
 

  

Kelly | VOA739 | 13030862 

Condition Report & Technical Examination 
CHATSWORTH PRINT 
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Identification details 

 

 

 

Studio no. 6185 

Title Les Gorets! 

Artist Edme Jean Pigal (1798 – 1873) 

Printing details Lithographed by Langlumé 

 Distributed by Cher Gihaut et Martinet 

Date 1822 - 1830 

Owner The Duke of Devonshire 

Catalogue/accession no.  61 

Student Stacey Mei Kelly 

Description A print of a scene of three men at a table 

Date of record 21 January 2014 

Background: 

Edme Jean Pigal is a French artist well known for his caricatures of popular customs and social settings1. During the late 1820s to the late 

1830s, Pigal produced many lithographs, offered up for sale individually in both monochrome, and coloured versions. The works he created 

for the single sheet market were usually hand-coloured, similar to the piece in this report.  

It is highly possible that the print was bound in an album or folio as it was a common practice at the time2. Publishers intended such 

prints to be framed or viewed in albums.3  

In the late 18th century, a trend in room décor started when Lord Cardigan decorated rooms by pasting prints directly on to walls.4 These 

prints were enhanced and displayed at their best using paper borders in a variety of shapes and designs.5 Such rooms were known as print 

                                                           
1 (Farwell, 1989: p. 127)  
2 During the peak of the satirical print, print owners placed their hand-coloured prints in albums (Alexander, 1997) 
3 (Farwell, 1989: p. 11) 
4 (Entwisle, 1970: p. 75) 
5 Ibid. 

Figure 1 Reflected light photograph of recto before treatment 

Table 1 Identification details of the print 
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rooms, and this print may have been part of a selection of prints used for such a purpose. Sometime later, the print room may have been 

redecorated, and the prints in it stored away. This print was later found with other similar prints in a turret at Chatsworth house. 

Technique/Media:  

The printing technique used for the production of this print is stone lithography.6 No plate mark is visible and under magnification, the 

ink can be seen to sit rather flat on the paper. The lines of the drawing are also fragmented7  (see figure 2). The artist Pigal, was known for 

having his caricatures produced as lithographs. Furthermore, the lithographer Langlumé, is credited in the bottom right corner of the 

print.8  

 

 

The print has also been hand-coloured using watercolours. Under magnification, it can be seen that the paint was applied slightly 

unevenly, with the colours spilling beyond the image (see figure 3). These are characteristics of hand-colouring.9 Under the microscope, 

the colour tends to settle (darker) at the edges of a patch of colour. Certain areas that have overlapped the print lines also have the 

appearance of a bush stroke. These point toward the use of watercolours10, which was a common medium at the time for the hand-

colouring of prints. 

 

 

 

Dimensions: 

Primary support (height x width) 19.8 cm x 25.8 cm 

Primary support thickness 0.16 mm 

 

                                                           
6 Lithography is a printing technique based on the fact that grease and water repel each other. The marks of the drawing are first applied to the printing 
surface using a greasy medium. The surface is then dampened with water which sits in the unmarked regions, a roller with greasy printing ink is then 
rolled over the surface, sticking only to the drawn markings. The ink is then transferred onto a piece of paper (Griffiths, 1996: p. 100).  
7 The ink in a lithograph lies flat on the paper and can often be seen under magnification to be broken (Griffiths, 1996: p. 104) 
8 See section on inscriptions pg.6  
9 (Gascoigne, 2004: n.p.) 
10 (Gascoigne, 2004:  p. 64) 

Figure 2 Photomicrograph showing the fragmented lines in the print 

Fragmented lines 

Areas with spilling of 

colour over the print 

line have the 

appearance of 

brushstrokes 

Figure 3 Macro photograph showing colours spilling over the printed line 

Table 2 Dimensions of the primary support 
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Support: 

Primary support:  

The primary support is a light to medium weight, handmade, wove11, European paper. Due to the timeframe of its production, it is highly 

unlikely that the paper was machine made as machine made paper was only widely available in the market in the mid-19th century. The 

smooth finish indicates it was hot-pressed12. It was probably tubbed sized with gelatine and alum based on the period13, and made with rag 

fibres14. Gelatine can give paper a yellowish cast, which may explain the off white colour of the paper.15 The primary support has been 

straight cut on all four edges. This could have been done when the print was removed from its album (if it was in an album). 

Inscriptions: 

On the recto of the primary support, there are two inscriptions (See figures 4 and 5).  

The lower left side of the print reads: 

“Cher Gihaut et Martinet” 

 

 

 

The lower right side of the print reads: 

“Lith de Langlumé” 

 

 

 

Condition Report 

Media: 

Watercolour: 

The media is in poor condition. The watercolour has faded considerably, possibly due to prolonged exposure to sunlight.16 The vibrancy of 

the original watercolour has been lost, this can be seen when compared to prints produced by the same artist and lithographer at a similar 

time (see figure 6). 

Ink: 

The printed ink is in good condition. 

 

                                                           
11 Wove paper is made using woven wire moulds. The paper surface is covered with a fine brass screening which when left in the paper, would leave a 
distinct impression resembling fabric. It offers a smoother surface than laid paper, which was more commonly used prior to the rediscovery of wove 
paper in 1750 (Hunter 1978: p. 126-127). 
12 To achieve a smooth finish, paper is placed between polished plates and subjected to the pressure of heavy metal rolls. For an extremely smooth 
surface, these plates are heated in a steam-jacketed chamber before pressing (Hunter 1978: p. 450) 
13 To enable fluid materials like watercolours to remain on the paper surface, paper was sized by dipping it into a tub of hot gelatine solution. Alum is 
then added to produce a harder sizing which becomes less soluble in water than gelatine sizing alone (Krill, 1987: p. 30).  
14 Handmade papers were often made from linen and cotton rags or a mixture of both fibres. Rag paper was considered superior 
15 (Krill, 1987: p. 29-30) 
16 Unprotected by varnish and usually thinly applied, watercolours fade quickly when exposed to light and Ultraviolet (Bush and Storey, 2011: p. 457) 

Figure 4 Close up of inscription on the bottom left of the print 

Figure 5 Close up of inscription on the bottom right of the print 



Chatsworth | Page 6 of 13 
 

 

 

 

 

Primary Support: 

Recto: 

 A large amount of surface dirt is present across the entire print, notably around the edges of the print and where the support has 

folded and creased. This could be attributed to previous display and storage conditions. 

 Severe discolouration of the support can be seen. This may be caused by photo-oxidation, further accelerated by hydrolysis. The 

object was not housed according to conservation standards and possible fluctuations in relative humidity (RH) may have occurred, 

catalysing hydrolysis and oxidation. Less discolouration can be seen at the edges of the print, this identifies the presence of a 

frame, probably die-cut due to the zig-zag pattern of the discolouration. 

 

 

 There are several punctures located on the edges of the print (see figure 8). This could have been caused by tacks, which may have 

been used when the print was displayed. 

 Numerous losses with slight tears can also be found near the punctures, along the edges of the print (see figure 8) 

Figure 7 Diagram of recto showing area with severe discolouration 

Severe discolouration 

Figure 6 A similar work by Pigal, titled 'Quel gaillard! qu'en dis'tu, ma femme? - hé! hé! hé!' from 'Scenes 

populaires'.  © Victoria and Albert Museum, London. 
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 Powdery, green residue can be seen deposited on several of the punctures (see figure 9). The residue is similar to that seen in 

copper corrosion. The tacks may have been made of copper and began corroding while still in contact with the paper. Upon 

removal, fragments of copper resonate was collected in the rough edges and tears of the support  

 

 

 Other powdery colour pigments (blue, yellow and red) can be seen at other punctures sites (see figure 10). This could be wallpaper 

residue left behind when the tacks were removed 

 

 

 A ‘peppery’ splattering of dark brown deposits can be seen around tears and edges of the print (see figures 11 and 12). These are a 

mixture of metal flecks that have been embedded and begun oxidising in the paper, as well as an unknown brown substance with a 

sticky, slightly raised surface when viewed under magnification (40x) 

 

Figure 8 Diagram of recto showing losses, punctures and abrasions 

Figure 9 Photomicrograph of powdery green residue at the rough edges of the puncture  

Figure 10 Powdery colour pigments seen around puncture sites  

Punctures 

Losses 

Abrasion 
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 Both light and dark brown spots can be seen positioned randomly across the recto 

 There is a large abrasion on the surface of the print that appears shiny at an angle (see figure 8) 

 Planar distortions of the print can be seen under raking light. A large crease can also be seen on one side. This could once again be 

caused by improper storage or handling (see figure 13) 

 

 

Verso: 

 Greyish discolouration is present on verso, possibly caused by deposits of soot from a fireplace (see figure 16). 

 There are traces of a pattern on the verso of print, this was possibly caused by the placement of the print over a raised wallpaper 

surface.17 The raised surface of the wallpaper corresponds to the lighter parts of the pattern, protecting the surface from photo 

oxidation (see figure 16).   

                                                           
17 A type of wallpaper common in the 18th century to late 19th century were flock wallpapers. The term 
'embossed', has also been used to describe flock wallpaper as flocking produces a raised surface pattern 
similar to embossing (Saunders, 2002: pp. 55-61). Flock wallpaper were generally more expensive than 
other wallpapers and were usually found in wealthy households.  Such a wallpaper could have been 
used in Chatsworth house. Additionally, the raised design of a flock wallpaper could have contributed 
to the pattern of discolouration on the verso of the print. 
 
 

 

Figure 11 Locations of brown, peppery deposits Figure 12 Photomicrograph of dark brown accretions near edge of print  

Figure 13 Raking light photograph of recto before treatment  

Figure 14 Flock wallpaper with rococo 

floral design, about 1760. © Victoria and 

Albert Museum, London. 
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 Punctures and losses coincide with those on the recto 

 Large amount of surface dirt especially along the edges and at the creases 

 Several light brown spots can be seen positioned randomly around the verso 

 

 

 

 

 

 

 

 

 

Figure 15 Reflected light photograph of recto before treatment  

Difference in 

discolouration 

caused by raised 

surface of 

wallpaper 

Greyish 

discolouration – 

possibly soot 

Figure 16 Discolouration on verso of print  
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Technical Examination 

The following methods of technical examination were undertaken to gain a more in depth understanding of the object: Ultra-violet 

radiation, Infra-red, and false-colour infra-red.  Technical examination can help identify the original materials of the object, determine the 

history of the object based on its condition, locate any alterations, and identify components that may influence conservation treatment.  

Ultra-violet (UV) fluorescence:  

The wavelengths of UV range from 10 – 400 nm in the electromagnetic spectrum. However, for technical examination, longer wavelengths 

of UV (320 – 400 nm) are used. The object was observed using Black light Blue (BLB) tubes and a Kodak Wratten 2E filter was placed on 

the camera lens, blocking all wavelengths below 420 nm. The rays of UV are themselves invisible, but when shone on certain surfaces, can 

assist in identifying materials that are known to absorb18, reflect19 or fluoresce20 under UV.21 

 

 

 

The UV examination of this object revealed a stain that fluoresced a bright yellow, previously invisible to the naked eye. This suggests the 

presence of oil. Perhaps oil from a lamp was accidentally spilled onto the print.  A large spot that appeared brown and nondescript under 

reflected light fluoresced dull orange under UV. This also indicates the possible presence of oil. This spot and another, is also present on 

the verso of the print (see figures 17 and 18). UV examination also provided information that aided in the identification of the media (see 

table 3). 

                                                           
18 Material appears dark 
19 Material will appear purple, due to the colour of the light source 
20 Material particles are ‘excited’ by the UV light, producing visible light, resulting in a different colour that is often very bright (Roberts and Pedretti, 
1977) 
21 Possible reactions of media and support under UV: 

- Certain pigments exhibit characteristic fluorescence under UV e.g. titanium dioxide fluoresces a rose to rose-violet, rose madder fluoresces a 
bright pink/dull orange; 

- Inks may fluoresce or absorb e.g.  iron fall ink absorbs strongly under UV; 
- Oils and varnishes fluoresce orange/bluish/yellow-green 
- Adhesives like animal glue fluoresce brightly 

Figure 17 UV light photograph of recto before treatment  

Yellow 

fluorescence 

indicating that oil 

may have been 

accidentally spilt 

on the print  

Dull orange 

fluorescence 

indicating the 

presence of oil  
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Infra-red (IR) radiation:  

IR radiation occurs in a large range at the low-energy region of the spectrum. For technical examination, radiation in the near IR range 

(820 - 1200 nm) is recorded. A Kodak Wratten 87c filter was placed on the camera lens to block all wavelengths below 820 nm. Under IR 

examination, colours either absorb22, reflect23 or transmit24 the IR rays. IR examination can help detect information otherwise indistinct or 

undetectable to the human eye25. 

 

 

IR examination provided additional information to help identify the media (see table 3).  

                                                           
22 Colours appear dark 
23 Colours appear grey 
24 Colours become transparent 
25 Information detectable under IR: 

- IR radiation can penetrate opaque varnishes and paint to reveal underpaint, drawings, retouched areas or changes in composition; 
- Carbon based pigments and inks absorb IR strongly; 
- Distinguish between certain pigments and inks that react differently under visible light and IR 

Figure 18 UV light photograph of verso before treatment  

Dull orange 

fluorescence 

indicating the 

presence of 

oil  

Figure 19 IR photograph of verso before treatment  
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False Colour Infra-red (FCIR):  

Additional information can be extracted from an IR photograph by creating a false-colour composite IR image. This process assigns one IR 

wavelength image to each of the red, green and blue colours that make up an RGB bitmap image, displaying a colour image.26 An FCIR 

image contains all wavelengths from 600 – 900 nm, and the colours shown can be used to differentiate media, as media with differing 

spectral properties will appear in different colours.  

The FCIR image was created by illuminating the object with tungsten lamps. Both visible colour and IR images were taken using an IR 

sensitive camera without moving the object. A digital composition was then made by combining the two images and changing the colour 

channels via Adobe Photoshop.  

 

 

Media 
Appearance 

under reflected 
light 

Observations 
under UV 

fluorescence 

Observations 
under IR 
radiation 

Appearance 
under FCIR 

Inference 

Black lines that 
make up the 
image 

Black Absorbs UV Absorbs IR Black Carbon based ink 

Grey pigment of 
jacket 

Grey-blue Absorbs UV Absorbs IR No visible 
difference in 
colour 

Carbon based 
pigment, possibly 
lamp black 

Green pigment in 
pants 

Green Absorbs UV Absorbs IR No visible 
difference in 
colour 

Could be a metal 
based green 

Pink-brown coat Pink-brown Absorbs UV Absorbs IR No visible 
difference in 
colour 

Carbon based/earth 
pigments/Vandyke 
brown/Sepia 

Pigment used in 
bread 

Yellow-brown Fluoresces a dull 
orange 

Transmits IR, 
disappeared 

No visible 
difference in 
colour 

Possibly Indian 
yellow 

Brown spots 
discolouration 

Brown Absorbs UV 
strongly 

Transmits IR, 
disappeared 

No visible 
difference in 
colour 

Indication of metal 
particles or mould 

 

 

                                                           
26 (Mansfield et al., 2002)  

Table 3 Observations and results of technical examination  

Figure 20 FCIR photograph of verso before treatment  
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Conclusion:  

Technical examination shows the presence of oil on the verso and recto due to accidental spillage. It also confirms the use of carbon based 
inks and pigments, which are known to be stable for treatment. Unfortunately, due to the lack of saturation of the watercolour pigments, 
the FCIR examination did not yield much information that could assist in pigment identification. 
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