectors of Callot around the time The Miseries
were published were primarily aristocratic or wealthy individuals which suggests that the series
was created partially by and for its aristocratic audience. It is with this knowledge and Callot’s
previous employment in projects of monarchical propaganda, that this thesis offers a counterpoint
to previous scholarship that has consistently emphasized a humanitarian reading of Callot’s Les
Misères et les malheurs de la guerre. Rather than merely examining the human experience of
seventeenth-century warfare, Callot’s Miseries reveal how war was conceived of and practiced by
its aristocratic audience to maintain their social standing.

