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ABSTRACT

The first part of the study consists of a bio
graphical essay on the ornamental engraver, Jean le Pautre, 
containing information about the artist and his times.

The second, and larger, portion of the thesis deals 
with theatrical aspects of the art and life of the period 
under study. Engraving and ceremonial are seen to serve as 
forms contributing to the creation of the court's identity. 
Both forms share the quality of a basic sense of dramatic 
structure. Relationships are noted between Le Pautre1s 
work and the theatrical arts comprising the formal group- . 
entertainments, the major festivals of Louis XIV1s reign.

Where it is pertinent, within the limitations of 
the subject matter, notions of baroque and classical art 
forms or trends are discussed.



'INTRODUCTION

La derniere chose qu'on trouve en faisant un 
ouvrage est celle qu'il faut mettre la premiere

--Pascal, Pensees 
The purpose of this study is to bring into relief 

against the social-historical framework of the seventeenth 
century the work of the ornamental designer Jean Le Pautre. 
The work of the seventeenth century practitioner in this 
large area of French art has an important place in art 
history but the subject has not often been dealt with in 
English. The literature on the subject is mainly in French 
and also tends to deal with the various workers in survey- 
type studies, such as the Inventaire du Fonds Frangais, so 
there is an abundance of information for the specialists 
looking for details to relate to larger studies, such as 
those of architecture, Certainly there are exceptions, as 
in the case of R.-A. Weigert’s treatise on Jean 1 Berain. 
However, in English all too few monographs exist on the 
period dealing with ornament, Interestingly, of two English 
works, one by Robert W, Berger in 1969, and the other by 
Fiske Kimball in 1943, the subjects happen to be two other

1. R.-A. Weigert, Jean I Berain (Paris, 1936).

1



1Le Pautres, Antoine, brother of Jean, in Berger's book, and
2Pierre, his son, in Kimball's book.

Thus it is the intention in the present study to 
present a particular view of the ornamental work of an 
important designer-engraver of the mid-seventeenth century 
in France. It does not presume to be complete but its 
contribution may lie simply in a few insights into the 
nature of the work, and also perhaps in its presentation 
in the English language.

It should be stated that while the biographical part 
in this study on Le Pautre will be an independent unit, 
information within it will be expanded later where the 
situation warrants additional explanation or more detailed 
exposition.

In the various sections of this study there may seem 
to be an overlapping, whereby certain topics mentioned 
earlier will be taken up again later, in more detail, where 
they appear to be most pertinent. For example, in the 
biographical section, the Cabinet du Roi will be mentioned 
as it concerns the subject of the study, Jean Le Pautre. 
There it will be discussed briefly, but later on, as it also 
figures importantly in the section dealing with festivals,

1. Robert W. Berger, Antoine Le Pautre (New York: 
New York University Press, 1969).

2. Fiske Kimball, The Creation of the Rococo 
(Philadelphia: Philadelphia Museum of Art, 1943).



it will surface again and a different aspect of the subject 
will come to light, in this case its relation to the 
political and artistic hegemony in seventeenth century 
France„

In fact, as the study unfolds, it should not be 
surprising that this occurs, since rarely has a period 
evolved with such single-mindedness of purpose as that of 
the reign of Louis XIV. Unity of intention, serving as 
a reflection of majesty, certainly flourished during those 
years under the pervasive influence of the King and his 
ministers. As a result, this unity was seen in all aspects 
of existence, so that, as all institutions served the King, 
all art and all artists did so too through diverse channels. 
We therefore find, in this period most acutely, that what 
relates to virtually any subject, be it the Academy or the 
Cabinet des Planches, relates also in some significant way 
to.the royal power.

In discussions of the theatre, or other areas where 
the study of Jean Le Pautre's designs applies, there will be 
references to the baroque and classical aspects of the 
seventeenth century arts,

This may appear to be repetitive, but it involves, 
rather, the examination of several aspects of a single, 
particular problem.



JEAN LE PAUTKE, SEVENTEENTH CENTURY ENGRAVER

The Artist and His Times, 
a Biographical Note

As one examines the work of Le Pautre one is
impressed with its abundance and its quality and an
insistent question arises: For what reasons was he so
successful as an artist in his own time and yet so little
known today? The answer may well Jae that he concentrated
on the ornamental side of his artistic production, giving
little attention to the more enduring human concerns. Yet
his success, continued for a period of over a hundred
years, was the result of his response as a highly qualified
ornamental engraver to historical developments during the
early seventeenth century; it was one of the most glorious
and important centuries in French engraving, according to
P. A. Lemoisne, since, for the first time, engravers
officially took a place in the artistic ranks of their
time. He was chosen, with Israel Sylvestre and Frangois
Chauveau, to form the first group of ornamentalist engravers

2of the Cabinet du Roi. Louis XIV signed an edict elevating

1. P. A. Lemoisne in the preface to R.-A. Weigert, 
Inventaire du Fonds Frarigais, Graveurs du XVIIe Siecle ' ’ '
(Paris: Bibliotheque Nationale, 1939), p. i„

2. Frangois Courboin, Histoire de la Gravure en 
France (Paris: Maurice Le Garrec, 1923), Vol. I, p. xx.

4



engraving to the liberal arts and ordering engravers to do 
large number of plates after the paintings in his collec
tions and of sculptures in the gardens of the royal 
palaces. This collection, known under the name of Cabinet 
du Roi, is composed of twenty-three volumes in folio.^

Apart from their aesthetic value, the engravings 
give us information about works which have disappeared, and 
so are of great documentaxy intere-st. Pierre de. Nolhac, in 
La Creation de Versailles,̂  writes, "Felibien was ordered 
by the King to write the official, account, more complete 
than the one in the Gazette” about-the festivities at 
Versailles in 1668. This account included prints by Le 
Pautre.

The appearance of the print collector at this time, 
notably the Abbe de Marolles and the Marquis de Beringhen,^ 
was the beginning of a useful practice enabling effective

1. P. Ratouis de Limay, "Jean Lepautre et Daniel 
Marot," Le Dessin (July 1933), mentions twenty-one volumes. 
However, M. H. Destailleur in Recueil d'Estampes Relatives 
a 1'Ornementation des Appartements aux XVIe , XVIIe et 
XVIIIe Siecles (Paris, 1863), Vol. footnote on p. 23, 
mentions twenty-three volumes in-folio, as does R.-A. 
Weigert in La Gravure, by Jean Adhemar (Paris, Presses 
Universitaires de France, 1972), p. 62. Weigert1s informa
tion at this later date (of 1972) brings the information up 
to date.

2. Pierre de Nolhac, La Creation de Versailles . 
(Versailles, 1901), p. 60; my translation to follow, and 
henceforth all the translations of excerpts from French 
texts are mine.

3. P. A. Lemoisne, in Weigert, Inventaire, p. iii.



gathering and transmission of information about places and
events, and of interest also to artists and craftsmen. On
the engravings themselves we are reminded of the commercial
purpose, "sold at Le Blond's in Paris." The prints would
have been bought by all interested in studying the designs,"*"
This didactic purpose concerned at this time artists who
could not go to Italy? the engravings reproduced.great works
of ancient Rome and the Italian -Renaissance. "Le Pautre,
Jean Marot, Sebastien Leclerc, Jean Berain, provided
architects, sculptors, and woodworkers with elegant models
specifically French (although inspired by Italian elements)

2and very representative of the Louis XIV style, 11 We also 
learn from these illustrators about the dress of the 
period; in an article about Madame de La Fayette's novel.
La Princesse de Cleves, which was written in 1678, L. D.

3Perret uses an engraving by Le Pautre to illustrate an 
episode from the story. Le Pautre's purpose was to

1. J. H. Green, A Catalogue and Description of the 
Whole of the Works of Jacques Callot (London, 1804), p. 1, 
says ", . . the formation of collections is not only an 
innocent, but a useful amusement as it tends to encourage 
the arts, and to excite a laudable spirit of emulation among 
young artists." Le Pautre's prints, as we shall see, 
served these purposes very well.

2. . Annik Pardailhe-Ga^abrun, "Gravures et Retables 
aux XVIIe et XVIIIe Siecles," Etudes Europeens (1974), Vol. 
6, p. 57. : ' '''

3. L. D. Perret, "La 'Princesse de Cleves' Jugee 
par ses Contemporains," Revue Des Societes des Amis de 
Versailles (1965), No. 24.



illustrate the costume of the day but, as usual, his
settings are so natural that the engravings are often
suitable as illustrations of scenes with characters, as in
this case. However, Le Pautre also created illustrations
intentionally, as, for example, for Ovid's Metamorphoses.

Jean Le Pature was born in Paris in 1618 and lived
there until his death in 1682. He was apprenticed to the
woodworker and Engineer in Ordinary to the King, Adam
Philippon, who had travelled to Italy and who was himself a

2good artist and engraver. Among his first works were 
twenty-six plates after the drawings of Philippon done in
Italy, which appeared in 1644 and showed his qualities of

3 *intelligence and versatility. D. Guilmard, in Les Maitres
4Ornemanistes, notes, "This master, one of the most important 

of the seventeenth century, started to work in 1645, two 
years after the death of Louis XIII . . , . We can thus say
that the Louis XIV style begins with him, and moreover his

1. Decloux et Doury, Collection des Plus Belles 
Oeuvres de Le Pautre Gravee par Decloux, Architecte, et 
Doury, Peintre (Paris, 1855-1865), p. 1, give the date of 
1617, as does Limay, though most other sources say 1618.
These latter are probably correct as they are based on old 
civic records (such as A. Jal's with reference to parish 
baptisms in his Dictionnaire).

2.• Courboin, Vol. I, p. 188. According to 
Destailleur and Decloux et Doury, Le Pautre also may have 
travelled to Italy.

3. Limay. -
4. D. Guilmard, Les Maitres Ornemanistes (Paris:

E. Plon et Cie., 1880), p. 68.  ̂•



productions have the sumptuousness and grandeur that dis
tinguish this style."

Thus, while the seventeenth century portrait
engravers were largely influenced by the Dutch and Flemish
artists, mainly Van Dyck, the notable portrait engraver
Edelinck who was Flemish by birth, and Lasne and Callot who
had both travelled.to Antwerp, French decorative art
received its impetus from Italy, but very soon had its own
character. F. L. Leipnik, in A History of French Etching
from the Sixteenth Century to the Present Day,^ explains
this rapid transition very well:

To Louis XIII, who took a proud interest in the 
graphic arts and set the example as a practising 
amateur? and still more to his successor, Louis 
XIV, whose fertilising patronage drew all talents 
to his radiant Court, are due the rapid and 
glorious development of the arts in France.
Fondly nursed, a national style soon superseded 
the foreign influence. Ornamental painters and 
illustrators were its first apostles. That it was 
not a style of deep emotion but of grace and 
elegance, of wit and playfulness, does not 
diminish its moment.

We shall go into origins of style in more depth presently.
Le Pautre's subject matter comprises a vast and 

virtually endless list. We find friezes, arabesques, doors 
fireplaces, chapel enclosures, pulpits, confessionals, 
fountains, gardens, vases, frames, mirrors, tables.

1.. F. L. Leipnik, A History of French Etching from 
the Sixteenth Century to the Present Day (London: John Lane 
the Bodley Head Ltd., and New York: Dodd Mead and Co.,
1924) , ,p. 30.



J

landscapes, religious motifs, illustrations for mythology, 
allegory and the Bible, "all animated and vibrating with 
extraordinary fantasy." Besides, as it was the custom of 
the time for artists to perform the particular specialties 
in which they excelled, Le Pautre collaborated in works of

\ other artists; for example, he did some of the engraved
2 3■frames about Nanteuil's portraits, Courboin notes that 

Jean Marot, though also a prolific inventor, nevertheless 
depended on Le Pautre or Stefano della Bella for certain 
details in his work.

In the Middle Ages art was above all of a religious 
nature and the first engravings had a "magic" function, 
portraying the Virgin or saints for contemplation and 
inspiration. Later the educational function predominated 
and this included diffusing a style, such as the style of 
all the decorative objects at Fontainebleau, including such 
objects as ceramics. Under Louis XIV nearly all the ..v 
engravers worked in Paris creating the instruments of 
propaganda, by"depicting.the glory of the King not only in 
France but also abroad-— his conquests, and the beauty of

1. Courboin, Vol. I> p. 189.
2. The frame around Le Pautre's self-portrait 

(Figure 1) contributes to the composition, providing depth 
and enhancing the sculptural qualities. Reproductions of 
Jean Le Pautre"s prints (Figures 1-75) are to be found in 
Appendix B.

3. Courboin, Vol. 1, p. 188.
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1France. J. Guerdan, in "Jeux d'Eau et Feux d'Artifice dans

<A 2les Fetes de la Cour, au Temps du Roi-Soleil," is concerned
with the purpose of the water displays which are the essence 
of Louis XIVs reign: "He was eminently aware of the 
importance of splendor in maintaining his power and his 
great concern was to dominate and thus control the 
nobility. To entertain them and astonish them was for him 
the means of attaining his objective of subjugating the 
nobility." These remarks apply also to the use of pyro
technics to elicit the amazement and admiration of courtiers 
and guests, serving to increase Louis' "prestige and exalt 
his glory.

The above article provides insight into.the fibre of 
court life; we can see how encouraged an artist of this time 
would be to seek the spectacular and the fantastic in his 
art. Thus followed.the success of Le Pautre's ornament and 
perhaps it explains the extent to which he developed the 
fantasy of his engravings. He was responding to a demand 
for the ultimate in splendor. We find inscribed below on 
one of his engravings depicting pageantry at Fontainebleau:
". . . All who contemplate this work will see therein a

1. P. A. Lemoisne, in Weigert, Inventaire, p. ii.
2. Jacqueline Guerdan,' "Jeux d'Eau et Feux 

d'Artifice dans les Fetes de la Cour, au Temps du Roi- 
Soleil," Revue des Societes des Amis de Versailles (1967),
No. 31, p. 9.

3. Ibid., p. 13.
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thousand, beautiful objects produced by the most beautiful
court of all Europe." Included also is a description of
the activities.

Le Pautre did engravings ifrom the "Grotto of
Thetis" at Versailles and these have served to illustrate

2this very important work of art of the time. Liliane
Lange, in "La Grotte de Thetis et le Premier Versailles de

3 -Louis XIV," -discusses the significance of the Grotto which
existed for a period of twenty years. It symbolism was

-■ > important: ' '
It represented an arch of triumph to the- glory of 
Apollo coming to rest at Tethys, that i-s, in 
allegorical language understood .by all at the 
time, to the glory of Louis XIV, Sun King. The 
god, accompanied by tritons, is triumphant, but 
the theme of rest and recreation, which will 
dominate, is also indicated.

The author quotes Charles Perrault, " . . .  the King comes
to rest at Versailles after having worked for the good of
all."4

Le Pautre1s engravings also served to illustrate a 
text by Andre Felibien which was written at the express

1. Jean Le Pautre, Oeuvres de Jean Le Pautre (The 
Beringhen Collection, in the Cabinet des Estampes, _ ' 
Bibliotheque Rationale, Paris), Vol. Ed. 42c, p. 52.

2. Figure 7, showing a medallion, of a cupid, was 
done after bas-reliefs of the Grotto.

3. Liliane Lange, "La Grotte de Thetis et le 
Premier Versailles de Louis XIV," Art de France (1961),
No. 1, p. 136.

4. Ibid.



12
wishes of the King, and so they are of a journalistic
nature. Nolhac writes, "It is only through Le Pautre1s
engravings that we still can see them," i.e., the
sculptures of the Grotto, by Van Obstal.. Felibien's work
is entitled. Relation de la Feste de Versailles du 18

2juillet mil six cens soixante-huit. The text of about
forty pages is the account of the festivities, what was

' • ’ ■ . 3 done, and eaten, and performed at the theatre. The
combined text and engravings provide the whole aura as
well as it could possibly be conveyed. The self-explanatory
type of engravings along with the-detailed descriptions do
not lead to a surfeit of information but go very well
together.

We see indirectly from Le Pautre's art a further
reflection of the mentality of the period. There are -
numerous scenes from mythology and ancient history with few
written comments attached to them; we know his public had a
familiarity with these scenes. Only very rarely do we find 

4genre scenes. Also, where there is an explanatory caption

1. Nolhac, La Creation de Versailles (1901), p. 58.
2. Andre Felibien, Relation de la Feste de 

Versailles du 18 juillet mil six cens soixante-huit (Paris, 
1679) . Regarding Le Pautre1s authorship, see Appendix A.

3. See Figures 3 and 4.
4. In R.-A. Weigert's "La Realite dans 1 'Art 

Frangais du XVITe Siecle: Les Graveurs de la Vie Populaire," 
Maandblad voor Beeldende Kunsten (1949), Vol. 25, it is
stated that though a current of realism momentarily
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there is also its Latin equivalent; this art was for court 
consumption. Le Pautre is a mirror of his times. Depicted 
typically is such a scene as "Le Repas de la Grande ,

pMademoiselle au Luxembourg" showing more court life.
A print of interest is mentioned by Destailleur and

is entitled "Mademoiselle accompanied by the Countess de
Presque and Mme. de Frontenac, dressed as Amazons sweeping

2- out of France Cardinal Mazarin . . . ." Jean Le Pautre was
its inventor as well as engraver and of course it was
suppressed and became extremely rare and expensive.
Mazarin called Le Pautre before him and

as he appeared trembling before his Excellence and 
begged for grace, the Cardinal raised him and said,
"It is La Pote who did this, I forgive him" [or 
"her" also understood in the translation]. The 
name of this engraver badly pronounced made the 
assembly laugh; and some thought that the Cardinal 
had even done it on purpose, so as to emphasize 
that it was the work of a woman, and that it had 
been done at the request of Mademoiselle; one knows 
what "potta" means in Italian. -

From this account we can gather the esteem and reputation
Le Pautre had, to have been able to get away so lightly.

appeared, possibly the influence of Caravaggio, the develop
ment of these themes was limited.

1. Reproduced in Courboin, Vol. I, Figure No. 449.
2. Destailleur, p. 22.
3. J. P. Mariette, Abecedafio de Mariette, P.J.%t " 

Autres Notes Inedites de Get Amateur (Paris: Edited by J. B.
Dumoulin, Ph. de Chennevieres et A. de Montaiglon, 1854- 
1856), Vol. 3, p. 186 ff. '
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And it is also obvious why there were not many satires on
court life at this time.

It was as an innovator and -artist of inf luence that
his work has most significance though not all of his plates

2.are suitable as models for ornamentalists; he was "a man
whose ideas nourished thousands of decorators and who is

2hardly known by the public at large." He had many imita
tors and strongly influenced such artists of note as 
Nicolas-Henri Tardieu (1674-1749)  ̂ and Gerard Audran (1640- 
1703). Leipnik^ cites one imitator, Jean Cotelle (1610- 
1676) who etched vignettes for a book of prayers, and 
another was Frangois Chauveau ....(1613-1676) .

Le Pautre's style had far-reaching effects.
Courboin^ states that "there was a reaction to the rococo 
style, and what is called the Louis XVI style began with a 
return to the models of Le Pautre and Berain, and the 
ornamentalists who were working about 1760 returned to what, 
between 1725 and 1750, had been considered out of style."

1. Courboin, Vol. I, p. 189.
2. Ibid.
3. Ibid., Vol. II, p. 45 refers to him as Le 

Pautre1s student but he was too young at the time; the 
influence was indirect.

4. Leipnik, p. 29.
5. Courboin, Vol. II, p. 78.



1Destailleur says, "Up to the end of the eighteenth century,
master-artists recommended to their students the works of
Le Pautre to kindle their imaginations." Around 1855

2Decloux and Doury write: "Our contemporary master-artists.
all possess some fragments of the original work," and in

31880 Baron Davillier in his preface to Guilmard's book
says: "For two centuries France's superiority in matters of
taste has been recognized and accepted by the entire world;
it is by the continuous study of outstanding works of the
old masters that her artists and craftsmen will be able to
preserve their superiority." Destailleur^ states that
Le Pautre's prodigious output can be understood by the fact
that he was helped by two of his sons, Pierre and Jacques,

, 5as well as by his nephew, Jean Dolivar. Pardailhe-Galabrun 
notes that the latest collection for the seventeenth century 
that the Bibliotheque Nationale possesses is a "book of 
altars, invented and etched by Jean Dolivar, sold in Paris 
at Mme. Le Pautre's . . . in 1690." Throughout the article
the author mentions the possibility that the persistence 
of a style may be tied in part to the publication of various 
collections (in this case, altars). Le Pautre1s widow

1. Destailleur, p. 23.
2. Decloux et Doury, p. 1.
3. Guilmard, p. xvi.
4. Destailleur, p. 24,
5. Pardailhe-Galabrun, p. 59.



published these and though, as the author states, Dolivar
was far from Le Pautre in talent, again we are impressed
with the ties that artists maintained with one another,
often through marriage. It was like another kind of
guild; it indicates how far-reaching could be the influence
of a great artist by this means, in his time and in that
which followed. Le Pautre1s brother Antoine, an architect,
was given his first art lessons by Jean who, according to

1 'Charles-Antoine Jombert, "communicated to him that style
which is masculine and nervous and that one admires in his
architecture."

Le Pautre's prodigious imagination and skill and
rapidity of execution were a source of amazement to all,
and Marietta remarks that "so great was Le Pautre1s skill
and facility that it would have been desirable had he found
more obstacles .so that these might have caused him to pause
for reflection. He rarely retouched his plates except to
tidy them up," and, "Bernini, while in France, said that,
among a number of beautiful things he had admired, none
surprised him more nor were more satisfying than the works 

2of Le Pautre." His talent is remarked upon to this day.

1. Charles-Antoine Jombert, Oeuvres d*Architecture 
de Jean Le Pautre, Architecte, Dessinateur, et Graveur du
Roi (Paris, 1751), preface. Jombert edited this collection 
and wrote a preface for it.

2. Mariette, pp. 183, 184. t
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Jean Laran in L 1Estampe lands his "magnificent talent as an 
engraver," though he finds his work less refined than that 
of Durer or Lucas van Leyden; but it is "extremely dynamic," 
and, "certain works are veritable fireworks. In his best 
years, Le Pautre's etching possesses a luxuriance and warmth 
rarely to be found bejfore Piranese."

But Destailleur, as noted by Limay, finds Daniel 
Marot an even more complete ornamentalist than Le Pautre:
"His works are simpler but conserve the character of

2 3grandeur and wealth found in Le Pautre." For Jombert the
drawings of his early years are superior to those done at a
more advanced age, which are heavier and more ornate.

Le Pautre has a way of giving presence to a study 
even when the scene is not peopled; sometimes, for example, 
a patch of sunlight in an alcove makes us aware of outside 
space and warmth and nature (Figure 64). And very often 
these illustrations of ornament and architecture have people 
and activity in them.^ Courboin^ says, "It is apparent that 
the artist enjoys himself immensely." He describes the 
ornamental engravings variously peopled, such as the ..

1. Jean Laran, L 1Estampe (Paris: Presses 
Universitaires de France, 1959), Vol. 1, p. 87.

2. Limay.
3. Jombert, preface.
4. See Figure 2.
5. Courboin, Vol. I, p. 188.
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preacher in the pulpit addressing his audience, or the
print of a vase and the people who would use it. These give
life and color to the engravings.

Dating Le Pautre1s work is a problem, as few of his
1engravings bear a date, Destailleur mentions his first

productions as appearing around 1643. His suites of
ornaments are rarely dated, the first probably having been 

2in 1657, though there are suites prior to this time„ Limay 
states that "around 1644-52 he seemed especially given to 
doing religious subjects, interpreting noted masters such

3as Titian and Poussin."
4Jombert says that Le Pautre rarely bothered to do 

drawings beforehand, engraving the plate directly. From 
Figure 7, which is close to the size of the original 
engraving, we can see the use of strong line and shadow with 
great fluidity. His work is always energetic. He uses 
parallel lines for the middle tones and cross-hatching for 
depth. He was criticized for letting the acid etch too 
long. Among his prints we occasionally see several stages 
and there may have been more but these do not exist today.
In some of the small engravings, for example, "Rape of

1. Destailleur, p. 20.
2. See Figure 8. "
3. Limay.
4. Jombert, preface.
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Europa," about 12" x 8", there is activity that would less
likely be done as effectively in a painting of this size,

2and Le Pautre uses the space very sensitively. Mariette 
says that later in his life he grew away from "these 
excellent principles" and developed a heavy manner, lacking 
spirit.

In the great variety of his output we find topo
graphic perspective views of palaces and their gardens, 
complex grotto-like monumental fountains, and frequently 
figures in the foreground indicate the vast size of fire
places. In addition, actual scale indications are frequently 
given. His ceilings are extremely elaborate, with many 
trompe-11oeil figures on them. There are studies of busts, 
mouths, noses, and anatomy. The three-dimensional quality 
of his work illustrates well the sculptural form intended to 
be reproduced. Sometimes there is a tendency to exaggerated 
foreshortening of the lower quarter of the body. Sometimes, 
with a simple scene, such as a landscape, there is a greatly 
elaborate and distracting frame surrounding it. Sizes 
vary, from 2-1/2" x 3" to over 26" x 20". There are a few 
satires and tavern scenes.

We find Le Pautre involved in every form of decora
tion, almost always with elaborateness, in the idiom of the

1. Le Pautre, Oeuvres de Jean Le Pautre, print in 
Vol. Ed. 42h. :

2. Mariette, p. 184.
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day— splendor, but there are only rare references to him in

2.the literature of art history, Courboin mentions the
catalogue on Le Pautre which it had been expected P. J.
Mariette would publish, but which "unfortunately remained
in the state of a project,"

A quaint little book, Le Livre des Peintres et 
2Graveurs, by Michel de Marolles, was written in 1677, 

entirely in verse, and lists over seven hundred artists, 
with a comment about each. Le Pautre is mentioned four 
times. . If we owe a debt to the artists for depicting events 
of interest, it is also thanks to their collectors that their 
work has been preserved so completely; among these collectors 
were Marolles, Beringhen, and P. J. Mariette, whom Ch. Le

3Blanc calls "the greatest connoisseur of art objects who 
ever lived."

eThe Inventaire du Fonds Frangais, Graveurs du XVII 
Siecle, started by R.-A. Weigert, is an excellent source 
book. It is being continued by Mr. Preaud, Conservateur at 
the Bibliotheque Rationale, Cabinet des Estampes, who has

4been working on "Leclerc" as of May, 1974. When the

1. Courboin, Vol. I, p. 188, referring to remarks 
made by a contemporary of Marietta's (1694-1774).

2. Michel de Marolles, Le Livre des Peintres et 
Graveurs (1677) (Paris, 1855). ; >

3. Ch. Le Blanc, Manuel de 1'Amateur d'Estampes 
(Paris: Emile Bouillon, 1856-88), Vol. 2, p. 536.

4. The volume on Leclerc is to be published in 1979.
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volumes on Le Pautre appear there should be a complete 
appraisal of the artist's production.

The seventeenth century, which Le Pautre spans 
almost entirely, in a word, was concerned with decoration.
In this light he is highly representative of the concerns 
of his period— concerns which formed the backbone of the 
image and prestige of France. His role was clearcut and he 
performed it magnificently.

Le Pautre1s Style 
The purpose of this study is primarily to discuss 

connections between the work of Jean Le Pautre and the court 
festivities, and ideas regarding his style are integrated 
throughout the text. It is to be hoped that a sense of his 
style will be derived from.these references and from perusal 
of the prints themselves. It may, however, be useful to 
sum up briefly in a separate segment various aspects of the 
style, particularly in the ornamental engravings.

Style in French ornamental art may be seen as part 
of a continuum rather than as a sharply demarcated series of 
stages of development. Yet eventually the differences 
between art of different epochs emerge and this section will 
contain a discussion of Le Pautre's style in its own right

1. A particularly valuable source for the historical 
information regarding ornamental style, which is to be dis
cussed, has been Les Maitres Ornemanistes by Guilmard.
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as well as in the light of previous developments and its 
relation to the period following»

From the time of Francis 1 (1515-1547) who 
encouraged the development of letters and art in France, 
decorative art had a very important place. His Chateau of 
Fontainebleau and the artists from Italy who were responsible 
for its decoration, namely Rosso and Primaticcio, provided 
a rich source of influence. The engravings done by workers 
connected with Fontainebleau show a style of solidity and 
its attendant chiaroscuro. Le Pautre's work possesses 
these qualities but in his forms is seen, if not a greater 
flexibility (which is conveyed by use of line in the 
Fontainebleau School engravings), more fluidity of large 
areas of light and shade (Figure 29) than is seen in the 
Fontainebleau engravings. His technique accounts for this 
difference, with its tendency toward a painterly handling of 
the medium of engraving, or etching in the case of Le Pautre.

Now, engraving, from its inception, was connected 
with decorative art since it supposedly was discovered or 
invented by the goldsmith and niello-worker, Maso Finiguerra, 
in the mid-fifteenth century. He was trying out the effects 
of religious carvings by taking proofs on paper and these 
works are examples of early Italian Renaissance ornamental 
motifs which were engraved.

Besides the influence of Fontainebleau, the antique 
held sway among seventeenth century ornamental artists and
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among the various terms used by Le Pautre on his title 
pages to describe the designs that would follow is found a 
la romaine. Possibly this is used to convey a sense of 
antiquity. In any case, it is an Italianate antique and 
there is rarely much of the solemnity or unmoving solidity 
of Roman statues associated with Le Pautre1s work.

Other terms used are a 1 1italienne and a la 
frangaise, the former referring to the current Italian 
influence, perhaps, and the latter to the modern French 
style (a la moderne) or grand manner of the courtly French 
seventeenth century (with its professed classical tenets). 
Elegance of line had always been cherished in France, from 
the time of Clouet and further back to the Limbourgs in 
fifteenth century France. In Le Pautre1s work the motifs 
themselves are frequently the fleur-de-lis and other French 
emblems and the royal cypher (Figure 75), dependent upon 
line for their elegant depiction.

From Italy the decorative work of Annibale Carracci 
(1560-1609) was to be seen in engravings designed by the 
artist himself and executed by another artist in the mid
seventeenth century. These were available to native and 
foreign artists and helped spread this style abroad. Le 
Pautre also did some engravings of Carracci’s designs in 
1659. So it is not surprising that Le Pautre's own designs 
contained elegant figures hovering with a most natural grace 
(Figures 26 and 27), Besides the dissemination of
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Carracci's work, the Italian influence through the decora
tive productions of Raphael was also available via the 
engravings of Marcantonio Raimondi (1480-1530), And. 
Philippon, Jean Le Pautre's early teacher, had travelled 
to Italy and brought back sketches, some of which were 
engraved by Le Pautre.

While Primaticcio (1490-1570) had directly provided, 
plans for the ornamental work at Fontainebleau, book publi
cation spread the designs of sixteenth century Italian 
artists for tapestry, glasswork, fans, candelabra, frames, 
grottoes, crosses, trophies and lettering. Though these 
were all sources for seventeenth century artists, both 
Italian and French, it was never a matter for these latter 
of copying. Borromini (1599-1667) broke with previous 
traditions in his imaginative designs. At approximately 
the same time, the French also were developing, and 
particularly Le Pautre, a spontaneous, imaginative 
approach, and an exuberance was projected into the orna
mental designs. So the early Italian work of the seven
teenth century had this quality in common with the early 
seventeenth century French work. Le Pautre's youth had 
been spent in the reign of Louis XIII, which contained the 
style that predominated in the early seventeenth century; 
the so-called Louis XI11 style was developed through the 
continued travel and work in France of Italian artists as 
well as by their French counterparts, such as Vouet
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(1590-1649) in Italy. For example, Stefano della Bella 
(1610-1664) worked in Paris from 1640 to 1650. He designed 
and published ornamental work in France— vases, garden 
designs, triumphal arches, theatre decors and friezes, and 
trophies. Thus the Louis XIII style meant an "Italianate" 
style as well as a "French" style.

What often seems to be a touchstone in relation to 
Le Pautre's style, imaginative decorative invention, existed 
well before his time, -as can be perceived upon examination 
of any of the decorative work of the Renaissance. What is 
unique to Le Pautre seems -to be involved with his engraving 
technique. His adeptness in handling the materials prevents 
the design from becoming illustration simply, and liveliness 
is liberated. Etching itself had greatly developed in the 
seventeenth century. '

Besides the influence of the past coming from 
indigenous sources and abroad, and probably even including 
Rubens (1577-1640) who worked in France for a time in Louis 
XIII's reign (1610-1643), the early training of Le Pautre 
must have also included the influence of the Louis XIII 
style which in essence differs from that of Louis XIV1s time 
in being more heavy;- and stolid. Deciding exactly what the 
Louis XIII style is compared to the Louis XIV style may be a 
moot problem when certain features associated with the 
Louis XIII style such as stolidity and massiveness are also 
encountered in an artist practicing in Louis XIV1s time.
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Among the contemporaries of Le Pautre were Bernini 

(1598-1680) and Berain (1640-1711). Le Pautre’s fountains 
(Figures 22, 36, 58, and 60) have been related to the work 
of Bernini (possessing in common dynamic and imaginative 
forms) and Berain and Le Pautre collaborated; perhaps even 
some training was given by Le Pautre to Berain. Yet the 
influence could have also taken the direction of Berain to 
Le Pautre. In some of the letter's designs (Figures 35,
40) there is a lighter touch that is usually associated with . 
Berain's work.

There must be a large range of flexibility when dis
cussing the "style" of contemporaries. Though two artists 
such as Jean Marot and Le Pautre were contemporaries 
practicing the Louis XIV style, that is, the style dominant 
in the first half of his reign, there are distinctions to be 
made that take into account personal characteristics of each 
artist. Le Pautre's style seems more lively, more organic.

The notable practitioners of the Louis XIV style 
were Le Pautre, Le Brun (.1619-1674) , Frangois Chauveau 
(1620-1676), Jean Marot (1619-1679), Jean I Berain (1640- 
1711), and others, including the ebeniste Andre-Charles 
Boulle (1642-1732). In the eighteenth century, working in 
the Louis XIV style mainly were J. Bernard Toro (.1672-1731) , 
Robert de Cotte, architect (.1656-1735) , Nicolas Pineau 
(1684-1754), and Jean Marietta, engraver and publisher 
(1654-1742).
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Thus the designs of Le Pautre continued to have an 

influence in the future, as happened also when the Louis XIV 
style was taken up again in the reign of Louis XVI (1774- 
1791) in the eighteenth century. This involved the taking 
up again of a manner that had not been in use during the 
intervening period of the rococo. The Louis XIV style 
manifested itself in the artists' adaptations of friezes 
and figures, but Louis XVI period, characteristics were 
expressed also and could be seen perhaps in the more open 
feeling created by the spaces, replacing the density that 
tends to exist in most of Le Pautre's work.

Also, in the eighteenth century German orna- 
mentalists' work could be seen an adoption of various 
dominant styles of the Louis XIV period. Abraham Drentwett 
(1647-1727) showed this influence, emulating especially 
Le Pautre and Daniel Marot. By the end of the seventeenth 
century German artists, who had already been following the 
Italian style, turned to the French, such as Le Pautre,
Jean and Daniel Marot, and Berain. The same sumptuous items 
were now produced in Germany (goblets, lockwork, church 
ornaments, candelabra, vases and furniture) in a German 
brand of the Louis XIV style, and there was a definite 
Berainesque flavor to the work of Paul Decker (1677-1715). 
The style also travelled to Holland in the eighteenth 
century (seen in S. Schynvoet's decorative designs). And 
probably the Louis XIV style also came back to Italy by the
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late seventeenth century to complete a circle of influence 
in this way. Since the French influence was pervasive in 
this way through much of the eighteenth century, so was, in 
a sense, the style of Jean Le Pautre. The influence can be 
seen in the foreign work though, again, it was not a matter 
simply of imitation. Therefore the expected potential of 
the combination of the invention of printing (resulting in 
book publication) and the art of engraving and of ornamental 
design was indeed fulfilled in the oeuvre of Le Pautre, 
through the widespread publication of his work.

In deciding what Le Pautre's style consists of, we 
find that essentially, in the ornamental art, the design is 
a way or several ways to approach a problem in ornamenta
tion. Therefore it is inspirational in intention and in 
effect, since many of his designs are highly imaginative 
(Fugure 6), even far-fetched, and do not seem possible in 
reality. But they demonstrate by their imaginativeness 
other qualities apart from practicality. This is seen in 
his designs for vases, with their extravagant forms and 
motifs— not suitable as useful vessels but superb as decora
tion. Even the practical side of having the vase stand up 
is not a concern in the designs (Figures 6, 66),

Le Pautre's work (Figures 24, 29, 31) shows his 
characteristic use of light and shade with its rich 
tonality and strong contrasts. There is use of precise line 
as well as painterly swaths of dark and light. The
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compositions are strong in the "colour" involved in the use 
of light and dark, and strong in definition of the forms and 
in the types of forms. Roundness of form of material objects 
and of figures is favored, often with Michelangelesque 
musculature. Whether armor or the human body is drawn 
there is volume which the use of light and dark enhances 
(Figure 29). There is also volume achieved by the deep 
recesses and draperies— the scenographic effects.

A strong sense of perspective is often evident and 
the scenographic effects (Figure 54) as well as the close 
to abstract effects (Figure 56) in other designs, are. 
dependent upon its keen development in Le Pautre.

Le Pautre1s style is sumptuous, luxurious, and 
essentially solid. There is generally no predominant 
feeling of joy or lightness that one might expect with the 
types of motifs employed. The feeling is of the solid 
presence of these figures, and material comfort. For 
example, the faces of the putti or angels are often lively 
but not smiling vivaciously (Figures 11, 18, 19). Rather 
they have a pleasant, comfortable look of equanimity. The 
serenity of the classical style seems to be sought after 
and achieved in these expressions.

Gesturing is an important part of a dramatic style, 
common to Le Pautre's work (Figure 67) as much as to 
Poussin's. Placement of figures for the ultimate in sense 
of design is evident in the documentary engravings of the
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audiences at the festivities and at the theatre (Figures 
3, 4, 9).

Baroque style is evident in the flourishes and drama 
of the engravings, and the French classical aspirations of 
the seventeenth century are blended in along with it, 
achieving by this means more symmetry and harmony in certain 
compositions. However, others are freer of their influence 
and are more baroque in feeling.

To sum up what his style is by naming it according 
to terms which apply to the French seventeenth century, 
namely baroque and classical, would require an impossible 
choice. It contains many features of both categories.

Blocking in of boundary lines in the designs tends 
to temper the baroque tendency toward limitless space, as 
for example in the containment of the compartmentalized 
ceilings (Figure 26). Also the lines leading from the 
foreground to the main plane of a composition "geometrize" 
it, as does also the motif used on a floor. Yet, notwith
standing these elements that stabilize, Le Pautre's is a 
style of movement also, often expressed by means of gesture 
and light travelling over the volumes (Figure 29).

Finally, there is another dimension to style and 
this is connected to the content in Le Pautre1s designs.
This dimension resides in the quality of warmth which is 
provided by human presence, that is, figures providing the 
mood and thus enhancing the composition. Part of Le Pautre1s
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great quality of work lies in its not being for the most 
part merely a design. Most compositions have the quality of 
being more than that, of having been developed to a point 
where the interest lies in the print itself, the whole 
unified work, rather than in simply the projection of a 
design for an object. One therefore gets this sense of the 
engraving fulfilling itself apart from being a design. 
Suppleness of imagination is manifested. So when there are 
figures in a design for a fireplace, warmth and usefulness 
as well as beauty or splendor of the object of focal 
interest are felt. Le Pautre's figures relate to the object 
of the design by their activities and their gestures, so 
that while we are aware of the engraving as a model for a 
material object, the human and intellectual aspect of the 
whole construction also emerges. Le Pautre uniquely 
focuses on different dimensions in a composition. There 
is no monotony brought about in the print which resembles 
in no way a draughtsman's chart. The added dimension of 
lively imagination keeps his work from appearing mechanical 
and the result merely of skill.

A great variety of objects and ornamental composi
tions are found in Le Pautre's work. Though no one of 
these contains all of the style features mentioned above, 
it might be useful to examine one of his prints, attempting 
to get a notion of as many of these features as possible.



32
Figure 25, an alcove design, seems to possess many of his 
qualities of style mentioned above„

This scene.from the Bible is dramatic in subject 
and through the use of gesture. It is in a deep stage-like 
setting, further enhancing the theatrical gualdty.

Le Pautre's contribution to seventeenth century 
decorative art perhaps lies largely in his generous and 
effective use of the human figure and this is seen here in 
the alcove design. Whereas at Fontainebleau the figure 
functions as part of a decorative story, that is, as a 
sine qua non of the illustration itself, Le Pautre uses it 
to animate a composition whose main purpose here is to 
show an alcove.

Other style features particularly pertinent to 
Figure 25 are solidity of forms, a wide range of tonality 
and strong contrast of light and dark, the favored round
ness of forms and strong musculature. His use of line 
brings out these qualities. For the solid architecture 
there is use of even parallel lines and for the darker 
parts, cross-hatching. A three-dimensional quality is 
enhanced by the geometric divisions of the floor leading 
back into the alcove. Along with all this precise delinea
tion, there is nevertheless a freedom or flourish included 
in the composition. This is accomplished by means of the 
sweep of draperies and the angels hovering over the figures 
of the women. In the story of Judith and Holofernes the
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broadly gesturing figures clearly enact their roles, Their 
gestures also provide movement„

The light on the forms also creates a movement 
through the composition„ The strength of the composition's 
design is further achieved by means of two of the sculptured 
figures, the one on the left with the eagle and that on the 
right with a spear. These emphasize the diagonal in a 
predominantly vertical and horizontal foreground composi
tion. By these means spatial qualities develop. Monotony 
is also avoided.

By all these means--the very presence of human 
figures, their enacting a story (and thus the intellectual 
content), the variety of approaches to creating a sense of 
space, and dramatic lighting— the composition has become 
more than a design for an alcove.

This, as has been stated above, is a brief resume 
of some aspects of Le Pautre's style. Some factors enter 
to complicate the situation (i.e., regarding our knowledge 
of the subject), not the least of which is that not many 
dates are present in his ornamental designs, Furthermore, 
regarding cross-influences among the contemporary artists, 
there is much to be explored.



JEAN LE PAUTKE AND THE ROYAL ENTERTAINMENTS

Seventeenth Century Ornamental Art
In discussing the ornamental art of the seventeenth 

century, an art form well exemplified by the work of Jean 
Le Pautre, we shall see that it was positively important and 
that, in its expression, many facets of French life are 
revealed. These facets are aspects of .the seventeenth 
century outlook and behavior and reflect particularly well 
the absolutist monarchy which reached its-perfection at that 
time. Thus, though the enduring concerns of humanity are 
not what the ornamental designer was involved with, the 
immediate and essential ones of a particular class were.
And so, as Weigert says in his study of the life and work of 
Jean I Berain, this form of art was indeed of primary 
importance. It was so looked upon by its patrons. This 
is naturally so since building had such a large place 
during this time. With the magnificent palaces and the more 
modest hotels being built and refurbished there was always a 
need for ornamental designers.

For festivities and pageantry, which continued to 
hold a prominent place, again there was a constant demand

1. Weigert, Jean I Berain, p. x.

34
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for artists of ability and imagination to carry out the 
ideas.

Closely connected with these festivities was the 
development of French theatre, particularly of the court 
ballet and opera, which also provided a body of work to 
which the artists would apply themselves. We shall see that 
the theatrical aspect of life was a very basic and important 
one in the milieu of the people who patronized the work of 
ornamental designers such as Le Pautre. For the most part 
the artist's vocation continued to be closely allied to that 
of the craftsman and the lines of separation of the various 
types of art production, though innovated during that 
century, were far from being rigidly enforced. We find then 
that a physician such as Claude Perrault would produce plans 
for the new Louvre fagade and a playwright— Moliere—  
would not only have his own theatrical company but perform 
in his own plays. Lully, the composer, would dance to his 
own music, along with the court (and the King occasionally 
would also perform).

And in all these forms of expression ornamental art 
had a most important place. So in selecting Le Pautre for 
the present study it will be pertinent to discuss these 
various facets as they are revealed in his considerable 
artistic production. Essentially, then-, this section of the 
study (chiefly about the ornamental work) is intended as a 
presentation of part of the large body of creation by Le
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Pautre as a means of providing some kind of familiarity with 
this author's work.

If this purpose can be accomplished, and at the same 
time some understanding be gained of the position of orna
mental art in France during this time, then”'we should also 
achieve a clearer insight into the style and character of 
this particular artist.

Though we are frequently able to see the individual
artists of seventeenth century France through their own
works— such artists as Poussin, Rubens (who worked in
France), the Le Nains, and the portraitists such as
Champaigne and Rigaud, as well as others--there tends to
be a clustering of the work of the ornamental artists such
as Jean Marot, Frarigois Chauveau, Jean Le Pautre, and Jean I
Berain. It is as though their work exists only as part of
the encompassing category referred to as ornamental design.
Yet, as can be seen when a study is made such as that of
Jean I Berain by Weigert, there is, besides a group
alliance, an individual character that belongs to each artist
of note. Perhaps this problem exists because there are too

1few monographs on these artists (the Comptes, however, 
refers to some of their individual productions)_ . It is 
therefore hoped that to some extent this study will enable

1. Jules Guiffrey, Les Comptes des Batiments du Roi 
sous le regne de Louis XIV (Paris: Imprimerie Nationale,
1881). This work comprises records of the furnishings and 
art.
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a larger number of examples of one particular artist's work 
to be seen and perused, and in this way fulfill the aim of 
exposure of his work as a significant independent 
accomplishment. And at the same time, whatever, light his 
work is able to shed on the activity and thought of the 
milieu in which it thrived is also an aim of this study. 
Furthermore, as any period, and particularly the seventeenth 
century, has many facets, there are nevertheless some that 
emerge with more emphasis and so should be treated in more 
detail. For example, one is struck by the dramatic 
quality in Le Pautre's work, and certainly the theatrical 
aspect of the seventeenth century is a very important one, 
so a variety of material on this subject will be handled.

Drama permeated the artist's creative productions 
as well as daily court life to a large extent. Perhaps by 
examining the work of Le Pautre, who is known mainly for 
his contribution as a decorative designer, and connecting 
it with this aspect of seventeenth century life, it may be 
possible to see through his work an artist who was not only 
an excellent draughtsman and a purveyor of imaginative 
ideas, but also one who was in touch with, and illustrated, 
an essential quality of his time.

It follows that if this material is treated in 
depth in a small study, which is the nature of the present 
one, it will not be possible to treat with equal depth all 
of the other features of the period which are also intimated
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in the work of Le Pautre, It can simply be hoped, then, 
that as much as possible of the character of his work 
emerges along with any other possible insights deriving 
from this ornamental artist's activity.

Another recurrent thread in this study will concern 
the baroque and classical features in art and an attempt to 
indicate the resolution of their dynamics in France, in the 
art under discussion, in the seventeenth century.

In other words, in this period, perhaps more than in 
any other art-historical period, the art does not present 
itself to us simply and straightforwardly. So a continual 
sorting out appears to be in the nature of understanding the 
art production. Ornamental art, it might be expected, would 
require this same working Out of the puzzle as the other 
forms of art expression in this period; this follows from, 
the premise that it enjoyed a place of great importance and 
would therefore likely manifest reflections of the con
temporary interests.

Therefore the puzzle of baroque and classical 
aspects of art applies to ornamental art as emphatically as 
it can be addressed elsewhere in the study of French 
seventeenth century thought and work.

A Theatrical Age: The Spectacle as Ornament and • 
Ornamentation as Spectacle

The seventeenth century has been described by
Jean Rousset in La Litterature de 1 1 age baroque en
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France^ as predominantly a theatrical age, a concept which 
he pursues in all its ramifications„ Among these ideas 
that are also pertinent in the present study of Jean Le 
Pautre are those that concern features of a theatrical 
nature. A theatrical interest is first of all reflected in 
the fact that numerous engravings were made by this artist 
to document the royal festivities. These festivities con
tained, among other activities, actual theatre presentations, 
such as ballets and plays. Le Pautre worked in collabora
tion with Felibien whose written descriptions were 
complemented by the engravings.

Apart from .these documentary illustrations of the 
much cherished dramatic presentations at court, in the 
large body of work that Le Pautre produced comprising 
ornamental designs, there are frequently qualities of 
theatricality present. These are manifested by means of 
the figures employed to animate the scenes in the designs 
for ornamental objects such as vases, or peopling the 
variety of interiors where they function integrally within 
these compositions, that is, as part of the design proper.
In the latter case the ornamental pictorial compositions 
are often for panels or ceilings, but they were occasionally 
made to serve multiple purposes such as for use on tapes
tries, carpets, or other furnishings.

1. Jean Rousset. La Litterature de 1 1 age baroque en 
France (Paris: Librairie Jose Corti, 1954).
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The theatrical quality of these figures comes from 

their striking postures and also from frequent use of 
chiaroscuro, with its dramatic lighting effects. These 
decorative personages often gesture quite broadly in a 
manner evocative of pantomime and ballet movement. This 
type of expression, such as is seen in Poussin's composi
tions, found its way into so objective, or seemingly 
impersonal, an art as decorative engraving because it was 
obviously strongly ingrained in the spirit of the age in 
which Le Pautre lived.

The spirit of the dramatic existed in that epoch 
because of the great value attached to pomp and ceremony. 
These features involve essentially an outward show which 
is self-explanatory and requires few words. The audience to 
which the art was directed was mainly the court society 
which most conspicuously patronized the luxury productions 
at that time. The ornamental designs for this luxury pro
duction were for panels and tapestries which were essential 
for the adornment of palace or townhouse (hotel), as well as 
for all other furnishings, in other words, for the more or 
less permanent interior proper and also for the movables.

There was a strong penchant toward creating 
ensembles, matching up the objects by various means, such 
as use of themes from literature and mythology. Moreover, 
since fashion changed fairly rapidly, there was a constant 
demand for new designs in decoration. This aspect of
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novelty involved the ostentation or public show which com
prised part of the dramatic element in the daily life of 
court society.

The designs catered to the seventeenth century 
French demands for luxury and innovation. These qualities 
are also part of a baroque approach. Ostensibly all the 
building projects for the hotels, palaces, particularly 
Versailles, and their gardens and sculptures, were "classi
cal" according to the ideas of the sovereign and court 
concerning classicism.

It is worthwhile to consider some aspects of the so- 
called French Classicism. It has always been considered 
the natural outgrowth of a native development which finally 
achieved autonomy in the seventeenth century. However, even 
then there still continued to be influences from abroad; so 
in the very work based on classical precepts by virtue of 
antique models forming its foundation, there appeared, along 
with the expected qualities of symmetry, harmony, solidity, 
or stability, certain baroque flourishes.

These baroque assertions resulted from the com
ponents used in architectural designs. For example, the 
ubiquitous fountains, which were necessary since they also 
served the practical purpose of providing water, were 
designed to give ever changing water forms, an expression of 
the baroque interest in movement. Le Pautre's designs for
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these (Figures 58, 60, 61) in many ways matched in 
temperament the baroque designs of Bernini„

Another component appearing in the classically 
designed terrains of the great gardens was the sculptural 
group, which sometimes displayed an"exuberance and dramatic 
expression found in contemporary Italian productions.

Though it may not have been with conscious intent, 
the baroque spirit from abroad filtered into the work of 
the French builders and artists of the seventeenth century. 
Weaving its way through that art, architecture and life, 
then, is the double filament of the classic and baroque. 
Throughout the discussion of the engravings of Le Pautre 
some aspects of the classic and baroque nature which so 
permeated the ideas of the time should be revealed. The 
presence of these characteristics within his designs is of 
significance, since for a time his work was considered the 
touchstone of the Louis XIV style.

It might well be expected that one of the most 
closely associated characteristics of the baroque period, 
the theatrical, would also be associated with such designs 
in a variety of forms of expression. The documentation of 
the festivities, for instance, provides examples of the 
theatrical essence of the fireworks (Figure 4) which 
usually accompanied such celebrations. This particular 
fireworks exhibition was part of a festival which took 
place in 1668 and which will be discussed in detail further
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on. For the present, it should be noted that the engraving 
recreates all the magic and illusion that are associated 
with the theatre. The spectacular was sought after by the 
artists, and the spectators' anticipation of entertainment 
with surprise, in the displays at Louis™ XIV' s court"*" was 
satisfied.

In Le Pautre's print the sturdy palace in the back
ground is lit up, as are the grounds with their symmetrical 
arrangement of vases and statues. Even the court figures, 
progressing by torchlight in the foreground, have a

1. These festivities in the seventeenth century 
were a well-established part of the court ritual. Louis 
Theureau in iStude Sur La Vie et Les Oeuvres de Jean Marot 
(1873; Geneva: Slatkine reprints, 1970) reminds us, 
regarding the history of such festivities in France, that 
when the nobility had begun to emerge from their dungeons 
and their boredom they were attracted to a less solitary 
life and started to gather about their sovereign. The 
courtier was born, "and for the nobility to deserve the 
splendors of Versailles and the pomp of the Great King it 
only remained necessary to create the constraints of 
eitquette and the majesty of the ceremonial" (Ibid., p.
32). By the end of the sixteenth century the machinery 
had been set into motion, resulting in the birth of a new 
elaborate court ceremonial.

Naturally, all the details associated with cere
monial activities such as parades and a variety of tourna
ments to be engaged in at the festivities, provided the 
occasion for the monarch to assert his powerful position 
and importance.

Theureau writes also that eventually, when the 
jousting and equestrian displays were not deemed sufficient 
entertainment, there was felt a need for intellectual outlet 
which resulted in poetry and drama taking an important place 
at the festivities. Among the nobility, then, "a love for 
rich clothing and gallant demeanor replaced previous 
displays of military prowess .'. ." (Ibid., p. 35).

By the time of the seventeenth century there was a 
happy blend of both types of entertainment, both the expres
sion of military prowess in the games and the court's con
tinued relish of the intellectual pleasures of the theatre.
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well-ordered sense of placement. These are certainly 
classical features r and yet there is also drama and excite
ment created by the sky lit up in a controlled "fire," and 
by the sparkling water displays. The flashing fireworks 
and fountain animate the scene,providing a lively baroque 
counterpoint to the serene setting of the park.

Although such splendid pyrotechnic displays were not 
1given very frequently, the water displays were an integral 

part of the animation of the gardens and provided by their 
variety an appreciated and ever present form of entertain
ment. This is of course another aspect of the theatre- 
oriented atmosphere.

Adding drama to the picture that Le Pautre portrays 
is his handling of the night scene. It is almost entirely 
presented in strong contrasts of black and white. The 
parterre directly in front of the castle can barely be made 
out, with its patterns showing only slightly, and to the 
sides the bushes and trees appear in silhouette.

Thus, while there is obviously an adherence to 
nature in the scene before the artist, he also lends drama

1. It should also be noted that the imposition of 
"constraints of etiquette" (as in previous footnote) also 
implies a clqssicistic, orderly approach to life.

The court had, in fact, a well-ordered existence, 
and such extravagant displays, as seen through Le Pautre1s 
engraving, were usually to celebrate an outstanding event, 
such as a victory or the birth of a prince, Maurice 
Barthelemy, "La Musique Dramatique a Versailles de 1660 a 
1715," XVIIe Siecle (March 1957) , ,No. 34, p. 10,
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to it through technical and imaginative effects. In Le 
Pautre's other compositions the dramatic presence is also 
achieved through his characteristic uses of light and shade.

Closely allied to all aspects of the theatre in
the seventeenth century, and forming, according to Jean
Rousset, a fundamental part of the outlook of the French
(and illustrated by Le Pautre1s engraving) are the themes

1of Circe and the Peacock— metamorphosis and ostentation. 
These were pivotal aspects of themes that had evolved in
literature and had become integrated into the core of
seventeenth century thought. They would be reflected in 
the art production, especially where documentation of actual 
events was concerned. In this engraving the subject is the 
splendid show and the delight in pageantry which is mani
fested in the figures of the prancing horses, that is, the 
ostentation of the court (the Peacock). The whole scene 
is above all a grand spectacle of the gardens. And beyond 
this the scene shows a picture of enchantment and meta
morphosis (Circe). In this view the pool and its gilt
bronze statues and the shrubbery are all transformed by the
momentary light. The light itself is unpredictable, 
assuming a variety of spectacular patterns or forms.

The engraving is full of the richness and marvels 
associated with both the seventeenth century theatre and the

1. In Rousset, La Litterature de 1'age baroque en 
France, this idea is expressed throughout.
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concepts of Circe and the Peacock elaborated by Rousset.
The value placed on novelty is readily sensed, Rousset 
says the dominant guest was for a theatre of surprises and 
Le Pautre's engraving expresses this, as do also many of 
his ornamental designsi

These reflections from the engraving indicate the 
personal contribution of the artist, conveying the sense of 
awe and drama which such a scene was intended to elicit in 
the spectator. Le Pautre often portrays the fantastic but 
he is also a reliable and highly disciplined recorder. 
Concomitant with the pervasive theatrical nature of the 
composition is a true and accurate portrayal.

No matter how extravagant .and fanciful some of his 
compositions (and particularly those of his ornamental 
designs) appear to be, his work also reflects the attitudes 
and expectations of a particular stratum in seventeenth 
century society. In fact Jean Le Pautre can be counted on, 
with a few other artists of his time, as a valuable source 
of accurate documentation.

Pierre de Nolhac says, regarding fidelity to the 
scenery and arrangement of the pools and fountains, that, 
apart from Silvestre and Le Pautre, the majority of

1. Ibid., p. 188.
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seventeenth century engravers cannot always be depended 
upon.1

Notwithstanding an imaginative approach, which can 
be understood as part of the general theatrical interest 
also, and which was a common trait among contemporary 
artists, Le Pautre's reputation as one of the few engravers 
who provided reliable documentary representation sub
stantiates his disciplined approach. And there is further 
value in his work when it is used to verify written docu- 
mentation. At times an error may be printed and reprinted, 
but with the help of other original archival sources, or 
even engravings, it can be discovered and corrected. Prints
are also,, where possible, amenable to this type of 

3verification. Nolhac states that the waterways at

1. Pierre de Nolhac, Histoire du -Chateau de 
Versailles (Paris: Andre Marty, 1911), Vol. 1, p. vii. From
the documentary point of view the painters are more 
reliable. Historical painters (such as Patel, Van der 
Meulen, and Cotelle) provided, through their work, records 
of the construction at Versailles. But engravings, being 
reproducible, reached a larger public. And yet these 
painters, in common with the engravers such as Le Pautre who 
either copied or did original compositions of the objects or 
interiors or landscapes, were also fanciful in these 
compositions. They often included in them figures from 
mythology, even in the documentary painting of the castle 
and grounds. Accuracy was still maintained.

2. Ibid., p. viii.
3. In respect to absolute, faithfulness to facts, 

even Le Pautre is not always exempt from error. For 
example, in one case in an engraving he attributes to 
Lerambert a sculpture which was actually executed by 
Sarrazin. Pierre de Nolhac, La Creation de Versailles 
(Paris: Louis Conard, 1925), p. 238. From here on the 1925
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Versailles had groups of figures by the sculptors Le Gros,

1 - Lerambert, and Le Hongre. The latter was in charge of the
ornaments of fruits and flowers for the vessels carried by
the child-figures. This fact is not generally known but is
corroborated in one of the engravings where he places the

2name of Le Hongre with one of these groups, This is an 
instance Where Le Pautre1s engravings served as documents to

3authorship in another art medium.
Nolhac writes also of the first period of construc

tion and sculptural decoration at Versailles, around 1663.  ̂
Here, Nolhac reiterates the importance of engravings as
records of art works created at this time. Among the

5sculptures ordered were stone terms to be placed at various

edition is referred to. In another case he includes a 
sculptural group (Latonal in a scene which, at the time of 
the event depicted, had not yet taken place. This was the 
scene of the fireworks which was done ten years after the 
festivities of 1668. At that time the group sculpture was 
not yet in place. Ibid,, p. 111,

1. Ibid., p, 231,
2. Ibid.
3. Felibien provided the written information about 

Le Hongre for Le Pautre's engraving: He writes of "« . . 2 
cupids, between them a young girl; .they hold a basket full 
of flowers— by Le Hongre" (Ibid., p. 232),

4. Ibid., p, 56. "A whole series of beautiful art 
works comes to decorate the gardens and although they are 
forgotten or destroyed today, the Comptes mentions them and 
they are reproduced in engravings . , . . "

5. Terms were boundary posts in earlier times.
Used in architecture at this time, however, they served a 
purely decorative purpose and were topped with a head or a 
bust.
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points in the gardens. There are records of about thirty
such terms made by Michel Anguier, Louis Lerambert, and

1Jacques Houzeau.
Nolhac writes: "Le Pautre reproduced some of the

very handsome two-headed terms belonging to the Versailles
gardens. Nine prints represent, with attributes shown on
the pedestal, mythological couples such as: Apollo and
Daphne, Bacchus and Ariadne . . . Perseus and Andromeda,

2Adonis and Venus."
We see then that Le Pautre was involved with some of 

the earliest decorative work at Versailles, whether as a 
recorder as above or, as was also likely, as original 
designer.

For examples of designs for terms which Le Pautre 
created, see Figure 10. These followed the theme of the 
four seasons of the year and were to be used as separate 
statues or integrated as part of the architecture.

The work of an artist with his reputation for 
authenticity is of particular interest and value, as in the 
case of his engravings of the Grotto of Thetis, where they

grepresent an ensemble that no longer exists.

1. Nolhac, La Creation de Versailles, p. 57.
2. Ibid.
3. Another example.of a type from Le Pautre1s 

varied work as a historical artist is his engraving of the 
coronation of Louis XIV at Reims Cathedral in 1654, Le 
Sacre de Louis XIV .(7 juin 1654) , reproduced in Paul
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' Besides his having an involvement in the reproduc

tion of art works, he was among the few artists called upon 
to collaborate in documenting certain events in a more 
elaborate manner when this seemed desirable.

Nolhac"*" informs us that Andre Felibien had the 
responsibility for the official account (ten years later) 
of the festivities which had taken place on July 18, 1668.
Le Pautre provided the engravings. Naturally, after such a 
lapse in time, a complex collaborative effort was needed to
achieve a genuine reconstruction of the events. Felibien

2was the official historiographer at -that -time. It i-s -
thanks to this effort that something of the atmosphere of
that festival can still be recalled.

The festivities took place two and a half months
after the Peace of Aix-la-Chapelle, lasted all night, and

3cost 100,000 livres. The Triumph of Bacchus, by Lully and

Lacroix, XVIIme Siecle Institutions, Usages et Costumes
(Paris, 1880). This type of production indicates the 
journalistic aspect involved in seventeenth century 
engraving, and of course other artists (such as Sebastien 
Leclerc) also recorded this important event in this way.
Also in Vol. Ed. 42h of Le Pautre1s work at the Cabinet des 
Estampes there is a coronation print with a portrait of 
Louis XIV. His first engravings (according to Berger, p. 5) 
showed the baptism of Louis XIV in 1643 at Saint-Germain-en- 
Laye.

1. Nolhac, Histoire du Chateau de Versailles,
p. 69.

2. Nolhac, La Creation de Versailles, p. 33.
3. Ibid., p. 91.
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Moliere,.with its ballets, was performed. There was a ball 
afterwards and the spectacular fireworks display which ended 
with the lit-up cypher appearing in the sky. This was the 
King's cypher of enlaced L's.

Figure 3 by Le Pautre shows the final dances for 
Les Fetes de 1'Amour et de Bacchus. It accompanied 
Felibien's written description, Le Pautre's specialty was 
ornamental design and in this picture of the stage presenta
tion of the ballet his strong sense of design is evident.
The print not only documents the.dramatic event but also 
reveals the construction and ornamentation of the theatre 
itself. It depicts the ornamental ensemble of the theatre 
and the performance.

From it we see that the so-called classical plays
2were given "in the most baroque of decors." Twisted 

columns, which were a frequent feature of baroque archi
tectural ornament, framed the stage. In Le Pautre's 
engraving of the performance we have an example of the type 
of theatre which was set up for the plays, tragedies or 
comedies, by Moliere and Racine and other writers,. Above 
the center of the stage flying figures hold up the royal 
emblem; movement and opulence characterize the decoration 
in this theatre, which was created by Carlo Vigarini.

1. Ibid., p. 102.
2. Encyclopedia de la Pleiade, Histoire de. 1'Art 

(Paris:-Editions Gallimard, 1965), Vol. Ill, p. 581.
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For another festival Le Pautre also did an engraving 

of a theatrical presentation. A different type of setting 
is seen (Figure 9) for the performance of the tragedy in 
music by Quinault and Lully, Alceste. This was the marble 
court at the Chateau of Versailles in 1674, While the 
Triumph of Bacchus had been given in an enclosure created by 
rich tapestries, Alceste had a more austere stage in the 
architecture of the marble court. Both took place out-of- 
doors. In fact, as Maurice Barthelemy"*" explains, there was 
no theatre or particular spot at Versailles where the operas 
or other lavish musical spectacles were given and so there 
was always improvisation and haste involved in these 
presentations. No doubt this imbued them with a kind of 
spontaneity and verve. These qualities are also associated 
with many of Le Pautre’s spirited productions because of 
his quick method of working. Artists of all sorts who were 
employed at the Court would be subject to these urgent 
demands which tested the ingenuity of stage designer, 
composer, and artist alike.

At times the stage would be a hall opening onto the 
marble court, but most frequently the setting would be 
arranged on a temporary stage or out-of-doors, despite the 
important place the theatre and music had at court during 
Louis XIV's reign.

1. Barthelemy, p. 7,
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There were three particularly notable fetes, or 

celebrations;
The first, in 1664, was Les Plaisirs de I*Isle

Enchantee, the second, in 1668, was Le Grand Divertissement
royale de Versailles, and the last, in 1674, was called Les
Divertissements de Versailles.^ Le Pautre's engravings
provide illustrated documentation for the last two, and he
provided some drawing for the first in preparation for the
final engravings by Israel Silvestre which documented that 

2event.
Music, as well. a-s-drama, was an important element in 

the great festivities at Versailles. As the titles of the 
festivities indicate, they were groups of entertainments. 
There was provided a variety of ballets, plays and games 
(such as tournaments of jousting or tilting at the ring) and 
fireworks displays and illuminations to divert and impress 
the spectators.

Barthelemy states that indeed part of the magic of 
Versailles was in its involvement with music. The decora
tions of wall panels with motifs of music also echo this 
strong interest.

1. Ibid., p. 8,
2. Each of the fetes and the part played by Le 

Pautre in their depiction will be examined in more detail 
further on.

3. Barthelemy, p. 7. ,
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Le Pautre1s work demonstrates this well. His 

ornamental designs, whether they were used for panels, 
ceilings, furniture or other objects, frequently employ 
musical motifs. These are often mixed with a variety of 
other motifs,'*' or sometimes a total design is devoted to the

I
subject with instruments, players, and related personifica
tions. The theme, handled in this manner, has been found
on carpets and other objects. Or the design may be for a 

2music trophy, where again everything in it is related to 
the subject. Trumpets are often associated with military 
trophies, and the lyre, an antique instrument, appears here 
and there.

So often do the personifications of the gods and 
muses of various sorts appear in the art products and in 
Le Pautre1s designs that.there seems to be in this decora-- 
tion a parallel to the use of religious decorative motifs 
earlier in France for the cathedrals (and perhaps also for 
furniture, textiles, or other items which are now rare or do 
not exist). In their use there is a kind of counterpart:to. 
the commonly appearing motifs of, for example, patron saints 
in the religious compositions of earlier periods.

Of course, as we shall see, traditional motifs of 
saints and madonnas were used for objects associated with

1. See Figures 11, 12, 13.
2. Figure 14.
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religious practice, such as altars, tabernacles, and 
reredos. But the manifestation of the motifs of gods and 
muses and the ubiquitous putti flitting about as. some type 
of quasi-religious expression in the secular art produc
tions appears at times to be very appropriate. When seen in 
the light of expression of homage to the absolute monarch 
(and his divine right of rule) it is quite understandable. 
Again there are aspects of- some of the profound interests 
of the seventeenth century•>reflected in the ornamental art.

In Nolhac' s book there is" a description of the 
groups of sculptures that were pl-a-ced - at Versailles 
possessing a complex network of symbolism. Much credit for
this should probably go to Le Brun, whose fertile imagina
tion was responsible for the great ensembles of decoration 
that were produced. . Obviously it harmonized well with the 
outlook of his patrons. These sculptural groups consist of 
representations of the elements, the.four parts of the' year, 
the four parts of the day, the four humours of man, and so
on, all with their attendant attributes. Some of Le Pautre's

2designs for terms relate to this kind of arrangement.
There were projects for marbles, such as those 

involving the Nine Muses, and an entire hierarchy of the 
gods, of whom Apollo was central in importance. The impact

1. Nolhac, La Creation de Versailles, p. 277.
2. Figures 10, 15, 16, ,17.
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of a conglomeration of these allegorical constructions 
reinforces the sense of a quasi-religious framework, with 
all its complicated symbolism, around the worshipped King.

In the details of various designs there is attention 
centered on qualities such as heroism and other attributes 
worthy of the resident of the hotel or palace for which it 
might be destined. And sometimes the qualities depicted 
would allude to the sovereign when, for example, a room 
might be set aside in anticipation of a possible visit by 
the King.

All these secular or pagan elements, associated in
this way, create an effect like that of a Medieval summa;
only here it is the picture of the universe as revealed

2through symbolism surrounding the absolute monarch.
The prints, then, of Jean Le Pautre show ideas, 

activities and interests of the seventeenth century court. 
These filter even into the decorative designs and serve to 
illustrate the politics in that reign through motifs 
associated with mythology and allegory. These ideas were 
always present on panels, ceilings, tapestries, carpets, 
and all decorative objects. They were readily available

1. Louis Hautecoeur, Histoire de 1'Architecture 
Classique en France (Paris: Editions A. et J. Picard et Cie., 
1948), Vol. II, p. 351.

2. Rene Schneider, L'Art Frangais (Paris: Henri 
Laurens, 1925), p. 165.
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for the courtier1s perusal and were a part of the affirma
tion of the established state of things.

Sometimes the activities depicted in the prints are 
ceremonies and religious observances drawn from the real 
world, such as scenes of baptism or other church scenes, but 
there are also those involving the imaginative and some
times fantastic illustrations .from fable and mythology.

The designs tend to combine elements of both types, 
the realistic and the fantastic, Thus, art and life are 
here often closely connected. We shall see how the other 
arts followed this type of expression, the -combination of 
reality and the imagination. In particular the theatre and 
court society in the seventeenth century manifested this 
kind of relationship.

The Three Great Festivals 
There is no doubt about the importance of ornamental 

art in the seventeenth century. As Weigert says, today we 
look at the purely ornamental aspects of the designers1

1. The source for the realistic was native to French 
art and had been seen on the Gothic cathedrals, Louis 
Hautecoeur, Histoire de 1'Architecture Classique en France
(Paris: Auguste Picard, 1943)', Vol. I, pp« 72, 491; Vol. IT, 
p. 463. Thus a cool Apollonian realism exists side by side 
in French art, along with the unleashed imaginativeness 
reached in the seventeenth century. As for the imaginative 
side, even the church decor contained a Dionysian type of 
decoration (Figure 18) when garlands and other motifs were 
used for some altarpieces, This was an imaginative approach 
to religious decorative art. The theatre, where fantasy 
was encouraged, also found its way into the daily observances 
of that time.
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works as being of supreme importance,^ But at the time all 
these designs were intimately and fundamentally related to 
all aspects of existence at court, and especially to the 
ceremonial activities there.

The work of the ornamental artist of this period was 
particularly involved with the life of that time and has 
enhanced our knowledge and insight into the seventeenth 
century. Without-it,' the written descriptions would not 
suffice for us fully to understand the fabric of the times.

Seventeenth century engraving itself is closely
connected with the festivities. Soon after taking over as
Intendant of the Royal Buildings in 1664, Colbert created
the Cabinet des planches gravees. This was for, the purpose
of sending abroad engravings of the festivities, masquerades,
tournaments, and all other entertainments. These engravings
would do honor in their own right, as much as the events

2depicted would honor France, Jean Le Pautre was among the 
engravers.

In general, ornamental designs for objects and 
interiors used themes conforming to the current interests 
and ideas. The festivities can also be understood as 
ornamentation in the sense that, besides being entertain
ments for pleasure, they were also "illustrations" of the

1. Weigert, Jean I Berain, p, x,
2. Ibid., pp. 20, 21, referring to remarks by 

Charles Perrault,
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court's splendor. And as such they were well-planned, and 
the result of much artistic creativity and labor.

In fact a large company of all kinds of workers 
comprised the Menus-Plaisirs which existed to cover every 
facet of ceremonial activity. This extended from providing 
the designs for the King's costumes for the tournaments and 
balls to the recording of the grand events, as mentioned 
above, after they had taken place. Thus the Cabinet or 
department of the engravers was a part of the Menus-Plaisirs 
and in Le Pature's day the Cabinet was headed until 1674 by 
Henry de Gissey and after that by Jean I Berain. This post, 
of chief designer, was one of the most important of the 
Menus-Plaisirs, and Gissey was in charge of the illumination 
at the 1668 fete.'*'

And it was Berain who, about ten years later in
1679, in the absence of any sketches made by Gissey, made
accurate drawings of the five events (of the 1668 festival)

2for Jean Le Pautre to engrave. In the seventeenth century, 
by means of the Cabinet du Roi, and the Menus-Plaisirs, all 
these activities— of festivities, of engraving of various 
sorts, such as for documentation and ornamental designs— are 
intermeshed, related to one another. And therefore they are 
also related to the work of Jean Le Pautre. Moreover, since

1. Ibid., pp. 26, 27.
2. Ibid., p. 26.
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the festivities represent a very important outlet for the 
expression of Louis XIV's political philosophy, there may 
be gained some insight into the times by further investiga
tion of these events.

In the present study we shall examine two of the 
major festivals (of 1668 and 1674) with direct reference to 
some of Jean Le Pautre's prints of these events. By 
virtue of his having contributed in -part to a composition 
depicting the first of .the great festivals, that of 1664, 
and particularly because of some excellent descriptions by 
Voltaire,"*" this fete will also be looked into here. 
Voltaire's writing provides insight into the nature of 
these festivals in general. We therefore see not only the 
spectacle but also the social reasons which underlie all 

• the festivals and the ultimate purpose of the ornamental 
designs which contributed to all facets of these events.

1. Frangois-Marie Arouet Voltaire, The Age of 
Louis XIV (London: J. M. Dent and Sons Ltd., 1961). It is
interesting to have Voltaire's descriptions and opinions 
because he lived during the period just following Louis' 
long reign. As an articulate writer, almost contemporary 
to that epoch, he had as sources of information people who 
had been at the court during that time. On page x, in the 
preface to the book, F. C. Green says of Voltaire that he 
was the first historian "to embrace aspects of civilization 
ignored by his predecessors— literature, philosophy, science, 
the arts and crafts, industry and commerce, the central 
government, the administration of justice and taxation."
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X: Festival of 1664

Nolhac"*" writes that the gorgeousness of Versailles
with' its gold and marble and flowered gardens was a natural
choice for .grand festivities, In 1664 the engravings
ordered by the King to record them were made by Israel
Silvestre and published under the title of Plaisirs de 

, 21'Isle Enchantee. Although Silvestre did the illustra
tions, Jean Le Pautre is believed to have contributed to a 
preparatory drawing for an engraving, Andre Marie writes,^

Silvestre drew the landscape and the people 
animating it, but Jean Le Pautre did the frame, 
the draperies, the mythological figures (probably 
as sculptures or decorative figures), the 
garlands of fruit and flowers, as well as the ' 
lower frame intended to contain the title and 
coats of arms of the nobles participating in 
the contests. His. [Le Pautre1 s] characteris
tic style, and its heaviness are easily 
recognized in the d r a w i n g . 4

1. Nolhac, La Creation de Versailles, p. 64.
2. Ibid., p. 65 (note), writes that besides the 

publication of these engravings, the festivity was related 
in publication five times, two of which were official (one 
for the Gazette, dated May, 1664).

3. Andre Marie, "Les Fetes des Plaisirs de 11 Isle 
Enchantee, Versailles 1664," Bulletin de La Societe de 
I'Histoire de I'Art Frangais (1941-1944), p. 120.

4. The above note on the collaboration of Le 
Pautre and Israel Silvestre reveals a quality of his later 
style, its heaviness or solidity. It also indicates the 
mutual dependence of these engravers. Artists would call 
upon each other to contribute to parts of compositions 
where their skill in a specialty warranted it.
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]_•Marie further states the drawing's important 

purpose: "This inkwash drawing is rather large . . . twice
the size of the engraving; it is therefore more readable 
and is very precious for the study of Versailles as it shows 
the palace before transformations . . . ."

Voltaire, in The Age of Louis XIV, describes the
1664 festivities. He writes that in its splendor as well
as its intellectual pleasures this festival surpassed those
which had taken place before. On the fifth of May the King
and his court of six hundred members, along with their
retinues, all of whose expenses were paid, came to
Versailles to participate in the tournaments and theatrical

2events that would last .for seven days.
Nothing was wanting at these fetes save monuments 
specially erected in their honour, such as those 
raised by the Greeks and Romans; but the speed^ 
with which theatres, amphitheatres and porticos, 
ornamented with as much magnificence as taste, 
were erected was a marvel, which added to the 
illusion and which, transformed afterwards in a 
thousand ways, still further enhanced the charm 
of the spectacle.^

1. Marie, p. 120.
2. Voltaire, pp. 270-274.
3. Weigert in Jean I Berain, p. 83, mentions the 

need for resilience and spontaneity on the part of the 
designers for the immense work projects frequently required 
on short notice. In various contexts Jean Le Pautre's 
qualities of verve and spontaneity are mentioned. These 
qualities were obviously assets in the face of the demands 
put upon the designers.

4. Voltaire, p. 270.
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There were cavalcades of the nobles who were riding-
tournament participants, with pages and equerries carrying
their devices, and on their shields were written, "in
letters of gold," verses composed by Perigni and Benserade
about the events and personages which they portrayed in
their exotic costumes. The King also impersonated a
fictional character and was dressed, as one would expect,
magnificently and many sparkling diamonds adorned his
clothing, and also his horse's caparison. A golden chariot,
eighteen feet high, fifteen feet wide, and twenty-four feet
long, representing the chariot of the sun, followed the
procession. Numerous symbolic figures, such as the four
ages of gold, silver, brass, and iron and the heavenly
signs, the seasons, and the hours followed the chariot on
foot. There were also figures of shepherds, and some of
the personages following the chariot of Apollo paused where

2the court ladies sat and recited verses about the events.
Voltaire^ writes that "when the courses were 

finished and night fell, four thousand great torches 
illuminated the space where the entertainments were given."

1: Ibid.
2. Victor-1,. Tapie, in The Age of Grandeur (New 

York: Frederick A. Praeger, publishers, 1966), p. 107, 
notes that in Apollo's declamation there were also allusions 
to the aspirations of France to Spain's possessions and thus 
"the fete was not apparently mere pleasure but an occasion 
to avow world-wide political ambitions."

3. Voltaire, p. 270.
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Two hundred persons dressed as fauns, syIvans, dryads,

.. shepherds, vintagers, and reapers served the food. There 
was a moving mountain set up for the presentation of the 
delicacies for the meal, and a semi-circular theatre 
suddenly rose up behind the tables for the performance.
"Five hundred green and silver candelabra filled with 
candles, and a gold balustrade encircled this vast 
enclosure.

The description also includes the names of the plays 
by Moliere presented at the festivities. The comedy. La 
Princesse d'^lide, contained "delicate allegories of con
temporary fashions, and . . . allusions which add much to

 ̂ 2the amusement of such fetes . . . ." Tartuffe was
presented even before it was completed because the King

■x. 3was eager to see it.
The chief glory of these amusements which brought 
taste, polite manners and talent to such perfection 

, in France was that they did not for a moment detach 
the monarch from his incessant labors. Without 
such toil he could not have reigned. . . . All
this conferred an air of grandeur on the court of

1. Ibid., p. 2 71. Nolhac, in La Creation de 
Versailles, p. 66, writing of this entertainment relates 
that "great apparatuses [machines] were intertwined in the 
trees holding the chandeliers composed of an infinite 
number of torches, to create if possible a light equal to 
that of the sun since this spectacle took place at night."

2. Voltaire, p. 271.
3. Ibid., p. 272.
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Louis XIV, which eclipsed that of any other court 
in Europe. He desired that the glory which 
emanated from his own person should be reflected 
by all who surrounded him, so that all the 
nobles should be honoured but no one powerful, 
not even his brother or Monsieur le Prince.^

Voltaire, who understood the spirit of the period 
and was a royalist in disposition, shows us why all 
festivities held an important place at court. They were 
for the pleasure and for the symbolism they provided for 
the court itself and foreign guests. "These were occasions 
for the expression of all sorts of artistic activity. Such 
expression was manifested, in the plays, games, costumes, 
and feasts. All these events-required coordination of 
artistic effort. There were demands for imagination and 
novelty and this partly explains (aside from the quality of 
personal genius) the large body of inventive work of such 
artists as Jean Le Pautre. As Tapie^ says, "No previous 
king could have called upon so much artistic talent. . . .
One might question whether even Renaissance Italy could 
rival it."

Voltaire's descriptions enable us to appreciate all 
the more such engravings, both of the events and of orna
mental objects suitable to that opulent atmosphere, as Le 
Pautre and other artists provided. The celebrations were

1. Ibid., pp. 273, 274.
2. Tapie, p. 109,
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intended to be recorded in all their pomp as utterly 
magnificent.

Apollo's golden chariot involved the same fantasy as
is seen in the work of Le Pautre. The same imaginative
elements are seen in different contexts. For example there
is a mingling, at the festival, of fauns, syIvans, dryads,
and shepherds as described by Voltaire."*" This brings to
mind a composition containing some of these mixed elements
by Le Pautre (Figure 5). This sharing in the arts of themes .

2or motifs is seen time and again.
What has been discussed up to this point is the 

spirit of the first of the three great festivals of Louis
3XIV's reign. Nolhac states that this group of

1. Voltaire, p. 271.
2. Mythology was a basic .source for many motifs 

that were used by such artists as Poussin and the orna- 
mentalists alike for a variety of applications» Thus among 
Le Pautre's designs for ornamental vases there is one with a 
motif carrying the figure of the nymph, Galatea (Figure 19) 
and the same type of configuration of a figure with billow
ing scarf forming an arc overhead is seen in a painting by 
Poussin called The Triumph of Amphitrite. Greek mythology 
is the source for both Amphitrite, Goddess of the Sea, and 
Galatea, and a similar form is used for.their representa
tions. The painting is reproduced in Germain Bazin, Destins 
du Baroque (Paris: Librairie Hachette, 1968), figure X. And
later, the theme would be used again for ornamental vases
by Johann Bernhard Fischer von Erlach (1656-1723) and other 
artists. Klaus Lankheit, "A Pair of Bronze Vases by 
Massimiliano Soldani," Connoisseur (December 1958) , Vol. 
CXLLI, pp. 159-163.

3. Nolhac, La Creation de Versailles, p. 72.
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entertainments surpassed all such previous court events.
Each of the next two fetes, in 1668 and in 1674, proved 
again to be superlative and also contained the essence of 
the art and outlook of the seventeenth century French 
court.

II: Festival of 1668
The 1668 fete is described by Nolhac^ as the most

elaborate and sumptuous held at Versailles. Each festival,
in fact, seemed to be vying for the distinction of unique
magnificence. Two weeks after the Peace of Aix-la-Chapelle
the King wanted to present a celebration which the war had
prevented. He himself chose the entertainments, among which

2the newly arranged fountains would be of primary interest.
It was the King also who, ten years later, ordered the 
account of the festivities accompanied by Le Pautre1s five 
engravings of the principal events.

In 1668, besides Felibien's official account in the 
Gazette, other writers related the events, among them Mile, 
de Scudery in La Promenade de Versailles.̂  A Spanish

1. Ibid., p. 91.
2. Ibid., p. 92.
3. In the written accounts the descriptions of 

Mile, de Scudery and Felibien of the fireworks and of the 
fountains are in agreement with the feeling created by Le 
Pautre's engraving (Figure 4). In fact, it is possible 
that the composition, done in 1678 or 1679, was made with 
reference to some such written descriptions. Le Pautre's 
engravings were based on sketches provided by Jean I Berain

■ i
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narrative (by Pedro de la Rosa) was printed in Paris in 1668
and several other writers wrote accounts of the events.
"It therefore remained long in the contemporary memory,
marking in fact the most brilliant moment of Louis XIV1s 

1youth," From the number of references to the festivals in 
the chronicles of the period, and the reports by various 
prominent writers, it is apparent that the festivities were 
both very engrossing and important affairs to all who 
attended, whether as spectators or participants.

As to whether the 1668 festival did indeed outshine 
all the previous ones, we cannot know for certain. Never
theless Nolhac's account of the event reveals the complex 
organization required for its production. He relates the 
significant roles of the various organizers:

The first gentleman of the King's chamber took‘ 
charge of the play? the King's maitre d ’hotel was responsible 
for the supper, Colbert, as superintendent of building.

who was chief designer for the Menus-Plaisirs at this later 
time. Berain had to recreate the scenes from various 
sources. What part each artist had is not entirely certain, 
but it is likely that Berain provided the factual correct
ness in sketches as sources of inspiration for Le Pautre’s 
engravings. As Weigert notes (in Jean 1 Berain, pp, 168- 
170) in these engravings the signature is as follows at the 
bottom right of each: Le Pautre Sculpse, and the date (1678 
or 1679 for the various compositions), This does not 
identify Le Pautre as the designer but only as the 
engraver. Le Mercure galant of August, 1679, Weigert tells 
us, mentions the sketches provided by Berain,

1. Nolhac, La Creation de Versailles, p. 92.
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took charge of construction and fireworks, allocating this 
work to Carlo Vigarini, who decorated the theatre. Henry 
de Gissey (chief designer of the Menus-Plaisirs and thus 
designer of the King's celebration) took care of the decor 
for the meal and the architect Le Vau supervised the decor 
of the ball. Jolly (the fountain engineer) directed the 
water displays, Gissey the illuminations, and Le Brun 
"provided ideas for everyone,"

The theatre was arranged by Vigarini for three 
thousand spectators. Here a Moliere play was given, as 
well as music, singing and various ballets, the last being 
The Triumph of Bacchus by Lully with one hundred people on 
the stage. Figure 3 shows a part of the ballet, the entree 
finale.

The magnificently arrayed court visited, along with 
the King, the Grotto and fountains, and later dined together. 
The fountain displays and elaborate dinner in the gardens 
were followed by a ball and later, to close the event, there 
was a grandiose illumination at the Latona Fountain (Figure 
4). The fantastic fireworks which were set off illuminated 
everything in sight, and the vases, terms, and pool of the 
fountain were all luminous and appeared to be bathed in 
flame.^

1. Ibid., pp. 92, 93,
2. Ibid., p. 101.
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The theatrical essence of these garden spectacles is 

described by Mile, de Scudery. She tells how, after having 
passed through shadowy alleys (which would doubtless
contrast with and so enhance the brilliance of what was

• \

about to .be seen), upon arrival at the terraces with a view 
of the Palace and its grounds, forming a kind of "amphi
theatre of gardens," a "prodigious change" was seen in all 
the objects.

The Palace appeared to be the palace of the sun
because of its luminosity, and all the statues from antiquity
also reflected this great light. All the vases filled with
flowers appeared to be blazing, as did the statues and rows
of terms, reflecting light onto each other„ The splashing
fountains, the water, and the gardens were brilliant and it

2was impossible to discern what the source of it all was.
This spectacle was momentary but created a memorable image 
of the interplay of water and fire.

Andre Felibien1s description^ conveys essentially 
the same feeling, of the viewer being delighted by a 
fascinating theatrical event. It is likely that the viewer 
also was as much integrated into the dramatic happening as 
were the statues and the grounds. Le Pautre's figures in

1. Ibid., p. 100 ff.
2. Ibid.
3. Ibid., p. 101.
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the foreground (Figure 4) suggest this type of involvement
(by their placement, contributing to the effect created by
light and movement in the composition).

Immediately after this phantasmagoric spectacle,
still another pyrotechnic display went off and traced in the

%air the royal cypher, two clear L's intertwined. Here
again is an example of a motif shared among the arts, for
we find several examples of this in Le Pautre's designs
(Figures 20 and 75).

For precisely what purpose these ornamental designs
were intended we cannot know today. There were many possible
applications, from grillwork to carpets and textiles and
book covers or title pages. But here we see in the
illumination, as described above, an imaginative use of a

2common ornamental motif.
After this display the day began to break. And so 

ended the second of the three great festivities. Nolhac^ 
calls it "the first apotheosis to Versailles,"  ̂ revealing

1. Ibid., p. 102.
2. Nolhac writes (Ibid., p. 251) that there was an 

outdoor theatre surrounded by many fountains which was 
decorated by a flower arrangement containing the King's
cypher. This theatre has completely disappeared and its
art works are known only through the "very precise 
engravings of Le Pautre."

3. Ibid., p. 102,
4. The first great fete, in 1664, was given by

Louis in honor of Mile, de La Valliere.
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the pride of Louis XIV in showing to the three thousand
guests his most beautiful domain, which he had created in
all its splendor, presaging his great fortune and the
grandeur to come.

In 1668 Versailles appeared to be a very finished
architectural ensemble, but from the following year the
general character would change entirely with Le Vau's new 

1constructions. Therefore Le Pautre's engravings are among 
the rare documents relating to the earlier period. And, 
along with writers such as Mile, de Scudery and Felibien, 
his prints contribute to our knowledge of the Palace and the 
life and events at court.

Ill: Festival of 1674
The last of the great fetes of Louis1 reign took 

place in 1674 and comprised six days of festivities which 
took place between July 4 and August 31. Again the events 
were depicted in a collaboration of Andre Felibien with the 
illustrators, Chauveau and Le P a u t r e T h e  occasion cele
brated was the second conquest of Franche-Comte and the 
account by Felibien was entitled Les divertissements de
Versailles donnez par le Roy a toute sa Cour au retour de

z : z 2de la conquete de Franche-Comte, en 1'annee 1674.

1. Nolhac, La Creation de Versailles, p. 103.
2. Ibid., p. 278.
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Once more there was the typical round of activities 

which took place at such festivals. There was, for example, 
an afternoon visit to the gardens which were decorated with 
festoons of flowers and orange trees, and a feast beside the 
water which was accompanied by music.

Nolhac describes the theatre, constructed out-of- 
doors for the presentation of one of the several plays given 
during the festival, as follows:"*"

The court of the Chateau was illuminated on the " --
first night of the festival, July 4. The stage (Figure 9)
occupied the whole area of that small marble court and was
bordered by orange trees (in large planter-boxes) and
chandeliers, and round tables and vases of gold, and had
for its background the eight columns supporting the
building's golden balcony. The vases with flowers served
to catch the water from the fountain so that the splashing
would not interfere with the musical compositions per- 

2formed.

1. Ibid., p. 278 ff,
2. All the ornamental objects, such as the orange 

tree planters and the vases containing flowers, were not 
without their practical function as well, at times, as we 
see here. Sometimes these orange trees were taken indoors 
and there served to perfume the air and drive away the foul 
odors that were common during that time. Here, on stage, 
the trees seem to function as part of the wings of the 
theatre and may have contributed acoustically also since 
the court was of marble.
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The play presented that night was Alceste. And 

after the performance a midnight supper was served inside 
the Chateau.

The other five days of the official festivities were 
spent in like manner at various plays at different open air 
sites, such as one on a stage set up in front of the Grotto 
of Thetis (Figure 21), where Moliere's le Malade imaginaire 
was performed.

The interior of the Grotto, with its sculpture 
groups and fountains, was illuminated by lighting from 
inside the Grotto, whose source was not visible to the 
spectators. This formed a charming and unusual backdrop
for the play about bourgeois life.

2Philip Hofer writes that the scene, represented by 
Jean Le Pautre from Moliere's play, formed part of a book by 
Andre Felibien, Les Divertissements de Versailles, published 
in Paris in 1676, and beside this depiction of "a great 
moment in the history of French drama" there are also 
various prints of the festivals of Louis XIV.^

The third day was spent on the Canal on gondolas, 
which were followed by a large vessel with musicians, as

1. Nolhac, La Creation de Versailles, p. 280.
2. Philip Hofer, Baroque Book Illustration 

(Cambridge: Harvard University Press, 1951), p. 31.
3. This print of the perofrmance in front of the 

Grotto is in Le Pautre, Vol. Ed.42c, among numerous others 
on pages 99-114, all relating to the various festivals.
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1was done in Venice. Weigert describes the numerous designs 

by Berain for such gondolas and other boats. Vessel orna
mentation, though only organized in France for less than 
half a century before the advent of Berain's rich output, 
was nevertheless firmly establishe'd. The boats, sculpted 
with prow figures of great imaginativeness, were lavishly 
painted and gilded. On examining Le Pautre's designs for 
other objects such as vases- or terms which contained 
imaginative figures, often of sea creatures, we can see that 
they would be readily applicable to a variety of uses. 
Besides adaptation for tapestry or furniture, what would be 
more likely than boats? (Figures 19 and 22). The designs 
were quite adaptable, just as the artist was. In 1674 it 
is likely that the boats already in existence had been 
ornamented from designs of Le Pautre, among others„

On the fourth day, the 28th of July/ the court was
treated to another performance of the Fetes de I 1Amour et 

2de Bacchus.
Nolhac continues the descriptions of the activities 

following the theatre performance. Their Majesties were off 
on a caleche ride around the park to see a fireworks display 
on the Canal. A supper and Vigarini's "ingenious

1. Weigert, Jean 1 Berain, Chapter V, p. 114 ff.
2. This would, of course, have a new stage and 

perhaps even different settings, for though the same plays 
and music would amuse the court, novelty would be expected 
for the decor.
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%decorations" and illuminations occupied the court until two 

in the morning.
oFor the fifth day a "most surprising decoration," 

whose principal motif was composed by Le Brun, appeared.
It was an obelisk topped by a sun and surrounded by symbolic 
figures of Fames (figures of the Goddess Fame from mythology, 
representing renown). This was destroyed in a spectacular 
conflagration.

The last day presented the most beautiful of the 
night illuminations, again directed by Vigarini. The park 
and its waters were all lit up, creating fantasies, by means 
of the fireworks, of pyramids and sculptures of horses and 
four pavilions with terms, and a chariot of Neptune sur
rounded by tritons. Amid all these fantastic displays the 
court glided along "the Canal in gondolas.

Here was created a temporary fairyland and, looking 
at Le Pautre's prints, we can easily imagine that some of 
the principal motifs for the above displays could have come 
from this source (Figures 6, 23, and 33).

Illumination, light of every sort, was a most 
important accompaniment, as we can see from the dominant 
place which this type of spectacle had,at the festivals, in 
the form of fireworks, conflagrations, and the like. Its

1. Nolhac, La Creation de Versailles, p, 280.
2. Ibid., p. 281. -



77
recurrent use may have been primarily due to a' preoccupation 
with the symbolism to which such light displays lent them
selves (the Sun King's grandeur and dominance). Light also 
served as a means to enhance vividly all the dazzling gems, 
gold, textures and colors of the costumes and statuary. We 
are made aware of it everywhere. In many of the engravings 
of Le Pautre there is a strong light and shade defining form 
and adding drama to the designs (Figures 24 and 25).

In his ceiling designs (Figures 26, 27, and 28) the 
figures are lit dramatically. This three-dimensional, 
perspective-view, with its foreshortening and contrasts 
created by the light falling on forms and faces, is quite 
theatrical. It sometimes gives the illusion of figures on 
a stage with footlights (Figure 24).

Doubtless the models for inspiration of this rich, 
three-dimensional and dramatic effect came from Italy via 
Fontainebleau through engravings.^ As in the earlier work, 
there is great solidity, a three-dimensional quality, and 
considerable movement. Le Pautre1s compositions, however, 
have a more painterly approach; we see in his work that

1. Henri Zerner's ■Acole de Fontainebleau (Paris: 
Arts et Metiers Graphiques, 1969) contains many such 
engravings. One is entitled Phaeton's Fall (1545) and is by 
Antonio Fantuzzi, done after a composition for a ceiling by 
Primaticcio (p. xlvi, and Figure A.F. 83 in Zerner's book). 
Another engraver of panels and ceilings is the artist, L.D. 
(Figures L.D. 6 and L.D. 7). St. Michael Fighting the Rebel 
Angels is by the engraver J.M. (Figure J.M. 50). These, 
done a century earlier, could have inspired this approach.
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light is made to travel over the forms in a flowing manner; 
its movement and that created by gesture did not come 
simply from adaptations of known models from the French 
Renaissance but also from the Italian baroque,

This feeling for illumination and theatrical effects 
permeated certain activities and art in the seventeenth 
century, All that was required to complete the circle of 
this shared interest was the accommodation between the 
ornamental artists and the directors of other artistic 
activities. Thus Vigarini, as impresario for the grand 
display, could have had a rich source of inspiration in the 
work of such ■ artist^designers as Jean Le Pautre,

Regarding this interdisciplinary activity in the 
arts, with its reciprocal influences, Barthelemy"*" tells us 
that the period when Louis XIV was most involved in musical 
presentations (which also formed so important a part of the 
grand festivals) was that in which the great works of 
decoration by Le Brun coincided with the period of Lully's 
inventions. This period lasted until the 1680's, It also 
coincided with the last work of Jean Le Pautre, With the 
disappearance of these accomplished workers, there came to 
an end an era embellished by their particular styles. After 
this time Louis XIV was never again involved with music in 
the way he had been heretofore. From then on he would

1. Barthelemy, p, 18,
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leave it to others, to be the patrons of this art. This 
might well have been the most truly representative period 
of Louis XIVs interest in the arts. Such interest was 
reflected in the writing (Felibien), the music (Lully), 
and the art (Le Brun, and also Le Pautre).

The 1674 festival was the last of the grand 
festivities of Louis' reign. There would be other celebra
tions , of course, but these three which were variously 
chronicled by La Fontaine, Mile, de Scudery and Felibien, 
among others, and which were recorded also by the artist- 
engravers such as Jean Le Pautre, were considered the most 
noteworthy. Perhaps because of the activity of these 
writers and the illustrators of Le Pautre's caliber, they 
have remained vivid paradigms of that reign's splendor. 
Nolhac writes that the poets lauded Louis' extravagances and
saw in them the recreational activities of a great warrior

2before his conquering of enemies. And La Fontaine and 
Perrault in their writings also implied this same practi
cality in all the extravagances, and thus their necessity.

La Fontaine and three illustrious friends made an
3excursion to the Grotto of Thetis in the autumn of 1668.

1. Ibid.
2. Nolhac, La Creation de Versailles, p. 283, Such 

ideas were'expressed by Corneille in Vers presentes au Roi 
sur ses ses Campagnes de 1676.

3. Ibid., p. 107. His three companions on that 
visit were Boileau, Chapelle, and Racine.
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They found the Palace and the art objects,everywhere very
beautiful and paused to cool off from the heat by sitting in
the Grotto. La Fontaine wrote that he found the King's
predilection for. building grand palaces a very useful one
in general because in this way his subjects could also take
part in the pleasures and admire what had not been made for
them. "All the beautiful gardens and sumptuous buildings are
to the glory of their country." He also indicated that
foreigners and posterity would be much impressed by these

2 "things as well.
Certainly all these things that reflected the glory 

of Louis XIV are, along with the designs of Le Pautre, 
important components, of social-historical significance, 
contributing to our understanding of the milieu for which 
they were destined. For the insight into that period which

1. Ibid. (in note), quoting La Fontaine.
2. The enjoyment of such palaces as Versailles was,

however, by no means universal. The lower middle class was
not at all interested in such things and did not relate to
the taste of the aristocracy (as we shall see later, how
ever, they did share an appreciation for spectacular effects 
in dramatic presentations). Voltaire, ever the royal 
apologist, says much the same thing as La Fontaine. Even 
though wars and royal luxury drained the treasury, he states 
(p. 345): "Those who attributed the reduction in the sources 
of wealth to the extravagance of Louis XIV on his palaces, 
the arts, and his entertainments, were unaware that expendi
ture which encourages industry, so far from impoverishing 
actually enriches a state." Certainly the work for orna
mental designs, and for furnishings of all kinds, such as
Le Pautre1s, was plentiful and would seem to lend credence 
to Voltaire's statement regarding stimulation of industry. 
However, it was only affordable b y ,the well-to-do and did 
not benefit the vast majority of the population.
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they provide, the works of the ornamental artists are 
invaluable.

The Theatre and Ballet
Now that the festivals as total experiences in them

selves have been described, and their significance under
stood, some attention will be focused on two major 
components of these, the theatre and ballet. Many 
characteristics of these latter activities are also 
manifested in the art of the versatile ornamental engraver, 
Jean Le Pautre. ' .

Among the qualities, shared are those of political 
purpose involved in the employment of these art forms, their 
subject matter (mythology, allegory), and the motifs used in 
these arts, as, for example, monsters or masks, and other 
symbols. Since ultimately the designs for scenery, for the 
structure of the theatre itself, and for costume, depended 
to some extent upon the work of the designer-artists, this 
examination of these various art genres together seems quite 
warranted. But often when we examine the productions of 
the designer Le Pautre, abundant as they are, it is neces
sary to fill in information.that is lacking regarding the 
actual application of this work. Yet even when the purpose 
of this art is evident, it is nevertheless worthwhile to 
examine the forms that the designs took in light of what was 
going on in the other arts. To shed light upon the style
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and function underlying the designs we have before us, it 
may be fruitful to find connections and parallels with those 
arts that had a similar raison d'etre. In a word, the use 
of anything that can help to tie down the designs in a 
meaningful manner is justified.

Politics
The age of Louis XIV has been identified as one 

thoroughly imbued with politics— Louis' approach to reigning 
is frequently referred to as through a "political 
philosophy." Therefore, anything upon which he bestowed 
any thought might be considered as .having a political 
underpinning. Art and the theatre, in all its forms (drama, 
ballet, or other spectacles) were much more than passing 
interests for him and so one would expect to find a con
siderable number of political reflections there. Peter 

nBrieger writes that "the Carousel of 1662 led by Louis as 
a Roman Emperor, with Americans, Indians, Moors, and Turks 
in his train, was meant as a political manifestation of 
the highest order, not merely as a theatrical performance." 
In fact, the political overtones had existed far earlier 
than in his reign but reached the zenith of their develop
ment during that time. Whether this was due to a fortuitous 
choice of gifted ministers or to Louis' determination and

1. Peter Brieger, "The Baroque Equation, Illusion 
and Reality," Gazette des Beaux Arts, 6th Series (1945),
Vol. 27, p. 160.
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wisdom is open to interpretation. However, certainly 
around the middle of the seventeenth century, more than 
ever before, these political strains were manifested in the 
great aptitude of European monarchs in manipulating the 
arts for propaganda purposes, And Louis XIV managed better 
than all others to achieve this purpose of having his 
importance revealed, whether through the praises of his 
poets, or the extremely elaborate ceremonial activities 
and surroundings.

All this is not to say that political nuances were 
all there was to art, but that the strong political forces 
must have indirectly influenced the development of the arts 
at this time, whether music, the theatre and ballet, or the 
work of the painters and engravers. This is evident simply 
from the choice of subject matter of the engravers in 
general. Such artist-engravers as Nanteuil, Jean Morin, 
and Edelinck were mainly involved in doing portraits of 
important personages, often political leaders. And others, 
such as Le Pautre, depicted court events and made designs 
destined for use by the aristocracy or wealthy bourgeoisie.

In regard to music, it has been said by Norbert 
Dufourcq that, until the arrival of Berlioz, music was 
pretty well reserved for the court and that all the
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musicians "lived only for and by the King." On examining 
the Comptes des Batiments by Guiffrey there is much evidence 
of the important place of royal patronage of all the arts 
and we find entries of regular payments made to the writers 
(Benserade and Moliere among others) and musicians or 
composers such as Lully. This points to the importance of 
the arts to the King and it can be concluded that his 
patronage served as inspiration to the authors, composers,
and artists who thereby benefitted materially.

2The Comptes states that Benserade1s ballet. Amours 
desquisez, was danced, by the King in 1664. For that year, 
1664, Benserade was subsidized by the King to the amount of

31500 livres, and annually thereafter.
Claude-Frahgois Menestrier^ (1631-1705) , who 

organized ceremonial activities and who was a tastemaker 
for these events, indicates that the court ballet allegories, 
as well as being entertainments, are reflections of the 
grandeur of France. Thus again the political use of art is

1. Louis-Frangois du Bouchet, marquis de Sourches 
and Charles Philippe d'Albert, due de Luynes, La Musique a 
la Cour de Louis XIV et de Louis XV d'apres les Memoires de 
Sourches et Luynes, edited by Norbert Dufourcq ("Paris: 
Editions A. et J. Picard, 1970), p. ii.

2. Guiffrey, Comptes des Batiments.
3. Ibid., column 56.
4. Claude-Frangois Menestrier, Des Ballets Anciens 

et Modernes Selon Les Regies du Theatre (Paris: Rene 
Guignard, 1682) (Minkoff reprint 1972), p. 65.
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implied. He states that the ballets are paeans to every 
instant of the King's life.

We shall see that the art of Le Pautre too, by its
frequent use of royal symbols, perpetuated the royal
message, and also that the dissemination of French style,
whether of the ballet or other art forms, was an additional
means of promoting the ascendence of Louis XIV. It should
be stressed, however, that though political motives can
often be discerned, each art developed its forms out of
unique creative activity; it existed in its own right and
provided much delight purely through its forms which evolved
independently of such political influences. The King and
his court were fond of spectacles, theatre, ballet, and
opera, and at times showed preference for certain of these.
The comedie-ballet or "play and ballet" was an invention by
Moliere. It consisted of the dances between acts and these
were closely connected to the subject of the play. "It was

2truly a revolution in stagecraft." In these various 
performances of comedie-ballet Moliere and Lully took part 
in the dancing and so did the King.

The various forms the ballet would take, until it 
was finally liberated in the seventeenth and eighteenth 
centuries, achieving complete independence as an art,

1, Ibid., p. 36 of preface,
2. Georges Mongredien, "Moliere et Lulli," XVIIe 

Siecle (1973), No. 98-99, p. 5.
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originated at court. The masque had been a ceremonial 
entertainment of the aristocracy, consisting of poetry, 
vocal and instrumental music, dancing and acting, in lavish 
and luxurious decor. It likely had its origins in the old 
horseback processions where the riders were elaborately 
costumed and masked. These cavalcades would proceed to 
another castle and invite the host and principal guests to 
dance. This sociable interaction expressed by the collabo
ration in dancing was an important element in the masque. 
What developed next was a dramatic presentation of the 
dancing and the resulting French Ballet de Cour was very 
similar to a masque. Mythological and allegorical subjects 
were common to both, and the court participated in these 
staged ballets. In the sixteenth century Catherine de 
Medici is considered responsible for introducing these 
lavish court-dancing entertainments (the court ballets), and 
from these distant Italian origins it became an increas
ingly popular tradition at court in succeeding reigns. 
Suzanne Clerx tells us that the court ballet was the first 
embodiment of Italian music in France and introduced an 
ensemble of various dances, slow and fast, whose subject

1. The history of the ballet and opera which 
follows has had Percy A. Scholes1 The Oxford Companion to 
Music, 10th Edition (London, New York, Toronto: Oxford 
University Press, 1970), p. 76 et seq. as a source.

2. Suzanne Clerx, Le Baroque et la Musique 
(Brussels: Editions de la Librairie Encyclopedique, 1948), 
p. 64.
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matter came from mythology. Toward the middle of the 
seventeenth century court ballet flourished and Lully 
developed the French opera out of the Italian opera and 
French court ballet. There was created a truly royal 
entertainment that in its combination of vocal and instru
mental music with themes of tragedy was completely 
original.^

Thus the,opera, which also had its roots in Italy
and was introduced by Mazarin, developed independently in
France and contained ballets. These first operas were

2called "pastorals." The court ladies also danced in the 
ballets and a modified court costume was worn. Louis XIV

1. Ibid., p. 65.
2. The ballet Pomone in 1671, by Perrin, Cambert, 

and Beauchamp (responsible respectively for the words, 
music, and dance) is sometimes considered to be the first 
French opera.

In Some Musicians of Former Days (New York: Henry 
Holt Company, 1915), p. 211, Romain Holland refers, to 
Lully's first real opera, Cadmus et Hermione, 1673, and the 
opera that preceded it, Les Festes de I1Amour et de 
Bacchus, as "nothing but a medley of old dance tunes."

P. 213— Alceste followed Cadmus et Hermione in
1674.

P. 236— Lully's opera contained many facets of 
"ballet-comedy, court airs, popular airs, recitative drama, 
pantomimes, dances, and symphonies— a mixture of the old 
and the new."

The setting of stage-plays to music, which consti
tutes opera, is dated at 1600, but the opera's precursors, 
like the ballet's, were the masques. The opera originated 
in Florence and was based on Greek mythological subjects. 
But again, when it reached France it developed French 
characteristics, such as a greater stress on the libretto 
or meaning of the words, i.e., the intellectual aspect 
emerged.
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was a great dancer and patron of the ballet and this 
patronage helped France achieve preeminence in the field of 
dance.

Thus, finally, the court ballet, as was the case 
for opera and also ornamental engraving, had its origins in 
Italy. But it was a French style that was finally revealed 
in the work of both Lully and such exemplars as Le Pautre.

McGowan relates that the court ballet, developing
as an art at the end of the sixteenth century, was a fusion
of elements from the dance, painting, poetry and music, all
combining to create a new theatrical art. It then became
capable of expressing in its own right all the aspects of
life— religious, social, philosophical and political. It
was flexible, not subject to rigid rules, and thus in the

2 .theatrical avant-garde. Ornamental art, being so closely 
concerned with decorative designs, might seem to be 
encumbered by limitations, yet Le Pautre1s ornamental art . 
also manages to express a great many things. Thus the 
compositions contain definite qualities of movement, rhythm 
and painterliness as well as, at times, a high degree of 
drama or theatricalism. In fact, as will be presently 
explored, the art of Le Pautre and that of the theatre and 
ballet share far-ranging expression and flexibility of

1. Margaret M. McGowan, L TArt du Ballet de Cour en 
France (1581-1643) (Paris: Editions du Centre National de
la Recherche Scientifique, 1963), p. 7.
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style. This relationship among the arts, of having certain 
interests in common, may have been partly due to the 
political system of the absolute monarchy which tended to 
produce a unity of expression by the selective choice of 
certain subject matter and by the tendency for the emergence 
of a dominating personality in each of the various arts. 
These impresarios, such as Lully in music and Le Brun in 
art, were very close to the Crown, and these arts reflect 
this unifying influence, the one approach to all thing's, the 
approach of Louis himself via his minister Colbert and the 
various "impresarios," e.g., Le Brun, Lully, Gissey, Berain, 
and others.

Numerous as the works of Lully, Le Brun, and Le 
Pautre^ were, they displayed inventiveness and imagina
tion— important qualities for a court and king who demanded 
entertainment which also had to possess novelty. Ornamental

1. Helen Meredith Ellis,1"The Dances of J. B. Lully 
(1632-1687)," dissertation, Stanford University (June,
1967), lists, p. 251 ff., the extant ballets written by 
Lully between 1653 and 1687, which number 56. This does 
not include the other musical work that he composed--Lully 
was a prolific composer just as Le Pautre was a very 
productive designer.

Just as Le Pautre designed a great variety of 
objects, Lully composed for much of the diverse musical 
activity at court ("Sourches and Luynes, p. 4 ff) ; for the 
opera, the cantata, open-air entertainment; for the balls at 
Versailles, Fontainebleau and Marly; and for the musical 
groups performing in the King's apartments and the Chapel. 
Furthermore, music (as well as splendid ornamental gifts 
such as carpets) was important for certain occasions, such 
as honouring a distinguished foreign visitor. Both music 
and ornamental art were obviously of- importance in the 
court's successful functioning, i.e., for the goal of 
attainment of prominence.
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art and music both contributed to the celebration at the
great ceremonies. Thus, while music had its place in every
facet of life at court, whether accompanying a ceremonial
meeting with the King of Siam, or as part of a Te Deum at
the Versailles Church for the King's convalescence,^
ornamental art also was used in this manner for celebrations
and ceremonies. Triumphal arches, set up as temporary
ornamental structures for these occasions, are examples of
this type of work by designers and architects. And among

2Le Pautre's engravings there is one expressing wishes for
the health of Monseigneur, while some others illustrate
important court events.

In addition to the inventiveness of the composers
and artists there was also collaboration among them in
producing many of these works. Thus Lully wrote music to
the words provided by Benserade for about twenty-four

3ballets by the latter.
Le Pautre, as previously mentioned, also provided 

parts of compositions and used other artists' sketches as a 
point of departure for his engravings. Similarly the 
completion of designs by Le Brun by the many artists

1. Sourches and Luynes, p. 14.
2. In Le Pautre, volumes Ed.42a to Ed,42h entitled 

Oeuvres de Jean Le Pautre.
3. Holland, p. 212. Moliere and Lully similarly 

collaborated, as did Quinault and Lully.
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involved in decorations for the great galleries was also a 
form of collaboration.

Subject Matter

Metamorphoses
The subject matter that nourishes alike the work 

produced for the theatre, music, and ornamental art will 
now be discussed.

The titles of.some of Lully’s operas were: Theseus
(1675), Cadmus and Hermione (1673), Alceste (1674), Perseus

1(1682), Phaeton (1683). These-indicate an attraction to
antique subjects, particularly Greek.

In the ornamental engravings of Le Pautre are also
found designs of this nature (Figures 29 and 30). Ovid's
Metamorphoses (Figures 31, 32, and 33) also provided subject

2matter for Le Pautre. They show both the fondness for 
Greek myth and the theatrical interest of metamorphosis, a 
kind of illusionism.

In the seventeenth century there was, at any rate 
among the upper class members, a great familiarity with the 
classics and with Latin. We are told that a profoundly 
classical education through the Greek and Latin poets was

1. Clerx, p. 65.
2. Ovid wrote in Latin verse a version of the Greek 

myths which dealt with the transformations of living beings 
into other forms. It was called The Metamorphoses.
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given, and students memorized thousands of lines from these 
works.

All the arts plumbed classical sources for inspira-
2tion. Since the favorite source was ancient Greek mythology

and literature, the form of this subject matter employed
in the French work often involved the use of allegory.
Again the antecedents of this imagery lay in the previous
centuries in the French and Italian Renaissance.

3Schneider writes that nearly all the early 
seventeenth century French painters were also decorators, 
with their inspiration coming from such "little French 
Italies" as the Palace of Fontainebleau. An enormous 
quality of mural painting was done in the churches, private 
hotels and especially in the large hall for ceremonials, the 
gallery. The method of grand decoration- involved the use of 
allegory and history of the gods (mythology) to reflect the

1. Georges Tronquart, "Notule sur La Fontaine et 
11astrologie," XVIIe Siecle (1963), No. 60, p. 51. La 
Fontaine knew Horace and Virgil by heart.

2. Simone Blavier-Paquot, "Sur I'accueil que 
regurent au XVIIe Siecle les Fables de La Fontaine," XVIIe 
Siecle (1966), No. 73, p. 49 ff.

P. 50— La Fontaine's fables were based on Aesop's. 
There already existed a familiarity with Aesop's fables in 
the Latin versions which had been discovered in 1596 and 
published in 1598, and then in French in 1646. He chose to 
base his own on these because Aesop's were "known by every
one" (his words).

3. Schneider, p. 47.



grandeur of the buildings that were decorated. This 
tendency was established early and followed by the 
impresario Vouet. Later, in Le Pautre's time, Le Brun 
would continue to orchestrate the decorative ensembles in 
this manner. Thus the favorite subject matter continued to 
be allegory, which lent itself so well to the aims of 
grandeur. In the seventeenth century, in all the French 
arts— music, theatre, and decorative art itself— such 
subject matter would be the touchstone. This period 
benefitted from the work of previous times and, according to 
Voltaire, surpassed them. Writing in 1751, he classified 
four great historical periods, of which the era of Louis XIV 
was the last. The three previous epochs comprised, first,. 
that of Alexander (i.e., that of the great Greeks, Aristotle 
and Plato); the second was that of Caesar and Augustus 
(i.e., that of the great Romans, Lucretious, Cicero, Livy, 
Virgil, Horace, Ovid, and Vitruvius). The third age was 
that following the taking of Constantinople by Mahomet II, 
resulting in exiled scholars from Greece going to Medici 
Florence.

The fourth age . . « which we call the age of
Louis XIV . . . most nearly approaches perfection.
Enriched with.the discoveries of the other three 
it accomplished in certain departments more than 
the three together. All the arts, it is true, did 
not progress further than they did under the

1. Ibid. The use of gold was very well-liked and 
this balanced, the cold tones, writes Schneider.
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Medici, under Augustus or under Alexander; but 
human reason in general was brought to perfec
tion . . . .

Rational philosophy only came to light in 
this period and . . .  a general revolution took 
place in our arts, minds, and customs . . . .

Voltaire's bias, and it probably was a well- 
established opinion during Louis XIV's reign itself, was 
therefore that this period had gleaned and synthesized 
elements of the other great periods and yet created some
thing that was characteristic of the French. There was a 
new and fresh creation even.though its sources were in the 
past. From this point of view it can be seen that allegory 
and myth and legend, as subject matter, would endure in the 
French art since they were so basic to the admired arts of
those former times.

✓ 9Tapie writes that the source of plots in the new 
literature was ancient .Greece and Rome, and "the French 
public of the seventeenth century had a great taste for 
tragedies which depicted passions they could understand and 
which enabled them to identify with the sufferings of these 
great semi-legendary characters in their tragic fate."
In comedy also the mores of contemporary society were 
revealed through representations of evil and injustice.

1. Voltaire, p. 2.
2. Tapie, p. 136.



These plays were of intellectual interest in their
antique origins and also were of basic human interest. They
were backed by court and royal patronage and were performed
in Paris and at Versailles. Furthermore, as well as their
use in prose and verse drama, the same themes were used in
opera. When Lully and Vigarini collaborated in modifying
the popular pastoral masques, and this resulted in the
creation of French opera, France once again challenged

2Italy in innovation in the arts.
Since these themes were so pervasive in the theatre 

and spectacles of the ballet and opera, it is no surprise 
that Le Brun's decorations for the palaces also contain 
the dominant feature of allegorical subject, whether 
depicting royal victories in the Hall of Mirrors at 
Versailles or other subjects related to Louis XIV.

Le Pautre‘s designs, also, show this, predilection 
for themes from antiquity. As he was an eclectic borrower, 
there are scenes ranging from Ovid's Metamorphoses (Figures 
31, 32, and 33) to Bible scenes (Figures 25 and 34). The 
same types of figures appear in both, with Roman clothing. 
The former have a literary flavor and the latter a 
religious sentiment since they are drawn from the Bible. 
Whether their ultimate destination was for use as

1. Ibid., p. 137.
2. Ibid.
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illustrations for books or as ornaments for panels is not 
always clear from examination of the engravings themselves, 
but when these engravings are found in various suites for 
alcoves or other furnishings of the interiors it may be 
assumed that this was their ultimate purpose. Whatever 
purpose they were intended for, there is every indication 
in these designs of a rich familiarity with themes from 
antiquity.

Ovid's Metamorphoses, involving the subject of
"anthropomorphism," i.e., humans changed into animal,
vegetable, or mineral forms,^ contain much fantasy. Since
fantasy was a central interest at Louis XlV's court, the
work of the Latin poet would naturally hold much appeal
there. Furthermore, Ovid's writings were related to the
Greek classical myths, often inspired by Greek art as well

2as Greek poetry, thereby creating a "Greco-Roman fusion."
It was thus a doubly classical source, and this fact may 
also have influenced the choice of this work by the 
seventeenth century French and encouraged their sustained 
interest in Ovid and other Roman poets, such as Virgil and 
Lucretius. Le Pautre, as has been noted, drew from this 
source several times. Thus he shared this interest, which 
is demonstrated in his work, along with other creators such

1. L. Hourticq, L'art et la litterature (Paris: 
Ernest Flammarion, 1946), p. 118.

2. Ibid., p. 117.
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1as those of the court ballets. McGowan writes that the

sources for the subject matter of the ballets, which usually
involved mythology and allegory, reflected, as did the
material of the other arts, the politics of the day. In
the court ballet entitled Ballet de 11 Importance, 1661, the
King took the part of Jupiter. In depicting the character
of Jupiter he "dressed in Diana's garb in order to more

2readily seduce Calliste." A print of Le Pautre1s depicts 
a similar situation involving duplicity of this nature and 
its source is the Metamorphoses (Figure 32).

The Metamorphoses often serve as a source for the 
plays written for the mid-seventeenth century stage (such 
as Corneille's Andromede, 1650) and lend themselves to 
the affinity for illusionism.

3Brieger * writes that all the elements from classical - 
mythology and history were used, and virtues disguised in 
allegories were all recruited to render homage. He states 
that at no other time has greater use been made of the 
allegorical figure and describes it as a "dual being with 
an irrational existence" but with a "rational meaning,"

1. McGowan, p. 13 6.
2. Marie-Frangoise Christout, Le Ballet de Cour de 

Louis XIV (Paris: Editions A. et J, Picard et Cie., 1967),
p. 104.

3. Brieger, p. 158.
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1and which required the viewer to unravel its puzzle. Thus 

we find that this duality, which is the nature of allegory, 
comprising classical myth and yet pertaining to the con
temporary situation, was of great appeal at that time and 
the use of allegory was widespread.

As E. H. Gombrich says, whereas in the sixteenth
century Italian Renaissance allegory was sometimes used to
veil a story lightly, in the time of Louis XIV it was used
openly to enhance the image of the King and all the positive

2values connected with him.

Symbolism
It will now be useful to examine the symbolism 

involved in the allegorical portrayals, whether in the art 
of ornamental design which is Le Pautre's field, or of the 
other arts on which this material impinges.

As can be expected, there was a great penchant for 
symbolism in the art of the seventeenth century in France. 
This went hand in hand with the value placed on the 
imagination, as well as lending itself well to depiction of

1. Ibid.
2. E. H. Gombrich, Symbolic Images (London: Phaidon 

Press, 1972), ,p. 19. Theureau (p. 17) helps us to see the 
difference in new French usage d'uring the seventeenth 
century, when he writes that the sixteenth as well as the 
fifteenth centuries formed a period par excellence of the 
equivocal in expression. It was "an obsession of that time 
to not want to express oneself simply and naturally; it 
seemed preferable to encourage guessing at meaning than to 
be understood; it was really the period of enigmas."
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the allegories. Writing of this imaginative approach in the 
theatre, Tapie tells that there were many transformations 
of scenery and fantasies, with animals and trees dancing, 
and the whole was imaginative and fantastic, influencing 
the public's taste for these works,

But whenever the plot was too complicated or the 
decorations "were full of allusions or too symbolic to be 
readily understood by the average theatre-goer the diffi
culty was easily overcome by supplying a programme text.
In Le Pautre's prints of this type, such as Figure 32, 
there are also included brief descriptions of the scene 
depicted, in script below the bottom margin.

On certain important occasions, such as the King's 
marriage in 1660 , the temporary decorative structures„_of 
triumphal arches employed symbolism and conveyed con--:,, 
siderable meaning. Qualities,and virtues of the royal 
couple were represented on the arches. Tapie tells of the
processions and acts of homage to the royal couple. Various
triumphal arches with inscriptions in Latin were constructed,

2very elaborate in their allegory and symbolism.
A print by Le Pautre (Figure 23) shows a grotto

like formation which also strongly resembles a triumphal

1. Tapie, p. 90,
2. Ibid., p. 100,



1arch. Such a formation was obviously one that would find
favor with the positive nature in which allegory was used

* 2in Louis' reign. As Tapie informs us, the triumphal arch 
glorified the marriage and the new peace, but in its 
broader significance "recent events were compared with the 
great deeds of antiquity which had shaped the world . . . ."
Thus, the form - of the arch always had this connotation, 
whether it was a permanent decorative structure con
tributing in part to a grotto, as it does in Le Pautre's
print, or the temporary triumphal arch dedicated to Louis'

3marriage. There is a description of the various symbols 
used to decorate the arch for the wedding celebration, such 
as term figures on either side, holding hands and thus 
representing the theme of marriage, and also Fire reconciled 
with Water and Air with Earth. Peace is thus seen to 
triumph through victories over the humours of various 
peoples. This type of symbolism is also found in the work 
of Le Pautre (Figures 35, 36, and 69), where figures may 
link hands, support an object or structure together, or 
otherwise engacje in symbolically interpret able activity.

1. There is a strong resemblance between this 
depiction by Le Pautre and an arbor-like arch set up repre
senting the Temple of the Muses in the 1660 festivities 
illustrated in Tapie, illustration 79.

2. Tapie, p.•101.
3. Ibid.
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We are introduced by Menestrier to various symbols 

used in the court ballets. These symbols constantly appear 
in Le Pautre's ornamental work as well. Relating the birth 
of the hero, he writes that the Eagle cried out, the Lion 
trembled, the Sun paled, and also the Moon.'*' These forms 
are symbols for the various great forces which give recog
nition and allegiance to the future sovereign. Menestrier

2mentions the figure of Immortality (which is also probably 
an allusion to Louis XIV), and there may be parallels
intended in a play or ballet between Augustus Caesar and
Louis XIV, perhaps referring to the letter's heroic deeds 
that will live forever.

Besides these symbols, other motifs (which fre
quently appear in Le Pautre's work as well) are described 
by Menestrier as parts of the court ballets. There are, 
for example, the chariots pulled by dragons,  ̂ Even in a 
relatively austere design by Le Pautre this type of rich 
fantasy is present, as for example in a fireplace design 
(Figure 38) where a sphinx is the main ornamental motif of 
the mantle. It cannot always be certain that the dragons 
or sphinxes or other motifs were in a context where their

1. Menestrier, p. 36 of preface,
2. Ibid., preface, p. 15.
3. Ibid., p. 106.
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symbolism would be of significance. Certainly they were 
also chosen for their exotic and flamboyant qualities.

Elsewhere, in one of his designs for a fountain 
(Figure 22) there is the dragon. The lion is a favored 
motif as well, appearing in various -contexts (Figures 39 
and 40), and there is frequent use of tritons and other sea 
creatures such as the two figures forming part of the vase
(Figure 19); centaurs and a sphinx contribute also to the
decoration of a ceiling (Figure 29). There is an infinite 
variety and richly imaginative arrangement of fantastic or 
exotic creatures in Le Pautre's work, just as there was 
this tendency in stage spectacles.

Another frequent motif is the Cupid figure, which 
appears in the ballets among the other mythological charac
ters of gods and goddesses,^ and in the designs of Le Pautre
(Figure 7). In this case it is in an engraving of a
sculptured medallion, but the motif of children appears 
frequently in Le Pautre's engravings (Figures 35 and 41). 
Some of the above-mentioned motifs, such as the sphinx, 
the eagle and numerous children, were used by Antoine Le 
Pautre as the principal ornament in bas-relief for the 
stair-cage of one of his hotels, and look as though they 
could have come right out of the design books of Jean Le

1. Christout, p. 156.
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1 2Pautre. Hautecoeur believes that Jean Le Pautre * s suites 

of ornaments containing these motifs could have inspired the 
decoration at the Hotel de Beauvais.

In a period when military glory was constantly 
aspired to, the spirited equestrian figures, which took an 
active part in the festivities' spectacles of parades and 
jousting, were also used for statues and were quite repre
sentative of those seventeenth century aspirations„ They 
symbolized a victorious France either in the person of the 
King or a military leader. Thus, as Tapie states,^ 
important figures, such as the Emperor Constantine (for St. 
Peter's) and Louis XIV (dressed as a Roman) were done as 
equestrians by Bernini. Le Pautre's designs contain this 
type of figure (Figure 42).

A brief description of engraving 42: This equestrian 
portrait over the fireplace is of a youthful figure and the 
numerous royal symbols of the fleur-de-lis, and crown and 
"L" over its frame indicate that this was probably for royal 
consumption. Above the equestrian figure, in the clouds, 
are angels providing divine guidance,and below the frame is 
a group of military trophies, reiterating the military 
nature of the subject matter.

1. Photographs of the stair-cage at the Hotel de 
Beauvais are to be found in Berger, Figures 61, 62.

2. Hautecoeur, Vol. II, p, 315.
3. Tapie, p. 130.
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Along with the use of the equestrian motif repre

senting military glory, there was the more directly explicit 
military trophy itself, and Le Pautre made numerous designs 
containing this motif. In the seventeenth century the art 
tends to reflect the period in the choice of particular 
themes and motifs, and if the many works of this type by 
Le Pautre may be taken as an example, then these military 
trophies must have contributed considerably to the 
iconography. These designs, however, frequent as they 
are, show much variety within the limitations of this 
relatively narrow range of subject matter (see Figures 41,- 
43, and 44). _

But sometimes, within this plethora of a single 
theme, there does appear an occasional print that simply 
repeats a previous arrangement.

The masquerade was a favorite part of the court
activities and was really a spectacle in itself. These
events took place in the King's apartments at Versailles^
and were elaborate affairs. The King loved masquerade
balls, such as those representing playing cards or chess 

2games, and as late as 1703 he appeared in a Mardi Gras
3masquerade "masked as were all the others."

1. Sourches and Luynes, p. 11.
2. .Ibid., p. 24.
3. Ibid., p. 25.
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The court ballet provided a make-believe world for 

the court and participation was probably a way of tempo
rarily escaping the limitations of court regimentation and 
protocol.

In the court ballet, Christout writes, masks were 
commonly used to delineate the characters and also as an 
aid to the required transformations or metamorphoses, They 
were made of leather, parchment or paper and were sometimes 
worn to decorate the chest, knees or elbows of a character. . 
The decorative splendors surrounding the court, and which 
in themselves were a kind of ever-present spectacle, also 
contained the mask motifs. Thus in Le Pautre's work they 
are frequently employed (Figures 35, 37, 45, and 46). The 
use of such masks in his decorative work is a quite natural 
carry-over of a common motif. It should be noted that 
Gothic decoration had also contained fanciful arabesques,

2such as faces with flowing beards terminating in foliage.
Another motif found everywhere, including on theatre 

costumes in the form of applied masks, was that of the sun. 
Schneider applies the term "humanistic pantheism" to the 
love of natural forms of flowers, plants, and garlands which 
were put on sculptures and used to decorate fountains 
everywhere through carving or painting of these objects.

1. Christout, p. 168 ff.
2. Hautecoeur, Vol. I, p. 108.
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Even the sunflower -abounded, thanks to its being a "flower 
of the Sun

But common as the sun was in allusion to the King, 
it was only in the theatre itself that Louis appeared as the 
Sun. In the Ballet Royal de la nuit, 1653, Louis at age 
fifteen was costumed a la Romaine in a sun-costume and the 
device of the sun and its rays appeared throughout the 
presentation, providing the "decorative and allegorical 
motif.

On another occasion, when the court was assembled
at a theatrical entertainment (see Figures 3, 9, and 21),
there was another what we shall term "situational allegory,"
miming the sun, enacted in the very seating arrangement in
the theatre. Brieger writes that the setup of the baroque
theatres throughout Europe involved a system of galleries
which he likens to "social spheres filled with satellites

3circling round the Sovereign Sun." Accordingly, as is 
shown in Le Pautre's prints, the King sat in the center of 
all, surrounded by a preordained circle of courtiers. Here 
again Le Pautre's engravings serve as documents of informa
tion about court customs.

1. Schneider, p. 200.
2. Brieger, p. 159.
3. Ibid., p. 146.
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The symbolism of the sovereign as the Sun was not 

unique to the French court; this arrangement on the parterre 
as described by Brieger arid as seen in Le Pautre's prints 
was also used by other court theatres. However, even though, 
as one writer states, Louis was reluctant to be so closely 
identified with this symbol, it was a particularly dominant 
one at the French court, and its frequent presence in Le 
Pautre1s engravings affirms this. Louis'.personal emblem 
which he adopted early, around 1661, was the sun and a 
globe, and the words nec pluribus impar, meaning "greater 
than many suns even . . . ."

For the court milieu it was most natural to think in
terms of symbols, and devices (or impresas) had been used
by monarchs to represent them by symbols which visually and
vividly explained as much as long and rather.involved story 

2would. The visual images were very important and when 
Louis XIV took the sun as his emblem it was the most apt 
representation of his intentions to reach the highest 
identity in the minds of his court and people. Thus, even 
amid the splendor-bedecked court at the balls and 
spectacles, surpassing all would be the King, and it is no 
wonder that the visual arts, and particularly decorative 
art, flourished. They were an essential factor in

1. Christopher Hogwood, Music at Court (London: The 
Folio Society Ltd., 1977), p. 50.

2. Gombrich, p. 161 ff.
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perpetuating the image of the power of France, All art, 
including engravings, as the King encouraged and indeed 
demanded, was used to this purpose, This was the case 
regarding their use as a record of his possessions, 
constituting the Cabinet du Roi. They also served to 
perpetuate his style abroad, as did Le Pautre's produc
tions.

Most of the ornamental objects of the palaces
carried some of this type of specific reference to the
King. Prentice describes a carpet made prior to 1681, and
thus at a date when Le Pautre’s designs were being produced
for the decorative objects:

The carpet is surrounded by a border of oval 
lozenges and has a central compartment in 
which are four linked L's and crowns enclosed 
by a circular border set within a square.
There is an eagle at each corner with 
rinceaux, and above are half-compartments with 
garlands and the motto nec pluribus impar and a 
crowned globe.

2In the inventories of the royal palaces there are many 
examples of representations of the royal presence in one 
form or another, whether by use of globes as noted above or

3of the allegorical figure of Generosity or cornucopia or

1. Joan Prentice, "A Savonnerie Carpet from the 
Grande Galerie du Louvre," Burlington Magazine (1941), No. 
79, pp. 25—26.

2. Such as Jules Guiffrey's Inventaire General 
du Mobilier de la Couronne sous Louis XIV (Paris, 1885)
and in Guiffrey's Comptes des Batiments.

3. Prentice, p. 26.
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other motifs (see Le Pautre1s designs: Figures 13, 20, and
75). Kendrick writes:

The glory and achievements of_the French, nation,. 
as concentrated in the person of the King, were, 
in the reign [of] the roi solejl, uppermost in 
everybody's mind, and the group of distinguished 
artists and craftsmen employed by the court lost 
no opportunity of contributing to this sentiment.
The designs of these carpets are expressive of 
the spirit of that age.

In one rug, for example, we find a "luminous mask"
in the middle with its obvious symbolism. Also frequent
is the King's cypher within a laurel wreath„ Military
glory was exemplified by the use of the figure of Hercules,

2lions, cocks, and trophies of arms.
Thus the same symbols that appeared within the 

theatre presentations also formed the decoration of objects 
outside on the structure of the theatre itself, perhaps, 
and in its furnishings. Gombrich, in his discussions of 
mottoes, mentions the importance of there being more than 
one interpretation of the symbols and mottoes.̂  This is 
pertinent both to the use of mottoes, such as nec pluribus 
impar with its particular configuration of symbols, and also 
to the use of symbols in various other types of contexts as

1. A. F. Kendrick, "Savonnerie Carpets in the 
Mobilier National," International Studio (19*29) , Vol. 92, 
p. 33.

2. Ibid.
3. Gombrich, p. 161 ff.
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well, such as at the theatre, or on the decorative objects, 
panelling and ceilings. There was a depth and richness 
derived from the multiplicity and complexity of meaning.
In all aspects of court spectacles and in the art a great 
visual profusion was set before the viewer. Gombrich quotes 
Cicero:

. . The metaphors drawn from the sense of sight
are much more vivid, almost placing before the 
mind's eye what we cannot discern and see." Com
bine this vividness with the explanatory power of 
the diagrammatic exposition and it becomes under
standable that the emblems seemed to offer an  ̂
escape from the limitations of discursive speech.

The symbols used by the King provided a unity for 
the French nation and were disseminated abroad along with 
the style, whether in objects or dance or theatre, which 
represented France.

Musical Motifs
As would be expected in a milieu where music was

2closely related to many daily activities as well as 
pageantry, there are frequently musical subjects in the 
ornamental art, and as has been mentioned, the many 
decorative objects, panels, and carpets bore these motifs.

1. Ibid., p. 167.
2. Hogwood, p. 57 ff.
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Robert R. Wark"*" mentions this typical motif of the 

day displayed on the carpets. Le Pautre1s designs often 
contain musical elements (see Figures 14, 44, and 47).

Costume
Costume, in the seventeenth century, forms, along 

with the stage-settings and the furnishings of residences, 
an important part of the framework supporting the theatrical 
elements both on stage and in life. And as the nature of 
Jean Le Pautre's designs is such that his compositions are 
frequently animated by figures of people, we find in them ■ 
examples of dress both for the stage and daily activity.

It is hoped that the subject of costume will provide 
some insight into the attitude of the court milieu under 
discussion toward costume' s function in daily life and in . 
the theatrical presentations.

Hautecoeur in discussing the various aspects of 
I , '

grandeur at the court of Louis XIV, writes that the scale
of proportions of the rooms was modified at this time
(Figure 48). This happened to the doors at Versailles,
which had a height of over ten feet and thus went beyond
normal human proportions. However, at the time men

1. Robert R. Wark, French Decorative Art in the 
Huntington Collection (San Marino, Calif.: Huntington 
Library, 1961), p. 73.
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appeared taller through use of high heels, and wigs were

1worn, as well as high headdresses by the ladies.
Hautecoeur1s statement regarding costume brings to 

the context of decoration a greater awareness of the human 
element. And that is why, ideally, a discussion of the 
composite of furniture, architecture and decoration, along 
with human activity should lead to a better understanding 
of the function of each of these constituents„ The objects 
fitted the needs of the people using them. We find then 
that the grandeur, or magnitude of the decor, which is 
one property of their existence, appears in all objects. 
Relationships seem to exist between people's thoughts or 
attitudes and their environment, and this is also reflected 
in costume. For the purposes of the present study, some 
aspects of costume as related to the stage and to court 
life will be discussed,

Hourticq writes of the "local color" created by 
architecture and costume and how the word costume in the 
seventeenth century was related to the word custom and meant 
virtually the same thing. Each had its origin in the Latin 
consuetudinem. ". , . Thus was formed the French word,
costume, with the meaning of clothing, because clothing is 
what is most characteristic of the manner of living in the

1. Hautecoeur, Vol. IT, p. 364,
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customs of each generation,’1̂  Jean Le Pautrer in this 
period of particular consciousness of costume’s significance, 
provides a rich record in his prints of costume, customs, 
and culture. This helps to delineate his own generation and 
also indirectly reveals once more the seventeenth century 
attitude toward the purpose of classical models. Theatre 
ideas often were founded ostensibly in Greek and Roman 
history and mythology, but there:was no consistent attempt 
at authenticity in depictions of the characters' dress.

Even though there was a strong interest in the 
past, it was essentially to accommodate the use of allegory, 
as has been described above. Allegory was directed toward 
bestowing grandeur on the monarchy through all possible 
allusions; details about the authenticity of a Roman costume 
were not a major concern for theatrical productions or for 
artists depicting such scenes. They did as well as was 
needed to project the antiquity of the character, but 
fantasy was allowed free rein. Brieger mentions the mixture 
of Roman tunic and fantastic details such as great plumes 
on the helmet, and a horse’s mane and tail decorated with 
writhing serpents. The "general design, the posture, the 
sentiment was that of the baroque equestrian statue brought 
to life in a costume which had acquired 'the importance of a

1. Hourticq, p. 168.
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metaphysical uniform.' (The equestrian figure is often 
used by Le Pautre in his ornamental designs [Figure 41].)

Schneider, also, describes how sometimes antiquity
is transposed by the seventeenth century artist into his own
century, and this is applicable to the various types of
spectacles as well: "The King with the grace of Adonis and
the strength of Hercules, or the armor of a Roman emperor,
also has the peruke of Louis XIV!" This strange mixture of
antiquity and the contemporary period creates an "in-

2exactitude" which is part of the originality.
And Jacques Vanuxem^ writes that there was no 

attempt at authenticating costume and, for tragedy, 
actresses wore court dress and actors a peruke or plumed 
hat. Figure 9 is Le Pautre1s engraving of a presentation 
of the tragedy Alceste. Alceste had its earliest origins 
in Greek mythology. The legend inspired Euripides in 438 
B.C. and was taken up as the subject of this lyric tragedy 
in five acts, with words by Quinault and music by Lully, in 
1674. Though the subject of Alceste was based on Greek 
legend or literature, the costume used was that of the 
seventeenth century.

1. Brieger, p. 160.
2. Schneider, p. 7.
3. Jacques Vanuxem, "Le Decor de theatre sous 

Louis XIV," XVIIe Siecle (1958), No. 39, p. 216.
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Hautecoeur writes of the discussions at the Academy 

regarding types of decoration to be used for buildings:
Frangois Blondel wanted to encourage the use of

contemporary costume (a la moderne) when figures were
depicted. He said that since the Romans had not costumed
their figures after the Greeks or Egyptians there was no

]_reason for the.French to do so.
Men wore knee-breeches and a small jerkin, with the 

shirt sleeves showing from under its short sleeves. Shoes 
and boots had bows.

Women wore brocade and silk damask, often with two 
skirts. Hairdress was very elaborate."

Seventeenth century French court dress was excep
tionally luxurious and use of gold and bright colors and 
laces and braid-work was favored. Hats were wide, 
decorated with many feathers and set atop a curled peruke. 
The court costume of France differed from that of other 
courts, which were dark and sober. Louis XIV wore brilliant 
colors and ribbon-bedecked shirts, and elaborate shoes and 
hats.

French fashion was disseminated throughout Europe 
from Paris by use of mannikin dolls, such as the one which,

1. Hautecoeur, Vol. II, p. 485.
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for example, Mme, de Sevigne writes that she is sending to
her daughter in Brittany.

At court women wore "long flowing dresses with full
skirts and close fitting bodices while men wore tight
fitting trousers and jackets with ruffles at the neck and
cuffs, and high heeled shoes. In theatrical dancing the
costume was fitted to the fanciful characters being

2portrayed . . . ."
Very wide stairways accommodated the dresses of

which the hooped skirts sometimes reached a twenty-five
3foot circumference. Architectural monumentality was 

accompanied by grandeur of costume, and stools were neces
sary for the ladies wearing these large hooped skirts. 
Generally the center of fhe room was left bare so that the
ladies could circulate freely in their sumptuous clothing

4and the furniture was set against the wall. There was, 
therefore, a kind of setting staged at gatherings for the

1. In one of her letters to her daughter, Madame de 
Grignan. In another letter she mentions a new hair fashion 
which she intends to try out on a doll for her daughter. 
Marie de Rabutin-Chantal, marquise de Sevigne, Letters from 
Madame La Marquise de Sevigne (London: Seeker and Warburg, 
1955), p. 53. As promoters of French fashion, the dolls 
and certain of Le Pautre1s engravings (as we shall see) had 
a similar function.

2. Ellis, p. 4.
3. Edwin Foley, The Book of Decorative Furniture 

(New York: G. P. Putnam's Sons, 1911), Vol. I, p. 307.
4. Ibid., p. 324.
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spectacle of the costumes worn by the court. Figures 18 and 
49 show a church interior by Le Pautre, In each of these 
we see a lady with her page holding the train of her dress. 
Even when walking around, such elaborate procedures might be 
necessary to maintain the elegant effect.

Figures 50 and 51 show more of this voluminous 
clothing on people in the monumental setting, perhaps of a 
reception hall (galerie) as in Figure 51. In Figure 50 a 
man in the foreground wears a sword. Regarding weapons worn 
in public, these lost their former practical significancepand now carried mainly a social significance.

"Collections of royal engravings often formed the
2most magnificent gift of the King to ambassadors." Besides 

being a gift from the royal household, the engravings also 
served to promulgate French fashions in clothing and 
furnishings.

In Le Pautre?s engravings of some theatrical 
presentations (Figures 9 and 21) the characters on stage are 
seen to be wearing variants of the seventeenth century 
costume.

In his own designs, using antique personages, 
whether to show decoration for interiors (Figures 31 and 32)

1. Charles Packer, Paris Furniture by the Master
-̂ benistes (Newport, Mon., England: R„ H. Johns Ltd., 1956),
p. 3.

2. Voltaire, p. 374.
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such as panelling or alcoves, or for use as illustrations,^ 
Le Pautre consistently depicts them in historic Roman dress. 
But what often intrudes in these designs is the baroque 
flourish of swirling movement and ornate richness, which 
are seventeenth century characteristics which perhaps con
tribute a sense of anachronism. That the scenes from the 
Metamorphoses by Ovid might have been chosen by the artist 
as parts of his designs for various interiors is not 
surprising. Ovid's fables seem to have been a royal 
favorite as they appeared frequently in various contexts.

1. Such as for Benserade's adaptation of Ovid's 
Metamorphoses. However, Le Pautre would only have con
tributed a small part to these as other artists were 
responsible for the major part of those illustrations.

F. Chaveau and S. Leclerc collaborated to illustrate 
Benserade's Les Metamorphoses d'Ovide en rondeau, published 
in 1676.

In the Comptes des Batiments Guiffrey enters, -in 
column 709:

"7th August-4th October 1673 
To Le Paultre (for the Metamorphoses 
of Ovid engraved for the Dauphin) ..... 490#- "

Guiffrey notes that this is probably the beginning 
of the plates used for Benserade's rondeaux, printed at the 
King's expense in 1676,

At this time, Chauveau is also being paid.
The next year Le Pautre is paid an even larger 

sum. In column 805 the entry is:
"11th February to 30th October 1674 
To Le Paultre for the Metamorphoses
of O v i d   ...................... 1522^ "
(t̂- is the sign for the French currency, livres.)
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Guiffrey in his Inventaire mentions a bed covering of
crimson velvet with figures from the Metamorphoses,

We see from Figures 31 and 32 that some of Le
Pautre1s designs appear as staged scenes, hence their
enhanced theatrical nature.

2Camille Piton uses the prints of Jean Le Pautre to 
provide examples for seventeenth century costume (Figure 
53). Various sumptuary edicts were issued during Louis 
XIV1s reign, aimed at limiting the use of precious materials

3such as gold or silver threads and laces. This idea 
started early. When Charles IX issued an edict against over
rich dress, it was largely ignored by the aristocracy and

4wealthy bourgeoisie. Thus lavisness and great abundance 
of costume began earlier in France than in Louis' reign and 
created problems at that time as well. No thought was given 
to the fortunes laid out for sumptuous clothing. The 
beginning of the sixteenth century, moreover, saw the

1. Guiffrey, Inventaire General du Mobilier de la 
Couronne Sous Louis XIV, Vol. 2, p. 211. Also listed are
embroidered coverings for a bed, armchairs, and folding 
chairs, and a table covering with scenes from the 
Metamorphoses (p.. 214), as well as bed coverings in the 
King's suite (p. 386). A crimson tapestry contains these 
scenes also (p. 388).

2. Camille Piton, Le Costume civil en France du 
XIIIe au XIXe Siecle (Paris: Ernest Flammarion, 1913),
p. 206.

3. Ibid., p. 198 ff,
4. R.-A. Weigert, Pourpoints et Vertugadins (Paris: 

Editions Rombaldi, 1958), p. iii.
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establishment of conventions surrounding the court life 
(and this included dress) aimed at proclaiming the 
sovereign's grandeur. Thus was established the. costume 
as part of the elaborate court ritual or perpetual 
"spectacle."

2Figure 52 was done by Le Pautre in 1678 and shows 
a Boutique de galanterie  ̂ or shop for men's apparel. As can 
be seen, the stock was very luxurious. In Louis' reign also 
there continued a disregard for the sumptuary edicts.

Figure 53 shows various costumes engraved by Le
4Pautre. The many rich details of embroidery in gold and 

silver thread and ermine and lace are noted on the 
engravings. These illustrations all appeared in 1678 (as 
well as the Boutique de galanterie), published in the 
January issue of the Mercure galant.^

1. Ibid., p. i.
2. It bears no name or signature, but is listed by 

Weigert, Jean I Berain, in his catalogue of Bernini's work, 
along with such other engravings as Les Festes de 1'Amour et 
de Bacchus (Figure 3), and the Illuminations . . . of the
gardens (Figure 4), as being by Jean Le Pautre after 
Strain's sketches.

3. Ibid., p. 174 (catalogue). Reduced in size.
The original is approximately 9" x 12.5".

4. These also are after Jean I Berain, according
to Weigert (Ibid., pp. 172, 173). They are about 5" x 4"
originally. 1

5. Ibid., p. 172 ff. In this issue of the Mercure
galant reference is made to the collaboration between Le
Pautre and Berain.

The Bonnarts, around the third quarter of the 
century (1678), were the initiators of this representation
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The costume of the seventeenth century was 

ostentatious and was a manifestation, both within and 
without the court ballets, the opera, and the theatre, of 
what Rous set refers to as the Peacock's showy splendor.

Indeed, that the people of the seventeenth century
2themselves considered costume (or appearance ) not only to 

be very important in all its details, but also as possessing 
definite qualities of a show, and therefore of the theatre, 
is evident. This is evinced by their frequent use of this 
same costume, somewhat modified, for the actual stage pro
ductions. It was obviously considered quite satisfactory 
for the theatrical productions over which, as we have seen, 
no pain was spared in preparation. Once more the pervasive 
unity in intention of Louis XIV1s reign is revealed. The 
theatre and the dramatic thoroughly permeated the conscious
ness of seventeenth century France.

of the styles in clothing, with the intention of displaying 
each season's new fashions and thereby promoting commerce in 
the field of costume. From: Weigert, Inventaire du Fonds 
Franqais,. p. 395 .

1. La Litterature de 1 1 age baroque en France, by 
Rousset, has the subtitle of Circe et le Paon (Circe and 
the Peacock). Circe is metamorphosis or movement, and the 
Peacock ostentation or decorativeness (p. 8).

2. Rousset (ibid., p, 221) describes the importance 
of appearance, especially the face one put before the public 
in seventeenth century daily life in France, He is 
referring to the interesting "strategy" involved in 
gentlemanly behavior and refers to this whole attitude as
a "veritable 'decorative' morality" requiring the use of 
many masks.



Scenography
It has been seen that costume was important and that 

architecture was accommodated to its requirements, This 
sense of a setting was but one facet of the encroachment of 
the theatrical approach in seventeenth century life and art. 
Beyond this there was a profound interest in scenographic 
effects. We shall see that though scenography was a 
characteristic of the Italian baroque, in France at this 
time there was also a native propensity for it. When we 
look at the ceiling designs of Le Pautre, with their deep 
perspective and trompe-11oeil architecture? we must not 
simply attribute the influence of this type of spatial 
arrangement to the post-Renaissance Italians such as the 
Carracci and Pietro da Cortona, nor to the contemporary 
baroque Italians, notably Bernini, for in France there was 
also an acute awareness of and interest in the problems of 
perspective.^

Ideas concerning perspective related particularly to 
ornamental landscaping and several publications were devoted 
to this subject. Among them was one by Olivier de Serres, 
in 1600, another by Salomon de Caus, in 1612, La perspective 
avec la raison des ombres et miroirs, and le Pere Niceron's

1. Reference has already been made to the types of 
theatre edifices themselves. The Italian influence entered 
France via such great theatre technicians as Torelli and 
Vigarini, and for the stage it was a time of great experi
mentation in achieving exaggerated perspective by painted 
perspective backdrops.
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La perspective curieuse cm magie artificielle in 1638.
These variously were concerned with the creation of optical
illusions through the modification of landscape.^ Thus
an awareness existed in the field of ornamental art (albeit
here concerned with garden design), and so a native source
was available to decorative artists other than the existing
traditions in ornamental painting. It is quite conceivable
that some of the same principles would relate to the various
types of decorative design (such as those principles which
were involved in the arrangement of a long canal to make it
look shorter so as to encourage -the stroller toward the

2grotto at the other end),

1. Marguerite Charageat, "Andre Le Notre et 
11Optique de son temps. Le Grand Canal de Tanlay par Pierre 
Le Muet,11 Bulletin de la Societe de I'Histoire de I'Art 
franqais (1955), p. 67 ff. Regarding the influence of
various publications, it is assumed by the author (Charageat) 
that the writing of Descartes probably influenced such people 
as Le Notre since it was likely "that these discourses 
[Descartes' on optics] were discussed and analysed in the 
various milieus which Le Notre frequented at this time 
[1640]" (p. 76). Might we then not say the same for the
other artists at this time? In the literature on seventeenth 
century art one frequently reads of a Cartesian influence 
on certain artists. There rarely follows an explanation as 
to what kind of influence this might be and the surmise is 
that the author might be alluding to an orderly method in 
the artist's organization of the elements of composition.
In her essay Charageat gives an example of one kind of 
Cartesian influence. That such ideas were current makes 
it likely that all art would benefit from them in one way 
or another. Descartes' influence could exist even though 
he probably.had no intention of concerning his ideas with 
art.

2. Ibid., p. 70.
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There was a lively interest in these problems and 

discussions, and there was a series of frescoes, of 
religious subjects, done in 1644 and 1645, in which the <
figures disappeared, as one approached the painting, to 
give place to a landscape. These "scientific artifices" 
were discussed in Niceron's second edition of his book.

A variety of optical interests is evident in Le
Pautre's designs. His great skill in achieving scenographic
effects and the trompe-l'oeil of his ceilings indicate that
ornamental artists possessed an excellent grounding in the
study of perspective (Figures 267 27, 50, 54, and 55).
Apart from these views through distant space horizontally,
or through the opening up of vertical space by painted 

2architecture, some of Le Pautre's designs for other 
ornamental components, such as the friezes and rinceaux, 
provide insight into his acute sense of design (Figures 56 
and 57). The achievement of an almost abstract effect 
indicates an extraordinary eye for the structure of forms, 
for pattern, and skill in describing them. This seems to

1. Ibid., p. 68. The frescoes were by Niceron for 
a convent.

2. Hautecoeur, Vol. IT, p. 339, writes, "The 
artists liked to represent perspectives opening into the 
sky? the columns or pilasters rose towards the clouds or a 
cupola opened up in a kind of aureole. This effect gave the 
decorators the idea for a variety of compositions; some, 
such as Jean Marot and Jean Le Pautre simulate arches . . .
which seem to carry a higher ceiling, where Daniel Marot 
assembled all the gods without, however, using trompe- 
I'oeil to the same extent as the Italians,"
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relate to the type of skill possessed by Nieeron and seen in
his frescoes: "The figures disappeared as one approached to
give place to a landscape in which the plants and flowers
covered over the scarlet mantle and green robe of the two 

1saints." There exists here a similar feeling for abstrac
tion as is seen in some of Le Pautre's designs. In Figure 
56 the overall effect is of swirling forms. Particular 
components of the design, such ns the children vand -lions, 
are worked into the acanthus deaf pattern. ZThe swirling 
forms predominate and- may not be identified immediately 
as specific forms such as leaves. Furthermore, the human 
and animal forms appear to blend into the general design 
and give the impression initially of merging with the other 
forms. In this sense there is a kind of "blending" that is 
described in Nieeron's work.

The notion of scenography in connection with art, 
life, and the theatre presupposes a stage or space for move
ment. Movement as a manifestation of metamorphosis is

2emphasized by Rousset as a pivotal concept of the century. 
Even the ballet was seen as, not only an aesthetic 
experience, but also a useful form of exercise in movement.

1. Charageat, p. 68.
2. Rousset (p. 230) states that in a world of move

ment the dominant theme is "all changes," and from Montaigne 
to Pascal to Bernini the belief is that the essence of a 
person is best revealed when he is in this condition of 
flux; it becomes a kind of motto of the times, in which 
such pleasure is taken in change and movement.
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1 .Hogwood writes that Louis XIV looked upon it as a means of 

body training and ‘ultimately contributing to military skills. 
And one of Claude-’Frangois Menestrier's treatises was con
cerned with the outdoor spectacles involving ballet on 
horseback (Traite des tournois, joustes, carrousels et 
autres spectacles publics, 1669). In all the art, whether 
in such favorite themes of the theatre or ballet as
metamorphosis, or in the designs of Jean Le Pautre for 

2fountains, there was displayed a keen interest in space 
and movement and change (Figures 58, 59, 60, and 61).
Rousset writes that the fountains symbolize fluidity and 
change in their constantly varying forms. They are con
tinually metamorphosing and this constant movement and 
change is in agreement with a fundamental seventeenth

3century interest in these features. There is no landscape,

1. Hogwood, p. 54.
2. Le Pautre made numerous designs for fountains.

He also made engravings of the existing fountains at 
Versailles. In the Comptes des Batiments, Guiffrey notes, 
in column 1207:

"16th July [1679]
To him on account for the plates 

representing the fountains of
Versailles..................     300# "

In 1680 he is listed as being paid 500 livres (#) for a 
plate representing the Fountain of Flora (from column 1346).

3. Rousset, p. 143.

I
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%whether park or garden, without moving water. The

illusionistic qualities of landscape are noted by Rousset.
This metamorphosis of landscape occurs when what one sees

2from a distance changes as one approaches,
Jean Le Pautre often uses a landscape composition 

within his designs in an illusionistic manner. It is a 
means of creating a sense of space (Eigures 62 and 63) 
through the depth in the composition which- is part of the 
decor. Sometimes (Figure 64) there is even ambiguity as to 
whether there is a real, outs±de landscape as seen through 
a window or a depiction on a panel. Apart from this 
functional incorporation of the illusionistic element of 
landscape, it is also used simply as a background to enhance

3the symbolism in the design (Figure 75).
His designs for alcoves often contain elaborate 

depictions of stories from the Bible in a deep, stagelike 
setting, sometimes with the- effect even of a proscenium 
arch (Figure 25).

Pushing to the limits, it would seem, imagination 
and a sense of movement, are the designs for his ornamental

1. Ibid. On p. 154 Rousset writes that art
(engravings) showed water in all its forms so appreciated 
by the seventeenth century writers, with its movement, 
cascades, and continual metamorphosis.

2. Ibid., p. 146.
3. In Figure 75 the landscape is symbolic of the

royal domain. In other contexts landscape was symbolic of 
exploration and conquest.-

J
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vases (Figures 6, 19, 65, and 66). Rousset writes that in 
the baroque world of illusion, the decor which has invaded 
everything, seems to have destroyed all structure. He sums 
up the early seventeenth century as a period through which 
the court ballets and enchantments of'the theatre revealed 
that "all is mobility, inconstancy, and illusion in a world 
which is nothing but theatre and d e c o r . O n e  gets this 
feeling also from much of the decorative work of Jean Le 
Pautre. This was done during the second and third quarters 
of the century.

Religion
In France of the seventeenth century the theatre was 

used in religion as a tool for education. There was also a 
theatrical nature to the church interiors just as there was 
in the rich domestic interiors, One can relate these two 
theatrical aspects of religion to seventeenth century 
ornamental engraving.

In the first case, both the theatre and the 
engraving had the function of communication. Propaganda, 
whether for the political system or for the Church, was 
effective by each of these means, The ornamental designs 
of Jean Le Pautre, as has been said before in the present 
study, disseminated a style which was representative of

1. Rousset, p. 128 f.
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French taste and politics.^ And the theatre was used by the 
Jesuits as a means to attract a larger following and to 
instruct through stories dealing with religious themes.
Just as in the theatre many elements might seem foreign to 
religious sentiment, in Jean Le Pautre's many designs for 
reredos, tabernacles, and other church decoration there is 
free use of pagan elements (Figures 67, 68, 69, 70, and 71). 

From the early part of the century ecclesiastical
patronage was large, especially since many building projects

2  ̂  ̂were undertaken for schools and convents. Rene Crozet
writes that sometimes, besides the religious ornamentation
ordered for such places, there would be a worldly, or a
humanistic Renaissance interest exhibited by the clergy.

1. French fashion (Figures 52 and 53), architecture 
(Figure 54), and the strength of France's royal dominion ■ 
(Figure 75) are among the ideas his work projected. These
were known as French models and therefore conveyed French 
culture.

2. Gerard Hubert, L 1 Architecture frangaise du
XIIe au XVIil6 Siecle (Paris: La Bibliothegue des Arts [no 
date]), unpaginated,.who writes that when the Jesuits were 
allowed to return to France at the beginning of the 
seventeenth century they began immediately building many 
colleges and that it was "this great architectural movement 
which brought prosperity to all the arts concerned in 
decoration . . . ." (Quotation appears on page after photo
number 79). W. H. Ward, The Architecture of the Renaissance 
in France (London: B. T. Batsford, and New York: Charles
Scribner's Sons, 1911), p. 259, notes, also, that in a 
period of Huguenot toleration (until the revocation of the 
Edict of Nantes in 1685), and great Catholic activity in its 
many sects, there was much church building in the seventeenth
century.

3. Rene Crozet, La Vie Artistique en France au
XVIIe Siecle (Paris: Presses Universitaires de France,
1954), p. 158.
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as for example in the art collections of many abbeys, or
in pagan representations used as decorations for some of
these. The Legend of Apollo and Daphne, in one case, had
been used for an abbey. The clergy was drawn from a
segment of the population which had the same educational
background as La Fontaine and so it is perhaps natural that
certain similar ideas would circulate in the secular and
religious circles. And Michel de Marolles, the great
collector of engravings, and Abbot of Villeloin, was
"skeptical as to miracles," but interested in paganism

2related to religion.
The prelate. Grasset, said that the ornamental 

"painting should not be left up to the great masters but 
to those achieving the greatest e f f e c t . T h i s  indicates 
the Jesuits' approach of using the end to justify the means 
and was seen in their use of any medium as an instrument in 
the continuing efforts of the Counter Reformation.

The theatre and ballet provided one such means. 
McGowan writes that the Jesuits had a taste for spectacle 
in any form, and being established in most parts of France,

1. Ibid., painted at Bourgueil for the Bishop of 
Chartres.

2. Ibid.
3. Jacques Vanuxem is cited as quoting the prelate, 

in an article of his concerning the influence of the Jesuits 
on church decoration. Review: Gazette des Beaux Arts, 6th 
Series (September 1958), Vol. 52, Supplement, p. 15.
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they took advantage of the provincial theatre. They them
selves even took part in the plays, which were usually

%religious allegories of moral significance. And in the 
early seventeenth century the ballet was added at the end 
of the play and often involved noise and fireworks in a 
spectacular manner such as those after the play. The Conver
sion of St. Ignatius, where the ballet showed the principal 
character descending from heaven, torch in hand, and setting
off a tower filled with explosive powder, to the delight of 

2the audience.
We find then, once again, this affinity for the

spectacular demonstrated. It was used in the service of the
court for its pageantry and also toward the ends of the
religious group. Both the artistocratic milieu and the
general public, therefore, were accustomed to these displays.
McGowan says that the Jesuits thus mixed elements from
profane festivities into their religious presentations«
Their own allegories formed a part of the festivities and

3there was a mixture of the sacred and the profane.
Menestrier emphasizes, however, that there was no such 
mixture in the religious ceremonies themselves, and that

1. McGowan, p. 2 05 ff.
2. Ibid., p. 210.
3. Ibid. , p. 213 "f.
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the performances (such as the allegories) were for the
entertainment of the people, purely for their diversion
However, even though a theatrical performance per se would
not be held in the church, there was an avowedly operatic

2atmosphere created at times. Thus, Henri Lemonnier tells 
of the machinery that was used during one particular 
religious ceremony, to move sculptured angels and saints 
back and forth amid startling light effects,

Understanding the familiarity of the general public 
with spectacular displays enables one to see the place of 
ornamental art such as Le Pautre's. It was truly court art. 
But, as some of it was destined for use as models for church 
furnishings, it would then be appreciated by the public also 
on another level. And startled and entertained as they were 
by the theatre and ballet, the people who responded to the 
multifarious means of teaching of the Jesuits would probably 
also be impressed by the great royal ceremonial entries 
and the ornate decorations used in their churches, Though 
the luxury of Versailles itself would have little connection 
with the general population, the Jesuit spectacles did hold 
appeal for them.

Jean Le Pautre did many engravings involving church 
interiors. For decorating churches or abbeys the services

1. Menestrier, pp. 4, 5, of his preface,
2. Henri Lemonnier-, L'Art Frangais au Temps de 

Louis XIV (Paris: Librairie Hachette, 1911), p, 238.
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of many workers were used, and the stalls at Saint Germain
des Pres were by Martin Formery and Le Pautre* Typifying
his activity in this field, in the Comptes he is listed from
June to November of 1680 for various designs connected with
churches. Among these were: two plates representing the
portal of the Church of St. Gervais of Paris; two plates
"which he engraved for His Majesty," one for the elevation
of the Church of Saint-Nicolas—du-Chardonnet, and the other
of its portal; four drawings and four plates representing

2the elevations and profiles of various Paris churches.
Figure 72 shows a pulpit. A sermon is in progress. 

It was a time when dramatic church orations for all occa- 
tions were the style. Another pulpit (Figure 24) is 
theatrically portrayed by means of the lighting and again 
some kind of dramatic atmosphere is lent by the figures 
animating the design. The pulpit adopted its form from

3Italy, that of a tub atop a pillar or on a pedestal.
Usually the top was in wood. The baptismal fonts (Figure 2) 
often resemble the pulpits and are ornamented with rinceaux,

4and are circular or polygonal,

1. Crozet, p, 156.
2. Guiffrey, Comptes des Batiments, column 1346.
3. Hautecoeur, Vol. I, p. 414,
4. Ibid., p. 416.
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The pulpits and other church furnishing designs, 

such as those suitable for panelling and pediments (Figure 
67), choir doors (Figure 68), tabernacles (Figures 6 9 and 
73), altars (Figure 71), and reredos (Figure 74), have 
similar decorative elements. Among these are putti, 
wreaths, masks and garlands of fruit and flowers. Here is 
the same material splendor as seen in the palaces, and 
there is a worldly quality in some scenes (Figure 24), as 
well as in the lavish ornament. One also wonders if Le 
Pautre's satiric vein is obtruding occasionally in designs 
which have qualities almost of-caricature (Figure 24).

There are many religion-oriented designs typically
2on an exuberant and grandiose scale (Figure 71 ). Though 

some of these structures are more restrained (Figure 70)
Le Pdutre's use of figures of people also indicates their 
monumentality nonetheless.

1. These putti, for example, are found in all the 
ornamental art .of the time. And Le Pautre's designs for 
them were not appreciably different whether they appeared 
in the church setting or in the domestic interiors. The 
representation of Van Obstal's medallions (Figures 7 and 
21) bears Le Pautre's characteristic style, and the 
sculptures by Van Obstal themselves probably bore the same 
strong resemblance to Le Pautre's productions. As has been 
mentioned previously, he may also have inspired the designs 
for a variation of this motif which was employed by his 
brother Antoine for the stair-cage of the Hotel de Beauvais.

2. The "solomonic" columns were used by Bernini 
who "took their shape from some fourth-century marble 
columns surviving from the Basilica of Constantine . . 
Germain Bazin, Baroque and Rococo (London: Thames and 
Hudson, 1964), p. 13.
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Le Pautre sometimes has an uncanny way of mixing the 

reality of certain elements of a design with the ornamental 
design proper. This happens when the figures of people and 
also the painted or sculptured figures in the design are on 
the same scale (Figure 70). It is reminiscent of the 
decoration that was used for the Ambassadors’ Staircase at 
Versailles"*" where very lifelike figures were painted on the 
walls. These overlooked the staircase from their own 
painted balconies and must have lent an interesting, perhaps 
theatrical, dimension to the ceremonial gatherings there.
In another design (Figure 74) the illusionistic clouds also 
create some ambiguity. These are examples of the same kind 
of imagination that was exhibited by the men who staged the 
theatre presentations involving a blend of reality and 
fantasy.

1. A photograph of the model of this staircase, 
which no longer exists, appears in Bazin's Destins du 
Baroque, Plate IX.



EPILOGUE

In the present study, and indeed in the literature 
dealing with the period of the seventeenth century in France, 
the adjectives used to describe the art are frequently such 
words as "theatrical," "dramatic," and "spectacular." Jean 
Le Pautre's ornamental work has been termed "exuberant," 
"imaginative," and "lavish." All these, and more like < 
them, form an essential part of the vocabulary related to 
the baroque.

Supposedly the baroque style had already run its 
course (ushered in by Vouet and other artists who had been 
to Rome and by around 1627 firmly established), and by.the 
middle of the century features associated with the antique 
or classical approach were beginning to predominate.

Yet this period in French seventeenth century art 
actually shows continuity of the baroque features even though 
ostensibly it was characterized by the French themselves as 
a classical period. There are a good many ramifications to 
this problem and these have not been dealt with in the 
present study as the major focus of attention was elsewhere, 
but many studies indicate the complexity of this matter. 
Nevertheless, whatever-theories the French academicians 
purported to uphold (with classical tenets), the art 
actually produced had a way, when seen in historical

136
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perspective, of evolving from both of its previous lines of 
influence. In fact, at least a three-fold stylistic 
development was transpiring, encompassing its previous 
baroque tendency, and also an absorption of some of the 
current baroque atmosphere from Italy (via the contemporary 
artists such as Bernini), notwithstanding the yearnings for 
a pure classicism.

Ornamental art can provide a sensitive gauge to the
1currents of style and interest present in an age. Perhaps 

it is because this art deals with a somewhat more personal 
and detailed area (i.e., for the most part, the interior 
furnishings), more minute and intimate interests are dis
played. As such, Le Pautre's work often shows the strong, 
lively baroque expression, and yet it abides by certain 
limitations established by the French classicists. For 
example, the ceilings are geometrically compartmentalized 
and the design within subsequently does not run riot as it 
would in a full-blown Italian baroque ceiling. The 
geometric framework acts to stabilize the composition to a

1. Perusal of Le Pautre's work shows that a vital 
expression exists in decorative art and that the work of 
the seventeenth century French decorative artist was 
individual and carried a personal form of expression even 
though the nature of this type of art creation involved 
his functioning as a member of a large team (and in spite 
of the tenor of court art which was public—oriented, 
tending still further to reduce the private, or personal, 
element).
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large extent. What resulted from the analgam of baroque 
and classic features was obviously the unique French style 
that would so preponderate in European art for many years 
to come.

Jean Le Pautre's art portrays the theatrical and is 
in itself dramatic. The purpose of this study has been 
principally to investigate some connections of a theatrical 
nature that existed in the art of the seventeenth century, 
and particularly in that of Jean Le Pautre,

It has also been the intention to create some
greater familiarity than yet exists with this artist's work 
through exposing a number of his designs in reproductions 
from among the approximately 2,348 engravings that he 
produced, of which about half were ornamental..

As this leaves half of his engravings devoted to 
other than ornamental designs still largely unexplored, it 
can be seen that the various dimensions of this artist's 
work have not been fully fathomed.

It is hoped then that at least one aspect of his
creativity— its definite theatrical bent--has been suffi
ciently brought into relief and that examination of some

1. However much Le Pautre's ceiling figures may 
hover they are always contained by a frame, whereas the 
Italians had a greater freedom in their figures floating 
freely and not framed in units as was the French custom.
The Italians achieved an uncanny illusionism which was 
dizzying in its effect on the viewer and which the frames 
around the French illusionist works served to temper by 
their containment.



ideas regarding the most complex subject of baroque and 
classical features has helped toward.understanding the 
ornamental work produced in the period of the mid
seventeenth century in France.



APPENDIX A

REGARDING INFORMATION CONCERNING THE ARTIST

In my research for the present study on Jean Le 
Pautre I have found three errors of interest. This is to 
be expected until a complete catalogue is set. up in the 
manner of the Inventaire, and I mention these flaws with 
great respect as the authors.have otherwise richly con
tributed, to the existing information on Le Pautre.

In the article by Pardailhe-Galabrun^ the author 
says that Abbe Marolles collected 2,000 pieces; the number 
is 123,000.3

4In the artible by Lange the author cites Antoine 
Le Pautre as artist of the engravings in Felebien's account.

5The author used Nolhac's book as a reference, and upon 
examination of La Creation de Versailles (1901) we find that 
he refers to Le Pautre without using his first name, both in 
the text and under the illustrations. Under the rubric,

1. Weigert, Inventaire du Fonds Frangais.
2. Pardailhe-Galabrun, p. 54.
3. R.-A. Weigert, "Le Cabinet des Estampes de la 

Bibliotheque Nationale," Le Dessin (1946), No. 3; and in 
Revue de 11Art (1970), No. 8, Editorial, p. 5.

4. Lange, p. 147,
5. Nolhac, La Creation de Versailles (.1901) .

140
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"Names of Artists and Workers," at the end of the book
Nolhac refers to "les Le Pautre." On page 92 he mentions
Antoine as one of the many architects invited by Colbert
to submit studies for the New Versailles. So perhaps from
this entry Lange assumed the artist of the engravings was 
Antoine. We know from the Beringhen collection that these 
works are by Jean and they are signed in the usual manner 
of the rest of his works. Also, Destailleur mentions 
them as Jean's work.

Guilmard,^ in 1880, mentions the five volumes of 
the Beringhen collection at the Bibliotheque de Paris, and 
enumerates the number of engravings in each volume. 1 have
found that as the numbers stand, the total is one hundred 
more than the author states:

• Ed 42a contains 474 pieces of which 58 are ornaments
Ed 42b contains 548 pieces of which 66 are ornaments
Ed 42c contains 337 pieces of which 124 are ornaments
Ed 42d contains 462 pieces of which 431 are ornaments
Ed 42e. contains 527 pieces of which 446 are ornaments
On adding up these volumes we find in all 2,248 
pieces of which 1,125 are ornaments.

The total is really 2,348 according to the above 
numbers. This is simply a case of faulty arithmetic (or 
misprint), and because of Le Pautre1s prolific output the 
number may be even greater, but for the record of existing 
prints this is a point to clarify since other authors in

1. Destailleur, Recueil d'Estampes, in the 
"Bibliographie" which is a catalogue.

2. Guilmard, Vol. I, p. 75.
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subsequent articles have quoted the number 2,248, Courboin"*" •

2in 1923 and Laran in 1959„ However, it should also be 
noted that the number 2,348 is cited by Pierre Rosenberg

3in 1972 (and perhaps by some other authors as well).

1. Courboin, Vol. 1, p, 188.
2. Laran, Vol. I, p, 87.
3. Pierre Rosenberg, French Master Drawings of the

17th and 18th centuries in North American collections
(Greenwich, Connecticut: New York Graphic Society Ltd., 
1972), p. 176.



APPENDIX B

REPRODUCTIONS OF JEAN LE PAUTRE'S PRINTS

Figure 1. Self-portrait —  From Le Pautre, Oeuvres de Jean 
Le Pautre.
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Figure 2. Baptismal font —  From Le Pautre, Oeuvres de Jean 
Le Pautre.
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Figure 3. Les Fetes de 1'Amour et de Bacchus —  From Le Pautre, Oeuvres de Jean 
Le Pautre. H
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Figure 4. Night festivities at Versailles -- From Le Pautre, Oeuvres de Jean Le 
Pautre.
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From Le Pautre, Oeuvres de Jean Le Pautre
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Figure 7. Cupid on a dolphin —  From Le Pautre, Oeuvres de
Jean Le Pautre,
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Figure 8. Frieze, 1657 —  From Le Pautre, Oeuvres de Jean
Le Pautre.



Figure 9. Alceste —  From Raymond Picard, Civilisations Peuples et Mondes (Paris 
Editions Lidis, 1966), Vol. 6, p. 146.



Figure 10. Terms showing the four seasons —  From Jean Le Pautre, 
Le Pautre (Paris: Armand Guerinet, no date, 18— ?).
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Figure 11. Designs with royal symbols and grotesques —  From Le Pautre, 1'Oeuvre 
de Le Pautre.
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Figure 12. Design with military trophies —  From Le Pautre, 
11 Oeuvre de Le Pautre.
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Figure 13. Trophies —  From Le Pautre, 11 Oeuvre de Le
Pautre.



Figure 14. Musical trophies —  From Le Pautre, 11 Oeuvre 
Le Pautre.
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Figure 15. Term designs —  From Le Pautre, 1 1 Oeuvre de Le
Pautre.
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Figure 16. Two terms —  From Le Pautre, 11 Oeuvre de Le
Pautre.



Figure 17. Terms —  From Le Pautre, 1'Oeuvre de Le Pautre.
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Figure 18. Church interior From Le Pautre, 1'Oeuvre 
Le Pautre.



Figure 19. Ornamental vase with Galatea —  From Le Pautre, 
11 Oeuvre de Le Pautre.
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Figure 20. Frieze designs —  From Le Pautre, 1'Oeuvre de Le Pautre.
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Figure 21. le Malade imaginaire —  From Hofer, illustration no. 53.
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Figure 22. Design for a fountain —  From Le Pautre, 
1'Oeuvre de Le Pautre.



Figure 23. Grotto design -- From Le Pautre, I1Oeuvre de Le Pautre. 165
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Figure 24. Pulpit —  From Le Pautre, 1'Oeuvre de Le Pautre.



Figure 25. Alcove design with Bible scene —  From Le Pautre, 1’Oeuvre de Le 
Pautre.
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Figure 26. Ceiling —  From Le Pautre, 1'Oeuvre de Le Pautre. 168
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Figure 27. Design for a ceiling —  From Le Pautre, I1Oeuvre de Le Pautre. 169



mzzpr&nrsTTTrrr.

■ju i!vj:Li± »*,a.':i~:u&it&hHK&I f,5t7- . ; :  -f. /. ueei ̂  .*.».</*.. -r, .J ' • /

- iS m iim

# %s%.; vm»

m

HR”

%
cVM/

Figure 28. Ceiling design —  From Le Pautre, I1Oeuvre de Le Pautre.
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Figure 29. Ceiling with mythological figures —  From Le Pautre Pautre. 1 1 Oeuvre
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Figure 30. Mythological subject in a decorative design —  
From Le Pautre, 1'Oeuvre de Le Pautre.
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Figure 31. Alcove design with scene from Ovid's Metamorphoses —  From Le Pautre,
1'Oeuvre de Le Pautre. 173
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Figure 32. Alcove design with scene from the Metamorphoses —  From Le Pautre, 
11 Oeuvre de Le Pautre.



Figure 33. Mythological subject, fountain design —  From Le Pautre, 1'Oeuvre de
Le Pautre. 175



Figure 34. Design for an alcove with Bible scene —  From Le Pautre, I1Oeuvre de 
Le Pautre.
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Figure 35. Design for panel decoration —  From Le Pautre,
11 Oeuvre de Le Pautre.



Figure 36. Decorative view of garden and fountain —  From Le Pautre, 11 Oeuvre de 
Le Pautre.
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Figure 37. Frieze design —  From Le Pautre, 1'Oeuvre de Le Pautre
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Figure 38. Design for fireplace From Le Pautre, 11 Oeuvre
de Le Pautre.
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Figure 39. Architectural ornament design —  From Le Pautre, 11 Oeuvre de Le
Pautre. 181
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Figure 40. Architectural ornament, right half of engraving 
—  From Le Pautre, 1 1 Oeuvre de Le Pautre.
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Figure 41. Ceiling decoration —  From Le Pautre, I1Oeuvre de Le Pautre.
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Figure 42. Fireplace design —  From Le Pautre, 1 * Oeuvre de
Le Pautre.
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Figure 43. Military trophies —  From Le Pautre, 1'Oeuvre de
Le Pautre.
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Figure 44. Design for a fireplace From Le Pautre,
11 Oeuvre de Le' Pautre.
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Figure 45. Design for architectural ornament —  From Le Pautre, 1'Oeuvre
Pautre.



Figure 46. Architectural ornamentation —  From Le Pautre 
1'Oeuvre de Le Pautre.
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Figure 47. An architectural ornament design —  From Le Pautre, 1'Oeuvre de Le
Pautre. CO
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Figure 48. Interior with dining scene —  From Le Pautre, I1Oeuvre de Le Pautre. 190
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Figure 49. A church interior —  From Le Pautre, 1 1 Oeuvre de
Le Pautre.
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Figure 50. Architecture —  From Le Pautre, 1 1 Oeuvre de Le
Pautre,
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Figure 51. Interior architecture —  From Le Pautre,
1'Oeuvre de Le Pautre.
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Figure 52. Interior of a shop for men's attire —  From 
Amile Bourgeois, France Under Louis XIV (New 
York: Charles Scribner's Sons, 1897), p. 56.
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Figure 53. Seventeenth century fashion -- From Piton,
p. 206.



196

Figure 54. Architectural design —  From Le Pautre, 1'Oeuvre
de Le Pautre.



Figure 55. Decoration for a ceiling —  From Le Pautre, I1Oeuvre de Le Pautre.



Figure 56. Designs with grotesques —  From Le Pautre, 11 Oeuvre de Le Pautre. 198



Figure 57. Lockwork design —  From Le Pautre, 1 1 Oeuvre 
Le Pautre.



Figure 58. Fountain design —  From Le Pautre, 1'Oeuvre 
Le Pautre.



Figure 59. View of a garden and fountain —  From Le Pautre, 11 Oeuvre de Le Pautre.



Figure 60. View of a fountain and architecture 
Pautre.

From Le Pautre, 11 Oeuvre de Le 202
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Figure 61. Fountain —  From Le Pautre, 11 Oeuvre de Le
Pautre.
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Figure 62. Interior panelling —  From Le Pautre, 1'Oeuvre
de Le Pautre,
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Figure 63. A design for architectural ornament —  From Le Pautre, 11 Oeuvre de Le
Pautre. 205



» i

i 'U^k "i W *̂̂ Tbr ',\i i.v«l

coj'i I ̂lii lit Lvil’j -1 
tv'I

I

P . M m r u H *  J ' l *  + * t i» A  r i u  S  J u s q u i mim C o ln m n c j J R t r t y l i - ■̂3 T 'tc x ^  s lu c t  T r u u l i g t * '  I t  ~Potrc j t u  16

Figure 64. Alcove design —  From Le Pautre, 1■Oeuvre de Le Pautre,
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Figure 65. Ornamental vase design —  From Le Pautre,
1'Oeuvre de Le Pautre.
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Figure 66. A design for an ornamental vase -- From Le
Pautre, 11 Oeuvre de Le Pautre.
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Figure 67. Design for church interior ornament '—  From Le
Pautre, I1Oeuvre de Le Pautre.
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Figure 68. Design for choir doors —  From Le Pautre,
11 Oeuvre de Le Pautre,
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Figure 69. Design for tabernacle From Le Pautre,
11 Oeuvre de Le Pautre.
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Figure 70. Church interior with altar tabernacle —  From
Le Pautre, I1Oeuvre de Le Pautre,



213

Figure 71. Design for altar —  From Le Pautre, 11 Oeuvre de
Le Pautre.
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Figure 72. Design for pulpit -- From Le Pautre, I 1Oeuvre de
Le Pautre.



Figure 73. Tabernacle design —  From Le Pautre, 1'Oeuvre 
Le Pautre.
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Figure 74. Design for altar-piece —  From Le Pautre,
11 Oeuvre de Le Pautre,
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Figure 75. Design with royal cypher -- From Le Pautre,
1'Oeuvre de Le Pautre.
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