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Abstract 

Du Naturel, or Philippe de Champaigne Against Nature 

Portraiture, artifice and the natural in seventeenth-century France 

 
by  

Karine Douplitzky 

 

Doctor of Philosophy in History of Art 

and the Designated Emphasis in 

Renaissance and Early Modern Studies 

 

University of California, Berkeley 

Professor Todd Olson, Chair 

 

Philippe de Champaigne (1602-1674) is mostly remembered for his triple portrait of 
Richelieu and his hieratic series of Jansenist leaders' portraits but rarely considered for his rapport 
with nature despite his training as a Flemish landscape artist. By introducing the unexpected 
question of the natural in the context of his artistic practice, I reconsider Champaigne's rich corpus 
of portraits, which map his contemporary society and provide a new perspective on the evolving 
web of social identities. 

I explore how the concept of the natural, as opposed to artifice, is a shifting term that 
questions the ability of the painter to imitate nature, create a prototype and give it "life." I 
successively qualify Champaigne's artistic praxis in relation to its contemporary reception within 
different communities – the nobility, the Crown, the Jansenist community, and finally the Royal 
Academy of Painting and Sculpture. Champaigne's approach to portraiture raises the issues of 
exemplarity, resemblance, and presence of the model. These three problematics offer a 
chronological and thematic understanding of the painter as a multifaceted artist who leads 
portraiture into different paths – decoration, diplomacy, and even the sacred. 

The position of the portraitist within the complex social and political agenda of the French 
Grand siècle, provides a particularly interesting and underexamined insight into the intricate 
relations between power and religion under Louis XIII's reign and, later, during the Regency's 
social unrest. By combining formal analysis with anthropologically rich archival evidence, I 
consider Champaigne's portraits as active agents in history, thus providing a conceptual framework 
to analyze the different actors' strategy of representation. 
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INTRODUCTION:  

Du Naturel, or Philippe de Champaigne Against Nature 
 

 
Philippe de Champaigne (1602-1674), who was born in Brussels and trained as a landscape 

artist, became amazingly successful in France as a Painter to the King during the reign of Louis 
XIII. His fame extended through the Regency and the first part of the reign of Louis XIV. Although 
Champaigne touched on a broad variety of genres, from royal portraiture to landscape, from 
decorative panels to religious altars, and extended even to still life, he is mainly remembered as a 
portraitist whose sitters included the most prominent figures of the French aristocracy. His 
patronage was quite diverse, and the diversity is itself intriguing. His clients belonged to the most 
antithetical parts of society, including, along with royalty and the aristocracy, Jansenists and their 
adversaries the Jesuits, members of libertine circles and frondeurs.1 Legitimately, my first impulse 
was to wonder how Champaigne could, in the 1650s, simultaneously paint for the small dissident 
group of Jansenists aligned with Blaise Pascal, decorate Anne of Austria's royal apartments, and 
be an official member of the new Royal Academy of Painting under Charles Le Brun's tutelage.  

My second source of surprise concerned the uncommon pictorial restraint of Champaigne's 
portraits, compared to the high reputation of his models, which has resulted in a scholarly 
resistance to consider those portraits – more modest in setting than the large-scale classical 
machines of the Sun King – for their historical complexity. It might explain why the painter has 
been misrepresented and catalogued from the eighteenth century as a rigorous Jansenist follower.2 
Though he did indeed portray most of the Jansenist spiritual leaders and ultimately allowed his 
older daughter to become a nun of the Jansenist Port-Royal Abbey, he painted simultaneously for 
a wide range of other religious orders – Carmelites, Chartreux, Benedictines, Franciscans. These 
contradictions in patronage highlighted the potential of closely examining the painter's practice in 
relation to the logic of reception of his portraits within the various spheres of French society. The 
unique position of this artist made him an enticing case for me to study and provided the 
opportunity to consider with new eyes the complexity of the social interactions, especially during 
the political turmoil of the Fronde.3 
 

a- Du naturel  
 

In my effort to unpack the paradoxical ability of the artist to shift between different social 
groups, I focused on Champaigne's portraits taken from life – portraits au naturel – reflecting the 
artist's interaction with a great variety of sitters.4 The French seventeenth-century terminology, 
associating le naturel with portraiture, struck me for bearing paradoxical assumptions, which 
ultimately was the starting point of my research. 

The mere consideration of the artist's studio as a privileged laboratory from which to observe 
nature was a contradiction per se, since it privileged the use of artificial means to provide natural 
effects. Thus, the obsessive rendering of textures, the attention to details, and light reflections to 
imitate nature, illustrated by the Flemish pictorial tradition in which Champaigne was trained, 
served to instil permanence rather than spontaneity, or naturalness. In the same way, the need for 
a retreat from nature – a fashionable posture in the seventeenth-century France, as two French 
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scholars, Bernard Beugnot and Bernard Tocanne, established – in order to render its complexity 
were intriguing paradoxes for me to clarify.5 

My own approach to the natural was reinforced by two apparently unimportant images, one 
of a nun, the other of a canon, both on their deathbeds. The oddity of these images came from the 
discrepancy between the inscriptions evoking life and the images describing death. The first picture 
(fig.145a) represented sœur Geneviève de Saint Bernard, a Carmelite nun, reposing dead in an 
artificially rigid position, her hands holding a crucifix, her head supported by a pillow, the eyes 
closed, the face deprived of any grimace, the mouth expressing the beginning of a smile to indicate 
that she had reached a peaceful state. However, the inscription on the canvas indicated that this 
painting was a "portrait au naturel." While today's understanding of "natural" would suggest life 
and even liveliness, in the context of the seventeenth century, "natural" referred to the faithfulness 
of the portrait.6 But a question immediately arose: to what was the portrait faithful? The picture 
shows an impassive face: is it really what the nun looked like on her deathbed, or does it provide 
an idealized view? The ugly deformations usually brought by the death have been hidden here, and 
she does not look like a cadaver; yet, facial expressions are missing, and she is not represented as 
a living person either. So again, how to understand this portrait au naturel that neither describes 
how she is, nor how she was – unless it suggests how she would be in paradise. 

The caption of the second image (fig. 145c) was no more explicit than the first one, since it 
showed a canon whose face was creased by death but described it as a life portrait: "portrait en 
son vivant." The title is again in contradiction with what we see. This paradoxical use of the 
"natural" in these two cases pointed out the unresolved status of facial representation in the liminal 
state between life and death. They constitute my starting point to examine what portrait au naturel 
meant under different contexts and how the conceit of the natural could be helpful to examine the 
practice of portraiture. 

On a religious account, the debate shifted in the 1650s from the question of grace, so crucial 
for a religious painter like Champaigne – for whom the natural is opposed to the divine when 
applied to the active principles of the universe – to the notion of graciousness, stressing the 
prominence of etiquette to rule human comportment in society. This attitude provided a framework 
to the culture of l'honnête homme in literary salons, as first speculated by Nicolas Faret (1596-
1646), conseiller-secrétaire of Louis XIII, in a pamphlet.7 Thus, the social component of the 
natural appeared to me to be just as fundamental as the artistic one. In the search for "a natural 
style" that became prevalent in the mid-seventeenth century France, the artist was expected to 
create an illusion of life with sprezzatura - a kind of nonchalance with which he concealed art. In 
that sense, the quest for the natural borrowed from the attitude of the perfect honnête homme, or 
"courtier" in the days of Baldassare Castiglione, who suggested that the courtier's knowledge 
sprang up from "nature and truth rather than from study and art."8 During the French classicist 
period, Tocanne, in a two-volume dissertation providing a thoughtful account of the idea of Nature, 
acknowledged a similar move:  

La grâce du naturel est le signe d’une appartenance à un milieu social, le produit privilégié 
d’une nature polie et raffinée.9 

 The sophisticated and the refined were paradoxically the basis of the natural, at least as it was 
perceived. Vincent Voiture, portrayed by Champaigne (fig. 136a), epitomized this model of the 
natural gallant within the seventeenth-century French literary circles known as préciosité.10 One 
century later, Louis de Jaucourt (de la civilité, 1755) wittily reformulated the difficulty of painting 
the social behaviour in a city like Paris where formal appearance prevailed over true feelings:  

Comment observer les passions dans une capitale où tous ont convenu de paraître n’en 
ressentir aucune ? 
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And François de La Rochefoucauld concluded, in Maximes et Réflexions Morales (1665), that the 
natural was caught in the social game of mirroring:  

Rien n'empêche tant d'être naturel que l'envie de le paraître.11  
This social context echoed the studio's practice in which the natural was manufactured by the use 
of artificial means. In portraiture, the attempt to reveal the soul of the model was disrupted by the 
temperament of the later, his "naturel," or natural attitude subject to changing moods.12 The 
instability of the passions, which Le Brun evaded by freezing them into a theory, was highly 
problematic for Champaigne's search for the essential spirit of his models and confronting the 
inextricability of the eternal and the ephemeral within human nature.13  

As Pascal suggested, while comparing language to the painter's brush, the natural induces a 
self-reflective attitude similar to the act of painting:  

Quand un discours naturel peint une passion ou un effet, on trouve dans soi-même la vérité 
de ce qu’on entend, laquelle on ne savait pas qu’elle y fût. (Pensées, f652/14) 

Hence the same Pascal who declared le moi hassaïble, as a condemnation of self-love, is also the 
one who suggested examining oneself to find a truth that is not divine but borrowed from natural 
discourse. Champaigne can be thought of in similar terms, since he committed himself to finding 
the "truth in painting". This phrase, "la vérité en peinture," (long before Paul Cézanne or Jacques 
Derrida), was formulated by the Jansenist Martin de Barcos, Abbot of Saint-Cyran, in his 
correspondence with Champaigne, and later with his nephew.14 The character of this truth in 
portraiture is highly debatable and at the heart of my research, since it questions the borders 
between natural philosophy, theology and biographical concerns at the time when René Descartes 
was trying to establish new boundaries between faith and reason.  

I shall argue that the talent of the artist lay precisely in his capacity to resolve these inherent 
contradictions within his praxis, transforming philosophical statements into strokes, colors, light 
and shadows. In reverse, the methodical making of images within the confinement of the studio 
can be thought of as a spiritual exercise and raises up philosophical debates such as the natural. In 
parallel, the seventeenth century borrowed from the discourse of the natural and developed many 
new perspectives on natural history and natural philosophy (physics), as conveyed by bold 
scientific minds such as Descartes, Leibnitz or Pascal, thereby pushing on the borderlines between 
the divine and the natural and creating new zones of fluidity. Here, I hope to emphasize the possible 
connections between such highly debatable visions of the universe and the artistic representation 
of man within the portrait au naturel. 

 
b) Champaigne against nature 
 
At first glance, the concept of the natural, as it is understood today in terms of "uninhibited" 

behaviour, or of an "unmediated" reality, does not seem to adequately apply to Philippe de 
Champaigne's austere work, nor to provide an accurate perspective on his deeply spiritual 
approach, which privileged permanence over spontaneity. But the term historically resonates with 
Roger de Piles' criticism of Champaigne's painterly virtuosity, at the beginning of the eighteenth 
century. The art critic explicitly questioned Champaigne's relation to the natural, blaming a 
subordination to models for, in de Piles' account, subduing the possibility of lively effects:  

Il s'est toujours fort attaché au naturel et à imiter avec assez de fidélité ses modèles, mais il 
ne les savait pas disposer d'une façon à leur donner de la vie et du mouvement.15 

Champaigne was quickly belittled by his immediate artistic successors who found his production 
dull. Dismissively, the collector Pierre-Jean Mariette wished Champaigne’s art was wittier:  

Son génie, qui n’était pas assez rempli de feu, ne lui laissait rien imaginer au-delà... 
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While André Félibien and later art historians, praised his moral virtue, they generally deprecated 
his painterly virtuosity.  

  This word naturel on de Piles' lips highlighted the deep gap that separated the art critic's 
from the artist's understanding of the concept. The eighteenth-century critic valued “life and 
motion” as a proof of naturalness, taking Peter-Paul Rubens as a possible paradigm of such 
eloquence; but Champaigne, looking for authenticity, privileged the truth of his models over 
liveliness. Such a theoretical disagreement resulted in the later suspicion that formed over 
Champaigne's works, considered too static, and recently reformulated as an "archaism." 16 
Archaism, in turn, can be understood as a form of polemic conducted with the present, when the 
artistic language of a distant past is co-opted as an argument for the present and the future. In that 
sense, archaism is an active attitude and results from a reasoned choice, which excludes 
Champaign from the category of awkward painters who would not know how to create liveliness. 

When applied to the art of portraiture, the natural becomes a shifting term that questions the 
ability of the painter to imitate a prototype and give it "life." Hence, I suggested using the 
conceptual framework of the natural in the pre-enlightenment period as a pointer to a set of social 
relations among the artists, patrons, philosophers, and later art critics, generally understood in 
terms of antagonism. In considering the philosophical contestation over the natural, as opposed to 
artifice, my purpose was to enlarge the scope of portraiture and provide insight into the power 
relations of religion and monarchy in seventeenth-century France.  
 

c) An anthropological approach to portraits au naturel 
 
Despite the thorough Catalogue Raisonné (1976 and its supplement, 1992) of Bernard 

Dorival, the former curator of the Port-Royal museum in Magny, updated by Lorenzo Pericolo's 
more recent monograph (2002) and despite the seminal book of the theorist Louis Marin, La 
Présence Cachée (1995), that reinstated the painter at the center of the Grand siècle’s religious 
and political issues, Philippe de Champaigne largely remains understudied, in particular in the 
Anglo-Saxon world. None of the recent French studies related to this painter have been translated 
into English. The last major exhibition in France was in Lille in 2007 and was curated by Nicolas 
Sainte Fare Garnot (catalogue Entre politique et dévotion), immediately followed by Dominique 
Brême's exhibition in Evreux in 2008 (catalogue À l'école de Philippe de Champaigne), bringing 
new light to the artist's studio practice. A last catalogue, Trois maîtres du Dessin (2009), prefaced 
by Pierre Rosenberg, presents Frédérique Lanoë's remarkable researches on drawings, sorting out 
what respectively belonged to the master, the nephew, Jean-Baptiste de Champaigne (1631-1681), 
and his fellow student, Nicolas de Plattemontagne (1631-1706). 

In France, the archivists’ approaches to the painter have been mostly separated from the 
Jansenist ones, whose many historical studies devoted to Port-Royal are nowadays gathered in the 
Bibliothèque de Port-Royal in Paris and in Magny. One of my goals was to reconcile both 
methodologies. In that respect, Jean Lesaulnier recently published a detailed synthesis of the 
Jansenist letters and manuscripts concerning the painter (Philippe de Champaigne et Port-Royal, 
2019). Similarly, my research reinstalls the artist within a broader religious, social and political 
picture and to draw on the interdisciplinarity of art history to embrace both historical and literary 
perspectives.  

The major interpretive study of Champaigne remains Marin’s semiological approach, based 
on the Jansenist system of thought, arguing for a God invisible yet whose presence was nonetheless 
signified by the painter's pictorial treatment. Though Marin offered a brilliant analysis of the Port-
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Royal painter, highlighting the relation between iconic signs and theological writings, from Saint 
Augustine to Antoine Arnauld, and including Pascal, his approach did not account for the artist's 
studio practice, nor for Champaigne’s reception embedded in the social structure of the 
monarchical period from Louis XIII to Louis XIV. In contrast, I propose here to reconsider 
Champaigne's rich corpus of portraits, which map his contemporary society, in the light of an 
extended anthropological approach including site-specific considerations.  

The possible agency of objects in different cultural contexts has been well explored by Alfred 
Gell in Art and Agency: an Anthropological Theory (1998), in the context of primitive societies, 
then applied to the art historical field by Hans Belting in An Anthropology of Images (2001). 
Following this object-oriented approach, I focus my research on three categories of portraits au 
naturel, understood as active "objects," each of them circulating, physically, as much as 
symbolically, within distinct social spheres - the noblesse d'épée (the old blood), the Crown, the 
noblesse de robe (the newer appointed nobility) to whom part of the Jansenist group belonged - 
and in conclusion, I'll evoke the artistic society with a fourth object, Champaigne's self-portrait. 
By starting my investigation with such objects, I hope to prove that the simple application of 
pigments on a canvas had not only an aesthetic outcome, but constituted alignment with, or 
resistance to, power. My effort has been to correlate aesthetic considerations with historical 
sources to reveal contemporary sociological factors.  
 

d) Three objects of study 
 
For this study, I followed the chronological development of Champaigne's career, from the 

1630s to the 1650s, which prompted me to choose three objects of study recounting the artist's 
evolution. My research brought me to the conclusion that each decade corresponded, for the 
painter, to a specific understanding of portraiture associated with a different type of patronage and 
social context. I successively examined portraits au naturel in the perspective, first, of historical 
portraiture for the Gallery of Illustrious Men; second, of ceremonial portraits of the Cardinal and 
Chief Minister Richelieu, whose ambition was to embody the State; and finally, of Jansenists 
portraits, a religious group of resistance. Each type of portrait was associated with a particular role, 
respectively that of proving the exemplarity of a genealogy of aristocrats, that of "transporting" the 
Cardinal's resemblance throughout the territory and lastly, that of reviving the memory and making 
present the Jansenist spiritual leaders. I shall conclude with the artist's self-portrait painted in the 
1660s and conceived as a pictorial manifesto for the benefit of the Académie Royale de Peinture 
et de Sculpture.  

In the 1630s, Champaigne, who had recently returned from his native Flanders and 
definitively settled in Paris – first supervised the decoration of the Luxembourg Palace for the 
Queen mother, Marie de Medici. After her exile, he entered the service of King Louis XIII and 
Richelieu who was fond of him. As proof, Champaigne was commissioned to decorate Richelieu's 
recent palace and place of power, near Le Louvre: le Palais-Cardinal. Therefore, my first object 
is a set of full-length historical portraits representing aristocrats from the noblesse d'épée that were 
displayed in the newly built Galerie des Hommes Illustres, appended to Richelieu's private 
apartments. My first chapter focuses on Champaigne as a young and talented History painter who 
was at the head of a large workshop and in charge of decorating part of the Palais-Cardinal, recently 
remodelled by the French architect Jacques Lemercier (1585-1654). Portraiture was thus included 
in a larger decorative context in order to celebrate the newly appointed Chief Minister. As such, 
the palace was designed to convey a political message and include the Cardinal within an 
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imaginary genealogy of French heroes at the service of the State. In this chapter, portraits are 
considered beyond their singularity, constitutive of generic groups, products of workshop, and 
tightly connected to the iconographic program of royal residences. I highlight the quest for 
exemplarity as a key feature of portraiture, which was based on historical truth to account for 
naturalness and convey the virtue of the Illustrious Men. 

Ten years after the beginning of the palace's construction, Richelieu was at the height of his 
glory, but his power was undermined by the war against Spain and the many diplomatic efforts 
that Mazarin, who would succeed as Chief Minister after Richelieu's death in 1642, was initiating 
with the Holy See to strengthen France's position. My second object is Champaigne's Triple 
Portrait (National Gallery, London) representing Richelieu three times on canvas. The picture was 
conceived as a preparatory sketch for Gian Lorenzo Bernini (1598-1680), the Italian sculptor from 
whom Mazarin commissioned Richelieu's statue. But Mazarin only obtained a bust from Bernini, 
which is now preserved in the Louvre museum. This chapter not only questions the competitive 
advantages of a two-dimensional over a three-dimensional model to diffuse the official image of 
the Cardinal but also examines how resemblance can be communicated and preserved over a 
distance. Considering the exchange of portraits au naturel as a diplomatic tool, I examine the 
different process of creation and transposition of prototypes for a further replication and circulation 
of images. 

The death of both Richelieu and Louis XIII, within months of each other in 1642/1643, 
followed by the turbulent years of the Fronde, inaugurated for the painter a change in patronage, 
coinciding with a personal desire to retreat from the court after the loss of his only son in 1642. 
These events prompted Champaigne to work for new patrons, mostly issued from the noblesse de 
robe, and to conduct new experiments. This period of production is epitomized by his encounter 
with the Port-Royal community which resulted, in the 1650s, in a series of remarkable portraits of 
Jansenists, including abbots, nuns, and solitaires (laymen who voluntary retreated to Port-Royal). 
My third object is the posthumous portrait of the Abbot of Saint-Cyran (Grenoble Museum; 
Château de Versailles), the spiritual leader of Port-Royal, crafted out of his death mask. The 
paradoxical use of a death mask to depict his live portrait directly refers to the issue of the natural 
that I previously addressed. It also suggests enlarging the primary visual function of portraiture to 
that of a relic, to be touched and venerated by future generations. This seminal portrait was the 
starting point of a series of prototypal effigies in which representations of nuns, from within the 
clausura, highly contrast with their masculine equivalents, depicting solitaires, or amis du dehors, 
outside the clausura. The series allowed to carefully examine the status of images in this religious 
community, which is all the more ambiguous as they condemned any form of vanity, including the 
practice of posing for a painter, or displaying images that would distract from God. 

Through these three case studies chosen to best reflect Champaigne's pictorial evolution from 
decade to decade, I also observed his positioning as a painter in relation to the other contemporary 
artists. Part of my argument is to consider his experiments as a process of constructing his identity 
and imposing his pictorial manner. Thus, in my three chapters, each examining one object, I relate 
to patronage and reception. I stress active production and address the relational vis à vis other 
artists, in light of the dialectical question of the natural and the artificial, which reflects the inherent 
tension in the seventeenth century between the spontaneous inspiration of the artist and the codified 
art. The "genius," or subjectivity of the artist, inspired by nature, was indeed thought of as a 
reasonable process following the rules of art inherited from the past and stabilized by the recent 
Académie Royale de Peinture et de Sculpture. 
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Champaigne's first years were marked by his opposition to Simon Vouet who had returned 
from Italy in 1627, the same year as Champaigne had returned from Brussels. The rivalry was not 
so much a matter of personality as of contrast between two artistic treatments, the Northern manner 
against the Italian one. The second part of Champaigne's career was similarly illustrated by his 
rivalry with another Flemish painter, Anthony Van Dyck, moving in the footsteps of Peter-Paul 
Rubens whom Champaigne had refused to join as a young apprentice. But in the long term, Nicolas 
Poussin was probably the artist whom Champaigne both emulated and perhaps secretly rejected, 
both the friend of his early years as an apprentice painter at the Luxembourg palace, and the rival 
of 1640 when he returned to France as a hero. I shall therefore conclude this work with this tutelar 
figure of Poussin to whom Champaigne renders a last homage in his Self-portrait – a last portrait 
au naturel that reflects back to seventy years of career. 
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CHAPTER 1 – EXEMPLARITY, OR « VRAIS POURTRAICTS »  

OF ILLUSTRIOUS MEN 
 
"Tout lieu retiré requiert un promenoir. Mes pensées dorment si je les assis. Mon esprit 
ne va si les jambes ne l’agitent." 

Michel de Montaigne1 
 

This chapter raises more questions than it proposes to answer with certainty. Or more 
precisely, this chapter aims to deconstruct the more traditional way of approaching a major early 
seventeenth-century decorative program – the Galerie des Hommes Illustres – commissioned by 
the great statesman, Cardinal and chief minister Armand de Richelieu. A typical approach would 
be to review the multiple intersections between art and power, to validate the vision of Richelieu 
as a strategic patron who with a masterful hand simultaneously directed his decorative 
commission, dominated the press and controlled the distribution of ambitious related publishing 
projects. 

Unfortunately, the art history that I am about to retrace is more fragile and less glorious. 
On the one hand, I am committed to establishing a detailed chronology of the project and to 
augmenting the timeline of its elaboration, which does not correspond to a linear progression, as 
it was subject to the vagaries of time, maturation, hesitation and rivalry. On the other hand, since 
fame is capricious and posterity fragile, my research shall rely on ambiguity and anachronism, as 
part of the intellectual process.  

Rather than an idealized portrait of Richelieu at his height, as reflected in his gallery, I 
shall describe instead the painstaking evolution of a decorative program, undertaken by numerous 
collaborators with mixed success and uncertain posterity, as described by different observers. 
Nevertheless, the complexity of its creation, as well as the anxiety it generated, have the merit of 
opening many avenues of exploration allowing us to analyze Philippe de Champaigne’s mastery, 
as he navigated his way through a chaotic period. 

Finally, this chapter is unusual in that it assigns the painter a minor role: Champaigne is 
considered merely a cog within a complex enterprise that exceeded his comprehension. Within this 
broader context, we shall explore the dynamic of portrait au naturel in terms of authenticity, from 
the perspective of the noblesse d’épée (the old nobility). These portraits of illustrious men needed 
to seem "real" in order to inspire the exemplary function justifying the political commission, 
because Richelieu wished to honor and extoll icons of virtue as examples for future generations. 
We shall explore the extent of its efficacy. 

 
 

I- RICHELIEU’s PROMENADE, 1635 2 
 

Cardinal de Richelieu opened the door that separated his office from the Galerie des 
Hommes Illustres, in his residence at the Palais-Cardinal (figs.1-3). This door also separated the 
old dwelling from the new one – a long, recently built structure, which extended north toward the 
rear courtyard.3 Richelieu crossed the threshold and stopped a few steps from the entrance. He 
seemed worried; he had just left a meeting with his ministers in the salle du conseil. War was 
recently declared against Spain and first reports from the front were not good. 
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Richelieu closed the door behind him. Alone in the long gallery, he savored this moment 
of solitude. His gaze circled the room with satisfaction, taking in the vast decorative ensemble he 
had commissioned, whose paintings were still fresh. He was already enjoying this walk. He liked 
to meditate while strolling in this highly personal gallery, which was directly accessible from his 
private apartments and led to the chapel.4 It was in this space, bridging one dedicated to politics 
and the other to religion, that he sought to refine his thinking. 

The gallery was adorned with gilded wood paneling framing twenty-five paintings 
representing the royal family and France’s most virtuous heroes, interspersed with antique busts. 
(fig. 7)5 While the four-meter-high ceiling with exposed beams and joists was a bit low, the gallery 
measured an impressive fifty meters in length and was almost six meters wide.6 
 

1) Building the palace 
 
The Cardinal was not displeased to finally be able to appreciate the fruits of his extensive 

building and decorative projects. It was ten years since work began on the former Hôtel 
d'Angennes, once a simple “Parisian hôtel” with a single main building, owned by Madame de 
Rambouillet. Richelieu acquired it on October 7th, 1624, barely six months after his accession to 
power on April 29th, 1624, when, assured of his post as chief minister, he became convinced of the 
need to live close to the Louvre. He quickly began to transform the mansion into a palace better 
suited to his high rank, first expanding to the north, in 1627, with a wing that would become a 
gallery, abutting a chapel. A gallery; this was indeed his first architectural gesture, completed at 
the beginning of 1629 by the contractor Jean Thiriot.7 For a gentleman must be able to exercise his 
legs and his spirit, in an inspirational private spiritual space accessible from his personal 
apartments. The Cardinal’s faithful architect, Jacques Lemercier (who worked for the Queen 
Mother at the Luxembourg Palace), designed the building, attentive as ever to satisfying the desires 
of his patron.  

The gallery, oriented east, was flanked by eight windows facing the rising sun and by two 
windows to the North, overlooking the garden. The rear facade featured windows alternating with 
niches containing statues (fig. 3) and the mezzanine floor was decorated with bas-reliefs of anchors 
and rostrums evoking Richelieu's early nomination as general superintendent of navigation and 
commerce. Formerly delimited to the north by defensive walls constructed under Charles V, 
demolished in 1633 by order of the king, the gallery now overlooks a magnificent garden, with a 
view extending to the hilltop of Montmartre (fig. 2). In the interest of symmetry, Richelieu had 
recently planned to create a new wing immediately opposite the gallery, to house a summer 
bedroom and salle des conseils. These two buildings, connected by a narrow terrace mounted on 
arcades, were to frame a vast paved rear courtyard, leading to the stables and gardens (figs. 4, 5).  

Finally, the work required a name, so that it and by association, the prestige of its proprietor 
could be praised. "Palais-Cardinal" was engraved in gold letters above the rue Saint-Honoré 
entryway. The inscription took "le tout Paris" somewhat by surprise due to its lack of discretion. 
Considered by turns "insolent" or "ingenious"... it had to be admitted that the name did no more 
than confirm a fact: it was indeed the Cardinal's palace.8 

 
2) The Cardinal's double 

 
Richelieu took a few steps into the vast decorative ensemble, where recently completed 

paintings representing the royal family were hung along the southern wall (fig. 14).9 He admired 
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with satisfaction the execution of his decorative scheme, featuring effigies of the most valiant and 
faithful subjects of monarchs dating back to the Renaissance. Heroes who contributed to the glory 
of the kingdom, arranged chronologically one after another, running counter-clockwise along the 
walls of the long gallery.  

His own portrait capped the series of illustrious men. There it was – his portrait au naturel 
(fig. 9) – on the left wall facing the windows by the front door, like a large luminous red badge. 
Richelieu contemplated his likeness with a sense of achievement. It punctuated both the starting 
and end point of the parade of illustrious servants of the kingdom, who represented a lineage of 
spiritual ancestors for the Grand Armand. Suddenly he felt less lonely; reassured and legitimized 
by his high office, no doubt swelled with pride to figure among such highborn nobility, whose 
virtues were transmitted by an historical link.10 Richelieu was the alpha and the omega of this 
virtuous circle.  

His portrait, commissioned from the Queen Mother’s painter, Philippe de Champaigne, 
depicted him full length ("de son haut et grand comme nature"), swathed in his scarlet robe.11 
Richelieu unconsciously smiled in front of the audacious representation that showed him standing, 
dressed in his richest finery. As he admired his double, wearing the Greek cross of the Order of 
the Holy Spirit brotherhood, that he had received two years earlier (May 14, 1633) as tribute to his 
devotion to the Crown, a painful memory crossed his mind. He recalled his father, also a member 
of the brotherhood, who was obliged to sell his necklace to pay off debts. 12 Richelieu pulled 
himself together, reminding himself not only that he was here, but here twice, avenged of his 
somewhat shameful family history. He was doubly powerful, as a statesman and prince of the 
Church.13 The entire setting testified to his political ambition and his magnanimity as cardinal. He 
had become his own exemplum. The Cardinal-Minister could also boast of the unwavering trust 
King Louis XIII placed in him, especially following the "Day of the Dupes" on November 10th, 
1630, which precipitated the exile of Marie de Medici, the Queen Mother. Since then, he reigned 
supreme over the king's thoughts and deliberations - although the monarch could be fickle, and 
wary of being overshadowed. Richelieu did not forget that he owed him complete fealty.   

However, he momentarily ignored the monarch. As the illustrious Lord Armand Jean 
Duplessis, former Bishop of Luçon, now Cardinal-duke of Richelieu, peer of France and 
Commander of the Order of the Holy Spirit, Grand Master and General Superintendent of 
Navigation and Commerce, as well as first advisor to the King, he took the time to contemplate 
his portrait, draped in the Cappa Magna (or prelate’s cape - a red moiré silk choir coat, worn over 
the surplice, with a hood lined in white fur). Perched atop this massive red form billowing with 
folds of lustrous fabric, the Minister's small head of grey-streaked hair was capped with a clerical 
bonnet. His triangular face, emaciated with power, came to a point in a small fashionable goatee 
just below the thin upward sweep of a moustache. Richelieu’s representation, positioned three-
quarters to the left, commanded the viewer’s respect with his piercing gaze and seemed to be alife 
like a double of the great man. In his extended right hand, he eloquently held the Cardinal’s biretta 
hat – a way to establish his ecclesiastical rank as a hierarchical preempt in any encounter. For 
posterity he would be remembered, as historian Jules Michelet described him two centuries on, as 
the "sphinx à robe rouge."14 

 
3) Portrait of the King 

 
How to break the narcissistic spell? The eagle-eyed Sphinx followed his painted gaze in 

the same direction as the outstretched hand holding the biretta. They pointed toward the image of 
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the monarch, without whom, he must never forget, the minister would be nothing and without 
whom this vast stage set would be meaningless. Louis XIII, painted from life by the same 
Champaigne, stood in the center of a nearly square frame hung on the southern wall, wider than 
that of any hero in the gallery (fig. 8). The king was the only person not represented alone. Winged 
Victory flew gently towards him, holding a crown of laurels to celebrate the king’s triumphant 
entry into the city of La Rochelle on October 28th, 1628, following a long siege against the 
Calvinists, who were supported by the English. The city walls were depicted at the bottom of the 
canvas, emerging in the distance, behind the ceremonial curtain of the foreground (fig. 10). 

This reminder of the royal presence underscored the purpose of the promenade. For the 
king, positioned perpendicular to the heroes, was designated the ultimate audience for this carousel 
of aristocrats, some of whom wore a sword and others a cassock. As the French literary critic Marc 
Fumaroli observed: 

 En France, la hiérarchie ecclésiastique et la hiérarchie aristocratique tendaient ainsi à se 
superposer dans un même corpus mysticum dont la tête était le roi.15 

This stage set, which assembled so many illustrious figures within the same space - positioned 
from bay to bay in chronological order – served both to amplify their virtuosity and gather under 
the King’s aegis, a noblesse d’épée often accused of disobedience. Richelieu couldn’t help being 
delighted by this silent reunion of effigies whose legacies were unanimously dedicated to the glory 
of France, held in submission through the whimsy of time. As Bernard Dorival confirmed: 
"’polemicists’ are the main supporters of the Crown."16 

The king, crowned by Victory, dressed in warlike or imperial garb (albeit in a French 
manner), stood facing a phantom army from the past, as a potent testimony of military glory that 
particularly resonated in the context of the year 1635. Might his attire be a tool of intimidation 
directed toward foreign powers?  

The cardinal-minister suspected that 1635 would augur a political turning point in his 
career. The war had just been declared against Spain - a war he did not want, but that in recent 
years he felt inevitable.17 Like Augustus, who once adorned a gallery with busts of heroic soldiers 
engraved with their deeds, the cardinal employed similar stagecraft in his gallery, using Gallican 
art to conjure the spell, to remind the grandees of the kingdom, who were preoccupied with newly 
fashionable salons, of their duty towards the state and loyalty to the king and that they be at the 
ready with sword in hand.18 

The king’s portrait, painted by Champaigne, depicts a glorious and victorious monarch 
strutting in front of the headquarters of La Rochelle, which he won back with the aid of his 
minister's tenacity. This victory, represented in the background of the landscape, was intended to 
presage the outcome of battles yet to come. It was a firm reminder to Protestants of their new 
fidelity to the Crown; for yesterday’s defeated can become tomorrow’s winners, provided they 
side with France, despite their religious affiliation. While France was preparing to fight Catholic 
Spain (in a long campaign aimed at diminishing the power of the Habsburgs, which did not end 
until 1659), it was with chauvinist zeal and a pedagogical aim that the Minister's advisors proposed 
the creation of a gallery featuring a careful selection of spiritual ancestors.19 

To please the king and educate his subjects was Richelieu’s goal in assembling the Crown’s 
finest craftsmen, architects and artists in service of a pictorial program defined as a moral and civic 
lesson20. At the same time as he invented the modern French state and developed an administrative 
monarchy, the gallery and its ornamentation depicted an orderly system demonstrating the unity 
of the Crown through the diversity, dedication and loyalty of the king's subjects.21 

Protocol required that principal members of the royal family, whose portraits presided over 
the southern wall of the gallery, surround the king (fig. 14). Together they comprised an audience 
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for this historical survey. Ancestors were placed to the left above the doors: the Queen Mother, 
Marie de Medici - although in exile since her disgrace - and Henri IV, the father and protective 
figure. On the right, were contemporaries: the Queen, Anne of Austria and his brother, Gaston of 
Orléans. The latter officially reconciled with his brother the prior year, despite repeated betrayals, 
including his support for the Queen Mother and the parti dévôt. Despite past dissension, Richelieu 
imposed an illusion of unity within his home. In 1635, he was also conscious that Gaston remained 
heir to the crown, as Louis XIII had yet to provide a son.22 

Thus, Richelieu's message, encoded in the decoration of the gallery, was not directed 
exclusively at the nobility; it also sent a message to the royal family urging them to rally around 
the sovereign-king and cautioning against the temptation of betrayal or alliance with foreign 
powers. In recognition of which, the illustrious men, including Richelieu, exemplified His 
Majesty's humble servants with no ambition other than to serve Him. 

 
4) Disposition: a temporal procession 

 
The Cardinal felt a need to stretch his legs. He took a few steps further down the gallery, 

casting his gaze over the nineteen larger-than-life portraits representing the most valiant gentlemen 
in French History:23 

… ces Héros, qui par leurs conseils & par leur courage ont maintenu de tous tems la 
Couronne.24 

The Cardinal advanced at a slow pace along the right wall facing East (or more exactly southeast), 
pierced by eight vertical bay windows through which the midday sun continued to filter, and he 
could observe activity in the rear courtyard. Richelieu stopped in front of each of the first seven 
canvases, hung in chronological order against the light between the bays (fig. 12). They were of 
equivalent size, approximately 2.20 m by 1.40 m, and placed above the paneling (probably at a 
height of 1 meter, see reconstruction, fig. 7). The name of each hero was inscribed in gold capital 
letters at the bottom of the canvas.25 On the wall to the right, were hung the oldest heroes of the 
series, who lived between the 12th century (Abbot Suger) and the end of the 15th century (the 
Cardinal of Amboise). The ambitious painter Simon Vouet and his influential studio were selected 
to paint this initial series.26 To amplify their moral character, Vouet chose to represent them as 
gallant, agreeable and elegant. 

Richelieu bowed before the figure of l’abbé Suger (1) (fig. 15), his ecclesiastical 
counterpart and celebrated founder of the abbey of St-Denis, whom he chose to hang opposite his 
own effigy – two cardinals who could eye one another across the centuries! Suger, as had he, 
became a minister and was called "Père de la patrie." Louis VII entrusted him with the regency of 
the kingdom during the second crusade. This illustrious hero, who derived his wisdom from books 
– as indicated by a hand placed on the written pages of History – introduced the visitor to this 
glorious parade of patriots across the centuries. 

Richelieu pursued his promenade, successively reviewing each of his predecessors from 
the Middle Ages. Behind each countenance, he tried to glean the essence of each man.  

He came before Simon, Comte de Montfort (2) (fig. 16), a good Catholic and a famous 
combatant of the infidels, who died a hero in Toulouse. Richelieu then stopped in front of the 
connétable Gaucher (3) (fig. 17), Lord of Châtillon and Crécy, who seemed to turn towards him 
to remind that he once defeated the Count of Bar-le-Duc. Richelieu replied that a year before, in 
1634, he himself had intervened in Lorraine against Charles IV.27 They were even. Two other 
connétables then presented themselves to Richelieu: Bertrand du Gesclin (4) and Olivier de 
Clisson (5) (fig. 18), each of who barely escaped being murdered. Richelieu was also threatened 
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several times and had subsequently enlarged his personal guard. 28 Another hero approached, 
Marshal Jean II Le Meingre, known as Boucicaut (6), wearing a martial air since he distinguished 
himself fighting Muslims and heretics; finally came Jean, bâtard d'Orléans, lieutenant general and 
comte de Dunois (7), who in his day supposedly had as many enemies as Richelieu now did, and 
none the less survived. In fact, through the portrait of this valiant aristocrat, Richelieu hoped to 
flatter his descendants and in particular the "très vaillant et très généreux" Prince Henry of Orléans, 
Duke of Longueville, whom the king granted on May 14th, 1633 the Order of the Holy Spirit. 
(Unfortunately, he would soon become a dangerous rebel. Did the Cardinal perhaps have a 
premonition?).29 

To this first series was added an eighth square canvas, placed above the door. This newly 
installed door led on to the long terrace resting on a series of arches that the minister built in 1634 
to connect the two wings of his Palais-Cardinal (see Silvestre's perspective view, 1650, fig. 4). 30 
The painted bust portrait represented a seated hero, whose legs were not in the frame.31 It depicted 
the Cardinal Georges d'Amboise (9) and his seated position was appropriate to his religious status. 
Richelieu thought aloud of the motto that applied best to this celebrated man in red: "ce cardinal 
fondait sa grandeur sur la prospérité du roi,"  meaning that he could not dissociate his greatness 
from that of his King.32 Reaching the end of the gallery, Richelieu turned and caught sight at the 
opposite extremity, the gaze of the King presiding over this historical council. Richelieu was never 
more aware of the monarch’s capricious nature, which reminded him of his duty as servant. He 
signaled his acquiescence with a silent bow, mindful of respecting his place as an adviser and 
steward of history.33 

At the north end of the gallery, Richelieu took a few minutes to contemplate, through the 
two windows overlooking the garden, an unobstructed view of Paris.34 In the distance, he could 
see the hill of Montmartre with its Benedictine abbey, as well as, along its slope, the new église 
des Martyrs, rebuilt in 1632 to house the relics of St-Denis. Four years earlier, the former 
fortifications of Charles V had been definitively demolished, and the land generously offered by 
the Crown to his Eminence. He filled the ditches, replacing them with magnificent French-style 
gardens. Desgots, the King's gardener, had recently been charged with creating a design and would 
take great care of these "parterres de broderie enclos d'arbres." (fig. 5)35 The former house was 
now equipped with two wings, a rear courtyard and a garden, making it a palace, worthy of his 
ministerial rank. Richelieu strove to create a property in keeping with his image; a Gallican 
showcase with political aims, whose splendor might burnish his reputation in foreign courts. 

The Cardinal retraced his steps to review the eleven other heroes, aligned along the 
windowless western wall, which were all painted by Champaigne (fig. 13).36 These canvases were 
illuminated in direct light, which enhanced the sheen of the armor. On this stretch of wall, the 
pictorial treatment suddenly changed. Richelieu admitted that he liked the painter’s palette 
influenced by the Flanders, although the heroes appeared more static, and frankly more solemn.37 
They seemed to be imbued with the virtues that their military office conferred upon them. 
Richelieu appreciated this unexpected attitude of restraint and scrutinized these heroes of history, 
one after another, as though inspecting his troops. In front of each, he focused on remembering 
their illustrious actions from oblivion. Absorbed by this extended elegy, Richelieu continued his 
stroll. 

Before him, above a door leading to a small side courtyard, symmetrical with Cardinal of 
Amboise painted by Vouet, stood General Louis II, Duke of Trémoille (10), a man from a 
powerful house whose favor it was useful to secure. Henri de la Trémoille, the third Duke of 
Thouars, a great captain of the French army and Catholic convert, who had been made a knight of 
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the Order of the Holy Spirit two years earlier.38 The depiction of the hero seated above the door, 
created an illusion that he could shut it.39 Richelieu was taken aback by the visual trick. He then 
sidestepped: the chronology was suddenly interrupted, because a place had to be found for Joan 
of Arc (8), the virgin of Orléans, and sole woman included in this heroic gathering. However, she 
had acquired such symbolic value that virtue could not be better expressed than by her presence40. 
It was one of the last paintings Champaigne had completed, at the same time as those of the royal 
family. It was probably a concession on the part of the Cardinal, who realized that the series would 
be not complete without the national heroine. 41  It also represented Lorraine - a particularly 
important territory in the struggle against the Habsburgs, since Duke Charles IV had sought an 
irregular alliance with them. It was important for Richelieu to bring Lorraine back into the French 
fold.42 

Following the Pucelle was General Gaston de Foix, the Duke of Nemours (11) (fig. 19), 
leaning on his spear with a face so angelic that it was difficult to imagine that he was " le plus 
vaillant Capitaine de son tems (sic)."43 De Foix was twenty-three years old when he defeated the 
Italians in Ravenna, where he died victorious after being named viceroy of Milan. Might this be a 
portrait for meditation on the situation of men of the sword? Richelieu lost himself in thought for 
a few moments, returning to this heroic time of the late fifteen century. Already the next hero 
approached: Pierre du Terrail, Lord of Bayard (12) "chevalier sans peur et sans reproche" (as 
generations of schoolchildren would repeat), victor in a famous fight in Garigliano against Spanish 
knights… thirteen against thirteen. Years later, following many victories, he died on the battlefield, 
like his entire lineage.  

On to the next hero, Marshal Charles I of Cossé, Count of Brissac (13), a man so illustrious 
that he suffered the envy of courtiers. It evoked the memory of his descendant François de Cossé, 
who became Duke of Brissac in 1611 (his land was elevated to a duché-prairie), peer and Grand 
Panetier of France. With him began the seventeenth century. 

For Marshal and Constable Anne I, Duke of Montmorency (14), the situation was quite 
the opposite, since his heir was beheaded for treason in Toulouse in 1632. Memories of the drama 
and the King's firmness were still fresh. Richelieu thought it appropriate to rehabilitate the House 
and to make a gesture of gratitude in the name of France to the traitor's three granddaughters, 
including Charlotte-Marguerite, wife of Henri de Bourbon. There was no risk in reviving the 
memory of their ancestor Montmorency who sacrificed himself in defense of the Catholic faith at 
the Battle of St-Denis! 

At this stage of his "promenade," the Cardinal could decide whether or not enter his private 
chapel, through a doorway in the middle of the western wall. However, on this day the Minister 
was in the mood to prolong his political meditation and unspool the thread of history up to the 
present day. The last heroes along the western wall evoked a contemporary and more sensitive 
history. He focused his full attention.44 

Richelieu advanced in front of the next two portraits, representing two brothers, Lieutenant 
General François I of Lorraine, Duke of Guise (15) and Charles de Guise, Cardinal of Lorraine 
(16), also Archbishop of Reims and a Minister in his day; a double blow which assigned their two 
other brothers to oblivion - the Balafré and Charles de Mayenne, both condemned as traitors. But 
Richelieu had chosen to forgive them and glorify the Maison de Lorraine – encomium was a 
subtler weapon than revenge, all the more as members of the House remained powerful, including 
the Duke of Chevreuse, the Duke of Elbeuf and the Count of Harcourt. As an uncommon honor, 
the cardinal was represented standing, as opposed to the more conventional seated pose of Suger 
or the Cardinal of Amboise, although it was not an absolute rule. He was dressed in the traditional 
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scarlet mozzetta, rochet and cassock, with scriptures as a prop to reinforce his political stature. His 
ministerial post was thus highlighted, echoing and anticipating the function assumed by Richelieu.  

Within the somewhat delicate context of contemporary history, as Richelieu approached 
the entrance and his own effigy, he gratefully acknowledged his faithful friend and servant the 
Marquis de Sourdis and Alluye, whose wife boasted a prestigious ancestor in the person of Marshal 
Blaise de Lasseran, Lord of Montluc (17) (fig. 20). The only condition was to ignore the grandson, 
who recently was put in jail in the Bastille – another unspoken chapter of history in the name of 
friendship. Now, with regard to Marshal Armand de Gontaud, Baron de Biron (18), Richelieu 
directly honored his godfather. The King, through his goodness, treated the Baron’s descendants 
generously, since his son become a camp marshal and his two daughters married well to the Duke 
of the Force and Charles de la Rochefoucauld. 

The constable, François de Bonne, made duke of Lesdiguières (19) capped the parade of 
the kingdom’s great servants and military leaders. If he was the first to bear the title of Duke, he 
was also the last to bear the title of connétable, as the title was dropped under Louis XIII.45 
Richelieu was pleased to note that this man of modest birth succeeded in raising himself to "la plus 
haute gloire et à la première charge où l’épée puisse atteindre." Blood didn't account for 
everything. 

A window on the courtyard admitting a little daylight terminated the heroes' parade. 
Richelieu had returned to the starting point of his promenade.  
 

5) Series and continuity 
 
Having reached the conclusion of his meditation – to avoid retracing his thoughts – the 

Cardinal repositioned himself in front of the picture that represented him (fig. 9), the twentieth 
portrait of this suite of military leaders and prelates. Illuminated by light filtered through the 
windows opposite, the Cardinal's Cappa magna gleamed more than ever, enameled with folds that 
created a flowing landscape. The Cardinal stood like a statesman, rather than seated like a prelate. 
As such, he echoed the Cardinal of Lorraine, his spiritual grandfather, whose accession to power 
under Henry II he had just praised. To honor his office as a minister, this hero was similarly 
represented at full length. Richelieu, who appreciated order and coherence, approved of the 
reasoning behind this decision. Due to the length of his cloak, Richelieu’s figure appeared larger 
than life and blended within the pictorial cohesion of the company of "great" heroes that 
surrounded him.46  

Continuity. The concept appeared suddenly to Richelieu as the essential condition for the 
transfer of virtue from one hero to the next along a chain that led to him. Continuity was the 
principle that simultaneously invoked connection, heritage – despite no bloodline –, thereby 
smoothing the transition between generations. This act of transmission chaperoned the delicate 
transition from a known past to an uncertain future. Conversely, rupture was its enemy, shattering 
the mirror effect and essential identification with the virtues of the past, which nourished 
patriotism. 

 We must imagine Richelieu, an observer of and key player in History, seeking for an 
ancestor worthy of representation that he might resemble, suddenly seized by a feeling of 
vulnerability. How to break into the vault of French History and be included in its inventory? How 
to establish himself as heir to the virtues celebrated here, and ultimate servant of the kingdom? He 
needed to normalize the chain of resemblance and resolve diversity by a principle of unification: 
to "typify" and set an example, in the name of the raison d’État. Richelieu sought a visual and 



 
 

 16 

rhetorical standard that defined what it meant to be a virtuous servant of the kingdom.47 His aim 
was to establish a paragon of heroism and virtue. Exploit the utility of a stereotype! 

Antiquity proved an inexhaustible source of inspiration for the Cardinal. He planned to 
place two Roman busts in front of every painting in the gallery. His agents were already travelling 
across Italy in search of exceptional pieces.48 By creating exempla with busts of laurel-crowned 
sovereigns, the Caesars demonstrated how they gained peace through the triumphant power of 
their military might. The Caesars' series was composed of a collection of busts, each different from 
the next, but embodying a meaningful progression. This was now the Cardinal’s mission to emulate 
the logical conduit that both linked one element of the series to the next and provided coherence 
to the whole. When the series' ‘progression’ ("sa raison") and ‘initial conditions’ are understood, 
an arithmetic series permits the smooth addition of new elements within the sequence, thus linking 
generations of the past to those of the future. However, under Richelieu’s governance, ‘initial 
conditions’ had recently altered, and he expected the raison d’État to consolidate the centralized 
monarchy.  

Richelieu refused to allow this ‘arithmetic progression’ to be of a genealogical nature – an 
approach that revealed the audacity of his architectural program, deviating from the particularity 
that the Flemish mode encouraged. Kings and nobles had traditionally decorated their palaces with 
portraits of ancestors, where genealogical continuity was visually represented by a painted 
resemblance, a "type" declined from father to son, as an inalienable progression for a dynastic 
sequence49. "La représentation de la lignée vaut rappel de la légitimité," – and we shall thoroughly 
unpack this concept in the last section of the chapter.50 Of modest origins, Richelieu was forced to 
invent a form of elective continuity: not through bloodline, but through a chosen community 
sharing common values. He called on art – visual, rhetorical, political - to help him define and 
impose the progression for his series. 

 
6) Face à face: two walls, two painters 

 
These considerations led Richelieu to meditate on the visual qualities of the decorative 

device that he wished to put in place, in which the characters painted on each of the walls seemed 
to interact with each other: on the one hand, the ancestors of the Middle Ages, on the other hand 
those of the Renaissance, up to Modern times. From his imaginary podium on the southern wall, 
the king and his family were the silent referees of this encounter.   

Each wall was therefore entrusted to an artists' studio. On the right - backlit and 
interspersed with windows – was that of Vouet (fig. 12); on the directly illuminated left, that of 
Champaigne (fig. 13). 51  Questioning the efficiency of embodying virtue, Richelieu probably 
noticed that the two walls had been designed very differently. It was undoubtedly his Eminence 
who encouraged an unspoken emulation between the two artists, as in the days of the Renaissance 
– when Raphael for example decorated the rooms in the Vatican, while Michelangelo contorted 
himself under the ceiling of the Sistine Chapel. 

The Cardinal emerged from his Italian reverie to reconsider the program he intended to 
execute with a French touch. On the right (fig. 12), Vouet's heroes dressed in fashionable 
contemporary clothing featuring large coats pinned at the shoulder, appeared elegant, and 
welcoming – and admittedly not exactly medieval. However, the overall effect was shimmering, 
lively, and friendly. The character of Champaigne’s heroes on the left (fig. 13) was more venerable 
than that of Vouet, more solemn too; his figures were mindful of the dignity of their rank. Their 
heroism was implied by their capacity for action, confined within the frame to a quiet strength, 
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stripped of vain agitation. Their martial superiority was vaunted with restraint, communicating a 
sense of greatness, stature and measured power. The brilliance of their armor was matched by the 
sheen of their garments – something we know Richelieu was sensitive to, since he would stride 
across a battlefield wearing an elegant grey satin garment.52 Vouet's heroes were worldly and 
gallant, in keeping with the new trend in salons, where a virtuous man was referred to as a honnête 
homme.53 In contrast, Champaigne’s heroes were timeless and exclusively focused on their war 
mission or state duty. Thus, shining armor and martial insignia on Champaigne’s side – with 
scepters (batons de commande) and swords creating a flashing linear configuration, like the signals 
of a semaphore – replaced the shimmering fabrics and abundant folds of Vouet. The breastplates 
created homogeneity among the characters and neutralized chronological differences. The heroes, 
unified through their attire, nevertheless met the need for more accurate historical truth – a 
necessity this chapter will return to in greater depth. 

Richelieu appreciated Champaigne's pictorial treatment and his modest way of responding 
to the program by infusing it with a spirit of rigor.54 However, Vouet was a powerful, ambitious 
artist, who headed the largest painting studio in Paris. He was also championed by the Marshal of 
Effiat, who insisted Vouet have the honor of participating in the gallery's decoration, even if 
Richelieu was suspicious of Vouet since his references were social and he employed his brushes 
to flatter the mighty.55 
 

7) The hope of a dialogue 
 
However, Richelieu, at this stage in his thinking, might have experienced doubt, or a certain 

lack of fulfillment. Were the heroes he carefully selected as his spiritual ancestors sufficiently 
recognizable?56 Did these "larger than life" effigies effectively embody virtue? Finally, would they 
succeed as exempla to present and future generations? He considered Vouet’s connétable Gaucher, 
with his yellow coat and gangly air, like a medieval dandy; then opposite Gaucher, he looked at 
Champaigne’s Gaston de Foix, a weary hero with eyes lost in the void. Was there a trace of heroism 
in these paintings? The Cardinal, passionate about History, murmured the names of several famous 
battles: Bar-le-Duc, St-Omer, Montcassel, Bressé, Ravenna, Boulogne... Due to his knowledge, he 
could project virtuous actions onto these virtuous men. But would other observers be capable? 
There were so many achievements Richelieu wished to proclaim; so many places he wanted 
depicted. He realized that images without captions were mute to those who didn’t recognize their 
meaning. 

The Cardinal became convinced that the full-length portraits required a written component 
in order to transmit his exalted national message. He understood too well the growing ignorance 
of the noblesse d’épée, who were so obsessed with the value of their bloodline that they ceded the 
pursuit of knowledge to the bourgeoisie in quest of ennoblement. The solution was to employ 
words, where imagery alone failed: Richelieu decided that these portraits should be completed 
with captions, which would make them legible.57 Richelieu was a man of letters. Text would turn 
the portraits into history paintings, feeding the national narrative with the heroes' deeds. In return, 
virtue would be transmitted through the faces, creating reciprocity between images and words. The 
Cardinal put all his faith in the hope of this successful dialogue.  

With France's entry into war with Spain, Richelieu considered himself to be at a turning 
point in his dazzling career. More than ever, he felt the need for a pictorial manifesto to clarify his 
political intentions. Before concluding his promenade, the Cardinal turned to the king's effigy to 
whom he pledged allegiance and confided his resolutions. He would make this gallery the most 
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brilliant testament to the raison d’État and the influence of the French Kingdom on other powers. 
He would call on his most talented writers to recount the glories of the heroes of French history 
and carefully choose among his advisors those experienced in the art of eulogy, elaboration, and 
praise, to stimulate recollection.58 This gallery would reflect the glory of the French state through 
the virtue of its servants. The cardinal exited the gallery. 

 
 

II- CRITICISM OF THE PROMENADE 
 

1) Phenomenology of the promenade  
 
Thus concludes Cardinal de Richelieu’s hypothetical promenade through the new gallery 

linking his private chambers and chapel, at a moment in 1635 when it was freshly completed and 
recently hung with a series of large portraits of French heroes, with their names painted in gold 
letters at the bottom of each canvas.59 The purpose of this imaginary scenario, conceived as literary 
fiction, with Cardinal de Richelieu portrayed as a conceptual character, was to provide a 
phenomenological tool to help us understand the artistic meaning of the gallery, its immediate and 
long-term political objectives, as well as to review the chronology of its construction. The 
promenade was recounted from the point of view of both an aesthetic experience and moral 
edification. However, this experience can best be understood in comparison with the written 
account that took place twenty years later, when a visitor with a passion for history and 
architecture, Henri Sauval, described the gallery in his book on Parisian historical monuments 
(Sauval’s description will be the subject of the third section).60 

Nevertheless, this first tour helps us, on the one hand, to envision the gallery’s proportions 
and décor and, on the other, it provides a snap shot in time in which to imagine its function in 
1635, the date by which the full-length portraits were completed - as verified by a document 
mentioning that Champaigne had been paid for the completion of the royal family's portraits.61 An 
engraving by Michel Lasne illustrating a 1635 thesis shows the Cardinal’s portrait displayed on an 
easel, surrounded by the bust-length canvases of the gallery’s illustrious men carelessly piled up 
on the floor of the artist’s studio (fig. 21) - confirming that the portraits were completed by this 
date.62 The third section will analyze the disparity between the gallery’s inception in 1635 and the 
impression it created in 1655 at the time of Sauval’s visit, as a way to examine the visual and 
textual device in a temporal dynamic. In this way, I hope to highlight the spatial and temporal 
evolution of the gallery, which provides a four-dimensional portrait of Richelieu up to the midst 
of political turmoil during the Fronde, which led to a new political era. This device allows the 
object of study to be deployed over time and in multiple contexts. The analysis of the gallery is 
not confined to the intentionality of its making, but includes its impact, participating in an 
anthropological approach. In so doing, I hope to reconsider my primary focus, Philippe de 
Champaigne’s portraits, within a broader framework - spatially, as a decorative ensemble, and 
temporally, as tool of propaganda. 
 
The following section gives an insight into the structure of Richelieu's project and essentially 
provides evidence for the Cardinal's "exhibitionary machine." However, this is no 
promenade with all of its "surprises" and I suggest that the less patient reader proceed 
directly to the second Promenade (third section) that shall project him in time, twenty years 
after Richelieu's stroll. 
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2) Reenactment and justification 

 
Before pursuing this temporal exploration with the second promenade, it should be clarified 

that the reenactment of the first promenade was achieved using three different resources: 
a) Architectural evidence, including a virtual reconstruction of the gallery showing its openings 
and walls available for the display of paintings.  
b) Textual evidence, including the analysis of an illustrated printed book showing the 
decoration as it was at the time of the Cardinal's death.  
c) Pictorial evidence based on the few remaining paintings from Richelieu’s gallery, now in 
museums.  

Taking into account these three perspectives, I shall now examine the evolution of the 
decorative work between the two promenades - and more restrictively between 1635 and the death 
of Richelieu (1642), the date by which the work was probably more or less completed. 
 

a) Architectural drawings 
 

In his recent monograph of the architect Jacques Lemercier, Alexandre Gady assembled 
various seventeenth-century floor plans, views and elevations of the Royal Palace, updating what 
was previously published by Victor Champier.63 He recreated an elevation of the gallery wing 
(black wash, fig. 3) using information provided by different sources, including the masonry 
contract offer published by Bercé, historical descriptions (Sauval), original maps (Lemercier 1633 
fig. 6; anonymous 1640 fig. 22; Boissière 1679 fig. 23), and a few contemporary views in 
perspective (anonymus view 1650, fig. 1; Israel Silvestre, 1650, fig. 4; Boissière 1650 fig. 5).64 
This elevation indicates that the windows of the first floor (where the Gallery of Illustrious Men 
was located) are aligned with those of the ground floor, and alternate with niches that were 
decorated with statues - as we also see on the veduta painted behind the figure of the Cardinal in 
the 1634 Champaigne portrait of Richelieu (fig. 26).65 

The first floor plan ("rez-de-chaussée," fig. 6bis) of the Palace’s left wing shows proposed 
works in dotted lines (in particular the Petite Galerie, which was only started around 1635), and 
does not correspond exactly to what was finally built.66 It was probably a first sketch of the 
extension project.67 This drawing clearly shows the seventeen window bays that provided natural 
lighting for the Galerie des Hommes Illustres. The masonry contract also specified the total 
dimensions of the gallery: 47.75 meters long by 5.84 meters wide and 4.43 meters high, from 
which it can be deduced that each span is about 2.80 meters long.68 This was the available space 
for hanging the canvases.  

Paintings along the western wall were hung in succession, facing the alternating windows 
and paintings on the eastern wall. Guillet Saint Georges’ later literary description specified that 
the Vouet paintings were hung on the eastern wall (i.e. on the right when entering the gallery, 
along the wall with eight windows) opposite the Champaigne portraits.69 Gady also published an 
anonymous drawing of the left wing’s first floor ("Rez-de-Chaussée") at the time of the Cardinal's 
death (fig. 22). He included a map of the presumed function of the first floor rooms in 1642 (fig. 
24).70 This update pointed to some spatial errors that Dorival made concerning the openings but 
that Laveissiere corrected on his simulation of the display of the paintings (fig. 11), which was 
used as reference for the promenade.71 Taking all these documents into account, it is possible to 
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estimate the space available for hanging portraits on three walls and above the doors - which are 
indicated on the layout diagram (fig. 7): 

- At the southern end of the gallery, there was a door providing access to the gallery from 
the Council Chamber; another on the right side led to the antechamber. However, it’s probable that 
there was another similarly placed door on the left leading to a courtyard staircase (the staircase is 
still visible on the ground floor plan). It was on this southern wall above the doors that the paintings 
of the royal family were hung.  

- At the northern end on the garden side there were two doors facing each other, one 
opening on to the long terrace above the arcades and one opening on to a staircase leading to the 
garden.  

- On the left and western wall, there were three large areas separated by the door leading 
to the chapel's upper level and probably by another window. The full-length portrait of the Cardinal 
was probably hung to the left of the other door leading to the library.  

By comparing floor plans drawn up in 1640 with the one from 1679 when the interior of 
the Palais-Cardinal was already extensively altered by the Orléans family through the addition of 
new galleries, Gady was able to propose a synthesis of the various construction stages of the Palais-
Cardinal (fig. 25).72 
Finally, the masonry contracts also mentioned two recessed chimney mantles, "qui seront faicts 
dans l’epoiseur du mur, ensemble les thuyaux de cheminée, seront de pierre de taille n’auront 
aulcune saillie ny aparance dans la gallerie". Thus, the gallery was conceived as a place to be 
heated, and therefore a private space adjoining the apartments. 
 

b) From gold to ink: the printed gallery 
 

The gallery would have guarded its mysteries without the publication of a magnificent 
illustrated book, which perpetuates the memory of the building. Its engravings record the paintings 
of the gallery, framed by the large decorative border including captions, emblems and small 
historical scenes. First published by Heince and Bignon in 1650 as an in-folio volume (fig. 27), 
including a one-page frontispiece to the glory of Richelieu (fig. 28), a one-page introduction 
"Avertissement au lecteur" (fig. 29) and a dedication to Chancelier Pierre Séguier (figs. 30-31 ; he 
was an important man to flatter to publish a book), the book presented "summaries," or abstracts 
("abrégés") of the lives of the illustrious men (fig. 32 bis).73 Also included at the end of the book 
were pages of mottoes ("Devises Héroyques") matching the captions painted few years after the 
effigies in small circular frames in the gallery's large enframements (fig. 34). The heroes' 
biographies were written by Vulson de la Colombière and illustrated with the twenty-five engraved 
portraits copied from the gallery (fig. 32) - plus a portrait of the dedicatee, Séguier, added for 
editorial reasons.74 The prints were engraved by François Bignon, based on drawings by Zacharie 
Heince. Heince (1611-1669), peintre ordinaire du roi, who would become a member of the Royal 
Academy in 1663, provided pencil sketches based on the gallery’s pictures; then Bignon (1620 - 
ca. 1668), his regular engraver – who was also a publisher with a shop, "au Singe d'Or," on rue 
Saint-Honoré – produced the prints.75 

Heince and Bignon, in their "avertissement au lecteur" (fig. 29), recalled the challenges 
entailed in their work, due to the large number of images (300 to 400) and difficulty attaining 
access to the private gallery: 

... qu'il nous falloit desseigner dans un Palais où l'occasion n'est pas toujours si favourable que 
l'on puisse entrer quand on veut, qu'il y avoit trois ou quatre cens desseins, petits ou grands à 
representer & graver avec d'autres ornemens, & qu'à peine pourroit-on trouver des personnes 
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d'une si haure resolution que la nostre, d'avoir ozé entreprendre un ouvrage de tant de dépense 
& d'une si longue haleine. 
 

In this testimony, the authors attested that their work represented a faithful replication of the 
gallery.76 They also specified that they were "entrepreneurs," suggesting that the book was not 
commissioned by Richelieu but was a personal project. However, Heince and Bignon pointed 
out their referring to an earlier document produced by Richelieu who had already chosen the 
frontispiece, which does suggest that Richelieu was indeed involved in the project: 

Nous y avons adjousté des Devises & Eloges Latins qui ne sont pas dans la Galerie, à cause de 
la disposition de certains lieux qui ne les pouvoient contenir, & qu’il fallout quatre Devises à 
chasque Portrait, ainsi que nous l'avons veu dans le projet original de feu son Eminence, qui 
nous a servy de supplement, & qui nous a fourny ses armes & les glorieuses marques avec des 
Distiques Latins qu'il avoit choisis pour composer le frontispiece de ce Livre…. 

  
The need to include in the book some extra mottoes ("Devises & Eloges Latins") that were not painted 
in the gallery for formative purpose, was due to the irregularity of the layout of the premises and 
especially the presence of the doors, as confirmed by the architectural plans: thus, out of twenty-
five portraits, six were only half-length portraits placed above the doors and deprived of part of 
their captions, emblems and small historical scenes. 
 

i) Description of the frame 
Since nothing remains of the structure of the enframement, Heince & Bignon's prints 

provide a reference for a detailed description of the large rectangular frame surrounding the central 
subjects, which created a complex pictorial device. However, the frame was only added and 
painted around 1637 – after Richelieu’s first promenade. Since Richelieu controlled the textual 
content of the captions, that was simultaneously published, he is probably the one who 
commissioned the enframement. 

Included were: 
x Three small historical scenes (fig. 40) painted along both sides and one at the bottom (fig. 39). 

For each portrait, there were a total of seven miniature paintings depicting the valiant deeds 
of a hero’s life. They were accompanied by a caption in French, inscribed in a small round 
frame. 

x Four round medallions illustrated with emblems (allegorical images) (fig. 41), each having a 
Latin motto (also like a caption) inscribed below in a small round frame. 

The background of the frame was decorated with laurel branches, rooted in the soil of the 
kingdom, depicted at the bottom of the frame. These branches were a metaphor for genealogy. It 
was against this symbolic natural background that the various images and captions were 
positioned, simultaneously offering a description and depiction of the hero. It is likely - though 
lacking proof - that the vegetal decoration seen on the print was painted with bright colors on the 
frame’s background to emphasize the metaphorical idea of a transmission of virtues, from branch 
to branch. In the absence of a strictly speaking genealogy, the tree and its network could suggest a 
spiritual heritage linking the cardinal and his "heirs". The tree, firmly rooted in the soil of the 
Kingdom, also referred to jus soli, "right of soil," giving precedent to actions that took place within 
the territory, as opposed to jus sanguinis -"right of blood". The tree illustrated the premise of jus 
soli that would become fundamental to French law, as testified by a first judgment of the 
Parliament of Paris in February 23rd, 1515, stating that birth on French soil permitted a person who 
was not necessarily naturalized to inherit; a concept later adopted in the 1804 Civil Code.77 
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ii) The order of display 
The in-folio volume, which is a two-dimensional transposition of the gallery, presents the 

heroic portraits in an order that probably reproduced the gallery’s display – but nothing proves it. 
Dorival, then Sylvain Laveissière, both relied in their analysis on this printed order to describe the 
sequence of paintings hung in the gallery.78 Acknowledging the relevance of their proposal and 
for lack of additional proof, the printed order formed the basis for the reenactment of the 
promenade. But it should be acknowledged that there is room for doubt, especially since the table 
of contents is subject to unexplained variations in the different editions (we shall discuss this issue 
at the end of the chapter). The order in which the heroes were presented therefore remains uncertain 
and may even have varied over time. The proposed reconstruction remains hypothetical. 

The order of the heroes in the first edition (in which there is no table of contents) was 
mostly chronological, with two exceptions (see appendices, table 1-3, pp. 232-235), which has no 
logical explanation. This may simply be due to lack of certainty about their dates of birth at that 
time. It is also surprising that at the end of this edition, the characters’ "Devises" (fig. 34) were 
listed in yet another order, without any more coherence, except that it probably replicated a 
previous order - likely proposed by the royal interpreters, who provided material to the writer to 
create the mottos. The order of the mottos seems to have been determined by the date of death of 
the heroes, but once again, this conjecture is inconclusive. 

Nevertheless, it is useful to compare the order of the characters as listed in the book, and 
as they were supposedly displayed on the walls of the gallery, while taking into account the 
architectural parameters. The quasi-chronological order of the book required Richelieu be listed in 
the table of contents among members of the royal family, just before the King and Anne of Austria: 
by the order of birth, Richelieu, the King, Anne of Austria. 

However, this strictly chronological order would have been inappropriate to implement 
within the gallery for reasons of protocol, since it would have placed Richelieu next to the king, in 
a position of equal, which, as Dorival recalled, went against Richelieu’s mindfulness of his 
submission to the sovereign. 79 In accordance with the moral and edifying character that the 
Cardinal intended his gallery to convey, the appropriate placement for his effigy was as the final 
element of the series of illustrious men, rather than next to the king - which could have inflamed 
rivalries with the monarch.  

We can conclude that the book, via the pretext of a flat chronology, could insidiously 
spread the idea of Louis XIII and Richelieu as a couple, while the spatial stage design had 
privileged the effect of the heroes’ presence and their role as subjects of the king. Thus, in the 
gallery, Richelieu occupied the median place between the circle of the illustrious men and the wall 
of the royal family. This solution established the Cardinal as a mediator between the lords of the 
kingdom and the king. 

 
c) Remnants of a décor 

 
The gallery was destroyed in 1727 during the regency of the Duke of Orleans, 

paradoxically at a time when the Palais-Royal reclaimed a prominent place in Paris preceding the 
reign of Louis XV in Versailles. Only a few scattered paintings remain, which along with Heince 
& Bignon's illustrated book and some written accounts (Sauval, Félibien, Guillet St Georges), 
allow us to reconstruct what Richelieu’s vast "political propaganda machine" was like.  
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The surviving visual material includes seven large portraits and six small historical scenes 
that were part of the frame, illustrating four different heroes (Suger, Gaucher, du Guesclin, 
Dunois), plus three preparatory drawings, or copies.80  

 
i) Painted effigies 

Of Vouet’s eight paintings, only four remain. Thuillier considered them to be of inconsistent 
quality, some of which might be the work of his studio.81 These paintings are identifiable by a two-
line couplet describing the character (the distique) (fig. 36). The exception is the Suger portrait, 
whose distique was repainted, probably in the 19th century, which casts doubt on its authenticity. 
X-ray analysis could verify whether an older distique exists under the current pictorial layer. 

x Abbé Suger (Musée des Beaux-Arts de Nantes) (fig. 15), 
x Simon de Montfort (Château de Bourdeilles, Dordogne) (fig. 16), 
x Gaucher de Chatillon (Louvre) (fig. 17), 
x Olivier de Clisson (Musée des Beaux-Arts de Nantes) (fig. 18).  

Of Champaigne’s eleven hero paintings, only two remain:  
x Gaston de Foix (Château de Versailles) (fig. 19), 
x Montluc (private collection) ; copy from Henry Scheffer (Château de Versailles) (fig. 20).82 

Ironically, Joan of Arc's painting, once in Orléans, burned in 1940 during bombardments. 
Champaigne also painted the royal family and Richelieu. The only remaining is: 

x Louis XIII and Victory (Louvre) (fig. 8) : in this allegorical painting, Louis XIII proudly 
wears the armor, including the feathered helmet, gauntlet and staff of command, as a sign 
of his commitment to war, as well as a white scarf and the insignia of the Order of the Holy 
Spirit, recalling his role as a military leader. The Winged Victory, with its palm, crowns 
the king with laurels. In the background, the port of La Rochelle evokes the victory over 
the English and is inspired by an engraving of Callot, "Profil de La Rochelle et de la 
Digue," (fig. 10). The subject of the painting is summed up by the inscription in gold letters 
at the bottom (fig. 46): "He protects with his help his allies, he who with brave arms / 
defended his kingdom, and the Rights of God wronged." ("Protegit auxilio socios, qui 
fortibus armis / Regia deffendit, laesaque jura Dei") 
When comparing the original paintings to their corresponding Bignon engraving in the in-

folio book (see for example Gaucher, fig. 48), it is noteworthy that the characters were not reversed 
as sometimes occurs in the engraving process. The engraver restored the original view after 
Heince's intermediary drawing was inverted on the copper plate. However, to simplify the task, 
the engraver transposed the figures on to a consistent neutral background grid of cross-hatching, 
which abstracted the characters from their original setting. For example, from Sauval’s literary 
description we know that Trémoille stood before a landscape. This can also be seen in Gaucher's 
picture. As a result, the simplification prevents us from imagining what the background scenery 
looked like for the heroes whose paintings we no longer have. This is especially true of Richelieu's 
portrait (fig. 47).83 

The Latin distiques describing the heroes are the same in the Bignon engravings as on the 
surviving Champaigne and Vouet paintings. In the original portraits, the name of each hero was 
inscribed in gold letters on the canvas; it is probably a vestige of a first state that was subsequently 
erased but sometimes reappear - as is visible on Gaucher (fig. 36). In the engravings the names 
appear within a cartouche simulating parchment at the top of each plate next to the escutcheon (fig. 
38) - that was perhaps also painted in the frame.  
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ii) Related drawings 
Only three drawings are left that are directly related to the Grande Galerie: 

x Preparatory drawing of Lesdiguières84 (fig. 50) 
This is a black chalk sketch (“dessin à la pierre noire”) enhanced with white chalk on beige paper. 
Because it was in the collection of Count Cholmondeley, the drawing was first attributed to Vouet. 
Certain characteristics such as the nuanced handling of the hands in soft, oily pencil, and the careful 
study of the model evoke other studies by Vouet. However, as Dorival argued, the architectural 
structure favors a Champaigne attribution. If so, it is a likely a copy, or produced by his studio in 
the style of the master rather than drawn by his hand.85 Such an attribution is quite credible. If 
Lesdiguières, who died in 1626, is depicted with a coat (similar to the one Vouet painted for 
Gaucher), his attire is that of a seventeenth-century gentleman that Champaigne could also have 
represented. The character's attitude is quite static, despite a foot pointed forward, which places 
him in the continuity of previous Champaigne subjects. 

x Study for a Portrait of Richelieu (fig. 51)86 
As Lanoé suggested, this is probably not a preparatory drawing by Champaigne, but rather a copy 
or studio study based on Champaigne's painting. Several hand positions have been examined, but 
the whole is rather awkward. 

x Study for Louis XIII and Victory 87(fig. 45). 
Here is a magnificent preparatory drawing of Champaigne, as confirmed by Lanoé, very close to 
the final result: only a few details have been modified on the painting (width of the curtain, place 
of the gauntlet, right hand of the king on his hip). This drawing bears witness to Champaigne's 
great dexterity which, with only a few strokes of ink and wash, precisely defines the composition 
of his work and the shadows. It is interesting to note that Victory was treated as a nude study, her 
anatomy being detailed on the drawing (one can see her navel), before being "dressed" on the 
painting. The original square framing of the drawing proves that the painting was later cut with a 
band on the left, which is confirmed by the fact that the painted letters at the bottom were also cut. 
 

iii) Small historical actions inside the frame 
Six small oil panels illustrating heroic episodes in the lives of the heroes and promoting the 

concept of virtue through action, were identified through comparison with the Biron prints in La 
Colombière’s book. Since they are all of the same format (see reconstruction, fig. 7), with a width 
of 51 cm, painted on wood panels, there are thought to be the original parts contained within the 
frames of the portraits. But the enframement per se did not survive. According to Sauval, the two 
painters who collaborated on the project were Justus Van Egmont (1601-1674) and Charles 
Poërson (1609-1667). Although in the past these small oils on panel were attributed to Poërson, 
more recently they were recognized as the work of van Egmont.88 These six small historical scenes 
were all elements of the Vouet’s paintings (probably by chance).89 It is logical to suppose that van 
Egmont painted all the historical scenes for both Champaigne's and Vouet's portraits, while 
Poërson worked on all the allegorical elements for both painters. 
- Scenes about Suger: 

x Suger is made Abbot of Saint-Denis, (Nantes, Musée d'Arts) (fig. 44a) 
x Suger rebuilds the abbey of Saint-Denis, (Nantes, Musée d'Arts) (fig. 44b) 
x Louis VII cries over the death of Suger in 1152. (Nantes, Musée d'Arts) (fig. 44c) 

- Scenes about Gaucher: 
x The siege of Saint-Omer by Gaucher de Châtillon. (Nantes, Musée d'Arts) (fig. 44bis d) 

- Scenes about Du Guesclin: 
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x The governor of Châteauneuf-de-Randon delivers its keys to the deceased Du 
Guesclin. (Nantes, Musée d'Arts) (fig. 44bis e) 

- Scenes about Dunois: 
x Dunois Comes to the Assistance of the City of Orléans with the aid of Joan of Arc. (Orléans) 

(fig. 44bis f) 
- Scenes about… (two other small unidentified paintings might belong to the series)?90 
 

3) Art and politics: critical review 
 
Drawing from biographical accounts written by Vulson de la Colombière, which 

accompanied the printed plates of Heince and Bignon, as well as the mottoes and emblems 
incorporated within the framework, Dorival methodically analyzed the political dynamic of 
Richelieu's decorative program.91 He suggested that the choice of heroes reflected Richelieu’s 
attempt to gain favor with the kingdom’s powerful families, while promoting loyalty to the 
monarch and support for the Catholic parti Dévôt that was agitated due to the war against Spain, 
the great Catholic power. Richelieu therefore hoped to offer these examples as an illustration of 
national unity ("la geste nationale"):  

Obéissance à la Couronne de France, telle est la première condition requise pour avoir place 
dans la Galerie des Hommes Illustres, dont les images doivent être pour ceux qui les regardent 
une invitation à pratiquer cette même vertu à leur tour.92 
 

Richelieu wished to solidify an alliance with the princely dynasties and incite the nobility to 
mobilize for the greater glory of the nation. Would that the aristocrats in 1635 be conscious of their 
duty towards the monarch just as France declared war on Spain!  

In 2002, Laveissière, went beyond Dorival’s analysis and defined the gallery as a "three-
dimensional political self-portrait," to the glory of its patron.93 In a similar vein, Pericolo, in 2002, 
added a theological dimension: 

L’évocation de ces Hommes Illustres permettait au ministre d’exalter son action politique, en 
l’insérant dans une vision téléologique qui le transcendait en tant qu’individu. En ce sens, le 
panégyrique que ces héros célèbrent en son honneur se dissimule sous un idéal de soumission 
à une cause divine et royale.94 

These analyses effectively highlighted the political and proactive nature of the commission. The 
minister, unable to illustrate his own heroic lineage, substituted a civic heritage, for which blood 
was no longer the criteria, but rather the virtue of heroic deeds executed on French soil.  

Thomas Kirchner, for his part, compared the Palais-Cardinal’s Grande galerie to that of 
the Château de Richelieu in Poitou (now in Touraine) that was decorated at the same time by 
Nicolas Prévost.95 He suggested that the Parisian decoration presented Richelieu as a minister and 
highlighted the administration, while the Poitou decoration presented the Cardinal as a Duke and 
Peer of France, governing his land (elevated to a duché-prairie), almost as if he were an equal to 
the king. 

Margaret McGowan was one of the first scholars to focus on the gallery phenomenon.96 
She explicitly linked the Palais Royal’s commission with that of Henri IV’s Petite Galerie du 
Louvre, designed by Antoine de Laval. I shall return to this emulation process in the last section, 
while focusing on property and historical truth to glorify "l’image vivante des capitaines français 
illustres."97 

More recently in 1998, Dominique Moncond'huy brought attention to the operating 
methods of the gallery as a series in the French manner in contrast with the Italian model. She also 
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analyzed the extension of the gallery into a book, thus promoting the concept of a "livre-galerie" - 
a concept on which Teyssière would then develop a diachronic synthesis.  

My objective is to expand on the analyses of my predecessors, placing greater focus on the 
chronological evolution of the visual and textual elements, in order to more fully understand issues 
of visibility and legibility, as well as eventual expectations and disappointments of the visitors. 
Building on these different scholarly works, mainly focusing on the ostentatious and edifying 
nature of the setting, I shall first thoroughly establish the chronology of the visual and textual 
elements as they were gradually designed and implemented after 1635. I shall then examine the 
effectiveness of the program – meaning its success setting an example. This gap between intention 
and reception will be analyzed in an immersive second walk. 
 

4) Provisional conclusion on the lack of legibility 
 
The question that Richelieu hypothetically posed during his first promenade, revealed his 

anxiety about the capacity of a single portrait -before the addition of the complex framework- to 
communicate a message. Essentially, this uncertainty can be reformulated in two questions: first, 
does the full-length portrait of a hero convey enough to testify to his moral virtues? Second, is the 
programmatic placement effective enough to assure the gallery’s mirroring role, as a reflection of 
the image of its patron? 

The need for captions appears to be a fairly new problematic reflecting the anxiety of the 
seventeenth century France, since such galleries existed without words from the Renaissance. The 
political meaning of these figures needed probably to be stabilized and the plural interpretations 
reduced to a fixed and patriotic understanding to serve Richelieu's pupose. 

The potential revelatory power of paintings was confirmed and impressively developed by 
Pierre Le Moyne in Tableaux sacrez, published at the beginning of the seventeenth century. The 
author expressed the ethical ambitions for the imagery: 

…ayant fait une Gallerie de Peintures, la Curiosité y amenera des Devots et des Libertins, des 
Docteurs et des Cavaliers, des Philosophes et des Femmes ; et cependant qu’ils y seront 
occupez à regarder des Tableaux, la Vérité prendra le temps de faire son devoir avec adresse, 
et selon les occasions qui se présenteront, elle convaincra les erreurs des uns, et guerira les 
maladies des autres ; et par les images de leur vie, qu’elle tirera artificieusement sur celle des 
Morts, elle les forcera doucement à se condamner eux-mêmes sous des noms supposez ; et 
leur fera aymer la vertu, et haïr le Vice, dans les Peintures qu’elle leur montrera de l’une et de 
l’autre.98  

Le Moyne believed that images could convey virtue, just as painted portraits could match 
panegyric poems in proposing a poetic force of persuasion. Similar power was entrusted to court 
portraiture, portrait d'apparat, as it was traditionally practiced at the Habsburg court. The painter 
Frans Pourbus II under the reign of Henry IV raised it to a pinnacle of elegance (fig. 63), when 
virtue was traditionally embodied by the model’s conveying gravitas - a severe attitude that 
illustrated the rigor of their moral qualities, which was reinforced by the depiction of an attribute.99 
However, court portraits were small, portable, and intended to be exchanged with an ambassador 
as intermediary who presented them with diplomatic eloquence. This means of exchange was 
illustrated by Rubens' famous painting created for the gallery of Marie de Medici (now in Le 
Louvre), in which Henri IV is depicted receiving the portrait of his future spouse, Marie de Medici, 
and at glance marvels at her evident virtues. The allegory of France, positioned alongside the king, 
is there to enhance the praise of the bride’s virtues. 



 
 

 27 

However, as Anne-Marie Christin pointed out in her comparison of painting and literary 
narrative in Christian iconography, with the birth of cleric culture painters became increasingly 
constrained by books: 

Les peintres devaient accepter de soumettre leur approche de l’apparence comme saisie 
immédiate de l’invisible, à la grille doublement contraignante de la représentation narrative et 
de la linéarité alphabétique.100 

She suggested that the immediate lessons of seeing would give way to those of scholarly reading. 
Hence, the operational principle of the gallery as conceived by Richelieu was not based on the 
diplomatic exchange of ceremonial portraits (act of seeing), but on the display of a monumental 
series of images with historical references, to rationalize his conception of a centralized state 
administration. The propaganda function demanded written discourse that was more explicit than 
allusive. The gallery was thus expecting to become an edifying space rather than a pleasant 
passageway. Here is where narrative was introduced to accompany the visual depictions of virtue. 
In other words, our first promenade revealed the lack of written accounts of the warriors’ feats – 
such as the inscriptions that since ancient times filled the walls of palaces to sing a monarch's 
praises. Without narrative captions, the portrait series was thought to be vulnerable, as it relied 
solely on an oral incantation of the heroes' prowess.  

Fumaroli, in the Age of Eloquence, demonstrated the importance of the rhetorical paradigm 
for transmitting culture at the junction of humanistic and Christian tradition. Using debates 
between Jesuits and Gallican magistrates, he demonstrated the difficulty in creating a balanced 
program that is suited both for the elite and the general public. We can translate Richelieu’s 
vacillation to the difficulty of choosing between allusion and the explicit. These two registers were 
successively employed in France. In the Italian gallery of Fontainebleau, the emblematic and 
enigmatic project favored the allusive, which enhanced the pleasure of the visitor’s discovery of 
potential hidden meanings. Later, in the French gallery of the Petite Galerie du Louvre, theory and 
writing laid the foundation for the doctrinal diffusion of a monarchic message. 101 The fourth 
section will explore to what degree Richelieu relied on the Louvre example in his decision to favor 
the explicit over the allusive. 

The 1635 promenade allowed the conceptual character of Richelieu to doubt the efficacy 
of opticality alone (which does not necessary reflect the painters’ account, nor mine) and to realize 
that portraits without captions could not sufficiently communicate the exemplarity of the heroes, 
from which his political doctrine was supposedly inspired. This lack of legibility was resolved 
with the start of a new phase of work, which took place between 1637 and the death of the Cardinal 
at the end of 1642. This new project was designed to provide the Champaigne and Vouet paintings 
with a textual and narrative apparatus that clarified the heroic actions of the illustrious men. Such 
embellishments ("embellissements") justified a posteriori our hypothesis, according to which the 
Cardinal, after 1635, commissioned the adjunct of a frame that operated as a marginal space for 
comments, thus amplifying the portraits’ agency. It also suggests that the French did not yet have 
a highly articulate visual culture like the Italian and more prudently relied on the discursive. 
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III- THE 1655 PROMENADE: ASSESSMENT 
 

And the audience, astonished by so much magnificence,  
repeated these verses from the Great Corneille: 
 
"Non, l'univers entier ne peut rien voir d'égal 
Aux superbes dehors du Palais-Cardinal ; 
Toute une ville entière, avec pompe bâtie, 
Semble d'un vieux fossé par miracle sortie, 
Et nous fait présumer, à ses superbes toits, 
Que tous ses habitants sont des dieux ou des rois."102 
 
Like Alexandre Dumas imagining the Musketeers of Louis XIII twenty years later in Vingt 

Ans Après, let us project ourselves into 1655, twenty years after Richelieu's meditative walk and 
thirteen years following his death. Through this leap in time, I hope to assess the short-term 
posterity of the Galerie des Hommes Illustres and measure the effectiveness of Richelieu’s 
propaganda tool, by evaluating the perceptual gap between the installation of his program - on 
which work continued few years beyond his death - and its impact under the Regency of Anne of 
Austria. 
 

1) Twenty years under construction 
 

Around 1655, during Anne of Austria’s Regency and the government of Jules Mazarin, the 
historian Henri Sauval visited the gallery, which he judged to be a bit dark, low-ceilinged and 
narrow: "un peu obscure, & même basse & étroite". An account of his promenade is included in 
his survey, Histoire et Recherches des Antiquités de la Ville de Paris, posthumously published in 
1724. Though completed after Sauval’s death in 1676 by the magistrate Claude-Bernard Rousseau, 
it was largely written during the years of the Regency.103 

Sauval was initially a lawyer in Parliament, although he never practiced. A lover of 
architecture who travelled through Italy, England, and Spain, Sauval decided in his thirties to 
record the beauties of "old and modern" Paris. He was a serious scholar who carefully cited his 
sources and frequented a circle of experts who validated his findings. Finally, he was a socialite 
and habitué of the salons of gallant society, especially that of the famous Marquise de Rambouillet. 
Much appreciated by high society, he easily obtained introductions to the prestigious addresses in 
Paris that were essential for his research. 

When Sauval visited the Palais-Cardinal, the royal family had abandoned the palace, since 
the young King Louis XIV preferred to stay at the Louvre or the chateau of St-Germain-en-Laye. 
This temporary desertion probably facilitated Sauval’s access to a gallery that was part of the 
private apartments. The palace was next occupied in 1660 by Henriette of England, who had fled 
to France and first settled in the Louvre after the beheading in 1649 of her husband, Charles I of 
England. Her daughter, Henriette-Marie, who married the king’s brother the Duke of Anjou (later 
known as the Duke of Orléans when Louis XIV reached his majority), subsequently lived in the 
palace with her husband. The "Palais-Royal" - renamed after this change of owners - definitively 
became a property of the Orléans family in 1692. Louis XIV gave it to his brother despite 
Richelieu's will, which specified that his palace should remain a property of the Crown. At the 
beginning of the eighteenth century after Louis XIV’s death, the residence once again became the 
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center of political life under the Regency of the Duke of Orleans. However, by then the palace was 
totally remodeled and barely resembled what Sauval described in 1655.  

Let us return to the Palais-Cardinal as it was then. Following Richelieu’s seminal 
promenade in 1635, the place was remodeled (see fig. 25 for the different building stages).104 The 
context had dramatically changed. The first phase of decoration for the Illustrious Men's Gallery 
was probably completed under Richelieu. Between 1637 and 1642, as was determined earlier in 
the chapter, the frames surrounding the portraits of the Illustrious Men were added. It was the 
collaborative work of several artists and craftsmen: carpenters and painters for the decorated 
wooden frames, royal translators to create the wording (dyptiques and mottos) and additional 
painters to create the small historical scenes, accompanied by the various emblems and titles, and 
the decorated background. Not to mention the various copyists, draftsmen and engravers who later 
used the gallery as a model and diffused its image. Heince drew the twenty-five effigies on site, 
so that Bignon could engrave them and place them in the book opposite the abstracts of the lives 
("abrégés") written by Vulson de la Colombière. 

The Palais-Cardinal was also enlarged. Richelieu, a lover of dramatic performances, 
inaugurated his new theater in 1641 in the forecourt of the east wing (fig. 66), where the premiere 
of Corneille’s Horace was performed. The western wing of the forecourt that was part of the 
cardinal’s private apartments was also remodeled to create a gallery to display the Cardinal’s art 
collection. This Petite Galerie facing the South was aligned with the Galerie des Hommes Illustres 
facing the North and Richelieu had his bedroom, formerly in the old "corps de logis", relocated 
between the two galleries to allow him access to both. This new location confirmed the private use 
of the galleries (see note 4), which were reserved for the Cardinal, the King, the ministers, and 
Richelieu’s inner circle ("ses créatures"), including his servants. Finally, mention should be made 
of the new library, built to display the Cardinal's huge collection of books in a long building 
perpendicular to the Galerie des Hommes Illustres, and decorated with a painted series of small 
bust portraits of men of letters (now preserved at the Sorbonne).  

The Palais-Cardinal changed ownership a few times. In 1636, when the king freely 
expressed jealousy of his minister, who was overly invested in affairs of state, the Cardinal wrote 
a will that bequeathed the Palace to Louis XIII – as Champier reported in his History of the Palais-
Royal.105 Yet, when the king died in 1643, six months after his minister, it was the Regent, Anne 
of Austria and five-year-old Louis XIV who inherited the residence and came to occupy it. The 
Queen preferred it to the Louvre castle, which was too large and uncomfortable. The Cardinal’s 
palace became the Maison du Roi.  

Anne of Austria settled with her youngest son, the Duke of Anjou (future Duke of Orléans) 
in the rear of the east wing opposite the Gallery of Illustrious Men. Her apartments were 
refurbished and decorated by the most prestigious painters of the time - including Vouet and 
Poussin; a gallery and an oratory were added for her personal use. She also commissioned 
apartments for the Duke of Anjou in the former Petite Galerie of Richelieu (plan fig. 24), which 
was destroyed, but they remained unfinished, to Sauval’s regret. Richelieu's bedroom was 
transformed into a royal bedroom for the young heir. The future Louis XIV, still a child, could 
thus access the Galerie des Hommes Illustres directly through the door of his room, to stroll about, 
or even play in it. Similarly, it is recorded that Louis XIII used the Louvre’s former great gallery 
to play at foxhunting!106 With the young Louis XIV in residence, the gallery once again became a 
place to stretch one’s legs and learn about History. In this context, the pedagogical role of the 
gallery was fully exploited. One can imagine the young king gazing up at the painted heroes, da 
sotto in su... awed by their imposing presence, learning their names and those of their battles, 
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deciphering the images and dreaming about their heroic deeds (three centuries later, young boys 
would rather read comic strips, but is it so different?) (fig. 67).107 What impact did these illustrious 
men have on the young king's imagination and his precocious taste for war? In Memoirs for the 
Instruction of the Dauphin, Louis XIV himself advocated that the Prince study the history of heroic 
actions of the past, which encourages virtue, as Plutarch suggested in his recently translated Les 
Vies:  

Je considérai... que l'exemple de ces hommes illustres et de ces actions singulières que fournit 
l'antiquité pouvait donner au besoin des ouvertures très-utiles soit aux affaires de la guerre ou 
de la paix, et qu'une âme naturellement belle et généreuse, s'entretenant dans l'idée de tant 
d'actions héroïques, était toujours de plus en plus excitée à la vertu; et que ceux qui ont quelque 
droit de prétendre à cette immortalité que l'histoire peut donner doivent être bien aises de voir 
de quelle manière elle parle des autres. (....) Et particulièrement, dans le désir que j'avais de 
me rendre savant en l'art de la guerre, je croyais qu'il me serait très-utile de voir dans les 
originaux ce qui s'y était pratiqué dans chaque temps.108 

In other words, History, through its numerous virtuous examples, was considered "useful" and 
could "speak" to new generations. The "original" representations of the illustrious men ("les 
originaux") were treasured due to their capacity to embody the famous heroes of the past. 

Following the king's careless youth, the Palais-Cardinal’s fate suddenly changed in 1648 
when the Fronde, which became a bloody civil war, threatened the stability of the kingdom. Before 
his death, Louis XIII had baptized his five-year-old heir and chose as his godfather the Cardinal 
de Mazarin, whom Richelieu suggested as his successor. Mazarin, bolstered by this royal 
recognition, ruled alongside the Regent, Anne of Austria. To cope with war expenses, his tax 
policy was as inflexible as Richelieu's. Incited by tax increases, forced loans, and levies on goods 
entering Paris, Parliamentarians revolted (in 1648-49), followed (in 1650-51) by certain Princes of 
the Kingdom who were aligned with Condé and Gaston d'Orléans. They in turn convinced the 
Parisian bourgeois and merchants, as well as governors and provincial nobles, to support them.  

One day in May 1651, soon after the arrest of the rebel Princes (Condé, Conti and 
Longueville) - which angered the nobility and precipitated Mazarin's exile – a Parisian crowd 
reacting to rumors spreading thorough the city broke into the Palais-Cardinal to verify whether the 
royal family had escaped. Forced to open the doors, Anne of Austria witnessed the unruly crowd 
rush into the palace and make their way to the king’s bedroom. The most reckless frondeurs only 
backed off after leaning over the bed and seeing the sleeping figure of the twelve-year-old king, 
who was awakened by the racket. This event remained engraved in Louis XIV’s memory, and later 
influenced his determination to lure the nobility far from the capital and keep them entertained 
there.  

On September 7, 1651, the king turned thirteen years old and reached majority. Facing a 
political situation that remained as threatening as ever and living at a safe distance in the castle of 
Saint-Germain-en-Laye, the king nevertheless managed to assert his authority and federate the 
powerful nobles around him. He recalled Mazarin from exile and made a triumphant return to Paris 
on 21 October 1652. This time, he chose to settle in the most prestigious Louvre rather than in the 
Palais-Cardinal, probably to affirm his new status. The situation gradually calmed, helped by a 
good harvest in 1654. Peace returned to the provinces and the country enjoyed ten years of 
prosperity, along with termination of the war against Spain, in 1659. 

It was during this period of calm, before Henriette of England moved into Anne of Austria's 
former apartments in the so-called Valois wing, that Sauval visited the gallery and recorded his 
impressions.  
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2) Sauval’s account of the Petite galerie and story telling 
 

Sauval’s opinion of the external architecture of the Palais-Cardinal was quite negative. 
While he acknowledged the architect Lemercier’s talent, he was critical of the ornamentation, 
which he considered too heavy.109 Specifically, he criticized the overly systematic use of the 
Cardinal's "anchor and rostrum" emblems. Perhaps was it a way to suggest, indirectly, that 
Richelieu was too caught up with himself? Even if Richelieu's inner circle ("les Créatures") 
remained powerful, Sauval, writing at the time of Mazarin, could adopt a certain critical distance. 

Three elements drew Sauval's attention, reflecting what then seemed most up to date to his 
contemporaries: the theater ("la salle de la Comédie"), the Petite Galerie and the library - three 
places built in the new fashion after 1635. Did this imply that in 1655, about twenty years after its 
completion, the Gallery of Illustrious Men already appeared dated? That this style of gallery, with 
flat ceilings and exposed beams (unlike painted vaults in the Italian style like in Mazarin's palace, 
with the Giovanni Francesco Romanelli's frescoes of the Galerie Mazarine) and paintings set 
within paneling (unlike more fluid frescoes in which the narrative could flow from wall to ceiling), 
with a historical (rather than mythological) program was out of date?110 Probably. However, this 
did not invalidate its symbolic effectiveness, as the rest of this analysis shall demonstrate. 

Sauval began his account with a laudatory description of the Petite Galerie located at the 
forecourt and used to display the Cardinal's collections. It was built around 1639 as a counterpart 
to the Galerie des Hommes Illustres, also called Great Gallery (see reconstruction, fig. 24). Sauval 
regretted the damage already inflicted by Anne of Austria to remodel this Small Gallery into her 
youngest son's private apartments and admitted that little remained of Champaigne’s admirable 
work ("ses bonnes qualités"), which had established the painter’s reputation.111 However, Sauval 
cited the Small Gallery’s fame, "la mieux entendue de Paris," remarking that it had pleased the 
Cardinal so much ("qui plût tant au Cardinal"). It featured with a vaulted ceiling “painted in 
mosaic" against a gold background. These paintings by Champaigne were executed as a eulogy, 
"une sorte de panégyrique à l'honneur du Maître de la maison" (only a modello still exists).112  

Sauval also mentioned that the placement and composition of the paintings earned the 
painter a significant reputation, as reinforced by two anecdotes that he recounted. The first one 
presented the painter as a storyteller: 

On tient qu'il (Richelieu) prenoit plaisir quelquefois de faire réciter à Champagne l'histoire de 
sa vie que ce Peintre avait représenté dans la voute, d'un bout à l'autre.113 

The history of Richelieu's life was represented along the vault of the Petite Galerie through the 
substitution of mythological (Apollo, Saturn, the Muses) and allegorical figures (Prudence, Public 
Felicity, Foresight, Abundance). Rather than dwell on detail of the pictorial program, I’ll focus on 
the function of storytelling: the anecdote reinforces the importance of concurrent oral transmission. 
The artist was required not simply to provide a visual account of the Cardinal's life, but also to 
articulate it orally ("faire réciter à Champagne…"), which means that Champaigne would tell 
Richelieu's story aloud, which is quite a counterintuitive role for a painter! Thus, the 
representations of the Cardinal, even if truthful, were considered insufficient to support the 
narrative. His portraits were fused with allegorical figures and reinforced with an oral incantation, 
in order to incorporate Richelieu's life within French history. It seems that the Cardinal’s pleasure 
in front of the vault’s frescoes was only satisfied when extolled. The importance of rhetoric was 
key. 

The second account is interesting in that it serves as preamble to Sauval’s entry into the 
Great Gallery and is a reminder of Champaigne’s reputation at the time as the Cardinal’s favorite 
painter: 
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On ne parloit dans ce Palais que de son pinceau, tout Flamand qu'il fût, le Cardinal l'avait 
toujours préféré à tous nos autres peintres François (…) parce que ses couleurs lui plaisoient 
très fort. Ce naturel si posé qu'il voyoit en lui, sa sincérité, sa discrétion, sa retenue, le 
charmoient bien autant que la facilité & la liberté de son pinceau, ni que ce beau finiment qu'on 
admire dans ses ouvrages ; en un mot, c'étoit l'Appelle de cet Alexandre...114 

It is surprising that Sauval uses the term "ce naturel si posé" in reference to the painter, as it echoes 
the usual reference to a portrait au naturel. It is as if conversely, the painter had become the model 
posing for Richelieu, "posé" before him. In Sauval's account, Champaigne is transformed into a 
portrait au naturel designed by Richelieu, the artist! Roles were symptomatically reversed. Sauval 
emphasized the reflexive pictorial game that allowed the patron to propose his self-portrait for the 
room’s decoration. As for the reference to Apelles, it is a commonplace that highlights the 
complicity of the patron with the artist, in the same way that Alexander the Great could not do 
without Apelles’ brushes to obtain a flattering portrait that assimilated him to the Gods.115 The 
patron’s "freedom" was said to be inseparably bound to the "brush’s freedom" of his alter ego.  

Another anecdote, about Apelles, suggests that the artist was the only one who could speak 
the truth to the king (in this, the artist can be compared with the fool who can also speak the truth). 
Apelles could allude to the monarch’s bad judgment in art: 

On raconte qu’Alexandre était souvent dans son atelier. Tout en posant pour un de ses portraits, 
il discutait sur la peinture, et montrait qu’il s’y entendait beaucoup moins qu’au métier de roi. 
« Prends garde, lui dit un jour Apelle, ne vois-tu pas que tu fais sourire même les esclaves qui 
broient mes couleurs.116 

If Alexander was less familiar with painting than with warfare, which Apelles did not hesitate to 
let him know, so was Richelieu, whose pictorial taste did not necessary match his sophistication 
concerning la raison d’État. 117  As Félibien pointed out, Champaigne, who did not have a 
reputation for flattery, prudently refused gifts that Richelieu wished to offer him at the 
Luxembourg palace.118 Perhaps to protect his freedom. 
 

3) Sauval’s account of the Galerie des Hommes Illustres 
 

In Sauval’s survey, the Galerie des Hommes Illustres account immediately follows that of 
the Petite Galerie and serves as a useful counterpoint. After the mythological prologue, 
highlighting the Cardinal's Prudence with obvious flattery ("tant de flaterie", sic), although 
criticized for the decoration’s lack of symmetry ("cet ordre & cette symmetrie (sic) qui lui 
manquent"), Sauval dove into the historical matter in the next gallery, where subjects respected a 
chronological order. The oral narrative of the Petite Galerie transitioned into written stories in the 
Grande galerie. It was time for Sauval to discover the large gallery’s succession of twenty-five 
portraits set within a framework and accompanied by multiple inscriptions, aligned one to the next 
like a long tapestry. 

Sauval experienced the site in non-chronological order, since his visit began with the Small 
gallery, which was begun more than five years after the Great gallery, although elements of the 
two were probably decorated simultaneously. Sauval’s passage from one gallery to the next 
highlights the complementarity and contrast of their decoration: the fable and oral tradition in the 
small gallery versus written accounts and historic representation in the larger.  

The monumental impact of the pictorial ensemble did not escape the historian. Upon 
entering the Great gallery, Sauval exclaimed: "Toutes ces beautés sont entrelacées avec tant 
d'art…" Each painting, including framework encapsulating the life-size figures of the heroes, 
measured approximately 2.40 meters wide by 3.40 meters high (see reconstruction, fig.7), which 
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certainly contributed to saturation of space due to the abundance of elements. Sauval's description 
was precise enough to validate the many inscriptions that are also reproduced in Bignon’s prints: 
the gold-painted distiques at the bottom of each portrait, the emblems, mottoes, and small pictures 
of the most memorable feats. Surprisingly enough, he considered the marble busts that decorated 
the gallery to be the most precious component. The alliance of mural paintings and sculptures was 
quite common in galleries at the time; however, Sauval seems to have been particularly receptive 
to the complexity of the system as executed here.119 

Sauval does not provide details regarding his subjective, pleasurable response as a 
promeneur. Rather, he explores the site as a historian or an archaeologist, stopping to review the 
description of the most well-known pieces, but omitting many other aspects of the decoration. His 
lapses are undoubtedly revealing. Sauval did not include a word about the arrangement of the 
paintings in the gallery. Conversely, when he visited the gallery of the nearby Hôtel de La Vrillière, 
(now occupied by the Banque de France), he was ecstatic about "tous ces ornemens (qui) ont été 
distribués par Mansard avec beaucoup d'ordre & de symmetrie."120 Does this imply that the 
ensemble of the décor of the Galerie des Hommes Illustres was less harmonious”? The gallery 
actually lacked symmetry, while in the classical period there was an increasingly strong 
appreciation for harmony and rules of order.  

Sauval also did not mention the political messaging of the gallery glorifying Richelieu, 
either because it was sufficiently evident to his contemporaries as to not warrant mention, or 
because he was wary of Mazarin, as the humble successor of the deceased patron. Nothing related 
to the Palais-Cardinal as a place of power would be insignificant to Mazarin! A final note of 
surprise is that Sauval mentioned the series of heroes, but omitted Richelieu’s effigy and the picture 
of the king flanked by Victory. 121  Can it be interpreted as Sauval’s critical reaction to the 
narcissism inherent in the pictorial program? 

Sauval maintained the cautious posture of an historian, only describing the modus operandi 
of the setting, "un mélange tout extraordinaire," insisting on the diversity of the ornaments. 
However, behind his apparent objectivity, we can detect signs of Sauval’s conventionality, since 
he tended to focus on the best-known features. He often cited the opinions of others ("les quand 
dira-t-on"), repeating what "certaines personnes," or "les Critiques," or "quelques-uns," would say 
– sometimes using "on," or "nous". He even acknowledged his conformist conclusions: "je 
n'avancerai rien de nouveau, & dont on ne demeure d'accord."122 He acted as a mouthpiece for 
the opinions of the best-informed, yet anonymous visitors.123 Thus, Sauval tended to promote the 
judgment of others rather than his own, at the risk of perpetuating the "rumors" of the city, by 
diffusing clichés and peddling the opinions of socialites who made and broke reputations in the 
salons. Nevertheless, Sauval's incorporation of these sources helped to shed light on the 
psychological context of the era. 

 Finally, it should be remembered that Sauval’s promenade took place during a period of 
political transition between two reigns, in the buildup to the great renewal of royal commissions 
with Louis XIV but exposing the fragile permanence of work undertaken under Louis XIII. Sauval 
represented a new taste, which was to blossom after Louis XIV’s majority. But immediately 
following the Fronde, when Sauval began his survey, royal commissions declined due to a lack of 
subsidies during the civil war. Vouet died and some of his students, such as Eustache Le Sueur, 
took over. Champaigne, while continuing to work for Anne of Austria in the Val-de-Grace palace, 
had to turn to private commissions, notably the Jansenists, as we shall see in chapter 3. The 
Academy of Painting and Sculpture, although it was created in 1648, was not fully operational 
until Colbert’s ministry ten years later. Le Brun, who was still young, was becoming successfully 
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established as a decorator, while Poussin had definitively deserted France after his unfortunate 
interlude at the Louvre in 1640 - though his spirit would haunt France for the next half-century. 
Times were changing. 
 

4) Modus operandi of the frame: literary and pictorial rivalries 
 
Returning to the 1655 promenade. Sauval describes with precision the relationship between 

the frame and the central image. He details the elements incorporated within the ensemble, 
reflecting his familiarity with deciphering such an intertwined device. More intriguing, it seems 
that Sauval walked around the gallery with Heince & Bignon’s book in hand, to which he makes 
reference. Yet Sauval clearly expresses that the gallery, as the original object, is endowed with a 
"science" and "freedom" superior to that of the book - a book to which he devotes a lengthy 
analysis, and which he imposes de facto as the essential complement to the visit. This interweaving 
of the monument and the document invites us to broaden our object of study and to consider the 
"book-gallery" as a meta-object which is composed of semantic layers and facilitates the transfer 
of mental images between the margins and the center, between the book and the gallery. 

Moncond'huy and Teyssière in their respective analyses of the fashionable galleries and 
their parallel printed "layout" (to which I will devote a part in the next section), considered the 
"book-gallery" as a whole. However, a chronology of the remodeling that documents the various 
phases of construction call into question the notion of wholeness. The "book-gallery," which in 
1655 appeared to be a homogeneous and coherent object, took more than twenty years to complete. 
Consequently, it is difficult to argue – despite the attractiveness of such an argument - that the 
Cardinal preconceived the entire decorative and emblematic program. The evolution of the project 
across years of physical execution and adjustments that deviated from the initial intention are 
equally interesting factors to study and take into consideration. It is therefore important to 
thoroughly reconstruct the various stages of the project.   
 

a) Carpentry work 
 

Sauval took time to list the numerous artists and craftsmen who participated in the 
decoration of the gallery, or the publication of the book. He noted the succession of "hands," and 
"quills" that contributed to the project. We cannot stress enough the collaborative aspect of this 
vast decorative program, which, lasted about fifteen years in total, from the conclusion of the 
gallery construction around 1628, to and the death of the Cardinal in 1642.  

One element missing from Sauval’s description is the carpentry work that formed a 
fundamental support. The interior wood paneling only began once the masonry work, led by 
Thiriot, one of Richelieu's loyal contractors, was completed. The wood panels that replaced 
tapestry curtains testify to a change in fashion at the beginning of the seventeenth century (which 
I will elaborate in the following section).124 Recovered carpentry contracts document in detail the 
placement and dimensions of paneling, friezes, cornices, panels, pilasters, moldings, and especially 
painting frames. Although carpentry contracts for the Galerie des Hommes Illustres are lost, one 
remains for the symmetrical Valois wing where Anne of Austria resided.125 This document shows 
the special attention paid to wood panels and fireplaces, the significance of the carving and details 
of composition, but also to the place of paintings and size of framing.126 It is written, for example, 
"…il sera réservé au milieu (de la cheminée) la place d'un tableau en haulteur, sept piedz et demy, 
sur six piedz quatre poulces de larges, cy compris la bordure dudict tableau faisant croisettes…"127 
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The detail of this contract suggests it is likely that, prior to the intervention of Champaigne 
or Vouet, the frames for the portraits of the Illustrious men were prepared and the dimensions for 
the images were imposed on the painters, to respect the harmony of the alternation of panels and 
windows. As a matter of fact, the dimensions of remaining portraits currently in the collections of 
several museums are all approximately 2.20m high by 1.40m wide.  

The addition of the enlarged frame, around 1637 – a second stage of framing quite standard 
to enhance the exemplarity process – required the intervention of carpenters to assemble the 
various painted elements. The small oils on panel representing memorable feats have a fixed width 
of 51 cm and were embedded in the frame. The background pattern composed of intertwined trees 
with emblems was probably painted directly on the wooden frame. In his prints, Bignon indicated 
the framing of each small historical scenes (fig. 39), thus distinguishing them from the rest of the 
frame. The massive enframement was therefore a composite of smaller wooden and framed 
elements, which added depth to the whole. This is a different treatment from one that was entirely 
painted, as done by Sauveur le Conte (1659-1694) in the "Galerie des Actions de Monsieur le 
Prince" for the Apartments of the Princes of Condé (fig. 68) at the Château de Chantilly.128 The 
eleven large battle canvases, commissioned by the Grand Condé before his death in 1686, were to 
celebrate his most remarkable military exploits during the Fronde. Although this gallery was 
created slightly later than the Galerie des Hommes Illustres, its overall effect must have been quite 
similar, privileging the interchange, within the golden frame, of paintings and writings, emulating 
what was formerly achieved in tapestry. It is interesting to note, in this regard, that Sauveur le 
Conte formerly worked at the Manufactures des Gobelins – the newly created institution for 
weavers. He applied to painting what he had learned about tapestry, especially the way borders 
dialogue with the central subject. This relation was already at work in the Fontainebleau gallery, 
where the elaborate stucco frames commented on the central subject through interplay between 
"shown" and "hidden" elements. 

Following the carpenters, the gilders were the last to intervene with the patient application 
of hot gold leaves onto the wooden frames (like in Chantilly, fig. 68). A Dutch traveler, who visited 
the gallery a few years after Sauval, regretted that people from Henriette of England’s court 
ransacked the gilding to recover the gold, which testifies a posteriori to the richness of the decor.129 
 

b) The painting of the frame 
 

Behind the two masters, Champaigne and Vouet, were the numerous collaborators and 
assistants of the two workshops. Both Félibien and Sauval mentioned the large number of painters 
who worked on the decoration of the two galleries in the front and back courtyards. Due to the 
tight deadlines imposed on the artists, and especially on Champaigne, the later had to employ 
unexperimented workers, as Felibien mentioned: 

Ensuite il (Champaigne) commença à peindre la petite Gallerie du Palais Cardinal : mais 
comme il estoit accablé d’ouvrages & qu’on le pressoit extraordinairement, il n’eut pas le 
temps de bien étudier ce qu’il avoit à faire & fut contraint d’employer avec luy des Peintres 
dont il y en avoit peu qui fussent habiles.130 
 

The task was massive: around the twenty-five portraits, each bearing inscriptions (distique, 
cartridge), were painted the small pictures assembled in the large frame, including 4 emblems with 
their mottoes, and 7 small historical actions with their titles. An impressive total of 125 small 
images were produced within two to five years, not counting a hundred emblems and titles. 
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This repetition of motifs guaranteed a certain coherence to the whole comprising an 
outsized assemblage that allowed limited opportunity for personal initiative. According to Sauval, 
van Egmont and Poërson were assigned the production of the borders, which did not begin until 
1635 - and probably not even before 1637 when the mottoes were first written, at a time when 
Champaigne was called upon to intervene in the Petite Galerie, and Vouet in the apartments of the 
Valois wing where Anne of Austria would reside.131 

In the catalogue A l'école de Philippe de Champaigne, Dominique Brême reconstituted part 
of Champaigne's team of collaborators who have been less studied by scholars than Vouet's. 
Included was van Egmont, although he is often affiliated with Vouet’s studio, which should be 
reconsidered. For stylistic reasons, he is thought to have painted the small historical scenes.132 
Flemish by birth, van Egmont worked with Van Dyck and arrived in France between 1622 and 
1625 to assist Rubens in the decoration of Marie de Medici's gallery at the Luxembourg.133 His 
work is sometimes confused with that of Claude Vignon, perhaps because of a mannerist influence 
resembling that of Georges Lallemant, one of Champaigne's masters. Félibien cited van Egmont 
as an assistant of Vouet who contributed to tapestry work - which is confusing, since Bremen also 
identified him as a student of Champaigne. Moreover, the bonds of friendship between 
Champaigne and van Egmont are well documented (it is curious to note that they shared the same 
years of birth and death). The two met on the Luxembourg site under the direction of Duchesne 
and Champaigne became the godfather of Van Egmont' two sons, born in 1633 and 1637.134 
Finally, van Egmont became, like Champaigne, "valet of the King's Chamber" and headed a 
prominent workshop in the capital where his sons worked. However, it seems that van Egmont 
soon developed his own workshop, as well a rather distinct artistic style and did not remain a 
collaborator of Champaigne. 

Van Egmont may well have been recruited as a counterbalancing mediator between the 
two rival painting teams – to provide a third point of view. Backing up the theory is the fact that 
he worked for both masters and gained useful experience working on the tapestry (the Life of 
Caesar Augustus, History of Marcus Antonius and Cleopatra, History of Zenobia Queen of 
Palmyra) for which he produced numerous cartoons for the weavers, including grisailles, in which 
he excelled. This made him the perfect candidate for the repetitive work of historical scenes, which 
demanded rapidity in the depiction of action with a few quick brushstrokes. Repetition called for 
abbreviation.  

Van Egmont's manner of painting was quite distinct from Champaigne's and more similar 
to that of Rubens'.135 In small oils, he sketched the action in an abbreviated and suggestive way 
(figs. 44-44bis). Reflections were rendered with touches of pure yellow or red pigment, while 
figures were elongated, somewhat ephemeral, and sometimes only sketched.136  

In 1641, van Egmont also painted a grisaille that represented Richelieu at the théâtre de la 
Comédie of the Palais-Cardinal, in the presence of Louis XIII (fig. 66).137 This testified not only 
to van Egmont's presence in the Palace at the time of completion of the great gallery, but the ease 
with which he navigated social circles and gained recognition among the powerful as a court 
painter.  

In contrast, Poërson arrived in France in 1634, just before work began on the frames. He 
joined Vouet's studio but being a little younger than van Egmont, he had less experience and his 
apprenticeship was probably less advanced at the time of the decoration.138 He was probably 
entrusted with decoration on the wood of the frames that required a lox skill level, such as the 
laurel background, emblems and their titles.  
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c) First rivalry about the distiques 
 

While the painters worked on the commission in their respective studios, members of 
Richelieu’s entourage prepared the literary elements, including the production of the texts. Sauval 
mentioned the spirit of intense rivalry that presided over the conception of the distiques – the two 
Latin verses in hexameters, that an assistant to the master would paint in gold letters at the bottom 
of each effigy (fig. 36). It is clear from his writing that the work took place within a context of 
tension, which reflected the highly political nature of the project. Sauval provided insight about 
authorship of the Latin verses:  

Bourbon fit les distiques et les éloges, mais ce ne sont pas les mêmes que ceux qui sont 
aujourd'hui ; il n'y en a, dit-on, qu'une partie, ceux qu'il avoit faits étoient tous excellens et ont 
été gatés par des ignorans et par ses ennemis.139 
 

This quote exposes a quarrel between the poets Bourbon and Roland Desmarets, brother of the 
famous Jean Desmarets de Saint-Serlin, who was a protégé of the Cardinal and wrote many plays 
for him. Dorival, who first proposed Desmarets as the name of Bourbon's rival, explained that 
Sauval was careful not to mention him so as not to alienate a man who remained powerful.140 This 
omission is further evidence of political correctness in Sauval’s writing.  

Nicolas Bourbon de Vendeuvre the younger (1574-1644) was a clergyman and poet who 
published Poemata variorum, a collection of Latin and Greek verses, under the Latinized name of 
Nicolaus Borbonius. Bourbon was also known by two other pseudonyms, Horatius Gentilis and 
Petrus Mola. Professor of Greek rhetoric at the Royal College, then an Academician from 1637 
onwards, he was praised as "the Santeuil of his time," that is, as a great poet and even, as Pellisson 
suggested, "the best Latin poet of his century." However, Jean-Louis Guez de Balzac, the famous 
author of Lettres, was his enemy.141 So he was a well-recognized writer, with supporters as well 
as detractors, unfortunately ousted by his rival, Roland Desmarets, a more social man, whose 
brother belonged to the Cardinal's exclusive circle of favorites. As a result, Bourbon did not leave 
behind, at least officially, any writing composed for the Palais-Cardinal. 

In contrast, Desmarets published in 1636 a six-page brochure composed of series of 
distiques: Elogia illustrium Gallorum quorum imagines in tabilis depictae cernuntur in porticu 
Ricelianarum aedium.142 This long Latin title clearly mentions the place for which encomiums 
("elogia") were composed, i.e. "the gallery of Richelieu’s palace." The Cardinal first approved 
Desmarets’ hexameters before they were inscribed in gold letters at the bottom of the effigies, 
covering the names of the heroes that were previously inscribed. These distiques are still visible 
on the few paintings that remain. However, on the painting of Gaucher, the hero’s name is visible 
beneath the distique (fig. 36), exposing the layering process. The repaint probably happened with 
the second stage of framing. 

Careful study of this first publication, which served as proof of Desmaret’s precedent as 
well as a documentation of the gallery’s ongoing decoration, reveals that the order in which Latin 
encomiums are listed does not correspond to that of the abrégés in Heince & Bignon’s book, nor 
to that of the Devises listed at the end (see appendices, table 1-3, pp. 232-235). It is difficult to 
conclude anything from this, nor to determine the logic for these different lists, except that their 
order probably corresponded to a common use, or perhaps to etiquette. We can only attest to the 
instability of the heroes’ order of presentation, and once again, the inability to conclude with 
certitude the order in which the paintings were displayed in the gallery. 

Final point: credence can be given to Sauval’s claim that some of Bourbon's verses were 
nevertheless used. When comparing Desmarets’ encomia to the distiques inscribed on the paintings 
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(as revealed by the engravings), it appears that three of them do not match - those of the Cardinal 
of Amboise, the Cardinal of Lorraine and his brother. It seems probable that these three distiques 
are the only informal evidence of Bourbon's work, while the rest are by Desmarets. Does this 
suggest that Bourbon was considered more knowledgeable on the subject of the cardinals?  

 
d) Second rivalry about the emblems 

 
After the 1636 quarrel over distiques is the discussion of a second rivalry over the creation 

of emblems - proof, if needed, that the livre-galerie aroused interest among Sauval’s 
contemporaries. This dispute concerned the composition of the Latin mottoes ("les devises") for 
each hero that were describing the symbolic images (fig. 41) qualifying the hero’s virtue, plus a 
few lines in French explaining the moral significance of the pairing of motto and image. The two 
writers caught up in this literary rivalry were Jean Guisse and Pierre de Montmaur. Sauval again 
described the dispute, in which Montmaur denied Guisse’s authorship and precedent:  

Guisse Interprète-Royal composa tout ce grand nombre d'emblèmes qu'on y voit ; de ce temps-
là, il n'y avoit personne en France qui fût mieux versé que lui en ce genre-là ni plus fertile. 
Montmaur, qui n'estoit pas de cet avis-là, s'imagina que cet Avanturier avoit entrepris sur sa 
charge d'Intendant des devises et même se vanta si publiquement que Guisse avoit entrepris de 
lui quelques-unes de ces emblèmes que cet Interprète en 1644 fut obligé de réfuter par écrit 
cette calomnie.143 
 

This quarrel led Guisse, wrongfully accused of plagiarism by Montmaur, to publish his writings, 
as a proof of his anteriority. Guisse went so far as to publish two successive versions of it, in 1637 
and 1644. The first version was thus released a year after the rivalry over the distiques, while the 
frames for Champaigne’s and Vouet’s effigies were being constructed : it was a booklet, Symbola 
porticus eminentissimi cardinalis ducis, published under his Latin name, Joannem Guissium, in 
order to "mettre au jour ses emblêmes" – as Sauval explains.144 The title specified the gallery 
("porticus") as a destination reference for the emblems. Leonor d'Estampes, Bishop of Chartres, 
who was faithful to the Cardinal and true to his Gallican politics, had commissioned ("ex jussu") 
the brochure. D’Estampes would sometimes act on Richelieu’s behalf, and was given authority to 
sign contracts related to the castle’s decoration. Guisse, thus, was protected by a powerful man, 
who acted directly under the Cardinal's orders.145 

Guisse’s rival, Montmaur, who was nicknamed "le célèbre parasite," was appointed 
Intendant des devises in 1639, a regular post he retained until his death in 1648. He was responsible 
for conceiving the encomia, emblems, or mottos for gardens, galleries, and castles, which 
competed with Guisse's occasional contribution. Earlier in his career, he schemed to secure tenure 
as a professor of Greek at the Royal College by bribing a Jesuit for a paltry sum. Nevertheless, he 
was an erudite endowed with inexhaustible verve, though pedantic and apt to abuse metaphors and 
"paronomases"146. To complete this brief portrait, it should be stressed that Montmaur was above 
all a social man, destined for the life of salons; fond of clever quips, keen to compose anagrams 
for the gallery and mock his contemporaries as well as himself. However, due to his pedantry, 
certain "serious" writers who were offended by his sarcasm mounted a cabal against him. He 
responded to the “parasite writer” label with humor, entertaining gallant society by reciting the 
many names he was given and ensuring that the doors to salons remained open to him.147 The 
rivalry between Guisse and Montmaur represents a contest between a technocrat and an habitué of 
gallant society, but also, indirectly, that between Richelieu in power, and the salon society which 
became the source of his most aggressive enemies.  
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In response to Montmaur's allegations, Guisse published a second book, Symbolica 
Heroica porticus Regiae per Joannem Guissium, interpretem Regium in 1644 (a year and a half 
after Richelieu's death), in which he provided a different, definitive version of each hero’s motto.148 
These new devises were included at the end of Heince & Bignon’s illustrated book, as an appendix 
(fig. 34). 

Dorival, when comparing the two editions, deduced that Richelieu had revised Guisse's 
first proposal and selected, among the many mottoes submitted in 1637, those he considered most 
in line with his political program.149 The case of Richelieu’s mottoes is in itself quite representative 
of the transformation between the two editions. From Guisse’s 1637 mottoes, the ones that were 
not retained evoked the success of Richelieu’s foreign policy over the imperial eagle, the lion of 
Spain, and the mountains of Savoy. These rejected mottoes were: 
x Aquila pavitante triumphat, illustrated by a flying pigeon,  
x Debellat voce leones illustrated by a cock,  
x Expugnat rupes, illustrated by a wild fig tree.150  

Dorival suggested that Richelieu rejected these mottoes because he wished to be rather 
remembered as a loyal subject of the king: 

Soit habilité, pour ne pas porter ombrage à Louis XIII par ses succès, soit désir de 
s’affirmer uniquement comme le ministre qui ne songe qu’à la grandeur de l’Etat et de 
son maître.151 
Instead, four new mottoes were chosen for Guisse’s 1644 second edition, very similar to 

those published by Heince & Bignon six years later (fig. 41). They illustrated the zeal of Richelieu 
as His Majesty's loyal servant, for the State and the King: 

x Sola mihi redundant (Their only scent is pleasant to me, fig. 41a), illustrated by Trois Fleur 
de Lys au naturel, followed by the explanation: "Ce grand Cardinal avait tant d’amour 
pour le service de son Maistre, & pour la gloire de l’Estat, qu’il ne pouvait sentir d’autre 
parfum que celuy des Lys," 

x Candorem purpura servat (Whiteness is preserved with purple, fig. 41b), illustrated by an 
incarnate carnation measured with white fillets, meaning: "Le mélange de la blancheur 
avec l’incarnat rend cet Œillet plus beau & plus rare. La sincérité des intentions du 
Cardinal de Richelieu pour la gloire du Roy & la grandeur de l’Estat, a autant estably la 
reputation que l’escalt qu’il tiroit de la pourpre Romaine," 

x Expertus fidelem Jupiter (Jupiter experienced as faithful, fig. 41c), illustrated by an Eagle 
holding a Lightning, meaning: "Jupiter a confié son Foudre à l’Aigle, & luy a donné 
l’empire sur le reste des Oyseaux en recompense de sa fidélité. Le Roy Louis XIII a tant 
reconnu de fidélité dans la personne du Cardinal de Richelieu, qu’il s’est deschargé dessus 
luy de ses plus importantes affaires, & luy a mis en main la recompense & les chastimens," 

x Nex momentum sine linea (There is not a moment without marking the line, fig. 41d), 
illustrated by the Quadran exposed to the sun, meaning: "Le Soleil est dans une perpetuelle 
action. Le Cardinal de Richelieu travaillait incessamment pour le service de son Maîstre, 
& produisoit tousjours quelque chose d’utile & de glorieux à l’Estat." 

This case study, taken from Richelieu’s devises, provides a good understanding of the structure of 
the Latin mottoes, as they were translated and explained in French at the end of Heince & Bignon's 
book, and with them, of all the literary apparatus that accompanied each hero.   

The last step of construction of the gallery’s frames was the transposition of Guisse’s 
mottos into images, and their application in paint onto the wooden support, simultaneous with the 
small heroic action scenes that illustrated the heroes’ loyalty.152  
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e) Third rivalry: Champaigne against Vouet 

 
Sauval avoids discussion of the gallery’s political content and instead focuses on aesthetic 

and operational considerations. Little is subjective or personal in his testimony. However, his 
analysis served to amplify rumors of the day. Among them, the theme of emulation came up again 
and again. His way of highlighting conflicts and presenting opposing theories testified to his 
propensity to reason dialectically.  

Already cited here were Sauval’s mention of the rivalry between Bourbon and Desmarets 
over the distiques and that of Guisse and Montmaur regarding the mottoes. But the most notable 
rivalry concerned Champaigne and Vouet. It was reported by both Sauval and Félibien, which 
tended to give credence to its validity. In the pages he devoted to Champaigne, Félibien mentioned 
an antagonism between the two painters. However, the circumstances of the story detailing Vouet's 
conniving behind Champaigne’s back are somewhat implausible: 

Après que le Cardinal luy eut ordonné de peindre la grande Gallerie de son Palais à Paris, & 
pendant qu'il estoit occupé à faire les premiers Tableaux des Hommes Illustres, Voûët, qui 
estoit alors en réputation, trouva moyen, par le crédit de quelques personnes de qualité, d'en 
faire la moitié, sans que le Cardinal en sceust rien, & sans aussi que Champagne se mist en 
peine pour l'en empescher. (…) C'est pourquoy les portraicts que vous avez pu voir dans cette 
gallerie ne sont pas tous de la main de Champagne.153 

Beyond the undoubtedly exaggerated nature of the anecdote, one detects in Félibien’s account a 
worldly logic nourished by the combat of the protagonists.154 On the one hand, he states the 
importance of a painter’s "good standing," since he was judged by his ability to play the social 
game as well as how well he wielded his brushes. On the other hand, Félibien stresses the 
importance of the Palais-Cardinal commission, which seems important enough to incite rivalry. 
This contradicts Thuillier's argument (in his monograph on Vouet), that the painter neglected the 
commission and largely subcontracted the portraits to his studio.155 Thuillier presents as proof the 
mediocrity of some of his paintings, especially the portraits of Suger and Clisson (Musée de 
Nantes) that he judges weak.156 However, although the pictures are damaged, they also might have 
been judged a little hastily. Conversely, I would argue that Suger's portrait of a figure discretely 
emerging from the dark background, is quite interesting and suggests the hero's strength of 
character - not to mention the particularly well-rendered and abbreviated detail of the book (fig. 
42), made of only few strokes of paint.  

Thuillier's negative statement is worth considering though, in that it raises the question of 
reception of the work and of distance from the period. How can we judge a lone picture in a 
museum separated from its enframement and decorative context? The few remaining paintings on 
display today in various museums are no longer within their original frame and separated from the 
rest of the series. As such, they are inherently incomplete. The decorative ensemble as a whole 
cannot be accurately described by the sum of its parts. The decor of the Great Gallery was more 
valuable by the integrity of its series and the expression of collaborative work than by the 
individual pictures, or prowess of each painter - something that the rest of our analysis will largely 
prove. 

Sauval, referring to the same anecdote as Félibien, qualifies the rivalries as "emulation" 
between Vouet and Champaigne - a term that recalls artistic competition of the Italian Renaissance: 

Aussi avoient-ils (les "originaux" de la galerie) été faits par Champagne & par Vouet avec tant 
d'émulation, que, comme le Cardinal ne vouloit point se servir de Vouet, & cependant à la fin 
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y ayant consenti, celui-ci n'oublia rien pour signaler son pinceau, & montrer qu'il valoit bien, 
tout au moins, celui de son rival.157 

Vouet is presented here as the most vindictive. Interestingly, both painters, "emulating" each other, 
had returned to Paris the same year, in 1627, and each commanded now a large workshop in the 
city. Champaigne had returned from Brussels following the death of his father-in-law, Nicolas 
Duchesne, with the task of directing the decoration of the Luxembourg Palace, while Vouet had 
been recalled from Italy to nourish French art with his Roman training. Both were highly 
considered, and in demand in the period 1630 through 1635, with many royal and private 
commissions to their credit.158 This accounts for the competitive spirit. 

Without knowing to what extent the rivalry in fact existed, the two stories are interesting 
for their commonality. In Italy, emulation was a tool of recognition of a painter’s artistic quality, 
encouraging him to evolve beyond a faithful imitation of nature toward a personal style. It was the 
condition through which painting could rise to the rank of liberal arts. As early as antiquity, myths 
evoked similar emulation around the concept of imitation: Zeus painted grapes so realistic that 
birds were fooled into trying to peck them. Then Parrhasius bested Zeus by painting a curtain over 
the painting that was so realistic that the viewer believed it could be drawn aside to reveal the 
painting underneath. His illusion – luring the viewer rather than the birds – was so clever that Zeus 
acknowledged he lost the challenge.  

During the Renaissance, Vasari, in his Lives, recounted similar tales of rivalry between 
artists. Florentine Renaissance art flourished through the famous competition between Lorenzo 
Ghiberti and Filippo Brunelleschi over the Northern door of the Baptistery in Florence. Through 
their competition in pursuit of excellence, the two sculptors developed two conceptions of 
sculpture in the process. Brunelleschi also proved he was not a follower, nor a subordinator to his 
older rival. In that sense, emulation proves the independence of each party. Finally, an equally 
famous confrontation pitted the geniuses Leonardo and Michelangelo against one another in 
Florence's Palazzo Vecchio, where each painted a battle on a wall of the Great Council Chamber. 
Leonardo’s Battle of Anghiari was exceptional for its depiction of raging horses and 
Michelangelo’s Battle of Cascina, for the nude figures that testified to his study of classical nudes 
of antiquity. This is yet another instance of a clash of artistic vision in service of creative invention. 
The culmination of this process of copying, borrowing and transformation led to a renewal of 
forms. Examples are multiple. The anecdote about the rivalry between the two painters in the 
Galerie des Hommes Illustres again highlights the intersection of two pictorial "manners," 
embodied respectively by the Flemish Champaigne, and Vouet, upon his return from Italy. 

The disparity between the two gallery walls was already noted during the first promenade. 
One, backlit and interspaced with windows, enhanced the shimmering palette and sinuous lines of 
Vouet’s fabric-draped heroes (fig. 12). The other wall directly illuminated and heavily charged 
with a succession of frames, showcased Champaigne’s gleaming armor and spears, forming a 
ballet of broken lines (fig. 13). I analyzed in the second section how the series was modified for 
the site’s openings (doors, windows, niches) creating silences, variations, interruptions, and 
change in the hanging order. Sauval urged his reader to pay attention to the dialectics of the space, 
since for him elements are always repeated in pairs.  

An example of this is an anecdote about two "parallel doors," the eastern of the two was 
decorated above by Vouet’s portrait of the Cardinal of Amboise (9), and the western door with the 
portrait of Tremoille (10) by Champaigne. This visual parallelism accompanies a narrative 
dialectic. Sauval describes the Trémoille portrait as Champaigne’s best: 

[…] le meilleur de ceux qu'il (Champaigne) avoit faits pour cette Gallerie & quoiqu'il y soit le 
plus mal placé, & à un endroit qui n'est nullement propre à mettre une figure; cependant c'est 



 
 

 42 

ce qui sert à faire éclater davantage l'invention & l'esprit du Peintre: car, comme il se trouvoit 
gêné par une porte qui le reduisoit à ne faire qu'une demie figure, & à couper les jambes à son 
héros, il l'a représenté assis au milieu d'une campagne, reposant un pied nonchalamment sur 
un de ses genoux ; son siège est disposé de façon, qu'il semble descendu, & être caché derrière 
la porte, & qu'un bout de l'ouverture de cette porte serve d'appui à sa jambe gauche.159 

Sauval admired the kind of trompe l'oeil. The hero above the door, reduced to half a figure, was 
seated as if his foot were pushing the door. The painter's brilliant inventio is explicitly invoked 
here as the culmination of a process of emulation. This quotation also attests to how the painter 
adapted to spatial constraints, but employed a touch of histrionics, almost as a call for recognition. 
Challenging a preconception that Champaigne was disinclined to employ special effects or 
ornamentation, he presents a painter who mastered the science of illusion and techniques of 
perspective. In the great pictorial tradition, a face-off between Champaigne and Vouet encouraged 
the painters to manipulate space and create illusions through their art. 

Sauval continues his account with a social comparison of the two rival camps - the "friends 
of Champagne" versus the "friends of Vouet," presenting them as irreconcilable factions. Vouet is 
accused of having borrowed Amboise’s posture from that of Champaigne’s Tremoille: 

…les amis de Champagne disent de Vouet, & de son Georges d'Amboise que l'on voit au-
dessus de la porte parallèle à celle-ci, à qui il a ôté les jambes : ce n'est pas que Vouet soit 
moins louable à cause de cette stérilité ; mais il le serait encore plus, s'il n'avoit point voulu 
ravir à Champagne l'estime qu'il mérite pour cette invention.160 

The use of the term "sterility," to describe a legless depiction of Amboise is striking. It has a double 
meaning here, describing both the castrating power of painting which, by cutting off a man’s lower 
body, literally removed his virility, and, suggesting the impotence of Vouet’s inventiveness. 
Sauval clearly positions the commission in terms of an artistic challenge that encouraged artists to 
surmount the risk of repetition inherent in a series and to invent new forms. 
 

5) How to be different 
 
The two opposing gallery walls replicate spatially the antagonism between the two painters. 

But rather than the projection of difference, I will evaluate it as a differentiation that permitted the 
painters to assert themselves and thereby respect one another. In other words, by shifting our 
perceptual framing from difference to differentiation, we recognize the artists’ opportunity to 
engage in a productive face à face, highlighting their divergence and distinctive qualities. Rather 
than focusing on French rivalries, the brush is viewed as an instrument of assertion and "self-
fashioning."161 This approach will be used to compare two admirable paintings – Champaigne’s 
Gaston de Foix (Versailles) (fig. 52) and Vouet’s Gaucher de Chatillon of (Louvre) (figs. 48-49) 
– which illustrate the artists’ respective way of painting and asserting mode.  

It may be useful, for this dialectical study, to refer to a theoretical tool for conceptualization 
of the process of differentiation. The antagonistic model of Lume / Lustro, theorized by the art 
historian Gombrich, builds on Leonardo’s terminology to explain two Renaissance illusionist 
systems, to compare the Northern versus Italian handling of light.162 In Italy, lume referred to the 
solidity of spatial composition that derives from the rationality with which objects are lit and 
defined by their shadow, calculated according to a single light source that illuminates the scene, 
respecting the laws of perspective. This results in a feeling of order and stability obtained through 
a rational model and the simplification of the placement of objects to facilitate the reading of 
historia. In Flanders, on the other hand, the use of lustro at the Renaissance favored the iridescent 
illumination of objects by multiple, not necessarily coherent light sources, which introduced 



 
 

 43 

complexity and an incomparable scintillating effect of surfaces reflecting against one another, like 
a series of mirrors. This Flemish attention on the texture of objects draws the viewer closer to the 
canvas, to inspect the smallest details on its surface, as if to unravel the mystery of these infinite 
reflections. On the other hand, the Florentine viewer preferred to maintain a certain distance from 
the canvas to appreciate the overall narrative, harmony of composition, and the placement of 
figures participating in the story. This treatment of light, based on different pictorial traditions, is 
interesting to apply here, not just to describe the paintings of Champaigne and Vouet, but also to 
demonstrate their desire to distinguish themselves through an adherence to two distinct pictorial 
legacy – the North against the South. This artistic emulation directly refers to Richelieu's territorial 
ambitions, his diplomatic actions in Italy as a way to counterbalance the Spanish threat, but his 
desire to assert a French touch. 

 
a) Gaston de Foix 

 
The pictorial quality of Gaston de Foix, borrowed without knowing the source from a 

Venetian motif that Giorgione had developed (see his Pala del Castelfranco, fig. 52bis), 
participates in fact in Flemish attention to detail, with particular consideration paid to reflection 
from the armor, which here was the legacy of the lustro technique and its potential to reflect the 
world, adding philosophical depth.163 The reflection of light on the impeccable armor echoes the 
brilliance of the warrior’s soul. Champaigne repeatedly used this accessory in the gallery in his 
portraits of the aristocrat heroes of the noblesse d’épée, as a motif that offered the possibility of 
continuity and variation – thus, as a means of linking the noble knights, while highlighting their 
individual heroism ("ce qu’ils ont fait de mémorable"). The variety of ways in which the armor is 
worn is well adapted to the concept of series and testifies to Champaigne's ability to satisfy the 
commission, while allowing space for inventio. A simple change in the orientation of armor, shift 
in pose, or angle of a spear, enabled an individual to be distinguished through geometric interplay 
within a coherent whole. 

The noble pose of the character, building on the traditional Habsburg portrait's austerity, 
has been slightly modified in the case of Gaston de Foix, since the proud bearing of his rank has 
surprisingly engendered an expression closer to weariness, if not detachment from the world – or 
at least, an impression of solitude, removed from the sound and fury of the world, as it is also 
shown on Giorgione's seminal model (fig. 52bis). Sauval detected this deviation from the 
conventional model of a warrior: 

Dans sa tête, il ne se voit ni fierté, ni orgueil : elle n’est ni ambitieuse ni terrible, et pourtant 
est fort martiale ; il a les cheveux assez courts, et un peu mêlés ; sa barbe tombe sur ses lèvres ; 
le hâle l’a fatigué ; la poussière, la fumée lui ont basané le visage ; mais toutes ces négligences, 
et tous ces mépris de soi-même siéent si bien à un guerrier (....) il part de ses yeux une certaine 
douceur entremêlée de je ne sais quoi de majestueux.164 

The warrior shows neither pride nor haughtiness, but Sauval reads in his eyes a certain sweetness… 
This je ne sais quoi – a mixture of determination and gentleness – equally fascinated the art 
historian Pericolo in his biography of Champaigne. His detailed description of the picture 
reconciles the opposing qualities of an "active man," who is "courageous," although "prudent:" 

Il ouvre les yeux à son Gaston et l’anime soudainement d’une conscience en même temps fière 
et réfléchie. Le regard qui scrute, alerte et pondéré, annonce les déterminations du guerrier. Le 
poing fermé… souligne et accentue ici ce trait de caractère. Avec opportunité, Champaigne 
laisse percevoir ses pulsations dans la lumière, en reproduisant jusqu’à ses veinules et 
artérioles. Du coup, la main qui se pose sur la pique ne semble plus la caresser, mais s’apprêter 
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à la brandir. (…) Le maître donne libre cours à sa main habile, en rendant les amples reflets 
métalliques sur le plastron, la cubitière, la jambière jusque sur les solerets, et puis le grénetis 
de la cotte de maille ou les stries du pommeau de l’épée, qui détachent avec plus ou moins 
d’intensité la figure du fond, en lui procurant une vitalité éveillée. Tout en demi-teintes, le 
rideau atténue l’évidence de la figure, en modulant sa présence dans l’espace.165 

This description, that insists on the qualities of light reflections and the handling of details, 
perfectly illustrates the qualities of the lustro. The delicacy of the hero's face with its ochre skin, 
as well as his hands, where a burst of vitality pulses, contrasted with the metallic coldness of his 
equipment. This unexpected contrast of surfaces and materials dazzles the viewer, inviting him to 
approach the canvas to better appreciate its power of illusion. This treatment simultaneously 
highlights the use of oil painting as a privilege medium from the Low Countries that would become 
the dominant medium in Venice – where Giorgione, after Giovani Bellini, mastered it, in an 
alternative way from painters in Rome – and later in the French Academy. 

The two prior quotations also illustrate the manipulation of a realistic approach to attain an 
almost metaphysical ideal, elevating the fighter to rank of holy warrior. This knight represents an 
idealized rather than combative figure, depicted in brilliant immaculate armor, untainted by blood 
or mud, who projects a meditative image. Is it his tragic destiny that the hero reflects upon, and 
reflects? 

The spectator's ability to attribute ambivalent, even contradictory emotions to this character 
perhaps can be attributed, as mentioned by Sauval and Pericolo, to his detached expression, full 
faced and regular, even Christ-like, which serves as a screen for the projection of sentiment. This 
is symptomatic of a Champaigne technique; the use of visual neutrality to stimulate the viewer’s 
imagination. These two quotations, which dwell on the reflective power of the pictorial surface, 
reinforce the concept of Champaigne’s discreet virtuosity, and his controlled use of expression to 
facilitate identification with the hero’s values.166 

 
b) Gaucher de Chatillon 

  
Gaucher de Chatillon presents, in an immediately recognizable way, an alternative pictorial 

model. Gaucher was a connétable who fought for Philippe le Bel in 1291 to preserve Champagne 
as a French province and then went on to distinguished himself against the Flemish and English 
under Kings Louis X, Philip IV and Charles IV. Yet Vouet represents Gaucher as a honnête 
homme, viewed from the rear in fashionable slouchy low-boots and knit stockings, with a gleaming 
saffron-yellow cloak tied on one shoulder as was considered stylish under Louis XIII (fig. 49). 
Gaucher seems straight out of a fashion show! Only the chain, tossed like a long necklace over his 
shoulder, and used as the scabbard of the sword he carries, attest to his military role. His armor, 
purposely in shadow, appears dull compared to the shimmering fabric of the cloak as it catches the 
light. This beautiful garment justifies the opinion of costume historians, who describe the clothing 
of seventeenth-century courtiers as highly elegant, expressing French bravery and Gascon pride: 

...jamais ils ne sont habillés avec plus de distinction, plus de noblesse, avec une grâce négligée, 
avec une sorte de déshabillé galant qui semble un défi et qui exprime admirablement les mœurs 
de cette époque de bravoure française et de jactance gasconne.167  

Vouet responded to the clothing standards of the Grand Siècle, rather than the medieval period in 
which the hero lived and seems to comfortably accommodate the temporal incoherence.  

A brief review of the sartorial conventions of the period provides a useful reference to 
better understand Vouet’s approach. Gaucher wears his long cloak tied on one shoulder as was 
then customary in Paris. However, the "sumptuary laws," decreed between 1613 and 1620, and 
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reiterated in 1634 by Richelieu himself, prohibited the use of gold, silver, embroidery or trimmings 
on costumes. Garments were consequently simplified, creating a new French style: "le charme 
d'un certain négligé et d'une nouvelle liberté d'allure, proprement française."168 Once the fraises 
(starched high collars, customary under Henri IV) were abandoned, collars began to fall back in a 
simple flap against the doublet, shirt cuffs lost their lace, and curly hair lengthened, while doublets 
opened and boots lost their rigid shape. Abraham Bosse engraved portraits depicting fashion that 
testifies to this radical transformation of the courtier. For example, the engraving titled Le 
courtisan suivant le dernier édit (fig. 49bis) shows a nobleman who abandoned his embroidered 
silk habit in favor of a more modest outfit, in accordance with the new rules. Bosse also featured 
elegant gentlemen proudly wearing a felt hat with a panache (feather), as well as straight, long, 
flowing trousers, and puffy knee breeches with slouchy boots. As one costume historian noted, 
attaching a coat on one shoulder required artistry – "a true science:" 

Savoir donner de l'élégance et la distinction voulue au drapé du manteau était une véritable 
science. (…) Pour le faire tenir en lui conservant son libre jeu, les cordons étaient cousus sous le 
col, à quelques distances des extrémités et étaient passés autour des épaules soit en dessous, soit 
au-dessus, le long du bourrelet du pourpoint pour se rejoindre dans le dos, sous les omoplates où 
ils se nouaient.169 

Sauval explicitly linked this art "des plis et replis galants" to social rank and recognition by high 
society. 

Gaucher, a warrior with the head of a philosopher ("homme en armes à tête de philosophe"), 
as Laveissière described him, is represented from behind, as if taken sur le vif while turning, like 
"a picturesque device from the Mannerist tradition" – "un genre d’acrobaties," added Pericolo.170 
This artificial posture echoes the fashionable coat. Two other heroes, Montfort (fig. 16) and 
Dugesclin (fig. 55), wear the same style of coat, which again offered Vouet opportunities to 
showcase his virtuoso handling of pleating and draperies that move independently of the body, 
removed from anatomical rigor. For Vouet, fabric is primary; at once ornamental and structural, 
enveloping the figure to construct a pictorial and social identity.171 Vouet's figures appear supple 
and fanciful, theatrical, and even ungainly - like Gaucher, who, in the act of turning around towards 
the audience, might be confronted by the arrival of his Eminence. The figure seems alive and ready 
to speak – an illusion a Frans Hals, or Van Dyck painting of the same epoch might create. The 
effect of movement, reliant on the ephemeral nature of the pose, is characteristic of Vouet's figures. 
Pericolo commented that he managed to animate his subjects without resorting to the exaggeration 
of mannerism: 

[Vouet utilise] le principe de la figura serpentina que Michel-Ange et ses disciples avaient 
souvent employé, mais il ne le pousse pas à ses extrêmes. Il évite ainsi de basculer dans la 
« manière » et de soumettre le corps à des torsions que l’esthétique de l’époque condamnait.172 

The fact that Vouet was mindful to limit his invention within the bounds of convention, sums 
up both his strength and weakness.  

Sauval also shows that winks, allusions, and quotations were part of the painters’ 
repertoire. And he gives an example. Having noted Gaucher's unusual twisted posture, with his 
weight entirely on the left foot, "debout, montrant le dos, appuyé moins ferme sur le pied droit que 
sur le pied gauche, la main gauche accoudée sur son côté, la tête fièrement retournée sur l’épaule 
gauche," he provided us with the key to the enigma, which can be summed up in a pun on the 
hero’s name, "Gaucher," meaning left-handed, but also awkward: "toutes ces actions gauches, si 
difficiles à exprimer, y sont admirables et avec adresse. (…) (Vouet) s’est efforcé de représenter 
la qualité de Gaucher, qui lui était naturelle et qu’il avait apportée avec lui en venant au 
monde." The essence of the figure is summed up in the pun on his name. The riddle Vouet conjures 
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is facetious and quite evident to those who guess it. This differs from Champaigne’s approach, 
which focuses on Gaston de Foix’s enigmatic thoughts. If one evokes surprise and laughter, the 
other encourages thoughtful meditation. One invites the observer to step back, while the other 
beckons them closer. Lume is best viewed from a distance for its structure, here Gaucher's brilliant 
attitude, highlighting his "panache!" In contrast, lustro is appreciated close-up to savor detail, here 
Gaston de Foix's complex light reflections.173 By stressing the rivalry between the two painters, 
Sauval also clarified the success of their strategic self-differentiation. Moreover, because the 
decoration had to be completed quickly, the use of typical figures was a helpful shortcut. Painters 
had to devise an effective and distinctive way to position recognizable figures within a framework.  

What might appear a simple challenge for a painter was in fact difficult because of the 
isolation of each central subject, without the context of narrative action that would be depicted in 
the background. In addition, their subjects needed to fit within a series with an imposed format. 
For this type of decor, deprived of any psychological input (which would be anachronistic), the 
exercise required more virtuosity than the critics would grant it. But of the two painters, who 
needed to stand out more? Was it, as Sauval suggested, Vouet who needed to assert himself on a 
project where he was not the first painter of choice? Or Champaigne, who resisted the incursion 
of the fashionable model from Rome championed by his rival? 

I will conclude with Champaigne’s remarkable restraint and straightforward manner of 
approaching his subject, without resorting to forms of ornamentation, which can be termed 
archaism, but that I will rather interpret as resistance – which differentiated him from his peers.174 
 

6) Naturel vs. Caprice: "les vrais pourtraicts" 
 

Sauval’s promenade that opposed the naturalness of Champaigne to the artifice of Vouet, 
now leads to the perspective of authentication, and transforms a formal opposition into an ethical 
one, raising the question of truth. Sauval noted that Champaigne focused on the historical veracity 
of the model, while Vouet favored imagination and a "capricious" representation. As proved 
below, the historian took Champaigne’s side, arguing that the painter conducted research to 
uncover his models’ "true" features, working from earlier painted or engraved portraits; 
conversely, Vouet simply invented. In this case, Sauval favored the copying process over 
invention, which in a way contradicts his previous argument where he justified invention by the 
emulation process. How to reconcile these two accounts? 

In his survey, Sauval admires Champaigne’s practice of documentation and his ability of 
reviving memories: 

Champagne fut plus religieux, & n'épargna rien pour faire revivre la mémoire & les visages de 
ceux qu'il avoit choisis pour lui.175 

Sauval’s choice of the adjective "religious" to describe Champaigne is surprising in this secular 
pictorial context. Would it translate in this context to "scrupulous"? It sounds here as if the painter 
had created some "religious icons" endowed with exemplary power and replicating the same 
images of Saints century after century. But the term religious can be understood here as a 
conformity with models from the past. The adjective draws a parallel between religion and the 
copying process of the original, which perpetuates the diffusion of its aura.  

Conversely, Sauval critiques Vouet for not doing enough research and for inventing the 
characters’ features: 

Vouet ne les alla pas chercher plus loin que dans la Petite Gallerie du Louvre, où il en copia 
quatre d'après Bunel ; & quant aux autres qu'il n'y rencontra pas, dont il avoit besoin, il les fit 
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de caprice, & tacha simplement à leur donner des têtes & des attitudes, qui répondissent à la 
grandeur de leur âme.176 

In other words, Vouet’s indifference prevents him from achieving the heroes’ greatness. It is 
missing an index, initial imprint, and memory of the primary contact with the models. The heroes’ 
trace is lost. In contrast, Champaigne, through his "religiosité," is capable of reviving them ("faire 
revivre"). Sauval rationalizes the sense of presence achieved through the painter’s virtuosity, as 
the result of a copying process that preserves indexicality and therefore the characters’ aura. 
Conversely, despite Vouet’s art, Gaucher’s head is severely criticized for lacking truth, as Sauval 
related: 

Les Critiques ne voyant rien à redire à l'art, en veulent à l'action & à la tête : disent qu'il manque 
à une action si vraie & si naturelle, une tête véritable & originale ; que cette figure n'est que le 
spectre, le phantome, & l'effigie de Gaucher : que cette belle attitude est empruntée du 
Carrache…177 

So, critics wished that Vouet had tried to find early portraits of his figures and did not approve of 
his emulation of Carracci for the posture. Once again camouflaging his opinion behind that of 
anonymous "Critics," Sauval expresses though the taste of an erudite audience for portraiture. He 
qualifies as natural what is "véritable" and "original." 

This sentence, which concludes Sauval's promenade, resonates with great force because it 
announces the theoretical debates on the natural that would take place at the end of the seventeenth 
century at the Royal Academy of Painting and Sculpture. For Sauval, who proposed two opposing 
versions of truth in painting (natural vs. capricious), provides us with a new understanding of 
"portrait au naturel," which does not correspond to a direct likeness, as commonly stated, for the 
mere reason that the heroes of the historical portraits were all dead by the time of the decoration. 
Rather, the resemblance is the result of vraisemblance – a good copy from some previous models, 
itself validated from a previous original source, which ultimately refers to a likeness created from 
a live model. The naturalness in portraiture is based on the artist’s new form of invention that 
consists in resuscitating the original through copies, which guarantees the fact that on a given day, 
a painter sat in front of a sitter and represented him "sur le vif." Sauval defines as original this 
seminal portrait. Hence, the painter's mission is to find these originals ("recouvrer les portraits 
originaux de tous ces Héros qu'ils avoient à peindre").  

Sauval anticipates Roger de Piles' discourses on the question of unity - the "Tout 
ensemble" – and on the natural as opposed to artifice. What de Piles understood to be natural 
is closer to the definition used today – spontaneous, lively, direct – in that it is opposed to the 
values that Sauval advocated here, in the context of historical portraiture. For him, a head was 
"natural" if well-copied from a previous portrait which had been authenticated as "true." 
 To this first conclusion, I would add a second one, highlighting Sauval’s attempt to define 
the quality of originals. For him, a good copy seems to be the replication from a recognized master. 
Among the artists he cites as fine references for authenticity are Pourbus, Van Dyck or André 
Thevet, for engraving: 

…il peignit d'après Porbus le portrait de Henri IV, d'après Vandix celui de Marie de Médicis, 
d'après Raphaël Gaston de Foix ; à l'égard des autres, il chercha dans Thevet, & remua les 
cabinets les plus curieux pour les trouver.178 
For Sauval, who was a social man representative of the prevailing taste of his time, famous 

masters of the past guaranteed the quality of the "original" portrait to be copied. Champaigne’s 
Gaston de Foix provides a good example of this system of belief, for which all credit goes to 
Raphael: 
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De tous ces portraits, au reste, le meilleur est celui de Gaston de Foix ; & de vrai, jamais 
Raphaël n'a fait de figure plus simple...179 

Half a page of commentary is devoted to this portrait, that Sauval believed to be a copy of a small 
painting by Raphael. This effigy was indeed inspired by a small oil painting ("entre les mains du 
Duc de St Simon, & qui ne porte qu'un pied et demi de haut"), which was not a Raphael portrait 
but a copy after Giorgione (fig. 52).180 Regardless of the attribution error, the underlying point is 
the revelation of Sauval’s bias. He considered Champaigne's portrait excellent only because it was 
a copy of Raphael: "toutes ces qualités qui reluisent sur la copie de Champagne..." 181  and 
concluded moreover that the copy did not equal the original. How could Raphael be equaled? 

Ironically, instead of describing Champaigne’s work, Sauval writes exclusively about 
Raphael's art. What Sauval values above all in Raphael – and consequently, Champaigne – is the 
use of artifice in pursuit of the natural (or, the "simple") - an essential challenge of portraiture. 
Sauval compares an apparent facility, a portrait made by playing ("en se jouant"), to the artist’s 
mastery ("un savoir inimitable"). He admires Raphael who exalts simplicity and transforms it into 
heroism:  

Encore, dis-je, que dans une si simple posture il n'y ait rien de brillant en apparence, ni 
d'héroïque, on ne laisse pas toutefois de voir un artifice, & un savoir inimitable à travers toute 
cette simplicité...182 

Using again his established dialectic, Sauval evokes "simplicity" on the one hand, mentioning the 
simple "posture," simple "weapons" with "ni de dorures… ni d'ornemens," the arm extended "avec 
nonchalance" and head registering no pride "ni fierté, ni orgueil… ni ambitieuse, ni terrible," and 
finally the gentle eyes "il part de ses yeux une certaine douceur;" on the other hand, in contrast, 
Sauval enumerates the warrior traits of Gaston de Foix: "héroïque, majestueux, martial, brave, 
vaillant." Raphael was evidently capable of reuniting the two extremes to create the model of an 
ideal exemplary knight! 

Thus, it appears that Sauval believed for a portrait to be good, an authenticated Renaissance 
model must be its source of inspiration. A copy of an earlier reference, provided it was prestigious, 
was more authentic than a pure invention. Or rather, invention was the recycling of a virtuous 
example from the past allowing it to be established as an example for the future. The principle of 
copying was in this respect what ensured the durability of a model that was replicated over 
generations, although reinvented with emulation. By this understanding, the best painters could 
articulate the natural and the capricious. 

By the time of Sauval’s promenade twenty years after that of Richelieu, the monumental 
impact of the gallery was supplanted by the abundance of scholarly references provided by Heince 
& Bignon's in-folio book, which offered the keys to a full understanding of the Cardinal's program. 
In addition, to encourage artistic emulation, the book's surfeit of textual information for decoding 
the visual imagery was fashioned for a small group of scholars, including Sauval, who was 
accustomed to interpreting a hybrid set of signs and codification – an emblematic language. As 
discussed earlier, at this period Champaigne’s and Vouet’s historical portraits were subject to 
different expectations and judged according to their power to educate, while respecting historical 
truth. Under these conditions, "true portraits" exerted their exemplary power. 
 
 
 
 
 
 



 
 

 49 

IV- THE CONDITIONS OF BELIEF 
 

The two promenades highlighted the value of exemplarity, which can be understood in a 
dual sense - to take an example from the past and set an example for posterity – which will be 
examined respectively.183 Richelieu and his advisors chose exemplary men and heroic acts from 
the past as models of virtue at a time when the country was entering into war. However, Sauval’s 
evaluation of Richelieu's program reflected the values and perspective of his era, as perceived 
through his own "eye." The description he provided of the modus operandi of the border framing 
the Illustrious Men’s portraits highlighted the intertwined registers of the visual and the textual 
borrowing from emblematic language. This interplay was symptomatic of the cognitive apparatus 
specific to his time - which Baxandall described as "period eye."184 He also emphasized historical 
truth as a key aesthetic criterion. 

This final section will attempt to demonstrate that the effectiveness of exemplarity was 
dependent on a system of belief that legitimized the exempla. In other words, “true portraits” 
corresponded to a consensus that authenticated them as such and established them as “true”. More 
broadly, they were based on a society capable of developing and articulating this manner of 
discourse. This section begins with an analysis of these “conditions of belief” in relation to the 
habitus - a Bourdieusian term relating the discourses to the socio-cultural parameters of the time.185 
Also more specifically, it shows how the belief system on which Richelieu relied was established 
at the end of the sixteenth century in response to political and religious instability due to the 
dynastic rupture brought on by Henry IV. The system was deeply rooted in seventeenth-century 
pedagogy and perpetuated with the support of an educated bourgeoisie and a rising noblesse de 
robe in search of legitimacy, who were the chief beneficiaries of formal education with a system 
of common references that reinforced their social class.  

Within this socio-historical context, the conditions under which the legible (the book) and 
the visible (the gallery) were articulated will be documented and the influence of emblematic 
language determined by examining the recycling of some examples from the past. Finally, the 
mechanism of exemplarity, to be effective in time and space, relied on a new vector of diffusion, 
the book-gallery. Its editorial evolution as an indicator of a possible shift of paradigm under Louis 
XIV will also be analyzed. Thus, whether the criteria of "vrais pourtraits" would continue to set 
an example for future generations will be called into question. 

 
1) Exempla-based pedagogy  

 
The taking into account of the cognitive apparatus of the period implies thinking in terms 

of social differentiation and questioning the use of intellectual structures to assert one's affiliation 
to the group. The sociologist Pierre Bourdieu's concept of habitus ("là où le social fait corps"), 
will be borrowed to examine what disposes a certain social class to share and understand the same 
cultural references, to spread them, and even impose them to differentiate themselves. This logic 
of differentiation was first based on an economic distinction, since the noblesse de robe, through 
the system of offices, had acquired increasing economic, symbolic and political powers over the 
preceding half-century. Secondly, it was founded on a specific cultural knowledge that was 
acquired and transmitted through schooling but also developed through activities like collecting 
works of art.186  

In other words, the focus will be the cognitive apparatus of the noblesse de robe under 
Louis XIII and their influence on the Cardinal's propaganda. As Laveissière suggested, beyond 
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mere personal eulogy, the creation of the Galerie des Hommes Illustres represented a desire to 
preserve social order. Richelieu skillfully navigated both levels of society; representing the 
noblesse d’épée, whom he needed to defend the country while seeking advice regarding the 
development of his program from the noblesse de robe who held the economic and symbolic reins 
of the country. Sauval, a trained lawyer whose account serves to assess how the Great Gallery was 
subsequently perceived, was a typical representative of this noblesse de robe who was accustomed 
exampla-based pedagogy, whose principles will now be explained. 

As Todd Olson suggested in his book on Poussin, the historical allusions that proliferated 
in the décor, reflect a common education among this erudite class of bourgeois that disseminated 
similar cognitive skills and cultural taste.187 This historicity also benefited from the development 
of French educational institutions from the sixteenth century onwards, with a shared national 
curriculum. Throughout France, including principal provincial cities, a network of municipal 
primary and secondary schools was established, which predominantly benefited the noblesse de 
robe and the bourgeoisie. Sons of the noblesse d’épée were rarely educated in these schools as 
these young aristocrats were oriented toward military academies. The national education system, 
which emphasized the study of classical letters, offered a lay alternative to small parish schools 
run by the Church.188  Universities were also accessible to a broad swath of social groups, including 
the bourgeoisie, merchants and even peasants (until the reign of Louis XIV). Again, they were 
sparsely attended by the aristocracy, who favored equestrian academies deemed more suited to 
their rank, where horseback riding, fencing, dance, and engineering of fortifications were taught. 
Consequently, at the beginning of the seventeenth century, a significant education gap emerged 
between the high aristocracy busy waging war and a small erudite elite that began to dominate the 
cultural discourse, by using and reproducing models learned at school.  

Collèges provided a fairly homogeneous education throughout France thanks to a 
curriculum divided by levels, founded essentially on the study of classical authors (Virgil, Ovid, 
Tacitus, Cato, Terence...), from a common Greek-Latin repertoire founded on humanist 
philosophy. The pedagogy was based on reading authors in the original text (Latin, and Greek for 
higher education) and numerous Latin themed exercises, as well as the fundamentals of recitation, 
argument, and dissertation. Rhetoric, featuring quotations from authors such as Cicero, Horace or 
Quintilian, was uniformly taught, but with the particularity of consistent recycling of the same 
sources. Michael Bath acknowledged this type of pedagogy based on exempla when he analyzed 
the Four Seasons Tapestries at Hatfield House (fig. 72), produced in sixteenth and early 
seventeenth-century England:  

Latin composition was largely based on the collection and recycling of commonplace 
expressions from ancient authors.189  

The curriculum included the memorization of set excerpts and quotations which established a 
shared repertory of exempla employed by most authors. These quotes, at risk of becoming clichés, 
did have the advantage of providing stable lexical bases that were useful in practical domains 
including legal (juridical texts), administrative (parish registers, notarial deeds), commercial 
(account books), not to mention religious (Bible study based on the Text). These model phrases 
and anecdotes which encompassed history and morality, were regarded as authoritative concerning 
what was intended to serve as an example. Oration was not excluded, since recitation of criticism 
in verse, exercises to develop eloquence, theatre featuring Greek and Latin tragedies, and 
vernacular pastorals were features of the program. 

This recycling of sources was not sterile, for in the seventeenth century, the written word 
was disseminated in many areas of material culture and hybridized with livelier, even popular, oral 
and visual forms. The transformation of classical literature into comic, or parodic poetry as in the 
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manner of Rabelais, or into pamphlets, placards, sermons, epigraphs, etc., demonstrated the many 
possibilities for reversing or mixing genres. The art of conversation and eloquence developed in 
gallant salons, was another example of its widespread application. 

Finally, the growth of private art collections contributed to this nation-wide movement. 
Olson, in his analysis of Poussin, documented how this trend brought together the painter’s 
patrons, who came from the noblesse de robe and shared a taste for archaeology. Olson argued 
that a national educational program was a basis for the dissemination of cultural politics: 

The collection and analysis of antique material objects was fostered by the collège as early as 
the sixteenth century. As in the practices of the Republic of Letters, antiquities were used to 
express political as well as personal bonds. Like literary references ancient objects embodied a 
shared repertory of themes.190  

This appreciation for “antiquities” – which influenced the placement of two antique busts under 
each painting in the Gallery of Illustrious Men - contributed to what Olson termed "historical 
skepticism," since the scholars’ increased knowledge encouraged them to question authenticity 
and verify the provenance of antique objects. Consequently, art objects began to be 
documented and displayed with historiographical notes that specified their source. 
Archaeological and rhetorical knowledge became a means employed by the noblesse de robe 
to establish its political influence:  

A shared education rather than blood or geography constituted the habitus of an emergent social 
and political group that attached particular importance to history. The acquisition of a shared 
body of historical precedents and exempla was in part the result of a significant historical 
inherited from the response to the civil wars of the sixteenth century. (…) Ancient 
historiography and rhetoric were necessary political tools. Henry IV depended upon the 
humanist's topos of recuperation after a period of decadence. An educated elite was therefore 
integrated within the evolving nation state.191 

The historical consciousness that developed under Henry IV came to fruition under Richelieu, who 
pursued his cultivation of the ever more powerful noblesse de robe, especially among the gallant 
society.  

Thus, the noblesse de robe was the chief beneficiary of formal exempla-based pedagogy 
which provided common references across a wide range of disciplines. It referenced a shared 
lexicon, followed common rules of conduct, and, finally, promoted historical precedents that 
defined exemplary behavior. In this way, education became a tool to promote national unification, 
homogenizing territorial linguistic differences and nourishing a collective imagination among 
students, fueled by a shared corpus of Latin texts and Roman history. 
 

2) Emblematic language 
 

The Great Gallery’s decor, consisting of an interweaving of images and texts, symbols, 
emblems, mottoes, etc., aligns with this context of exempla-based pedagogy as the educated nobles 
advising Richelieu were adept at referencing historiography and rhetoric. The emblems 
incorporated within the picture frames of the effigies that Sauval’s writings helped to decipher, 
borrowed from this tradition based on a common culture and recycling of exempla.  

The emblematic language was rooted in sixteenth-century humanist ideas and developed 
throughout Europe, based on the publication of key textual references: in Italy, for instance, 
Emblematum liber by Andrea Alciato was published in 1531 with mottoes in Latin (fig. 73a). The 
author, in his "warning to the reader" (Ad lectorem), proposed a variety of pragmatic uses for this 
type of emblematic work. It was used… 
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…to add any kind of finish to empty things, decoration to something that is bare, speech to 
silent things, or assign a, argument to the wordless (...) a most instructive guidebook, which 
he can inscribe and insert on domestic furnishings, glass windows, in courtyards, hangings, on 
boards, vases, signs, signet-rings, clothing, tables, supports, weapons, a sword, and in sum any 
kind of furniture.192 

In France, several books of emblems were published with mottoes in French, but first without 
images: a good example was the Theatre des bons engins by Guillaume de la Perrière (fig. 74c), 
published by Denis Janot in Paris in 1539 (each motto is illustrated by a poem in verse and in 
French). A few years later, Georgette de Montenay's 1567 illustrated book, Emblemes ou devises 
chretiennes (fig. 74b), with small engravings by Pierre Woeriot, was used as a pedagogical tool in 
the rhetoric and poetry classes of Jesuit colleges.193 The phenomenon spread to Antwerp, the great 
Flemish humanist center, where Plantin published several books of emblems.194 From there, texts 
were translated into English. Besides, Erasmus’ Adagia did not hesitate to combine classical 
culture and popular proverb one.195 

Images had been progressively added, building on textual basis. In 1593, Cesare Ripa's 
famous illustrated book, Iconologiac (fig. 74a), provided a new corpus of symbolic images that 
would serve as a reference for painters and illustrators for centuries to come. Finally, more 
elaborated illustrated books were published, such as La Perrière’s Morosophie with hundred 
Emblemes Moreaux (fig. 74d), which offered a visual translation of the text with woodcut 
illustrations. 

In the English context of tapestry, Bath argued that the use of commonplace belonged to 
this emblematic culture, which was acquired through a very specific teaching, based on exempla: 

…that linking of the learned and abstruse with the proverbial and commonplace is utterly 
characteristic of emblems (…) the growth of an emblematic mentality in England (and 
overseas) was closely associated with the teaching of commonplace rhetoric in the classroom, 
where (Latin) composition was largely based on the collection and recycling of commonplace 
expressions from ancient authors. These proverbial and idiomatic dicta thus became the very 
stuff of rhetorical invention and had been collected into florilegia and printed commonplace 
books, of which the great Adagia of Erasmus published in successive groups of 1,000 from the 
early sixteenth century onwards, was the most important."196 
Among visual arts, tapestries, which required an ability to navigate between the central 

subject and the large frame, but also between the written word and imagery, were favored objects 
for the development of emblematic language, creating an effective interplay of retention and 
revelation of content (fig. 73). In turn, they modified the connoisseur’s eye and influenced their 
mode of reading. They are the most relevant to Richelieu's gallery; it is thus important to analyze 
their operating process. 
 

a) Tapestry and emblematic language  
 
Large tapestries were traditionally used in royal houses and aristocratic residences for both 

decorative and thermic purposes. They were mobile, often rolled up during the summer, replaced 
by silk, and re-hung in winter, or transported according to the owner's travel schedule, or 
occasionally used in ceremonies, as ephemeral decorations to decorate a room or a chapel.197 They 
were made in Flemish workshops, or more recently in French Royal Manufactures, following a 
prohibition under Henry IV against the importation of Flemish "green tapestries". Very expensive 
due to the richness of their material, including gold and silver yarns, and the many hours of labor 
entailed to make them, tapestries indicated through their size and complexity of composition, the 
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wealth of a family. The source of the commission was signaled by a coat of arms, frequently placed 
in the border.  

However, starting in the seventeenth century, rooms were increasingly devoted to specific 
uses and a gallery adjoining the living quarters replaced the former multi-functional ballroom. As 
a result, tapestries often became fixed decorations hung in bedrooms or anterooms, above the lower 
paneling.198 Alternately, in response to new Parisian fashion, gallery walls were paneled and 
painted, as at the Palais-Cardinal. This had the advantage of being much less expensive than a 
series of tapestries. Other institutions, such as city halls or provincial parliaments continued to 
display rich tapestries made by prestigious French weavers (Gobelins, Beauvais, Aubusson, 
Felletin), which often "celebrated the royal virtues, symbolized allegorically in the central scenes 
and explicitly on the borders."199  

However, the key reference for tapestry in the seventeenth century remained Raphael and 
his cartoons showing scenes from the Gospels and Acts of the Apostles – a set of tapestries woven 
a century earlier for the Vatican, of which many modelli circulated in Europe.200 Vouet was well 
known for his collaborations with the Le Louvre weavers, providing them with cartoons in the new 
Italian style, featuring light colors. More generally, peintres d’histoire, including Champaigne and 
van Egmont, regularly provided cartoons and original motifs to weavers (fig. 71a). Because of the 
exchange of modelli, decorative painting and tapestry were directly interrelated, and artists worked 
concurrently for both.  

There are a few examples of tapestries that directly echo the decor of the Palais-Cardinal’s 
Large Galerie. The first is the remarkably well-preserved series of ten tapestries based on Vouet 
cartoons, depicting episodes of Torquato Tasso’s Jerusalem Delivered (now displayed at the Flint 
Museum in Michigan, fig. 71c). It was woven around 1637, which makes it contemporary with the 
moment when Vouet painted his eight Illustrious men. One of the episodes depicts Rinaldo and 
shows the character turning towards the audience exactly in the manner of Gaucher de Chatillon, 
with "cette attitude si résolue & pratiquée si rarement." 201  Such an attitude, suggesting 
nonchalance, was rare enough to be noticed. Sauval attributed the invention of Gaucher’s gesture 
to Carracci. He also stated that the gallery’s decor preceded Rinaldo and Armida’s tapestry ("que 
Vouet ne se contentant pas de la copier pour le Palais Cardinal, l’a fait encore entrer dans la 
tapisserie de Renaud & d’Armide »).202 

Another example of emulation was the six pieces commissioned for the Château de Vigny 
representing the Illustrious Women of Antiquity, designed around 1670 by Poërson for the 
Aubusson workshops.203 This wallpaper-style decor directly echoed the Galerie des Femmes 
Fortes painted by Nicolas Prévost at the Château de Richelieu for Anne of Austria's apartments. It 
was also similar to Pierre Le Moyne's book, Les Femmes fortes, published in 1647 and illustrated 
by Claude Vignon. The subject became fashionable following the 1642 success of Mademoiselle 
de Scudéry's book, Les Femmes illustres ou les Harangues héroïques, which was widely read in 
gallant circles.  

Finally, "weaving" the thread of multiple interactions between the two arts, it should be 
added that between 1652 and 1657, Poërson worked on the prestigious series of the Life of the 
Virgin for Notre-Dame de Paris (fig. 71b), on which both Champaigne and Stella had previously 
collaborated. This underscores how frequently artist’s studios were simultaneously involved in the 
production of large painted or woven decorative installations. 

Bath analyzed with precision the operative process of the four sumptuous pieces of the 
Four Seasons tapestries created around 1590 for Sir John Tracy's residence in Toddington 
(Gloucestershire), now displayed at Hatfield House (England) (fig. 72), which are among the best-
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preserved examples featuring emblematic language - which is now largely foreign to us. One 
hundred and seventy allegorical images were woven into the margins of the tapestry, recalling the 
structure of the frames of the Galerie des Hommes Illustres.204  

The large suites of tapestries were often viewed in segments while walking around the 
room since the small size of the space prevented the observer from gaining enough distance to 
view the entirety at a glance. Although the viewer tried to appreciate its monumentality, the eye 
tended to focus on detail. The emblematic motifs included in the borders favored disruptive 
moments when the visitor had to stop to decipher an element before moving on to the next section. 
The large draperies were woven in pieces and assembled at the very end. Their ability to be 
deciphered was facilitated by a group of scholars who provided the keys to the encoded content. 

 
b) The emblematic language operated in the Illustrious Men's Gallery 

 
It is necessary to introduce a few elements of vocabulary, in particular, what is meant by 

"emblem," a term sometimes replaced by "encomium" or "allegory". 
The encomium or motto, ("devise" in French, from impresa in Italian) is a sentence with 

symbolic value that applies only to a person. It is a sort of personal brand, which expresses their 
values or code of conduct. This motto is illustrated by an allegorical or symbolic image. The 
combination of the two is summited to the audience to decipher, a bit like a riddle. This type of 
motto is also similar to the art of the medal, which includes the portrait engraved on the face and 
a text on the reverse side, composed in celebration of a memorable action. 

The emblem is an icon, or symbolic image, that expresses an idea of moral significance, 
thus going beyond the scope of the individual motto. This emblem is built on the same interplay 
of text and image, to which is generally added an epigram – in the Greek sense of a short inscription 
that perpetuates the memory of a hero and which, during the Fronde, took a caustic turn. Here, this 
epigram provides a short explanation specifying the moral, religious or political value of the 
emblem.  

Applying these definitions to the "heroic mottoes" ("devises héroïques") listed at the end 
of Heince & Bignon’s book, directly echoing the emblematic program of the gallery, the different 
layers of meaning become visible. Let's consider, for example, the case of Gaston de Foix: 

x The allegorical image is quite simple in his case and represents a tree with fruits (fig. 70). 
It is described by a mere sentence (according to the term descriptio, in rhetoric, which 
means a kind of ekphrasis): "un jeune Citronnier chargé de gros fruits." (fig. 70bis) 

x Then follows the motto in Latin, accompanied by its French translation: "Bretis quam 
grandiae praefiat," "Qu’il porte de beaux fruits quoy qu’il soit petit." 

x The epigram follows: "Le Citronnier quoy que jeune, porte de gros Citrons," justifying the 
image and its motto. 

x Finally, there is a longer explanation of the emblem and its moral message (at the risk of 
paraphrasing the epigram): "Gaston de Foix, qui mourut jeune homme, ne laissa pas de 
produire des actions aussi belles & en grand nombre que beaucoup de vieux Capitaines." 

 
Richelieu's mottoes provide another example of this hybridization of text and image. The 

Latin motto ("Candorem purpura servat") that illustrates the image of a carnation (fig. 41b) was 
translated into French and followed by two explanations:  

x First, a sentence paraphrasing the motto: "Le mélange de la blancheur avec l’incarnat rend 
cet Œillet plus beau & plus rare." 
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x The second is more explicit and offers the key to the reading: "La sincérité des intentions 
du Cardinal de Richelieu pour la gloire du Roy & la grandeur de l’Estat, a autant estably 
la reputation que l’escalt qu’il tiroit de la pourpre Romaine." 
 
As this explicit discourse demonstrates, there was little room in the book for a personal 

interpretation of the mottoes. Everything was reasoned, calibrated and revealed. The enigma was 
resolved - order and reason in service of Reason of State. Additionally, the message was 
transmitted in French, which made it accessible to a broader audience.  

Guisse began writing for the booklet in 1637, which continued to evolve until the second 
edition in 1644 and preceded the painting of the gallery frames by van Egmont and Poërson. Within 
the wide picture border, only the images (in a round frame) were painted next to their Latin motto 
(in another small round frame). But there was no other explanation of the emblems in the gallery, 
which called for subsequent interpretation – like a charade in suspension. Thus, the emblem, 
lacking accompanying explanation, was deliberately intended for a limited audience of scholars 
capable of deciphering its meaning. 

If the small painted images were the only inventio given the painter for illustrating the 
motto, it should be noted that the relative naïveté of their execution meant that the inventio 
amounted to little. Comparing these illustrations with those of other books of emblems (for 
example, those of La Perrière, fig. 74 d) which contains much more sophisticated engravings, some 
of which describe complex actions, the poor quality of the great gallery’s allegorical images - often 
limited to the image of an animal, a plant or an object - is surprising. The images themselves fail 
to provide a clue. They are so basic that they don’t appear to have been copied from pre-existing 
or more sophisticated emblems referenced in books - as was customary (fig. 73).205 

Trying to understand why the images were so naïve, I listed the different subjects they 
represent. I obtained an impressive breviary of animals whose symbolism is impossible to 
determine without explanation because in addition to familiar animals and insects such as the lion, 
phoenix, snake, eagle, bull, dog, and bees, are the rarer bird of paradise, ostrich, crocodile, 
porcupine, greyhound, hawk, and falcon. There are a wide variety of plants including orange tree, 
lemon tree, palm tree, olive tree, ivy, grenadier, cypress, carnation, and houseleek; as well as an 
assortment of objects: gun, mirror, bell, and scepter. Therefore, it seems that the image, in the 
service of complex allegorical meaning, was reduced to its simplest form to reinforce the necessity 
of text that was explaining the emblem. Visual and literary modes became complementary; in 
result, a cognitive dexterity in the interwoven reading of signs developed in the seventeenth 
century, representative of period eye. 

Therefore, the relative poverty of the allegorical images, as well as the general significance 
of the Latin mottoes, make it unlikely that a visitor to the gallery – except for the patron and his 
intimates who contributed to the project - could grasp their true meaning. Consequently, Sauval 
does not try to clarify their symbolic meaning and was content to simply comment on the paintings 
and their provenance. Thus, the emblems in the great gallery could only be decrypted if a visitor, 
wandering from painting to painting, simultaneously referred to the book in which the emblematic 
meaning and its moral value are developed.  

It is true that in the past, the decorative program of galleries frequently favored such 
abstruse messages. In the Renaissance tradition, where only a monarch (like Francis I) held the 
key to the enigma, the pleasure of discovery was fundamental, highlighting the knowledge and 
power of the king – to the degree that the meaning of the Fontainebleau gallery remains forever 
obscure to art historians. But in the case of Richelieu, a century later, the need to educate had 
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largely replaced the need to create surprise. Heince & Bignon’s book, like an "educational booklet" 
now accompanied the visit. The document was the required complement to the monument. This 
document offered some answers for the educational benefit of the reader-visitor who becomes the 
main addressee of the political program. Change of era, change of eye. 

Thus, the emblematic language becomes the meta-framework’s rationale. As Bath noted in 
his preface, "even though they fill the margins, they are not being marginalized" (fig. 72).206 The 
borders lend meaning to the central subject that benefits from this semantic layer. Such a dialogue 
between the ergon and the parergon (to borrow from Derrida's terminology) incites the artist to 
paint the central subject in a sufficiently neutral way to be imbued with the soul through the 
substance of the margins.207 The figure of Gaston de Foix by Champaigne is in this respect an 
example of a subject painted with a neutral expression that suits the principle of superposition. The 
figure is "effective" in that its soul, or any other virtuous quality, can be completed by the margins. 
This interplay builds upon an ancient medieval scholastic heritage, whereby comments in the 
margins of manuscripts, nourished and modified the meaning of the central text while imposing a 
critical distance.208 

 
3) Following example: borrowing from the sixteenth century  

 
While education based on exempla and the use of emblematic language flourished during 

the reign of Henry IV, certain collections, books, and galleries served in particular as examples for 
future generations and heralded a new set of values. Following is a review of the sixteenth century 
traditions borrowed by Richelieu’s Great Gallery, which documents the dual influence of recycling 
and innovation in this period of the seventeenth century. 

 
a) From the Illustrious men’s collections to the book-gallery 

Collecting portraits of Uomini Famosi and decoratively displaying them was not new to 
the seventeenth century. It was practiced in prior centuries in a variety of forms. In pursuit of 
immortalization, Egyptians, Greeks, and Romans exhibited busts or portraits of their ancestors in 
their villas, gardens, stoa or gymnasiums, to perpetuate their memory and glorify their lineage.209 
This sort of gallery already combined the pleasure of strolling and observing in pursuit of 
knowledge (philosophy and the art of rhetoric). 210  The Romans particularly insisted on the 
pedagogical qualities of this process, which might extend beyond the family circle or aulic 
architecture, to transmit the virtues of the past to subsequent generations. Collections of various 
media (written or visual) featured images of kings, emperors, tyrants, advisers, warriors, 
philosophers, poets, judges, etc. 211 During the Italian Renaissance, cycles of Illustrious Men 
assumed a more practical, moral and political value, creating a system of "memorialization by the 
example" that served the state. 212 The renewed interest in classical literature accompanied a 
passion to collect biographies of heroes of the Roman Republic.  

The development of such collections not only reflected the political aims of leaders but 
indicated the subtler existence of social structures that facilitated this movement of exemplification 
by the elders in the perpetuation of the practice. The practice relied on groups of scientific advisors 
or “interpreters” at the service of the "prince." As Christiane Joost-Gaugier observed in the context 
of the Italian Renaissance:  

For textual interpretations, Italian princes and patrons relied on humanist advisors who, because 
of their wide acquaintance with ancient biographical and moral literature, were able to design the 
complex philosophical programs that characterized such series. Thus, it is clear that in 
Renaissance times literary example pre-existed the production of the visual.213 
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At the time, this literary fascination with series was accompanied by the placement of portraits in 
state institutions such as city halls, courthouses or princely palaces - the whole constituting a 
network of interactions combining images and texts adapted to the socio-political environment of 
the Italian Renaissance.214 

From the end of the sixteenth century, the fashion for collections of illustrious men that 
spread throughout France, then the rest of Europe, assumed two principal forms which eventually 
overlapped. One was the illustrated book, which developed in tandem with advances in printing 
and engraving, and the other, galleries housing art collections, which became increasingly popular 
with princes, kings, and aristocrats through the late seventeenth century. This dual impetus led to 
the creation of a hybrid object that the scholars, Bernard Teyssandier and Dominique Moncond'huy 
named "livre-galerie."215 This composite object testified to the necessity of embedding discourse 
in painting and of reproducing visual motifs in the book that "refracts it (the gallery) by projection”. 

The first collection of illustrious men to inspire the spread of the book-gallery model 
throughout Europe was Paolo Giovio’s (1483-1552) seminal collection of illustrious men 
displayed in a gallery created for his villa in Como.216 The effigies painted on the walls were 
transposed into prints and published in a book dedicated to Como de Medici: "Les Eloges et vies 
briefement descripites sous les images des plus illustres et principaux hommes de guerre antiques 
et modernes qui se voyent à Como, au Musée Paolo Iovio". The reproduced effigies were 
reformatted and accompanied by an elaborate system of inscriptions, including titles, mottoes, 
emblems, and biographies.217 

Among an extensive number of book-galleries created at the dawn of the modern age and 
classified by Teyssandier, two references cited by Sauval in his book most directly influenced 
Richelieu’s project. The first was Thevet’s illustrated book, dedicated to Henri III and the second 
the Petite Galerie du Louvre, completed under Henri IV. These two exemplary objects serve best 
to clarify the theoretical foundations of Richelieu's Gallican program. 
 

b) Thevet’s quest for "vrais pourtraicts" 
 

Portrait books flourished in Europe in the sixteenth century thanks to the development of 
engraving and new techniques for interweaving text and images on the printed page. The first 
featured woodcuts followed by etchings which were sharper and permitted text to be inserted 
within images. 218  Illustrated biographies representing the convergence of portraiture, fiction, 
history, and morality became popular, such as Vasari’s Lives, inspired by Plutarch – the precursor 
of the genre.219 However, these Lives were expected to be factually true, which demanded of the 
author a new iconographic and scientific rigor in the validation of sources. The Uomini Famosi 
series in Italy was based on these principles, as archaeologists and humanists made an effort to put 
an authentic face on ancient heroes. Driven by a concern for veracity, they methodically searched 
for documents, statues, glyptic or medals that could provide them with authentic representations. 
Fulvio Orsini (1529-1600), a humanist with a large collection of Greek and Roman epigraphs, who 
tried to correlate literary sources with visual information, is representative of this movement.220 In 
1570, he published Imagines et elogia, a book of engravings which cataloged the visual references 
used to identify elders including Aristotle, Herodotus, Seneca, and Homer. The engravings of 
various formats whose provenance he carefully noted, reflected the diversity of Orsini’s sources. 
Thus, it can be inferred that as of this period humanists began to accurately document their visual 
biographies, to ensure that images depicting great men of Antiquity were authentic ("varies"). 
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This practice broke with that inherited from France in the Middle Ages.221 Although the 
Monarchy was already fond of collections of illuminated portraits of kings assembled in 
manuscripts, genealogies or universal chronicles, their layout was more the result of modular 
thinking - "poétique du glissement et de la mobilité", as Michel Jeanneret suggested in Perpetuum 
mobile - than exact duplication of an original model.222 Instead, several versions and variants of 
the type were produced simultaneously, all created from alternative and moveable patterns that 
were repeated and reorganized, which blurred the reference to a single prototype. The early days 
of printing favored the combination and circulation of visual and textual patterns that were 
juxtaposed rather than standardized or integrated.223 Such a multiplicity of variants during the 
Middle Ages favored a regime of plausibility, rather than historicity. For example, when 
Guillaume Rouillé published his exemplary numismatic book, Le promptuaire des médailles in 
1553, gathering portraits ("qui réunit, dans la lignée de Plutarque, les hommes & femmes qui 
depuis le commencement du monde ont esté dignes de mémoire, afin que le lecteur puisse élire 
exemple de telle forme de vie qu'il (lui) plaira"), he admitted in his prologue that historical truth 
was not respected, but replaced with fantasy: "En défault de premier Patron, (les monnaies ont 
été) par nous controuvées phantastiquement, selon leur description historielle..."224 

This short introduction reminds us that it was not until the end of the sixteenth century 
when Lyon became an important publishing center where major copper engravers such as Master 
CC distinguished themselves, that the values of historicity and authenticity were respected. It also 
corresponded to the time when text was more consistently incorporated within printed images.225 
This is where we see the emergence of a new belief system. Portraits of kings, for example, became 
more rigorously formatted: for the sake of clarity and coherence as well as ease of handling, images 
were framed separately from the text. Copper engraving, which produced finer lines and details, 
favored increased attention to physiognomy and likeness to a model, as well as to the legibility of 
the letters.226 The quest for authenticity became the new standard for scholars in early modern 
times.227 

André Thevet’s name was explicitly mentioned by Sauval in his account of the Illustrious 
Men gallery - proof that the fame of the "cosmographe du roi," as Thevet (1516-1592) called 
himself, endured beyond his century. Sauval cited Thevet as a direct source of inspiration for 
Champaigne when seeking models for his portraits: 

(…) pour faire revivre la memoire & les visages de ceux qu’il avoit choisis pour 
lui (Champaigne) : il peignit d’après Porbus le portrait d’Henri IV, d’après Vandix celui de 
Marie de Medicis, d’après Raphaël Gaston de Foix ; à l’égard des autres, il chercha dans 
Thevet, & remua les cabinets les plus curieux pour les trouver.228 

It was Thevet who, according to Sauval, set the standard that a portrait "au naturel" implied it was 
"true," in the sense of authentic. One wonders how Thevet earned this degree of respect despite 
his inconsistencies. Thevet was a man of humble origins who became an explorer of the New 
World and acquired his expertise through practice rather than scholarship. For this reason, he was 
accused of heresy and widely despised by contemporary scholars.229 He accumulated experience 
of all sorts, at the risk of heterogeneity, and traveled the world for about ten years, from the Levant 
to the Americas, Canada, Brazil, Antarctica, Australia... Unfortunately, he had a complex 
relationship with historical truth and did not hesitate to exaggerate his adventures and manipulate 
dates and facts to his advantage. Truth required no further proof than what he witnessed with his 
own eyes ("ceux qui avoyent veu de la vérité de l'assiette des pays estrangiers, des mœurs des 
peuples et proprietez des contrees esloignées.")230 Based on that, anything was possible! This leads 
to the question of why a century later was he revered as the guardian of truth. 
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His biography was recently reassessed by Eugène Dwyer. Earlier, Adhémar had written a 
flattering portrait of the adventurer-geographer arguing he had become a historiographer by 
practice and was purportedly denigrated through envy. More recently, Dwyer challenged Thevet's 
presumed good faith and explicitly accused him of plagiarism, providing evidence of his 
intellectual dishonesty. 231  In view of Dwyer’s claims, the beliefs Thevet generated and his 
influence on scholarship in the following century would be reexamined, rather than the validity of 
his findings and veracity of his methods. 

Believing that geography makes history, Thevet began his career by publishing Pourtraicts 
de ville. At the end of his life, in 1584, he wrote his famous work Les Vrais Pourtraicts et vies des 
hommes illustres Grecz, Latins, et payens recueilliz de leurs tableaux, livres, medalles antiques & 
modernes...232 Thevet’s opus was a magnificent two-volume folio, with 1,328 pages of text and 
illustrated with 222 well-cut engravings.233 In one respect, Thevet was a skilled geographer who 
anticipated history and reshaped it according to his understanding. A common feature among the 
characters in the work is that they were all dead - which in a sense transformed his book of Lives 
into a series of eulogies. It assembled a heterogeneous group spanning continents and centuries; a 
jumble of dignitaries encompassing kings, emperors, saints, scholars, and warriors. Moreover, his 
Lives expanded on the biographical genre, since Thevet highlighted the exemplary moral virtues 
of his subjects.234 He asserted that truth in portraiture was based on internal integrity: "la vérité 
des pourtraits et images ont une énergie et vertu intérieure à nous faire chérir la vertu et détester 
le mal."235 

The motivation for the publication of his work was similar to Richelieu’s objective with 
his gallery. Thevet produced it "at a time of personal and national decline", to compensate for his 
cosmographic deceptions, for "value of compensation”, and with an expressed desire for 
immortality.236 In providing "ressemblances, exemples et effigies," Thevet revealed a personal 
desire for posterity through his illustrious characters. The poet Chambon de Gotz summarized his 
immodest enterprise as follows: "Thevet, en les loüant, tu te loües aussi."237 

Despite the instability of Thevet’s reputation in his day and the relative failure of his Lives 
when first published in the midst of the war of religions, his fame was well established a century 
later when his book was reprinted nine times in small format.238 Mauger, one of the publishers – 
who would also publish an in-octavo copy of Heince & Bignon's book – published a shortened 
version of Thevet’s work’s in 1671 with the title: Histoire des plus illustres et scavans hommes de 
leurs siècles Tant de l'Europe, que de l'Asie, Afrique et Amérique. In his "warning to the reader," 
the publisher described Thevet's work as "sincere" and "curious." The title also included: "…avec 
leurs Portraits en Taille-douce, tirez sur les véritables Originaux." In the seventeenth century, 
authenticity was a selling point. To attract buyers, Mauger did not hesitate to assert that the lives 
were accurate and the portraits representative. This double assurance of authenticity, cited earlier 
as central to Sauval, was similarly emphasized by Thevet’s publishers. His personal, overly 
subjective experience, though problematic, was claimed to validate the veracity of his approach. 
Thevet used his more or less fictional accounts to certify the scientific value of the biographies 
and the likeness of the collected portraits. He even took care to describe his method of collecting 
iconographic documents, which was different for ancient and contemporary portraits.  

For the antique portraits, Dwyer proved that Thevet shamelessly reused Orsini's engraved 
portraits. In duplicating them, he attempted to mask his appropriation by homogenizing the format 
of the original engravings to erase their differences, and falsifying the works’ provenance - 
inventing how he obtained the images during his travels.239 Naively, he often matched the location 
where he discovered a portrait with the birthplace of its subject.240 This systematic coincidence 
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leaves little doubt that the provenance of the portraits was falsified. As a result, it tends to call into 
question the rest of his work. 

Concerning the contemporary portraits, Thevet relied on his personal network, which 
makes them less exposed to suspicion of plagiarism. He took care to describe the effort he made 
to obtain "vrais pourtraicts," usually writing in the first person. One example is the way Thevet 
presents Cossé (fig. 57) when recounting how he obtained his painted effigy from Cossé’s son: 

…Cossé, Sieur de Brissac, Maréchal de France, duquel je vous represente le pourtraict, tel 
qu’il m’a esté baillé par Charles de Cossé, Seigneur de Brissac, son fils, non seulement pour 
admirer les grands & signalés faicts par luy exécutés en sa vie, mais aussy, afin que tous 
Princes, Seigneurs & cœurs genereux, qui aspirent à grandes & honorables charges, le 
contemplent, comme vive image d’excellente vertu, & que toute la jeune Noblesse, qui vise à 
l’honneur, s’en puisse servir, comme d’un parfaict miroir, pour former leurs vies au moule 
des vertus & graces de ce grand personnage.241 

This text is interesting in several respects: on the one hand, for showing how Thevet justified the 
truthfulness of Cossé’s portrait, but also to illuminate the mechanism for the transfer of a hero’s 
virtue to the "young nobility" (noblesse de robe) whom he explicitly cited as the target of the 
exempla.  

Lastly, Thevet hired Dirck Galle, a Flemish painter, to carve new original portraits of 
several heroes, using models he obtained from a variety of sources to ensure the homogeneous 
quality of the illustrations. Catherine de Médicis (for whom Thevet was one of her ordinary 
chaplains), opened her drawing cabinet from which he made copies of the Clouets.242 He also 
solicited great families, such as Pic de la Mirandole and the Duke of Nemours, for portraits of 
ancestors : in a letter, he specifies his request for "le vray et naturel pourtrait, d’un si genereux et 
heroique Prince, que des memoires et instructions de sa vie."243 Concerning the La Tremoille 
portrait (fig. 53), which was engraved twice because the first portrait did not give satisfaction, a 
letter documents his wish to be paid for both paintings.244 This letter is a useful record of the system 
of mutual reciprocity Thevet established: in exchange for helping to finance his project and provide 
drawing models ("crayons"), his work was to exert a positive influence over the posterity of the 
noble subjects. The bargain was clear – access to "natural portraits" in exchange for 
immortalization ("je leur dresse un tombeau qui éternise leur renom à tout jamais"). 245 
Consequently, Thevet did not hesitate to transform the dubious record of certain heroes into 
illustrious feats. As a result, the tone of the narrative is both laudatory and hyperbolic, perpetuating 
memorable actions and transforming them into exempla. 

Richelieu borrowed some of his Illustrious Men from Thevet’s Lives, including Suger 
(184), Tremoille (334), Montluc (460), Cossé-Brissac (423), Anne de Montmorency (449), Dunois 
(403), Cardinal d'Amboise (359), Cardinal de Lorraine (580), Cardinal du Guesclin (259), Gaston 
de Foix (322), Clisson (262) François de Guise (427) and Jeanne d'Arc (279). Note that this 
selection of heroes is all very French, while Thevet's Lives included several non-French characters, 
such as Monteczuma and Cortez, and also negative exempla as in Plutarch's Lives. This positive 
and patriotic selection proves that the humanist critique was lost on Richelieu who wanted to build 
a self-congratulatory imaginaire to serve his politic.246 

As Sauval suggested, Champaigne copied five of Thevet’s portraits. The likeness is indeed 
preserved for Cossé (fig. 57), Cardinal de Lorraine (fig. 58), François de Lorraine (fig. 59), 
Montluc (fig.60) and Montmorency (fig. 61). Clothing was modernized, made suppler and more 
voluminous, perhaps to compete with Vouet. The sixteenth-century drawing from the Caignière 
collection (fig. 60) which served as a model for Montluc, might also have been Thevet's source.247 
However, neither Tremoille (fig. 53), depicted as a man of fashion wearing a large hat with a 
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feather hiding his bald head, nor Joan of Arc (fig. 54), wearing a similar hat and armor embellished 
with decoration, were borrowed from Thevet. And as Sauval pointed out, Vouet did not borrow 
from Thevet, either for Duguesclin (fig. 55), or the Cardinal d'Amboise (fig. 56), whom he created 
as a fantasy ("de caprice").  

To conclude, Thevet’ Pourtraicts illustres remained a reference a century later for several 
reasons: the quality of the original in folio edition with its fine etchings, the numerous small-format 
editions targeted at a wide audience that were produced during the seventeenth century, and 
Thevet’s innovative layout which combined order and rigor. His formal innovation can be 
summarized as follows: 

x the use of the same format for each engraving, which masked disparities between the 
various sources and erased differences in social rank, 

x in the table of content, the designation by only one line of each hero, whether king, subject, 
warrior, scientist, or scholar. Similarly, each biography received equal treatment and was 
allocated the same number of pages, 

x an attempt at classification: the order of presentation, although not rigorous, tended to be 
chronological – or at least logically grouped certain contemporaneous heroes together. This 
chronological approach placed Richelieu just after the King in Heince & Bignon’s book, 
with both extolled across the same number of pages despite the conventions of etiquette.  

       Finally, we highlighted Thevet’s preoccupation with documenting the provenance of the 
visual material – albeit in an attempt to falsify his sources. At least his scientific intuition was 
sound. By the end of the sixteenth century, historical truth became what could be termed "a 
condition of belief" that facilitated the transmission of moral messages. This new system of 
belief obliged painters to pay increased attention to physical resemblance and respect for 
"costume" in the sense of custom and respect for historical verisimilitude. This concern for 
truth was theorized at the beginning of the seventeenth century by Antoine de Laval, under 
the nascent Bourbon dynasty, as demonstrated in the decoration of the Louvre. 
 

c) Laval’s manifesto for the Petite Galerie du Louvre 
 

The decorated gallery flourished in France in the sixteenth century, both as a place to walk 
and as space where princes could display their collections and other objects that promoted their 
magnificence. It responded to principles of aesthetic pleasure rather than erudition. This Italian-
style gallery triumphed in Fontainebleau, where the paintings depicted a spiritual play of enigmas 
that borrowed their subtleties from mythological language while disguising historical allusion. 
This visual language was inseparable from eloquence and fashionable diversions, as Marc 
Fumaroli suggested: 

Dans la galerie, (l'œuvre d'art) attend un mot d'esprit, ou son élaboration littéraire sous forme 
de poème, madrigal, épigramme, ou encore sous forme de discours érudit et disert, qui en 
prend la place.248 

For the visitor, solving visual riddles and revealing their hidden meanings heightened the pleasure 
of the experience as it required the retention and recall of highly specific knowledge.  

To this Italianizing model, Mondonc'huy and Sabatier opposed a Gallican model, which 
progressively developed under Henry IV. It was theorized by Antoine de Laval and persisted until 
Mazarin who favored again the Italian fashion and commissioned Romanelli to create frescoes for 
his palace. 249  Laval (1550-1631), a modest aristocrat, was also the King’s geographer 
(surprisingly, geographers seem to have shaped History at the time). On December 20th, 1600, he 
published a small booklet, Des peintures convenables aux Basiliques et Palais du Roy, which 
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established the basis for the Louvre’s decorative program. The booklet, written as a manifesto, 
probably at the request of Sully, Henri IV’s chief Minister, expressed the need to counterbalance 
the excessive influence of painters who were attempting to supersede patrons (the king's painter 
Dubreuil, though a target, was not mentioned).250 Conversely, Laval advocated the application of 
a strong program in service of a centralized monarchy.  

Laval prioritized a historical approach with a didactic purpose and disparaged the 
mythological entertainment that flourished at Fontainebleau, judging it inappropriate ("mensonger 
et impudique").251 His pedagogy through history was introduced at a time of dynastic fragility 
when the legitimacy of the Bourbons’ legitimacy was questioned, and the monarchy needed to be 
symbolically reinforced. Following his entry into Paris in 1594, Henri IV used architectural 
projects to consolidate the effort of national reconciliation after the religious wars. The Petite 
Galerie du Louvre was part of this reconstruction effort.252  

The title of Laval's booklet contains the term "convenance" ("convenables"), by which the 
author means employing historical fact to glorify the national mission – embodied by the heroic 
feats of great French captains - and to consolidate the new royal lineage ("produire le plus 
venerable et autantique arbre de Genealogie de Rois..."). The ideology of his program so 
resembles that which Richelieu employed three decades later that there is little doubt that the 
Cardinal was directly inspired by Laval. 253  The difference is that Richelieu chose spiritual 
ancestors who were not imposed through blood line, whereas Henri IV needed to honor his royal 
lineage.  

The following are principles common to both galleries that characterize this Gallican 
model. The first concerns sequencing. To adorn the twenty-eight sections of the room, Laval 
created a mural decoration – omitting the vault and not using the technique of frescoes, unlike the 
Italians – which consisted of a chronological succession of full-length portraits of French kings, 
from Pharamond to Henri IV, faced with portraits of their queens. The final portrait was painted 
by Pourbus of Marie de Médicis (fig. 62). According to Sauval, this is the work that Champaigne 
copied. Each royal effigy was inserted within a portico flanked by two columns. Bunel’s modello 
(fig. 65) records a highly architectural design. In contrast, Richelieu's gallery would be more a 
metaphor of a two-dimensional unfolding book, referencing the Cardinal's literary erudition. 

In order to educate and trigger memories of the Monarchy’s great achievements, Laval’s 
sequencing had to be legible. To this end, each effigy centered within an architecture framework 
was adorned at its margins with words and images that completed it - inscriptions, emblems, 
epigrams, and miniature portraits of nobles who served the king through their heroic actions. 
Again, margins like the gloss accompanying the visual, presented the ancestors in a didactic way 
and demonstrated their exemplary value as Laval himself explained: "L'œil & l'esprit amateur 
d'artifices singuliers y aura une leçon perpetuelle, & recevra grande instruction d'y avoir an peu 
de mots aus Eloges & inscriptions un sommaire des faits de chaque Roy."254 

The chronological order in which the paintings were hung was important and was probably 
maintained at the Palais-Cardinal. Near the entrance to the gallery, Laval placed the effigy of the 
king, so he might contemplate his ancestors arrayed before him: "Il est raisonnable qu'elle (l’effigie 
du roi) soit la premiere en veuë, antrant de sa chambre dans la galerie, à fin d'aller contre-montant 
depuis sa Majesté jusques à Pharamond." The circuit within the gallery was oriented, starting from 
the earliest times up to the present monarch – like the alpha and the omega of a dynastic parade. 

Lastly and fundamentally, historical truth was respected. Laval was concerned about 
costume (again, in the French sense of coutume, or cultural context). He specified that kings be 
represented "au naturel" wearing the clothing of their time ("…au naturel en habitz et vestemens 
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du tems de chasque règne et suivant les originaux qui en seront baillez et fourniz...").255 Laval’s 
almost archaeological reconstruction of the portraits was based on a rigorous methodology of 
documentation used to establish a likeness. Like Thevet two decades earlier, Laval understood the 
term "portrait au naturel" to be a "true" portrait in which the facial features matched that of prior 
original documents and were authenticated. In order to satisfy this desire for truth, Bunel, the 
painter who was chosen to paint the decor of the Petite Galerie du Louvre in collaboration with 
his wife Marguerite Bahuche, traveled throughout the kingdom to gather documentation: 

Il voyagea dans tout le royaume, et prit les stucs des cabinets, des vitres des chapelles et des 
églises où ils avoient été peints de leur vivant. Il fut si heureux dans sa recherche, que dans cette 
galerie il n'y a pas un seul portrait de son invention.256 

In this citation, the word "invention" was used again in a pejorative sense, similar to the term 
"caprice" that Sauval applied to Vouet. 

In order to justify his program, Laval pointed out that the purpose of this gallery was to 
spread the royal message throughout the territory: 

A peine sera commancé ce bel œuvre que tous les Peintres, Graveurs, Sculpteurs, Tailleurs de 
planches de bois, de cuivre, de taille douce, d'eau fort, Imagers, Dominotiers, & autres an 
retireront les copies, & se porteront a l'anvy par tout le monde : ou s'ira épandant la gloire & 
la Majesté / du nom François, & de nôtre grand Roy Auteur d'un si somptueus ouvrage, dont 
luy-même sera le premier ornemant.257 

Similarly, Richelieu would disseminate his ambitious decoration program to a wider audience 
beyond the limited exclusive group of gallery visitors. This expansion and propagation were made 
possible through copying and the various methods of reproduction available. Through its own 
system of distribution, the gallery-book, illustrated with numerous engravings, was among the 
tools for spreading the message, as was the duplication of the Cardinal's effigy in multiple replicas 
- which will be analyzed in the next chapter. 
 

d) Triumphal Entries 
 

Concurrent with the creation of Laval’s laudatory gallery, sophisticated programs were 
composed for the King's Triumphal Entries into several French cities (as depicted in one of the 
small historical scenes from Louis XIII's frame in the Great gallery, fig. 64). It is no coincidence 
that just before writing his manifesto, Laval created the scenography and program for the royal 
entry into Moulins, a city at the center of France. On this occasion, he published a booklet detailing 
the substance of the program: Discours sur l'interprétation des Eloges, Emblêmes et Inscriptions 
de l'Arc Trionfal érigé à l'antrée du Roy an sa ville de Moulins, le 26 septembre 1595.  

A stroll through a gallery, similar to a procession, involved an encounter with a succession 
of paintings following a timeline, which activated a series of memories that unfolded like so many 
sets in a city. During the Royal Entries, different forms of rhetoric were combined, including 
ephemeral laudatory inscriptions, pamphlets and exchange of objects - the whole participating in 
a vast iconographic ritual prepared by the local nobility: "a topography of visual and verbal 
panegyrics, layers of speech, spectacle, commemorative space," suggested Olson.258 The author 
argued that this language of triumphal entries –which referred to the triumphant entries of the 
Emperors in antiquity – served as a reserve for cultural practices orchestrated by a provincial elite 
of noblesse de robe (lawyers, merchants): "Visual culture and rhetoric joined forces in the entry in 
order to prescribe the relationship between crown and royal subject."259 In his effort to consolidate 
the dynasty, Henry IV thus secured the support of this rising class and drew on its cultural 
repertoire: 
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The spectacular ceremonial entry provided a demonstration of the humanist resources of an 
educated class and their integration within an evolving political system (...) The monarch 
depended on an educated class to provide him with an imaginary pedigree drawn from ancient 
history that legitimated his dynastic succession.260  

The valorization of knowledge by the noblesse de robe, expressed through cultural practices such 
as collection, archaeology, eloquence or rhetoric, as applied to the royal Entries, enabled its 
members to make themselves indispensable to the monarchical power as advisors while remaining 
the privileged audience of such entertainment and monarchical propaganda. Richelieu would make 
sure to satisfy this small elite by his cultural agenda. 
 

4) To set an example: the seventeenth-century paradigm 
 

By the middle of the seventeenth century, the Galician gallery model reached a point of 
maturity which also revealed its limitations. Scholars used historicity to maintain their influence 
with government, deploying a moral discourse based on exemplarity, which served to legitimize 
power. This program was skillfully articulated in the Grande Galerie of the Palais-Cardinal, built 
to glorify the State; it was nevertheless a private space reserved for the enjoyment of Minister and 
a select privileged few. I shall now evaluate the gallery’s extension through the book and its 
capacity to make an impact beyond its walls. 

The gallery, through its uniqueness, functioned as a showcase for the Illustrious. In 
displaying "vrais pourtraicts" it guaranteed that its heroes were authentic. By transposing the 
gallery, Heince & Bignon hoped to spread the message by liberating heroes from seclusion and 
bringing them to the French people ("en les tirant de son Palais, & les rendant communs à tous 
les Français…"). A few years after the Cardinal’s death, the two authors specified in their prologue 
that they made it their mission to spread the virtuous message to as many people as possible. They 
thus addressed Chancellor Séguier (fig. 30), who remained faithful to the memory of the Cardinal: 

…on ne pouvait sans vostre secours retirer de cette prison dorée ces fameux Innocens, pour 
leur donner la liberté de courir partout, & faire retentir encores à present la Gloire & le Nom 
François par tous les coins de la Terre.261 

The authors suggested, through the opening of the prison doors ("retirer de cette prison dorée"), 
that the gallery, this unique object, needed now to rely on the book, and its multiple copies, to pass 
on to posterity.  

However, it is surprising that Heince & Bignon's book was not directly commissioned by 
Richelieu, since he could have published it through the “Presses du Louvre,” and it was not 
published during his lifetime. Instead, what Richelieu did order from the national printing house 
was the Triomphe de Louis le Juste, a magnificent work on a par with its own decorative apparatus, 
which successively described three imaginary galleries for the King: one celebrating his victories, 
one displaying currencies and weapons, and the last presenting maps. This monumental work thus 
offered three complementary registers of ornamentation, mixing visual and textual elements. It 
was composed of lives' abstracts ("abrégés") by René Bary, illustrated with engravings by Valdor, 
completed by heroic poems by Charles de Bays, verses by Pierre Corneille on emblems, and 
mottoes by Henri Estienne. The complexity of this collaborative work, whose purpose was to 
immortalize through the burin the king's triumphs for "le spectacle de tous les peuples, et l'Estude 
de tous les princes," is now quite familiar. 

The cardinal's "sidestep" strategy testifies to his uneasy position. He probably thought it 
more prudent to sing the King's praises, rather than polish his own reputation. Heince and Bignon, 
as loyal servants of the crown, were given free rein in the production of The Palais-Cardinal 
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gallery-book. They called on Vulson de la Colombière to write the summaries of the Lives. 
Sauval’s eye, shall now be examined - i.e. through an examination of the "conditions of belief" 
that guided the transposition from the gallery to the book, in order to evaluate its effectiveness and 
posterity, including that of Champaigne's portraits au naturel. 

 
a) Theory of the book-gallery 

 
That painting not remain silent... (“Que la peinture ne fut pas muette..."). Such is the first 

wish expressed by Heince & Bignon in their dedication to Chancellor Séguier (fig. 31) in the 
illustrated edition of 1650.262 This sentence summarizes the conditions of belief of the period, 
which used discourse to contextualize images: 

S'il nous estoit permis de parler, & que la Peinture ne fut pas muette, qui n'a jamais eu tant 
d'envie de romper son silence… que ne dirions-nous pas, estant animez d’un si puissant objet 
? & quel miracle ne feroit point en nous une Divinité presente, d’animer nos Figures, & de 
changer nos traits en paroles ? 

Breaking the silence, animating and giving voice incited the transposition of the gallery into book 
form, which testifies to the anxiety regarding images. A mute painting? A painting that could speak 
to the soul alone? The move from visible to legible invokes the topos of Ut pictura poesis, common 
during the Renaissance, which endowed words and images with interchangeable power.263 Thus 
the paintings engendered words through the pleasure they offered to their viewer, transforming 
their visual emotion into eloquence or poetry. Conversely, words generated images, as appreciated 
by the gallant milieu of the 1640s, praising the numerous literary portraits proposed by 
Mademoiselle de Scudéry, who brought this pleasing genre to a climax with the Grand Cyrus. 
However, the gallery-book no longer referenced the Renaissance rivalry between painter and poet. 
It seemed here to underscore the weakness of images, since the gallery-book was described as a 
"powerful object," intending to surpass portraits and "animate our faces." Were portraits painted 
by Champaigne and Vouet suddenly considered inanimate? Images were now preferred in 
augmented form - what Etienne Binet, termed "rich paintings," as Teyssandier explained (see quote 
just below).264 Because the image is no longer matter of presence, or apparition of larger than life 
heroes, like in the gallery, but matter of explanation and literary commentaries. The monumentality 
of the gallery finds an equivalent in the concomitance of text and illustrative engraving, where the 
image is mastered by a set of literary effects, a series of narratives, a doubling of meaning through 
epigrams, redundancy of mottoes, repetition of allegories and doctrinal intrusions. This is 
confirmed by Teyssandier, who described the book-gallery as a peregrination in a monumental 
space allowing words to emerge from images: 

Le livre-galerie donne ainsi prioritairement l'illusion d'un voyage et d'une pérégrination dans 
un espace monumental. Il tente aussi, par souci d'imitation avec le modèle réel de la stoa, de 
faire apparaître des peintures (...) de conférer aux mots un pouvoir de représentation afin de 
réaliser ce qu'Etienne Binet appelle de "riches peintures". Grâce à l'ecphrasis rhétorique et aux 
techniques d'enargeia, la parole fait alors surgir l'image.265 

Heince & Bignon's work aspired, like Thevet's before it, to restore this monumentality through 
their in-folio format and were attentive to the quality of the printing (fig. 33). Leafing through 
the pages became an occasion to relive the Cardinal's gallery walk, like a distillation of the 
world in images.  

In his Histoire de France, Audin, "prieur de Termes et de La Fage," similarly invoked 
the metaphor of the gallery by writing the dialogue between a patron, Polindor (who could be 
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Richelieu), and his painter, Clarilange (who could be Champaigne or Nicolas Prévost, the 
decorator of the château de Richelieu in Poitou): 

...Clarilange leur fit entendre que le Peintre avoit pris pour dessein principal de chaque Tableau, 
un des sujets les plus importans et plus considerables de tout le Regne. Que neantmoins comme 
les affaires naissent les uns des autres, ce principal dessein en envelopoit de moindres, qui 
expliquoient par des Devises Latines apliquées sur le sujet, le suite de l'Histoire, adjoûtant que 
le tout estoit compris si intelligiblement, et si nettement, qu'il n'y avoit que ceux qui n'avoient 
aucune lecture de l'Histoire, qui n'en pouvoient avoir l'intelligence : Outre que dans 
l'Eloignement le Peintre avoit placé si à propos de petites Figures, que leur posture, leur geste, 
leur habit, et leurs armes, remettoient en memoire beaucoup de particularitez, qui eussent esté 
envelopées dans le silence.266 

This excerpt restates that words such as mottoes ("Devises Latines") lend "intelligence" to paintings 
("le tout estoit compris si intelligiblement, et si nettement") which, from then on, no longer fell into 
"silence." Images, thus arranged, entered into the order of the discursive. This excerpt also makes 
it clear that meaning was accessible to everyone, provided they had good knowledge of History – 
which was at the heart of the education of the noblesse de robe, as was noted earlier. 

By changing the media, images were markedly transformed. Most notably, backgrounds 
were replaced by a uniform grid of lines. All that remained was a horizon line, indicated by a gray 
gradation homogenizing the series of heroic figures. What was formerly a landscape was simplified 
to a geometric design. This horizon, placed very low in relation to the "height" of the Illustrious 
figures, emphasized their stature. Shadows of the figures projected on the ground were added, 
enhanced, even distorted. For proof, one can compare the faint mark left on the ground by Vouet's 
Clisson to the substantial, sharp one in Clisson's engraving (fig. 75). This play on shadows, 
postures, and graphic signs provided a certain variety in the book. While the engraving of the hands 
and faces was somewhat awkward, the complexity of draperies was better rendered, and the 
multiplicity of light refractions enhanced the volume of the figures. 

In the end, the schematization of the engraving helped to identify each character more 
clearly. Homogeneity of treatment was obtained from page to page through the reduction of 
portrait to a single full-length figure placed without context against a neutral background. Small 
variations thus became distinctly pronounced. The figure was reduced to a clearly legible form. 
Thus typified, the central subject stood as the equivalent of the literary commonplace deployed in 
the exempla-based pedagogy. 

 
b) About property permission 

 
At the same time that the central images were altered to create a uniform format, they 

escaped their creators – to the degree that neither Champaigne nor Vouet is cited on the title page 
of Heince & Bignon's book (fig. 27). In their prologue (fig. 29), "avertissement au lecteur," the 
authors recognize Richelieu's creative control over the gallery’s project, without mention of the 
two painters. Why the omission? Could it be because their fame made mention of them 
unnecessary, as Sauval leads us to believe – since everyone knew who decorated the Great Gallery? 
Or possibly because the mention of them was no longer a selling point? At the time of the book’s 
publication, Vouet had recently died. Champaigne, although he was less involved in major royal 
commissions than in the past, nevertheless continued to actively paint, notably for Anne of Austria 
at her private palace le Val-de-Grace, for Mazarin in Vincennes, and finally for the noblesse de 
robe and the Jansenists. But there might be a third answer: appropriation was by then more 
generally accepted, symptomatic of a time when one did not sign one's paintings and when the 
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circulation of copies was more fluid than in the eighteenth century when the notion of "droit 
d’auteurs" was introduced – even if a system of patents and monopoles already existed. Although 
Rembrandt fought a few decades earlier to maintain the rights to his original engravings, copyright 
was not largely applied. Not to mention the fact that an illustrated book composed of half text, half 
imagery, fell at that time within a legal vacuum, since only texts were protected. 

Heince and Bignon, respectively "le peintre en papier" and the "taille-doucier," to cite the 
terminology used in printing houses in the sixteenth century, referred to themselves as the authors 
of the new work, which the "Privilege" granted by the king to them on 20 December 1649 for ten 
years (fig. 35) confirms. It allowed them to print portraits, such as biographies ("vies en abrégé") 
on different media including wood, etching, and intaglio engraving. The authors also specified that 
they commissioned Vulson de la Colombière to write the abrégés. In contemporary databases he 
is erroneously referred to as the author of the book since our copyright criteria have changed. In 
the writing of the biographies, Vulson de la Colombière drew inspiration from several earlier 
sources: he especially borrowed the "Devises" (fig. 34) at the end of the book from Guisse, whose 
name also does not appear. 

First, one can deduce that the authors considered a gallery-book to be sufficiently unique 
that it entitled them to assume full authorship without need to credit any contributing creator 
beyond the Great Gallery’s patron Richelieu (fig. 28). "Death of the author," as Roland Barthes 
would have claimed, while Michel Foucault would have justified the change of authorship by the 
function of the "discourse." Since the object's nature changed, "from gold to ink," as I previously 
explained with the development of the book-gallery, the authorship changed as well: painters were 
sidelined for the benefit of the patron and the glory of the State.267 Teyssandier, who analyzed the 
phenomenon of the livre-galerie in its various forms, came to a similar conclusion by identifying 
the originality of the new object, capable of "refracting architecture" and transposing space into 
pages: 

Au XVIIe siècle, la galerie de peinture entre par spécularité dans le livre, lui-même objet 
d'agrément et de savoir, de plaisir et d'enseignement. Il ne s'agit pas seulement d'un motif que le 
discours s'approprie par enchâssement, mais d'une structure que l'espace livresque tente de 
dupliquer par imitation (...) le livre-galerie mime une architecture, réelle ou imaginaire, et la 
réfracte par projection.268 
Moreover, Heince & Bignon stressed the difficulty of the task, which involved first drawing 

copies of the paintings, which took place in the gallery, then engraving the drawings on to copper 
plates. They also emphasized the editorial risk they undertook. It should be remembered that 
Bignon was himself a publisher and therefore accustomed to handling right issues. 

The questions raised by the Heince & Bignon book concerning the anteriority of rights 
begs further analysis. There is an engraved inscription – "cum privil, or "cum privilegio" – at the 
bottom of most of the portraits (for instance, see under Gaucher's right foot, fig. 36) indicating 
royal property privilege, though it is unclear why this inscription is not used systematically. This 
mark probably concerned the distiques which were originally painted on canvas in gold letters, 
and later engraved on the page of each effigy. But why would there be rights for the text and not 
for the image, knowing that Champaigne’s and Vouet’s names have been omitted? Apparently, 
Heince and Bignon felt free to claim rights for all printed images within the gallery-book as they 
considered themselves to be the unique "imagiers" of this new autonomous work. 

Yet ties to the original space were not severed. While the gallery was accessible to a limited 
number of visitors, its replica on paper, intended for a wide audience, depended on the transfer of 
the gallery’s exemplarity and "aura" to establish its authenticity.269 Reciprocally, the gallery could 
only be fully understood in the context of the cloud of interpretations that surrounded it and made 
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it comprehensible. The original architecture was also remembered through its replicas. 
Paradoxically, despite their commonalities, both objects considered themselves autonomous with 
regard to right issues, and as noted, claimed authorship independently of one another. The 
dialectical game between the two spaces does not stop there. Although the book-gallery innovates 
through its classification of knowledge that is organized according to the requirements of 
pagination, Teyssandier also argued that the book-gallery preserved a memory of the indelible 
trace of the seminal walk ("déambulation") through the gallery, a passage which defines its logic: 

Le livre-galerie témoigne ainsi d'une volonté de disposer les savoirs, d'organiser un sens et de 
lutter contre l'espace qui fuit, celui angoissant d'une nature brute, d'un lieu sans limites. Il 
organise le monde en le nommant, en le classifiant (...) A l'opposé du labyrinthe, lieu d'illusion 
où l'on se perd, en marge du cabinet, lieu de savoir où l'on apprend, la galerie est ainsi un lieu 
de révélation où l'on se trouve, un lieu de déambulation qui fraye un chemin. Qu'il s'agisse de 
parachever la formation de l'orateur, d'accomplir le héros ou d'achever l'éducation de l'honnête 
homme en en faisant un fidèle courtisan ou un parfait chrétien, les livres-galeries signalent la 
trace capitale d'un passage, comme si le visiteur – nombreux sont les auteurs qui y insistent – 
ne pouvait pas ressortir indemne de sa traversée.270 

The table of contents testifies to a new order of classification. As noted earlier, this revised 
classification represents a departure from decorum in favor of political logic, under the guise of 
chronology, with Richelieu listed just before Louis XIII. While pictures created a dialogue by 
facing each other, even signaling the rivalry between the two painters, the paper layout proposes a 
uniform, full-page succession of images and texts. Emulation can only take place within the 
interaction of images and words since the formatting obscures the difference in rank between the 
heroes, who are treated as equals, each allocated one engraved portrait, two pages of biography 
and one motto. The significant exceptions are Louis XIII, Richelieu, and Anne of Austria, who 
merit four pages each.  

We have therefore concluded on the appearance of a new, autonomous object, which 
responds to its own political logic, on which the gallery's pictorial program now depends for its 
diffusion to a wider public. I will conclude this study with an assessment of the book-gallery’s 
impact. In particular, I will examine the various editions that testify to its success, but also to the 
alteration of the Cardinal's enterprise. 
 

c) Diffusion: the confusion of genres 
 
As if in fulfillment of their wish, it seems that Heince and Bignon definitively "liberated" 

the Illustrious Men from the gallery when their book was published in 1650. Since the 1640s, 
novels and illustrated books along similar themes had flourished, including a series on "les Femmes 
fortes" in honor of the salon hostesses.271 When Heince and Bignon's first edition was released, a 
market that relied on the fertile imagination of gallery decors and private cabinets endowed with a 
didactic role was already in full swing. The spatial metaphor of the gallery was frequently taken 
up in novels, poems and dramatic speeches.  

Madeleine de Scudéry’s 1641 novel, Ibrahim ou l'illustre Bassa, provides a first example 
of the use of a gallery for educational purposes. When her character Doria meets Ibrahim in a 
gallery that uncannily resembles that of the Illustrious Men transposed into an Ottoman context, 
she expresses keen interest in studying the historical content that accompanies each portrait of a 
Turkish emperor:  

...la Gallerie de l'aisle gauche, ou l'Illustre Bassa avoit fait peindre tous les Empereurs Turcs, 
depuis Othoman qui fut le premier, jusques à Soliman qui regnoit lors. Mais comme il ne s'estoit 
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pas contenté, de faire representer leurs visages, et qu'il avoit voulu encor faire une peinture de 
l'Histoire Othomane, il y avoit en cette Gallerie quatorze grands Tableaux, où l'on voyait en 
chacun un Empereur de grandeur naturelle, et dans ce mesme quadre, toutes les actions 
principales de sa vie. Mais cela si bien fait, si distinct, et si bien ordonné, que Doria en fut ravi 
; et jura hautement à Ibrahim, qu'il ne sortiroit point de cette Gallerie, qu'il n'eust consideré tous 
ces Tableaux attentivement, et qu'il ne les luy eust expliquez.272 
A quality that Doria, Scudery's character, admired regarding the series of portraits, was 

how well ordered ("si bien fait, si distinct, et si bien ordonné") they were. Also notable was her 
interest in History. These two concerns are preoccupations of the period eye. However, the irony 
in Scudery’s book was that the historical point of view was reversed - a foretaste of Montesquieu's 
Persian Letters. The History reader sided with the Ottoman Turks against the Christians ("…qu'en 
la suite de ces peintures historiques, (Doria) voyoit ce grand nombre de victoires, remportées sur 
les Chrestiens.") for the mere reasons that the Turks were French allies against the Spanish. 

A few years later, Mademoiselle de Scudery’s brother published Le Cabinet de Monsieur 
Scudéry.273 Instead of a gallery, it featured a cabinet that housed the imaginary collection of a 
consummate amateur of paintings. These literary examples testify to the confusion of genres 
between edition and architecture, in a period when words and images interact, illustrating either 
imaginary stories or edifying speeches that readers and visitors alike enjoyed. It is in this rich 
climate that the image, both painted and literary, took on a largely initiatory and ethical value. A 
last example of this interaction, that gathers all the themes previously developed and served as a 
precedent to the publication of Heince & Bignon’s book, should also be noted. In 1646, the same 
year as Le Cabinet de Monsieur Scudéry was published, Benigne Griguette, a lawyer at the 
Parliament of Dijon, wrote Eulogy of the Illustrious Men painted in the gallery of the Royal Palace, 
followed by Stances on the victories of Monseigneur le Duc d'Anguien about the Prince de Condé. 
A few years later, the author joined the Fronde, siding against the Crown. The subject thus speaks 
to Griguette's political views. The book was dedicated to the Regent Queen, Anne of Austria, 
whom the author did not hesitate to flatter: 

…vostre Pourtrait paroit en Cette Galerie comme le Soleil entre les Astres ; mais comme les 
figures où l’on imite la nature sont beaucoup plus estimables en leur naifuetés, que par les 
embelissemens que l’artifice invente. J’espère que les traits de cette peinture parlante, que 
l’eloquence n’a pas beaucoup enrichy seront agreables à V.M. puisqu’elle y verra sans 
deguisement toutes les belles actions de ces sages Politiques que ce Genie de la France a choisy 
comme des Ministres sans reproche.274 

The "no disguise" ("sans déguisement") evokes a truth repeatedly invoked, as opposed to "artifice", 
which here was linked to "nature" and "naivety," another way of referring to "les vrais portraits." 
"Speaking painting" is a second common point raised, which refers to orality and the literary joust.  

While the subject of illustrious men remained in favor, there is evidence here that three 
years after his death, the Cardinal's program was no longer as well considered as it once was. The 
organization of Griguette’s book’s table of contents attests to his opposition to the Cardinal, in 
contrast with Heince & Bignon’s rehabilitation. Griguette played with the order of heroes to 
express his opposition. He placed Henri IV at the top of his list of illustrious men and consecrated 
seven pages of verse to him, which was the longest entry. Next came Marie de Medici with only 
one page (keeping in mind that she was then in exile). Louis XIII was third and praised across five 
pages. Anne of Austria merited one page, albeit with a dedication. Gaston d'Orléans was omitted 
because of his repeated betrayal of the Crown. The list of illustrious men followed, with one or 
two pages each. Richelieu was placed last, accompanied by few verses which revealed the author's 
aversion to the minister: 
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S’il se portoit au bien dans l’ardeur infinie,  
qui devoit enflammer ses vertueux desirs,  
Qu’un Peuple triomphant vivroit dans les plaisirs, 
Si au mal, que l’objet d’une funeste envie,  
D’envahir tout l’Etat occuperoit son soin, 
De dire auquel des deux il a donné sa vie,  
je te laisse (Lecteur) à décider ce point. 

While readers were asked to choose between opposing portraits of Richelieu – servant and 
protector of the State, or despot - they also were required to pass judgment in retrospect on the 
merits of the Minister’s decorative program. Was it intended to glorify the State, or just its patron, 
at the risk of eulogy? This dilemma leads to the examination of the posterity of the gallery from 
the perspective of the distribution of the book-gallery and to explore the decline of its visual 
impact. 
 

d) Heince & Bignon's editorial posterity and the decline of the image 
 
Since the beginning of the seventeenth century, printers developed extensively in France, 

making publishing a very competitive market in which it was difficult to survive. As Henri-Jean 
Martin’s study determined, this expansion had the surprising consequence of drawing printers 
closer to centers of power – to parliamentarians, then to the king - in order to ensure protection.275 
During the Fronde years, the interests of the big printers further converged with those of the king, 
who wished to control content (confirming a movement that began under Richelieu, with the help 
of Chancellor Séguier) while large publishers sought to muzzle smaller competitors. The granting 
of favors helped to make the large printers who were "pillars of the monarchy" even more docile, 
while they vaunted their benefactors to cement their reputation: 

Faced with the growth of printing and an increasing focus on its dangers, printers found it 
beneficial to be players in the growth of the royal administration (…) Printers in France moved 
to distance themselves from any association with marginality, irreligion, and sedition and to 
ensure themselves a place on the respectable side of any symbolic lines that divided insiders 
and outsiders in French society.276 

It is within this context that Heince & Bignon's highly consensual in-folio books should be 
considered. Their publication – first in 1650, then in 1655 – corresponded with two years of relative 
calm in the civil war. Its clearly defined patriotic positioning contributed to a frank success since 
the book was reprinted in small format about ten times over the second half of the seventeenth 
century (fig. 76). 

In 1650, the book-gallery was published by Sara, Paslé and Sercy (also available from 
Bignon’s publishing company, "Au Singe d'or"), under the title Les Portraits des Hommes Illustres 
françois qui sont peints dans la galerie du Palais-Cardinal de Richelieu. It was equipped with a 
full complement of editorial tools, including the title and coat of arms of Cardinal de Richelieu on 
the front page (fig. 27), the portrait and coat of arms of Chancellor Séguier (fig. 30) (the man 
controlling the press), accompanied by a dedication letter written by the authors (fig. 31) , and a 
warning to readers: "avertissement au lecteur des auteurs," (fig. 29) explaining the context in 
which the book was created with regard to the gallery. This introductory presentation was followed 
by a succession of portraits and abstracts ("abrégés des vies") (fig. 32bis) and concluded with the 
mottoes "Devises héroïques peintes dans la galerie du Palais-Cardinal" (fig. 34).277 
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Around the time Sauval visited the Palais-Royal, the gallery's reputation once again 
extended beyond the walls of the palace, thanks to the publication, in 1655, under the 1650 title, 
of the second edition of the book-gallery by Pépingué, Sercy and Luynes.278 This second edition 
was more stable, and better paginated since all the portraits faced the biographies, whereas they 
were shifted in the first edition (fig. 33). The order of the illustrious men seemed now to be fixed 
– especially that of Richelieu, placed in the middle of the royal family (see Appendix 1).279  New 
to this edition was also a page of Sonnets that praised the gallery's decoration. 

The numerous in-12 editions that followed the two seminal in-folio editions testify to the 
patriotic and literary, more than the visual success of Richelieu's enterprise. By this time, the 
Palais-Cardinal was already abandoned. In 1660, Heince & Bignon’s privilege expired. Many new 
editions of their book, in different format, were published (fig. 77). For instance, between 1667 
and 1668, one year before the respective deaths of the authors, at least eight new reprints of the 
work were undertaken by different printers, in slightly different layouts: 

1667, in-12, Michel Bobin & Nicolas Legras, reprinted three times.280 
1668, in-12, J. Cottin (edited twice in 1669) 
1668, François Mauger, Les Portraits.... 
1667, in-12, J. Bapt. Loyson, Vies, actions, devises et éloges des hommes illustres 

françois… dans le Palais-Cardinal. 
These editions shared some common features: the original title citing the Palais-Cardinal 

and Richelieu was more or less preserved, as was the dedication to Séguier. But Vulson de la 
Colombière became the author of the book, since Heince and Bignon’s engravings were replaced 
by a new set of engraved plates (fig. 77-78) whose engraver was anonymous. However, Heince & 
Bignon remained signatories of the Séguier dedication, providing evidence of their anteriority. The 
new, rather coarse prints were faint replications of Champaigne’s and Vouet’s paintings (fig. 79). 
The emblematic frames of the portraits were gone, and the facial features of the effigies were 
poorly defined, which implies that the emphasis was no longer on the authenticity of the figures 
(fig. 80) The imagery was only a pale pretext for the more authoritative written narrative. A table 
of contents (fig. 77) was added in place of the “notice to readers” that allowed to recall the context 
in which the images had been created: so, the context was no longer given. Lastly, mottoes were 
no longer placed at the end of the book but were inserted between the abstracts. 

Confirmation of the progressive decline in the importance of images, along with the 
paradigm, or period eye, that promoted their logic, was the publication of a new edition in-12 in 
1673, then 1675, by Jean-Baptiste Loyson, entitled Histoire des Illustres et Grands Hommes de 
notre temps... in which there was no mention of the gallery at all. Vulson de la Colombière was 
considered to be the only author of the book – which remains its attribution in libraries today. 
Thus, illustrations definitively disappeared. Regular books had replaced the book-gallery. 

Further study on the state of the publishing market would be required to understand why, 
around 1690, the book-gallery enjoyed a revival, which resulted in the republication of Heince & 
Bignon’s in-folio by Sercy (fig. 76), the former printer, who had probably retained the original dies 
and copper plates. The work – perhaps a final convulsion of the genre – featured a slightly modified 
title with no mention of Richelieu, only the new Palais-Royal (thus renamed).281 This edition was 
contemporaneous with Charles Perrault’s Hommes illustres qui ont paru en France pendant ce 
siècle: avec leurs portraits au naturel, published in 1700 by Dezallier. There would be an 
interesting parallel to be drawn with regard to what was defined earlier in this study as "conditions 
of belief," between the time of Richelieu and that of the end of the reign of Louis XIV, when 



 
 

 72 

concern about dynastic succession resurfaced. In this later period, the need to propagate patriotic 
values was apparent once again and illustrious men were convoked anew in support of the effort. 
 

e) Towards a crisis in historical portraiture? 
 

This study highlights a cultural moment when the historical portrait, within the context of 
the gallery's decorative system, was employed in defense of patriotic values. The understanding of 
the nature of "portraits au naturel" was nourished by a discourse on historical truth, developed by 
a group of counselors of the noblesse de robe educated according to a exempla-based pedagogy. 

The theme of Illustrious Men – heroes who were "illustrious" on the battlefield – provided 
French History with illustrations, in the sense of exempla, or models of virtue. It is this mechanism 
of historical exemplarity that Champaigne set out to portray in the Great Gallery – and in parallel, 
to represent in an allegorical form on the vault of the Small Gallery of the Palais-Cardinal (fig. 
81). Champaigne represented Foresight ("Prévoyance"), armed with a club and a tiller – a symbol 
of Richelieu's wise governance - who observed History written in a great book on Saturn's back 
while gazing back at the passage of time behind her. In his description of the meaning of the scene, 
Sauval glorified the Cardinal:  

…toutes ces figures sans doute vouloient dire que nos neveux apprendroient d'une histoire 
pure & désinteressée, la prévoyance & la vigilance du Cardinal, & que ses actions, malgré le 
tems & l'envie, passeroient à l'éternité.282 

Heroic Virtue was also depicted on the vault, alongside Abundance and Fame, to encourage 
emulation of their values throughout the kingdom.283 

The power conferred on the Illustrious heroes was similarly attributed to the brush of the 
painter who "illustrated" – in that the painter provided exempla with a moral message. If 
Foresight’s tiller was that of Richelieu at the helm, the club was that of Hercules, the hero who 
according to Ripa’s Iconology, personified Heroic Virtue because his masculine strength (virtus 
deriving from vir, man) was employed in service of the national defense. But Hercules was, in a 
similar way, a reference for painters. Vasari, the author of Lives, demonstrated this when he 
decorated the ceiling of his house in Arezzo in 1548 with an image of Virtue (Virtus) armed with 
the club of Hercules, trampling and thwarting Envy, and pulling Fortune by the hair - because 
Fortune’s destiny is a force to overcome, rather than submit to. This Virtue channeled through the 
painters' brush, became "virtuosity" (derived from virtuoso – the one who practices virtue).  

A painter’s "virtuosity" thus enabled them to transform the virtues of the uomini virtuosi 
into moral examples, from the vantage point of History which needed Truth to be valued, and 
Renown to spread its message. All these themes were subtly orchestrated in the Palais-Cardinal, 
first in the historical Grande Galerie, promoting the Gallican model, then in the allegorical Petite 
Galerie, inspired by the Italian mythological model. Finally, the new library, the last phase of 
Richelieu's pictorial program at the Palais-Cardinal, perpetuated the tradition of large iconographic 
collections. It was decorated with a series of half-length portraits without hands painted against a 
neutral background, representing men of letters, scholars, churchmen, and reformers of the 15th 
and sixteenth centuries, in the spirit of Paolo Giovio's villa in Como, or more recently in France, 
of Paul Ardier’s Château de Beauregard (fig. 69).284 Concurrently, Richelieu built other galleries 
in his many castles - Chateau de Limours, de Bois-le-Vicomte and de Richelieu - each of which 
followed a pictorial program adapted to their use.285 For example, the large gallery of the Château 
de Richelieu, decorated by Nicolas Prévost with monumental military maps, was the 
"geographical" counterpart of the historical Great gallery of the Illustrious at the Palais-Cardinal. 
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As previously mentioned, when a new era commenced after the Fronde, the Palais-
Cardinal’s Great Gallery functioned as a sanctuary where the "vrais portraits" of Illustrious Men 
were preserved like plaster molds that could be referenced for future replicas. Transposed into a 
gallery-book, the gallery assumed a broader dimension, that extended its influence beyond its 
walls. The success of the livre-galerie, which reached its zenith at the end of Richelieu's reign, 
enabled it to spread a discourse on exemplarity, but at this point, the formerly shared destiny of 
the gallery and the book split in two. Galleries, which adjoined private apartments, went out of 
fashion under Louis XIV and were divided into a succession of connecting salons, cabinets, rooms 
and antechambers, as a new model of festive gallery emerged, modeled after the Galerie des 
Glaces in Versailles. With the advent of the reign of the Sun King, the gallery became entirely 
focused on a celebration of the monarch who alone would create History. The décor on the walls 
and vaulted ceilings of Versailles was handled in a fluid manner and no longer fragmented into 
framed paintings, as in the time of Louis XIII, and celebrated royal feats depicted in multiple 
events, resulting in a long continuous mythological and allegorical narrative.  

Little by little as the aristocracy became muzzled at Court, the Illustrious lost their capacity 
to illustrate. Teyssandier confirmed this paradigm shift in the field of publishing: 

Or, ce livre-galerie, qui fonde sa spécificité sur l'alliance de l'utile et de l'agréable, se délite 
et disparaît avant même la fin du siècle, à une époque où le discours moral est majoritairement 
enclin à constater les faiblesses de l'homme, où l'allégorisme perd de son efficace, où l'analyse 
introspective rend caduque l'optimisme héroïque, où les jeux de l'esprit sont suspects de 
dérives vaniteuses.286 

Teyssandier suggested that the former use of allegories to please and to educate, was progressively 
replaced with a discourse on men’s weaknesses and the former heroism with a new introspective 
analysis. Consequently, the portrait au naturel of the second half of the seventeenth century was 
no longer identified with the aristocratic historical portrait. The gentrified individual took 
precedence over the patriotic collective, which forced the painters to invent new forms of 
virtuosity. 

As this study documents, Champaigne at the height of his success in Richelieu's time, 
developed the historical portrait in accordance with the period eye of his epoch, which 
consequently defined his pictorial manner. With modesty and efficiency, he simplified his portraits 
and restrained his manner to allow the historiographical context to enhance the subject. It can be 
surmised that the painter's success and the growth of his reputation as a great portraitist were due, 
in this first part of his career, to his adaptability and his skill accommodating the portrait au naturel 
within a historical genre in search of a new authenticity. 
  



 
 

 74 

 
CHAPTER 2: DOUBLE RESEMBLANCE 

 
La ressemblance n’est pas un moyen d’imiter la vie, mais bien plutôt de la rendre 
inaccessible, de l’établir dans un double fixe qui, lui, échappe à la vie.1 

 
On August 21, 1641, when Il Cavaliere Bernini’s long-awaited work arrived in a crate in 

Paris, directly from Rome, the good news spread in the corridors of the Palais-Cardinal: soon all 
of Paris would be able to admire the marble bust of his Eminence and chief minister, Cardinal-
Duke of Richelieu (fig. 82), sculpted by the celebrated Bernini - at the time, the most famous 
contemporary artist in Italy. With Richelieu away from the palace, as he had joined King Louis 
XIII in his military campaign in Picardy, it was Monsignor Giulio Mazarini who was quickly 
informed. Mazarini, or Mazarin in French, was widely known as the Italian adviser of the French 
minister, and as such, the key person involved in any artistic exchange with Rome (fig. 83). 

Mazarin did not wear yet the Cardinal hat (Red hat or galero), as he would be named 
Cardinal only a few months later in December 1641. However, he had acquired the confidence of 
Richelieu. Mazarin had settled into France two years earlier and had exclusively devoted himself 
to the French national cause, interfering, among other qualifications, with the Franco-Italian 
political relations. 2 In Mazarin, Richelieu saw a clever and influential young man, able to argue 
on behalf of the French monarchy with Maffeo Barberini, pope Urban VIII, for whom he had 
served as a prelate. The counselor had aimed at countering Spanish influence and softening the 
diplomatic relations with Italy. To this end, the exchange of art objects was part of a long-term 
political strategy in which Mazarin excelled, and which had justified his appointment as 
"Superintendent" of the Palais-Cardinal’s Petite Galerie since 1635. Very early on, Mazarin had 
committed himself to enrich the collections of the French minister with Italian "busts, statues, 
tables, desks and small tables," chosen according to the local "Baroque" taste.3  

The establishment of the Galerie des Hommes Illustres had coincided with France’s 
declaration of war against Spain and had led to a national surge promoting the Gallican fashion, 
as opposed to the "Baroque taste." But Richelieu had also become more receptive to Italian 
influences, which was exemplified by the Petite Galerie’s layout, especially in the choice of the 
Italian vault and its precious collections - which we discussed at length in the previous chapter. 
The nomination of Mazarin as an adviser corresponded to this period of cooperation with Rome 
under Barberini’s influence. 4  Mazarin took the opportunity to openly pursue his strategy of 
"propaganda by the object," which was to accompany any negotiation or diplomatic action in Italy 
by the exchange of appropriate gifts - trifles ("bagatelles") and gallantries ("galanteries" –  
perfume, soaps, leather gloves, even small paintings). These gifts were distributed to prestigious 
French families to enrich their personal collections.5 Thus connoisseurs favored this opening to 
Italy and even instructed Mazarin to import furniture, paintings, or other Roman artifacts for their 
account. These new objects had become highly popular at court because of the novelty of their 
style.6 Bernini was commissioned to execute Richelieu’s bust as part of this "baroque offensive" 
in the 1640s, which can only be understood within the political context at the end of Richelieu’s 
government.7  

In August of 1641, Bernini’s two assistants, Giacomo Balzinelli and Niccolò Sale, 
delivered the crate containing the marble bust to the Louvre palace; the sculpture was still hidden 
under its protective layer. Both of them received a great reward for the mission of confidence they 
had just carried out.8 Mazarin was quite excited: he had been waiting for this moment for five 
years, and he expected to create an artistic shock in the capital with the reception of this new 
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masterpiece. He had seen nothing yet but heard favorable rumors from Rome, extolling the 
sculpture’s perfection. Two eyewitnesses had written to him six months before (Elpidio Benedetti, 
agent of Mazarin, on January 8, 1641, and Antonio Feragalli, agent of Cardinal Antonio Barberini, 
on January 25, 1641) to praise the qualities of the work, one describing it as "miraculous" 
(miracoloso), the other calling it "a very beautiful portrait that drove me crazy: it surpasses that of 
Borghese, that of the King of England..."9 Such emphatic compliments were not without flattery 
and fitted diplomatic needs: the two agents were willing to testify to the benevolence of the 
Pontifical State towards France. Ensuring that the French bust was surpassing in quality those 
previously made by Bernini for England (for King Charles I) or the Borghese family (for Cardinal 
Scipion Borghese), was a strategy of the Barberini agent to satisfy Mazarin’s ambition and flatter 
the chief minister, Richelieu, who hoped to expand the artistic influence of the French monarchy. 
Having obtained a masterpiece from the famous Italian artist, who was under the pope’s patronage, 
could be only heard as a great honor, especially since Urban VIII was jealously watching over his 
protégé. From Mazarin’s perspective, this commission was a way to shift the French taste towards 
that of Rome, which is usually and hastily described as baroque.10 Mazarin's pro-Italian posture 
on Gallic soil looked like a balancing act. And any of his future comments would have to be 
interpreted as part of an artistic and political strategy towards Italy. 

Mazarin, before the "miraculous" artwork arrived in Paris, had expressed all his impatience 
to Feragalli, Barberini’s agent (March 26, 1641): 

The news you have sent me about the perfection of the portrait fills me with joy, and it seems 
to me that I have a thousand years left before I can admire it as your Lordship has already 
done and see all Paris run to do the same and admit that Cav. Bernini never had and will never 
have his equal. 11 

Such a message confirmed that Mazarin was above all looking for Parisian recognition. His 
impatience had now been exhausted: the bust was ready to be unpacked. A letter from Bernini 
to Richelieu, dated March 16, 1641, accompanied the bust. While Mazarin was reading the 
missive, he was probably apprehensive, since the artist himself seemed to question the quality 
of his work. Even if hidden behind polite formulas, Bernini seemed to apologize, explaining 
the difficulty he had encountered in working at a distance - in other words, in the absence of 
the sitter, since Bernini never met Richelieu: 

The impatience that I feel for arriving at such glory (to be of service to Richelieu) has expedited 
the completion of the present portrait, so that if your Eminence will judge this modest effort of 
mine worthy of your chamber, you might have something in Your presence to serve as a 
constant reminder of my devotion. It behooves me at the same time to make an appeal to your 
benevolence, in seeking to excuse myself by beseeching Your Eminence to be so kind as to 
bear in mind the disadvantages created by the long distance between us...12 

"The long distance" is key to this chapter’s argument. Here, the difficulty of preserving 
resemblance across space explained Bernini's complaint. It also accounted for Richelieu’s careful 
allocation of resources – transport, negotiation, exchange, as we shall further develop. The artist 
had never met Richelieu, yet he had been commissioned to sculpt his portrait in the absence of the 
sitter. To create Richelieu’s bust, he had to rely on a painting as a model. Portraits as proxy were 
not uncommon, even symbolically as for royal weddings - like that of Marie of Medici with Henry 
IV, brilliantly illustrated by Rubens - but they imposed pressure on the artist and on the patron.  

A year earlier, Bernini had therefore received from Mazarin painted "profiles" of Richelieu 
that he was expected to transpose into three dimensions.13 It is very likely that these profiles were 
from Philippe de Champaigne's Triple portrait, which represents on the same canvas three views 
of the sitter (fig. 84).14 Richelieu is shown in two profiles and in a central frontal view, in which 
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his nose is slightly oriented to the left, while his bust is more turned, by three-quarters. The cardinal 
is painted with great consistency, three times in the same attire; the figure stands out against a dark 
background, while his colored garments - a red skullcap (zucchetto) and a red camail (mozetta) - 
offer a high contrast, including the large white starched collar and the blue ribbon of the order of 
the Holy Ghost, at the end of which hangs the cross. The whole attire is painted like a geometrical 
pattern; the light is coherent, coming from the right. The gaze of the cardinal is straight, direct, 
without affectation, illuminated by a gleam in the pupils. The complexion is matte, though the lips 
are red; the blood pulsates through the blue veins left visible on the temples. 

Although Champaigne has never been explicitly mentioned in Mazarin’s correspondence, 
nor has the form of the profiles ever been specified, the folowing detail might reinforce the 
hypothesis of the Triple portrait being the one sent to Bernini.15 On July 10, 1640, Mazarin pointed 
out to Maréchal d'Estrées, who had been the French Ambassador to the Holy See since 1636, that 
the "profiles" had been sent and that one of them - unfortunately we do not know which one, the 
document is illegible – was very similar to the sitter (similissimo):16  

Bisogna pero avvertira il signor Cavaliere Bernino che si vaglia di quello di (…?) più di alcun 
altro, perché è similissimo.17 
(We should tell Cav. Bernini that one of them… is better than any other, because it looks "the 
same" (simile).) 

This letter lets us think first that when Mazarin sent the profiles to the sculptor, he was quite 
satisfied with them – before qualifying them as defectuoso, a year later.18 Second, it echoes an 
inscription that can be read directly on the canvas of the London Triple portrait. What is 
remarkable is that the two sentences that can be deciphered are quite similar to Mazarin’s words, 
which suggests that Mazarin would have read them and forwarded them. X-rays analysis has 
authenticated the inscription as a Champaigne autograph. Above the central face of Richelieu, the 
following words can be seen: 

Celui cy est le plus / Ressemblant au naturel 
(This one is the most / like the natural one) 
... and above the right profile head (turned to the left): 
De ces deux profils celu(i) / qu'et le meilleur 
(Of these two profiles / this one is the best) 

The question of similarity ("ressemblance") has been directly invoked, both by the artist and the 
patron.  

The French Littré dictionary defines la ressemblance en peinture in these terms: 
"Conformité entre l'imitation de l'objet et l'objet imité" – conformity between the imitation of the 
object and the imitated object.19 The definition refers to the mimesis process and addresses the 
quality of the "similarity" between two states, the original – here, the sitter, "au naturel" – and his 
imitation, which re-presents his "semblance," as Louis Marin rephrased: 

Visiblement, dans un portait, le visage qui nous apparaît est tout entier tourné vers sa propre 
ressemblance, c’est-à-dire vers le rassemblement de sa semblance.20 

This "gathering of the semblance," which preoccupied the painter to the point that he mentioned it 
on the canvas, is precisely what Bernini considered problematic in his letter. The artist accused the 
"long distance" of being a separation, preventing the "gathering," according to Marin’s 
terminology – thus referring to the double transposition of the sitter, first into a two-dimensional 
semblance (the profiles), then a three-dimensional one (the bust). As Bernini was complaining 
about the distancing process, he was indirectly raising the suspicion of the quality of the 
intermediate objects, the profiles, presumably from Champaigne. Mazarin would rush into this 
breach. 
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At this point in our story, in August 1641, Mazarin is about to unpack and discover 
Richelieu's bust. His joy and impatience would soon be followed by disappointment - which we 
will explain. The purpose of this chapter is to detail further the context of Bernini’s commission 
in relation to that of Champaigne, taking into account the various political and artistic strategies, 
thus questioning the failure of the "figurative" in the absence of the one "figured." This double 
deficiency is at the heart of our argumentation that questions the double resemblance with the sitter 
– "l’endroit et l’envers" (place and back), as Louis Marin would put it: l’endroit refers to the 
presence of the artifact, obtained by similarity, while l’envers evokes the void left by the absence 
of the sitter’s whole body.21 

 
 
I- MAZARIN AND THE DECEPTIVE IMAGE 
 

1) The double game 
 
The sculpture was finally unpacked, and Mazarin discovered Bernini’s 82 cm-high white 

marble bust of Richelieu, mounted on a pedestal (fig. 82). The Cardinal was well recognizable by 
his small triangular head, aquiline nose, emaciated cheeks, and hollow eyes. Bernini pierced two 
notches in the eyes’ pupils were to catch the light, thus increasing the intensity of the gaze. 
Richelieu’s wide collar is tied to his neck by two thin cords that hang on his mozzetta - a wonderful 
work of carving (unfortunately the cords have been more recently broken on their upper part) (fig. 
86). The red mozzetta and the blue ribbon of Champaigne’s portrait, from which the Maltese cross 
of the Order of the Holy Spirit hangs, have been faithfully transposed here and carved into soft 
marmoreal waves which evoke the shimmering satin. Viewers can admire the prowess of the 
buttons, so finely chiseled - one of which is only half-buttoned, as if time had run out (let’s say it 
is one of Bernini's little tricks). The head is slightly turned to the right with respect to the central 
axis of the bust, which suggests a contrapposto similar to that created by Champaigne on his Triple 
Portrait. This implied contrapposto gives a subtle impression of animation. Similarly, the triple 
curvature of the bust’s lower part, following the span of the arms, brings dynamism to the whole. 
However, the work mainly testifies to a certain restraint and gravity, which suits the image of a 
sovereign, detached from all contingency.  

The similarity between Champaigne’s painting and Bernini's sculpture is quite obvious 
(fig. 85): the garment has been perfectly reproduced, as well as the haircut and the mustache; the 
twist of the head is the same. For a viewer nowadays, who has never met the sitter, Richelieu's two 
images – in pigments and in marble – are quite well partnered. Bernini faithfully transposed the 
profiles he was sent, thus providing a "resembling" bust. So how to understand Mazarin’s 
deception? Was it really an issue of "resemblance"? 

Hidding his thoughts, Mazarin, who had just unveiled the transported bust, could no longer 
delay his feedback to the Italians. So, he immediately expressed his enthusiasm. He sent a note to 
Cardinal Antonio Barberini on the same day (August 21, 1641) to thank him. Antonio, the younger 
nephew of the Pope, had been appointed a superintendent of the ecclesiastical state in 1623, before 
being a legate in Avignon, to whom Mazarin was appointed a pro-legate and "co-protector" of 
France in 1634. 22 Cardinal Antonio was the privileged interlocutor of the French to the Holy See, 
while his older brother, Cardinal Francesco Barberini, had mainly been the protector of Aragon 
and Portugal from 1626, and would be that of England. 23 In our case, Antonio served as an 
intermediary between the French and Bernini who was closely and jealously looked after by the 
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aging pontiff. No wonder that Mazarin’s reply was prudent and polite, acknowledging the political 
significance of the masterpiece: 

The young men of cav. Bernini have arrived. They immediately showed me the marvelous 
object they brought; it is how it seems to me that we can call it. Because the work exceeds 
absolutely any idea that one could form. And, with the exception of the ancients, I believe that 
never has a head been so beautifully and perfectly executed.24 

In this complimentary letter, Mazarin introduced a subtle allusion to the ancients – a comparison 
that elevated Bernini to the ultimate rank of sculptors. Mazarin was not hesitating to praise the 
sculpting, albeit, without entering into much detail. He rather invoked the domain of "idea," 
implying that sculpture should be considered at the same level as poetry or liberal arts - an allusion 
to the paragone, the traditional artistic debate inherited from the Renaissance. Thus, in a few 
sentences, he was reaffirming that contemporary sculpture should be still defined in relation to 
Antiquity. Mazarin hoped that way to please his interlocutor, by the same time that he asserted his 
understanding of art issues. However, neither the sender, nor the addressee, was probably fooled 
by this exchange of courtesies. 

We do not know more about Mazarin’s reaction in front of the bust at this point. While 
spending a fortnight, Mazarin joined Richelieu in the theater of military operations at Amiens, 
without, of course, being able to carry with him the bust, kept in Paris. One can only imagine how 
much Mazarin praised Bernini’s bust to Richelieu, in terms no doubt as flattering as those used for 
the Barberinis. However, masks fell once Mazarin was alone at his desk, writing –"confidentially" 
– to his brother. In a troublesome letter, written in Italian and dated September 3, 1641, Mazarin 
revealed his true understanding of the bust: 

Cav. Bernini’s young men arrived with the bust of the Cardinal Duke in good condition. But I 
will tell you confidentially that it does not look like him (che non somiglia). I am extremely 
displeased because despite the excellence of the head - which, in truth, exceeds all that one could hope 
for- it will not be as admired here as it would have been if it had looked like him. We must conclude 
that the portraits that were sent were defective. However, I will not fail to praise the work and 
I already emphasized its perfection to his Eminence; I committed most of the court to believe 
it very similar (a crederla similissima)... I persuaded myself that the portrait must be given to 
the cardinal-duke by Cardinal Antonio, without cav. Bernini being involved in this present...25 

This straightforward letter testifies to Mazarin's rhetorical subtlety, as well as to his political 
partiality. The first part functions as reasoning in three stages - thesis / antithesis / synthesis - which 
under the appearances of an implacable logic leads, however, to a paradox, because the notion of 
resemblance is used successively in three different contexts: "somiglia," "somiglanza," 
"similissima," as I shall now suggest: 

a- His first use of resemblance reflected on facts: "it does not look like!"; the reasons for 
this lack of "semblance" were not developed though. This non-conformity, disparaging the 
transposition process from the sitter to his effigy, implicitly put back to back the painter and the 
sculptor in their respective attempt at mimesis. Mazarin took sides against the painter in a partial 
way: "we must conclude that the portraits that were sent were defective." I shall rather argue that 
what was presented here as a logical conclusion, is a subjective political statement – as I shall 
examine more thoroughly in this chapter. Champaigne’s life portraits (fig. 125, details) were 
probably quite like the sitter, though any painter presents reality through his own filter. 

b- The second use of the term contradicted the lack of conformity since Mazarin recognized 
that the head was excellent. So, if not the carving process, what caused Mazarin's disappointment? 
How could the head look beautiful (fig. 123), but not conform to his expectations?  

c- In the end, Mazarin dismissed the whole argument by evoking the make-believe of 
resemblance, the possibility of influencing the court, thus denying the objective basis of his first 
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assertion about dissimilarity. If resemblance is matter of belief, how true or trustworthy can be his 
opinion? How to unravel the case? 

Re-semblance, unlike identity, results from the sensate process of re-cognition. Marin 
argued that to recognize is to put a name on a figure, on its first appearance - but in doing so, to 
take the risk of losing something else, beyond, associated with absence: 

…identifier cet autre qui est l'endroit, le plus manifesté, d'un obscur envers, l'angoisse de la 
perte de soi dans le vide sans cesse creusé par le temps et la mort, fantasme d'un visage qui 
serait le masque d'une dissemblance si infinie, d'une individualité si incomparable que nul 
discours ne pourrait en proférer la formule. 26 

For Marin, recognition contains the risk of discovering an abyss of singularity ("perte de soi") in 
place of a direct and "universal" answer, as Mazarin would have hoped for the reception of 
Bernini’s masterpiece. The universal and the singular are the two sides of a same coin, where 
Richelieu, the man, faces Richelieu, the minister - placement ("endroit"), and reverse transposition 
("envers") of the mask. One can only suspect Mazarin, the ambitious state counselor, of wishing 
to glorify the minister, when in fact he only faced the man, transposed in marble. Double failure 
of reading - of the "placement," face of the character, and of his "reverse," in which lays the 
unfathomable individuality. Art reveals the gap between the figure and the mask. In this case, the 
gap is created by the distance between the sitter and the artist - and illuminates Marin’s layering 
issue.  

The process of recognition for a sculpted effigy is necessarily a complex operation. 
Phenomenologically, the "non-similar" is intrinsic to the medium of sculpture that creates a tension 
between the surface presenting the imaginary sum of a concentrated being into a static appearance, 
and the inner part of the model that is hidden behind his human appearance. The flow of deep 
emotions and the mobility of the sitter are contained at the surface of the marble, frozen into 
permanent carved attributes, such as sunken cheeks, the wrinkles of expression or the pinching of 
the lips. But by accepting the non-similarity as the operating principle of the art process, the 
operation of recognition can be achieved by the reverse – here, by identifying the model where it 
does not resemble. However, Mazarin, confronted with the sculptural mask that imposed "a rest of 
being" – like a "revealing death" – did not seek beyond the marble surface the essence of a man, a 
complete being who would be filled with all that he "is". Instead, Mazarin criticized the whole 
operating mode and concluded: "il n’y a pas resemblance" - no likeness. Mazarin, eluding any 
further analysis, also unwilling to consider a possible failure on Bernini’s part, accused the painter 
and concluded that the portraits were "defective." Was he really convinced of this? His letter, all 
in political subtleties, has the merit of bringing to light his art of diplomacy. I shall thus explore, 
beyond the pretext of a poor sculpting, the ideological reasons for Mazarin’s disappointment and 
why the bust did not resonate with the French audience. Nor did it match Mazarin’s diplomatic 
interests for this commission.  

The second part of the letter proved unambiguously how the notion of resemblance was a 
social construct: the duplicity of the statesman is indicated by his proposal to make the court 
believe the bust was resembling – "similissima." This idea of influencing the reception was 
contrary to Mazarin’s first assumption of an objective dissimilarity. Smartly distorted in his pen, 
the notion of resemblance has slipped away from any factual observation to a context-based value 
judgment. Consequently, I shall also question the political origin of this non-resemblance, not 
limited to the artistic process. I will discuss Mazarin's disappointment in terms of "a gap" (écart) 
or deviation from his initial desire, rather than in terms of “failure” – an unfortunate term that has 
often been reused by art critics to describe Richelieu’s bust.27  
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2) Expectations 
 
Richelieu's bust has not achieved the posterity it should have. After Mazarin's 

disparagement, the bust fell into oblivion, first in the Palais-Royal, then in the hands of Richelieu’s 
heiress. She bequeathed the bust to Notre-Dame’s Chapter, but during the Revolution, it was stored 
in the French national collections and forgotten to the point of being attributed, at the beginning 
of the twentieth century, to Antoine Coysevox.28 Marguerite Charageat first reattributed the bust 
to Francesco Mochi, before a consensus was reached and it was recognized as Bernini’s work.29  
Although the sculpture has regained its rightful place in the series of Bernini's busts (busts from 
his second period; see the Borghese Gallery exhibition, 2018, fig. 87), it has remained tainted with 
the embarrassing reputation of failing to please the French court. Bernini's reputation in France 
also later suffered from the relations with Louis XIV when the artist traveled to France in 1665: 
Bernini’s plans for the façade of the Louvre were never adopted, while at the same time, his 
equestrian statue also failed to please the monarch.30  However, this confrontation was transformed 
into a foundation myth for French Classicism. But the memory of this later episode should not 
influence our understanding of the commission of twenty-years earlier. 

The French interest in Bernini began with King Louis XIII and constantly, although not 
unanimously, increased with his celebrity in Europe until the mid-seventeenth century. Around 
1625, Bernini was solicited by Monsieur de Béthune, the French Ambassador to Italy, to come to 
France at the request of Louis XIII. Unfortunately, this did not happen.31 Soon after, Cardinal of 
Sourdis - whom Richelieu highly appreciated - commissioned his effigy from Bernini as a part of 
his funerary monument in Bordeaux. 32 But after 1625, Bernini was required to work almost 
exclusively for Pope Urban VIII (Maffeo Barberini) who did not allow any other patrons. Mazarin 
had a privileged relationship with Bernini that he fostered when living in Rome between 1634 and 
1639. This explains his involvement in Richelieu's commission, enhancing his enthusiasm with a 
mission for the State.33 For Mazarin, Bernini was more than just an artist since he represented a 
strategic player on the political chessboard. Having recently settled in Paris, Mazarin was keen to 
leave his mark on French society as well – as he did by building the Palais Mazarin near Richelieu’s 
palace – and Bernini was an asset.  

Moving from Bernini's reception in France, I shall now focus on Mazarin’s correspondence 
with Bernini in the hope of clarifying the patron’s expectations and degree of satisfaction, mostly 
aligned with Bernini’s growing fame. And I shall pursue my narrative where I left it, when Mazarin 
first wrote to Bernini on December 18, 1641 to thank him for the bust’s achievement, four months 
after acknowledging its reception. Such a delay is indicative of his perplexity; however, Mazarin 
was too calculating to let his disappointment show. Instead, he expressed his aesthetic expectations 
wrapped behind the compliments he addressed to the sculptor: 

Your lordship would laugh at me, and rightly so, if I would defend myself from representing 
to him the admiration with which the portrait (ritratto) of the Cardinal Duke, made by him, 
was admired, since your lordship knows very well that it is there a just tribute due to his works. 
However, I would like to point out to him that never came out of his hands a livelier, more 
thorough, more finished head than this one. Someone said it was impossible that it would not 
speak at any time of the day.34 
 

The term "lively" and the reference to a "speaking likeness" were two widely used concepts of the 
Baroque era.35 By rephrasing such tropes, Mazarin hoped to prove his technical understanding of 
sculpture, as well as to flatter the artist. It is worth noticing that Mazarin also borrowed the 
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formulation from Feragalli, the one who had previously described the sculptor's bust in flattering 
terms only to reassure Mazarin: 

... In addition to all the wonderful qualities of this bust, it gives the impression that its mind 
can be grasped and that it can speak.36 

Understanding these two concepts will be useful in defining the expectations of the French 
audience, and possibly measuring the gap between the sculpture and the life model. 

 
a) The speaking likeness  

 
This notion of a "speaking likeness" had become part of the critical language of the time.37 

Bernini had fashioned this manner to release emotional power from the marble heads, as if ready 
to speak. Vouet had developed an equivalent formula when he was in Rome around 1615, also 
under the patronage of the Barberini family. His self-portrait (fig. 88) featured an open mouth: the 
sitter was turning suddenly to the spectator (or perhaps to himself, looking in the mirror) to attract 
his attention, as if ready to engage in conversation. This type of portrait, insisting on the immediacy 
of the pose and the casualness of the relation, would spread in the Roman circles until becoming a 
pictorial trope of the Baroque period. 

Such an attitude corroborated what Bernini would later theorize, once invited to France by 
King Louis XIV: that to make a portrait, the artist needed to select an "action" and represent it 
well; working on the mouth, Bernini revealed to Paul Fréart de Chantelou "that the best time we 
can choose to capture the image of the mouth is when one speaks or will speak..."38 Bernini was 
trying to catch this moment. 

Scipione Borghese’s bust, realized in 1632 (fig. 89, cat 3.6) and presented as a reference 
model in Feragalli’s letter to Mazarin, featured this new kind of "affectation" ("afféterie," as the 
connoisseur Mariette would later say) in which the sitter half-opened the lips like if he were about 
to speak. The eighteenth century would be particularly receptive to this figure of style. 
Montesquieu, discovering Rome alongside Lambert-Sigisbert Adam and the sculptor Edme 
Bouchardon, did not fail to praise Scipione Borghese’s bust: "his lips look alive, with saliva 
between them, and he seems to be speaking."39 The painter Joshua Reynolds, in 1751, resuming 
similar rhetoric, claimed about the same bust: "The marble is so wonderfully managed that it 
appears flesh itself; the upper lip, which is covered with hair, has all the lightness of nature. He 
has a meager, thin face, but a good deal of spirit in his look."40 
 

b) Vividness 
 

If the "speaking likeness" was not systematically applied, Bernini's busts were nevertheless 
conveying features of vividness, allowed by the artist’s high mastery: 

They appear to breathe, despite the great impediments presented by a material naturally 
resistant to the expression of movement. The twisting of the heads, the endless variety of ways 
in which he sculpted the iris and pupil to capture the light, the suggestion of rotation in each 
bust, the movement of the arms underneath the clothing and the ability to adapt the lower part 
of the composition to every conceivable circumstance– these are the principal elements that 
Bernini combined to shape the viewer's perception of an illusory and impressive vitality.41 

As analyzed here, the liveliness and the mobility of the model was transposed in an illusion of 
vitality, which reinforced the effect of the sitter’s presence. Bernini, as Baldinucci mentioned, was 
particularly attached to transcribing the life (vita) and the spirit (spirito) of his sitters into marble:  
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Bernini claimed that portraiture had everything to do with highlighting the personal qualities 
of the sitter, what nature had especially offered him, and not another. What mattered most in 
this search was to pay great attention to secondary features, and not to the most beautiful among 
these. For this purpose, he developed a very special working method. He did not want the sitters 
standing in front of him to remain motionless, but he made them walk and talk. In this way, he 
better discovered their intimate nature and he could represent them as they were. A character 
who stands motionless, he said, never resembles himself as when he is in motion.42 

Bernini sought to suggest and maintain the illusion of the living presence of the sitter, despite the 
handicap of the bust format that truncated the lower part of the body, making the artifice of the 
artifact all the more visible. Since Bernini had to create within the boundaries of his medium, he 
chose to play with it and acknowledge it rather than to hide it. "Mediality" was therefore inherent 
to busts, which cannot conceal the sharp edge that cuts the figure into two. So, the medium was 
pregnant and with its edges, as well as the clear border between the artwork and the viewer’s space:  

These busts render the vividness of the sitters, but at the same time their character as artifacts is 
emphasized.43 

Because the artifice of busts could not be escaped, Bernini had to be all the more persuasive in his 
rendering and simulation of life. 

Domenico Bernini, the artist’s son, tells us an anecdote about the funeral monument of 
Pedro de Foix Montoya, which testifies to Bernini's talent to give life to marble, as well as to 
the defunct, as a double resurrection. Montoya's bust seemed to spring vividly out of the oval 
frame of the funeral chapel's wall:  

While a few cardinals came to see the new monument, Maffeo Barberini (later known as Urban 
VIII) pointed to Pedro de Foix (the man himself) and named him as a copy. Then turning to the 
bust, he showed the original ("cosi desso"): “the statue did not need a soul to seem alive !” ("non 
havea bisogno d'anima per parer viva") 

Frédéric Cousinié, fascinated by the textural rendering of skin, that he associated with the 
notion of mobidezza, or morbid softness, analyzed Bernini’s concept of vividness as an extension 
of mimesis: for the artist, the transposition of the model’s "vital essence" had become more 
important than the mere likeness: 44 

From the imitation of forms, we went to that of matter (the flesh) but truly, less to that of matter 
in itself than to what passes through it and animates it on all sides - life. From the mimesis of 
outward appearances, in which the real seems to emerge a second time in its representation, we 
went again to the more complex mimesis in which the real is re-elaborated so that its vital 
essence can be expressed.45 

For Cousinié, Bernini’s vividness was obtained by a close attention to the skin’s texture. His soft 
rendering contrasted with the medium’s original roughness. "Mediality" is once more invoked as 
a way to work against nature while imitating it. The perceived tension at the heart of Bernini's 
work generated an oscillation between the attention to reality and the quest for a vital impetus 
requiring a new distance from reality. "Gathering a semblance" while acknowledging the 
inevitable dissemblance between man and stone: here was Bernini’s unique technique. We shall 
build on this tension to give a closer look to the resemblance as an artificial construction. 
 

c) The gap 
 

Although vividness was one of the artistic effects that Bernini repeatedly sought, all his 
busts were not necessarily "speaking," nor displayed in a theatrical pose. The busts he produced in 
the 1620s, for instance, including those of the popes, showed more restraint, enhancing instead the 
gravity or solemnity of the high-ranking sitters. In the 1630s, Bernini produced some new emphatic 
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portraits, such as that of Montoya or Borghese, but the bust of Richelieu belonged to the more 
conventional series that was also more sober. In the letter we previously mentioned, Mazarin’s 
forceful words to describe Richelieu’s bust seemed so superficial and stilted that they barely 
described the work accurately. On the contrary, Bernini’s manner here was quite elegant, with 
Richelieu discreetly turned on himself, lips closed with an impassive expression. But it is true that 
this bust was far less demonstrative than the ones he would later create, such as Louis XIV’s or 
Francesco d'Este’s busts (fig. 90), both wrapped in animated draperies. As Catherine Hesse noticed 
about Richelieu: 

Although it lacks any of the characteristics of the "speaking likeness" that Bernini developed to 
spectacular effect in the 1630s, it is a formal and reserved rendering that Bernini was to develop 
further in other official portraits to follow. Here, Bernini's great innovation is the subtle but 
unmistakable suggestion of movement in an otherwise static image…46 

Richelieu’s stolid posture properly fitted the needs for an official portrait of a high-ranking 
personality: the sitter’s authority stemmed from his lordly attitude, emphasized by salient 
eyebrows and a resolutely closed mouth, from which no sound emanated. Francesco Petrucci 
understood it as "a metaphor of absolutism and raison d'état. It can, therefore, be construed more 
as an icon of power than as a real portrait likeness."47 But apparently, Mazarin was not satisfied 
with the mere representation of the raison d’état and was expecting to observe the man rather than 
the minister. 

Again, the notable difference between Mazarin's compliment and the bust’s features 
reveals the biased nature of his disappointment - not a failure due to poor sculpting, but "a gap" 
between his expectations, as well as the demands of his intended audience, and what he had 
obtained. A gap between two ways of understanding resemblance. In the eyes of Mazarin, the 
work presented no noticeable stylistic break, nor enough audacity to excite "all Paris" ("faire courir 
tout Paris"). Mazarin would have hoped for a kind of speaking likeness in place of a mere 
similarity. From our account, the sculptor respectfully transposed the image of a man of exalted 
status with refined sensitivity. But the art historian Marcel Reymond argued for Bernini's difficulty 
in "copying an attitude already captured" by Champaigne, which would explain his relative 
restraint. Reymond thought of Bernini as "chilled by the sobriety and severity of the art of Philippe 
de Champagne."48 As Mazarin did, Reymond attributed Bernini’s lack of baroque exuberance to 
Champaigne’s fault. We hope to revisit this préjugé. 
 

3) An attempt at resolution 
 

Mazarin was slow in replying to Bernini because his letter of December 18, 1641, had 
another purpose beyond that of just thanking him, which he had already done through Cardinal 
Antonio. The letter’s purpose was to support a new on-going commission: Mazarin wanted to 
encourage Bernini to create a new piece of work for Richelieu – a full-length statue. Such an idea 
was not new and had already been rejected by the pope; it had resulted in the bust. But Mazarin 
hoped to revive the initial idea to mitigate the bust's poor reception. He focused on this new 
commission with the admitted goal of exciting "le tout Paris." 

The letter below, that Mazarin wrote in Italian and sent to his friend Bernini, proves his 
obstinacy and reluctance to abandon his Italian dream. The first part reveals that a gift was sent to 
Bernini's wife as a reward for the bust – and knowing Bernini’s greed, this was an important part. 
Cleverly, the letter, taking the commission for granted, also suggests that a more valuable present 
might be considered for the future statue:  
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It was the Cardinal-Duke’s wish to provide me with a gift for your wife, since he waits to reward 
you worthily for the opportunity that would provide the statue he expects to receive from you 
(...)49 

In consequence of which Mazarin was ready to send fresh profiles to Bernini to replace the 
previous "defective" ones (i.e, Champaigne’s Triple Portrait, according to my hypothesis). The 
second part of the letter is even more interesting since it clearly states that Mazarin was willing to 
commission Van Dyck instead of Champaigne. The political man asserted the whole faith he had 
in Van Dyck's ability to provide "perfect profiles:" 

We urge Van Dick to come here, as he promised, to produce perfect profiles of His Eminence, 
on which your Lordship shall work with the certainty of having under His eyes the portraits of 
His Eminence with the most resemblance (ritratti che più somiglino).50 

Mazarin closed his request by returning to his first definition of resemblance ("più somiglino"), 
objective, indisputable and ultimately testifying to blind faith in Van Dyck’s brushes.  

The narrative has now grown more complex with the entrance of a new character, Van 
Dyck, first painter of Charles I, King of England, married to Henrietta-Maria, sister of Louis XIII. 
Since the 1630s, Anthony Van Dyck had been a celebrated portraitist in all of Europe; five years 
earlier, he had already sent profiles of Charles I to Bernini who had been commissioned a marble 
bust for the British sovereign. In a way, Van Dyck had already been in the same position as 
Champaigne – a painter charged with designing intermediary profiles for a sculptor. Unfortunately, 
Mazarin, when writing his letter, did not yet know that Van Dyck had just died on December 9, 
1641. Sadly, this force of circumstances put an untimely end to their collaboration. 

It is likely though that Mazarin had delayed writing to Bernini to confirm Van Dyck’s 
acceptance to work for the French Crown, since the painter had many other commitments, 
including some for the hostile court of Brussels, belonging to Spain, where the painter stayed in 
1640. Before convincing Bernini, Mazarin had to convince Van Dyck, as the following exchanges 
between the two men confirms. 

Earlier in 1641, a note was sent to the painter Claude Vignon requiring a letter of 
recommendation for Van Dyck "just freshly arrived in Paris." The letter testified to the new 
diplomatic relations that the Flemish painter had hoped to establish with France. On October 4, 
1641, as the painter returned to England, he was stopped in Calais and urged to turn back by the 
French, but he refused. He wrote to Chavigny as a way to apologize and to reassure him of "his 
passionate conviction to produce something that pleases (the French Crown)". A month later, Van 
Dyck was back in Paris and more than likely had a chance to discuss, or even accept Mazarin’s 
commission of profiles for Bernini. However, Van Dyck, while continuing to reassert "the esteem 
and honor" he would have to work for Cardinal Mazarin, fell ill.51 His wife was also pregnant and 
on the verge of giving birth. Unexpectedly, Van Dyck decided to return to England. On November 
14th, 1641, Lord Montaigu, a French "spy" who was reporting back to Chavigny, went to Pontoise, 
at the North of Paris, to stop him once more. Van Dyck insisted he had to pursue his journey and 
return to England: "(I am)so ill that I cannot work anytime soon".52 An attack of gout plagued him 
to the point that he had "trouble signing his name."53 He also mentioned that his wife's condition 
worried him as much as his failing wealth. He promised, however, to serve the Cardinal "as soon 
as his health would allow it". Alas, it was not to be, and these were his last words. 

In his letter of December 1641, Mazarin sincerely believed he would obtain profiles from 
the most fashionable portraitist of Europe. He certainly thought that Van Dyck's more animated 
manner was better adapted to Bernini's approach than Champaigne's. Mazarin’s bet was 
straightforward: bring together two geniuses to achieve a masterpiece. The equation would not be 
that simple. 
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4) Argument 

 
Up until this point, I focused on Mazarin’s account and reported his hope, his deception 

and his attempt at the resolution of the commission. I considered as diplomatic, rather than 
aesthetic, the presumed gap between the sitter's likeness and his mimetic effigies, both sculpted 
and painted. Mazarin’s understanding of the resemblance was mainly political. 

The narrative has now become more complex since I introduced a new trio of patron / 
painter / sculptor – Charles I, Van Dyck and Bernini. They were brought together five years earlier 
and influenced the trio played by Richelieu, Champaigne and Bernini. Mazarin was hoping to 
repeat the same success story, before things turned sour. At this point, the French commission split 
in two, for Mazarin’s greatest frustration, with the coming of a new Italian sculptor, Mochi. So, 
the narrative features a series of dual oppositions, with two patrons (Richelieu, Mazarin), two 
painters (Champaigne, Van Dyck) and two sculptors (Bernini, Mochi), working on two pieces of 
work, the alternative full-length statue of the Cardinal, in complement to the initial bust. In addition 
to the ancient artistic rivalry between France and Italy, the political one between France and 
England now plays its part in the artistic emulation. On a chessboard of dualities, each protagonist 
interprets the notion of resemblance, interweaving the natural and the artificial as two sides of the 
same coin.  

My purpose in this chapter is ultimately to define Champaigne’s attention to the natural 
and qualify his portraits au naturel in relation to the notion of resemblance. The expectation of 
likeness generated a climate of high anxiety within the protagonists of the narrative, which I will 
address in the following sections by shifting points of view and reporting their different accounts, 
as the story develops during the highly diplomatic context of the Spanish war and the authoritarian 
French monarchy of Richelieu's last years.  
 
 
II) RICHELIEU AND THE QUEST FOR A PROTOTYPE  
 

Leaving Mazarin to his determination to obtain another sculpture from Bernini, I shall now 
turn to Richelieu to evaluate his response to the artwork. In Bernini: Genius of the Baroque, 
Charles Avery reported that Richelieu, facing his bust, did not recognize himself.54 The cry "It's 
not me!" attributed to Richelieu is indeed a psychological fantasy trying to justify the prevalent 
gap between the regard that the other has of us, and our own introspective gaze. Leaving to 
psychologists the care to study the problematic issue of the projected self, I shall not investigate 
this field of the self-fracture, but rather question the biased origin of Avery’s anecdote that 
indiscriminately conveyed the notion of failure, or lack of resemblance that we have previously 
questioned. However, while Mazarin’s disappointment has been thoroughly documented by 
Laurain-Portemer and related in the first part, no such documents have been available for 
Richelieu, which prevents us from forming any conclusions on his reaction to his tridimensional 
effigy. It is possible though to examine the posterity of the bust and, as an element of comparison, 
analyze Richelieu’s attitude towards the paintings on which it is based. This methodology leads 
me to examine Richelieu's quest for a self-image and response to the way Bernini and Champaigne 
respectively tried to satisfy him and fulfill the commission.  
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1) The posterity of the bust 
 

Bernini’s bust, once it reached France, was placed in Richelieu’s private apartments - "in 
the small cabinet leading to the green apartment," next to the Petite Galerie of the Palais-
Cardinal.55 This well-attended place confirms the high-status of the artwork: otherwise, it would 
have been stored away with the other objects that did not please the cardinal. There is also no 
reason to think that Mazarin's disappointment spread beyond his private circle, and certainly did 
not touch Bernini who remained Mazarin’s friend. Biographers did not allude to any suspicion 
from Bernini either. On the contrary, Filippo Baldinucci, who wrote a biography of Bernini in 
1882 at the request of Queen Christina of Sweden, mentioned "the Cardinal's great esteem" for his 
bust. He also insisted on the value of the gifts that were sent to Bernini.56 Domenico Bernini, in 
his biography, similarly quantified the success of the bust by the price of the gift in return. And 
Richelieu was not stingy: 

That prince was greatly pleased with the portrait and manifested his pleasure with a gift that he 
sent to the Cavaliere in the form of a piece of jewelry containing thirty-three diamonds, seven 
of which weighed fourteen grains each.57  

I mentioned earlier that the diamond was not directly sent to Bernini, but his wife. The reason is 
that the bust had to be considered as a gift to his Eminence, and not paid back in any way. Such 
diplomatic subtlety signified the importance of keeping Bernini’s work out of the official circle – 
since officially, Bernini was only authorized to work for the Pope. Consequently, Mazarin 
suggested that Cardinal Antonio be the one to offer the bust to His Eminence. Bernini could not 
be directly rewarded, but his wife could receive a gift. Everything was also set up to spare Bernini 
from any criticism and to prevent Mazarin’s reserved judgment to extend beyond his intimate 
circle. Officially, the French court was very pleased with the effigy, and only this version would 
prevail. 

Nevertheless, despite an apparent satisfaction, it is fair to note that the bust was hardly ever 
used as a model for later copies - a fact that confirms Mazarin's intuition that this bust would not 
be universally admired. Bernini’s bust – contrary to Champaigne’s portraits, as I shall now argue 
- did not widely disseminate Richelieu’s image. Other than a couple of bronze and marble replicas 
that were made after it, this piece remained a singularity in history – a truly exceptional original. 
Should it be called a "failure"? 58  Probably. 

Two other clues corroborate the idea that the Louvre bust did not know the posterity it 
should have known. In the first place, Richelieu preferred to employ another sculptor than Bernini 
for his personal effigy. One year before his death, he brought Gérard Van Opstal (1605-1668) from 
Flanders to serve in France. This artist was born in Brussels but working in Antwerp. By the same 
time, Mazarin's efforts were aiming in the opposite direction, trying to bring François Duquesnoy 
back from Italy.59 Richelieu’s choice of a Flemish sculptor suggests that he was not fully convinced 
by Mazarin’s devotion to the Italian manner. In the second place, a note from Richelieu to Mazarin, 
dated December 3, 1641, indicated that the minister had simultaneously commissioned another 
bust from Jean Warin: "...voir chez Warin si mon buste en plastre (sic) est achevé."60  It was 
probably referring to the lost wax mold that would be mentioned one year later by Pierre Bonnard 
in the inventory of the Crown property: "un buste du cardinal-duc de Richelieu en plastre avec le 
creux du buste." 61 Warin, who had been accused of forgery in his youth, was later protected by 
Richelieu to whom he was eternally grateful. He became the medalist in charge of the official Mint 
(Conducteur Général des Monnaies) and of the dies of the Moulin Mint (Graveur des poinçons de 
la Monnaie du Moulin) in Le Louvre. He coined many medals for the king, as well as for the chief 
minister (fig. 91). Known for his naturalistic abilities, he did not hesitate to leave the marks of time 
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visible on Richelieu’s facial features. When Warin’s bust was finished in 1641 (fig. 92), it showed 
the Cardinal draped in his Capa Magna embellished with a fur lapel, like on Champaigne’s full-
length effigies. Champaigne’s reference was already pregnant. 

It is probably Warin’s artwork that was transmitted in 1643 by the Duchesse d’Aiguillon, 
Richelieu's niece, to two famous craftsmen, Hubert Le Sueur, and Henri Perlan, as a model for the 
casting process. Le Sueur, who had been a casting master in England, was at the end of his career. 
His bronze, which was later displayed in the Sorbonne library, was first placed in the Duchess’ 
bedroom and was valued at 500 pounds in her inventory, while Bernini’s bust was valued at 1200 
pounds. 62 The high price attributed to Bernini’s work indicated that the work was nevertheless 
recognized at its fair value in France despite its limited exhibition.63 After Richelieu’s death, the 
Duchess decided to complete her uncle’s funeral monument, first designed by Jacques Lemercier, 
Richelieu’s preferred architect. She turned to Bernini for a new design – which corroborates that 
Bernini’s bust must not have totally displeased. However, the project did not go through. In 1697, 
François Girardon, who was a valued sculptor at the court of Louis XIV, produced the funeral 
monument (fig. 94) that can still be seen today in the church of the Sorbonne. In a surprise 
turnabout, Warin’s bust was the one used as a model for the monument - not Bernini's! 64 It can 
only be concluded that Bernini's reception in France has fluctuated greatly: he was unanimously 
praised in society, but in the end, his works were rarely copied, if not dismissed. Not to mention 
Giovanni Pietro Bellori, the biographer of artists, who avoided to mention him in his Vite. 

A last episode in Bernini’s saga corroborates the unsettled reception of Richelieu's bust in 
France. After the Cardinal's death, as Mazarin was still pursuing his efforts to seduce Bernini and 
have him commit to the French Crown, Mazarin's agent, Benedetti, wrote to him in April 25, 1644, 
to report that he had seen a new model in terra cotta of Richelieu’s bust in Bernini’s studio. He 
admitted it was very nice – "più bello e più simile" than the one in marble one he sent (to Paris)." 

65 In the 1706 inventory of Bernini's studio, the clay model was effectively mentioned as a "ritratto 
del Card.l di Richeglieu con il suo busto di creta cotta," together with other molds of Scipio 
Borghese and Pope Urban VIII. Bernini also mentioned to Benedetti that he had cast a new bronze 
bust for Cardinal Antonio – to which Benedetti replied that it would be wise to think of casting 
another replica for Mazarin’s palace at Monte Cavallo. Mazarin had indeed expressed such a wish 
years earlier, as he hoped to obtain a bronze copy of Richelieu's first bust for his personal use.66 
But none of the bronze copies have ever been found in the respective inventories of Cardinal 
Antonio and Mazarin.67 Nevertheless, the "creta cotta" undoubtedly served as a model for the cast 
of two new bronzes that have been preserved at the Sanssouci Castle in Potsdam and at the National 
Gallery of Victoria in Melbourne (fig. 93). 68 Those two busts were listed in Baldinucci’s 1682 
biography as "metal statues."69 

Benedetti’s late visit reveals Bernini’s desire to perfect the Louvre version of Richelieu’s 
bust. Does it signify that the artist was not satisfied with his earlier work? Or did he suspect some 
kind of frustration from the French side? If not a failure, at least the bust’s second version 
corroborates the hypothesis of a gap – "un écart" - between the expectations of the portrait au 
naturel and the marmoreal image of the Cardinal. The ability of an artwork to be duplicated and 
spread nationwide, thus, to officially represent the Chief minister, was a criterion of excellence for 
the time - but this was precisely what was lacking in Bernini's bust, which remained mostly unique 
and placed in private apartments. Such a criterion of judgment, privileging duplication and series, 
goes against the current tendency, since we still live under the influence of Walter Benjamin’s 
praise of the original's aura. Champaigne is a good example of an artist who benefited from the 
duplication of his work. Ironically, even though Mazarin shamelessly described Champaigne’s 



 
 

 88 

profiles as "defectuoso," more likely to clear Bernini, the painter was highly praised by Cardinal 
Richelieu and admired for the faithfulness of his full-length portraits that widely circulated and 
served, one might say, as national prototypes. I shall now examine more thoroughly Champaigne’s 
process of replication to unpack the reasons for his success, in contrast with Mazarin's judgment 
and Bernini's reception in France. 

 
2) Richelieu’s grandeur 
 
At stake in Bernini's very first involvement in the French affairs, probably in the 1635s, 

were Richelieu’s self-fashioned image and desire, as a patron, to transpose an appropriate 
grandeur and personal glory to the commission. Bernini needed to adequately respond to the 
patron’s desires. As such, Bernini had to deal with Champaigne in two ways, first because the 
sculptor was presumably copying from his painted profiles sent to Rome in 1640, but second, 
because of the many copies of Richelieu’s full-length prototypal image created by the painter 
between 1634 and 1640 that were already circulating. Champaigne’s state portrait of Cardinal 
Richelieu was highly successful, as proved by its many copies, and would be retained by posterity 
as a reference. For Bernini, this whole corpus conceivably worked as vectors of emulation. By 
closely examining the typological variations of Champaigne’s different models, from the full-
length portraits to the London Triple Portrait, I hope to determine the nature of prototypal features 
and understand how it would fulfill Richelieu’s expectations.  

No representations of Richelieu were known before his appointment as Cardinal on 
September 5, 1622. Michel Lasne was the first engraver to capture his image for posterity; his 
printed portrait (fig. 95) became Richelieu’s prototypal image between 1626 and 1633 - since 
Champaigne did not settle into France before 1627. Lasne’s portrait was used in many theses or 
allegorical representations of Richelieu; it was often modified and recombined with different 
captions to reflect Richelieu’s ascending career: Richelieu was initially the bishop of Luzon, then 
acquired new titles such as Cardinal, Duke, and minister, as well as new lands.70  In 1633-1634, 
Champaigne, whose abilities had been first noticed by Marie de Medici at the Luxembourg palace, 
executed a new prototypal image of the chief minister. Besides his many achievements as a painter 
of History, he became well known as a portraitist, in part due to the great skills he had developed 
during his apprenticeship in Brussels, where he had been taught portraiture and landscape 
according to the Flemish tradition. In a few short years, he became Richelieu's favorite court 
portraitist - a status he may have well resented, preferring instead to paint religious subjects, as 
Félibien recalled, mentioning him "l'Apelle de son Alexandre."71 His success as a portraitist can be 
quantified by the many engravings designed after his paintings. While Richelieu's portraits by 
other artists – such as Crispin de Passe, Melchior Tavernier, Jaspar Isaac, François Ragot, Nicolas 
Vienot, among others, and even Vouet of whom, according to Félibien, Richelieu was not fond – 
were hardly ever reproduced, Champaigne's effigies, on the contrary, were extensively copied, 
transposed, and sometimes plagiarized. His portraits were legitimized by their repetition through 
a large number of engraved versions and by their circulation, which confirmed Champaigne's 
noticeable success as a state portraitist between 1634 and 1642. 72 Many printers reproduced 
Champaigne’s models, such as Jean Morin, Robert Nanteuil, Claude Mellan, Gilles Rousselet, and 
even Michel Lasne himself - not to mention Bignon in his series of the Illustrious Men.73 The 
proliferation of the cardinal-duke’s image after he was appointed Chief Minister revealed the 
desire of the state man to carefully fashion his image, as illustrated by Michael Van Lochom’s 
print (fig. 96) that bears the following caption: "Richelieu is proposed as a model for all the arts of 
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France."74 The image shows a full-length statue of the minister in the process of being made, while 
many painters and weavers are also working on the Great Man’s effigy; underneath, Pegasus is 
holding the Cardinal's coat of arms and some nobles gather to admire the artists at work. The 
curator Louis Courajod even justified the Cardinal's famous elegance, or "coqueterie de 
gentleman," by the necessity for him to pose for posterity, adding that "the lugubrious last years 
of his reign were frequently alleviated by his many poses for artists who had to make his image 
popular." 75 Richelieu's ambition was to promote the exemplarity of the two-headed government 
by glorifying his role both as a clergyman and a chief minister serving the king. The motto 
describing Cardinal de Lorraine's portrait that was displayed in the Galerie des Hommes Illustres 
certainly constituted a guidance for Richelieu’s governance: "This cardinal founded his greatness 
on the prosperity of the king." 

 
3) The lost portrait 
 
In my previous chapter, I thoroughly examined Champaigne’s historical portraits in the 

Galerie des Hommes Illustres as a series. I also discussed the artist's quest for the natural as 
historical truth. I shall now consider the last picture of the series which represents a full-length 
portrait of Richelieu. This effigy, initially painted by Champaigne between 1633 and 1635 as part 
of the grandiose architectural decoration of the gallery, is more often contemplated as a single and 
iconic image of Richelieu. I hope to replace it here in the context of creation of the ensemble and 
examine how it could function beyond the series. Unfortunately, the original painting is missing 
and is only remembered through Heince & Bignon’s prints, or its painted replicas (fig. 97-98).76 
However, this lost portrait is central to my argument, since I consider it as an early prototype of 
Richelieu and the starting point of a series of official portraits by Champaigne that I will now try 
to classify.77  

A total of seven full-length portraits of Richelieu still exist, plus one recently destroyed, 
showing the cardinal in a standing position quite similar to the one in the engraving. They form a 
whole corpus of reference allowing the classification of the different pictures. The specificity of 
the lost effigy comes from its belonging to the decoration ensemble and simultaneously, as I will 
argue, as the source of multiple versions and subsequent copies, including paintings and 
engravings. I also include in its posterity a literary work that refers to the gallery prototype – a 
poem by Georges de Scudéry that was published in 1646 in a collection titled Le Cabinet de M. de 
Scudery, a posthumous tribute to the Great cardinal. Scudéry produced the versified exegesis of 
an imaginary painting from Champaigne who is explicitly mentioned in the poem. Such a fantasy 
picture, that was probably inspired by a replica owned by Scudery, seems nevertheless quite close 
to the one that was hung in the Galerie des Hommes Illustres and provides another clue to the 
series: 78   

Fais-y paraître un grand rideau, 
Dont l'étoffe soit précieuse. 
Fais qu’il semble être soutenu 
Par un ange qui vole nu, 
Dont la main porte une couronne. 
Et fais-y remarquer encore 
Et la frange qui l'environne, 
Et les cordons à houpes d'or. (…) 
Que sous ce rideau retroussé,  
Dont le velours sera pressé, 
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Paraisse une large fenêtre. (…) 
Que de l’autre (main) il soit appuyé 
Sur le bord d’un riche balustre. (…) 
Que sous les pieds de ce HÉROS (…) 
L’on découvre de toutes parts 
L’impérieuse Aigle de Rome, 
Des Lions et des Léopards.  

The literary description helped propagate the pictorial model, while listing some of the attributes 
defining the Cardinal-Minister, such as the curtain, the veduta, the balustrade, the crown, and the 
angel (as seen on a print by Mellan, see note 78). 

In his discussion of Champaigne’s portraits of Richelieu, Dorival distinguished two 
periods: 1) portraits made in 1634-35 (fig. 97), "in which the cardinal is generally wearing his 
biretta above abundant and slightly wavy hair; a short cord has been knotted in two loops to keep 
the collar closed," and, 2) portraits made around 1637-1640 (figs. 98-100), "in which he wears his 
red zucchetto above hair that is both more rare and more flat; the long cord of the collar is not tied 
in a loop, but is hanging down to the level of the sternum."79 Heince & Bignon’s engraving (after 
the lost portrait) is remarkable in that it intersects these two iconographical periods because of its 
hybrid characteristics: a short cord is tied around Richelieu's neck, as in the earlier portraits, but 
the bust is already turned three-quarters to the left and the facial features are identical to those in 
the late portraits. A close examination of the chronology and typology of the different versions is 
thus important to confirm the specific status of the lost painting. 

The very first full-length portrait attributed to Champaigne is probably the one painted in 
1634, currently at the Ministère des Affaires Etrangères. Its date is inscribed on the paper held by 
the figure (fig. 97, left). It is precisely the same year that Richelieu expressed his wish to have his 
effigy carved in Rome – even if the information is missing on who exactly commissioned the 
sculpture, and to whom. The Cardinal’s simultaneous desire to have his effigy painted and carved 
is significant of the awareness of his growing prestige. The 1634 portrait is probably the one 
mentioned in Michel Le Masle’s papers (Richelieu's secretary), in 1635: "a portrait of Mgr in full-
size dressed in a colored mantle ("simarre") all covered with embroidery." On this picture, 
Richelieu is already wearing the medal of the Order of the Holy Spirit, obtained in 1633, hanging 
on the end of the large blue ribbon – pictorially, the only cold color contrasting with the warm red 
coat. However, Champaigne’s model does not seem to be firmly established yet. The biretta is still 
depicted as a geometrical object seen from a three-quarters view, while the figure is turned to the 
right (the others will be turned to the left). Richelieu is represented standing in his cabinet wearing 
informal attire (instead of a formal one). He holds a paper indicating his office and turns his back 
to the window. The veduta shows the extremity of the outside wall of the Galerie des Hommes 
Illustres, with its alternate sequence of pilasters, niches, and rectangular bays.80 The facial likeness 
of this 1634 picture, since it is influenced by Lasne's prototype (fig. 95), is distinct from any of the 
other late portraits, including the London Triple Portrait. Such dissimilarity can be explained by 
its early completion, as Champaigne was still looking for a way to typify his model.  

The portrait from the Chaalis Abbey (fig. 97b) shows a rather similar face. It can 
consequently be classified in this first category of portraits qualified by the short collar's cords. 
The Chaalis portrait is characterized by a more restrained palette and by a particularly skillful 
contrast of reds and whites. The facial features appear to be better defined than in the 1634 portrait. 
Richelieu is still young, his cheeks rather full and his face not yet triangular; subtle dark circles 
begin to appear under the eyes, conferring a somewhat "stern look."81  The figure is shown three-
quarters to the right, although the cardinal traded his biretta for a mere skullcap, which gives him 
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a rounder and more familiar face, not so much crushed under his hat. Richelieu's hand is gently 
pointing to his mozzetta, while the other hand grasps the diamond-shaped biretta seen from above. 
The biretta's geometry is perfectly well drawn, and the red color efficiently contrasts with the 
white background. The mozzetta is meticulously described in the Flemish manner, although it 
looks rather rigid and static. However, the elongated fingers that are awkwardly drawn suggest an 
early work, especially since Champaigne's hands are characteristically well formed. Overall, the 
figure holds an elegant and majestic pose. The curtain and the balustrade - the two attributes 
mentioned in Scudéry's poem – provide a decorative trompe-l'oeil, which testifies to the mastery 
that Champaigne acquired during his years as a decorator for Marie de Medici at the Luxembourg 
Palace. 

Three other half-length portraits display common facial features – see the collections of the 
Prince de Ligne (Bruxelles), the Marquis de Pomereu (Paris) and the Aulteribe castle (Puy-de-
Dôme).82 On those early portraits, Richelieu is wearing the biretta on his head (except in the 
Aulteribe's portrait, see fig. 102 right, face inverted for the sake of the comparison) and is similarly 
turned three-quarters to the right. This first series shows Richelieu at a younger age, whose facial 
features will distinctly evolve in the second series (see the evolution in fig. 102). 

Let's consider now the second category of full-length portraits (figs 98-100), qualified by 
a long collar cord, in which Richelieu is seen from a three-quarters view, pointing to the left – as 
if he were pointing to the king's portrait, his counterpart in the Galerie des Hommes Illustres.83 
This orientation would prevail afterwards. The chief minister's magnanimity is reflected by the 
richness of his ceremonial robe transformed into a landscape of draperies. The Cardinal's red capa 
magna – which evokes the traditional color of martyrdom – is worn here like a coronation suit; 
such attire runs parallel to the royal armor worn by the king. The biretta, evoking Richelieu's 
religious status, is signaled by the gesture of his right hand and stands as an equivalent to the king's 
scepter or stick of command. 84 The biretta is now seen in profile; its shape is even a key feature 
of the later series. Champaigne has thus created a formula of hieratic majesty, in which the stable 
pose of the figure is compensated by the dynamics of the oblique lines. According to Dorival, 
"power tempered by reflection emanates from this type of portrait representing a genius of 
diplomacy."85  

The figure's position in both the London (fig. 98b) and the Bourg de Bozas (unfortunately 
destroyed during the war, fig. 100a) versions, as well as the one in private collection (fig. 100b), 
is quite similar to that of the engraving, as exemplified by the left hand of the cardinal supporting 
the mantle and his right hand waving the biretta forward. A red chalk drawing (fig. 51 and fig. 
100a, considered by Frédérique Lanoë as a studio copy, see chapter 1), including black chalk 
alterations, shows the cardinal in a similar position.86 The different positions of the hand grasping 
various accessories exemplify the copying process developed in Champaigne's studio. It suggests 
a method based on the repetition of formulas.  

Although the composition only slightly varies from portrait to portrait, the various 
backgrounds provide an interesting clue to recognize the different versions, even if they have not 
been clearly identified. The traditional curtain behind the figure sometimes opens upon distinctive 
views that probably evoke the Cardinal's various residences, as Dorival suggested, at least recall 
his interest in architecture (fig. 101). The London veduta perhaps displays the castle gardens in 
Rueil that was decorated with arcades. Since a portrait of Richelieu was hanged above one of the 
chimneys of the Richelieu castle, Dorival suggested it was that of the Chancellerie, displaying a 
view from the park (fig. 101c), including a fountain and a garden "fabrique;" however, it could 
also very well be a view from the Rueil gardens. On the contrary, Nicolas Sainte Fare Garnot 
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argued it was the Chaalis portrait (fig. 101d) with its da sotto in su's perspective over the castle's 
portique, that might be in Richelieu (however, none of these Corinthian capitals appear on the old 
views of the Chateau de Richelieu). 87 The Bourg de Bozas portrait shows the Church of the 
Sorbonne that was only completed in 1644 –in this respect it is thought to be a late replica.88  

To complete this typology, I will mention three other late half-length portraits show the 
Cardinal in the same three-quarter-view-to-the-left's position – two of which are preserved at the 
Rectory of the University of Paris and one at the Chateau de Versailles.89 They are probably 
replicas for private commissions of the full-length prototype. 

The classification of Richelieu's effigies into two main categories, as suggested by Dorival, 
only confirms the intermediary status of the lost prototype, known after Heince & Bignon's 
engraving, thus asserting its place at a turning point in Champaigne's career. Because of its pictorial 
features – essentially the collar's cords, the figure orientation, the facial features, and the hand 
positions – borrowed from the two categories, I assume that the destroyed painting from the Great 
gallery was a new prototype created for the Cardinal around 1636 and resulting from Champaigne's 
previous designs. At this point, some main features would no longer vary and become prototypal, 
including the display of the ceremonial robe, the three-quarters to the left's position and the biretta 
seen in profile. However, the collar's cords were still short in Heince & Bignon's engraving, 
testifying for its early status. Richelieu is still young, and his facial features are like the Aulteribe 
or Chaalis portraits from the earlier period (fig. 102), although his cheeks are noticeably hollowed 
out and the furrows of his forehead already marked. 

In his Entretiens, Félibien provided an explanation for the similarity of the facial features 
found in Richelieu's portraits of the second period. The art historian reported that Richelieu had 
"found perfectly beautiful" a full-length portrait of Champaigne and asked the painter to keep it as 
a model ("servir d'Original") and repaint some parts of the previous ones: 

En 1640, Champaigne fit encore un Portrait du Cardinal, qui fut trouvé parfaitement beau. C'est 
le dernier qu'il fit de son Eminence, qui lui commanda de le garder pour servir d'Original, étant 
persuadé qu'il étoit difficile d'en faire un qui fût mieux et plus ressemblant. Il lui ordonna de 
retoucher d'après ce dernier, tous les autres qu'il avoit faits auparavant.90 

Indeed, Champaigne's inventory mentioned a full-length portrait of Richelieu found in his studio 
at the artist’s death, corroborating Félibien's statements and suggesting that Champaigne had kept 
this portrait as a reference for further replicas. 91 This painting has been identified with that of the 
Chancellerie (fig. 99b), which is the only authentified portrait, signed by the artist at the bottom 
of the white balustrade ("de Champaigne fecit.")92 Although Félibien's statement might have been 
fictional, it reassessed the long-established practice of replicas in artist studios and corroborated 
the importance of reference prototypes to fashion patrons' effigies.  

As for our narrative, this need for prototypes brings once more the criteria of resemblance 
to the fore, in terms close to Mazarin's understanding - namely "a diplomatic resemblance" 
displayed by the customized ceremonial portrait that the stateman wished to disseminate among 
his kingdom. The collaboration of Champaigne and Richelieu was exemplary in that it gave birth 
to a Gallican formula - a portrait au naturel that could serve the political means - and until today, 
the Louvre full-length portrait has been used in French History textbooks as an archetypal image 
of Richelieu. As a conclusion of this section, it can be inferred that Richelieu’s attention to 
resemblance was understood in terms of similarity to a prototype. 
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4) The Gallican standing formula 
 

After 1634, Richelieu chose to be represented in full length ("dans toute sa grandeur"), 
although Dorival argued that this imperious standing pose was unusual for a cardinal, who should 
be represented seated. Art historians after him largely supported this statement, citing Raphael's 
Pope Julius II, in which clerical men were sitting. This model was indeed taken over by Titian 
(Cardinal Pallavicini, Cardinal Filippo Archinto), Tintoretto (Cardinal Grimani, Cardinal Andres 
of Austria), and even Van Dyck (Cardinal Bentivoglio). However, although it was a common 
formula, it would be unjustified to generalize it as a rule. A few counter examples can be mentioned 
like Titian's Cardinal Farnese or Cardinal Pietro Bembo, Van Dyck's Cardinal Domenico 
Rivarola, and Valentin de Boulogne's Portrait of Roman Ecclesiastic (in Montrésor, France), in 
which clerical men stand. Most striking, Richelieu's pose closely emulated 1627 Pietro de 
Cortona's Giulio Sacchetti (fig. 103, Gallery Borghese) who is standing and wears the biretta in a 
way similar to the 1634 portrait of Champaigne. Similarly, Cardinal de Lorraine in the Galerie des 
Hommes Illustres was represented standing, which was approved by Richelieu as a patron, 
meaning that the standing cardinal was not raising any issue. Richelieu even used Cardinal of 
Lorraine as a political example and emulated his motto. Although Dorival's argument might very 
well have been overstated, there is little doubt that Richelieu's standing posture was ambitious, 
emphasized his grandeur, reflected his ministerial function and installed his image as the 
"Patriarche de France," all the more that his portrait was displayed symmetrically with that of the 
king in the Great Gallery. As I argued in the previous chapter, the full-length portrait allowed 
Richelieu to position himself in a line of military commanders while facing the king at the same 
time. Inventories also testify to the presence of such pairs (Richelieu and the King) in other Parisian 
'hôtels', as they usually hanged at two ends of a gallery, or above chimneys. This was the case at 
the Hôtel de la Vrillière where such a couple of paintings were mentioned in the inventory, 
although listed in two different rooms; at the Chancelier Séguier’s Hôtel, the pair was facing each 
other, according to Sauval. The same is true in other residences of Richelieu, for instance at the 
Château de Richelieu in Poitou: the statesman, who wanted to highlight his function as a Duke and 
a Pair de France, was represented by Nicolas Prévost on horseback as a counterpart of Louis XIII, 
also represented on horseback. Nicolas Prévost was the painter chosen for the decoration of the 
Galerie des Batailles in place of Champaigne who refused to leave Paris to supervise this 
decorative project. 

It is critical to underline the diplomatic scope of such pairs of portraits and the climate of 
international rivalry weighing on painters, as on sitters. In Spain, Diego Velázquez represented in 
1625 the Count-Duke of Olivares (Philip IV's chief minister) in full-length (fig. 103b), while Peter 
Paul Rubens represented both the Dukes of Lerma and Buckingham on horseback. Such 
representations testify to the endurance of the Habsburg prototype created by Titian in the severe 
style, first introduced with Philip II's effigy in 1551. The prototype was taken over in Spain by 
Antonio Moro, Alonso Sánchez Coello, Pantoja de la Cruz, and Velàzquez, and then spread 
throughout Europe. This international court style was adapted more dynamically by Rubens and 
his former student, Van Dyck.93 Van Dyck's English aristocrat portraits, such as Lord John Stuart 
and His Brother (National Gallery, 1638), particularly contributed to renew the formula. At the 
same time, the Flemish tradition of portraiture was still very much in favor at the French court 
where many Northern painters such as Pieter van Mol, Theodoor van Thulden, Ferdinand Elle, and 
Frans Pourbus II had been invited by Maris de Medici and Henri IV, and were all building on the 
French heritage of Clouet, Dumonstiers or Jacob Bunel. Pourbus II, in particular, would not 
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hesitate to propose a French synthesis of the Habsburg model for Marie de Medici in the 1610s 
(fig. 62). Thirty years later, Champaigne would maintain his legacy while proclaiming the need to 
reconsider the formula of ceremonial portraiture ("portrait d'apparat”) at this particular time when 
France has just entered the war against Spain. The challenge for Champaigne was to go beyond 
his Flemish, and subsequent Spanish training and assert himself on the French pictorial scene to 
provide Richelieu with a renewed prototype emphasizing the French identity and spreading beyond 
the kingdom’s borders. This Gallican formula differed markedly from the Italianizing and Baroque 
taste championed by Mazarin who saw in the Barberini family the perfect allies to plot against 
Catholic Spain.  

As such, Van Dyck, just like Vouet in the Grande Galerie, offered a useful counterpoint 
to Champaigne, who could be clearly differentiated in his pictorial treatment. I shall contrast Van 
Dyck’s animated manner in portraiture, in the tradition of Rubens, with Champaigne more 
restrained attitude in the last section. But Félibien, in his Entretiens, had already pointed out this 
contrast. He noted that Champaigne, in his youth, had preferred to go to Italy – a country he would 
never reach, having stopped on his way in Paris - rather than join Rubens' studio. 94 Champaigne 
was thus remembered as the Flemish painter who had resisted the Rubensian manner but missed 
his chance to study in Italy. Distinguishing himself from Rubens', or Vouet's influence, 
Champaigne had to define his manner also in contrast with Baroque excesses - mostly perceived 
as a Latin decadence by the French classicizing court - which would eventually lead to what 
Jacques Thuiller defined as Atticism.95 It was a way to eliminate the conveying of too much 
emotions inherited from the Italian Mannerism and follow a concept of beauty that would refer to 
Greek culture or Roman virtue, while being compatible with Christian principles. Atticism, 
encouraged by Richelieu, and inspired by Poussin’s attention to Antiquity and drawing-based 
composition in the 1640s, would serve, at the end of the Grand Siècle, as a contrasting point to the 
painters privileging color: fifty years later, Roger de Piles revived the Rubensian style in France 
while criticizing Champaigne for his anti-Rubenism and blaming him for the absence of 
naturalness ("de naturel") in his work, as I discussed in the introduction. Again, Dorival confirmed 
this opposition by characterizing Champaigne's technique in opposition to Van Dyck's rubensian 
style: 

...notre peintre n'a jamais oublié sa formation bruxelloise. Mais ce fut sans consentir à ce brio, 
à cette virtuosité, à cette complaisance, à la mondanité qui gâtent d'aventure les portraits de 
Van Dyck. Art d'une science sûre, qui se refuse à s'étaler : art exigeant, mais qui cherche d'abord 
le naturel et la simplicité ; art profond, mais dont la profondeur n'apparaît qu'à la réflexion...96 

The naturalness that Dorival appreciated here in Champaigne ("le naturel et la simplicité"), was 
the very one that de Piles could not find - and had hoped existed in his work.97 No agreement could 
be found on this point – which suggests that le naturel was a fluid and social concept that could be 
obtained independently of the pictorial technique. However, the opposition between two manners 
was understood as valid. So how to qualify Champaigne's naturalness, as compared to Van Dyck's? 

The full-length portrait of Cesare Alessandro Scaglia (fig. 104), an "anti-Richelieu" whom 
Van Dyck depicted in 1634, provides a good alternative to Champaigne's understanding of the 
natural. All dressed in black, the pro-Spanish (so anti-French) connoisseur was a man of power, 
although in reality merely an abbot to whom Richelieu had denied the title of cardinal. In the 
painting, black was symbolically juxtaposed to red. Scaglia is represented standing and 
nonchalantly leaning against a column, his long and fine hands grasping his coat. Had he been 
Richelieu, his poise would have been more rigid. Here Van Dyck's touch is freer; the background, 
including the curtain and the column, remains unfinished. Scaglia is looking towards the viewer 
like Richelieu, but seems more accessible, less haughty or distant than the French minister. The 
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character's social nonchalance contrasts with the solemn composure borrowed from the Habsburg 
tradition, and that Champaigne had maintained in his work. If Van Dyck’s natural relied on vitality 
and subtle passages of color that enliven the composition, the natural for Champaigne was more 
likely to be found in his attention to the sitter’s truthful and intimate presence – and his general 
restrain, "dépouillé de tout artifice." 

Champaigne strategically fashioned a Gallican, or French classicizing formula for 
Richelieu who was keen on imposing his prototypal image to assert his status both as a minister in 
charge of the Kingdom and a clergyman - note that contrary to Richelieu, other ministers abroad, 
like Olivares or Buckingham, were not cardinals. Champaigne efficiently transcribed on canvas 
the synthesis of politics and ecclesiastic functions. But he also used this portraiture series to 
differentiate himself from the other painters, as I argued with Vouet in chapter 1. He developed a 
formula in which the Flemish tradition, reflected in the attention to the drapery and the illusionistic 
rendering of the skin, merged with the Habsburg heritage, which focused on monumentality and 
the countenance of the figure, and where symbolic accessories highlighted the social significance 
of the sitter's charge. Champaigne's restraint also contrasted with Van Dyck's soft touch and 
vitality, imbuing the sitter with a more psychological lens. 

Mazarin during his time in France in the 1640s, probably judged Champaigne’s Gallican 
formula as too rigid, since he had been exposed to new forms of portraiture in Rome, as testified 
by Guido Reni, Domenichino or Guercino. Ironically, once in power, the same Mazarin who was 
so attracted to Baroque art began to emulate Richelieu's image. At the end of 1641, at the same 
time that Mazarin was debasing the Champaigne's profiles sent to Bernini, he was in all irony 
sitting for Champaigne with his newly acquired red mozzetta and red skullcap. Mazarin offered 
this official half-length portrait by Champaigne to Cavalier Cassiano del Pozzo, known as one of 
Poussin's patrons.98 Similarly, once appointed chief minister a couple of years later, Mazarin did 
not hesitate to be portrayed seated, exactly in the same position as Richelieu once was. The two 
symmetrical portraits now hang side by side at the museum of Chantilly (fig. 83). This emulation 
highlights the importance of portraiture as a political tool and fosters the argument of resemblance 
as a vector of transmission for exemplarity. 
 

 
III- BERNINI AND THE FORMAT CONFUSION 
 

This digression through Champaigne's painting process helped us document the chief 
minister's self-fashioning and clarified the context in which Richelieu's commission to Bernini was 
first placed in the 1630s. The use of prototypes in painting has established a level of expectation 
for Bernini, whose setbacks and difficulties in meeting the French needs will now be described, in 
relation to his own attempt for likeness. 

 
1) The truncated statue 
 
Richelieu's desire for a full-length statue, in the manner of the Roman consuls, can be 

related to the desire for the prototypal portraits that I described previously, whose lost portrait of 
the Galerie des Hommes Illustres is undoubtedly the starting point and instigator of a copying 
process. But the desire for a sculpted standing effigy became more prevalent after 1639 and was 
probably enhanced by the fact that Pierre Biard II had been commissioned a similar statue in 
marble of the Duc de Sully, former prime minister of Henri IV.99 It was the first time that a minister 
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was granted such an honor. At the same time, the equestrian portrait of Louis XIII had been erected 
on the Place Royale in Paris, which also probably intensified Richelieu's ambition. 100 
Traditionally, especially in Italy, full-length statues were designed as part of funeral monuments.101  
But one famous exception was Henry IV's statue erected by Nicolas Cordier in 1608, now in the 
portico of St John Lateran, Rome, which created a precedent and would be used first as a model 
for Sully.  

Courajod, who was le Louvre’s curator at the end of the nineteenth century, provided a 
psychological explanation to justify Richelieu's search for grandeur: 

Richelieu veut donner plus d'évidence à son portrait. Il lui faut le grand jour de la place 
publique, l'exposition du carrefour. Les mourants ont de ces immodesties. Il se décerne donc à 
lui-même les honneurs de la statue.102 

According to Courajod, Richelieu was seeking a more direct recognition ("l'exposition du 
carrefour") – that of be seen from the crowd in a public square. Only a sculpted effigy could 
provide this extension of fame. In the past, Richelieu had commissioned royal pairs of statues 
(Marie de Medici and Henry IV) to adorn his palaces. In 1635, he commissioned a large-scale 
marble statue of Louis XIII by Guillaume Berthelot to be placed in the Château de Richelieu (fig. 
105). The King was wearing a fleur-de-lis coat with an ermine fur lapel. His armor was decorated 
with the four cardinal virtues. With his raised right arm, he was probably holding a scepter, now 
destroyed.103 Berthelot, who had been trained in Rome, became Richelieu's favorite sculptor once 
he was back in France. He made large-scale allegorical sculptures for Marie de Medici which were 
disseminated in the Luxembourg garden. Berthelot, Champaigne, and the architect Jacques 
Lemercier formed a tight circle of artists working together, initially for the Queen Mother, then 
for the King's chief minister. Ìn the 1640s, at the end of Richelieu's and Louis XIII's two-headed 
reign, the three artists decorated the Sorbonne Church, which can be considered the Cardinal's 
main artistic legacy. Lemercier and Berthelot would also work on his funeral monument, which 
remained unfinished, as mentioned earlier (fig. 94). But while they were all busy at the Sorbonne, 
the place would be opened for other artists, including Italian ones – precisely the ones whom 
Mazarin tried to promote. 

While the idea of a sculpted effigy was slowly making its way to Richelieu, Mazarin was 
making sure to spread the same rumor to Rome. In 1639, he was running contacts, corresponding 
with two agents, Vincenzo Martinozzi and Elpidio Benedetti and also with Maréchal d'Estrées, the 
French Ambassador in Rome. On January 30, 1640, Estrées was missioned "to solicit once more" 
the authorization from the Pope so that Bernini could serve Richelieu. But when Mazarin left Italy 
for France, this request was still in progress and had not yet been granted.104 From there, it seems 
that Mazarin played a double game, for he also expressed the same request to Cardinal Antonio 
(tactically not mentioning Bernini's name). The strategy worked out well since Antonio 
spontaneously replied to Mazarin in the letter of July 15, 1640, dropping the name of the sculptor 
to whom the French authorities had previously thought – Bernini! 

Subito che intesi da Mg.re Masserini quando era qui in Roma, che V.Em.za disegnava di haver 
une statua fatta da uno di questi maestri di rappresentare il ritratto dell'Em.za v.a, posi ogni 
studio in servirla et trovando il cav. Bernini, scultore di quel nome ch'è noto all'Em.za v.a per 
l'opere da lui fatte, emulatrici della antiche... egli ha stimato non minor pericolo che fortuna il 
render una tel gloria alle sue fatiche come l'impiedarle in rappresentare un tanto 
personaggio...105 

In this letter, Cardinal Antonio recognized the illustrious status of the French chief minister, of 
which only the most prestigious Roman sculptor would consider undertaking the portrait. 
Mazarin's strategy had worked. However, these verbal circonvolutions proved the degree of 
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complexity of Mazarin's and Cardinal Antonio's relations. Antonio was an essential figure of the 
Holy See, at the "head of the French faction in Rome." No effort would be spared to seduce him.  

While these diplomatic exchanges were taking place, artistic transactions were 
simultaneously conducted between France and Italy. As already mentioned, François Sublet de 
Noyers, Superintendent des Bâtiments de France, was supporting a mission to Italy led by 
Chantelou and his brother, Fréart de Chambray, both in charge, among other things, to bring back 
Poussin to France and, if possible, his friend, the sculptor Duquesnoy. By the same time, five other 
Italians artists were already working in Paris.106 This is only to confirm the highly political context 
of artistic commissions in Italy.  

Meanwhile, Mazarin, anticipating a positive answer from Rome, commissioned Richelieu's 
"profiles" to a French artist – purportedly, Champaigne – so that they can serve as two-dimensional 
models for the sculptor – note also Mazarin’s audacious move, since drawings were commissioned 
before Cardinal Antonio even dropped Bernini's name! Unfortunately, no artist's name appears in 
any of the letters, or remaining documents; nor has it been specified the nature of the profiles – did 
they represent single or multiple figures? Were they drawings, sketches or oil on canvas? Were 
they even in a profile position - since ‘profiles’ was a generic term referring to any kind of drawing 
of the head? The profiles should have been brought to Rome by Chantelou and Fréart, but they 
were not ready when they left France on April 21, 1640. As mentioned earlier, the profiles needed 
to be further worked.107 Three months later, on July 7, 1640, Benedetti contacted Mazarin for 
additional information, asking where Richelieu intended to display his statue, once achieved. The 
diplomat also expressed Bernini's impatience to receive the so-called profiles:  

Il s. cav. Bernino ogni giorno mi domanda nuova de i ritratti del s. Card.e Duca e della 
relatione che a V.S. Ill.ma disse haver di bisogno del sito o positura della statua per potere 
mettervi le mani.108 

This all proves the sculptor's enthusiasm and his determination to carry out the commission. At 
this point, Bernini was thought to be the perfect artist to fulfill the Cardinal’s desire of being 
sculpted in full-length. 

Three days later, in a letter dated July 10, 1640, Mazarin announced to Maréchal d'Estrées 
that the profiles were ready to be shipped.109 This letter, cited in the first section, is also the one in 
which Mazarin noticed the "most resembling" profile. Benedetti's replied to Mazarin on August 
16, 1640, to testify that Bernini had taken good note of the "head" ("testa") that Mazarin wished 
to obtain: 

Il s. cav Bernino... dice che non mancherà di servire V.S. Ill.ma per la testa che desidera di 
S.Em.za e che darà anco un'occhiata al gladiatore.110 

Everything seemed to be on the right track, all the more that Mazarin had secured a bronze copy 
of the statue for himself.111 The epistolary exchanges confirmed Mazarin and Bernini's friendship, 
with the sculptor trying his best to satisfy the French needs. This first successful period could have 
been closed on Estrées’ confirmation that the profiles had safely arrived in Rome, in September 
1640. But fate decided otherwise. 

As Chantelou and Fréart de Chambray were just ready to return to France with Poussin, 
tensions escalated between France and Italy. Bernini, who had been obliged to refer to his almost 
exclusive patron, the pope, inadvertently revealed Mazarin's double-dealing! Not only the idea of 
a full-length statue did not please the pope, but the latter was also unhappy with Cardinal Antonio 
for not telling him anything about Bernini’s commitments. However, in Antonio's defense, the 
latter had not anticipated the speed with which the French would advance. Martinozzi wrote to 
Mazarin on September 12, 1640, to share the Italian's sudden embarrassment: 
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Il s. Amb.re fece dare al cav. Bernini quei ritratti del s. Card.e Duca... ne parlai a d.to Bernini 
perché solecitasse l'opera ; mi disse che non sapeva cio' che potesse fare, perché, havendone 
lui detto qualche cosa al Papa, era restatone dubbio du quello fosse per piacerli e che il s. card 
Antonio non le ne haveva mai parlato. 112 

Cardinal Antonio was all the angrier that he had discovered that Mazarin was dealing directly with 
Bernini, who was already working from the profiles delivered by the Ambassador, and before any 
papal authorization was granted. Benedetti reported this awkward situation to Mazarin in a letter 
dated September 14, 1640: 

Il s. cav Bernino disse al s. card. Antonio che travagliava alla statua del. S. Card.e Duca e che 
il s. Imbasc.e l'andava sollecitando doppo havergli mandati i profili. Intendo che S. Em.za se 
ne alterasse e che pretendendo che la statua si faccia di suo ordine, mostrasse non haver gusto 
che il s. Imbasc.e vi s'ingerisse, ordinando al s.cav.e di riportagli i rittrati. 113 

Despite Mazarin's dubiousness, Bernini seemed to be sufficiently interested in the commission and 
sincere in his friendship to facilitate a solution. Benedetti referred back to Mazarin in November 
22, 1640: 

Il s. cav. Bernino ha resoluto di fare per hora il ritratto del Em.mo s. Card. Duca, solamente in 
busto et di già mi dice che l’ha a buon termine, persuadendosi che S. Em.za sia per approvare 
il pensiero, atteso che così potrà meglio goderselo, tenendoselo nelle sue stanze. Doppo dice 
che farà la statua.114 

The commission of the full-length statue had to be postponed and replaced by a bust. This work 
would be the one achieved in January 1641 and sent to France the following August - with the 
fortune we already described. To erase any disappointment with the truncated statue, Benedetti 
reported to Mazarin the successful outcome of the bust in his letter of January 8, 1641, using a 
rhetorical formula that qualifies the artwork as a "miracle" (letter already quoted in the 
introduction): 

Il s. Cav.re ha redutto a buonissimo termine il ritratto del s. C. Duc ache ha fatto in busto et 
intendo che riesce miracoloso.115 

The Curia representatives accepted Bernini's smart solution of a bust, since five years earlier, there 
had been an English precedent: Bernini had made a bust for the heretic king Charles I. Yet, the 
bust-as-a-gift – from Antonio Barberini to Richelieu, and not from the pope – would not be granted 
any official status in France, and from the start, could not hope to achieve the strong symbolic 
impact that a full-length statue would have had. So, before Mazarin ever expressed his opinion, 
the bust, understood as a truncated statue, was doomed to failure. These vicissitudes explain part 
of Mazarin’s negative judgment and put pressure on the context of the commission rather than on 
the quality of the art piece.  The issue was diplomatic, rather than aesthetic. 

As for Bernini, he never achieved any full-length portraits, save those of saints, 
mythological figures or figures on horseback. He might have enjoyed setting a precedent for 
Richelieu. The bust, on the contrary, was the result of a highly elaborated formula that Bernini had 
brilliantly developed over years, in which the sitter's identity, interiority, and movements were 
simultaneously condensed, shrunken, and truncated. He pursued this artistic quest over years and 
developed a high degree of expressiveness that benefited Louis XIV, twenty years later.116 But in 
the meantime, the failed commission and replacement by a bust put a new pressure on the facial 
likeness of the model, while the statue would have more appropriately emphasized the ideal virtues 
of the sovereign. The modification of size and format had a direct impact on the artist’s adequate 
response. It created a tension between the artistic and the political goals around the criterion of 
resemblance. 
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2) The official and the unofficial way 
 
Despite the first lost battle, the journey did not end there. Because of Mazarin’s tenacity, 

the full-length statue remained relevant after 1641 – which might only have added to Bernini’s 
confusion. Despite the rebuff of the pope, the requisite resources of the two opposite factions - that 
of Cardinal Antonio, champion of the French side for the Holy See and that of Maréchal d'Estrées, 
the French Ambassador to Rome - were still active. Mazarin decided to pull again the two strings 
simultaneously, sometimes operating officially, with Antonio, sometimes informally, with the 
Ambassador, and sometimes even transgressing the protocol by directly contacting Bernini, his 
friend, or acting behind his back. 

However, it is likely that this whole case had cooled Mazarin’s momentum, who decided, 
probably to compensate for the diplomatic uncertainty, to start looking for another sculptor than 
Bernini. After the bust was finished, Estrées claimed the profiles back from Bernini, intending 
secretly to transmit them to another Roman artist, to whom Richelieu hoped to turn over the 
making of his full-length statue. This operation was carried out with Mazarin’s connivance, since 
Benedetti reported back to him on April 9, 1641: 

Persistendo sempre il s. card Antonio in voler mandare in suo nome il ritratto del s. Card.e 
Duca fatto dal Bernino, il s. Imbasc.e se fatto rendere dal s. cav.re li profili e la misura per far 
fare la statua da qualche altro scultore.117 

It is likely, according to our initial hypothesis, that "li profili e la misura," taken away by the 
Ambassador, refered to Champaigne’s Triple Portrait. The fact that no canvas representing 
Richelieu has been found in Bernini's studio at his death confirms that they had been removed. On 
the opposite, Van Dyck’s Triple Portrait of Charles I (also considered as ‘profiles’) would be kept 
in the sculptor’s studio, as listed in the inventory. This suggests that Bernini would probably have 
kept Champaigne’s profiles as well, if they had not been taken from him. It also suggests that 
Bernini probably never received any other models of Richelieu, unless he destroyed them. 

While Mazarin and Benedetti were contacting another sculptor, Bernini was still pushing 
for the statue (cf. letter dated November 22, 1640, cited previously), probably hoping to placate 
the Pope’s resistance with time. Cardinal Antonio, who by then had regained a positive spin, was 
eventually welcoming the idea of a full-length statue for his champion, remaining the privileged 
intermediary of this highly political mission. Champaigne's profiles having been taken away, 
Cardinal Antonio asked for new ones for Bernini’s account. But in his letter of June 30, 1641, he 
also justified his demand by the need to improve the sculpture’s likeness, alluding to some defects 
concerning the resemblance –"circa la somiglianza:" 

Il ritratto del sig. Card.e Richelieu in marmo verrà costà quanto prima... Prego affet.te V.S. 
Ill.ma di avvisarmi che si potrà megliorare nella statua per la quale se vi sarà da ricordare cosa 
alculna circa la somiglianza, la supplico a favorirmi novamente di tre ritratti di S. Em.za, uno 
di facia et gl'altri due in proffilo... Se V.S. Ill.ma vorrà eccedere nelle gratie, mi honorerà 
parimente de ritratti di S.M.tà... procurero' che anche in questo modo non resti disgiunto un 
ministro si glorioso com'S.Em.za dal principe cosi ammirato dal mondo come S.M.tà, accio' 
quella virtù ch'è unita in essi e cosi conspicua all'universo venga nella pietra ancora riconosciuta 
da ciascuno...118 

At this point, Mazarin hoped that Van Dyck would be the one to provide new portraits in a format 
similar to the previous one: "di tre ritratti… uno di facia et gl'altri due in proffilo." But after Van 
Dyck’s death, would Mazarin dare to turn back to Champaigne? There is no such evidence. Nor 
did Bernini ever confirm the reception of any new profiles - nor his inventory. However, two years 
after the bust's achievement, Bernini was still showing enthusiasm towards the statue, which is 
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confirmed by the letter dated May 24, 1642, signed "Gio Lorenzo Bernini" and written to the 
attention of Richelieu, his "Eminentissime and reverendissime lord and very respectable 
protector:" 

 …nè debbo se non credere che sia rimasta soddisfatta del busto, mentre dal Sig. Cardinal 
Mazzarini mi vien significato che V. E. desidera che io abbia il compito onore di far la statua 
intera. Conservo viva memoria dell' ordine che intorno a ciò mi diede già il sig. Cardinale 
Antonio, e volentieri ricevo I ricordi con che ora mi sollecita lo stesso sig. cardinal 
Mazzarini…119 

Unfortunately, Richelieu died six months later, which interrupted most of the projects. Bernini's 
statue was never started. But Mazarin’s tenacity was remarkable, as well as his ability to rally 
Louis XIII to the Italian taste. This is testified by Domenico's account, proving the efforts of the 
French Crown to bring Bernini to Paris just after Richelieu's death. This letter provides a good 
understanding of Louis XIII’s state of mind before his own death, six months after that of his 
minister. It confirms Mazarin’s persistent hopes:  

Louis became even more determined to dedicate all of his resources toward this goal when he 
set eyes upon the marble portrait of the cardinal and could see sculpted therein the talent of the 
Cavaliere. Perhaps they were not so far from the truth those who said that Cardinal Richelieu 
had asked the Cavaliere for a full-figure portrait of himself precisely in order to satisfy the 
king's desire and effectively lure Bernini to France, since a statue of such dimensions would 
have been difficult to execute at so great a distance.120 

Louis XIV, and not Louis XIII, was eventually the one who succeeded in attracting Bernini to 
France, but only twenty years later, and after many disappointments. The artist, as famous as he 
was, had suffered three defeats in a row: his statue had been truncated into a bust, his bust had not 
been openly appreciated in Paris, and the hopes for a statue was dashed as well, being finally made 
by another sculptor. If the French court seemed enticed by Bernini, it made it hard for him. 

My goal in precisely retracing the exchanges between France and Italy is not so much to 
illustrate Bernini's defeats as a bad blow of fate, but to highlight the fluidity of the notion of 
resemblance used as a diplomatic weapon. The eventful relations between patrons and artists 
highlighted the shifting qualities of the term "natural" that created various expectations for each 
participant. Thus, Bernini had chosen to portray Richelieu as closely as possible to the model's 
true nature, as he understood it, highlighting the dignity of the sovereign, while Mazarin sought to 
reveal a new pictorial style under Bernini's chisels to dazzle the Parisians. Bernini hoped to 
faithfully transpose Champaigne’s profiles, when Mazarin wished the artist would recreate a 
simulated resemblance restoring the movement and the liveliness of the sitter. Part of my argument 
is to consider the conceit of naturalness as a tool to unpack the contradictions of an era and the 
political context of artistic commissions. 
 

3) The anti-Bernini 
 
Meanwhile, Maréchal d'Estrées was trying to find a new Italian sculptor for Richelieu's 

full-length statue. Which alternative to Bernini? Which Roman sculptor would be able to step in 
and work for the French? The question was challenging for Mazarin as well. At the same time, the 
decoration of the Crossing in St. Peter Basilic in Rome under Urban VIII's patronage and Bernini's 
supervision was about to be completed. Three other renowned sculptors, besides Bernini, had been 
selected for this prestigious commission, each of whom had made one of the four saints mounted 
in the pillars' alcoves: Duquesnoy for St. Andrew, Andrea Bolgi for St. Helena, Mochi for St. 
Veronica and Bernini for St. Longinus. Mochi was an independent artist, answering directly to the 
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Pope.121  Estrées and Mazarin were closely monitoring these artists who were in the spotlight. To 
these three names could be added that of Alessandro Algardi from Bologna, who had a growing 
influence in Rome. Bolgi, working in Bernini's studio, was still too young to be considered a 
candidate. Duquesnoy, Mochi and Algardi were shortlisted for the fulfillment of Richelieu’s 
collections and Mazarin’s ambition. The French also hoped that an Italian artist would help to 
stimulate the creation of the Royal Academy of Painting and Sculpture in Paris. The institution 
would not want to rely only on ancient sculptures "as a measure of everything," but include 
contemporary experiences of Italian artists. 

Algardi, who first accepted to come to France, along with Giovanni Battista Passeri, 
declined the invitation when he received a major commission from the Medici family for the 
funeral monument of Leo XI in the Vatican (1640-44).122 Duquesnoy, who was living in Rome, 
was next on the list. He was much appreciated in France for his busts of small size.123 Chantelou, 
during his mission to Rome, worked hard to organize his coming to France, alongside Poussin, the 
"great painter" and his dear friend. However, Duquesnoy was a citizen of Brussels, thus referring 
to the King of Spain, and the Spanish Ambassador strongly opposed the sculptor’s exile because 
of the Franco-Habsburg conflict. So, remained Mochi, a great artist but difficult to classify, often 
understood as an anti-Bernini.124  

Born in Montevarchi, Mochi (1580-1654) had been educated according to the sixteenth-
century Florentine tradition aligned with the mannerism of Giovanni Bologna or Pietro Tacca, who 
were privileging drawings and linear developments of forms. Mochi's quest for simplicity was 
leading him to austerity. He favored vigorous and angular shapes, even if he integrated the Baroque 
new emotional and dynamic developments. As evidence, his saints were carved as if coming out 
of the frame and entering the viewer's space, which increased their expressive impact.  

When moving to Rome in the 1600s, Mochi worked with Camillo Mariani and Stefano 
Madermo at the Cappella Paolina of Santa Maria Maggiore, before almost exclusively working 
for the Farnese family.125 He carved a beautiful Annunciation at Orvieto’s cathedral, then began 
an imposing equestrian statue at Piacenza, which would take him a dozen years to achieve, but 
made him famous as an artist working at a monumental scale. However, when he returned to Rome 
in 1629, the whole commission context had changed. Bernini was dominating the artistic scene 
and imposing his manner - which would leave Mochi behind. Mochi's importance in Rome should 
not be overlooked, though. First, he was very active in the artistic community. In 1633, he was 
appointed principal at the very famous Academia di San Luca, replacing Bernini in this position. 
He was chosen among many other candidates such as Pietro da Cortona, Andréa Sacchi, or 
Duquesnoy. He also belonged to the honorable Florentine Confraternity of San Giovanni Decollato 
in Rome. But most significantly, Mochi was supported by the Barberini family, because of his 
Florentine origins, and more particularly by Pope Urban VIII who was very fond of him - as 
evidenced by the commission of the St. Veronica (fig. 106), that the pope himself was overseeing.  

Mochi's statue soon became controversial for the unexpected feverish posture of St. 
Veronica. She is waving the shroud with a demonstrative fervor. Her imbalanced pose testified to 
Mochi's high mastery and competed with Bernini's handling of large blocks for his St. Longimus, 
opposite to St. Veronica in St. Peter's crossing. Mochi was strongly influenced by Michelangelo's 
abstraction, emulating his emotional strength and assertive lines. Mochi's distinct artistic features 
are noticeable in his vibrant and forceful figure: for instance, the angular treatment of drapery folds 
revealing the body's anatomy and the strands of hair curling in spirals. The figure's dynamic is 
built on a diagonal line of strength, highlighting the physical presence of the body. Conversely, 
Bernini was breaking with the Renaissance tradition, as his counter-reformist approach privileged 
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the mystical detachment from the body language, debasing the close imitation of nature for 
theological concerns and fear of idolatry. In his quest for a Christian image, Bernini rather 
privileged dematerialization and alleviation, while Mochi was reinvigorating the Renaissance's 
attention to anatomy.126 

Mochi's close relationship with the Barberinis, fortunately, counterbalanced Bernini’s 
prevalence. In 1629, Mochi received the commission of two busts, one of the young cardinal 
Antonio (the one who would later deal with Mazarin), nephew of the pope (fig. 107a) and a 
posthumous one of his father, Carlo Barberini (fig. 107b), represented here as an imperious 
military figure. Mochi’s proximity to the Barberini clan partly explains why the French turned to 
the sculptor, whose "combination of the psychological intensity and otherworldly abstraction" was 
well received - as Irving Lavin argued: 

The drapery is a structure of plain surfaces intersecting along sharp edges that represent the 
folds. Even the large buttons are pure, smooth shapes. Thus, the strained animation of pose and 
expression is underscored by the geometric severity of design and precision of technique.127 

Cardinal Antonio Barberini's bust is remarkable for "the simplified rendering of the facial 
topography and the collar projecting outward in a perfect tubular shape." But his abridged manner 
should not overshadow "the delicacy of the physical one sense beneath the drapery." At that point 
in his career when Mochi was diverging from the road taken by Bernini, he was chosen as an 
alternative to Rome's favorite sculptor to carry the French ambition. He was commissioned 
Richelieu’s full-length statue.  
 

4) Mochi’s likeness 
 
Ironically, Mochi achieved the full-length statue (fig. 108) that Bernini probably never 

begun. On February 26, 1641, Mochi informed the superintendents of the Orvieto Cathedral that 
he might "enter the service of one of the major princes of Europe" – he was probably referring to 
Richelieu.128 It is likely that Maréchal d'Estrées transferred Champaigne's profiles to him. Mochi’s 
inventory (March 13, 1654) lists some furniture, daily use objects and "three paintings of French 
cardinals with a gilded frame."129 This clumsy formulation of "three paintings" is likely to refer to 
Champaigne’s Triple portrait that would have been kept in the workshop until Mochi’s death.  

The link between Mochi and Champaigne is corroborated by the inscription on the canvas 
strips at the back of the frame of the London Triple Portrait: 

RITRATTO DEL CARDINALE DI RICHELIEV DI MONSV SCIAMPAGNA DA 
BRUSSELLES. LO FECE IN PARIGI PER ROMA AL STATVARIO MOCCHI, QVALE 
POI FECE LA STATVA E LA MANDO A PARIGI.  
(Portrait of Cardinal Richelieu by Monsieur Champaigne from Brussels. He did it in Paris for 
Rome to the sculptor Mocchi who then made the statue and sent it to Paris).130  

The doubling of the "c" in Mochi's name indicates a later inscription, probably from the end of the 
seventeenth century, when the name began to be altered. Humprey Wine, in the National Gallery 
of London’s catalogue, provided additional information on the painting’s provenance, confirming 
that the Triple portrait could be the canvas mentioned in Mochi’s inventory.131  

As for Mochi's statue of Richelieu, it was found after the Second World War in the 
repository of the Pillory museum in Niort (France): the acephalous statue was identified as 
Richelieu’s effigy and attributed to Mochi by Marguerite Charageat in 1949.132 Its provenance is 
now well documented.133  The statue had been erected in the 1640s above the main gate of the 
Beaulieu-sous-Parthenay castle belonging to the Maréchal de la Meilleraye, Richelieu's first 
cousin. The castle was requisitioned as a "National property" during the Revolution and the 
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marshal's collection sent to the museum. La Meilleraye owed his fortune and social status to 
Richelieu. It might not be surprising that he wished to pay tribute to his protector after his death 
by displaying his effigy at his gate. Did Mochi send the statue first to Paris before the Cardinal’s 
death, as the inscription on the canvas suggests? Or was it sent directly to the Meilleraye’s castle 
after the Cardinal’s death? No evidence allows us to decide, except that the statue was never listed 
in Richelieu’s inventory. 

The Statue was toppled during the revolutionary turmoil; its head and forearms were cut 
off. In 1911, Paul Galteaux was able to track the severed head of the statue, which first belonged 
to the painter Bernard d'Agesci (1757-1828), who locally saved many artworks from churches and 
castles. His son sold the head in 1840 to Jean-François Delaroy-Delorme, an art lover from Niort. 
The head was offered the same year to Pope Gregory XVI, who apparently did not make much of 
it, since on April 19, 1884, Edmond Leblano, the director of the French School of Archeology in 
Rome, warned the French Society of Antique Dealers that he had spotted the head at an art dealer 
in Florence. The latter, named Scalambrini, had labeled that way: "This marble head of Cardinal 
Richelieu was mutilated by the iconoclasts of 1793 and served as a weight for the rotisserie of an 
impious." There was an addendum: "Tribute to His Holiness Pope Gregory XVI by J.-F Delaroy-
Delorme of Niort, diocese of Poitiers in France. 1840." Unfortunately, although Mr. Leblanc who 
represented the Society des Deux-Sèvres made an offer to the art dealer, the sale did not take place 
since Scalambrini’s conditions were too high. The head has been lost ever since. 

Mochi's acephalous sculpture is now displayed in the museum at Niort. It is made of white 
Carrara marble mounted on a pedestal on which Mochi's signature, though damaged and 
fragmented, can be deciphered: FRAN...MO...134 Richelieu was identified by his ecclesiastical 
vestments and the pectoral cross of the order of the Holy Spirit carved on his chest. The figure’s 
contrapposto is quite pronounced. The right arm is partly destroyed: it was probably stretching 
forward - perhaps holding the biretta as in Champaigne’s pictures. Davies suggested that the 
posture was modeled on Richelieu's full-length portraits, such as the London one (fig. 98b). This 
would corroborate the argument of Champaigne portraits’ wide influence as developed in the 
previous section.135  However, Richelieu’s carved garments are noticeably different from those 
painted by Champaigne. The Cappa Magna’s lapel and the large starched collar that characterized 
Champaigne's effigies, are replaced here by a more common ecclesiastical outfit, composed of a 
rochet, a mozetta trimmed with lace and a cassock (the collar). The whole attire is quite similar to 
the one that Cardinal Lorraine was wearing in Bignon’s engraving (fig. 13 (16)). Charageat 
confirmed that at the time ecclesiastics traditionally wore this kind of amict above the mozzetta.136 
It could be that Mochi freely interpreted the cardinal's clothing, perhaps emulating the 
contemporary fashion in Rome, or differentiating his sculpture from Bernini’s bust that faithfully 
reproduced Champaigne’s ceremonial garments. 

First abandoned in the Niort museum’s vaults, the statue was cleaned in 2014 and 
temporary exhibited at the city museum of Parthenay. In an interview for the local newspaper, the 
curator released some valuable information: 

Il [le bichonnage] a fait apparaître un détail jusqu'alors passé inaperçu. Sur le côté du 
personnage, on distingue désormais clairement que Richelieu devait porter un plan. On y 
distingue en effet le dessin d'une forteresse et des détails qui l'entourent.137 

Mochi endowed his figure with a carved map of La Rochelle symbolizing Richelieu's power and 
political strategy. This accessory evokes the veduta of the besieged city that Champaigne painted 
in Louis XIII's portrait behind the allegorical figure of the Victory (as examined in Chapter 1, the 
painting is the one which was displayed in the Galerie des Hommes Illustres, figs. 8, 10). It also 
emulated Scudéry's ekphrasis of Richelieu’s effigy: 
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Que sous ce Rideau retroussé / Dont le velours sera pressé,/  
Paraisse une large fenêtre,/ D'où le jour tombe doucement,/ 
Et qui serve à faire paraître/ La Rochelle en éloignement. 
Sur le devant de ta peinture,/ Par les traits hardis de ta main,/ 
Pour achever ce beau dessein,/ Mets la principale figure. 
Peintre fameux, c'est en ce lieu/ Qu'il faut que le grand RICHELIEU 
Comme un astre brillant éclate:/ Et je prétends à cette fois 
Que le lustre de l'écarlate/ Efface la pourpre des rois. 

There was no doubt that Mochi followed some specific directions. The allusion to La Rochelle 
proves that Richelieu wanted to be represented as a chief minister and glorified for his memorable 
victory alongside the King. 

Mochi's attribution is also confirmed by a further stylistic analysis which, simultaneously, 
authenticates the inscription at the back of the London Triple Portrait. Mochi's manner, as 
observed in the acephalous statue, is recognizable in the folding of the cardinal's rochet, chiseled 
with a pattern of zigzag channels that is also seen in the bust of Pompilio Zuccarini - who was a 
canon at the basilica Santa Maria and Martyres in Rome and a friend of Cardinal Antonio, fig. 
107c. This bust was carved by Mochi in 1638 for Zuccarini's funeral monument in the Pantheon 
and Lavin considered its geometric treatment as typical of the sculptor's approach:138 

What raises the Zuccarini portrait to the level of an epic fantasy is the treatment of the cotta, 
the linen outer garment worn by the priest during the liturgy, and the hair. The innumerable 
long narrow pleats of the surplice are transformed into a pattern of rigorously parallel zigzag 
channels that expand as they move downward. The lave edges and seams are rendered by a 
regular system of large and small drill holes that are widely enough spaced so that the viewer 
is constantly reminded of the marble's surface.139 

Pointing to the wig-like agglomeration of tightly curled locks that also formed the cappa's pleats, 
Lavin argued that Mochi challenged naturalism by his attempt to transpose nature into geometric 
and abstract patterns: 

The head emerges abruptly from the collar, which is carved as a smooth ring, and the face is 
surrounded by an elaborate mass of hair; similar too are the perfect conical folds that the 
hanging drapery tends to form and the striated treatment of the curls and the tonsure at the back 
of the head.140 

If Mochi's manner is most certainly identified here and contrasts with Bernini's treatment, the 
circumstances of Richelieu's commission remain uncertain, all the more than it is not mentioned 
in any of Mazarin's or Richelieu's correspondence. Was it because of its “unofficial” nature, and 
not to interfere with Bernini's diplomatic relations? Or just because the contract was lost. Let's 
only imagine how Mazarin might have reacted in front of Mochi's statue: "it does not look like 
him!"  
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IV- VAN DYCK AND THE TRIPLE LIKENESS 
 
Having examined the Italian rivalries epitomized by Mochi and Bernini's emulation, I will 

now shift perspective and consider Bernini's busts within a larger aesthetic and political context. 
Artistically, the bust opens up specific challenges and puts pressure on the model's face, which I 
shall address in the last section, by examining the transposition process from sketches to sculpture. 
Politically, Richelieu's commission was included in a larger diplomatic framework which I shall 
investigate in this section. For when Mazarin and the Holy See agreed on a bust rather than a statue 
for Richelieu, the commission shifted from a Franco-Italian aesthetic quarrel to a political rivalry 
between France and England. Richelieu was resolved to limit his ambition to a bust mostly because 
Charles I's bust, that Bernini sent to England in 1637, had set a successful precedent. The English 
bust was officially commissioned by Charles I's spouse, the Catholic queen Henrietta-Maria of 
England, sister of Louis XIII, on the pretext of artistic exchanges. In fact, it was part of the 
Vatican's propaganda. The Pope supported Catholic art on Anglican soil, together with Catholic 
faith, and was counting on Bernini's talent and Henrietta's faith to carry out the proselytizing 
mission.   

Charles I’s marble bust (now lost) was conveyed to England in the summer of 1637 and 
immediately displayed at the court. It was a huge success, which is not surprising considering the 
king's passion for Italian Baroque art. The monarch had easily convinced his entourage of the 
sculpture's value. This artistic event occurred when Mazarin was still a young prelate in Rome and 
before he was appointed by the French government. However, he was already working as a private 
art counselor of Richelieu. Knowing Mazarin's long-term friendship with Bernini, the young 
stateman had certainly seen, in 1635, the progress of the English bust in the artist's studio, together 
with Van Dyck's profiles on which it was based.141 I will now explain the circumstances that led 
to the fulfillment of this English commission, which created an artistic and political precedent, 
later influencing Richelieu and fueling Franco-British rivalries.  

The English bust was made five years earlier than the French one, but in a similar way, that 
is to say "at a distance" - since Bernini never met the king Charles I, in the same way as Bernini 
never met Richelieu.142 This bust similarly required the sending of intermediate "profiles" as to 
convey the sovereign's image. Van Dyck, at the time the most famous portraitist of the English 
court, seemed the best choice to guarantee and "transmit" the sovereign's likeness. And he lived 
up to expectations. Van Dyck was only required sketches indicating the king’s likeness, but the 
pictorial material he provided - the Triple Portrait (fig. 109a) - far exceeded the needs. The picture 
provided a mobile, fashionable and sophisticated image of the model repeated three times in the 
frame, which created an apparent mobility of the figure. The picture, as an object, was also small 
enough to be portable and sent to Rome. Mobility is a key word to qualify Van Dyck's approach, 
as I will argue in the last section, by contrasting with Champagne's deliberately static response. 

When Van Dyck first arrived in England in 1620, under James I's reign, the portraits that 
were displayed on the wall of the great royal galleries (like the "Cross Gallery" of Somerset House 
and the "Bear Gallery" of White Hall) reflected the spirit of the previous century. A similar 
conservative attitude was still prevalent in France, where artists such as Ferdinand Elle, Jacob 
Bunel or Frans Pourbus II were active. In Spain, Pantoja Della Cruz was the most famous 
portraitist; in Holland, Van Somer and Michiel Jansz. Although refined and detailed, paying a 
particular attention to the setting and the costume, these ceremonial portraits ("portraits 
d’apparat") that were common all over Europe, were quite rigid and formal, conveying the 
traditional idea of gravitas. Because Van Dyck traveled in Italy for six years – sponsored by the 
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Count of Arundel – Van Dyck stood out of this rigid format. His sketchbooks reflect his fascination 
with Titian, under whose influence he softened his touch, brightened his palette and came up with 
a new approach to portraiture. 143 In 1628, he portrayed Nicholas Lanier – the agent who had 
organized Charles I's purchase of the Mantua art collection and shipped a large number of first-
rate Baroque artworks to the king. Sir Peter Lely would later recount that this portrait, in which 
Van Dyck had so perfectly emulated the great Venetian master's modelé, decided Charles I to 
appoint him as his court painter.144  

In March 1632, Van Dyck was called to the English court for the second time, with the 
hope that he would bring poetry and romance to the royal collections. He was greeted by 
outpourings of joy. He immediately received the highest honors of the court and was knighted on 
July 5, 1632. However, the painter was immediately required, without respite, to provide new 
images of the royal couple. Van Dyck's fruitful English period as the "First Ordinary Painter of 
Their Majesties" corresponds to the period when Champaigne was facing Vouet in the Galerie des 
hommes Illustres and shaping Richelieu’s new image at the same time. Not to forget that Van Dyck 
was also a Flemish citizen, only three years older than Champaigne. It is therefore particularly 
relevant to compare and contrast their pictorial approaches. Surprisingly, the respective roads of 
these two Flemings, one from Antwerp, the other one from Brussels, that were so divergent, would 
eventually lead to Bernini's studio. 

In 1634, Van Dyck left England for several months and returned to Antwerp to serve the 
Belgian court, where he painted several portraits of Richelieu's enemies. As a reminder, the Queen 
Mother, Marie de Medici, to whom Champaigne was so attached (according to Félibien), had been 
living in exile in Brussels since 1630, where Van Dyck first painted her portrait. Gaston de France, 
her younger son, had just rejoined her, since he had secretly married Marguerite de Lorraine, at a 
time when Lorraine was the enemy of France, thereby creating a major diplomatic incident in 
Europe. Van Dyck also portrayed him in a military attire like his brother, Louis XIII. Another 
opponent to the French was Cesare Alessandro Scaglia (fig. 104), who had been expelled from 
Savoy and was now a counselor at the Belgian court, which justifies his depiction as an "anti-
Richelieu." Van Dyck represented him in black to better emphasize his opposition to the scarlet 
Cardinal. More generally, during those months, the painter depicted in large format a court 
essentially hostile to France, but with an unusual introspection.  

The virtuosity that allowed him to portray such major figures was probably quite 
intimidating to any other painter of the time. Richelieu, to consolidate his power, needed to 
compete both with the foreign opponents, but also, symbolically, with Van Dyck's pictorial ease 
who was bringing his models to the fore. On the political level, Champaigne appears to have been 
Richelieu's best asset to counterbalance Van Dyck's authority. With his remarkable restraint, 
Champaigne could resist Van Dyck's excess of mobility and offer his patron an alternative pictorial 
treatment.  

 
1) Van Dyck's invention 
 
The Pope Urbain VIII, by the intermediary of his nephews, Cardinal Francesco Barberini 

for England, and his younger brother, Cardinal Antonio for France, wanted to use art as a means 
to convert the King Charles I to the Catholic cause.  Their papal agent, Gregorio Panzani, was sent 
to England at the end of 1634 with the mission to introduce contemporary Italian Baroque art into 
the protestant and reluctant country. As Karen Serres pointed out, there were many religious and 
geographical obstacles to such artistic exchanges.145 For example, William Prynne, a Puritan 
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pamphleteer, denounced the trade as a scheme "to seduce the King himself with Pictures, 
Antiquities, Images & other vanities brought from Rome." He explicitly articulated the link 
between idolatry and passion for art. It can be even argued that Charles I's appetite for Baroque 
works, judged incongruent at the court, contributed to his loss. But the artistic exchange was 
supported by Henrietta Maria, the Catholic queen, at a time when the most optimistic in Rome 
thought that the King might lead England back into the Roman Catholic fold.146  

In March 1635, after his short sojourn in Flanders, Van Dyck was urgently required in 
London to execute new royal portraits. In his hurry back, the painter neglected his farewell to 
Ferdinand and the court of Brussels - "without taking leave of ye Infante Cardinall," but was 
nevertheless forgiven by the sovereigns.147 Between 1632 and 1633, Van Dyck had executed the 
first series of royal portraits, among them, Charles I and Henrietta Maria holding a Laurel Wreath, 
the Greate Peece, Charles I on Horseback with M. de St Antoine, which also earned him the title 
of "Apelles" by Giovanni Pietro Bellini in Lives of the Artists (1672) :148 

...apart from the likeness, he gave a certain nobility to the heads and grace to the poses, qualities 
for which Apelles became supremely famous after painting Alexander and Antigonus.149 

But Van Dyck returning to England in early April was immediately mobilized to produce "profile" 
of Charles I for Bernini. It seems that the royal spouses anticipated the benevolent permission of 
the pope since the king already scheduled a visit to the painter's studio and expressed the desire to 
"goe to St. Anthony Vandikes howse there to see his paintings in the month of June and July 
1635."150 As a result, a new causeway and stairs would to be installed along the river for the king's 
access by boat to Van Dyck's workshop in Blackfriars. Parallelly, on April 27, 1635, Panzani sent 
the confirmation to Cardinal Francesco Barberini that Van Dyck was working on Bernini's profiles:  

The Queen was having a picture of the King made for the Pope ... and the king had discussed 
with her how it should be done: 'in profile, o in prospettivo'.151  

Interestingly, there was some hesitation about which formula to adopt. The Triple Portrait would 
probably only be found later, after much experimentations and discussions. In June, as anticipated, 
the pope agreed on Bernini's commission. In a letter dated June 13, 1635, Gregorio Panzani wrote 
to Cardinal Francesco to express the king's gratitude:  

The King is extremely satisfied about the papal permission to Bernini to execute his bust.152  
This only officially confirms that the paintings were already underway under Henrietta-Maria's 
impetus. 

However, it was not until March 17, 1636 that Charles I contacted Bernini and sent him 
Van Dyck’s profiles.153 In doing so, he also flattered him: "eager to have some share of your talent 
so rare and encouraged, as well, by your goodness." The king expressed the desire that Bernini 
execute "our Portrait in Marble, after the painted portrait which we will send to you 
immediately."154 It was specified that the bust would be a papal present to Henrietta-Maria. 

 Eight months elapsed between the first series of poses for the king and the Triple Portrait's 
shipment. This delay can be explained by Van Dyck's and the court's indecisiveness on what form 
to adopt for the profiles. Van Dyck was also extremely busy with many other portraits. In the same 
year of 1635, for example, he created the modello of Charles I on Horseback, which would be 
completed the following year. In 1636, he presented Charles I in Robes of State. And yet, the pose 
chosen for the Triple Portrait is different from either of these other large paintings. Several posing 
sessions were organized for the different royal portraits, carried out simultaneously by Van Dyck, 
which would account for the long time to send the models to Bernini. 

The Triple portrait's size is about 33 inches high and 40 inches wide. King Charles I is 
represented in bust, life size, three times in the image: left, a profile-to-the-right; in the center, a 
front view slightly oriented to the right; right, a three-quarters view to the left. The two extreme 
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busts overlap and partially hide the central view, which explains why there are only two hands 
visible. However, the king is not in the same pose in the three views, since the king puts his right 
hand on his heart on the right view, while his left hand holds the ribbon on the left view - as if the 
king was looking at himself in a mirror. There is no attempt at coherency. On the contrary, Van 
Dyck tried to create diversity. The king also wears three different satin garments, whose color 
subtly varies from red to dark burgundy. The doublets are adorned with three differently patterned 
lace collars, large and white, delicately pleated, and generously grasping the light. The king wears 
longer hair on the left as well as a pearl on his left ear, an indicator of wealth - which he does not 
wear on the front view. However, the Order of the Garter's medal at the extremity of the blue 
ribbon is repeated on each view; it refers to St. George, the saint patron of England. The gold shine 
of the star of the Order is also visible on the right, as the only accessory symbolizing the monarch. 

The attention to color gradations and reflection in fabrics are quite remarkable in this 
painting, which goes beyond the simple study of profiles. The king’s diaphanous skin against the 
dark background provides sharp contrast. The turmoil of the sky is indicated by large swathes of 
mixed colors. The king's complexion is luminous, and his hair is vaporous. Two flashes of light in 
his pupils animate the king's gaze directed towards the viewer. The king is devoid of any 
expression, but should we see, with Cust (1909), melancholy on his face, a fateful air ("volto 
funesto")  – what the critic though to be the king waiting for his tragic destiny?155  Gravitas is still 
the proper attitude of an absolute monarch of divine right. For his part, A. Wheelock saw in this 
pious character the influence of Sir John Denham's poem: 

In whose Heroic face I see the Saint 
Better expressed than in the liveliest paint...156 

The tripling of the model was also mentioned by some scholars as a possible reference to the 
Trinity – a "Christ-like association," and a strong symbol of religious alliance for the Anglican 
king.157 
 

2) The exceeding answer 
 
With the Triple Portrait, not only did Van Dyck answer the political requirements, but he 

shifted the debate to the aesthetic field. For it was certainly challenging to compete with a sculptor. 
As Desmond Shawe-Taylor suggested: 

Its unofficial purpose was to warn Bernini not to underestimate the artistic culture of the 
English court. This artistic gauntlet was thrown down with an awareness of similar professional 
contests described in Pliny's Natural History.158 

The debates on the paragone were no longer as strong as they were in the sixteenth century in the 
Italian humanist circles, when liberal arts, including painting, sculpture, poetry, competed for 
recognition. Nevertheless, Van Dyck might have found some inspiration in this emulation. As a 
remnant of the ancient debates, there was an unusual painting by Lorenzo Lotto in King Charles 
I's collections, that Van Dyck certainly saw in 1635: Portrait of a Goldsmith in three positions, 
(fig. 110). It was displayed on the walls of the Second Privy Lodging Room at Whitehall Palace. 
It represented a goldsmith (presumably Bartolomeo Carpan), identified by his box filled with gold 
rings, seen from three different viewpoints.159  This painting was identified in the seventeenth 
century as a Titian, for whom Charles I had a true passion and to whom Van Dyck had often turned 
as an inspiration for royal portraits.160  

In Lotto's painting, the figure’s pose is consistently repeated according to three different 
angles, with 120 degrees of rotation between each pose, as if mathematically calculated. The artist 
created three clones. The left hand of the model, softly pointed towards the center, serves as a 
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reference when the painter turns around the figure. The goldsmith is seen successively in a profile 
to the right (left), from the front slightly oriented to the left (center), and three quarters back to the 
left (right). 161  The whole arrangement creates a surprising increase in the self. The figure turns in 
an abstract space, against a barely materialized green curtain. The light comes from the right and 
similarly illuminates the three figures. The representation is perfectly coherent even if it remains 
a pictorial fiction –an impossible space occupied by a ubiquity-gifted figure. Neither a mirror, nor 
an easel would justify here for the tripling of the figure. The repeated posture contrasts with 
Titian’s approach in The Three Ages of Man (Private collection, 1512-1514), or even of the 
Allegory of Prudence (National Gallery, 1565-70), in which the model's tripling was justified by 
three different ages, thus insisting on the time-induced metamorphoses rather than on the spatial 
disruption. Conversely, Lotto created a spatial fantasy by cloning his model in space at a single 
time. This invention was challenging istoria and the Renaissance conventional representation. 

Lotto’s geometrical abstraction was emphasized by the neutral expression of the sitter, who 
seemed more inclined to reveal his metaphysical existence than his social identity. His social 
status, only made explicit by the jewelry box, is secondary compared to the presence effect of the 
sitter, three times repeated - like a prominent das Sein painted in a natural setting. The natural 
effect is once more obtained by an artifice, here the fiction of the triple pose. The relationship 
between the abstract perspective that has been chosen, and the psychological neutrality of the 
character is intriguing and echoes Bernini’s choice for his bust of Richelieu, after Champaigne's 
sketches. As I shall further demonstrate, Champaigne emulated Lotto more closely than Van Dyck, 
since he used the tripling of the subject to emphasize the effect of presence, while Van Dyck 
focused on the "bougé," or mobility of the model to create an effect of animation. Van Dyck's 
redundancy can be described in terms of addition, as he coupled the tripling device with the 
psychological and lively attention to the model. 

From Lotto’s perspective, this ontological attention to existence on canvas was more surely 
a way to demonstrate his ability as a painter who could make any fantasy come true, like a man 
being three times in the same place! Lotto stimulated the viewer by creating a tension between the 
refined illusionistic rendering of the facial likeness and the three poses privileging abstraction, as 
if the triple presence was only hypothetical. The pictorial riddle was confimed by the rebus 
contained in the title of the work: "tre visi," in Italian, means "three faces," but also reads as a 
reference to the city near Venice, Treviso, Bartolomeo Carpan's birthplace – as the sitter's identity 
was traditionally defined by his place in society. This riddle suggests that the painting was rather 
a pictorial demonstration of Lotto's mastery than an attempt at resemblance. 

In the Venetian context, such an artistic prowess was aligned with the ongoing theoretical 
debates on the paragone among the artists: which of painting or sculpture would have the 
predominance? Peter Humpfrey recalled that these debates were initiated in Venice when 
Leonardo visited the city in 1500. Champion of painting, the artist sought to thwart the three-
dimensional advantage of sculpture by proving its limitation: 

Lo scultore nel fare une figura tonda fa solamente due figure a non infinite per l’infiniti aspetti 
donde essa può essere vedute, e di queste due figure l’una è veduta dinanzi a l’altra di dietro.162 
 

The challenge for a Renaissance painter was to prove the superiority of painting over sculpture, by 
demonstrating that a painted figure could be seen simultaneously from all sides, while the sculpture 
was only discovered successively, by rotating around the object. Leonardo had drawn a triple-
portrait, known as Cesare Borgia (fig. 111) - a drawing he probably left behind in Venice and 
could have influenced Lotto.163  
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In Venice, Lotto was in relation with many other artists, including Palma Vecchio, Titian, 
or the architect Serlio, as well as engravers and craftsmen (especially goldsmiths, since Lotto had 
a passion for jewelry and cameos), for whom the paragone debates were meaningful. Not to 
mention that there was a certain humor to paint a silversmith in two dimensions - since 
silversmithing is about creating in three dimensions. All these pictorial games were contributing 
to enrich the artistic debates, also fueled by Giorgione or Titian when representing the three ages 
of life, or Giovanni Savoldo when introducing two mirrors to describe the model in multiple 
aspects (Gaston de Foix, 1527-30, Le Louvre). If the tripling of the model was participating in a 
witty context of artistic emulation, Lotto's experiment was nevertheless particularly unique 
because of its abstraction and the tension brought between the alterity and the cloning of the model. 

Although Van Dyck emulated Lotto's work to set up his own formula, he also benefited 
from his training in Rubens' studio in the Flemish tradition. Rubens used to sketch in oil several 
views of the sitter on a single sheet. The repetition and overlapping of the heads, as illustrated by 
Rubens’ Four Studies of the Head of a Negro (fig. 112a), reinforced the liveliness and immediacy 
of the pose. An iterative approach, also illustrated in Four Studies of a Male Head (fig. 112b), that 
Van Dyck would emulate, like the other workshop’s students. On this sheet, the succession of 
frozen moments creates an ultimate sense of motion, thus a temporality. The unique source of light 
that gives depth to the different faces, provides a coherent whole and almost gives the illusion that 
the models are all there at the same place, even if at different time. This Flemish approach, in 
which Van Dyck and even Champaigne were trained, privileged differentiation and playing with 
temporality, to the Italian spatial and narrative coherency imposed by the unique observer placed 
in front of the frame. 

In the seventeenth century, this iterative process survived in workshop practice rather than 
in theoretical debates. If Van Dyck's Triple Portrait has often been described as part of the 
extended paragone debate (see J. White, Wheelock164), I'd rather focus on his Flemish heritage 
and the appropriation of a training that privileged rapid oil sketching over drawings and careful 
composition. This alternative practice valued repetitions, iterations, additions, and rotations in the 
search for pictorial resolution. 165  When Van Dyck emulated Lotto's formula, he relaxed the 
Renaissance artist's mathematical logic and introduced movement and variety. The former 120 
degrees rotation were adapted so as the three images of the king could easily interact. Van Dyck 
favored contingency, hue modulations and local accents of colors. Since the views overlap, the 
colors of draperies can mix. Consequently, the king is perceived through three non-identical 
appearances. The Renaissance theoretical debates were freely reenacted into a constructed 
liveliness – a signature of Van Dyck. 

In the context of Charles I's commission, the sketching practice needed to find a practical 
resolution and serve the expectations of an objectified likeness of the king. A simple question 
occurs though:  could the most renowned portraitist in Europe be the obligé of a sculptor, even the 
most famous one? Put in these terms of social status, the question has the merit of shedding light 
on Van Dyck's contribution, since his Triple Portrait was far too polished to be considered only 
as sketches, or a mere modello for Bernini. Van Dyck had showed great care in applying and 
mixing the oil colors; he had even detailed the wrinkling of the satin coat, which exceeded the 
information required by the sculptor. The painter offered a virtuoso response that resolved the 
different viewpoints into an animated figure that challenged the sculptor about liveliness. In doing 
so, he built his fame and contributed to his self-fashioning. Van Dyck's aim was certainly to be 
admired and recognized by connoisseurs, from the Northern Countries to Italy.  
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The quality of Van Dyck's work did not escape Bernini who, once in possession of the 
Triple Portrait, displayed it in his studio and showed it around. Richard Symonds testified that it 
was presented "with various choice paintings" in the portico of "the Rotonda" at the Pinter feasts 
of St. Joseph, March 19, 1650. He described the work as follows: "Among ye rest that of Vandykes 
of the K. of Engl: in a little square the king drawne 3 times. All in 3 severall Colourd Satans 
shewing hands."166 The work was also exhibited in the Pantheon along with other masterpieces. 
Bernini kept the modello in his studio until his death, after which the picture was transmitted to his 
brother Luigi, as Baldinucci confirmed.167 The provenance of Van Dyck's Triple Portrait, now 
part of the royal collections of Windsor Castle, is well-established. 
 

3) Reception  
 

Lost in translation was the basic response of Mazarin at the sight of Richelieu's bust in 
summer 1641 – even if his reaction was driven by political, rather than aesthetical reasons. It can 
legitimately be asked whether Charles I's bust suffered the same "loss" after Bernini's transposition 
from Van Dyck and what was its reception in England. 

In early summer 1636, George Conn replaced Panzani as the new papal agent in England 
in charge of strengthening the ties between Cardinal Francesco Barberini, the Vice Chancellor of 
the Pope, and Queen Henrietta-Maria, the Catholic messenger on Protestant soil. On April 27, 
1637, Bernini's bust was shipped from Italy to London. In a letter from Francesco Barberini to 
Conn, the bust is mentioned as an additional gift completing the paintings previously offered to 
the Queen and placed in her chapel: 

The work of the Cav. Bernini will be well deserving of it (the Chapel), chiefly in that it will be 
dear to Her Majesty, but I venture to hope that it will not be thought the less of because Cv. 
Bernini told me that better he did not know how to do (for which I thanked him) nor would I 
give other praise to the work than that it is the height of his accomplishment. Indeed it must be 
excused if the portrait is not exactly like, for if it is only too necessary that the Model should 
not be so far away; but at least the Master's diligence cannot be blamed.168 

What is particularly interesting is the fact that Bernini expresses his concern about resemblance in 
terms very similar to those that would qualify Richelieu's bust five years later. From Bernini's 
perspective, the effigy was "not exactly like" because of the distance from the sitter. The other part 
of the letter provides great material details concerning the route that was taken by the sculpture 
and informs on what distance implied, not only for the artist, but for the whole transposition 
process. As explained, France was the quickest way from Italy to England: 

I have sent it to Civitavecchia on the poles of a litter, so that thence it may be conveyed to 
Genova when the galleys sail, and from there by a little boat to Marseilles, and up the Rhone 
to Lyons; thence it may be transported over land to Roanne to be taken thence by water as far 
as Orleans, and from there it may be transported and embarked on the Seine, and when it shall 
arrive at the sea it will await your Lordship's orders as to how is should be transported into that 
Island (...) My whole thought has been and is that your Lordship should be the person to present 
the work to the Queen's Majesty, and that in no way whatever should occasion be given for the 
exercise of Her Majesty's extreme liberality, or for her rewarding any of the bearers.169 

 
So, after the adventurous trip, the bust made it unhindered to London. Once uncovered, the 

question of similarity was again central to the reception: 
The bust is presented to the King and Queen at Oatlands on 17 July 1637. It was enthusiastically 
received by them and their court and universally admired 'not only for the exquisiteness of the 
worke but the likenese and mere resemblance it had to the King countenance'.170 
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Domenico Bernini, in his account of the bust's shipment, confirmed the favorable reception 
from the court and once again stated the resemblance of the king: 

Once he had completed the commissioned likeness with his usual solicitude and mastery, 
Bernini shipped it to His Majesty in England, sending one of the members of his household, by 
the name of Bonifazio, to accompany it on the voyage.171  

Baldinucci also confirmed King Charles I's enthusiasm: 
The king received the portrait with a satisfaction that was as intense as the eagerness with which 
he had first desired it. After having examined the bust with great admiration and pleasure, he 
removed from his finger a diamond ring worth six thousand scudi and presented it to Bonifazio, 
saying: "Crown that hand that has created so splendid a work".172 

Domenico Bernini's report also did not fail to specify Bonifazio's remuneration (1000 scudi). 
Bernini would only be rewarded by the Queen on June 25, 1638, with the diamond ring worth 
4000 scudi. The official acknowledgements were quite brief. In October 1637, Conn told Cardinal 
Francesco that the queen would write to him soon... which she did a few weeks later: 

Henrietta Maria wrote rather briefly to the Cardinal, thanking him for the bust – 'of the King 
my Lord which you have sent me, which has given him great satisfaction for the excellence of 
the work.'173  
Cardinal Francesco thanked her in return at the end of the year and negociated another 

commission for Guido Reni. Bernini's bust, that was first placed in Greenwich Palace, probably in 
the large sculptural niche of the Queen's House hall, was then sent to Whitehall Palace (where it 
would perish in a fire). It was a constant object of pride, as confirmed by this report qualifying 
Charles I’s bust (“la Testa”): 

La sodisfactione del Re per conto della Testa passa ogni espressione; Non capita in Corte 
persona di qualità, che egli med.mo non la conduchi a vederla in publico.174 

The success of Charles I's bust can be surprising if compared to the later deceptive reception of 
Richelieu's bust at the French court. Would this difference be due to a better quality of the English 
bust, meaning that Charles I's likeness was better than Richelieu's? Since the bust was lost in a fire 
at Whitehall Palace on January 4, 1698, it is difficult to directly evaluate the quality of the work. 
Fortunately, two facial casts from the sculpture still exist (fig. 113), for which Gudrun Raatschen 
was able to establish the provenance.175 He concluded that these two casts were produced in the 
same English workshop and used a technique similar to that of death masks, but from the marble 
(the tragic beheading of Charles I adding to the historical value of these molds). One cast belonged 
to George Vertue and the other one probably to Sir Jonathan Richardson, as recorded in a drawing. 
There were two other casts, belonging to the sculptor Francis Bird and the jeweler Michael Rose, 
but they are now missing. Vertue left some notes about his cast:  

…by the Coppies of King Charles the first picture. after Vandyke the heads done for Bernini 
to make the Bust of the King in Marble- the profil from which Bernini coppyd - seems most 
like the bust. 176  

So Vertue judged that Bernini's transposition was faithful. The juxtaposition of the molds and the 
Triple Portrait (fig. 114) confirms his judgment. The sculptor only slightly modified the movement 
of the sitter's hair; the nose is a little finer and the eyebrows not as thick, and straighter than on the 
painting. When facing the plaster head, the nose seems slightly drifting to the left, while in Van 
Dyck's front view, the nose is oriented to the right. Lastly, the eyes on the cast are less drooping, 
which results in a brighter gaze than on canvas. The mold thus obtained from the marble sculpture 
was probably made to satisfy the ever-growing needs for royal images. It not only reveals Bernini's 
high finish, but also confirms the bust's good fortune, since many replicas were made out of the 
original – contrary to Richelieu's bust, as previously argued.177  
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Although the casting process exactly reproduced the sculpture's head, it is difficult to 
reconstruct the appearance of the bust as a whole. Resemblance requires more than just facial 
likeness, which could also be obtained by a life mask. Something else is missing, for example, the 
relative movement of the head and the upper body, which generally introduces some supplément 
d'âme. Scholars came up in the past with different hypotheses concerning some possible replicas 
of Charles I's lost bust. The Windsor marble bust (fig. 115a), once considered Bernini's replica, 
because it conveyed the perennial image of the king in a baroque attire, "wearing a breastplate, a 
wide lace collar, a slashed doublet and sash tied at his right shoulder," has now been recognized 
as a late work by Jan Blommendael, a Flemish sculptor who never went to England and could not 
have copied the original bust. 178 However, another version, that of Louis François Roubillac 
(Wallace collection, fig. 115b), carved around 1759 for George Augustus Selwyn, may have been 
directly inspired by Bernini’s bust since the face is quite similar to the plasters.179 But it does not 
reproduce Bernini's brio of the late period. Charles I is represented in a reserved attitude close to 
that of Richelieu - the gravitas proper to sovereigns. The sculptor emphasized the majesty of the 
model rather than his liveliness. As Raatschen confirmed: 

The plaster casts now show that the bust had nothing of the vividness of the portraits of Scipione 
Borghese or Constanza Bonarelli, but preserved the stoic reserve of Van Dyck’s presentation 
of the monarch.180 

As a conclusion, Bernini probably provided a similar stoic posture to Charles I's and Richelieu's 
busts. The context of reception mainly explains the difference which the two artworks were 
perceived. The English king’s connoisseurship for the Italian Baroque art, as well as his desire to 
please the Queen by welcoming Catholic art, certainly accounted for Bernini's acclaim. 
Conversely, Mazarin's expectation for a baroque gesture explained his deception in front of 
Richelieu's bust and Bernini's modest manner. 
 

4) Resemblance in artistic practice 
 
While the English court praised Charles I’s likeness – even if the resemblance was not 

necessarily based on objective criteria – Bernini was not as enthusiastic as the court about the 
result. Bernini kept complaining in his letters about the distance with the sitter, anxious as he was 
about the model's likeness. Bernini was an anxious man by nature. Although covered in glory and 
confident of his position as the Holy See's favorite, he was temperamental and an artist who 
nonetheless doubted his art. Many biographers, like Baldinucci, mentioned his concern about the 
reception of his works: 

In regard to the recognition of his own talent, he was always humble. He often said the more 
he worked, the more he recognized that he knew nothing. He held this belief so strongly that, 
although he never made a work without extraordinary love, once it was finished and he 
reflected upon his lack of the ultimate in beauty, he lost his affection for it and would look upon 
it no more.181 

When a young Scottish apprentice sculptor, Nicholas Stone (1586-1647), arrived in Rome, in 
1638, directly from London, and insisted on meeting him, Bernini accepted the interview. 
Upon their first meeting on October 22, the artist immediately inquired on Charles I's bust. 
Bernini was also concerned about whether the bust had arrived safely, in particular, whether 
"the little locks of hay" and "the worke of the band" to protect the art piece were intact. Stone 
confirmed the integrity of the well-protected sculpture – protected by "a silk envelope." 
Eventually, Bernini insisted to know if, beyond polite discourse, the bust really appealed the 
king and his entourage; the artist expected a sincere answer, openly expressing his concerns 
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about the court's well-polished speeches. Since he was familiar with diplomatic rhetoric, he 
was hoping not to be flattered, nor manipulated by opinions: 

...he (Bernini) asked me (Stone) whether I had seene the head of marble which was sent into 
England for the King, and to tell him the truth what was spoken of itt. I told him that whosover 
I had heard admired itt nott only for the exquisitenesse of the worke but the likenesse and nere 
resemblance itt had to the King countenance. He (Bernini) sayd that divers had told him so 
much but he could nott belive itt, then he began to be very free in his discourse to aske if 
nothing was broke of itt in carryage and how itt was preserved now from danger.182 

Stone first reassured Bernini of the bust's large success at the court. But he used common place to 
do so, mentioning "the likenesse" and "the King countenance." In return, Bernini reported the 
following story to illustrate his skepticism. One or two years before, he had received an unusual 
request from a "minor English squire" – mentioned as "Lord Coniik" by Dominico Bernini, and 
now identified as Thomas Baker, the one who allegedly brought Van Dyck's Triple Portrait to 
Rome, according to George Vertue. The squire had visited Bernini hoping the artist would accept 
to make his bust, despite the pope's forbidding, promising a large sum of money in return. While 
the financial bait was probably the reason for Bernini's acceptance, the artist provided Stone with 
another account, claiming he wanted to demonstrate the excellence of a bust executed "after the 
life," compared to one made at distance: 

... after a great deale of intreaty and the promise of a large sum of money he did gett a mind to 
undertake itt (his effiges in marble) because itt should goe into England, that thay might see 
the difference of doing a picture after the life or a painting; so he began to imbost his 
physiognomy, and being finisht and ready to begin in marble, itt fell out that his patrone the 
Pope came to here of itt who sent Cardinall Barberine to forbid him (…) for the Pope would 
have no other picture sent into England from his hand but his Magesty.183 

Therefore, Bernini sculpted Thomas Baker's bust (fig. 116) between 1636 and 1637 so that the 
English could compare it to Charles I’s bust and conclude that the former one was more successful 
than the king's bust. It is hard to imagine the bust of a "minor squire" surpassing that of a king... 
but no matter how plausible this anecdote may be, it remains that Bernini was repeatedly 
dissatisfied to work from pictures he had not done himself, since he needed to impregnate himself 
with the model's physiognomy. While Charles I's and Richelieu's busts both successfully conveyed 
their models' "countenance," Thomas Baker's bust, on the contrary, proposed a new dynamic 
aligned with the grandiose works of his last period, such as the busts of Scipio Borghese, 
Constanza, or even later, Francesco d'Este or Louis XIV. Baker’s bust displayed loosely tousled 
hair (fig. 116 bis) and a trompe-l'oeil effect of his elegantly gloved hand emerging from the drapery 
folds, thus disguising his body: "the left elbow is sliced off so that the lower arm and hand seem 
to dangle mysteriously as if supported by the drapery alone…," thus suggesting "the glistening 
shadows of the air" and "dissolving solid physical reality, substituted by optical illusion."184  

The principle of resemblance seemed less important here than the bravura effect hiding the 
rather small face of a dandy imbued with his appearance under an exaggerated hairstyle. The 
"focus on the outer surface," as Lavin argued, implied that the immediate effect was more 
important than the psychological insight. By transposing, even exaggerating reality, Bernini 
worked beyond resemblance, towards a prototypal image of the sitter. The artist himself justified 
this detachment from reality by recognizing the unreconcilable difference between the white of the 
marble and the color of the flesh in nature: 

Comment une effigie en marbre pourrait-elle ressembler à la nature quand elle est d'une seule 
couleur, alors que l'homme a le visage d'une couleur, les cheveux d'une autre, les lèvres d'une 
troisième et les yeux d'une autre encore ? C'est pourquoi je conclus qu'il est chose impossible 
au monde de produire dans la pierre un portrait qui ressemble à n'importe quelle personne.185 
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The impossible resemblance was replaced by the quest for an idea of the sitter. Paul Fréart de 
Chantelou's long account, recounting the Bernini's sojourn in Paris in 1665, provided an invaluable 
testimony to the making of Louis XIV's bust, explaining how the artist proceeded in front of the 
living model, how he liked to see him move and evolve freely in space: he even followed Louis 
XIV to his jeu de Paume in St-Germain-en-Laye! Bernini first impregnated himself with the king's 
image by drawing him and creating terracotta models. Then, he would abandon all these 
preparatory steps to start over from scratch and transcribe directly what he observed on a block of 
marble that had been previously and summarily roughed out by an assistant.  This two-step method 
confirms that resemblance for Bernini was not obtained by transposing sketches with accuracy but 
was based on an invention motivated by the presence of the model in motion. To work on site, 
besides avoiding any loss "in translation," limited the risk of transportation, for art pieces were 
fragile, as Bernini reminded Stone. 

The influence of Thomas Baker's bust on sculptors in Europe can be illustrated by the 
stylistic evolution of a young Flemish sculptor, Charles Philippe Dieussart, before and after he saw 
Bernini's bust displayed in London. His first commission for Lord Arundel was precisely a bust of 
Charles I. When he was studying in Rome under Arundel's patronage, Dieussart had certainly seen 
Van Dyck's Triple Portrait at Bernini's studio. Consequently, once he was back in England, in 
1636 – a year before Bernini's bust of Charles I was even displayed – the English sculptor created 
a bust of the king in armor in a fairly traditional pose (fig. 117a).186 The result is quite faithful to 
Van Dyck's frontal view in the Triple portrait. But a few months later, after seing Baker's bust in 
London, Dieussart made the bust of Prince Rupert of the Rhine (fig. 117b), borrowing "the 
animating device of the swelling satin sword-scarf, spreading over the cuirass and knotted 
prominently over the right shoulder, thus dramatically breaking the silhouette of the armored 
shoulders. Dieussart turned the head of Rupert more pronouncedly than that of his brother, as 
Bernini did with his picture of the king, although in the opposite direction."187 

From 1636 onwards, marble busts in Europe, borrowed from Bernini's dynamic features, 
as displayed in Baker's figure, departing from the mere criteria of resemblance to provide a stronger 
emotional response of the model, based on its general characterization. Dieussart reflected this 
evolution in England. This helps unpack why Mazarin in France, who had expected Richelieu's 
bust to be more vibrant, fashionable as it was, complained about its lack of resemblance, more 
likely expressing the fact that the bust did not match the new sculptural manner. Bernini's choice 
of highlighting the sovereigns' resemblance and countenance (fig. 118), as opposed to bravura and 
to an immediate characterization of the sitter, was paradoxically perceived as a default of likeness, 
hence was debased by the French statesman.  
 
 
 
V- CHAMPAIGNE IN A POSITION OF DISCOMFORT 
 

I previously examined the various issues involved in Richelieu's commission, from 
Mazarin's political ambition to Bernini's artistic requirements and emerging formula. I shall now 
return to Champaigne and conclude this chapter with the painter's perspective. I will emphasize 
his position of discomfort, since he was simultaneously challenged by Van Dyck's precedent, by 
Bernini's expectations and by the double pressure of Mazarin's and Richelieu's patronage. 

I will first consider the triple portrait as a formula that Van Dyck perfected and that 
Champaigne emulated. Focusing then on Champaigne's Triple Portrait, I will address the difficult 
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question of its dating, before qualifying Champaigne's pictorial treatment in relation to the issue 
of resemblance. 
 

1) Van Dyck’s legacy 
 
Van Dyck's seminal Triple portait was so successful that it was soon adapted to fulfil the 

queen's requirements. In the 1630s, the king, but also courtiers and foreign elites were particularly 
keen on images of the queen. As evidence, Van Dyck indicated in his 1638 account book that five 
portraits of the king had been achieved, against twelve of the queen!188   

In December 1636, Henrietta posed for a portrait that was later sent to Cardinal Francesco, 
probably in gratitude for his key role in the achievement of her husband's bust, but also for the few 
Italian paintings he had provided her. The same portrait of Henrietta was copied several times in 
Italy, including by Romanelli in 1639, like the Triple Portrait. This copying practice proves once 
more the great celebrity which Van Dyck enjoyed among the Roman artistic circles.189 

But the queen had other ambitions: once she received the bust of her husband that Bernini 
had sent over in the summer of 1637, she immediately expressed the desire to be represented in 
turn by the great sculptor. Although she hated to pose, she asked Van Dyck to make her profiles 
in December 1637, as specified in Conn's letter to Cardinal Francesco, indicating that the queen 
had finally proceeded. She was painted in three positions, as necessary to the "companion head to 
that of the King’ to be made."190  This first series of poses probably led to the Memphis portrait of 
Henrietta-Maria (fig. 119a), in which she is represented in a profile-to-the-right. X-Rays proved 
that this profile recovered an earlier triple portrait. In the underpainting, a face in front view is still 
visible, with "clearly defined curls on the head and wisps of hair on the neck, a dark dress, the first 
drawing of the right eyebrow and possibly, below, indications of a hand or cuff."191  The triple 
portrait was later cut – probably around 1639, when the bust project was abandoned – perhaps to 
isolate the opposite profile-to-the-left. The Memphis profile was then re-centered to obtain a 
balanced and autonomous painting, with the addition of two strips of canvas (3 in. at the top and 
0.4 in. at the bottom). The resulting profile was offered to the Duke of Hamilton and was listed in 
his 1640 inventory after death. The queen is represented in a blue, vaporous and puffy dress. Her 
Rubenian profile, revealing her strong chin and throat, evokes the image of her mother, Marie de 
Medici. Another studio version of the Memphis profile is also preserved in the Greenwich's 
Maritime Museum and belonged to the Earls of Denbigh. The reasons for abandoning the Triple 
Portrait are not totally clear, if not that it allowed to satisfy the high demand for the Queen’s 
picture.  

Another series of poses, originally scheduled for June 1638, but postponed until August 
1638, allowed the production of new profiles. Conn reported that "the Queen had at last put on 
display the portraits painted for the making of the bust and that they would be dispatched on the 
first good occasion." The resulting works were listed in Van Dyck's Memoire of Works: two 
paintings, each worth 15 pounds, for "Mons. Barnino" (Bernini). These are probably the two 
paintings preserved in Windsor Castle: one front view and a profile to the left (figs. 119b, 119c). 
They probably completed the existing Memphis profile to the right (1637). The queen is seen in a 
beautiful satin dress on which floats a scarf, whose transparency and lightness are particularly well 
rendered. The queen's lace bodice is different on both views: the satin knot of the profile view 
(left) was replaced in the central view by the ostentatious wearing of a gemstone cross - which 
suggests that this portrait was made for Rome. On the profile view, the right hand holds the scarf, 
quite in the same way as the king in the Triple Portrait; this hand is a later repaint but is still visible 
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on two ancient replicas of the picture, respectively preserved at Oxford and at Merton College. By 
assembling the two Windsor pictures and the former Memphis one, Van Dyck could restitute a 
Triple Portrait of the Queen to obtain a coherent whole, ready to be shipped to Bernini. 

However, the two Windsor paintings differ quite notably from the Memphis portrait, in 
which the queen's facial features appear thicker and probably closer to reality, though not as 
delicate. Conversely, in the two Windsor pictures, the queen's oval face is refined and regular – 
although static and stereotyped. Despite Van Dyck's illusionist manner, his success was mainly 
due to his ability to idealize his model. His artificial embellishment of the sitter is attested by the 
contemporary unflattering account of Sophia of Hanover describing Henrietta-Maria as "a short 
woman perched on her chair, with long bony arms, irregular shoulders and teeth protruding from 
her mouth like a fence.'' Such a description substantially differs from the beautiful face displayed 
on the two Windsor portraits. 

It was not until June 26, 1639, in a letter written in French to Bernini, that the queen openly 
expressed her desire to be represented in a bust: "une pareillement de moy travail(lé) par vostre 
main et tirée sur le portrait que vous fournir(a le) sieur Conneo."192  The triple portrait of the queen 
was never sent to Rome, probably because of the unrest that England knew at the same time – at 
least this is the explanation provided by Bernini's biographers. However, it is more likely that the 
work was abandoned because of Bernini's refusal to execute a bust at a distance, since in Oct 22, 
1638, Bernini had declared to Stone that he would not work again without the presence of a sitter, 
even 'if thaire were best picture done by the hand of Raphyell."193 Ironically, Bernini would have 
to comply, few years later, to execute Richelieu's bust at a distance for diplomatic reasons – a State 
request! The pope proved he was ready to satisfy the king of England and the French Chief 
minister, but reluctant to satisfy the simple fantasy of a queen. Slight consolation, the sculptor 
Dieussart, who had already made the king's bust in 1636, complied and executed her bust (fig. 
120), now preserved in the Rosenborg castle in Copenhagen. He probably worked after her triple 
portrait – as he had previously done for Charles I – and was careful to display her catholic gemstone 
cross. 

 
2) The triple portrait's formula 
 
After his success with the triple portrait of the king, Van Dyck did not hesitate to repeat 

the formula for the queen, which helped establish its celebrity. But how common was the tripling 
of the figure? When Charles I wrote to Bernini to mention "the painted portrait which we shall 
send to you immediately..." he did not specify the format of the portraits. The monarch did not 
provide any information concerning the artifact, nor did he mention the painter's name – probably 
because Van Dyck was considered Bernini's obligé.  

Once in Rome, on the contrary, the Triple Portrait was often mentioned and seemed to 
make a strong impression on the Roman public, especially as it was exhibited in the portico of "the 
Rotonda" (Pantheon) in 1650. Domenico Bernini, in his account, insisted on the tripling of the 
profiles, which suggests that the formula was unusual:  

Bernini executed the portrait with the pope's permission, the king having sent beforehand his 
portrait on canvas. The latter was admirably painted by Anthony van Dyck from three different 
perspectives, one in face and two in profile. It is currently to be found among the other pictures 
in the Bernini family collection.194  

Similarly, Baldinucci's description is quite precise: 
Charles I, the unhappy King of England, wanted to have his portrait done by Bernini's chisel. 
After gently importuning him he had sent from London to the artist the fine painting by 
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Anthony Van Dyck. I saw this painting less than two months ago in the house of Bernini's two 
sons. In the painting we see the King portrayed from life in three poses, that is to say, in three 
views: full face, left profile and right profile. Bernini, after first obtaining this permission of 
the Pope, executed the portrait with his customary admirable skill. He sent it to King Charles 
in the care of a certain Bonifazio, his apprentice.195 

Lastly, Giovanni Pietro Bellini insisted on the disposition: 
…and as the Cavaliere Bernino was commissioned to make a marble sculpture of him, this was 
not difficult because he had three paintings of him on one canvas, three different views full 
face, profile and in half profile. 
Another argument that works in favor of the Triple Portrait's singularity is its replication 

over the following decades.196 It influenced painters like Champaigne, but also Godfrey Kneller 
(1646-1723), who provided profiles to the sculptor John Michael Rysbrack (for the bust of the 2nd 
Earl of Nottingham), and later Hyacinthe Rigaud (Triple Portrait of his Mother). This succinct list 
proves that the Triple Portrait surprised the contemporary audience and inspired its followers. Van 
Dyck, while emulating Lotto's painting in a unique way, was not into any paragone's theoretical 
debate, but elaborated a practical means to communicate with a sculptor, at the same time as he 
was fashioning his style, privileging virtuosity over information. As in most of his portraits, he did 
not hesitate to idealize his sitters in a way that emphasized their liveliness, which was aligned with 
Bernini's understanding of portraiture. After two successive transpositions, although performed by 
brillant artists, the sitter's likeness was at risk - but the English court, committed to the Italianate 
cause, was forgiving, while the French one was resisting. 

 
3) Champaigne's emulation  

 
Champaigne was potentially exposed to the same possible "lost in translation." As he 

undeniably emulated Van Dyck’s formula, he chose a different path for his own Triple Portrait 
(fig. 84). While the Antwerp painter had favored virtuosity of the touch and variety of the pose, 
the Brussels painter insisted on the faithful resemblance to his model and on the rigorous layout 
(see comparison, fig. 109). Champaigne simplified the overall picture and created a more 
geometrical composition, in which Richelieu is represented with coherency from three viewpoints, 
as Lotto did before – two profiles and an almost frontal view, slightly oriented to the left. 
Geometric legibility and rigorous placement thus replaced Van Dyck's loose handling. 
Champaigne deliberately limited his color modulations to vermilion red and grey, except for the 
copper blue of the ribbon. This overall restraint facilitated the reading of the well-lit faces, 
contrasting with the dark and unified background. Champaigne's use of a smaller canvas coupled 
with his severe treatment demonstrate that the painter mainly privileged a functional answer for 
the transposition into relief rather than a fashionable one. Paradoxically, the extreme precision 
with which Champaigne treated each detail – the folds of the ecclesiastical garment, the veins of 
the temples, the wicks over the cap, the flush beard, the dark circles under the eyes… – might have 
been intimidating for Bernini.  

Richelieu's drooping eyes, pinched lips, flattened nose, circumferential eyebrows, raised 
mustache and pretty long grey hair on the Triple Portrait reproduce the features of the 1640 full-
length portraits' triangular face (see discussion section 2, fig. 102), which confirms the use of a 
common prototype, as Félibien suggested – a face "found perfectly beautiful" that served as a 
model. However, the Triple Portrait is less polished and slightly greener than most of 
Champaigne's other portraits. Rather than seeing in it a prototype for Richelieu's many replicas, I 
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will argue below that it was probably made after an earlier one. Nevertheless, all these late portraits 
were achieved around the same year, in 1640, when the profiles were shipped to Bernini. 

In the National Gallery's catalogue, Humfrey Wine listed the many different works 
associated with Champaigne’s Triple Portrait, including some copies reproducing the three figures 
and others only using one of the views.197 Among them, only the Strasbourg portrait of Richelieu's 
profile stands out (figs. 121, 122). It has the same height as the Triple portrait. This profile is 
unique not only because of its high quality, but also because the X-Ray analysis revealed that it 
recovered an earlier triple portrait that was cut out and subsequently transformed, as was 
Henrietta's triple portrait by Van Dyck.198 Some piece of canvas was added on the side so as to 
center the profile in the final frame. On the right side of the actual canvas, the trimmed one, the 
radiography revealed a frontal view of Richelieu's face, slightly oriented to the right and probably 
unfinished. The orientation of the face reminds us of the earlier representations of Richelieu, such 
as Chaalis' full-length portrait (fig. 97b). Another pentimento concerns the cardinal's eye that was 
slightly advanced on the profile. This would suggest the left profile view was previously a three-
quarters view – which would be quite similar to the placement in Van Dyck's Triple Portrait, but 
reversed.199 These two modifications suggest, on the one hand, that the Strasbourg Triple Portrait 
was an early oil sketch that was worked out before being trimmed and transformed into a polished 
single portrait. For this reason, it was probably painted before the London Triple portrait that 
shows no pentimenti. On the other hand, the eye's pentimento suggests that this first model was 
closer to Van Dyck's formula - as if Champaigne had directly borrowed from the English prototype 
before working out his own formula. Lastly, the transformation from a sketched triple portrait into 
a refined profile, which is similar to that of Henrietta's portrait, suggests a response to a high 
demand for images, which would not be surprising for Richelieu. However, as the Strasbourg 
curators argued, the Strasbourg profile corresponds to the one listed in Champaigne's inventory, 
together with the 1640 Chancellerie full-length portrait (fig. 99b). The painter kept them both in 
his studio until his death.200 Consequently, it is likely to be one of the prototypes to which 
Champaigne referred when he needed to paint a portrait of Richelieu. The painter kept a "perfect" 
likeness of the model in his studio to serve as a reference for subsequent copies. Such a practice 
was common to reduce the number of poses for high-ranked sitters.201 

The Strasbourg profile is highly finished, much more than the Triple Portrait, but is quite 
similar otherwise (compare fig. 122). Details are beautifully worked out: for example, the silky 
rendering of the cap, the carefully crafted seams, the smoother skin, the softest shades, the deeper 
background. In comparison, the London version looks pale and the skin earthy. The Triple 
portrait's rougher finish can be explained by its function as a transitional object. If not for self-
fashioning, why would a painter bring a high polish to a sketch intended to serve as a reference for 
a sculptor? Wine attributed the lower finish of the London Triple Portrait to a workshop 
collaboration, especially targeting the left profile that was indeed considered weaker by 
Champaigne himself  (see details on fig. 125) – I mentioned earlier the autograph inscription above 
the right profile: "des deux, celui-cy est le meilleur."  

Wine's hypothesis of a workshop collaboration cannot be excluded. Nevertheless, I rather 
see Champaigne's Triple portrait as a sketch for Bernini – in that it was deliberately left 
unpolished. Some brush strokes are still visible, as a way to suggest that it was a portrait au 
naturel, taken after life. This would also account for Champaigne's modesty who only provided 
profiles, as he was commissioned. Champaigne, unlike Van Dyck, did not consider the triple 
portrait as a completed artwork to be displayed, and accepted it as a transitional object ready to be 
transposed into a marble bust. 
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4) Dating assumptions 
 
Knowing the unfailing support that Champaigne received from Richelieu during his entire 

career, it is difficult to believe that any other painter would have been chosen to serve as a reference 
for Bernini. I argued at the beginning of this chapter that the adjective "defectuoso" used by 
Mazarini to qualify the profiles sent to Rome, did not describe a pictorial reality, but was a mere 
diplomatic formulation to excuse Bernini. However, possibly more than one triple portrait, or 
equivalent profile, circulated between Paris and Rome – which, in the end, makes it difficult to 
date both Champaigne's Triple Portrait and the Strasbourg profile, if part of a series.  

I support the hypothesis that the London Triple Portrait was sent to Rome in the autumn 
of 1640, after it was altered during the summer, as the letters mention (see section 1). An earlier 
version – possibly the Strasbourg triple portrait, as it was – would have served as a model, or 
preparatory sketch, for the achievement of the London version. The ambassador later retrieved the 
London version from Bernini’s studio and brought it to Mochi. The triple portrait was the one 
listed in Mochi’s inventory, although awkwardly described as three "cardinali" (but it cannot be 
disregarded that other portraits of Richelieu might have belonged to Mochi). This hypothesis 
would also justify the inscription in Italian at the back of the canvas that was written some decades 
after Mochi's death, probably by a merchant (who would spell Mochi's name with two "c"), thus 
explicitly establishing a link between Champaigne and the sculptor. After Van Dyck's death, there 
was no evidence that, despite Mazarin's desire and Bernini's goodwill, other profiles were ever 
sent to Italy. However, since Bernini created a new terracotta mold, he might have used some new 
models, but none of them were left behind.  Among such models could be another triple portrait 
painted around 1642 and sent to Bernini to serve as the basis for Richelieu's ever-desired standing 
statue. But it's rather unlikely. 

A second hypothesis, supported by Wine (see date 1642 on the London catalogue), is based 
on the idea that the London Triple Portrait was sent directly to Mochi in 1642, without going 
through Bernini, so that the artist could begin working on the full-length statue that is now 
preserved in Niort. This theory is justified by the literal reading of the inscription at the back of 
the London canvas. In this case, another and earlier triple portrait, like the Strasbourg one – or 
another type of profile, and not necessarily by Champaigne – would have been sent to Bernini, 
then retrieved by the ambassador, and perhaps sent back to Paris to be modified. In this case, there 
could have been a third version sent back to Rome to serve as a model for the late terracotta. In the 
absence of any further proof, it remains a hypothesis.202 

 
5) Champaigne against nature 

 
Independently from the dating of the so-called profiles, I shall conclude this chapter by 

questioning the adequacy of Champaigne's response to the requested sketches and his ability to 
create a new formula. I would like to point out the difficulty of his position since he had to 
differentiate himself from Van Dyck's Triple Portrait while serving Bernini's interests. 
Nonetheless, this position challenged Champaigne who outdid himself and produced admirable 
portraits. 

Part of the challenge around 1640 was to reduce Richelieu’s full-length prototype he had 
previously established into a half-length formula. This operation implied to focus on the face and 
make it the essential element of the picture – thus catching its essence. For a bust, the face holds 
for the whole figure. I can only insist on the pressure it adds on the artist. 
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Champaigne emulated Van Dyck by painting three figures to facilitate the sculptor's 
process of transposition. But he resisted animating or differentiating the three figures who 
conversely seem to be dialoguing with each other in Van Dyck's version. In contrast, Champaigne 
installed three solid images of the Cardinal, focusing on the evolution of his face and the movement 
of his expressions (fig. 109), while the rest of the body was frozen and limited in color range. Like 
successive photograms reconstituting motion, he relied on the retinal persistence to complete the 
entre-deux of the figural. The accuracy of representation of Champaigne's model from the three 
angles allowed him to simulate a movement (the same way as the photographer Eadweard 
Muybridge did by displaying the succession of his photograms, depicting for example a man 
jumping). But for Van Dyck, color modulation was part of this motion process. He conceived 
animation within an evolving pose of the model observed through different lights and postures. On 
his part, Champaigne rather built expressiveness by deliberately adding frozen moments and 
focusing on the successive changes of the face. 

At a time when Van Dyck was acclaimed, Champaigne chose an alternative path to 
differentiate himself, while offering his patron a French "touch." By resisting animation and fixing 
his three figures in the frame, thus insisting on the geometrical composition, Champaigne adapted 
the portrait au naturel to the new device that, while constraining the figure, made the face alive. 
The natural could emerge from a series of repeated resemblances (fig. 125). This difficult task 
challenged Champaigne and led him to innovate within the new formula, resisting the Italianate 
trends and propose a French manner, at the risk of anachronism. But the spatial restraint allowed 
Champaigne to extend his temporal field, so as to create three intemporal figures – eternity being 
substituted to fixity.  
 
 
VI- NATURALNESS AGAINST RESEMBLANCE 
 

Within the context of state portraiture, this chapter explored the fluidity of resemblance 
understood from different perspectives –patrons or artists – but also confronted with the issue of 
distance: how to preserve likeness from one point to another? What to select in a face to reproduce 
it faithfully, and how to convey such likeness? The first part of the questioning raised the dialectic 
between naturalness and resemblance, while the second part addressed the practice of mediation 
to transport and transpose the sitter's likeness.  

The necessity to "transport" some valid information reactivated the everlasting dilemma of 
the artist: should he imitate reality slavishly, or select what is meaningful in a person, thus stimulate 
the natural? The necessary balance between the natural and truthfulness was clearly thought 
through by an artist like Bernini. The poet Leilo Guidiccioni described his manner as 
"eccellentissima" and "naturale," praising the sculptor for idealizing the sitter ("ideale nell'essere") 
without neglecting likeness ("similitudine").203 Domenico Bernini confirmed his father's focusing 
on the inner truth of the model, what he called the "idea," rather than resemblance ("not simile alli 
Modelli, mà al Vero.")204  Similarly, Bernini explained to Chantelou, while making Louis XIV's 
bust, that he wanted to increase the model's greatness ("augmenter le beau comme il convient pour 
donner du grand") without been enslaved to imitation ("ne pas diminuer la noblesse de l'idée en 
se soumettant à la servitude de l'imitation.")205  Consequently, as Cousinié noticed in his study on 
morbidezza, to be natural ("pour bien imiter le naturel") the artist had to do what was not natural 
("faire ce qui n’est pas dans le naturel.")206 Perforating the eye of a bust, for instance, was an 
artificial way to intensify the model's gaze, thus to create a natural effect (fig. 123). By this 
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example, Bernini insisted on the artificial means necessary to breathe life into artifacts, thus, to 
express the sitter's essential truth, "plus vrai que nature!"207 

However, the limits of this quest for naturalness were cruelly recalled to Bernini when 
Richelieu's bust was dismissed for its lack of resemblance. Even if this opinion had no objective 
grounds, it set the boundaries of court portraiture, whose requirement is above all to obtain a 
faithful image of the statesman. The bust apparently suffered a "loss in translation:" my point here 
was in fact to evaluate the transposing and transporting processes by examining the intermediary 
steps of the creation. 

The quest for the natural – a force resisting to slavish imitation, as Bernini suggested –
becomes problematic when applied to intermediary sketches, such as the triple portraits, whose 
immediate function is to work as a proxy of the sitter. For the search for the natural might contradict 
the effort of resemblance by selecting or erasing information. The distance with the sitter imposes 
to distinguish preparatory sketches, expected to imitate nature faithfully in proximity to the sitter, 
from the final artwork aiming at pleasing the viewer, thus potentially distanciating itself from 
faithfulness.  

Richelieu's bust provided a good case study of how artists compensated for distance and 
selected the necessary information to restitute the model's likeness. However, within this 
constraint, Van Dyck and Champaigne provided contrasting answers. Van Dyck, while privileging 
liveliness, added information, and offered a vibrant portrait of Charles I. Conversely, Champaigne, 
who was engaged in simplifying and duplicating Richelieu's prototypal image, subtracted 
information. In times of artistic emulation, these two alleys were aesthetical postures driven by a 
larger political frame. 

Eventually, Bernini synthetized the outcome of these two artists and transposed it into a 
personal interpretation. But transport and transposition of artworks remained largely dependent on 
diplomatic maneuvers and the patrons' mood swings. At the light of this example, I would define 
"le portrait au naturel," when applied to court portraiture, as a high-flying practice in the pursuit 
of diplomatic resemblance. 
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CHAPTER 3 – PRESENCE, 
PORTRAITS OF THE CLAUSURA 

 
"Notre raison est toujours déçue par l'inconstance des apparences : rien ne peut fixer le fini 
entre les deux infinis qui l'enferment et le fuient".1 Pascal 
 

With the death of Richelieu, on December 4, 1642 - scarcely six months prior to that of 
King Louis XIII, on May 14, 1643 - a page was turned in French History. For Philippe de 
Champaigne, who was so close to power, it represented a rupture as well as a relief. Although he 
still held the favor of the regent queen, Anne of Austria, he now became more accessible to private 
patrons – particularly from noblesse de robe, including the Arnauld family, founders of the Port-
Royal Jansenist community.2 In this chapter, I will explore the encounter between a painter at the 
height of his fame and this emerging community, through the prism of the portrait au naturel. 

Returning to the present. An aroma of leather and old paper pervades the small Jansenist 
library crammed with works about the history of Port-Royal, located on rue du Faubourg Saint-
Jacques. It is impossible to work here without confronting the inimitable image of the great writer 
Pascal. Perhaps the sole existing likeness – an immaculate white death mask (fig. 126) – floats as 
if detached amid the icons of the past.3 The beautiful plaster replica, protected within a glass box, 
is perched high on a column above the researchers.4 The great man has hollow cheeks and pinched, 
slightly asymmetrical lips bearing the stigmata of death. The eyes are closed, and lashes clumped 
together by the plaster applied to dead flesh. Elias Canetti would recognize in it a representation 
of supreme agony: "La douleur a atteint ici son achèvement, elle y a trouvé sa signification, 
longuement recherchée. La douleur qui doit rester pensée ne peut pas obtenir plus. S'il existe une 
agonie au-delà de la plainte, c'est ici qu'on la trouve." It is an apt representation of the cruel fate 
of Port-Royal. 

Entranced by this icon of Jansenism, several thoughts coalesce: how a writer who described 
the "self" as "hateful" ("un moi haïssable"), manages to impose such a dominant presence and 
invasive "self" on the viewer.5 It is almost as if the scarcity of reproductions of his image serves 
to amplify the potency of this funeral effigy. Another thought comes to mind: how difficult it is to 
encapsulate within a white plaster cast, both a man's appearance and the essence of individual 
character. The static effigy rebuffs the imagination. The mask smiles, but the man cannot laugh. It 
is impossible to animate or revive him. His image remains frozen in the faithful effigy - unable to 
escape the likeness entombed in its imprint. The mask cannot fully restore who he was. It remains 
a cold image – "sans carnation." As Bernini astutely expressed - comparing a marble likeness to 
a man who paints his face white - marble, deprived of color, irreparably alters the representation 
of a face. The sculptor's challenge is to compete against the medium (here the mortuary imprint) 
to animate the likeness through the virtuosity of their technique.  

So, it is when confronted with this overly realistic, molded imprint: the eye runs up against 
the objective presence of an image that is a perfect resemblance yet deprived of life or a reflexive 
gaze. Pascal is reduced to "being here", in a fragmented body, absent due to the impossibility of 
being "revived", but present through his tangible, iconic (and hypnotic) power. Louis Marin would 
state that "Un portrait qui n’est pas occupé à se ressembler," being beyond consideration, because 
it is based on an innate likeness. Although the mask lacks the power to represent an animated 
image of the writer, it nevertheless conveys an idea, embodying the resistance of a community 
persecuted by the Jesuits and Louis XIV, as early as 1654. Pascal lives on through the association 
of his floating image with his literary legacy written in defense of Port-Royal’s clausura (a 
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community of nuns enclosed within the walls of the cloister, totally segregated from the outside 
world).6 The image imprisoned in the imprint - a plaster likeness, of the champion of Jansenism - 
can’t help but impress the contemporary observer. I shall unpack how such a perfect likeness (not 
obtained through mimesis) might activate a network of memories that will eventually help us 
qualify the relationship between Champaigne and the religious community, as documented in 
epistolary exchanges, focusing on a few recurring themes such as reviving, sharing affection, 
keeping the spirit of a place, impressing hearts, on which the painter would draw. 

"A portrait carries absence and presence, pleasure and displeasure. Reality excludes absence 
and displeasure."7 This pensée of Pascal suggests that portraiture goes beyond reality to question 
the aftermath of the sitter's "absence" and the "displeasure" of his death. The representation 
augments the effect of the mere presence by conveying hidden meaning.8 The death mask as a 
material object opens onto a field of practice - an anthropological field of images within the 
Jansenist community, for whom imagery is particularly problematic when it leads to idolatry. 

This effigy of Pascal brings me back to Champaigne, as it was through a similar death mask 
that the artist received a commission around 1646 to portray Duvergier de Hauranne, the abbot of 
Saint-Cyran (fig. 128a) and spiritual director of mère Angélique, the reformer of Port-Royal. 
Departing from the conceptual image of Champaigne, holding the death mask used to create a 
posthumous portrait of the abbot, I shall examine the impact of the painter's encounter with Port-
Royal on his portraiture practice. Reciprocally, I shall question whether the series of portraits he 
created within the clausura modified the social relationship within the community. I won't debate 
whether or not Champaigne was a Jansenist painter – which he never was in a strict sense either 
as a parishioner, nor as a painter, since he continued to work for various patrons, including the 
court, the robe nobility and different religious orders –9 but rather analyze his pictorial practice 
within the religious context of Port-Royal, addressing why the Jansenists specifically sought out 
the painter. It shall lead me to question why his art was compatible with Port-Royal's 
interpretations and use of sacred images. 

This approach, which consists in placing the death mask at the center of the painter's 
concerns, borrowing from an anthropological theory as developed by Hans Belting in An 
Anthropology of Images, takes the opposite point of view to that of the previous chapter, in which 
the painter provided the sculptor (Bernini) with preparatory paintings, taken from life, to create a 
3D-effigy.10 Here, on the contrary, Champaigne is expected to flatten his model, transposing a 
three-dimensional imprint into a flat image to emphasize, paradoxically, the sitter's presence. The 
painter starts with a "true" likeness to replicate naturalness, using pictorial and artificial devices, 
thus rendering the absent sitter present. In this chapter, the question of presence will replace that 
of resemblance to address the natural in portraiture.   
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I- THE NEED FOR PORTRAITURE AT PORT-ROYAL 
 

When Champaigne was asked to paint the abbot of Saint-Cyran, he was in his forties, at 
the summit of his career, benefiting from the aura of his late patrons - the king and his Chief 
Minister - associations that significantly augmented his social status. However, in early 1643, 
barely four years after the death of his wife Charlotte Duchesne, the painter was experiencing 
personal tragedy due to the death of eight-year-old Claude (born in 1634), his only son, from a 
fall. The painter was therefore raising his two young daughters, Françoise and Catherine, alone. 
His ten-year-old nephew, Jean-Baptiste de Champaigne, the youngest son of his brother, Evrard, 
arrived from Brussels to become an apprentice in May 1643 - "the day that Monseigneur le 
Dauphin was proclaimed king after the death of King Louis XIII, his father".11 This coupled a 
historical rupture with a personal rupture in the painter's life. Champaigne could not have suspected 
that a new era was about to open up for him, equally productive as the previous, but more focused 
on private commissions. This phase would permit him to deepen his personal conception of the 
sacred. It is within this spiritual renewal that I will analyze the evolution of the portrait au naturel 
within Port-Royal's clausura. 
 

1) Champaigne's return to portraiture 
 

a) The quest for the Natural 
 
Champaigne was completing work on the Sorbonne ceiling when Richelieu died. Until then 

his art practice was limited to courtly art, wherein he did not hesitate to update old pictorial models 
and promote his technical mastery to seduce patrons. Think of the virtuoso perspective he 
constructed for the Assumption of the Oratory Church (now in Cherbourg’s Thomas Henry 
Museum), or the Crucifix he painted on the second vault of the Carmelite Church (where the cross 
was so well rendered, it was said to appear to rise vertically). Therefore, Champaigne should not 
be reduced to the stereotype of an ascetic, or minimalist painter. His art, precise but sumptuous, 
was in service to diverse religious sensibilities. He first served the pious Marie de Medici, who 
was aligned with the parti Dévôt, which Richelieu would later oppose. Concurrently, he painted 
for the Oratory and for the Carmel, reformed by St. Teresa of Avila and introduced in France by 
Monsieur de Bérulle - whom Champaigne portrayed, as well as Madame Ascarie and 
Mademoiselle de Longueville.12 He also worked for the Benedictines – creating Le cycle de la Vie 
de saint Benoît for Anne of Austria, 1644-1655 – and for some Jesuit churches, as well as for the 
Carthusian Order. If Champaigne never fully adopted the exacerbated mysticism of the Carmelites, 
he nevertheless painted the vault of the central nave and six large canvases in the Convent of the 
Incarnation for them, on rue du Faubourg Saint-Jacques in Paris, next to the Port-Royal monastery 
– between 1646 and 1648, when the architect Le Pautre was renovating their church (fig. 142).13 
Although Champaigne's encounter with the Jansenists was undoubtedly decisive for him, the 
broader creative context in which the artist evolved, simultaneously serving different religious 
orders, thus adapting to different demands, justify my focus on Champaigne's practice, rather than 
on his engagement or beliefs. 

In the late 1630s, Champaigne progressively stripped his religious subjects of all 
transcendence, favoring natural everyday scenes, which, through their simplicity, signaled the 
sacred. The emphasis on humanity - man, in his prosaic earthly state - favored the emergence of 
portraits within historical paintings, hence the hybridization of the genre.14 As an example, the 
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Virgin and Child of Munich (ca. 1642) (fig. 148b) represents a masterpiece of simplicity in the 
manner that it highlights Mary's maternal and carnal relationship with her child and how the painter 
splendidly renders the texture of their skin. 15  The Virgin’s face is so unique, attendant to 
particulars, that she seems to be painted from life. Three other paintings demonstrate the same 
naturalistic approach used to enhance the effect of presentation of the figure. They each suggest a 
hidden presence, to rephrase Louis Marin.16 This pictorial approach is also evident in two versions 
of Presentation in the Temple; one created for the Carmelites (Dijon, 1635-38), and the other for 
the Saint-Honoré Church (Brussels, 1647), as well as in the Wedding of the Virgin (Wallace 
Collection, London), created for the Palais-Royal where Anne of Austria lived, in which Biblical 
figures are characterized, as if they were portraits. Champaigne's religious paintings encompassed 
a perilous tension between the visibility of representation, depicting an earthly world, and invisible 
divinity. My concern is to reveal a similar duality in Champaigne's portraits, as Pascal suggested 
in his study of the figural when he mentioned "absence et présence" in portraiture (see quote in 
introduction).  

After a decade of painting for the greatest courtiers, mastering his pictorial practice while 
developing illusionistic techniques, Champaigne simplified his approach of the sacred and focused 
less on mysticism than on a codified naturalism which spoke more readily to believers who could 
decipher its symbols. For example, his 1644 Annonciation (MET, New York) shows an ordinary 
woman interrupted in her reading and in her embroidery by the angel's visit to her home. The 
background usually featuring the sky with putti has been simplified and reveals the bare wall of a 
house, leading towards abstraction. It is precisely Champaigne's evolution from an explicit 
pictorial re-presentation towards the mere presentation of figures against a unified background, 
as if extracted from the contextual story, that I hope to highlight in the context of Port-Royal. To 
this end, I shall examine portraiture from an anthropological perspective. 
 

b) The social pressure of portraiture 
 
In mid-century, natural portraits were particularly fashionable in Paris, as Charles Sorel 

describes in Description de l'île de portraiture, published in 1659, which recounts how every 
aristocrat or bourgeois was obsessed with commissioning their portrait. Description reflected upon 
the moral ideals of a changing society preoccupied with its appearance and posterity. While the 
sitters sought to transmit a true likeness, they tended to overdress as though wearing a costume. 
Molière sarcastically described this metamorphosis in Le Bourgeois Gentilhomme, a play in which 
the main character, Mr. Jourdain, a bourgeois consumed with becoming a noble, tries to achieve 
his goal by donning layers of ridiculous costumes - thus, obscuring the natural. Under such 
conditions, portrait painters became purveyors of a series of masks. What could be more relevant 
than this insight of Pascal, in capturing the, exaggerated, self-obsessed character of the mid-century 
craze for portraiture. Pascal opposes the "tableau," or representation, made by addition of details, 
to the "portrait," understood as a mere presentation of the figure: 

 …Ceux qui, après avoir peint, ajoutent encore, font un tableau au lieu d’un portrait.17 
According to Pascal, within this context of social anxiety when any honnête homme aspired to 
have their portrait painted, Champaigne was the artist who prioritized portraits over pictures, being 
the one removing rather than adding pigments to the canvas. Pascal’s observation reflected the 
Jansenist attitude, which ran counter to the excess of self-fashioning, at a time when self-writing, 
was paradoxically on the rise, which eventually created tensions within the Jansenist memorialists. 
However, this notion of sobriety needs to be applied with care to the Jansenists, because they 
simultaneously encouraged the writing of memoirs, as well as portraiture. 
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It is in this broader social context that Champaigne's constant return to portraiture can be 
examined - and without forgetting that Champaigne was a History painter, not a Genre painter, as 
established in the first chapter. In his Entretiens, Félibien pointed out that Champaigne did not like 
to produce the portraits for which he was constantly solicited.18 For him, portraiture was indeed a 
Flemish practice, a "habitus," to use Bourdieusian terminology, to which Champaigne was 
introduced as soon as he began his apprenticeship with Michel de Bourdeaux in Brussels, before 
being trained in landscape technique with Fouquières.19 With portraits, he could differentiate 
himself from the other assistants:  

Un maître-peintre l'employait à faire des portraits d'après nature, n'en pouvant faire lui-même 
(…) lassé de ce travail, il alla chez Lallemant, peintre lorrain. 

However, in Lallemant’s studio, he would also be asked to paint the faces of the saints portrayed 
in the Nativity.20 Champaigne decided to work on his own and sell portraits but abandoned this 
genre at the first opportunity. Fortunately, he joined the team of painters decorating the 
Luxembourg Palace for Marie de Medici - for whom he would also paint a portrait, in the 
continuity of Pourbus, Rubens and Van Dyck. Félibien also recorded an anecdote relating how 
Champaigne made a gift to Poussin, his chamber companion at the Collège de Laon, of a 
landscape, rather than a portrait. However, Champaigne was best recognized for his ability to make 
portraits - first and foremost by Richelieu. Starting with Anne of Austria’s Regency, he painted 
for new patrons beyond the Royal family: the Paris Aldermen (les Echevins de Paris, in 1649, 
1652 and 1656), the Robe nobility (families such as les Bouthillier, Talon, Villeroy, Bignon...), 
and the Clergy. After Mazarin's death, however, Champaigne’s popularity declined, supplanted by 
Le Brun at the court of Louis XIV, and later Mignard. But, his reputation among the Jansenists 
never tarnished and many prints after his pictorial models circulated until the eighteenth century.21 

 
c) The quest for a formula 

 
In the transitional years, between the end of Louis XIII's rule and the beginning of the 

Fronde (1649), the painter adopted a portrait formula privileging restraint and a minimum of 
information. In the previous chapter, I argued that Champaigne’s sobriety in the Triple Portrait 
was a way to differentiate his style from Van Dyck’s, which emphasized movement and liveliness. 
He already adopted this approach prior to his encounter with the Jansenist community, even if he 
developed this sober style further through their association, as I shall later argue. 

An example of this early tendency can be seen in the portrait of Jean-Pierre Camus, Bishop 
of Belley (fig. 127b) (cat. 155), a friend of François de Sales, later appointed Vicar General of the 
Archdiocese of Rouen, who was in contact with mère Angélique when she was Abbess of 
Maubuisson. This portrait is dated 1643, as shown by the inscription on the window edge, 
indicating that the sitter was 58 years old when he posed. In the three-quarter bust portrait, in which 
the sitter’s hands are not shown, the focus is on the face, as the dark background contrasts with the 
clarity of the skin. The portrait puts an emphasis on gravitas, in conformity with the traditional 
Habsbourg formula. The meticulous treatment of each beard hair, rendered with a silky texture, 
references the school of Flemish virtuosity. Shadowing subtly modulates the face. Champaigne 
especially concentrated on the darker half, delineated on the left side by a dark line outlining the 
bridge of the nose. The left, more distant eye - the eye that sees - has been artificially maintained 
at the same size as the right, upfront eye - the eye seen – transforming a three-quarter view into an 
almost frontal view. Champaigne often used this technique to highlight the presence of the model.  

In contrast to this sharp and resolved part of the picture, the brown chasuble with its moiré 
fabric was handled quickly and less precisely, creating a blurred effect which serves as a 
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counterpoint to the detailed and impassive face. The glare of the pupils serves to intensify the 
piercing gaze of the sitter and the illusion of his presence. The window frame, in which the bust 
fits perfectly, creates realistic perspective within the representation, while affirming the artifice of 
the picture. A dual enunciation: this "is" a painting, but this "has been" a person. This technique 
affirms the painter’s continuity within Flemish pictorial tradition, starting with Van Eyck, adapted 
to a new epoch and context. The immutability of the formula allowed a variety of faces to be 
channeled into a recognizable pattern. This codified genre – sometimes designated as an archaism 
- demanded a surfeit of virtuosity to bring out the identity of the sitter. Champaigne deliberately 
navigated this perilous path without conceding to the viewer the slightest distraction through 
unnecessary movements or accessories. He only focused the viewer’s attention on the face, as the 
essence of the whole person. And as Marin suggested:  

Une scrutation ontologique… signe d’une création et index d’une adoration qui ne tient pas à 
l’attitude du corps ou à l’expression du visage ou des mains souvent absentes, mais à l’être même.22  

Through this visual stasis, Champaigne prioritized the perpetuation of a moment extended to 
eternity, rather than capturing a fleeting instant in the manner of Van Dyck. He reinforced the 
strength of the figure's presence while maintaining distance from the viewer. No facial expression 
that would allow for contact with the viewer who might be confused by the undetermined gaze of 
the sitter.23 A restricted use of facial expression, delivering limited, but appropriated information: 
"une monstration mesurée, convenable, de soi."24 

However, this formula was not in itself Jansenist. I would only speak of Jansenist portraits 
insofar as they were intended for this community, and not because they would be visually different. 
But those codified portraits took on a particular meaning when deciphered in the context of the 
clausura. To use a Jansenist terminology borrowed from Nicolas Fontaine’s Dictionnaire 
Chrétien, the subject's immobility reflected the "inner movements of the soul."25 The subject's 
visibility was entirely turned towards this invisible and hidden part of the divine. The effect of 
presence was diverted to the delivery of a sacred meaning. The apparent archaism of the formula 
served only to reveal the essence of the sitter - "traversé par le mouvement de la grâce et pris 
comme signe dans le texte chiffré du monde et de l’histoire."26 I shall now build on Marin’s 
semiotic approach revealing Champaigne’s intimate manner, to follow a more anthropological 
path. 
 

2) Port-Royal’s self-fashioning 
 
It was around 1646-1647 that the painter's long association with the Jansenists began, 

leading to a series of "portraits of the clausura" that he painted despite his preferred inclinations, 
as Felibien suggested:  

Il alla demeurer au faubourg Saint-Marcel sur le haut de la montagne pour être en plus bel air, 
et plus en repos, voulant s'exempter de faire des portraits qui le détournaient des autres 
ouvrages pour lesquels il avait beaucoup plus d'inclination. 

This spiritual desire for retreat corresponded with that expressed by les amis de Port-Royal, when 
the first Solitaires were sent to Port-Royal-des-Champs. This return to portraiture to satisfy Port-
Royal's patrons was all the more paradoxical, as it was a genre towards which Jansenists were a 
priori suspicious, purporting that the self was hateful ("haïssable"), as Pascal asserted. This 
represents a double paradox – as a genre rejected by the painter, and the self under suspicion on 
the part of his patrons - to question the consensus regarding Jansenists as iconoclasts. On the 
contrary, this research will confirm the importance of portraiture in Port-Royal and will conclude 
with the painter's ultimate portrait - his 1663 self-portrait (fig. 153) in which he posed in front of 
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his personal "desert," namely the landscape surrounding his native city Brussels (fig. 154). 
According to Félibien, it was "one of the most beautiful portraits he was to make" – a picture 
painted outside the clausura, yet perhaps no less imbued with the Jansenist spirit. 
 

a) First contacts with Port-Royal 
 
The exact circumstances of the meeting between Champaigne and Port-Royal are not 

known. However, it is presumably through Robert Arnauld d'Andilly (1588-1674) (fig. 127a), the 
eldest son of Antoine Arnauld, the patriarch, and his wife, Catherine (with whom he had twenty 
children), that Champaigne came into contact with the community.27 Andilly was part of this rising 
robe nobility, a Councilor of State since 1618 and a worldly person who was a regular at the Hôtel 
de Rambouillet’s Precious circle, as well as at court. He was also a parishioner of Saint-Merri 
Church in Paris, where Mr. de Hillerin was a priest and a proponent of the abbot of Saint-Cyran. 

Andilly occupied a central position in the seventeenth-century Jansenist community as the 
elder brother of mère Angélique and mère Agnès, uncle of the two brothers (Antoine Le Maistre 
and Isaac-Louis Le Maistre de Sacy, shorten into "Sacy"), father of mère Angélique de Saint-Jean 
(who was close to Sacy and would play an active role in the community’s second generation), and 
finally as the elder brother of the renowned writer Antoine Arnauld, born in 1612 (thus 25 years 
his junior). Andilly withdrew from the outside world in 1646, ten years after Antoine Le Maistre, 
the first Solitaire, after having sold his Andilly land in February 1643 and transmitted his pension 
to his son, Simon Arnauld de Pomponne. The patriarch then bid farewell to the queen, Anne of 
Austria, and retired to Les Champs. 28 He eventually settled at the Château de Pomponne during 
the years of Port-Royal’s disgrace after 1656, when his son, Pomponne, was appointed Minister to 
Louis XIV.  

A testament to the long companionship of Champaigne and the Jansenist patriarch are two 
portraits of Andilly, made twenty years apart: the first was painted in 1646 (the painting is lost; 
only Jean Morin’s etching remains, cat. 306, fig. 127a) at the time when "il s’apprêtait à quitter le 
siècle," as Bernard Dorival noted in his catalogue raisonné, and the second in 1667 (fig. 150) (cat. 
137, dated and signed), at the age of 80 probably executed at the insistence of his son. In it he is 
portrayed holding his certificate designating him as a counselor to the king, which makes the 
portrait more a tribute to his loyalty to the crown than his years as a Jansenist Solitaire. 

I will resist, yet again, the idea of reading Jansenist specificity in this pictorial formula - it 
could have applied to any other contemporary clergyman, as I previously argued with the example 
of Jean-Pierre Camus. However, the repeated use of this formula in depictions of the community 
reinforces the notion of series, replication and repetition and specifies the corpus of portraits in 
Port-Royal. I shall examine how the formula became a recognized model, like a brand 
representative of the monastery. 

When Champaigne came into contact with the small group of Jansenists around 1646, the 
community was already in mourning for its spiritual leader, Duvergier de Hauranne, abbot of Saint-
Cyran. The latter had been incarcerated at the Bastille in 1643 by Richelieu for rather obscure and 
complex reasons, but mainly because he represented a political threat similar to that of the parti 
Dévôt. Saint-Cyran was only released after the death of the Cardinal and died six months later, as 
a consequence of his ill-treatment. The dissidence of Port-Royal was thereby established and 
would continue to develop until reaching its tragic climax at the beginning of the eighteenth 
century, when the monastery of les Champs was burned. Champaigne had not met Saint-Cyran at 
the time, as established in a letter from Sacy that I shall later quote. Moreover, Saint-Cyran was 
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Richelieu's enemy at a period when the Cardinal was Champaigne’s patron, which could have been 
an obstacle to meeting the abbot. So, following the death of Saint-Cyran, the community 
approached another painter, Daniel Dumonstier (1574-1646), to draw a portrait of the deceased 
(fig. 129b). Dumonstier was the descendant of an illustrious family of draftsmen, and like 
Champaigne, a valet de chambre of Louis XIII, yet older, and considered one of the great 
crayonneurs housed in the Louvre. However, Dumonstier was also known for his skepticism 
concerning religious matters and his unconventional freedom of thought. The Jansenists likely 
engaged the artist for social reasons - a choice they surely regretted - before turning to Champaigne 
a few years later. Nevertheless, Dumonstier’s drawing of the abbot, completed a year after his 
death, and was immediately engraved by Pierre Daret (fig. 129c). The result was probably quite 
similar to the model. I shall return to a comparison of the two artists in an attempt to justify the 
Jansenists’ preference for Champaigne.29 
 

b) The anxiety of an emergent community 
 
I focus in this section on Port-Royal’s quest for a visual identity - even if its objectives 

often proved to be contradictory - in order to assess the pertinence of the painter's response to the 
expectations of a developing community undergoing challenges and needing to position itself to 
survive amid a seventeenth-century boom in the establishment of convents.  A brief historical 
review of the creation of Port-Royal and its development until 1646, when Champaigne carried 
out his first commission for them, will allow me to put the issue of iconography in Port-Royal 
within context, before reconsidering it solely from the perspective of portraiture. 

In 1602, Angélique was just eleven years old when her father appointed her the Abbess of 
Port-Royal, a small monastery near Chevreuse. She found herself at the head of a small community 
of about ten nuns under the jurisdiction of Cîteaux.30 Aware of its looser moral conduct and 
mismanagement, including her political appointment at a very young age, she took her fate in hand 
and decided to bring Port-Royal back to the strict observance of the Rule of St. Benedict. She 
reintroduced the clausura in 1609, during the famous "Journée des guichets," when she prohibited 
her family from visiting the nuns, including herself. With this first act of resistance began her 
Catholic reform movement, which was articulated around a genuine deployment of prayer and the 
construction of the theoretical foundations of Jansenism that were gradually established by the 
sharpest minds of the century - from Antoine Arnauld to Pierre Nicole, Pascal, and even Jean 
Racine. This first act of resistance conducted by mère Angélique fueled a new spirit within the 
community and among the nuns. The supremacy of conscience and quest for truth were to prevail 
over any civil authority. This commitment to action served as an example to a hundred of nuns, 
but also major patrons such as Mme de Sablé or Mme de Longueville, as well as laypersons 
including writers, "memorialists" and grammarians, comprising a network of aristocrats. One 
therefore can conclude that as soon as the community asserted itself, it was marked by a spirit of 
resistance, but also characterized by a split between female and male, between those inside the 
clausura and those on the periphery, called "les amis du dehors," who were for the most part 
laymen who adhered to the monastic rules. This foundational dialectic created a fruitful dialogue 
between the rigorous religious practice at the center of the community and the theoretical debates 
nourished by the periphery. This dialectic was most productive and driven by writers with different 
sensibilities, but dissensions could also be fueled by the gap between a spiritual ideal and the 
imperfect daily practice of the sinner. In this respect, I can question whether the images could 
supplement the writings, help resolve the tensions and be integrated into their devotions. 
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In 1625, the nuns of Port-Royal abandoned the monastery of les Champs (fig. 140) due to 
its insalubrity, following an epidemic that caused the death of about fifteen sisters. They settled in 
a small place on rue du Faubourg Saint-Jacques, which they gradually restored (fig. 142). Port-
Royal in Paris, became, for about twenty years, the only location of the clausura, while the former 
Port-Royal-des-Champs (in the village of Magny-le-Hameau, about 30 miles from Paris) was 
abandoned. It was occupied by les amis du dehors who restored it from 1637, before the site was 
re-occupied by the sisters after 1648. The division between inside and outside was reinforced by 
the very particular geography of Port-Royal, spread over two sites, Paris and les Champs, but also, 
within the site of les Champs, divided between the abbey in the valley ("dans le vallon"), and the 
Granges, place of the Solitaires, above. The Château de Vaumurier, built just opposite the abbey 
of Port-Royal-des-Champs, would create another circle of proximity for les amis du dehors, since 
the owner, the Duke of Luynes, organized intellectual meetings during which contemporary 
theories, scientific or religious - from Descartes to the Jansenists - were discussed. From a painter's 
perspective, this multiplicity of places was potentially beneficial and proposed a range of possible 
uses and locations for paintings. These different locations also highlighted the importance of the 
circulation of images in Port-Royal, which depended upon a good system of copying and 
replication of images to resolve the difficulty for the community of being geographically scattered. 
The abbess travelled constantly between the two centers (not to mention the subsequent diaspora 
during phases of repression, which further complicated the movements of circulation).  

In 1627, Angélique encouraged a change of jurisdiction for the monastery, which became 
episcopal (secular), under the control of the Archbishop of Paris, and no longer regular (order of 
Citeaux). As a result, the mother abbess, assisted by a prioress, was to be elected for three years, 
which was to prevent the privileged status of heir. Angélique did not hesitate to resign from her 
position; however, she was re-elected until 1630, assisted by her sister Agnès, the prioress, until 
mère Le Tardif subsequently took over. The history of Port-Royal thus became punctuated by 
three-year periods, each interval with one abbess at the head of the community. They lived in Paris, 
but after 1648, were in charge of both Paris, and Les Champs. This also implied that the prioress 
was entirely dedicated to les Champs, although under the supervision of the Abbess in Paris. After 
the 1665 religious controversy and the dilemma for the nuns over whether or not to sign the 
Formulary to validate or deny Cornelius Jansen’s five propositions, Paris and Les Champs' "split 
up" and had different governance. The nuns who compromised with the Church authority and 
signed, remained in Paris, while those who resisted Jesuit pressure, refusing to sign the Formula 
of Submission for the Jansenists, were forced to settle in Les Champs. The geographical gap had 
become an ideological gap. A provisional peace, "paix de l’église," was fortunately restored around 
1666. However, the two places of authority, implying governing by proxy, would impact 
portraiture and justify the need for effigies in both places. 
 

c) The quest for a spiritual leader 
 

The settling in Paris, where many different religious orders of the Catholic Reformation 
were already flourishing, further increased the need for Port-Royal’s theological positioning. mère 
Angélique also felt the need for spiritual guidance and sought the support of spiritual leaders 
("directeurs de conscience"). François de Sales, who had created the Order of the Visitation and 
enjoyed immense notoriety in Europe, including among those surrounding Richelieu, played a 
pacifying role between 1619 and 1622 when, unfortunately, he died in "odeur de sainteté." He 
instilled a Salesian spirit within the community, was open to education, tolerant towards various 
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forms of piety ("nothing by force, everything by love," was his motto), proposing a harmonious 
resolution between action and contemplation. His role was difficult to replace. Port-Royal’s history 
took a new turn when Sébastien Le Bouthillier, whose family would always support Champaigne, 
introduced Robert Arnauld d'Andilly to Jean Duvergier de Hauranne, abbot of Saint-Cyran:  

Il se fit une telle liaison de leur cœur qu’il semblait qu’ils se fussent connus toute leur vie.31  
Andilly then introduced the abbot to his entire family. Angélique and the abbot began a 
correspondence and in 1624, she expressed how happy she was to know Saint-Cyran, who she 
found "ever more excellent" and considered to be "un ami incomparable." However, preoccupied 
with competing responsibilities, the abbot only gradually become involved in the affairs, as well 
as spiritual and ideological positioning of the monastery at Port-Royal.  

Meanwhile, establishing itself in Paris proved challenging, initially due to the difficulty of 
attracting financial support beyond the Arnauld family and defining the spiritual identity of the 
small community. Mère Angélique sought the advice of Zamet, the Bishop of Langres, a supporter 
of the Carmelite rule – at a time that Champaigne was decorating the neighboring convent, the 
Carmel of rue du Faubourg Saint-Jacques. Angélique was concurrently called upon to reform the 
Abbey of Maubuisson, while her sister, mère Agnès, was appointed Abbess of Le Tard from 1630 
to 1636. In the early stages, the construction of Port-Royal's identity was not linear, but the result 
of trial, error, fusion with and distancing from other communities. In the following study, I will 
focus exclusively on historical events that underscore the community’s uniqueness and its capacity 
for resilience.  

In 1633, Zamet encouraged mère Angélique to create l’Institut du Saint-Sacrement, which 
she directed for five years. This initiative would fail, but it would leave a durable imprint on the 
spirit of Port-Royal when Angélique reintegrated her monastery in 1636.32 The idea behind the 
Institute was to allow veneration of the Saint-Sacrement, day and night. Practically, it meant 
placing the celebration of the Eucharist at the heart of its religious practice. This devotion insisted 
on the real presence of Christ in consecrated bread and wine. Visually, a lantern is suspended 
above the altar and contains the host – "signe visible d’une invisibilité." An example of this type 
of suspended object was represented in a very small painting from Champaigne, The Vision of 
Saint Julian (fig. 143c), which, according to Lorenzo Pericolo, was probably painted when 
Angélique transferred from the Institute back to Port-Royal.33 It was also in 1647 that the nuns 
abandoned the black scapular for a white one symbolizing the broken bread (the body of Christ), 
decorated with a red cross symbolizing the wine, (blood of Christ). In his paintings, Champaigne 
played with the graphical contrast of the robe, which is particularly noticeable in the Louvre Ex-
voto (fig. 139a). The simplicity of the garment echoed the painter's reduced palette - shades of 
white and grey, punctuated by a red spot.  

As the community was affirming its faith, another controversy targeting Port-Royal arose 
over the Chapelet secret of mère Agnès, which instigated renewed complicity with the abbot of 
Saint-Cyran who was identified as a dissident. The Chapelet secret was a simple piece of poetic 
writing that mère Agnès had written in the form of a prayer. It sincerely expressed her personal 
devotion but was interpreted by the enemies of Port-Royal as heretical. The escalating controversy 
intensified the fracture with the Jesuits. Zamet turned to the abbot of Saint-Cyran, whose wise 
advice was expected to calm the social climate; but his defense of Port-Royal ultimately led to his 
imprisonment five years later. Following the affair, the situation deteriorated and antagonisms 
between different religious orders intensified. From 1634, Saint-Cyran began to preach on Sundays 
and holidays at the Port-Royal parlor in Paris, where a dozen nuns would pray. The abbot, 
appreciated for his perspicacity and irreproachable conduct, was quite uncompromising and not 
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known to flatter the nuns. Saint-Cyran also introduced them to the priest Singlin, whom he had 
chosen as his assistant and successor and to whose important role I will return. 

In 1635, Saint-Cyran became the main adviser to mère Angélique. He was also a preacher, 
a spiritual director and a confessor for the nuns. He died as a martyr and became an emblematic 
figure for the community. Before dying, he had prompted the nuns to make a lasting commitment 
to the path of monastic reform. He had encouraged them to establish "a divine sanctuary" within 
an internalized "home" founded on faith, guided by the will of God. This internalization of the 
monastic Rule of St. Benedict aspired to transform their souls and bodies into true "temples" 
receptive to the grace of God. Saint-Cyran's spiritual and rigorous leadership allowed the Port-
Royal community to gain not only notoriety but also intellectual strength through the nuns' self-
examination. Thus, was renewed the successful conjunction between contemplation and action. 

 
d) Aesthetics of rarefaction 
 
The conceit of rarefaction applied to the frequency of communion was an important point 

in Saint-Cyran's reform of the monastery Rule. Antoine Arnauld (1612 – 1694) (fig. 149), the 
youngest son of the great Arnaud family, therefore the youngest brother of Arnaud d'Andilly, 
brilliantly synthetized this concept and explained in his book, la Fréquente Communion (1643), 
why believers should avoid taking communion too often. His work was published after the abbot's 
imprisonment and death, and spurred a fruitful dialogue between Barcos, Saint-Cyran's nephew, 
and Sacy, Andilly's nephew. The book was also a great success in Paris but contributed to Port-
Royal's rising reputation as a dissident group. Champaigne was probably reading it in 1648, since 
he was asked to design the frontispiece for its 5th edition, as proved by the signature: "Ph. 
Champaigne in. Poilly sculp.". The artist chose to represent the Parable of the Wedding Feast and 
inscribed the title Sancta Sanctis on the picture.  

La Fréquente Communion is also central to my narrative since Champaigne claimed to 
Hardouin de Péréfixe, the Archbishop of Paris that the book had prompted him to get closer to 
Port-Royal (see the quotation below). Champaigne met the clergyman on July 16, 1664, with the 
pretext of examining one of the artworks he was commissioned – "voir le profil d’une bordure de 
crucifix qu’il avait faite."34 Champaigne, in fact, was meeting the Archbishop at the request of the 
persecuted nuns of Port-Royal, with the hope of finding conciliation. At some point, Champaigne 
evoked Péréfixe a discussion that had taken place years earlier and was the spur for his daughter's 
religious calling:  

Je me souviens que c’est vous qui êtes cause que ma fille est religieuse à Port-Royal. Car un 
jour étant dans ma maison, vous dîtes tant de bien du Livre De la Fréquente Communion, 
qu’ayant appris qu’il avait été fait par une des personnes qui conduisaient cette maison 
(Antoine Arnauld), je me résolus d’y mettre ma fille en pension. Il est vrai, dit l’archevêque, 
que le livre De la Fréquente communion est un livre admirable : je ne l’ai jamais lu sans en 
devenir meilleur ; et je l’ai lu cinq ou six fois.35 

The nuns who refused to sign the Formulary, by which the Holy See condemned Jansen’s Five 
Proposals, exasperated the Archbishop. Undoubtedly to appease the clergyman, Champaigne 
reminded him of a former period of religious peace, twenty years earlier, when Péréefixe had 
introduced Champaigne to Port-Royal's educational program.36 Champaigne did not hesitate to 
express his affection for certain members of the community: "Je connais quelques-uns d’entre eux, 
Monseigneur, et surtout M. Arnauld, mais je vous assure que je n’ai jamais vu plus grande 
bonté…" 
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Arnauld's theological essay was influenced by Saint-Cyran, whose enduring influence 
imparted a new "spirit" within the group, prioritizing rarefaction as a theological principle - which 
as I will suggest, had an aesthetic dimension. He encouraged the nuns to refrain from taking daily 
communion in order to meditate more profoundly and develop a deeper desire for the Eucharist. 
He suggested focusing on the act of faith, conditioned by the grace that only God could give, and 
to value quality over quantity. This rarefaction of Holy Communion, specific to Port-Royal, found 
a pictorial equivalent in the restraint of the painter's gesture. This sobriety has often been used to 
characterize Champaigne's art: applied to bust portraits, it was defined as monochromic 
backgrounds, fewer accessories and a focus on the sitter's face. Although the pictorial restraint was 
not limited to his Jansenists' portraits, it effectively reflected their severe attitude towards the Rule 
and their "spirit" - as they described it themselves. I will next explore in greater detail the resonance 
between pictorial execution and spiritual intention. 

 
e) Pedagogy at "les Petites Ecoles" 
 
Regarding Saint-Cyran's legacy, it is important to mention that he contributed to the 

creation of two satellite establishments - the Petites Écoles and the Solitaires. Both groups are 
closely linked to the identity of Port-Royal. They enlarged its circle of supporters, including les 
amis du dehors, and formed a protective screen for the spiritual center within the clausura. This 
group of intellectuals supplied the theoretical material needed to strengthen the faith of the nuns, 
while establishing links with the great aristocratic families who supported the community - 
morally, politically and financially. Images were an important component of this communication 
strategy, despite an emphasis on pedagogy and writing. 

Les Petites Écoles began at Les Champs under the direction of Singlin as an experiment 
for boys, in the summer of 1637. On October 18, 1646, they officially opened in Paris, near the 
Luxembourg Palace. Lancelot (1616-1695), one of the Solitaires and a close friend of Saint-Cyran 
who would later become a sub-deacon in his abbey, was among the preceptors. Les Petites Écoles 
welcomed boarders, including girls, with the mission of instilling good morality, "pour les 
instruire en la crainte de Dieu durant plusieurs années… pour les former dans les bonnes mœurs, 
selon les règles du christianisme." Rules were included in the Constitutions of Port-Royal: 

Les petites filles seront dans un département séparé des religieuses, avec une maîtresse pour 
les instruire en la vertu, à laquelle on donnera des aides pour les servir et pour leur apprendre 
à lire, à écrire, à travailler en linge et à d’autres ouvrages utiles, et non de ceux qui ne servent 
qu’à la vanité. 37 

Among the texts read by the young girls were undoubtedly the works of Saint-Cyran, such as 
Théologie familière or Lettres.38 Andilly's daughters attended the school, as did those of the 
Liancourt family (known for their important collection of paintings) and of the Lorraine d'Elbœuf 
family; thus, creating a network of parents. Before the school's dispersion, in 1658, seventy-three 
young girls were boarded there.39 

Champaigne boarded his two daughters - Catherine, born in 1636, and Françoise, born in 
1637 - at les Petites Écoles de Port-Royal, Paris from 1648 onwards. Françoise, unfortunately, 
died on August 26, 1655, when Catherine, who already intended to take the veil, was in training 
in les Champs as a postulant to the novitiate. Mère Agnès sent several touching letters informing 
Catherine of her young sister's disease and eventually of her death. This ordeal would contribute 
to the lasting bond between Catherine, her father and the Mothers Superior – Angélique and Agnès. 
Catherine became a novice on August 8, 1656, and then took her vows on October 14, 1657, as 
sœur Catherine de Sainte-Suzanne Agnès. After the death of Françoise, mère Agnès suggested that 
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Catherine inform her father, but advised her to restrain her feelings and limit her emotions: « … 
ne vous étendre pas trop en paroles de tendresse, qu’il faut écouter le moins que l’on peut ». She 
suggested instead strengthening herself with God’s help, through mourning:  

Je demande à Dieu pour vous, ma très chère sœur, qu’il imprime tellement dans votre âme par 
sa sainte grâce le ressentiment du don qu’il vous a fait de son Fils unique, afin que sa mort fût 
le prix de votre salut, que vous lui soyez fidèle dans ce qu’il demande de vous en la mort de 
votre sœur unique.40 

The idea that God imprinted the soul was part of a recurrent vocabulary that placed grace at the 
center of man's relationship with God. It was also an element of a pictorial vocabulary to which 
the painter would have been sensitive. Such dependence upon grace was also explicit in the advice 
that Catherine received from mère Agnès during her novitiate: 

Il faut être aussi persuadé de sa faiblesse dans les petites choses que dans les grandes, et que 
nous ne saurions faire le moindre bien, ni fuir le moindre mal, sans le secours de sa grâce.41  

This sober and receptive posture inspired Champaigne, who transposed into pigments the 
transcendence of a hidden God – Lucien Goldmann's Dieu caché.42  

More generally, one can conclude from the creation of les Petites Écoles that pedagogy 
was a fundamental component of Port-Royal, which suggests the potential of using images for 
pedagogical ends. Imagery would eventually assume an important place in the nuns' daily lives but 
be regulated by the monastery's Constitutions (chapter XIX). Images were authorized, but limited 
to specific locations and subject to three prohibitions, that of delight, selfishness, and 
counterfeiting: 

Il n’y aura point de superfluité de tableaux dans le monastère, mais seulement ce qui sera 
spécifié, savoir : 
Dans le chœur, six. 
Dans l’avant-chœur, quatre. 
Dans le réfectoire, six. 
Dans chaque infirmerie, quatre. 
Dans la chambre de la Communauté, deux. 
Dans le noviciat, quatre, 
Dans chaque office, un. 
Et de même dans tous les passages afin qu’on ait partout un objet de piété.  
On ne pourra excéder ce nombre, mais on se passera à moins quand on ne l’aura pas et on ne 
fera pour cela aucune demande, sinon à ceux qui s’offriraient à donner quelque chose ; en ce 
cas on les suppliera d’en donner quelques-uns, et qu’ils ne soient plutôt qu’en détrempe (...)43  

These rules reveal the dilemma of maintaining equilibrium between pious imagery and the risk of 
the superfluous. The preference for tempera, rather than oil, was based on the same vow of poverty, 
which the opulence of oil paintings could compromise. The need for donations was explicitly 
invoked; implying theoretically that no commission paid to a painter was accepted. However, les 
amis du dehors were not submitted to the same rules and could act as intermediaries, as I shall 
observe concerning Sacy. Most revealing perhaps is this paragraph, invoking the relation between 
images and visions: 

Si la pauvreté ne permet pas qu’il y ait des tableaux partout où nous avons dit, les sœurs 
s’exciteront à dévotion par leurs dévotes pensées et prieront Dieu de graver en leur âme une 
vive représentation de ses mystères et des exemples des saints. 

The painter's comparison with God as Pictor is quite explicit here through the metaphors of 
imprints and impressions: the artist's and the Creator's symmetrical roles are to mark the souls, 
like pigment on canvas. The importance of visions inserted into the prayers was reaffirmed. 
However, visions were not visible like those of Saint Teresa of Avila formed in front of her eyes, 
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but internalized, invisible, in the nuns' hearts. The painter's role was explained by this printing 
metaphor: he was expected to impress the souls with his brushes. 
 

f) Dialectic of the Solitaires: words and images 
 
The second establishment was quite specific to Port-Royal, since it concerned men, mostly 

laypeople, wishing to take a vow of solitude and withdraw from the world to devote themselves to 
a life of prayers, penance, silence, and work. At Port-Royal, a Solitaire was the equivalent of a 
monk. The latter adopted the status of "defender of the Truth," referring to Carthusians who 
advocated a spiritual life in solitude, thus initiating the eremitical model and dedication to holy 
writings. This group of hermits including M. Lancelot, M. Séricourt and M. Gaudon assembled 
rather fortuitously in the desert of les Champs around Singlin and began teaching students at the 
Petites Écoles. 

Antoine Le Maistre (1608-1658), the eldest son of Catherine Arnauld, Andilly's sister, who 
was separated from her husband, Isaac Le Maistre, was raised with the children of Antoine 
Arnauld, the patriarch - as was his younger brother, Simon Le Maistre de Séricourt - who died in 
1651 - and his younger brother, Isaac-Louis Le Maistre de Sacy (1613-1684). Among them, the 
youngest son Antoine (known as "le Grand Arnauld"), named after his father, was famous for his 
writings, and was the same age as of the Le Maistre brothers. Andilly, twenty-five years older than 
the rest, was almost a father figure for the group. In 1637, Le Maistre, much affected by the death 
of his aunt, Andilly's wife, chose to abandon his career as a lawyer, though his arguments had 
earned him a considerable reputation. Inspired by Augustine's conversion, he decided to remove 
himself "to the desert”. Antoine Le Maistre thus became the original Solitaire. Before settling at 
les Champs, he first stayed in Saint-Cyran's house in Poitou. However, on May 14, 1638, 
Richelieu, under the influence of Father Joseph who opposed the parti Dévôt of the Queen Mother, 
arrested the abbot. During the first year that their leader was incarcerated, the Solitaires dispersed, 
before reuniting in les Champs, at the ruined abbey the nuns had abandoned more than ten years 
earlier. In 1638, it was the turn of le Grand Arnauld, also a brilliant lawyer, to make a sensational 
conversion. Andilly did not join them until 1646. 

Thanks to Mathieu Molé, following Richelieu’s death, Saint-Cyran was liberated at the 
beginning of 1643. Upon his release, he was driven in the coach of the Duke of Luynes to les 
Champs, where he joined Le Maistre, who was working on his Apology of the Abbot of Saint-
Cyran, begun in 1639 and published in 1644. Saint-Cyran encouraged him to also write about the 
lives of the saints. Saint Bernard occupied a very special place in the Jansenists' hearts because of 
his austere teaching and rule of life. Each year a pilgrimage to St. Bernard's tomb in Clairvaux was 
organized. Le Maistre travelled there in 1657, a year before his death. 

The theme of retreat was central to the Solitaires' preoccupations. The garden, the site of 
Saint Augustine’s conversion in the Confessions, became a privileged place for otium. Working 
the land, which favored contemplation, was integral to the group's vocation. Solitude was 
considered the ultimate attainment of Christian life - at a time when interiorization of religious life 
was supplanting the collective order.44 Such a quest for solitude generated many mystical models 
but also images "of the desert" - such as the landscapes that Champaigne painted ten years later 
(1655) for Anne of Austria at her Val-de-Grâce apartments. These images were based on Andilly's 
1647 translation of the Vies des saints Pères du désert et de quelques saintes écrites par des Pères 
de l’Eglise et autres anciens auteurs ecclésiastiques. Saint Bernard, like Saint John the Baptist or 
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Saint Magdalene were the best representatives of this recluse model. Through his paintings 
Champaigne would introduce all of these saints within the clausura. 

Champaigne seems to have been solicited very early on by the Solitaires: the Life of Saint 
Bernard, by Antoine Le Maistre, was published on 14 December 1647 (Paris, A. Vitré and Vve 
M. Durand, with a printing date of 1648) contained a frontispiece engraved by Morin.45 The model 
for this etching was Champaigne's oil painting depicting Saint Bernard in ecstasy reading the Song 
of Songs in his cell. It was placed in the Chapter Hall of Port Royal. This confirms 1647 as the 
year Champaigne began collaboration with the Jansenists. The portraits that I shall study in the 
second part probably predate this painting of a saint, but by only a few months. 

The Solitaires' model, linked to the theme of retirement, is also inseparable from memoir 
writing (les Mémoires); a practice that contributed to their notoriety as well as their persecution. 
In the "desert," the hermit's pen that spread the sacred word served as a revealing medium for grace 
- just like, potentially, the painter's brush. So, the tacit figure of the "Solitary Painter" permitted 
the development of a visual identity for Port-Royal based on the example of the written word. I 
will argue that parallelly Champaigne's success depended on his reputation as a Solitary painter. 

The predominant place of the written word in Port-Royal, where many editorial 
collaborations developed (memoirs, grammar books, translations, etc.) often overshadowed the 
role of images - contradicting the false reputation of Port-Royal as being iconoclastic. Historians 
more recently revisited this theory and reconsidered the role of images for the Jansenists. To 
follow-up on these recent trends, the explicit parallels that existed between the practice of writing 
and painting can be usefully recalled. Interestingly, this free association of letters and pictures was 
visible on the walls of the abbey. A description of Port-Royal-des-Champs by Jean-Baptiste 
Louail, in 1693, revealed that phrases were painted on the walls, interspersed with the pictures, 
like alphabets, clearly showing that the images served a didactic purpose in support of prayer: 

Le long des murailles, d'espace en espace, on voyait des tableaux et des sentences écrites en 
grosses lettres qui, ayant rapport à tous les objets qui se présentent aux yeux, instruisent à 
chaque pas, remplissent l'âme de grandes vérités et lui inspirent les sentiments dont elle doit 
être pénétrée dans toutes ses actions.46 

The explicit dialogue between painted letters and images also existed in the portraits, which 
typically featured an inscription at the bottom, simulating an engraving on an illusory windowsill. 
This intermediate space within the representation, separating the figure from the viewer, created a 
tension that was simultaneously reinforcing the illusion of the subject's presence and disrupting it, 
reminding the viewer that it was, in the end, only a picture. The same tension was used in the 
picture of the Dead Christ (Louvre) (fig. 151 bis) that features Christ, laying inside his reliquary 
tomb (which is an impossible view!) and resting on an engraved stele. As Frédéric Cousinié argued 
in his thorough analysis of the painting, Christ's body is displayed as an invitation to prayer, 
offering a direct and non-mediated access to an interior space (Christ's heart) by the bloody wounds 
that play as openings.47 The body is like a door on the divine mystery that allows the viewer to 
meditate through its direct contact. However, I would add that the association of the body painted 
in stereoscopy, highlighting the illusion of his presence, with the letters engraved on the flat surface 
of the tomb, which speaks to reason, creates a contradictory effect cancelling the full immersion 
in the image.48 The printed letters by revealing the process of representation, the flatness of canvas 
and conversely, showing depth as a pictorial artifice, prevented any risk of idolatry. The same mise 
en abyme was also used in Champaigne's Ex-Voto (fig. 139a), in which words painted on canvas 
were again included within the image. The long inscription was painted, as if engraved, on the wall 
of the cell in which the nuns were praying. This combination was the result of the collaboration 
between Champaigne, his studio, and Dr. Hamon, a Solitaire who provided the painter with text. 
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I shall come back to the significance of this double portrait at the end of the chapter. For now, I 
only wish to insist on Champaigne’s recurring use of inscriptions to protect the image from the 
temptation of idolatry. 

Louis Marin, in his semiotic system of representation, theorized that this fruitful alliance 
of the written word (or Logique of Port-Royal) with the pictorial, described as a set of signs 
representing an original object (or subject, like a living model). In the same way that words 
transmit ideas, a picture, according to his theory, recovered the object it imitated, proposing 
something visible, as a substitute for what is absent and invisible. Logically then, the representation 
was the result of a tension between the original object/subject that it was hiding and the artifact 
that was revealing the object. Since representation acted as a screen to reality, Marin's concern was 
precisely to question the nature of this "rapport de visibilité" that measured the gap between the 
object (the natural) and the pictorial sign (the representation). By unpacking this symbolic 
substitution, Marin was simultaneously denouncing its possible disillusion - "la force déceptrice". 
Eventually, Marin concluded, in the context of Port-Royal, that the quest for the "truth in painting" 
was similar to that for transparency, to reduce the opacity keeping the original conceit hidden. The 
clarity of the written expression would be obtained by canceling the distance between the sign, 
pointing to the conceit, and the conceit itself: 

Tout l'effort d'analyse des logiciens de Port-Royal consistera à repérer, délimiter et circonscrire 
ces zones d'ambiguïté où les signes prolifèrent en liberté, pour les réduire au schéma clair et 
simple indiqué au point de départ de leur discours.49 

In other words, Jansenists were not so much interested in the representation of the subject as in its 
revelation; not so much in its mimetic resemblance (because they acknowledge the irreducible 
dissimilarity between the object and the sign) as in its power of revelation. They emphasized the 
process of knowledge leading to the idea beyond the visible. The clarity that Port-Royal's logicians 
wanted to achieve in their writing (especially in translations) was applied, by analogy, to the 
pictorial signs that pointed to the originals. In les Pensées, Pascal questioned the status of copies: 

Quelle vanité que la peinture qui attire l'admiration par la ressemblance des choses dont on 
n'admire pas les originaux.50 

Pascal similarly contrasted authentic original objects ("les originaux") with their obstructing 
mimetic representations ("la ressemblance des choses"). It was for him a way to denounce the 
illusion of mimesis and to question the mediation of the painter. The same standard demanded of 
Scripture – to reflect the word of God onto souls like a mirror - could be transposed onto pictures. 
Nicolas Fontaine, promoting the function of the metaphoric mirror, was encouraging the same 
ideal of transparency: 

Ce miroir est sans tache & ne flatte point. Il faut y voir ce que l’on est, & y contempler à loisir 
& avec soin, le visage de nostre ame, afin de gemir si l’on est difforme & de benir Dieu si on 
ne l’est pas. L’ame a plus besoin de miroir que le corps ; & la parole de Dieu, qui luy monstre 
jusques aux moindres laideurs, fait ce que ne font pas les miroirs du corps, c’est à dire qu’en 
nous montrant nos laideurs, elle nous monstre en mesme temps le moyen de les changer en 
beauté.51  

Fontaine suggested that mirrors could reveal our true selves and help improve the worshipper. 
Consequently, might painted portraits act as a reflective mirror, imparting a sort of higher truth to 
the viewer, and thereby become a conduit for meditation? In other words, under which conditions 
would the image be introduced within the clausura as an instrument for asceticism? The 
ambiguous positioning of Champaigne's portraits, oscillating between an apology and a critique of 
the visible, was a crucial issue to be recognized as such. The painter's understanding of the duality 
of the visible is probably what made him appealing to the community. 
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3) The challenge of images in Port-Royal 

 
Images in Port-Royal should not "entertain," in keeping with Pascal's strictures against "le 

divertissement," condemning any thought that would distract man from being entirely turned 
towards God. Images were acceptable as stepping-stones for attaining knowledge of God, in so far 
as they responded to the Christian metaphor of man being created in God’s image. However, 
images were continually blamed for fueling personal vanity, which was a constant source of 
torment for the authors of memoirs. Jansenists needed to resolve the dichotomy between the desire 
for introspection and self-knowledge with their anxiety regarding egotism. I shall try to unpack 
these tensions and simultaneously examine how they infused Champaigne's work. 

 
a) Thinking the analogy: God Pictor 

 
The question of resemblance associated with replication and circulation of images, as 

developed in the previous chapter and which preoccupied Richelieu, differs from what concerns 
the Jansenists here. For the clergy, human relationships were not reducible to copying or mimetic 
processes. As St. Augustine stated, "an egg is not the image of another egg." The attention to 
likeness, in the sense of exact reproduction of an outer appearance, was not valued as such within 
the Christian community. Nevertheless, the question of resemblance could not be avoided when 
touching on the mystery of Creation and unraveling the enigma of men who were created in the 
likeness of God, after His image - and yet did not resemble Him. Adam's original fault was the 
first sign of non-resemblance to the divine perfection. St. Augustine introduced another type of 
affinity, "by participation," or by analogy. To understand the argument, it’s easier to prove a 
negative. 

For a politician like Mazarin, the non-resemblance was a regrettable gap (see our previous 
chapter): a "defectuoso." For a Jesuit or a Jansenist, any difference was a relief, since an exact 
likeness to God would be an outrage. Icons cannot become idols because they remain at a 
reasonable distance from their divine original.52 It was enough for man to look like God – without 
need to be similar. But for St. Augustine, this regio dissimilitudinis (Confessions, VII, 10, 16), 
once acknowledged, must also be healed, since it bore the stigma of original sin. Thus, the image 
needed to be asymptotic: tending toward an unattainable resemblance with the divine. Its power 
lay in this approximation while progressing from opacity to transparency - towards a state where 
God would allow himself being contemplated "comme le ciel dans l'eau d'un basin." 53  The 
Christian was like a painter who tirelessly modified his picture. 

The pictorial metaphor that Fontaine called upon to explain the process of analogy was 
widely developed in his Dictionnaire Chrétien (1691). According to him, God was a scriptor, but 
also a pictor, since words could produce images, and nature could generate pictures - even if those 
images were dissimilar to the natural originals: 

Quelque belles & agreables que soient les peintures, elles n’approchent jamais de la beauté, ny 
de l’agrément des visages naturels qu’elles representent, & moins encore les excellences des 
personnes : ainsi tout l’ordre de ce monde, ne represente que foiblement l’ordre du ciel.54 

If the celestial was replacing the natural, man's artifact could not compete with its model in Heaven 
and was reduced to a vain forgery. 

The Jesuits shared the idea of man’s iconic condition, elucidated through metaphorical 
language. However, they accepted the pleasure images engendered and did not hide their love of 
art, comparing a painter's practice to the ontological creation of human beings: "Le monde est une 
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scène pleine d'images et l'homme lui-même est image et il passe sous forme d'image, quoi 
d'étonnant donc qu'il prenne plaisir aux ressemblances et à l'imitation des choses?"55 Yet, for the 
Jansenists, images remained a testament of man’s Fall. Its inescapable dissimilarity testified to its 
weakness, more than its strength. In particular, the portrait – the image of an image – risked being 
a manifestation of hubris. 

A similar dispute previously arose between, abbé Suger, Bishop of Saint-Denis (first 
portrait in the Galerie des Hommes Illustres), pleading in favor of the deployment of artistic images 
in any form (whether it be sculpture, stained glass, or illustrated books), against St. Bernard, 
Bishop of Clairvaux and the venerated ancestor of the Jansenists, who decried the excess of 
imagery in churches. 56  Transitioning from Suger to St. Bernard was the major change of 
perspective Champaigne was to undergo over a period of ten years, in his evolution from Cardinal's 
favorite to painter for the Jansenists. 
 

b) Thinking the Self 
 
As I previously argued, the demand for portraiture could not be resolved through the 

accomplishment of mere likeness; the link between the original subject and his representation was 
not mimetic, but analogical, after God’s image. What mattered was to convey the idea of the 
model, rather than its form. A reproduction, although suspect, testified to man's ontological 
relationship to the Divine and therefore had to be taken into consideration. Portraiture needed to 
be approached from two angles; the sitter's perspective as a portrait of the self and the painter's in 
contemplating the model. Both gazes – the reflective self and perception of the model - were 
equally open to considerations of vanity and curiosity, as Etienne Jollet suggested in his study of 
the gaze in Champaigne's paintings (see also note 23):  

Le portrait, en tant que présentation d'un homme aux hommes, non seulement soumet le modèle 
au péché d'orgueil, mais également menace le spectateur de se perdre dans l'abîme de la 
curiosité.57 
God is a Pictor; by analogy, man is a painter, but a mediocre one, sinning through hubris, 

since "l’homme est un Peintre qui se fait toujours un portrait agréable de luy-mesme."58 Fontaine, 
quoting Saint Chrysostom, defined portraiture by its ontological non-resemblance: 

Tout est plein de portraits. Chacun veut avoir le sien ; chacun en fait present à son ami. Sur 
quoy on peut dire icy, ce que saint Paulin écrit à Saint Severe qui luy demandoit son portrait. 
Quelle consolation solide & veritable vostre amitié trouvera-t-elle dans une si vaine image ? A 
qui voulez-vous que le portrait que vous me demandez, ressemble ? Est-ce à l’homme celestre, 
ou au terrestre ? …Je rougis de me faire peindre tel que je suis, & je n’ose pas me faire peindre 
tel que je ne suis pas. Je sais ce que je suis, & je ne suis pas tel que je voudrois estre. Je prie 
Dieu qu’il brise en moy cette image qui me déplaist, & qu’il retrace & acheve en moy son 
image.59 

 A painted portrait is inherently dubious as each frozen recording is false; a vain effort, especially 
as it seeks to seduce or compensate for loss of friendship. Mère Angélique's letter of February 25, 
1637, to another nun, has often been quoted as an example of the aversion to portraiture as a form 
of pride:  

Je ne vous puis surtout pardonner le vain désir que vous avez d’avoir mon portrait et je vous 
dis devant Dieu que je croirais l’offenser mortellement de consentir qu’on me tirât. Est-il 
possible que vous ne voyiez point la vanité de ce désir et la griève faute que je ferais d’y 
consentir ?60 
The sin of vanity, more readily attributed to the coquetry of women, was antithetical to the 

need for introspection: portraits were suitable only if they functioned as mirrors and contributed 
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to the ideal of transparency. According to Bérulle, a man was "absent" from himself if he avoided 
looking at himself, so as not to see his defects. St. Augustine, too, renewing the dialectic between 
the outside and the inside, encouraged the abandonment of distracting imagery in favor of interior 
reflection, the seat of the divine: 

Combien les hommes, par tant de différents arts et de différents ouvrages, ont-ils ajouté 
d'attraits à ces tentations qui nous charment par les yeux, soit dans les habits ou dans les 
meubles, dans les peintures et les autres choses pareilles (...) s'attachant ainsi, au-dehors, aux 
ouvrages de leurs mains, et abandonnant au-dedans celui dont ils sont l'ouvrage. 

Introspective self-narratives, following the model of Augustine's Confessions, found a favorable 
echo in Port-Royal and contributed to the establishment of a common history.61 The lives of the 
Solitaires would complement existing hagiographies, beatification of saints, canonization records, 
or enumerations of virtues. An inherent irony was that memoirs ran up against a reluctance to talk 
about oneself. This ambivalence was incorporated into the writing through a movement of self-
criticism. Suspicion of the self induced a movement of self-reflexive writing similar to the 
disclosure of the illusionist process in painting – as I mentioned earlier with the inscriptions and 
their mise en abyme.62 

Our interest focuses on Port-Royal’s response to this ambivalent emergence of the 
individual within the group, including the possible emergence of prominent "figures du Moi," 
especially since the Jansenist community included many assertive personalities and brilliant 
minds. Nevertheless, far from discouraging their creation, Port-Royal promoted memoir writing, 
albeit within a critical framework. I can similarly argue that the making of images was driven by 
the anxiety of their ambivalent meaning, oscillating between introspection and visibility. I will 
analyze, in the following sections, how Champaigne responded to the constraints and created 
images in accord with the "spirit" of Port-Royal. 

Finally, this perception should be qualified by specifying that "les amis du dehors" 
comprised different sensibilities and personalities, some of whom expressed dissension. Some 
Solitaires were more open to visual language than others. For example, Champaigne maintained 
privileged relations with a small group of Jansenists who let themselves be portrayed, such as mère 
Angélique, mère Agnès, Andilly, Sacy, Barcos and Singlin, but neither Saint-Cyran, nor Le 
Maistre, nor Pascal, nor other Solitaires who refused to allow themselves be portrayed. I cannot 
exclude a pragmatic and individual response to the theoretical question of image across the 
community.  

Another example of tension over the issue of self-narrative was the publication, one year 
before his death, of Antoine Le Maistre's Plaidoyers. It was a collection of speeches from the time 
when he was a brilliant, worldly lawyer. These statements were printed and circulated but in an 
edited form, which was distorted and misleading. Le Maistre hesitated over whether he should re 
edit them to reestablish their proper context - something he finally decided to do in a new 
"authentic" edition - or not involve himself in a selfish endeavor concerning work done prior to 
his retirement to les Champs. Ultimately, the pragmatic option prevailed.  

Finally, Pierre Nicole (1625-1695), as a younger thinker who entered into relation with the 
Jansenists around 1642, embraced a more theoretical position in his "Traité de connaissance de 
soi-même," related to the soul impregnated by God - "cette habitation de Dieu dans son temple de 
l'âme" – that remained impenetrable. 63  Even if Nicole categorically rejected the genre of 
portraiture as the expression of self-esteem ("cette malignité de vouloir se faire considérer, & de 
vouloir se perpétuer, en quelque sorte, dans un tableau, de laquelle il est difficile de se défendre 
quand on se fait peindre"64), he owned several pictures, including that of le Grand Arnauld. 
Ironically, Elisabeth-Sophie Chéron would secretly portray Nicole. Despite his iconoclastic 
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tendency, Nicole recognized the need for self-portraits to become aware of his weaknesses and 
free him from illusion: 

Il faut agir à peu près dans cette vie comme si on avait entrepris toute sa vie de faire son portrait, 
c'est-à-dire qu'il faut donner tous les jours quelques coups de pinceau sans effacer ce qui est 
déjà tracé (...) Par là, nous formerons peu à peu un portrait si ressemblant que nous pourrons 
voir à chaque moment tout ce que nous sommes.65 

According to his views, the painter was building a figure of self-knowledge by adding successive 
layers, without possible erasure, which the French psychoanalyst Jacques Lacan explained:  

C'est à partir de ce portrait générique de l'homme que chacun, jour après jour, tracera le sien 
afin de définir interminablement son identité de moi.66  

Nicole left little space for introspection. However, the self-narrative could highlight God's 
purposes: humility, simplicity, clarity, and self-criticism. His Treaty could be understood as a 
laboratory of personal experiences for the benefit of the community. In the end, Nicole denounced 
vanity as commonplace: 

L'amour-propre dit dans le cœur : Après que je serai morte, ce tableau demeurera dans un 
cabinet. Il sera cher aux personnes qui ont désiré l'avoir... & les fera penser à moi, comme si 
j'étois encore moi-même devant leurs yeux.67 

Nicole reversed his self-distrust into a possible methodology for introspection and for the 
revelation of grace. Portraits could similarly be considered as tools for the attainment of self-
knowledge, and consequently knowledge of God. 
 

c) Conclusion: pictorial choice of Port-Royal 
 

I previously discussed the different forms of anxiety that framed Port-Royal’s response to 
images during the first half of the seventeenth century; I now intend to examine how Champaigne 
was able to reflect on these issues through his praxis. The community’s resistance contributed to 
the establishment of its identity and notoriety; the challenges it faced created the need for fostering 
a collective memory under the guidance of spiritual leaders. Parallel to this collective effort, 
individual introspection was encouraged through the tradition of memoirs. 

The specificity of this group, composed of a nucleus of contemplative nuns, surrounded by 
les amis du dehors - the lay community - was reinforced by its dialectical functioning: city/desert, 
male/female, writing/painting, visible/hidden. Although part of the Catholic Counter-Reform, 
Jansenists cultivated a spirit of poverty, symbolized by the rarity with which they worshipped the 
Saint-Sacrement, and with it, the presence of Christ’s body through the Eucharist. The presence of 
the invisible God was subordinated to the mechanism of grace, but visible support was necessary 
to reveal the divine. Images used as a pedagogical tool or support for meditation - contributed to 
nurturing their faith.  

Our consideration of images as a possible expression of these tensions, allows us to 
consider Champaigne as a major player in the community’s self-fashioning. As a portraitist, he 
would augment their social visibility. I shall examine the impact of portraiture along two axes, one 
from the perspective of social geography and the exchanges between the Clausura, the Solitaires 
and les amis du dehors, and the other in terms of materiality and contact with the sacred image. 
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II- PORTRAITURE AS A TOOL FOR SOCIABILITY  
 

The death in 1643 of Jean Duvergier de Hauranne, abbot of Saint-Cyran, obliged the 
community to reinforce its cohesion to withstand criticism. A few years later, they began to engage 
in memoir writing and forged their social visibility in opposition to Saint-Cyran’s enemies. It was 
during this period of quest for identity that Champaigne met the community. Mère Angélique had 
just been re-elected abbess of Port-Royal in Paris (1642-54) while her sister, mère Agnès, was her 
prioress. My work consists in highlighting the resonances between the issues that the emerging 
community faced and the painter's response. 

 
1) Portrait as affective geography: Triumvirate 

 
In this section, I shall consider Champaigne's early pictorial response to the Jansenists as a 

series, or variation on a group portrait. Taken as a whole, the first portraits avoided the issue of 
vanity, previously mentioned. I shall argue that they represented a network of friendships, a kind 
of "affective geography" demarcating the territory of Port-Royal’s influence. Portraits will hence 
be classified according to the topology of the abbey. I shall first examine the representations of les 
amis du dehors who fueled the social life around the nuns’ community, then the Clausura portraits 
- essentially of the abbesses. 

These portraits have been exhibited a few times - in particular at the museum of Port-Royal 
les Champs in Magny-les-Hameaux.  Issues of attribution have already been addressed by art 
historians, so I will not discuss them here, nor whether the works I mention are originals from 
Champaigne’s hand, produced by his workshop, or copies.68 Instead, I shall rely on Dorival’s 
catalogue and on what has been published more recently. I am more concerned with the practice 
of copying and diffusing models, than in the authenticity of the paintings per se. Once more, my 
perspective is anthropological, focusing on portraits as agents, influencing the community.  

 
a) Duvergier, first abbot of Saint-Cyran 

 
Among the body of portraits representing les amis du dehors, I will first examine a set of 

three portraits painted around 1646 or 1647 (fig. 132): the first abbot of Saint-Cyran (painted from 
a death mask three years after his death since the Abbot always refused to sit for a portrait), Barcos 
(painted from life), and Singlin (also painted from life but date is uncertain). 

Duvergier de Hauranne, the first abbot of Saint-Cyran, is represented in a bust (fig. 128a) 
(cat. 215, Grenoble; Supp. cat. 41), probably a copy after the original that belonged to the 
Duvergier family.69 Several other copies are known in Versailles (fig. 128b), Narbonne, and Rouen 
(loaned to Magny). This bust portrait may not be chronologically the first, however, it is seminal, 
a model of its type that influenced the series of the spiritual leaders, as I shall now demonstrate.  

The Grenoble portrait follows Champaigne’s severe bust formula in which the character’s 
gravitas and monumentality are highlighted. It evokes a Roman Emepror's dignified posture, 
similar to one that inspired Mantegna in his portrait of Cardinal Lodovico Mezzarota. The figure 
is posed in three-quarters, almost frontal position facing the viewer with a calm, but insistent gaze, 
with no hands depicted and the eyes illuminated by a spark of light in the pupils. The viewer is 
engaged by an effect of "transcendence" that Jollet remarked upon: "une errance du regard du 
spectateur qui cherche dans l'œuvre les éléments susceptibles de l'éclairer quant au rapport à cette 
transcendance." 70  The transcendental effect of this statuary figure seems mainly due to its 
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prominent skull. Although the original painting might be lost and the Grenoble version might only 
be a workshop replica lacking definition, that does not fully render the wrinkles of the forehead, 
for example, this version is nevertheless striking for the importance of the head – the amplified 
cranial vessel, whose rounded aspect is accentuated by light falling on the bald skull, making the 
abbot's smooth skin shine. The neck is virtually non-existent and the voluminous head, illuminated 
by a warm color palette, is attached directly onto the immobile trunk, impeccably dressed in a 
pleated and embroidered white surplice, with a starched collar and finely defined cords, suggesting, 
in transparency, the dark liturgical vestment. The shadow of the right part of the face, contrasting 
with the lightest zone of the dark background, offers a quite remarkable intermediate and transitory 
value, between darkness and divine illumination. This zone of shadows, halfway extended over 
the ear and the sparse beard, brings with it a piece of earthly history and ends at the level of the 
closed lips, colored with vermilion. The mouth recalls the rosiness of the cheeks, expressing life 
and the blood pulsing beneath the pearly skin. Applied to a posthumous portrait, it took all the 
subtlety of the painter’s chromatic palette to bring the abbot back to life. 

The inscription "Aetas 62 1643" confirms that the abbot was 62 years old at his death in 
1643. It is worth noting the prominence of the window ledge engraved with the inscription that 
neatly separates the viewer’s space from the sitter’s, at the same time as it suggests an opening to 
a place of exchange. Jollet, in his study of the gaze, highlighted the interplay between the authentic 
relationship established with the model and the pictorial separating device:  

La solitude du spectateur face à l'œuvre de peinture au sein de laquelle il est convié, pour 
participer à la communauté des fidèles, et dont pourtant divers signes lui rappellent le caractère 
fictif.71 

The letters, disrupting the illusion of depth, are part of the many deictic signs often used by 
Champaigne as if the painter doubted the status of his art and was willing to reveal its artifice.72  

Jean Morin, whose proximity to Champaigne’s studio has been well documented, created 
an etching after Saint-Cyran’s portrait. It was replicated many times, which confirms the abbot’s 
preeminence both at Port-Royal and in his abbey (Poitou). Among numerous copies, there is an 
almost full-length portrait (fig. 128c) (cat. 216, Versailles) that represents a worldly effigy of the 
abbot, which was likely intended for high society rather than the tight circle within community. 
The abbot's body must have been lengthened in the painter's studio, albeit clumsily, especially the 
hands that seem badly connected to the arms. The painting depicts Saint-Cyran standing up and is 
characterized by his theological activity: writing table, paper, Bible, a book of St. Augustine.  

Interestingly, the frontispiece of the 1648 fifth edition of the Lettres chrétiennes et 
spirituelles de Messire Jean du Verger de Hauranne, abbé de Saint-Cyran, includes an engraving 
of Champaigne’s bust portrait of the abbot, while the previous edition featured Dumonstier’s 
portrait (fig. 129c) ("D. Dumonstier pinx., P. Daret sculp.," 1645, published by the Widow M. 
Durand).73 This substitution indicates that Champaigne’s first meeting with les amis de Port-Royal 
took place around 1647, between the publication of the 4th and the 5th editions of the book. It also 
suggests that the work of Champaigne was better received than that of Dumonstier. I shall attempt 
next to analyze the reasons for this preference. 
 

b) Barcos, second abbot of Saint-Cyran 
 

In this section, I hope to examine the portrait of Saint-Cyran, the spiritual leader, from the 
perspective of sociability. For this reason, it might be productive to compare it to Martin de Barcos’ 
bust portrait (fig. 130a), which was produced the same year. Two versions of his effigy are 
preserved, one formerly in Bristol (cat. 145, private coll.) and the other one, a smaller copy, in 
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Magny (cat. 146). Only the ex-Bristol picture was dated 1646 (engraved in the window edge, also 
visible in Van Schuppen's engraving). Consequently, Barcos’ portrait might have been made 
before that of Saint-Cyran and could be the first "Jansenist" portrait.  

Barcos, who was Duvergier's nephew, inherited the title of abbé de Saint-Cyran upon his 
uncle’s death74. At the time the effigy was made, he was called abbot of Saint-Cyran, but for the 
sake of clarity, I shall refer to him as Barcos. Besides the oil paintings, two other representations 
of Barcos were drawn from life. Frédérique Lanoë attributed them both to Champaigne’s hand: in 
the first small profile to-the-right (fig. 130c), Barcos is wearing a strange hat under which his 
ecclesiastical cap is visible; the other profile to-the-left (fig. 130b) (cat. 147) is certified by a 
probable autograph date, 1648 – although the numbers were crossed out by mistake, probably 
much later, and "1648" replaced by "1643," due to subsequent confusion with the first abbot’s 
death in 1643. 

These two drawings recall a well-established studio practice similar to that of Richelieu's 
Triple Portrait (see the previous chapter) or Richelieu's Strasbourg profile that Champaigne kept 
in his studio. Another useful reference is a profile of King Louis XIV as a child (Le Louvre, around 
1644), made from life and kept as a prototype for various religious subjects. Thus, Barcos' profile 
might very well have served as a model for subsequent copies. The provenance of Barcos’ profile 
to-the-left confirms such a use for it was part of a family album (the Geoffroy collection) 
mentioned in Champaigne’s inventory, in which were also found the drawings of Champaigne’s 
wife and of another Solitaire, Bénédict-Louis de Ponthis (fig. 136d), drawn from life around 
1650.75 From the bonds of affection that Barcos forged with Jean-Baptiste Champaigne following 
the death of his uncle (cf. the set of letters mentioned in the last section), it is understandable that 
such a drawing was kept in the studio, probably for sentimental reasons, but also in the expectation 
of making more copies.  

Such drawings also allow me to conclude that the sitter approved of the practice of 
portraiture. Considering that Champaigne was not yet part of the community, there was no reason 
for him to make a gift to the Jansenists with whom he so far had little contact. This portrait was 
probably commissioned by Barcos himself, or the Duvergier family, and testified to a rather 
worldly perception of the self (also corroborated by the Louvre portrait of the man with a hat). 
Although it is tempting to assign a Jansenist label to this portrait, it is more representative of the 
conventional pictorial practice of the period. The drawing, which, if we trust the chronology, would 
have been made after the oil paintings, is understandable only in the logic of a series, as a prototype 
to be kept in the studio. This also confirms that Barcos posed for Champaigne, which is somewhat 
difficult to reconcile with Jansenist theories espousing restraint.  

These portraits lead me to now examine more thoroughly Barcos' profile. Barcos was the 
tutor of the Andilly children, before becoming the secretary for his uncle, Saint-Cyran and 
eventually abbot himself. Once again, Andilly is seen in the role of connector for the small Port-
Royal group and as possible commissioner of the work. When his uncle died, Barcos inherited his 
pastoral duties, which he took seriously. He undeniably benefited from a transfer of the admiration 
mère Angélique had for his uncle. In his role as heir, Barcos became famous – and derived from it 
a certain secret vanity. Unfortunately, he proved to be rather blundering and was progressively 
sidelined. Contrary to the radical nature that Goldman ascribed to him (as argued in his book, le 
Dieu caché), he is now considered as more non-ideological, and a man who accepted that there 
were multiple ways to live one’s faith.76 According to Nicole and Pascal, he was stubborn and not 
a logical thinker. Jansen, who supervised Barcos' studies in Leuven, even said of him: "il aura 
l’esprit plus pratique que spéculatif." 77  Prudent in the extreme, Barcos opposed Arnauld's 
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resistance, as well as Pascal’s in 1655, since he did not want to attract the unwanted attention of 
powerful people ("tant de personnes puissantes et passionnées") who were opponents and could 
harm Port-Royal.  

Barcos was an advocate of "virtue through action," as was François de Sales before him: 
better to make use of grace than argue about it. He believed that one could defend truth better 
through the example of how one lived, rather than with words:  

Assurez-vous, ma Mère, qu’il n’y a point de plus forte défense de la vérité que celle qui consiste 
dans le règlement des actions et de toute la vie, et qu’ainsi vous avez peut-être plus fait pour 
elle que vous n’eussiez su faire par cent apologies les plus savantes et les plus éloquentes.78 

Although he was intellectually belittled by the small speculative nucleus of Port-Royal, it would 
be unfair to ignore his personal charisma. As his epistolary exchanges prove, Barcos was an 
engaging person who reassured the nuns and helped them to sustain their faith in mercy. He 
showed a similar affectionate and protective attitude towards Jean-Baptiste Champaigne after the 
death of his uncle. Moreover, Barcos believed in miracles and was attached to certain mysticism, 
far from the "pensée tragique" that Lucien Goldman too uniformly attributed to Port-Royal.79 
Barcos was responsive to the nuns’ concerns and always happy to act as an intermediary with the 
world outside the clausura, and Champaigne in particular. Barcos maintained a strong friendship 
with the painter and his nephew, Jean-Baptiste - as evidenced by the many letters he sent to Jean-
Baptiste after the death of the master. Jean-Baptiste asked him to be the godfather of his son; a 
request Barcos refused out of modesty but one he encouraged Antoine Arnauld to accept.  

Barcos made sure to accompany the painter’s nephew in his religious and marital life, 
providing him with advice. He is the one who suggested that painting had to do with praying, as 
Jean-Baptiste recalled:  

C’est vous, Monsieur, qui m’avez appris, il y a plus de vingt-cinq ans, que les peintres sont de 
petits prédicateurs des mystères de la foi… et je prie Dieu, quoique faiblement, quand je dois 
représenter un sujet saint, qu’il ait la bonté de m’éclairer, afin de toucher et de porter les 
chrétiens à l’aimer et suivre les mystères que je dois leur exposer.80  

Barcos involved himself in Jean-Baptiste's design of his Last Supper to validate - not without a 
certain religious fanaticism - the historical truth of the scene (Jean-Baptiste eventually painted the 
apostles lying, rather than sitting as his uncle had previously done). 

Although Barcos' epistolary exchange with Champaigne is often cited as proof of the two 
painters’ close association with Port-Royal, Barcos was probably not the best entrée to the 
community, since by the time he was the new abbot of Saint-Cyran, he was already kept at a 
distance from the intellectual debates. He complained "qu’on ne le consulte pas et qu’on ne tient 
pas compte de ses avis. De plus en plus isolé de son vivant, Barcos n’a pas tardé à être, après sa 
mort, très largement oublié."81  This is something Charles-Augustin Sainte-Beuve (1804 - 1869), 
in his 1840 essay on Port-Royal, also confirmed: "Barcos absent, retiré dans son abbaye, et 
d’ailleurs confus et sans netteté, avec la plume malheureuse et d’une autorité déjà 
compromise…"82 This ambiguity regarding the abbot’s biography is a reminder that Port-Royal, 
despite its apparent homogeneity, was made up of a collective of individual thinkers, each with 
their own particular views regarding religious and political matters. I shall argue that the painter 
was an asset to the community in that the uniformity of his pictorial treatment helped to reconcile 
these internal fractures. 

Returning to the Barcos portrait (fig. 130a), whose size is comparable to Saint-Cyran’s 
effigy, I can infer that Champaigne used a similar formula for the uncle and the nephew: no hands, 
a uniform blue-grey background, no accessories, both abbots dressed in a quite similar way with 
an embroidered white surplice. They share a masterful handling of gray nuance that reveals the 
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priest’s the black garment through transparency, under the vaporous texture of the white fabric, 
and a similar collar, plus cap. This effigy is also shown behind a window frame, at a distance (the 
stone is slightly damaged in Duvergier’s portrait - a sign of humility; it is smooth for Barcos, 
perhaps a restauration?).  

The formal similarity of these two three-quarters, almost frontal portraits would 
immediately have evoked the idea of a pair, suggesting the filiation of the two characters, and 
consequently, the spiritual transmission from one to the other. Was it commissioned by Barcos, 
who wanted his effigy to hang next to his uncle’s, or by an ami du dehors to express their spiritual 
affinity? For it was not just the community of Port-Royal who were eager to possess an image of 
their spiritual leader; the Duvergier family and the members of the small abbey of Saint-Cyran in 
Brenne, near Poitiers were anxious to have portraits, which explains the numerous copies and 
engravings of the abbots, made to satisfy both Paris and the community in Poitou. 
 

c) Singlin 
 

The concept of series also concerns the portrait of Antoine Singlin (fig. 131) (cat. 217), 
which was most likely painted in 1646 but possibly in 1664. A posthumous inscription in French, 
not Latin, was painted in a trompe l'oeil carving on the flawless window ledge stating the painter’s 
name, along with the sitter’s name and date of death: "Messire Antoine Singlin décédé le 17 avril 
1664"83. It is not possible to confirm with certainty that it was painted at the same time as Barcos’s 
effigy; but because of their formal similarities, the two paintings were likely produced together. 
Although the lace of Singlin’s surplice is a little different from the two others (Barcos and 
Duvergier, see comparison fig. 132) and shadows are deeper, the format and the treatment of this 
portrait resemble those of the two abbots of Saint-Cyran. I am not fully in agreement with the 
psychological analysis of Lorenzo Pericolo who, in his Champaigne's monograph, draws on 
biographical information in explaining its emotional impact:  

Le portrait de Los Angeles trahit un caractère fougueux… ce prêtre qui enflammait les fidèles 
de Port-Royal par le feu de son élocution, paraît mal à l’aise dans la posture où Le maître 
(Champaigne) l’oblige à demeurer… il s’en dégage une robustesse un peu plébéienne… 84 

Nevertheless, biography can help us to understand why the three paintings share a formal 
proximity that reinforces a deliberate connection. 

Because Singlin was of modest origins, his family could not have afforded to commission 
a painting from Champaigne. This reinforces the assumption that Port-Royal commissioned the 
portrait.85 Singlin, who had little education and did not know Latin, responded late to a religious 
vocation. Discovered by Vincent de Paul – who would later turn against the Jansenists - he was 
ordained in 1633 and chosen primarily for his warm-hearted qualities. He was introduced to Saint-
Cyran by Le Secq, the Oracle at the cloister of Notre-Dame, who remembered him to be someone 
of great docility, as Lancelot confirmed in his Mémoires (tI, 128):  

…plus disposé à recevoir les grandes vérités, ajoutant qu’il les avait déjà dans le cœur avant 
de les connaître, & qu’il était comme une allumette où il n’était besoin que d’approcher le feu 
pour la faire prendre aussitôt.86  

Singlin was regarded as a man of considerable faith, who was totally devoted to Saint-Cyran but 
not adept at speculative thought and consequently not a rival to the abbot, "suffisamment obscur 
pour ne porter ombrage à personne."87 Despite his inferior intellect, he was highly sensitive and 
undeniably compassionate: "on ne pouvait résister à la sagesse & à l’esprit de Dieu qui parlait en 
lui."  
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He first worked as a priest at the Hôpital de la Pitié, and then become an occasional 
substitute for Saint-Cyran at Port-Royal, since the abbot was increasingly absent and gave only a 
few lectures in the abbey’s parlor. In 1636, Singlin became a confessor for the novitiate nuns, as 
well as mère Angélique, who had just returned to Port-Royal and was in charge of these young 
girls. He was sent to the Champs in 1637, ahead of the other Solitaires, to conduct, as previously 
described, the pedagogical experiment that became les Petites Ecoles, where he began with three 
students. Singlin was sent to the desert of Les Champs, to complete his spiritual "renewal," 
following the spiritual precepts of Saint-Cyran. This included depriving himself of receiving 
communion at mass in order to be elevated from the state of sinner to that of a penitent, ready to 
embrace mercy. 

According to Sainte-Beuve, Singlin, upon the death of the first abbot of Saint-Cyran, 
transferred to his nephew "la profonde déférence qu’il avait eue pour son oncle," just as mère 
Angélique, Guillebert, and Lancelot would do. They formed a tight circle around the deceased 
abbot and his descendants – both genealogical and elective. Compared to the non-genealogical 
series gathered by Richelieu in his Palais-Cardinal's gallery (see chapter 1), this series is based on 
the collective and communicable qualities of the community members rather than on the individual 
and heroic actions glorified in the gallery. Champaigne builds on the versed culture of portrait 
series to propose an alternative to the individualistic approach of the noblesse d'épée ; by 
highlighting here the links of fraternity – both of brotherhood and of family – the painter bridges 
the liking for portraiture of the noblesse de robe and the building of common religious values to 
form a group of resistance.  

The community could thus venerate the three portraits, taken as a triptych, as 
representations of their Founding Fathers. This triptych would strengthen their cohesion - even 
though neither Barcos, nor Singlin, were representative of "l’esprit de Port-Royal," synonymous 
with the speculative mind of its theoreticians. Through his pictorial practice, Champaigne helped 
to assure the Jansenists’ posterity by creating a chain of spiritual connection. Eclipsing dissenting 
opinions, these three images represented the community and most importantly, the emotional 
connection and charity that unified les amis du dehors. 
 

2) Sacy and les amis du dehors 
 

Because he commissioned paintings, Isaac-Louis Le Maistre de Sacy (1613- 1684) is a 
central figure for both Port-Royal and this analysis. His epistolary exchanges help understand the 
circulation of portraits within the community. Sacy was the youngest brother of Antoine Le 
Maistre, whom I cited as the first Solitaire to settle in Les Champs in 1638. Antoine Arnauld (le 
Grand Arnauld) was his "petit oncle," as they were exact contemporaries who studied together. 
While Sacy's elders were famous for their eloquence as law and theology students, the young Sacy 
was more reserved, pious and humble. In his early days, he chose an orientation toward the 
humanities. 

In the years preceding the Fronde, Sacy remained in Paris in the shadow of Saint-Cyran, 
hoping to deepen his knowledge of theology, frequenting Barcos and Singlin in particular. Sacy 
was preparing for the priesthood but was still unsure of his commitment. Singlin served as his 
spiritual director and Barcos as his theological master. Arnauld and Sacy also collaborated in the 
preparation of Singlin's sermons for mass and contributed to the educational program for les Petites 
Ecoles. Sacy was already playing a mediation role between the Arnauld family who was the driving 
force behind Port-Royal, and the other members who were putting their ideas into practice.  
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It is perhaps during this Parisian period that a rather small portrait was painted (fig. 135) 
(cat. 214), probably representing Sacy before he entered Port-Royal. Dorival confirmed its Le 
Maistre family's provenance. This picture could have been commissioned when Sacy was thinking 
of abandoning, like his elders, the worldly life and joining les Solitaires in les Champs. Sacy was 
very ill in 1646, which could also have led his family to request a portrait of him.88 In the picture, 
he is wearing a green coat draped around his shoulders in a rather elegant fashion, similar to the 
one in which his brother would be represented fifteen years later (fig. 137a). Might this suggest a 
pair? 

Sacy was ordained a priest in December 1649 and then appointed a chaplain at les Champs. 
He celebrated his first masses there in January 1650, at the same time that he became the spiritual 
director for the nuns and Solitaires - responsibilities his elders at first found difficult to accept, due 
to his youth and the discreet nature of his promotion. He became involved in a translation of the 
Bible, published in 1666 in Spain, but banned in France. When Catherine, the daughter of 
Champaigne, took the veil, Sacy was her spiritual director, which would explain his close 
association with Champaigne and the reason for his second portrait in 1658 (fig. 137d). Dorival 
identified a total of three copies, a miniature copy of the lost original in Le Louvre (cat. 396), the 
excellent studio copy of Versailles (cat. 397) and one in Amersfoort. This portrait might have been 
a gift from the painter as a gesture of gratitude for the spiritual guidance Sacy provided his 
daughter. This hypothesis could explain the existence of the image within the closed world of the 
Solitaires, who were living in les Granges above the abbey. The gift avoided being subject to the 
criticism of self-vanity. 

In this portrait of Sacy, which conforms to the three-quarter bust formula favored by 
Champaigne, the immobile, attentive figure behind the window frame wears a dark ecclesiastical 
habit. This representation closely resembles that of Andilly, who wears a similar black button-
front suit with a starched white collar, a stylization of the outfit typically worn by les amis de Port-
Royal. Andilly’s lost portrait from 1644-46 is only known from Morin’s etching (fig. 127a) (cat 
306). Andilly decided to leave Paris definitively in 1646, following his first retreat in les Champs 
in 1644. Again, the painting probably results from the need to be represented a final time before 
retreating from the world. 

These two portraits of Sacy (fig. 137 d) and Andilly (fig. 127 a) are quite similar and form 
another pair, which highlights the formal, therefore spiritual compatibility among the Jansenists. 
Although many portraits have been lost and the corpus of Port-Royal is incomplete, repetitive 
patterns are significant enough to be interpreted as elements of the artist’s signature style – here, 
the unified background, the three-quarter pose, the dark garment brightened by the large white 
collar, the attentive gaze towards the viewer, and the window frame. These recurring elements 
confirm my argument that collectivity and solidarity among the members of the community give 
their portraits consistency. Individual portraits are justified by their inclusion into the larger 
Jansenist corpus. The attention given to the visual relation between the different members of the 
community contrasts with the individual and self-centered quest for resemblance that was favored 
with Richelieu and examined in my previous chapter. Here, Champaigne, by the repetitive use of 
the same formula, is creating a visual identity adapted for the community in search of legitimacy. 
Rather than painting a unique group portrait, like that of the Échevins of Paris (fig. 158), repeating 
a well-known formula that was largely used in the Northern Countries (and well-crafted by Frans 
Hals, for example) he created a series of individual portraits in relation to one another, thus 
pointing out the group identity, while simultaneously depicting each individual and intimate 
relation to God.  
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I now hope to conclude this section on Sacy by including some historical context and 
showing how this visual cohesion might have been an asset for the community during the years of 
persecution after la Fronde. At the risk of simplifying, there were two sensibilities in Port-Royal, 
one oriented more towards pastoral action and the other more speculative. That led to two ways of 
organizing resistance. While Arnauld was more logical and inspired by the modern theories of 
Descartes discussed among the Duke of Luynes’ circle at the Château of Vaumurier, Sacy and 
Barcos, for their part, represented a more traditional position, defending religion and the "natural 
law." For Sacy, Singlin and Barcos, one didn’t combat error and injustice through reasoning, as 
Pascal, Arnauld, and soon Nicole would do, but instead through a more muted and silent protest.89 
That did not prevent Sacy from being imprisoned between 1666 and 1668. He ended his militant 
life at the family château de Pomponne, where Andilly would also retire. From the letters that have 
been archived, Champaigne seemed closer to the group of Jansenists animated by Sacy, who was 
less ideological concerning the use of portraiture. 

Sacy was a pivotal figure regarding the circulation of images within Port-Royal being a 
writer and a priest and therefore in contact with the nuns behind the clausura, including sœur 
Catherine de Sainte-Suzanne, daughter of Champaigne, and mère Angélique de Saint-Jean, her 
cousin, daughter of Andilly, for whom he had a particular affection. But Sacy was also in contact 
with the Solitaires, including his brother Le Maistre, the first Solitaire. He lived with them in les 
Granges, above the abbey of les Champs. He would also participate in the intellectual life of 
Vaumurier and correspond with le Grand Arnauld, his cousin, and collaborator from youth. Thus, 
his central position was a strong asset for the introduction of portraiture at Port-Royal, which 
several of his letters confirm. I will quote a few of them in the last section of this chapter, when I 
will examine the posthumous portrait of his brother, Antoine Le Maistre, that Champaigne made 
in 1660 after a death mask, similar to the way he painted Saint-Cyran. Once again, I shall point to 
the parallelism between these two ancestors’ portraits (figs. 137). Like two patriarchs - dead, yet 
alive for the community, watching over its posterity.  

Champaigne's links with the community are confirmed in the account of an Entretien that 
took place in January 1655 between Pascal and M. de Sacy as reported in the Memoirs of Nicolas 
Fontaine, Sacy's secretary. This text proposes a method for attaining the Truth by following the 
example of Saint Augustine:  

La conduite ordinaire de M. de Sacy en entretenant les gens était de proportionner ses entretiens 
à ceux à qui il parlait. S’il voyait par exemple M. de Champaigne, il parlait avec lui de la 
peinture. S’il voyait M. Hamon, il l’entretenait de médecine. S’il voyait le chirurgien du lieu, 
il le questionnait sur la guérison des plaies. Ceux qui cultivaient la vigne ou les arbres ou les 
grains lui disaient tout ce qu’il fallait observer. Tout lui servait pour passer aussitôt à Dieu, et 
pour y faire passer les autres. Il crut donc devoir ainsi mettre M. Pascal sur son fort, et lui parler 
des lectures des philosophes dont il s’occupait le plus.90 

The meeting took place at the Château of Vaumurier, built around 1651 by the Duke of Luynes. 
The account insists on Sacy’s central position and talent for mediation. Since it mentions the 
painter among his acquaintances, it was concluded that Champaigne was certainly attending some 
of the meetings that took place there, alongside le Grand Arnauld, Pierre Nicole, Claude Lancelot, 
the scientist Christian Huygens, or the traveler Cosimo Brunetti, not to forget the children, like 
Jean Racine, who was Antoine Le Maistre's student, or the future Duke of Chevreuse, Luynes' son. 
In this account, the parallel between the technique of painting and that of medicine or botany is 
worth noting, since it placed painting among the applied disciplines, as a mean of sociability. 
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3) The portraits of the clausura 
 

The most famous series of iconic portraits are undoubtedly the abbesses of Port-Royal, 
represented behind the Clausura (figs. 133,134). These portraits offer a strong visual counterpoint 
to the male portraits, such as that of Sacy in a dark suit. The color contrast is striking: the abbesses 
of Port-Royal wear the garment originally designed for the Institut du Saint-Sacrament, later 
adopted by "Port-Royal du Saint-Sacrement;" a habit consisting of a black veil, but with a white 
scapular instead of the traditional black, decorated with a red cross. This attire became almost a 
coat of arms for the community. It was introduced at the same time as the Constitutions of Port-
Royal, which defined a Rule specific to the community in addition to the Cistercian Charter, or 
Rule of Saint Benedict. Among other things, it determined the placement of images in the abbey 
and suggested how it should be decorated.  

 
a) Bust portrait of mère Angélique 

 
The first bust portrait of abbesses was that of mère Angélique (fig. 133), represented three 

quarters to the right, dated through an incomplete inscription engraved in the stone: "aged 57 years, 
1648." The date of the pose is specified, but not the name of the subject, as if the individual 
disappeared within her function at the time that she performed her task. More than the portrait of 
a woman, it is that of an abbess. The window border, which separates the nun from the viewer, is 
damaged in two places as a reminder that no mortal, or worldly object can resist the ravages of 
time. The stone ledge takes on greater meaning here, because it materializes the clausura, evoking 
the window of the parlor, the only place behind which the nuns could be seen by the visitors – and 
also drawn by the painter. A painting from the Carmelite collection (fig. 146) offers an interesting 
view of the separation of spaces. It shows sœur Marie de l'Incantation, also known as Madame 
Acarie, in the parlor, shortly before her death, talking to Michel de Marillac. During the meeting, 
she had the vision of the Virgin.91 The narrowness and simplicity of the premises have been 
carefully represented with a concern for realism. The visitor leans against the edge of the window 
and can only see the nun through the wooden frame. In a way, this first portrait of mère Angélique 
(fig. 133) reveals "l'appareil de portraiture," speaks to the representation device and notion of 
transparency that Marin developed in his book, la Présence cachée. Marin provided an interesting 
description of this portrait of the abbess in which her hands are not visible:  

Une face tout entière rassemblée dans sa semblance, en un seul regard qui me regarde, au 
sommet du manteau blanc dont la découpe laisse apercevoir la grande croix rouge du 
scapulaire.92  

Marin insisted on the effect of presence, signaled by the face at the top of a triangular and 
architectural form. 

The predominant white pyramid, edged by the black border of the heavy white veil, lacks 
morphological coherency. The shape of the body is ignored, along with the subject’s gender. The 
curves of the chest are obscured by the stiffness of the coat that partially covers the scapular. The 
layers of clothing further prevent access to the human body. Because of the extreme simplification 
of the veil’s shape and a palette reduced to three colors - white, black, and red - each detail or 
shadow is integral to an understanding of the subject. The face stands out, with its smooth and 
softly modulated skin. The eyebrows create inflection points that highlight the gaze. Two dashes 
of paint create reflections in the eyes. The closed mouth has been precisely outlined: its raised 
corners sketch the hint of a smile, making the face seem friendly – the only concession to erased 
femininity. 
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Most remarkable is the treatment of shadows, which define an intermediate value between 
the impenetrable black veil, a flat area of color, and the vast pyramidal white form that includes 
the face and the bust. The light coming from the left, but absorbed by the veil, creates an area of 
grey that spreads over the skin and the bonnet. It is this complex modulated shadow that enlivens 
the other contrasted forms, more radically schematized between white and black. This intermediate 
zone of shadow enhances the quality of the effigy and emphasizes the painter's skill. Far from 
being left to chance, such grayscale depictions are meaningful, as theorized from both an artistic 
and religious perspective. Champaigne's novelty was to superimpose the two interpretations. My 
argument is that he could find a pictorial resolution to his pious attitude as a painter and a good 
Christian, thus answer the expectations of his Jansenist clients. 

The conference that Champaigne gave at the Royal Academy of Painting and Sculpture on 
June 7, 1670 at the end of his career, "Sur les Ombres," was a response to other painters who had 
tackled the same subject. This issue regarding shadows was raised at the Academy before that of 
colors, known under "la querelle du coloris," which mostly arose at the end of the century.93 In his 
speech, Champaigne revealed how he hoped to reconcile his pictorial practice with his religious 
beliefs. Similarly in his Dictionnaire Chrétien, Fontaine compared the role of shadows to the need 
for contrast during the Creation, and imposed it as a condition of visibility for natural perfection: 

…ces couleurs obscures étant bien placées, contribuënt à donner de la force à la beauté de 
l’ouvrage : de mesme Dieu dans la creation du monde, a fait des crapaux, des serpens, des 
dragons, des grenoüilles, des mouches, qui contribuënt à la beauté de l’univers, qui est comme 
un tableau de sa grandeur & de sa sagesse.94 

Champaigne expressed the same need for contrast, which he transposed into a dialogue between 
light and shadow: 

Avant la création de l’univers, tout n’était que ténèbres dans les vastes lieux où il fut créé, et… 
cet Artisan divin s’en est si admirablement servi qu’il a fait ce rien et ce néant en soi-même 
comme la chose qui fait distinguer et tire de la confusion tout ce qu’il fait, mettant un ordre 
agréable dans tous les objets et qui servent de repos à la vue. 

The metaphor of God as a painter - Deus Pictor - encouraged the artist to imitate the divine model 
and justify the use of shadows in his praxis. Tonal modulation allowed things to be distinguished 
from each other and was a way to avoid confusion. The darkness, once modulated, would become 
shadows, no longer void, but a visual tool - a tool to enhance visibility. Champaigne concluded 
that shadows were part of the composition ("la distribution des ombres fait une partie très 
considérable dans les ordonnances.") For him, images proceeded from darkness and were only 
visible once light was added, an inseparable companion of shadows and reflection: 

…il n’y a pas un corps ombré, en un lieu où il se trouve du jour aux environs, qui ne reçoive 
des reflets ; les draperies noires n’en sont pas même exemptes étant les unes proches des autres. 

Champaigne advocated an art of dialogue between light and shadow that technically depended 
upon the process of representation and the distance of the light source from the sitter. The painter 
discussed the goal of his technique, which was to take care to avoid harsh contrast. In this respect, 
he opposed the analytical approach that relegated shadow to the drawing of outlines. For 
Champaigne, shadows were to be modulated like colors ("Il les faut néanmoins traiter d’une 
manière qu’elles n’empêchent ni l’agrément, ni la rondeur des corps sur lesquels elles frappent.") 
However, Champaigne did not hesitate to designate shadows as "artifice," on which depended the 
correct shapes ("d’où dépend la correction des dedans des figures.") He concluded: 

…aussi une ordonnance ne peut bien réussir qu’il n’y en ait aussi une partie dans l’ombre, 
laquelle, outre le repos qu’elle donne à la vue, fait avancer les figures que l’on dispose sur le 
devant, qui ne peuvent jamais faire un effet extraordinaire sans cet agréable artifice. 
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This theoretical discourse shows that the painter was consciously transforming the symbolic 
understanding of tones for Port-Royal into a pictorial solution adapted to his skills and testifying 
to his virtuosity. See, for instance, the hardly perceptible tone shifts in Singlin portrait (fig. 131). 

Another example of transposition from religious to pictorial language can be taken from 
Fontaine who saw in dark background the representation of humility, while for the painter, it was 
only a flat surface permitting contrast and thence, depth: 

La peinture, dit Saint Bernard, suppose un fond de toile, de bois ou autre chose ; de mesme la 
science suppose un fond d’humilité. (484) 
This analysis of both types of discourse shows that the series of abbesses’ portraits 

benefited from the pictorial science that Champaigne put at the service of the religious message. 
Angélique's portrait, epitomized by the cone of light standing out against the dark background – 
the "background of humility" – delimited by the black veil and highlighted by the intermediate 
shadows, was particularly successful and became a "formula" that would engender a series of 
portraits. 

The two copies of this portrait (fig. 133) (cat. 141, 142) were displayed within the 
enclosure: one was hung in the refectory of les Champs, as indicates a 1709 engraving after 
Madeleine Hortemels, alongside the Ecce Homo and the Virgin of Sorrows. Another picture was 
in the Chapter of les Champs, as indicated in Louail’s text, reprinted by Sainte-Beuve. Thus, these 
two images of the founding abbess were exclusively intended to be seen by the nuns and serve 
internally as a model of faith to emulate. Those of other abbesses would later complement this 
seminal portrait; a bad copy of the portrait of mère Marie des Anges Suireau is still in Versailles. 
The refectory became a kind of gallery for portraits of abbesses and a place to honor their memory 
(fig. 134). Angélique's portrait served as the first prototype for painted replicas and an exemplary 
image for prayer. This kind of gallery within the Clausura reminds us of the distance that exists 
with Richelieu's gallery (in chapter 1), whose relationship between the portraits was not based on 
visual similarity, but on national belonging and heroic virtue. 

However, the display of the nun portrait series, painted from life, does not resolve the 
fundamental question of vanity. How to explain that mère Angélique, the founder and elected 
abbess of Port-Royal between 1642-1654, agreed to pose for the painter? How did she overcome 
her aversion to self-exposure, as expressed in her previously quoted letter? Two factors can 
probably justify her decision in 1648. First, it was the year when Champaigne’s daughters entered 
the boarding school of les Petites Ecoles de Port-Royal, Paris. So, the painter may have expressed 
a wish to make a donation to the abbey and offered this seminal portrait. Secondly, 1648 was the 
year of the return to les Champs, which had been abandoned for twenty years. Angélique probably 
realized that a portrait could help to unite the community, which was divided between two 
geographical locations and was entering a phase of resistance. On April 24, 1646, the Holy See 
condemned the Augustinus, Jansenius' theses supported by Saint-Cyran and his friends. 
Consequently, the political situation in Port-Royal was deteriorating. 
 

b) The Carmelites' legacy 
 
Beyond political circumstances that might have prompted Angélique to pose for 

Champaigne in 1648, it is useful to review the Carmelites' pictorial tradition from which the painter 
was likely to draw inspiration. The relationship between Port-Royal and the Carmel, although 
fluctuating, was nevertheless good: several important families including the Marillac, Luynes, 
Liancourt, Longueville and Madame de Sablé did not hesitate to visit them concurrently and 
support both religious orders.95 Arnauld d'Andilly translated the works of Saint Teresa of Avila, 
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testifying to the closeness of the two orders.96 This also proves the Jansenists' attention to St. 
Teresa's intense exploration of the embodied self through her auto-biography, thus bringing new 
light to the issue of vanity. 

Remember that Cardinal de Bérulle introduced six Spanish Carmelite nuns to Paris in 1604, 
parallel with the introduction of reformed Carmelites in Rome, and that the city of Paris then 
witnessed an unprecedented Teresian expansion.97 Bérulle was supported by the parti Dévôt and 
by a small group of followers including Madame Acarie, Michel de Marillac (fig. 146), and two 
priests, André Duval and Jacques Gallemant.98 In 1638, more than fifty-two Carmel convents were 
already established in France.99 They were so renowned that many aristocratic women sought to 
enter the Carmel order. In theory the nuns were under the jurisdiction of the Discalced Carmelite 
monks, with the exception of France, where the nuns entered fought to be autonomous. The conflict 
fueled by Bérulle, was supported by Saint-Cyran, and consequently created enemies for him. 
Similarly, mère Angélique attempted to avoid male tutorship. The way she structured Port-Royal 
was quite innovative, as I discussed, with a female nucleus surrounded by the lay Solitaires. 

Angélique maintained her contact with the Carmelites. When she inherited Port-Royal and 
was hesitating about her spiritual commitment, she chose as spiritual advisers, priests from Mme. 
Acarie's entourage: Thomas Gallot, Dom Eustache de Saint-Paul Asseline, and a doctor in 
Sorbonne, André Duval. At the peak of her vocation crisis, she considered entering Carmel, 
making contact with Anne de Saint-Barthélemy, the head of the Flemish Carmelites. In 1626, after 
settling at rue du faubourg Saint-Jacques (fig. 142), opposite the Carmelite church of the 
Incarnation, mère Angélique met with mère Madeleine of Saint-Joseph, who was the first French 
prioress of the Carmel. The two women forged a bond of friendship: "Les carmélites la 
considéraient (Angélique) comme une nouvelle mère Thérèse: elle lui ressemblait d’esprit et de 
visage."100 The Mémoires d’Utrecht confirmed the spiritual and physical similarities between 
Angélique and Saint Teresa of Avila: "Elles avaient quelques poireaux aux mêmes endroits." (II, 
p.318)  

Her physical and moral resemblance with the famous Spanish saint was a significant 
component of the aura Angélique benefited from and was further strengthened throughout the 
persecutions. Angélique was even called "Thérèse de l’ordre de Citeaux."101 Le Grand Arnauld, 
who placed Teresa among his principal spiritual models, wrote to mère Agnès, the day after the 
death of their sister Angélique, and said "…regretter de ne plus avoir sa conduite, c'est la même 
chose que si les Carmélites regrettaient présentement de n'avoir plus celle de sainte Thérèse." 

This comparison probably inspired Champaigne. As Angélique was also friendly with 
another Carmelite, sœur Marie de Jesus, adjunct prioress of the Carmel at Chapon Street, she told 
her that their habit had inspired her; she borrowed their veil and bonnet under the scapular. This 
similar visual identity corroborated the direct influence that the Carmel had on Port-Royal, before 
the two convents entered into a rivalry.  

One of the reasons for the dispute between the two religious orders concerned their 
divergent attitude towards images. Angélique considered the richly decorated churches, chapels, 
sacristies and community halls of the Carmel to be excessive: "Je déplore leur excès en ce point, 
les honorant au reste pour leurs austérités et leur discipline.")102 Marie de Medici sponsored the 
decoration of the church of the convent of the Incarnation in Paris for which Champaigne was 
commissioned to paint the Gothic vault. He created a bold perspective for the vault, as well as six 
large canvases - to which were added works by Laurent de La Hyre, Jacques Stella, and Charles 
Le Brun, not to mention the famous Annunciation by Guido Reni. For Carmelites, the image was 
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not a superfluous luxury since it incited the desire to pray, as Saint John of the Cross noted in the 
tradition of the Council of Trent:  

L'usage des images est ordonné de l'Église pour deux fins principales, à savoir : pour vénérer 
les saints en elles et pour mouvoir la volonté et exciter la dévotion par elles à eux. (Carmel).  

Carmelites also had a strong attachment to images because of the mystical experience and repeated 
visions of Saint Teresa of Avila. She considered images almost a material stimulus for prayer - 
something that was not sanctioned by Port-Royal. For example, Jean-Pierre Camus - the disciple 
of Francis de Sales who was portrayed by Champaigne - was particularly skeptical concerning the 
repeated "revelations" of saint Teresa.103  

However, if some Carmelite churches were over-decorated to glorify God and the saints, 
their community halls or private cells, beyond the clausura, remained sober, respecting the vow 
of poverty advocated by Saint Teresa. So, I will focus more specifically on this abstemious 
Carmelite art as a source of graphic inspiration for Champaigne. Portraits in particular held an 
important place among the many other paintings describing the life of Saint Teresa of Avila and 
Saint John of the Cross. After Saint Teresa was canonized in 1622, her image was widely published 
and became a reference (figs. 147). Portraits were also part of her spiritual experience, because she 
needed a pictorial manifestation to "live in the presence of Christ:" 

Je retournais toujours à mon habitude de me réjouir en compagnie de ce Seigneur, spécialement 
quand je communierai ; j'aurais voulu toujours garder devant les yeux son portrait ou son 
image.104 

She forcefully diverged from iconoclasm that banished any reference to the flesh. It would have 
meant doubting the Incarnation and ignoring our own carnal condition.105 She employed portraits 
to stimulate the imagination during prayer, but also displayed portraits of Fathers and Mothers 
from the Carmel in the chapter of the monastery: 

Chacun de ces Pères (représentés) est une statue posée en tous lieux de nos monastères afin 
qu'ils nous mettent en mémoire comme ils ont vécu et nous excitent à faire semblable..106 

The nuns justified use of these human models with the argument that they were more accessible 
than God, who is "invisible", or even Christ, who is too "impeccable:" 

Il est nécessaire que Dieu propose à l'homme pour prototype de ses actions des hommes 
environnés d'infirmités et de misère comme lui, qui pourtant ne se soient point laissés emporter 
au torrent des passions de leur nature corrompue et qui aient passé leur vie dans le continuel 
exercice des vertus les plus relevées.107 
Portrait galleries of pères and mères had a mnemonic function, but also served as 

exemplary models for the novices, since portraits transmitted the virtues of the deceased across 
generations. They worked by directing the viewer’s gaze towards the "prototype" of virtue – with 
the image bringing the defunct to life. Upon their death, Carmelite abbesses or abbots, who out of 
modesty generally refused to pose during their lifetime, were represented on their death bed. 
Technically, this meant that a painter would be called upon to capture the facial features of a sister 
immediately following her death and then painted or engraved replicas would be produced from 
the original funeral portrait. An obituary was also written to remind the community of their 
meritorious actions. Port-Royal perpetuated a similar funeral tradition. Words actively worked 
with images to propose a cross portrait of the deceased.  

The 1644 portrait of mère Geneviève de Saint Bernard (fig. 145 a), one of the first 
Carmelites in France, typifies these gallery portraits. She is clumsily represented lying on her 
deathbed with her eyes closed and her hands joined holding a cross. Her schematic clothing and 
face offer a strong interplay between blacks and whites, evoking the sober aesthetic that would 
prevail in the portraiture of Champaigne. The conventional inscription describes it as a "natural 
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portrait", thus guaranteeing the authenticity of the image and confirming that the painter worked 
in front of the model. However, portraits of abbesses often were subsequently altered, with the 
eyes opened and lips painted pink. Some were depicted "alive," although the model used for their 
likeness was derived from a mortuary image. The portrait of mère Isabelle des Anges who died in 
1644 (fig. 145b), which is also known of through a print signed by Jean Boulanger (1651), provides 
an interesting intermediate example: her eyes are opened, but only halfway, hence suggesting her 
post-mortem status. This austere image is also called "portrait au naturel." The marked outlines, 
the phylacteries, the veiled silhouette with joined hands, all these details refer to another revered 
prototype, at the origin of the series, that I shall now examine. 

The very first Carmelite portrait is that of the founder, Saint Teresa of Avila, historically 
identified and known as the Dove Portrait (fig. 147a). It was created during her lifetime in Seville, 
in 1576, by the painter Giovanni Narducci ("Jean de la Misère" in French) who was also a 
Carmelite brother and commissioned by le Père Gratien. Teresa is turned three quarters to the left, 
her hands are joined, her eyes turned towards the dove that represents the vision of the Holy Spirit 
that appeared at Pentecost; the phylacteries - Misericordia Domini in aeternum cantabo, verse 2 
psalm 88 – as well as the inscriptions evoke the circumstances of the vision, while also revealing 
the two-dimensional image. The pyramidal shape of the Mother, structured by her veils and her 
tunic, was already by then well anchored in the pictorial tradition. This painting was engraved 
many times and widely distributed. Other variations were created from this original portrait, one 
of which showed Saint Teresa writing in front of a landscape (fig. 147b). The other episodes of 
her life constituted a Teresian cycle, displayed in the monasteries and very popular in prints, 
especially in the Netherlands where many Carmelites settled – cf. Vita, de Collaert & Galle, 
Antwerp, published in 1613. Champaigne, being Flemish, must have been familiar with this cycle. 
Marie de Medici received the gift of a small portrait of a Carmelite, Anne of St. Bartholomew (cat. 
Carmel no. 41), whom she believed was responsible for her cure in 1633, while in exile in Ghent. 
Similarly, a small sixteenth-century close-up oval portrait of St. Teresa of Avila (cat. Carmel no. 
4) was always with Bérulle. Such images of the saint and her followers circulated freely and with 
them, their recognizable features and formal attributes. 

This leads me to believe that when Champaigne crafted the image of Angélique - the 
reformer of Port-Royal who was a spiritual leader for her community just as Teresa was for the 
Carmelites (though more skeptical concerning mystical visions), he built directly on Carmelites' 
tradition, borrowing their formal features. Although white, black and red at Port-Royal, their veils 
shared the same austerity and weight as those of the Carmelites. However, Champaigne dismissed 
the mystical vision and as a symbol of humility, unified the background, to evoke darkness. 
Faithful to the logic of restraint, he did not paint a nun’s hands and focused attention on the face, 
in the Flemish tradition. As with the portraits of Pourbus at the beginning of the century, 
Champaigne based his technique on high northern conventions. Immobility predominated. Rather 
than an anachronism, Champaigne used both a religious and artistic formula to inscribe the 
characters within a long-term continuum where stillness represents the eternal present. 

Beyond the purely formal dimension, Champaigne also found inspiration in the serial 
production of portraits and hierarchy of their display. As confirmed through documentation, Teresa 
was portrayed from life, unlike the other nuns whose "portraits au naturel" were traditionally 
copied from their funeral effigy. So, the portrait of the founder was displayed as an active agent 
and support for prayer, at the same time as the other gallery portraits in the refectory or the Chapter, 
indicating their filiation and acknowledging obedience. The same applied to Port-Royal within the 
enclosure: the life portrait of mère Angélique became the vital iconic element of a series that bound 
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the female community together. St. Teresa’s example could very well have led Angélique to accept 
to sit for the painter and become a living reference for the sake of the community. 
 

c) Veduta of les Champs 
 

This life portrait experience was repeated in 1654. As previously with Saint-Cyran, 
Angélique was represented a second time, in a full-length portrait (fig. 138a). She is seating in 
front of a window that opens on a landscape. The paysage seen through the veduta shows the 
monastery buildings of Port-Royal des Champs. The posthumous inscription on the portrait 
indicates the date of Angélique's death: 

"Anno 1654 Acts 62 Obijt 6 Augt 1661" 
 (painted when she was 62 years old, in 1654; died on August 6, 1661) 

The circumstances surrounding this new portrait are well documented. The picture was offered to 
mère Agnès who was in Paris, while her sister Angélique was at les Champs, to compensate for 
her absence. That same year, Angélique left her position as abbess and returned to settle in the 
abbey, her favorite residence away from Paris. The year 1654 corresponded to a time of relative 
peace in Port-Royal, immediately following the devastating years of la Fronde. Angélique was 
probably sketched in Paris, just before her departure. Her face, similar to the 1648 portrait, is 
painted from the same angle and with the same lighting but is a little more marked with age. The 
similarity makes it possible to establish a direct link between the two pictures; a typification and 
variation on the bust pose.  

The full-length portrait was hung at Port-Royal Paris "above the door of the chapter."108 
Following Agnès' death, it returned to the Andilly family. Andilly’s son, Nicolas Simon, later 
bequeathed it to Torcy, his sister. This suggests that it was considered a family portrait, which they 
probably commissioned, rather than a religious portrait belonging to the monastery. It was also 
engraved by Boulanger and copied in different versions.109 All these items were kept by the 
Arnauld family, which testifies to their admiration for Angélique, and suggests the social, more 
than devotional function of the painting.110 

However, even though the pictorial formula resembles that of contemporaneous ceremonial 
portraits, the sobriety of the setting does not. In a way, it can be compared with the full-length 
portrait of Omer Talon (Washington, National Gallery) - a parliamentarian from the Talon family, 
who were supporters the Jansenist cause - which highlighted the social attributes of the subject. In 
contrast, the straw chair on which Angélique is seated, as opposed to Talon’s rich velvet armchair, 
along with the simple book she holds, testify to her vow of monastic poverty. The red curtain that 
traditionally separated the interior scene from the exterior was replaced by the veduta – an almost 
abstract and conceptual incision down the grey wall. The sharp vertical edge is pleasingly 
interrupted by the curve of Angélique's veil, a skillful way to soften the rigor of the rectilinear 
frame. The rectilinear framework nevertheless communicates that it is an actual opening onto a 
real landscape and not a mystical vision in the manner of St. Teresa, which would traditionally 
have been adorned with clouds. This portrait can be contrasted with the full-length portrait of St. 
Teresa, the Holy Spirit appearing to Saint Teresa of Avila (fig.147b), which shows the saint 
surrounded by clouds, in the midst of which a landscape emerges. The countryside, depicted as a 
vision, symbolizes a spiritual journey, a convention common to sixteenth-century Flemish 
landscapes. The path meandering among the hills represents the challenges of life. In contrast, 
Champaigne chose to open the dark monastic cell onto a realistic landscape, that included the 
buildings of Port-Royal seen from the Château de Vaumurier, where Champaigne was perhaps 
staying. It was drawn from the South-East and pointed toward the monastery buildings. In the 
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foreground, we can see the large dormitory that extended beyond the transept of the church, 
recognizable from its narrow wooden bell tower, completed in 1652. Behind, to the right, was the 
guesthouse built in 1653. In isolation on the left is the dovecot, and in the heights, in the 
background are the buildings of the Solitaires - les Granges, next to les Petites Écoles. This 
perspective offered the most complete overview of the monastery’s topography and illustrates the 
geographical division between the feminine sector in the valley ("le vallon"), and the masculine 
territory along the ridge. 

The realistic treatment of the veduta is confirmed through a drawing that was previously 
attributed to Plattemontagne and more recently attributed to Philippe de Champaigne by Lanoë 
(fig. 138b).111 The picture matches the literary description of the site: 

Cette abbaye est située dans le commencement d’un vallon, entouré de bois à trois quarts de 
lieue de Chevreuse, sur le bord d’un assez grand étang de figure quarrée, qui occupe en cet 
endroit presque toute la largeur du vallon. Cet étang est soutenu par une digue qui sert de 
clôture à cette abbaye.112 

This drawing, which Lanoë considers to be characteristic of Champaigne’s precise, clearly defined 
style, testifies to his presence on the site around 1654. It provides the oldest pictorial record of the 
abbey and was undoubtedly part of a larger group of sketches produced at the same place. The 
viewpoint chosen for the oil on canvas differs from that of the drawing. This can be deduced from 
the positioning of the buildings relative to the round tower (the dovecot) – the only vestige of the 
destroyed abbey. This small cylindrical building with its conical roof serves as a reference point 
and allows us to compare the different perspectives. Champaigne probably selected this particular 
angle to provide the best overview of the abbey and its dependencies. The view of nature, 
incorporated within the portrait, becomes an element of the sitter’s identity, a symbolical attribute 
of mère Angélique, as Louis Marin put it: "un morceau de nature manifeste (…) qui prête au 
miracle. Un opérateur de sainteté." Marin interpreted natural surroundings as an active agent that 
influenced its inhabitants.  

Gérard Edelinck posthumously added a similar veduta to an engraved portrait after 
Champaigne, representing Andilly. This print was used as the frontispiece to Andilly’s Histoire de 
l’Ancien testament tiré de l’Ecriture sainte and demonstrates that Champaigne’s veduta technique 
of including a view of les Champs within a portrait had become an emblematic Jansenist attribute, 
as effective as the austere silhouette of the abbess. 
 

4) Various uses of portraiture in Port-Royal 
 

a) Catherine de Champaigne 
 
Not only was the veduta a symbol of Port-Royal, but this peaceful view of the abbey amid 

a fertile valley epitomized peace. However, peace was seriously compromised in 1655-56 by 
repeated persecution of the Jansenists. Arnauld was declared a heretic by the Sorbonne and forced 
underground at the same time that Pascal published his controversial letters, les Provinciales, and 
Sacy his Enluminures, in defense of Arnauld. The second period of persecution began in 1664 with 
the Formulary controversy ("l’affaire du Formulaire"). The nuns were ordered by the King who 
was aligned with the Jesuits, to sign the Formula of Submission refuting Cornelius Jansen and his 
propositions concerning the efficacious grace. At the time that Champaigne intervened with 
Hardouin de Péréfixe, the Archbishop of Paris, on behalf of the nuns, a rupture occurred between 
the two sides of Port-Royal: the signatory sisters remained in Paris, while the others were 
sequestered in les Champs, deprived of sacraments and their confessor. Among them was 
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Champaigne’s daughter, sœur Catherine de Sainte-Suzanne, who traveled to les Champs on July 
3, 1665. This division into two entities reinforced the need for portraiture to compensate for 
absence. Peace within the church was not restored until 1668, and only temporary until 1680.  

As the climate at Port-Royal deteriorated, Champaigne experienced a personal tragedy. In 
1655, his youngest daughter, Françoise, died while a boarder at les Petites Écoles de Port-Royal 
Paris. On August 26, 1655, mère Angélique sent a letter to the Queen of Poland in which she 
mentioned Françoise's imminent death and exemplary piety: 

Cette enfant qui s'en va à Dieu, et qui a dix-huit ans, aurait été professe ailleurs, mais si ce n'est 
pour quelque occasion extraordinaire, nous ne les faisons qu’à vingt. Elle a été prévenue de 
Dieu dès son enfance, et depuis sept ans qu'elle est céans, a vécu en vraie religieuse et meurt 
aussi en une bien sainte disposition ; elle a toujours prié pour Votre Majesté, et le fera encore 
mieux au ciel où je crois qu'elle ne tardera guère d'arriver.113 

At that time, Catherine, Françoise's older sister, was in les Champs preparing her novitiate. A letter 
from mère Angélique informed her of the death of her younger sister. This event accelerated her 
decision to become a profess.  On August 8, 1656, a year after Françoise's death, Catherine became 
a novice at Port-Royal Paris, the first phase of her profession. On April 30, 1656, Barcos wrote to 
mère Agnès to reassure her that he would succeed in convincing Catherine's father, Philippe de 
Champaigne, who was still reluctant to let his daughter take the veil.114 This frequent exchange of 
letters testifies to the painter's close relationship with the nuns, as well as with Barcos and Singlin. 

The political climate deteriorated further in Port-Royal in the spring of 1656, but a miracle 
occurred, just when the abbey was in need of support to defend its cause. When Catherine was 
obliged to testify before the Archbishop, she reported that Pascal's niece, Jacqueline de Sainte-
Euphémie, was cured of a fistula in her eye after touching the relic of the Holy Spine (la Sainte 
Epine, fig. 143a). Quesnel II portrayed this event rather naively, undoubtedly at the request of 
Pascal's family (fig. 143b). In the next section, I shall examine the importance of miracles in Port-
Royal and address Catherine's miraculous cure, six years later, which implicated Champaigne 
directly. But for now, I shall continue with an examination of the role of images in the 1650s. 

In the meantime, on October 14, 1657, the nuns voted and accepted Catherine as a profess. 
After a moral inquiry conducted by a clergyman, probably Sacy, she pronounced and signed her 
vows. Her letter of profession was then presented for acceptance to the abbess – who was Sister 
Marie des Anges Suireau at the time (1599-1658). For his part, Champaigne, "en signe 
d’affection," donated a sum of 6,000 livres, plus 300 livres of lifetime pension, to the abbey by 
notarial deed. 115 He also offered his daughter two paintings: the Saint-Jean-Baptiste and the 
Madeleine pénitente, both of which were installed in the choir of Port-Royal Paris. 

It is undoubtedly on this occasion that Champaigne painted a portrait of mère Suireau (there 
is probably a copy of it in the Château de Versailles), former Abbess of Maubuisson who entered 
Port-Royal in 1615. Her portrait, iterating Champaigne’s formula, was added to the abbess portrait 
series (fig. 134). A few months later, Sacy's portrait (fig. 137d) was completed, perhaps also in 
gratitude for his daughter's acceptance. This personal circumstance also favored the development 
of bust portraiture in Port-Royal; the fortuitous result of a need for self-fashioning and 
autobiographic writing on the part of the community and the personal interest of the painter.  

 
b) Portraits as a saint 

 
According to the 1707 inventory of Port-Royal des Champs, about forty paintings were exhibited 
between the choir and the nave of the church, as well as within the Chapter hall, as described 
below:  
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On y voit plusieurs tableaux sur les murailles (mur contre l’église), l’un du miracle de la sainte 
Épine, fait par Champaigne et représentant sa fille sur laquelle il a été opéré (l’Ex-Voto) ; un 
saint Benoît, un saint Bernard, et les portraits des mères, Marie-Angélique, première abbesse 
depuis la réforme, Angélique de Saint-Jean, etc. 116 

Sacred paintings alternated with portraits. Another hybrid category was paintings of saints whose 
facial features were often borrowed from the features of contemporary members of the community 
– making them portraits in disguise. 

I will provide two examples of this hybrid portraiture. The first is an image made by 
Champaigne’s nephew representing Saint Chrysostom with the features of Antoine Le Maistre (see 
print, fig. 137c) - whom Champaigne parallelly represented in 1660 (refer to the following section 
for a detailed analysis of this portrait, fig. 137a). The letter exchange between Mother Angélique 
de Saint-Jean, in Paris, and her brother Charles-Henri Luzancy, on November 8, 1660, about St. 
Chrysostom's image, took place when Sacy and Luzancy both lived in les Champs. It is key to 
understand their need for images and the central role occupied by Sacy as a decision-maker. It also 
testifies to the fact that the two Champaigne, the uncle and the nephew, were in frequent contact 
with the nuns of Port-Royal, Paris: 

Il faut que je vous dise une bonne aventure qui m’est arrivée sur son sujet (au sujet d’Antoine 
Le Maistre), qui est que M. de Champaigne (Jean-Baptiste de Champaigne) s’offrit hier, de lui-
même, à nous donner une copie pour nous de son portrait fait en saint Jean Chrysostome. Mais 
sur cela, je vous prie de consulter M. de Gournay (Sacy) : quelle posture on lui pourrait donner 
au cas qu’il en fasse un tableau assez grand pour avoir quelque action des mains ? Nous en 
avons vu autrefois des images où il était peint un ciboire à la main, et comme il a plus parlé 
qu’aucun Père de l’Eucharistie, cela serait fort bien pour nous. Mais je pense à une autre chose, 
qui est que, si on imprime bientôt la vie de ce Père, on y voudra sans doute mettre son image 
au commencement, et si on avait fait ce tableau et qu’on le gravât, cela serait admirable que 
nous aurions dans la même image le portrait d’un grand docteur et celui d’un de ses illustres 
disciples, sans que cela scandalisât personne ; si néanmoins M. de Gournay (Sacy) n’entre pas 
trop dans tout ce projet, ne l’en embarrassez pas. Il nous suffit qu’on nous assure du 
principal.117 

This letter specifically describes Port-Royal’s need of portraits for the abbey and prints for 
frontispieces. Their desire to avoid offence ("sans que cela ne scandalisât personne") adds a 
political dimension to the symbolism of images. The engraving of Godefroy Hermant's La Vie de 
saint Jean Chrysostome (Paris, Savreux, 1664) (fig. 137c) represents a frontal view of the saint 
and was probably engraved after Jean-Baptiste de Champaigne, as he collaborated in his uncle's 
studio. In this print, it is difficult to detect any resemblance to Philippe de Champaigne's portrait 
of Le Maistre. In the absence of the original, it is difficult to deduce anything further.118  It does 
however confirm the tradition in which portraits were conceived as vehicles of virtue (see chapter 
1), which hopefully was reflected back on the subject. 

Another of Angélique de Saint-Jean’s letters, written a few days later, indicated that she 
was sending Jean-Baptiste’s original painting back to him, so that Le Maistre’s effigy as a saint 
could be copied, then engraved - proof, again, of the physical displacement of paintings and the 
direct involvement of the religious community in the circulation of portraits for their own sake as 
a support of religion. 

Sacy replied suggesting that Le Maistre be represented as a gardener, "Saint Paulin 
travaillant dans son jardin," implying that Le Maistre liked gardening in Les Granges. But five 
days later Sacy changed his mind and agreed to the previous choice of St. Chrysostom, specifying 
with regard to Champaigne: "Il ne faut point prescrire de loi à celui qui donne," implying that the 
painter should decide what to represent. Here is an explicit indication of how Port-Royal benefited 
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from donations the uncle and the nephew were willing to make. Portraits for the clausura were 
acceptable only if offered, but inappropriate if they were a paid-for commission.  

A second example of a contemporary portrait appropriated for the representation of a saint 
is provided by the famous society poet, Vincent Voiture (1597- 1648), who frequented the Hôtel 
de Rambouillet, known as the literary circle of Galanterie. Champaigne had portrayed Voiture 
around 1649 (fig. 136a) from which Robert Nanteuil had made an etching (cat. 411). Like 
Champaigne, Voiture was connected to the Port-Royal community through his "natural" daughter 
("une bastarde") who was a nun. Teste Tallemant des Réaux recounted the amusing story behind 
his portrait, suggesting that Voiture needed to be transformed into a saint to decorate his daughter's 
bedroom:  

Voiture a une bastarde religieuse : c’est d’elle qu’on a eu son portrait. Pour l’avoir dans sa 
chambre, elle le fit habiller en sainct Louis parce que de grands cheveux plats ressemblent 
assez à ceux de ce roy, et qu’on luy fait la mine un peu niaise, comme Voiture se la fait dans 
la Lettre à l’Inconnue. 

The painting representing Voiture as Saint-Louis, the French medieval king, now displayed in the 
city art museum of Saint-Louis, Missouri (fig. 136b), gives substance to Tallemant’s account. 
Although the over painting transforming Voiture in Saint-Louis, recognizable to his scepter, his 
royal crown and the crown of thorns, is not thought to be Champaigne's and is probably a later 
repaint, this fictive representation underscores Port-Royal’s ambivalence towards portraiture. 
Voiture's daughter could not possess a simple portrait of her father, so as not to turn away, through 
filial love, from that for God, but could venerate the disguised portrait of a saint, even if painted 
with her father's facial features. While they sought to honor their spiritual leaders (the abbesses, 
Saint-Cyran, Le Maistre, Sacy, Arnauld), they censored images of the self, or of the family, 
because they were considered a distraction from the total love that should be devoted to God.  

A more general suspicion regarding feeling prevailed in a letter sent by mère Agnès to 
Catherine when her sister was dying. When mère Agnès suggested that Catherine write to her 
father, she added the advice of not be too emotional: "… et prenez bien garde de ne vous étendre 
pas trop en paroles de tendresse, qu’il faut écouter le moins que l’on peut." 119 She told her instead 
to trust in God: "Servez-vous de ces pensées pour vous fortifier, et éloignez de vous toutes celles 
qui vous pourraient affaiblir."  Just as she firmly encouraged a distinction between strong feelings 
towards God, and weak feelings towards mortals, implicit was the boundary between devotional 
portraits and ornamental portraits to compensate for one’s weakness. The attempt made by 
Voiture’s daughter to disguise her father’s portrait, testifies to the difficulty some nuns experienced 
in adhering totally to monastic Rule. 
 

c) Devotions  
 

To shed light on other possible functions of portraits at Port-Royal, I shall also explore the 
case of the Good shepherd ( Le Bon Pasteur, fig. 148), although it is not a portrait per se. However, 
this commission tells us more about les amis du dehors' relationship to pictures. In February 1664, 
mère Agnès wrote to M. de Sévigné, an aristocrat who joined the Jansenists in 1660 and settled in 
an apartment overlooking the courtyard of Port-Royal’s church in Paris. He had complained about 
a delay in obtaining a painting he commissioned from Champaigne for a private chapel in his 
apartment. What is considered the original Bon Pasteur is at the Tours Museum; a copy by Jean-
Baptiste Champaigne is in Lille: 

Pour ce qui est de votre tableau, vous me dispenserez, s’il vous plaît, si je ne fais écrire pour 
l’avoir le mercredi des Cendres, mais nous solliciterons que vous l’ayez le mercredi saint, ou 
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plutôt le mercredi de la passion ; car, il vous fait considérer, s’il vous plaît, que M. Champaigne 
est pressé d’ailleurs, et qu’en cette saison la peinture ne sèche point. Je sais bien qu’il y a 
longtemps qu’il est commandé ; mais un pénitent ne doit pas vouloir être servi le premier, 
principalement quand il a fort aimé à être le maître.120 

This letter highlights the pressure exerted on the painter, who needed to satisfy multiple clients 
while simultaneously creating works he intended to donate out of religious conviction. The tone 
of the letter expressing mère Agnès' irritation towards the person who wished to be served first 
("vouloir être servi le premier"), gives us insight into how busy Champaigne must have been. 
Consequently, it puts into perspective the sacrifice entailed in donations he made to the monastery.  

In 1669, M. de Sévigné moved to les Champs and took his painting with him. After his 
death, in 1676, Le Bon Pasteur returned to the monastery. It was displayed in the church of the 
abbey, above one of the doors, where it remained until 1709 when the nuns had to leave les 
Champs. The painting was finally brought to Port-Royal Paris. The nuns were always very fond 
of it, attributing a certain "power" to the painting. In August 1664, in the midst of the Formulary 
controversy, mère Agnès wrote to M. de Sévigné concerning the perjury nuns who remained in 
Paris: "Je vous supplie de les exposer à votre Bon Pasteur, afin qu’il se souvienne d’elles."121 

I shall conclude this section with an examination of how portraits were hung at Port-Royal. 
Despite the mistrust of imagery expressed by Pascal and Nicole in their respective writings - 
neither allowed anyone to portray them during their lifetime - they acknowledged the role of 
images. For example, Nicole, author of les Essais de Morale, kept three or four portraits of 
important Jansenist leaders in his home, very likely including Saint-Cyran.122 Portraiture as an aid 
to meditation and a tribute to great religious figures was therefore a well-established practice at 
Port-Royal. Portraits became more numerous at the end of the seventeenth century and especially 
after the dispersion of Jansenists in the eighteenth century.  

 On April 27, 1678, Barcos wrote to Jean-Baptiste de Champaigne who had begun to paint 
the Last Supper for Port-Royal, mentioning the devotional role of paintings and the need for several 
copies: 

Quand ce tableau sera achevé (), je serai bien aise d’en avoir une copie, et aussi de quelques 
autres sujets de dévotion, si vous en avez. Nous faisons réparer notre église et lui donner plus 
de jour, ce qui servira pour faire paraître davantage les tableaux ; et ceux de Monsieur votre 
oncle en sont le principal ornement pour la piété et la beauté tout ensemble. Ils seront aussi un 
monument perpétuel qui le fera toujours vivre dans nos cœurs, et vous avec lui, et toute votre 
famille, qui ne sera pas moins chère qu’à vous.123 
For his part, Antoine Arnauld, the brilliant lawyer who engaged early on in a dialogue with 

Saint-Cyran about the French edition of Jansen’s Augustinus, probably did not wish to be portrayed 
and we do not know of the existence of a Philippe de Champaigne's portrait of him. However, in 
1655 le Grand Arnauld fled les Champs after the publication of Lettres à un Duc et Pair, which 
openly targeted the Jesuits. His unwavering support for the Port-Royal cause drove him into exile 
in 1680. This extreme situation led him to alter his position concerning portraiture. It was probably 
just before taking refuge in Belgium that he accepted to be portrayed by Jean-Baptiste de 
Champaigne (see print, fig. 149), who after the death of his uncle, gained the full trust of Port-
Royal’s supporters, partly in tribute to his uncle's work.124 Indeed, Arnauld was portrayed twice, 
more likely while in exile since Jean-Baptiste was able to travel to Belgium. As proof of his 
activism, the painter helped a few other Jansenists in exile by providing hospitality.125 These two 
approved images thankfully replaced other poor representations ("qui réparent les horribles qui 
s’étaient faites"), as sœur Marie-Angélique de Sainte-Thérèse Arnauld d'Andilly - niece of le 
Grand Arnauld, daughter of Andilly and sister of the deceased mère Angélique de Saint-Jean - 
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expressed. Both were engraved: Gérard Edelinck made the first engraving, in which the face 
resembled the original but not the body since it was taken after an unfinished painting ("très belle 
pour le burin, mais mal pour la posture et l’habit, ayant été tirée d’après un tableau qui n’était 
pas achevé"); the other was made by Pierre Drevet (fig. 149) and was perfect – "parfaite et 
ressemblante."126 The unfinished painting, as qualified in the quote, may have been interrupted 
due to the death of Jean-Baptiste Champaigne on 27 October 1681, shortly after Arnauld's exile. 

What interests me here is how Antione Arnauld’s portrait entered the pantheon of great 
Jansenist figures, such as the deceased Saint-Cyran that were to be revered ("avec dévotion") by 
future generations. The importance placed on the images' legacy is highlighted in a letter dated 
July 28, 1691, sent by sœur Elisabeth de Sainte-Agnès Le Féron - who became a profess in 1653, 
then a cellarer of the monastery, copying and filing manuscripts - most likely to Racine, although 
his name is not mentioned. The nun described a portrait of Arnauld by Jean-Baptiste de 
Champaigne (a lost "original," as she states) that Racine allegedly received from his aunt, mère 
Agnès de Sainte-Thècle Racine - elected abbess in 1691: 

Le petit tableau que notre mère (Agnès de Sainte-Thècle Racine) vous a envoyé et qui a 
toujours été dans la chambre de notre feue mère (mère Marie de Sainte-Madeleine d’Angennes 
du Fardis, décédée en 1691) est un original de la main de feu M. de Champaigne. Je ne sais si 
notre mère le savait ; pour moi, je l’ignorais, mais une de mes sœurs m’en a assurée. L’on avait 
donné en premier lieu à la mère Angélique de Saint-Jean ; ainsi, Monsieur, il a été à plus d’une 
personne, et l’on avait même promis qu’il demeurerait toujours dans la maison ; mais, puisque 
Dieu a permis qu’il soit tombé entre vos mains, et que cela se soit fait de la bonne manière, il 
aura encore une nouvelle bénédiction, par-dessus les autres, d’avoir été à vous, si vous voulez 
qu’il nous revienne après votre mort. Nous laissons néanmoins cela à votre liberté et à votre 
bonne volonté ; nous le garderons ensuite avec une nouvelle dévotion : usez-en librement, 
Monsieur, s’il vous plaît.127 

The letter explicitly states the importance to the nuns of keeping the portraits of the founders in 
the monastery. Arnauld’s niece, Angélique de Saint-Jean, initially owned his portrait that she 
probably received directly from the painter as a gift. When she died in 1684, the same year as Sacy 
and Luzancy, mère Madeleine du Fargis, the new abbess, inherited it. It next came into the hands 
of Racine's aunt and finally Racine himself, before it was returned, as Le Féron suggested, to the 
community. Authenticity is also explicitly highlighted in the letter above: "un original de la main 
de feu M. de Champaigne." The sister who first certified the origin of the work, and whose name 
is missing, could very well have been Catherine de Sainte Suzanne, who died in 1686. 
Additionally, the "dévotion" and "bénédiction" devoted to "le petit tableau" are indicative of the 
importance of portraiture at Port-Royal, and again call into question a common assumption that 
Port-Royal was iconoclastic. 

A letter dated January 15, 1695 from Germain Vuillard, a neighbor of Racine and the 
publisher of Arnauld's works, constitutes more proof of the Jansenist effort at the end of the 
seventeenth century to diffuse portraits. Vuillard mentions that he commissioned a new print of 
Arnauld from Edelinck.128 Perhaps the previous engravings were not entirely satisfactory, or there 
was a demand for additional prints. The original painting that served as a model for this new en 
graving, completed on January 9, 1696, was probably "la petite peinture" owned by Racine. 

The quality of the printed work was analyzed by sœur Marie-Angélique de Sainte-Thérèse 
Arnauld d'Andilly in a letter dated April 4, 1696, addressed to père Claude Nicaise:  

Les images qu’on a faites de lui (Arnauld) sont très mal faites et ne lui ressemblent 
point du tout. Je vous prierais volontiers, Monsieur, de vouloir bien supprimer celle 
que vous avez, à moins que ce ne fût la dernière, qui est gravée par M. Edling 



 
 

 164 

(Edelinck) ; elle a des défauts, mais elle est assez ressemblante à un dernier tableau, 
qui est de feu M. de Champaigne, qui le tira dans le lieu de sa retraite.129 

Arnauld's niece, in discussing her concern over the likeness and authenticity of "images" (in this 
context, engravings) of the great writer who died two years earlier, testified to the fact that a large 
number of single sheet engravings, albeit of uneven quality, circulated within the community 
besides frontispiece (see above). She confirmed that Arnauld was revered and that portraits were 
essential to the devotional practice. 
 
 
III - PORTRAITURE AS A RELIC 

 
I first argued that an element of Champaigne's success at Port-Royal as early as 1647, was 

the result of his ability to introduce a series of portraits that stimulated dialogue and solidified 
relations across the community. I shall now consider the religious dimension of his work, returning 
first to the posthumous portrait of Saint-Cyran (fig. 128), painted after a death mask. I shall explain 
the fundamental role of this intermediary cast mold in the conception of the effigy. Plaster cast 
was obtained by taking the imprint of the abbot’s face as he just died, when flesh was still warm, 
almost like a cast from life. As George Didi-Hubermann argued, it was a process that deprived the 
body from visibility and circulation of air, as it was transformed it into a solid mold.130 Conversely, 
Champaigne started from the inert object and worked to bring it back to life on canvas. I shall thus 
argue that Champaigne, by transposing a tri-dimensional object into a flat portrait, established a 
new relationship between the deceased and his image through the medium of direct contact, rather 
than mimesis, to evoke the spiritual presence of the leader in eschatological time. 

In the second chapter, I showed that Champaigne’s challenge with portraits from life was 
to establish likenesses that were politically acceptable. The painter explored the identity of his 
model in a tridimensional space through the Triple portrait, obtained by repetition, replication of 
a prototype and re-presentation, as illustrated by Maurice Maeterlinck's poetic phrase on the 
resemblance: 

… un affleurement de l'essentiel permettant de démêler et reproduire les traits les plus 
cachés, mais non moins graves et étonnants de la vie.131 
 

Conversely, in this chapter, I hope to prove that the resemblance was only a starting point in the 
quest of the sitter’s identity and was not limited to Maeterlinck’s emergence ("affleurement") of 
the essence. Although the death mask was a true, yet distorted imprint of the man at the time of 
his death, I shall consider how it challenged the notion of representation and simulated presence. 
 

1) Manufacturing a saint 
 
When Duvergier de Hauranne died in Paris on October 11, 1643, his status evolved from 

that of a spiritual director to the role of revered saint - even martyr, which permitted the community 
of Port-Royal to nourish itself around his cult and memory. It is through the optic of transformation 
that I will analyze the description of his funeral and the role played by his posthumous image. 
Claude Lancelot, one of the original Solitaires and the secretary of Saint-Cyran, oversaw the 
abbot’s evisceration and creation of relics, which he described in his Mémoires. More than a 
narrative, this piece of writing was a true hagiography allowing the secretary to list the many 
miracles that established the holiness of the defunct. 
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His account began on the morning of October 11, 1643, when Saint-Cyran, feeling 
extremely weak after a night of agony had to accept the fate of Providence. Singlin arriving at his 
bedside, realized he was close to death and called for a priest from Saint-Jacques du Haut-Pas, 
Saint-Cyran’s parish located next to Port-Royal, on the rue du faubourg Saint-Jacques. Singlin 
also called out for Doctor Palu, but the abbot unexpectedly survived the seizure of apoplexy and 
regained lucidity for a few hours. The doctor reported that the dying man had "miraculously" 
regained consciousness, which permitted him to receive the last sacraments from the priest - the 
Holy Viaticum and Extreme Unction, considered essential for a virtuous death, "en odeur de 
sainteté." Unfortunately, the mischievous Jesuits would immediately spread the rumor that Saint-
Cyran had died before receiving communion, hoping to bring the abbot and his community into 
disrepute.  

Lancelot, who arrived shortly after Saint-Cyran expired, did not hide his admiration for his 
late spiritual director: "Je le trouvai plein de majesté, & dans une mine si grave, que je ne pouvais 
me lasser de l’admirer."132 He vehemently dismissed the Jesuit cabal, adding to his argument the 
conversion of Doctor Palu ("touché et converti", after he had witnessed the miraculous remission 
of the dying man and his ability to receive communion. Indeed, Palu retired until 1650 in Port-
Royal where he lived in penance.133 The doctor’s conversion was the first miracle in proof of the 
abbot’s sanctity. A second miracle and argument for Saint-Cyran’s sainthood occurred 
immediately afterward, when M. de Bascle, a crippled man from Port-Royal, managed to drag 
himself to the deceased's room. He was instantly healed after kissing Saint-Cyran's feet on his 
deathbed. 

Lancelot provided a detailed account of events preceding the funeral ceremony:  
Quoique M. de Saint-Cyran fût mort le dimanche (11 octobre 1643), il ne fut néanmoins enterré 
que le mardi. Le jour de la fête dut cause que je ne pus trouver aucun des peintres habiles que 
j’allai chercher chez eux pour le faire tirer. Les uns étaient allés à leurs dévotions, et les autres 
à la promenade, de sorte que, voyant le temps passer, je le fis jeter en plâtre le soir même pour 
avoir le creux de son visage, dont plusieurs ont fait tirer des modèles depuis. Et c’est sur ces 
plâtres, et sur les avis de ses amis, qu’ont été faits les tableaux que nous avons de lui.134 

It is somewhat surprising that the disciple’s priority was to preserve the image of the deceased, 
before taking care of the corpse. Lancelot's first impulse was to have the dead man portrayed; 
hence, he started looking for a skillful painter ("peintres habiles"). It is well known that death 
quickly transforms the corpse; there is little time to react, since the body drops in temperature, 
flesh collapses, eye sockets and cheeks sink, lips become pinched, the mouth is distorted and 
becomes asymmetric, the bridge of the nose sharpens, etc. All these transformations permanently 
modify a person’s facial features. This rapid decomposition explains why Lancelot was so 
concerned with quickly recording the saint’s image. 

If modesty discouraged Saint-Cyran from agreeing to be represented during his lifetime, 
paradoxically his posthumous effigy became highly sought after in Port-Royal - as portended by 
Lancelot's unsparing effort to find a painter. Since he had no success finding an artist outside the 
community, he probably opted to call on available talent within the community to create a death 
mask. At the time, a doctor’s skill was typically relied on to create a mold. Although technical, it 
was a common operation and one that a competent craftsman ("un mouleur-figuriste") could also 
accomplish and such an artisan was certainly easier to locate on a Sunday than a draftsman. 

A cast obtained from an imprint could capture the exact resemblance of the figure, but an 
indexical likeness as opposed to a likeness obtained through mimesis. The procedure needed to be 
carried out quickly but with care, as it was easier to perform on a warm body, before rigor mortis 
set in. The face was first oiled, and the hair protected with bandages. All the facial orifices needed 
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to be closed and the ears either flattened with a headband or spread out away from the skull. Either 
way, the ears were distorted. At this stage, a horizontal or vertical thread was often passed over 
the face, to facilitate the subsequent unmolding. A first layer of warm plaster was applied with a 
brush over the face. After the plaster was dry, several thicker layers were then applied. Once totally 
dry, the mold was removed by pulling the thread, revealing a faithful (since mechanical) imprint 
of the dead man's face – a "hollow" image. 

From this original negative imprint, obtained by direct contact, a few casts would be made 
– in wax by the Romans, usually in plaster during the Renaissance, and sometimes in bronze in 
the 19th century. This positive cast was also commonly called, by abuse of language, a death mask. 
The three-dimensional objects obtained through this process were objectively similar to the model 
and encapsulated a memory of the defunct through imprint (contact with his body) – as if it were 
an intrinsic quality of matter. Lancelot confirmed in his writings that both the positive plaster casts 
("les plâtres") and Saint-Cyran’s portraits were made from the negative three-dimensional imprint 
so that direct contact with the saint was maintained. 

Despite the indexical nature of the imprint, Lancelot seemed to place limited confidence in 
its ability to convey a true resemblance. He specified that while Champaigne based his portrait on 
the cast, he also sought the opinions of those who knew the man ("les avis des amis"). Our analysis 
will focus specifically on what constituted "truth" for the community, since it is a word that Barcos 
used extensively in his letters to Champaigne, in which he expresses the belief that the painter had 
a moral responsibility: 

Les traits du pinceau, quelques beaux qu’ils soient en eux-mêmes, ne doivent être considérés 
qu’en tant qu’ils servent à la vérité et la rendent présente et vivante.135 

In his letters to Jean-Baptiste Champaigne upon the death of his uncle, Barcos set out a pictorial 
program, describing what was expected of a painter at Port-Royal. The truth was not limited to 
technical reproducibility but depended on the social and relational life at Port-Royal. The many 
effigies of the sanctified abbot needed to satisfy the needs of les amis du dehors, as well as the 
nuns of the clausura, who both wished to preserve a living image of the deceased, "présente et 
vivante." Images would be widely diffused, as well as body parts disseminated as relics. I shall 
now establish a parallel between the circulation of prints and the casts dissemination within the 
Port-Royal community. 
 

2) Body into pieces 
 

"Le lundi on l’ouvrit…"136 Claude Lancelot, one of the Solitaires, was the "maître de la 
chambre" responsible for the dissection of the abbot’s corpse and the distribution of relics. The 
remains were treated like those of a saint since it was understood that their dissemination would 
increase his influence. Linens were also soaked in his blood and widely distributed. The heart was 
attributed to Saint-Cyran’s closest friend Andilly in a testament, "à la charge qu’il se retireroit du 
monde." He in fact retired a year later. Thereafter, the heart would be preserved in les Champs.137 
Port-Royal Paris was entrusted with his entrails to the satisfaction of mère Angélique. The upper 
part of his head went to his nephew, Barcos, the other half to the Monastère de la Visitation de 
Poitiers. Finally, his shirt was given to mère Angélique, not to mention the hair, kept as a gift for 
many other friends.  

When Antoine Le Maistre, who was still in les Champs, heard the news of his friend's 
death, he insisted on obtaining the holy hands: "toutes pures & toutes saintes qu’il a si souvent 
levées vers Dieu, qui ont tant écrit de vérités, & qui combattoient encore pour l’Eglise lorsque 
Dieu l’a appelé." However, when Lancelot became aware of the request, the body was already 
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resting in a temporary wooden coffin exposed in the church of Saint-Jacques-du Haut-Pas. To 
satisfy his demand, Lancelot had to dismiss the clergyman on duty, who was not a Jansenist and 
would not understand their form of "devotion," and open the bier himself to access the corpse and 
saw off both hands. He placed them in a cardboard box that he transported himself to the monastery 
of Port-Royal. It was during this delicate procedure that a third miracle was observed. Lancelot 
noted the extraordinary flexibility of the abbot's body, thirty hours after his death: "ce qui a été 
considéré en quelques Saints comme une marque de grande sainteté & innocence." The abbot was 
finally buried in the church of Saint-Jacques-du Haut-Pas ("dans l’enceinte du grand Autel") in 
the presence of a large community of sympathizers, including the future Queen of Poland. 

This observation about the state of the body can be compared to one made years later by 
"Sœur Catherine de Sainte-Suzanne, religieuse indigne" (as the daughter of Champaigne signed 
documents). Catherine was at the monastery of Les Champs on August 4, 1685, when she wrote 
to a benefactor, Catherine Angran, "veuve Belisy," about the death of mère Angélique on August 
8, 1661. Her account was to be included in an almanac, in which each month featured a story about 
one saint: 

L’on savait l’histoire de ce corps trouvé à Port-Royal tout entier, mais non pas de la même 
manière ; car on ne nous avait pas dit que ce fût du temps de la mère Dorothée ni que l’on en 
eût vu le visage et que l’on eût reconnu que c’était la mère Angélique. Si cela est assuré, comme 
vous nous le mandez, c’est en vérité un grand miracle. Car une personne hydropique comme 
elle était et quasi toute pourrie quand on l’enterra, ce semblait, c’est une merveille que Dieu 
seul peut faire, nous ne savons pas pourquoi ; il a ses desseins, et cela se verra peut-être quelque 
jour.138 

When the community exhumed Angélique's body and discovered it was not decomposed but 
remained supple, as did the corpse of Saint-Cyran twenty years earlier, they claimed that it was 
"un grand miracle." Mère Angélique was immediately listed among the "saints du mois." Although 
not canonized, the designation of deceased saintly members of the community helped Port-Royal 
affirm its identity and strengthen devotion to help them stand up against their religious adversaries, 
while they were engaged in dissent.139  

The evisceration of Saint-Cyran was similar to what was traditionally practiced on the 
corpse of a saint. The body was "read" as if interpreting hieroglyphics, to detect signs of sanctity 
such as odor, whiteness and texture. According to Saint Thomas Aquinas, the body of a Christian 
could become an object of devotion through its likeness to that of Christ and the interiorization of 
God’s image. This explained how man’s physicality was connected to his soul. Reciprocally, it 
also explained how the virtuous soul of a saint exerted agency on their body and that was 
perpetuated beyond death. Thus, Lancelot’s examination of the abbot was done expressly to 
produce evidence of his sanctity.  

Once holiness was established, the remains of the body became precious and relics 
obtained from it were disseminated to increase the influence of the saint. Each relic functioned as 
a synecdoche of the entire body and their multiplicity did nothing to diminish a saint’s power. In 
this case, I would argue that the "hollow" of the face - the imprint – could very well be considered 
a relic, since it became an element of the material dissemination. This void of the matter became 
surprisingly meaningful and powerful. I could speak of the extension of the power the "hollow," 
which started with the direct contact with the saint on his deathbed, and was prolonged by the 
multiple "full" cast reproductions. 

An anecdote about Sacy illustrates the enduring agency of Saint-Cyran through contact 
with his body. As I already mentioned, Sacy played a central role in the circulation of images. 
Nicolas Fontaine, in his memoirs, described the final hours and funeral of the priest in the manner 
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of a hagiography. An example is his last description of Sacy’s face after death, viewed when he 
was laid out in the abbey of Les Champs: "La paix que la mort y faisait régner était semblable à 
celle que la grâce y avait toujours fait régner pendant sa vie."140 This final peace could be 
understood as the result of his last voyage and contact with Saint-Cyran, as I shall now argue. 

Fontaine recounted that in 1684, Sacy's body was transported from the château de 
Pomponne, where he died, to Paris before traveling on to les Champs where he was to be buried, 
according to his wish.141 When the funeral procession reached Paris, "200 personnes avec des 
flambeaux " were sent by the Duchess de Lesdiguières to accompany his corpse and venerate it. 
The procession led to the church of Saint-Jacques du Haut-Pas, where Saint-Cyran was buried 
about forty years earlier, near the altar, and a mass was said. The account of the Sacy’s funeral 
ceremony and decision to make a detour to the abbot’s tomb to come in contact with the saint's 
remains, highlights the importance placed on bonds beyond death and how much Saint-Cyran was 
revered by the community, especially during the years of persecution. Fontaines’s account ends 
with the procession resuming its journey to Port-Royal des Champs. 

This anecdote illustrates the process of propagation of virtues (sanctissimi viri), which was 
essential to assert the high clergy’s authority. Since the soul radiated through the body and 
reciprocally, the body was an indicator of the soul, contact with the saint’s body was the vector for 
the transmission of sanctity. Taking a posthumous imprint was a way of keeping a trace of the 
defunct and transmitting his sainthood through contact, which I shall now examine. 
 

3) From the “hollow” to the” flat” 
 

It is useful for my argument to refer back to the conceptual image of Champaigne holding 
the death mask in his hand. For the Jansenists, this positive plaster cast, obtained from the hollow 
form that was acting as a negative, potentially encapsulated a latent state of holiness. The painter’s 
purpose was to reveal the agency of this image of absence – the imprint replacing the life model. 
Making the absent model present meant, first of all, translating this holy imprint into a picture.  

Although there is no record of Champaigne’s commission to paint Saint-Cyran’s effigy 
(fig. 128), which could have come from either the Andilly or Duvergier family, the need to produce 
an image, then prints for the community, could be linked to the dissemination of relics, whose 
importance was previously noted. But from the painter's perspective, what did it mean to hold an 
original cast in his hands (fig. 144b, 144c)? How to preserve the trace of contact with Saint-Cyran 
and communicate the reliquary status through painting? There was a certain paradox in departing 
from the objective resemblance of the imprint to create an artifact - a flattened image of the relic. 
But the painter’s expertise was precisely to represent depth and give relief to this two-dimensional 
image on canvas through the treatment of shadows and tonal shifts.142 This flattening, through an 
alternate medium of visibility, permitted broader circulation of the relic, and ultimately extended 
the saint's sphere of influence. Thus, through flattening, the relic becomes more easily replicable, 
and furthers Port-Royal’s communication strategy. 

Beyond executing a portrait, I put forth that Champaigne was expected to produce an active 
icon, in other words, an image that could perpetuate the memory of contact with the deceased. The 
"aura" of the image was derived from authenticity, which augmented its agency and spiritual 
power, and explains how the physical genesis of the image was integral to transmission of the 
saint’s spirit. The death mask was the conduit along a chain of contact that transposed the spirit of 
the dead saint to his image. 
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As the Greek monk Theodore the Studite reminded us, in his attempt of reviving the 
Byzantine monasticism, "an image of Christ is Christ." This mere concept provided the basic 
principle of the very action of the icon. The concept of resemblance was inoperative since the 
mimetic likeness could not encapsulate Christ’s agency; the quest for                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                           
resemblance was efficiently replaced by an empowered image activating the sense of the subject’s 
presence.143 The "image-manifestation" operated in the same way as the Holy Face, as Nicole 
reminded in his Letter XCIII. The writer provided some important details on their origins and proof 
of effectiveness. In particular, he considered two examples of acheiropoetic images (not made by 
human hands); first the vera icona, veil of Saint Veronica on which Christ left his imprint during 
his ascension to the Golgotha, and second the Mandylion, obtained by a similar process by the king 
of Edessa who wanted to preserve a portrait of Christ in his absence. The impact of the Holy Faces 
is due to their double nature as both the mark of contact with a human face and miraculous 
manifestation of the divine. The archetypal imprint, in conformity with the model, could thus 
reveal the identity of Christ, like a seal. The traces left by contact ensured the conformity between 
the prototype and its replication.  

In his picture of the Holy Face (fig. 151a), Champaigne superimposed a model taken from 
a well-known repertoire of forms on to his life observation of a face. He skillfully emphasized the 
veining of the skin, the hollows of the eye sockets, the transparency of the tears and drops of blood. 
Paradoxically, this painting disconcerts the viewer due the incoherence of its construction. At the 
same time that Champaigne created a trompe l'oeil, he concealed the three-dimensional effect in a 
similar way as it had flattened Saint-Cyran’s cast into oil on canvas. Christ’s head appears to be 
floating in front of the shroud, above the pictorial surface. His image appears beyond the canvas, 
lacking pictorial coherence, and his transparent gaze is expressionless. The viewer’s eye glides 
over His mystery. Through this tension between the divine and the corporeal, Champaigne 
acknowledged the impossibility of achieving transcendence through painterly skill. He highlighted 
the limits of his art and the humility of his mortal condition, surpassed by the subject of his 
representation. 

The painter responded similarly to the iconic needs of Port-Royal by adopting this principle 
of humility and applying it to Saint-Cyran’s portrait. I hope to show that he doubled the mimetic 
likeness by including traces of the sitter’s holiness. To emphasize this dialectical approach, I shall 
now focus on the death mask’s agency in Port-Royal, before comparing the abbot’s posthumous 
portrait to that of Antoine Le Maistre, made under similar conditions and well-documented in 
several letters. 

 
4) Agency of the death mask 
 
A brief historical summary of the tradition of the death mask will help us highlight the 

importance of the object’s status, especially in the context of Port-Royal, where it was used to 
create a portrait of the spiritual leader. This transitional object has always played a fundamental 
role in many cultures, where the imprint of the deceased’s face served as an interface between the 
worlds of the living and the dead. But it should also be stressed that this indexical conservation of 
likeness has been a socio-cultural operation more than a technical one because this solution has 
been variably adopted by societies. It is therefore important to clarify its meaning within the 
historical context, up to the period of Port-Royal. 

For the Egyptians, the very presence of a body was enough: mummification made it 
possible to preserve the carnal appearance and provide the soul of the dead with the conditions for 



 
 

 170 

access to the afterlife. No need for an artifact. 144 There was nothing comparable among the 
Romans, for whom a corpse was considered polluting, soiled and corrupted. Burial took place at 
night or remains were disposed by cremation. No embalming was practiced nor display of the 
corpse that was to disappear into the bier. To erase the painful memory of death, the Romans made 
casts that depicted the deceased as if they were alive. This abjection over the decrepitude of the 
body, resulted at the time of the Roman Republic, in a private cult of ancestors. Wax was used to 
take an imprint of the dead and create masks that were then preserved in alcoves in the atrium. The 
imagines maiorum were only exhibited during funerals, where these "heads" of ancestors 
represented the lineage of noble families and highlighted their dignity. The likeness obtained by 
direct contact allowed the Romans to transfer the moral qualities of the individual to the object 
and glorify him. These wax heads provided portraits resembling the deceased, which were painted 
with make-up to increase the illusion of life. The eyes (made of glass) were open, which gave the 
ancestors a fixed look. This function of the mask - emphasizing the dignity of the lineage and 
artificially extending life – was also relevant in the context of Port-Royal. It was just a matter of 
replacing dignity with holiness. Except that with Christianity, the status of the body had changed. 

The body was slowly rehabilitated during the Middle Ages because of the incarnation and 
the analogy with Christ. Embalming techniques had also improved, so a corpse might be better 
preserved and exposed. In Byzantium, the face of the dead Emperor was visible under transparent 
wax used to preserve the flesh beneath a thin protective layer. This wax process worked like a fine 
mask transposing the features of the face. A few decades on, to extend exposure of the body, the 
corpse began to be displayed in double, also as an artifact. A mimetic effigy, in stone or wax, was 
more manageable than the human body and presented no risk of putrefaction. This artifact was 
more likely to be carved than molded from a death mask. The double exposure allowed both the 
expansion of holiness through the dissemination of relics and, at the same time, the diffusion of 
the saint's image to strengthen the faith. Such a tradition was further developed during the 
Renaissance through funerary art. The remains were confined in the coffin, although sometimes 
visible through a transparent lid; an idealized portrait of the dead, or a personified figure of Death 
or Virtues, for example, was positioned on top of the coffin.  

The death mask reappeared as a support for subsequent portraiture probably near the end 
of the thirteenth century, coupled with the progressive strengthening of the notion of individuality. 
Rather than becoming a memorial object, as in Roman times, the death mask was now used as a 
preparatory step to facilitate the carving of funeral sculptures, at a time when sculpted tombs 
replaced simple grave slabs in churches and took on an increasingly monumental appearance. The 
death mask also served in the Renaissance as a model for painted portraits. It prolonged the 
presence of the defunct, materializing their memory, substituting a presence for an absence – all 
issues that I previously discussed concerning Port-Royal. The question is now what this 
transitional object implied formally, which explains why it suddenly reappeared.  

Starting at the end of the thirteenth century in Italy, some monuments focused on the 
depiction of bodily decay – even before the baroque transi tombs. The facial features of certain 
stone gisants began to resemble the features of a port mortem mask – like a final death grimace.145 
Instead of the serenity of an idealized face, carved effigies now depicted the stiffness and deformity 
of a corpse, which suggests that death masks served as a model for carving of the gisants. This 
was the case for Pope Clement IV, who died in 1268; for Isabella of Aragon, who died by accident 
in 1271; and for Charles VII of France, buried in 1461.  

The same transformation can be noted in Renaissance paintings. Vasari’s biography of 
Verrocchio in the Lives mentioned many posthumous portraits taken from post mortem imprints, 
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which abounded in Florentine houses ("si naturels et bien faits qu'ils semblent vivants!"). This 
fashion extended to the bourgeoisie, among patrons and donors. At the same time, in Flanders, 
private portraits representing the deceased on their deathbed (fig. 145c) became increasingly 
common. As the inscriptions showed, they were understood as "portrait au naturel" and were quite 
similar to the images of the Carmel that inspired Champaigne. 

A surprising parallel was established in the Renaissance between holiness and artistic 
genius - two notions that were thought to expand through contact. Thus, in addition to the death 
masks of saints, kings, emperors or princes, there were, early on, those of artists - a practice that 
would continue until the nineteenth century, including musicians' masks like that of Beethoven. 
So, besides the masks of clergymen, like Bernardine of Siena (1444), or princes like Laurent de 
Medici (1492), there were those of artists - Dante (1321, although not authenticated), Filippo 
Brunelleschi (1446), and Fra Angelico (1455). As a result, genius could be propagated just as 
holiness was. 

This was illustrated in a short anecdote about Albrecht Dürer, with a surprising parallel to 
circumstances following the death of Saint-Cyran. Dürer was already buried for three days when 
some of his students asked to make a plaster print of the master's face. His body was exhumed, but 
not content with just a likeness of his face, they also made imprints of his hands. Were these casts 
so essential that they necessitated the desecration of a grave? Apparently, yes. And the reason was 
not a lack of images of Dürer, since the painter left several self-portraits to posterity. The interest 
in his facial imprint and that of his hands suggests that they were considered to be sacred relics, 
capable of perpetuating the master's influence beyond his lifetime. The students hoped to hold on 
to a piece of his genius. This example also suggests that it might be important to disconnect the 
need for an image from life, obtained by mimesis during the person's lifetime, from the need for a 
mortuary image, obtained through contact and imprints of parts of the corpse, and which convey 
the virtues of the deceased. One process does not replace the other. 

This observation helps us to understand why mère Angélique, whose portrait was painted 
twice by Champaigne during her lifetime (in 1648, fig. 133 and in 1654, fig. 138), was also 
represented in a plaster bust (fig. 141) cast from her death mask.146 The carved bust was dressed 
in a veil and a scapular, then exposed in a glass case in the Chapter of Port-Royal des Champs, 
like a relic, recorded in an engraving after Hortemels. Two complementary effigies of Angélique 
were on display in the same room: Champaigne’s faithful life portrait depicting her filiation as an 
abbess, and her funeral mask simulating her presence, acting as a relic. 

Certain Renaissance paintings sought to unite both incarnations - resemblance and presence 
- within the same image. For example, in Carlo Crivelli’s portrait of St. James of the Marches (fig. 
144b) representing the saint as an undead, or in Luca Signorelli’s Virgin and the child with a donor 
(Jacquemart-André Museum), in which he represented his model with folded ears, as they appear 
following the plastering process, making an explicit reference to a death mask.147 By deliberately 
painting twisted ears without trying to hide the defect, the painter communicated that the person 
he represented had died. This posthumous portrait was authenticated with the aid of the imprint, 
and therefore was potentially charged with its virtues. 

The desire to signal, by a formal process, the postmortem quality of an effigy to increase 
its agency, seems to have been taken up, albeit subtly, by Champaigne. This led Anthony Blunt to 
comment that the portrait of Saint-Cyran evoked a medieval reliquary head, to which Pericolo 
added:  

Comme son cœur, ses mains, ses pieds, son masque mortuaire, ce tableau était en quelque sorte 
un reliquaire contenant l’effigie de ce saint "moderne."148 
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The head of Saint-Cyran, as conceived by Champaigne, features a particularly prominent skull: 
the importance of the saint’s cavity and his cranial curvature were both amplified (fig. 128a). The 
contrast and volume were accentuated by light reflection at the top of the bald skull. The saint's 
neck is almost absent as if the head were directly screwed on his wide shoulders, serving as a 
pedestal. We would expect, as in ancient head reliquaries, to be able to open a door and extract the 
saint's bones from within the skull.149 In that sense, Blunt's metaphor makes sense and Champaigne 
seems to have played with this analogy. This is confirmed by Lancelot's account when he 
expressed a belief that the saint had superior intelligence, and thus was more virtuous due to the 
size of his brain and its exceptionally white color:  

Le Médecin & le Chirurgien admirèrent la capacité de son cerveau, & dirent qu’ils n’en avoient 
jamais vu un si grand pour la quantité, ni de plus blanc pour la substance.150 

This portrait is considered inherently faithful to life since it was based on an imprint. More than a 
likeness, it conveyed the conceit of holiness: the physiognomic details had been slightly 
transformed in such a way as to erase the model’s particularism but capture his spirituality. 

Another reason to question the realism of a portrait made from a death mask is the fact that 
it relies on a record of the distortion of death to simulate the image of a living person. The funeral 
mask, despite being faithful, offers a biased vision of the subject, "un mentir-vrai," based on his 
appearance after death, which has transformed the features and expression of his face. The mask 
captures the final figuration before the final disfiguration, which is a "lie" per se: "le visage du 
mensonge fait avec la déformation du vrai", as Jean Lorrain put it in "Manuscrit d'un 
neurasthénique."151 Paradoxically, the mask becomes effective when the deceased has ceased to 
be himself. It is a starting point for the memory process, although a problematic one: the mask 
helps to fix a still face, therefore simplified, pale, and with closed eyes. The painter must restore 
three essential elements of the subject’s identity that are lost through this process: skin color, the 
gaze, and the breath of life. Ironically it is through distortion of the initial "lie" that the painter 
could hope to achieve a higher truth. As Bernini himself admitted (see Chapter 2), the whiteness 
of the mask transformed the perception of facial volume: paint a face white, and the person under 
the make-up is no longer recognizable. The artist’s skill consisted of remodeling a face to 
transcribe the vitality of the model rather than offering a pale imitation.  

Finally, the tradition of reducing the memory of a person to his last image is addressed by 
Aristotle who postulated that as long as a man lived, his future was hidden. Consequently, death 
was seen as a revelation since it allowed a person’s history to be transformed into legend. Only on 
a deathbed is a destiny achieved: by expiring, man is transformed into an essential stillness, a 
singular fate, whereby absence reveals presence. "Ce que c'était que d'être…" concluded Marin, 
who also defined the essence of man as a reality that only reveals itself in the past.152 

At this ultimate transition point, there is therefore, in the last cast, the potential expression 
of a life’s achievement. It is as if the mask was taking an imprint and a synthesis of the sum of the 
experiences accumulated by the individual. It would then transmit not only the physical 
resemblance but also the moral integrity of the defunct. It is through this practice of veneration 
and exemplarity – once private, reserved for the Roman dignitaries who proudly displayed their 
genealogical lineage and assessed their dignity and alter political as in the case of Richelieu – that 
Port-Royal hoped to bring out the image of God imprinted upon the individual soul of l’abbé de 
Saint-Cyran. In so doing, the community hoped to communicate the essence of what it was to be 
a saint. 
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5) Antoine Le Maistre’s death mask 
 
In 1660, Champaigne was asked to paint a portrait of Sacy’s brother, Antoine le Maistre 

(fig. 137a), who died two years earlier on November 4, 1658. It was therefore to be made from his 
death mask. Le Maistre deserved this veneration due to his role as the first Solitaire and his 
longstanding companionship with Saint-Cyran. Perhaps the request for an effigy originated with 
mère Angélique de Saint-Jean, the daughter of Andilly and a cousin of Sacy (although sixteen 
years his junior). Because Sacy and his deceased brother were both raised by Andilly following 
their mother’s separation from their father, the ties between the cousins were strong and Sacy was 
particularly close to Angélique de Saint-Jean. 

Letters written from Sacy to Angélique de Saint-Jean, provide us with valuable insights 
concerning the role of portraits at Port-Royal and how they were received.153 In the same way that 
Sacy is a central character for us as priest, writer, and mediator between the nuns and the Solitaires, 
Angélique de Saint-Jean, one generation later, is a privileged interlocutor, especially since she was 
highly sensitive to the arts, being a writer and a sculptor, and particularly in favor of the use of 
images at Port-Royal – a position not shared by all. 

 
a) Resurrecting the spirit 

 
In a letter dated April 17, 1660, Sacy first stated his joy and impatience to receive the 

posthumous portrait of his brother by the intermediary of his cousin: "Je n’ose le dire de peur 
d’augmenter ma tentation," admitting to his shameful need for images that were seductive. It is 
also interesting to note that Champaigne was dealing directly with the nuns who remained in Paris, 
while Sacy was living in les Champs: 

Je ne puis vous témoigner assez la joie que vous m'avez donnée et l'obligation que je vous ai 
pour le nouveau portrait de mon frère, et combien je m’en sens obligé à M. Champaigne, qui a 
entrepris en cela une chose que je crois qu’on ne tente qu’avec grande peine, parce qu’il est 
presque impossible d’y réussir.154 

This is a significant written acknowledgement of the challenge posed in creating a flat image 
working from a plaster cast. Sacy also suggested that mère Angélique de Saint-Jean might have 
taken part in the casting, because of a somewhat enigmatic phrase that was included: "dans ce que 
vous avez fait pour ce portrait." It has often been inferred from this sentence that it might have 
been she who took Le Maistre's imprint on his deathbed, which is plausible given her artistic talents 
and the demand for this skill at the monastery.  

In the same letter, Sacy also confirmed the success of Champaigne's pictorial transposition 
and his ability to bring the deceased back to life: 

…il me souvient d’avoir ouï dire une fois à M. de Saint-Cyran d’aujourd’hui (Barcos) que si 
M. Champaigne eût connu M. de Saint-Cyran durant sa vie, il ne fût jamais mort. 

In other words, Sacy subtly suggested that the postmortem image was good, but that the one taken 
from life would have been more amazing! This anticipation of immortality ("si… il ne fût jamais 
mort") was precisely what justified the representation. It articulated the dialectic of the living and 
the dead. Sacy pursued his letter by reaffirming the memory function of the image:  

Il n’y a rien en quoi j’estime plus l’excellence de la peinture que de voir qu’elle empêche que 
les vivants ne meurent dans leur mort même, en rendant l’image toujours vivante et rappelant 
ainsi dans notre mémoire tout ce que nous leur avons vu faire ou dire durant leur vie, et de ce 
que, se surpassant encore elle-même, comme il arrive en cette rencontre (avec Le Maistre),  
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lorsqu’on n’a point eu de tableau d’un homme vivant, elle ne laisse pas de le représenter et de 
le ressusciter en quelque sorte après sa mort.  

Through the process of plaster casting, Sacy hoped to substitute an image in place of the living, to 
compensate for failing memory. This fragile tension between what was mortal, lost, and fugitive 
and what remained, resurrected in another form, induced a belief system connecting the defunct to 
the replacement object. The Holy Eucharist, which was central to religious practice at "Port-Royal 
du Saint-Sacrement" (the official name of the community), performed a similar transubstantiation 
of bread and wine into the divine body and blood of Christ. 

When Fontaine, in his Christian Dictionary, referred to the dialectic dead/alive, he 
unexpectedly linked it to a person’s morality, rather than physiological status: 

Ainsi il se trouve que plusieurs de ceux à qui nous parlons, qui sont beaux & agréables de 
visage, sont morts & sentent mauvais dans l’ame ; comme au contraire plusieurs de ceux qui 
sont morts aux yeux des hommes, sont vivans aux yeux de Dieu.155 

He rejected the correlation between the beauty of the face and that of the soul, as was often the 
assumption in physiognomy concepts or the pictorial theory of Passions. He also questioned the 
meaning of what is dead and alive. The Cardinal of Bérulle also commented upon this indistinct 
boundary: 

Nous devons être en mourant et mourir en vivant, c'est-à-dire exercer une manière de vie qui 
soit vraiment mort et porter une manière de mort qui soit vraiment vie. Tellement que vivre et 
mourir doit être notre devise, notre pensée, notre dessein principal sur la terre.156 

The death mask embodied the paradox Bérulle referred to – being dead but still living. Bérulle also 
suggested that the painter needed to focus on the preservation of the idea of a moral life and death 
- "notre dessein principal sur la terre." It was similar to a concept that Sacy evoked in his letter, 
lamenting the deficiency of memory and that his ability to recall his brother's image would 
gradually erode:  

L’idée ne s’en renouvelant plus par la vue de la personne, chaque jour efface quelque chose de 
cette vivacité avec laquelle elle avait accoutumé de se représenter à nous. 

The image was therefore essential only if it helped to perpetuate an idea exemplified by the face. 
The preservation of appearance was of secondary importance. 

A month later, on May 12, 1660, the portrait of Le Maistre was sent to Sacy who was 
staying in les Granges de Port-Royal. Sacy's reaction to the portrait was the opposite of Mazarin’s 
disappointment, as analyzed in the previous chapter, who thought that Richelieu’s portrait did not 
resemble the cardinal. On the contrary, Sacy excused Champaigne for dissimilarities ("qui est 
dissemblable"), which some of the Jansenists noticed: "…quelque chose à redire à la lèvre du 
dessous." Sacy rejected the primacy of resemblance, in favor of the picture’s success in capturing 
the sitter’s soul ("esprit"). He acknowledged that his brother's noble soul was well preserved, "il a 
l’air grand et noble:" 

Il me semble qu’il y a quelque injustice en quelques-uns d’ici qui l’ont vu, qui voudraient qu’un 
tableau fait comme celui-ci, sur un plâtre, qui est toujours dissemblable en beaucoup de choses, 
représentât aussi parfaitement que s’il avait été fait au naturel. Mais il est certain, et tous en 
demeurent d’accord, que le haut du visage et les yeux, qui sont le principal en lui, sont 
parfaitement bien… (…) Il est certain qu’il a l’air grand et noble, et qu’il ressemble beaucoup 
à son visage et parfaitement à son esprit.157 

Against common sense, Sacy declared the plaster cast to be imperfect - thereby questioning the 
dissimilarity of the imprint. In an inversion of values, he suggested that true likeness was 
dependent on artistic creation, wishing the portrait were made from life - "au naturel." 
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b) Restoring the gaze  
 

Sacy made another interesting observation, namely that his brother's idea, or soul, was 
concentrated in his eyes "qui sont le principal en lui." It is precisely where the death mask can be 
of no help since the restitution of the gaze is entirely in the hands of the painter. When a clergyman 
died, a painter would traditionally be called to the deathbed to lift the defect’s eyelids and take 
note of the color of his pupils, for when they were to be painted open.  

In his Christian Dictionary, Fontaine insisted on the eyes, "siège de la pensée," as a 
metaphor for the soul: 

Les yeux du corps sont une grande figure des yeux de l’âme. Notre plus grand soin pour le 
corps est d’en conserver les yeux, dont nous préférons la santé à tout ce qu’il y a de plus beau. 
De même nous devons appliquer tout notre soin à conserver l’œil de l’âme, qui est la raison, 
dont l’obscurcissement répandroit les ténèbres dans toute la conduite de la vie.158 

It is understandable from his focus on the eyes that Sacy was not bothered by a defect that Luzancy 
observed in Champaigne’s portrait regarding the "lèvre de dessous." Sacy was more concerned 
with the exact transposition of the gaze, reflecting the soul - "l’oeil de l’âme." To accurately 
capture the gaze of the subject’s eyes, the painter had to rely on the memory of the defunct’s 
friends, along with his own, since unlike Saint-Cyran, Champaigne had met Le Maistre.  

However, Fontaine claimed that the quality of the eye was more dependent on God’s grace 
than on a painter’s ability: 

Il n’y a rien qui nous montre naturellement, plus sensiblement, ny plus visiblement nostre estat 
à l’égard de Dieu, que l’estat de l’œil à l’égard de la lumière… L’œil donc, quoy qu’il soit beau 
& bien fait, ne peut rien voir sans le secours de la lumière...159 

Fontaine concluded that good eyesight was a marker of discernment for Christians: "un chrétien 
estant aidé de la lumière spirituelle que la grâce donne, voit dans les mesmes volontez de Dieu ce 
que les autres n’y voyent pas."160 

Thus, beyond a painter’s mastery, or even Christian virtue, the actualization of a gaze’s 
restitution was dependent on the grace of God. And on this gaze also depended the perpetuation 
of memory of the deceased. Following Port-Royal’s logic, I shall conclude this part by examining 
the state of the painter’s soul, rather than his praxis, since Sacy would assume that the heart guides 
the hand ("c’est le cœur qui conduit la main"): 

Je vous supplie de témoigner à M. Champaigne combien je me sens obligé à son affection et 
son amitié, qui semble l’âme de son art en cette rencontre et lui rende possible l’impossible. 
Car je crois que c’est le cœur qui conduit la main, comme il vous est arrivé à vous-même dans 
ce que vous avez fait pour son portrait.161 

"Affection" was a word taken very seriously at Port-Royal. This expression of Sacy’s esteem for 
Champaigne was the surest proof of the painter's recognition among les amis du dehors. He was 
part of the affective geography delimited by the Republic of letters. Barcos, in the letter he sent to 
Champaigne’s nephew just after his uncle's death, similarly referred to an "amitié chrétienne." He 
mentioned with a certain fatuity "the feeling he [Philippe de Champaigne] had for me," expressing 
in return "the sincere love I had for him," thus privileging friendship over kinship ("l’amitié vaut 
mieux que la parenté").162 
 

c) The imprinted virtue  
 

Having explained the importance of the death mask as a transitional object and the 
propagation of virtue through contact with the saint, I would now like to explore portraiture in its 
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relation to the painter’s virtue. The artist’s moral attitude was a requisite for their paintings to be 
consecrated and become an agent of faith at Port-Royal. 

Champaigne’s success can be contrasted with the failure of other artists who worked for 
Port-Royal. Two examples imply that critique of work was based on moral, rather than technical 
evaluation. The first episode took place on October 2, 1629, at the death of the Cardinal of Bérulle, 
who had not permitted himself to be portrayed:  

…comme il n’avoit jamais voulu permettre qu’on fist son pourtraict durant sa vie, plusieurs 
souhaitèrent de le faire tirer sitost qu’il fust mort. 163 

Ferdinand Elle, a well-known portraitist, was first asked to portray him. However, Habert reported 
that the painter failed to capture the cardinal "because he was a Protestant." So, a second painter 
was asked to attempt the job: 

Peu après Madame la Marquise de Maignelay envoya un peintre catholique d’une adresse et 
d’une réputation beaucoup moindre, qui toutefois ne laissa pas d’en tirer sur le champ un 
portraict reconnaissable.  

Dorival suggested that this Catholic painter was a minor portraitist named Hérault, who was 
considered more a craftsman than an artist. A few years later, Champaigne would paint a portrait 
after this first deathbed drawing - the 1645-55 portrait of Bérulle (fig. 136e), printed in 1661 by 
Nicolas de Plattemontagne. This oil painting, later transformed into an oval portrait, was listed in 
Champaigne's inventory, meaning that it was important enough to be kept in his studio until his 
death. Idem for a painting representing the Reverend Father Philippini (cat. 200), a Carmelite from 
Rome, which proves again the importance of keeping prototypes of high ecclesiastical figures for 
further replication.  

Haber’s memoir helps us understand Port-Royal’s criteria for qualification. The writer 
established a firm hierarchy based on the painter’s virtue: negative for Ferdinand Elle, who was a 
Protestant, neutral for Hérault who was a craftsman concerned only with likeness, and finally, 
positive for Champaigne, who shared the "affection" of the Jansenists and offered more than a 
mere likeness. 

Champaigne’s famous portrait of Saint-Cyran (fig. 129a) further strengthens our argument. 
As I mentioned earlier, in the second part of this chapter, Dumonstier had previously drawn a 
similar effigy (fig. 129b) in 1644. But the religious skepticism of the painter and his libertine nature 
were far removed from the "spirit" of Port-Royal. For the frontispiece of the 1648 Christian 
Letters, they preferred to use the portrait after Champaigne to the one after Dumonstier. However, 
by comparing the two images (figs. 129), in addition to the fact that one is a drawing and the other 
oil on canvas, it is noticeable that they both pay close attention to physiognomic rendering. The 
natural appearance of the model seems even superior in Dumonstier’s effigy, as this painter did 
not exaggerate the cavity of the skull. However, Port-Royal preferred Champaigne’s work, since 
the criterion of judgment was not the naturalness of the rendering, but the idea of the model it 
conveyed. Champaigne’s image was favored not only because he produced a powerful image of 
their leader, in the style of a reliquary to be worshipped, but also because the painter was a virtuous 
man. The fact that he was touched by grace was key; no rational argument would prevail.  

Champaigne’s virtue was widely praised at his death. In an expression of condolence to 
Jean-Baptiste de Champaigne, Barcos emphasized his uncle’s moral attributes: 

Il était très excellent dans la peinture, mais sans comparaison encore plus rare et plus estimable 
pour la solidité de sa vertu, dont les premiers traits ne se voient presque point parmi les peintres, 
qui la savent mieux représenter sur la toile que dans eux-mêmes.164 
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Similar praise can be found in Port-Royal’s Necrology of August 12, 1674. The long notice 
underscored the community's attachment to the painter: 

...peintre très habile en son art, mais que sa piété rendait encore plus recommandable ; il a 
toujours été fort affectionné à cette maison dont il  a soutenu les intérêts en toutes rencontres, 
même devant les grands du monde. 

A year later, another letter from Barcos to Jean-Baptiste insisted once more on the painter’s 
exemplary behavior, establishing a more explicit link between the moral qualities of the artist and 
the agency of their painting: 

…vos excellents tableaux, que nous avons toujours devant nos yeux, et qui excitent la dévotion 
et l’admiration de ceux qui entrent dans notre église. Mais j’estime encore plus la vertu de 
l’oncle et du neveu, qui est si rare parmi les meilleurs peintres, et qui vous représente mieux 
dans mon esprit que l’art ne saurait le faire par ses plus vives couleurs. Elles s’effacent toutes 
avec le temps, mais rien ne vous ôtera jamais de mon cœur...165 

This letter was a beautiful homage to the painter. Barcos rightly placed the heart at the center of 
human relations in Port-Royal - something that would later be overlooked by critics judging 
Champaigne for his so-called austerity. His images "excitent la devotion," Barcos insisted: in light 
of these words, Jansenists could certainly not be blamed for iconoclasm! In the wake of St. Teresa, 
they were to accept that the contemplation of images could contribute to spiritual progress. 

If the facial features of Saint-Cyran and Le Maistre could be imprinted in plaster, so 
according to the Jansenists might God’s Grace be imprinted upon the painter’s soul, giving his 
brush the virtuosity needed to keep the spirit of the model alive. Truth in Port-Royal relied on 
successive steps of consecration, based on material and spiritual imprints.166 The term imprinted 
("imprimé") was frequently used in Jansenist memoirs, and especially in Fontaine’s who compared 
the Christian soul to an incomplete coin that could only be completed by God: 

Une image effacée sur une monnoie, est nostre veritable estat. Nous sommes la monnoie sur 
laquelle l’image de nostre Prince est imprimée, & que nous devons rendre au Prince. Nous devons 
rendre à Dieu nostre ame où son image est imprimée, en la tenant élevée vers luy.167 

By comparing the erased image of the sinner to the complete one of the divine, the redeemer must 
strive towards perfection. Mère Agnès, in her letters, described the same slow imprinting process 
associated with faith: 

La foi fait son impression dans le fond de l'esprit si secrètement et si intimement qu'il est besoin 
d'une autre foi pour croire à une opération aussi imperceptible.168 

Mère Agnès noted that this process was intimate, imperceptible, and almost invisible. Champaigne 
played with these distinct qualities of images - stillness and the dialectic between the visible and 
the invisible – to illustrate faith in his Ex-Voto (Louvre), as I shall discuss in the following section. 

To summarize regarding the agency of the death mask: its technique based on an imprint 
led us to speculate on transmission of the model’s virtue through contact, and by extension, on the 
painter’s virtue, since the artist must also allow himself be imprinted by grace to conjure an image 
of Truth. The painter’s moral qualities enabled the indexical image to become iconic, and, in 
return, to "touch" the worshipper. 

 
6) The Ex-voto and the imprinting process 
 
Champaigne - whom I previously described as virtuous - unsurprisingly chose to represent 

the humble posture of two nuns waiting to be touched by grace, as the exemplary subject of his 
final painting for Port-Royal. The 1662 Ex-voto (fig. 139a) is a double portrait that does not 
reference a previous formula or series. The exceptional status of this large format canvas was 
justified by the unique circumstances of its creation, since it illustrated a miracle. It was a gift to 
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the community of Port-Royal, in Paris, offered by a blessed father ("signe de la joie d’un père"), 
who was also a blessed painter, at the end of his career as a tribute to his daughter's miraculous 
cure.  

As Dorival argued, the composition of this painting is quite elaborate despite its apparent 
simplicity. It was preceded by a few preparatory studies executed the same year, including two life 
portraits of mère Agnès (fig. 139c) and sœur Catherine de Sainte-Suzanne (fig. 139b). Initially, 
the composition of these drawings was quite conventional: Agnès was praying on her knees in 
front of a crucifix, holding two books - the Port-Royal Constitutions and the Image of a Perfect 
Nun. The exceptional status of the Ex-voto was reinforced by the fact that Champaigne modified 
his initial composition and discarded the conventional poses. It is also important to insist on the 
particular constraints of the material undertaking. Since the picture was a gift to the community, 
the effort Champaigne made to achieve it was all the more remarkable. Employing such a large 
format required the organization of several sittings in the nuns’ parlor and reliance on a text that 
was provided by the community. A letter from Mother Superior indicated how impatient 
Champaigne was to receive this text, since he had to leave for Brussels. Port-Royal was intimately 
involved in the making of the work because of its religious significance in a period of political 
turmoil. 

Mère Agnès (a diminutive for sœur Catherine-Agnès of Saint-Paul-Arnauld) was the 
abbess of Le Tard between 1630-1636, then of Port-Royal from 1636 to 1642, and was expelled 
from Paris in 1664 during the first persecutions. Her bust portrait (fig. 139c) differed from that of 
her sister, Angélique, (fig. 133) since it was only a preparatory drawing for the Ex-voto that was 
not meant to be part of a series. Nevertheless, years later, it hung in the refectory and was used for 
meditation. A copy of this picture is now in Magny, while several other replicas circulate (cat. 
sup38; cat. 1705), attesting to the nun’s stature. Le Boulanger’s print after Champaigne (fig. 139d) 
contributed to the broad diffusion of her image, even if the engraver took the liberty of adding a 
view of les Champs behind the nun - a veduta – as if he was offering a synthesis of Agnès’ and 
Angélique’s full-length portrait. This offers additional confirmation that the landscape of les 
Champs became an integral element of the nuns’ attributes, embodying a place of retreat, 
equivalent to the garden where Saint Augustine was converted when touched by grace. 

Catherine's preparatory portrait (fig. 139b) featured a simple pose. She still looked like a 
child and her hands were not quite joined, suggesting hesitation or slight movement as if to 
distinguish this image from the other more settled, assertive and static abbess portraits.  

The exemplary power of the Ex-voto is confirmed by its prominent placement in the Paris 
Chapter following Catherine’s cure, before being carefully transported to les Champs in 1669, 
where it was also installed in the Chapter. This transfer occurred four years after Catherine was 
forced to move to les Champs, at the same time as the other sisters who refused to sign the 
Formulaire. But what was the nature of the painting’s agency?  

As often mentioned, the Ex-voto (fig. 139a) did not show a miracle. It simply presented 
mère Agnès, together with sœur Catherine de Sainte-Suzanne in her cell at Port-Royal, Paris.169 
The painter's daughter became paralyzed in both legs on October 22, 1660 and was miraculously 
healed on January 7, 1662, following nine days, between December 29 and January 6, during 
which mère Agnès prayed. The painting evoked instead the moment Agnès received a premonition 
of her protégée's cure, a day before the miracle occurred. The painting commemorated God’s 
intercession - suggested by the ray of light. But in no way did it illustrate the supernatural 
dimension of the miracle. As the two nuns were praying for a miraculous cure, their souls were 
simply "touched" by the light – minted like a coin ("monnoy") to rephrase Fontaine’s metaphor. 
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The viewer is witnessing the souls’ impression by grace, equivalent to the very slow and 
imperceptible process that mère Agnès described in her letters as patience. 

Champaigne was able to visually transpose this inner rapture. He captured the sacred 
through the natural, the conceptual with the materiality of his pigments, the transparency with the 
weight of garments absorbing light and shadow. Nothing can be conferred in the scene, except 
"time" – the faithful patience of two women praying for deliverance. The nuns are depicted in a 
predominantly white, cerebral and abstracted setting where feeling is restrained. As Dorival 
noticed, "les plis sont porteurs des émotions intérieures qui accompagnent la stase spirituelle." 
The monastic cell is an intimate place of retreat where the soul, protected from the outside, can 
reflect on itself. The invisible miracle is implicit according to Saint-Cyran’s dialectical principal, 
"les choses visibles me sont comme invisibles, et les invisibles comme visibles."170 

On Catherine’s paralyzed legs, next to her joined hands is a tiny open reliquary, 
materializing the point of contact with grace – the place of imprint. The spiritual light 
simultaneously touches the sick legs and enlivens them. The Ex-voto provided a vehicle for 
revering the relic illuminated by the Holy Spirit and to acknowledge its agency through contact in 
this activation process. 

Also printed on the canvas is a Latin inscription describing the "miracle" (as worded). 
Champaigne’s nephew completed the inscription since his uncle had to travel to Brussels. Marin 
noted the flattening effect of the two-dimensional inscription, which breaks with the illusionist 
pictorial space, betraying the artificiality of the work. Jollet argued that the inscription exacerbated 
the tension between the spiritual and material dimensions:  

En ce qui concerne la croix, sa nature d'artefact est soulignée par le clou saillant dans sa partie 
inférieure, faisant écho à la matérialité de l'espace même de la cellule que traduit la fissure 
partant de la ligne entre les deux parois. A l'opposé, l'inscription souligne le caractère non 
vraisemblable de la représentation. Le regard du spectateur apparaît, dans ces conditions, 
incapable de saisir l'ensemble du mystère qui s'accomplit sous ses yeux, préservant notamment 
l'indétermination du moment représenté.171 

The printed text, simulating an imprint in the canvas, effectively challenges the viewer, evoking 
both the Christian painter imprinted by virtue, and the printer minting coin – the coin to be 
presented back to God, according to Fontaine, to prove the purity of the soul. 

The physician Hamon, one of the Solitaires, composed the Latin inscription at the request 
of mère Angélique. He probably did not see the painting prior to composing it. The combination 
of the visual and written formulations can seem redundant: with the image illustrating the Verb, 
and the Verb inscribed in the image. The rather medical tone of Hamon's text evoked Christ as a 
"doctor," which resonates with Fontaine’s God as "Pictor:" 

Au Christ, unique médecin des corps et des âmes. La sœur Catherine Suzanne de Champaigne, 
après une fièvre de 14 mois qui par son caractère tenace et la grandeur des symptômes avait 
effrayé les médecins, alors qu’était presque paralysée la moitié du corps, que la nature était 
déjà épuisée et que les médecins l’avaient abandonnée, s’étant jointe avec la mère Catherine 
Agnès par ses prières en un instant de temps une parfaite santé s’en étant suivie, à nouveau 
s’offre. Philippe de Champaigne a présenté cette image, témoin d’un si grand miracle et de sa 
joie témoin en l’année 1662.172 

The text did not refer to the notion of re-presentation, but to that of presentation: "Champaigne… 
témoin… a présenté cette image." He stated that the painter’s action constituted the votive function 
of the painting. The role of the image was the depiction of exemplarity, intended to touch and 
imprint the viewer’s soul with grace.  

The "miracle" at Port-Royal resulted from contact. Pascal's niece was already healed of a 
fistula in her eye after touching the Holy Thorn (fig. 143b). Catherine, who shared a cell with the 
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disfigured sister, witnessed her recovery and was particularly moved by it. Although the miracle 
helped the community rally support for the Jansenist cause, it was also treated with suspicion for 
possibly being too visible, which risked it eclipsing the invisible. This is what Barcos insinuated 
on August 28, 1657, just after the miracle of the Holy Thorn, but before that of the Ex-voto. In a 
letter to mère Agnès, in which mentioned Catherine’s vow ceremony, Barcos recognized the 
benefits of the miracles despite their high visibility, while Port-Royal was temporarily at peace: 

…qu’il vous augmente tous les jours, et à toute la maison, la protégeant même par des miracles 
visibles contre des ennemis qui ne sont pas capables de voir les invisibles, quoiqu’ils soient 
beaucoup plus grands et en plus grand nombre. J’espère qu’il (Dieu) se servira de cette épine 
pour leur percer le cœur, en leur donnant une componction véritable, et que les guérisons des 
corps seront des présages à celles des âmes, sans laquelle celle des corps n’est pas un effet de 
la croix de Jésus-Christ.173 

When Barcos cited the power of the Thorn, "pour percer le cœur," the metaphor of imprinting was 
particularly incisive. The dialectic of the visible and the invisible helped him differentiate between 
true believers and those he explicitly called "enemies", who needed to be touched as much as 
healed. Champaigne's success was due directly to his mastery of the dialectical effect, creating an 
image that did not depict the miracle, or vision as the Carmelites did. He used the canvas as a 
revelatory medium for the imprinting of the heart and body touched by Grace. Viewers, 
worshippers, or sitters were equally touched. 

Holy Scriptures, understood as relics - "reliques de l’esprit des grands Docteurs de 
l’Eglise" – as Le Maistre put it, similarly relied upon contact.174 The Solitaires, followers of Saint 
Bernard, wanted to be touched by the same grace that inspired early monastic writings ("qui en a 
fait une parole efficace, touchant le cœur de qui les médite"). Writings by the Fathers of the Church 
were transmission vectors of charisma ("transmission d’un charisme"). In the context of Port-
Royal, images can be analogously understood as vectors of the grace rather than visualization of 
the miracle. The figures, as real presences in the image, were the actors of this transmission. 
 
 
IV- RECOGNITION 

 
I have replaced the question of resemblance in the "portrait au naturel" at Port-Royal, with 

that of presence, arguing that such portraits needed to touch the heart of the viewer. In so doing, 
the necessity of recognizing the sitter, part of the genre’s requisite, was no longer achieved through 
traditional mimesis but through a process of imprint. A "true" evocation of the subject’s presence 
beyond mere physical likeness became the ultimate goal of the artist. Therefore, my purpose has 
been to examine how the painter, only equipped with brushes, could fulfill the requisite of both 
attaining physical recognition and propagating the sacred. 

In an ultimate but unfinished picture, the disciples of Emmaus, Champaigne directly 
addressed this theme of recognition – as his final legacy. The picture was completed by Jean-
Baptiste de Champaigne in August 1674 and immediately sent to Barcos who was living in the 
abbey of Saint-Cyran. This painting is perhaps the one kept in the Angers museum (fig. 152a) but 
the provenance remains uncertain. 175  It was mentioned in Barcos’ correspondence with the 
painter's nephew just after his death on August 12, 1674: 

Je ne lui suis pas peu redevable de ce qu'il a employé son dernier travail à achever un tableau 
pour moi : je croyais qu'il m'en ferait seulement une copie, mais il a voulu me témoigner 
combien il m'aimait en le faisant lui-même. J’espère qu’en représentant le repas de Jésus-Christ 
avec les pèlerins d’Emmaüs, Dieu aura voulu qu’il marquât lui-même, sans y penser, la 
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récompense et le festin qu’il lui allait donner dans le ciel, après qu’il l’a si bien accompagné 
dans le pèlerinage d’une vie.176 

This tribute to Champaigne allows us to appreciate Barcos’ esthetical values. He insisted on the 
picture made by Champaigne’s hand as a sign of attachment ("combien il m’aimait") and a 
guarantee of the pictorial quality. 

In another letter, sent two months later, Barcos reasserted his position about the same 
painting:  

… je le considèrerai comme l’image de l’union inséparable que je veux avoir avec vous deux, 
qui ne serez plus qu’un dans mon cœur, comme vous l’êtes dans ce tableau… ce sera le sujet 
de ma méditation lorsque je regarderai cette excellente pièce.177 

In this second letter, not only did Barcos reconfirm his feelings towards the two artists, recalling 
how their "commerce d’affection" began, but insisted on the meditative virtue of pictures, 
expressing the importance of searching for immutable truth in painting ("la vérité immutable"). 
Truth is not specifically defined but compared to what it is not. Barcos first questioned Jean-
Baptiste about the authenticity of the disciples of Emmaus, because he heard that the subject had 
been borrowed from Titian - something that Jean-Baptiste denied, reassuring him that the painting 
was an original. In response, Barcos, rather naively, expressed his doubts about Italian painters 
"who do not know the truth," nor "bring it to life:" 

Ayant l’esprit tout déréglé, ils ne peuvent concevoir les choses de Dieu, ni les représenter 
comme elles sont, mais selon leur caprice. Elles ne se connaissent que par l’expérience, et par 
l’affection, qui est la plus vive de toutes les couleurs dans toutes sortes de sujets.178 

Again, attachment ("affection") was explicitly invoked as an aesthetic value, on the same level as 
color. Barcos contrasted Champaigne's piety with the "caprice" of Italian painters, including 
Titian. His brief analysis reveals poor artistic knowledge that does extend beyond a religious 
framework. In the mind of Barcos, aesthetics and religion were inextricably linked. 

It is likely that Champaigne carefully chose the subject of his last painting, the disciples of 
Emmaus, because it played on the ambivalence towards outward appearance and vision, thus 
questioning the process of recognition. In Port-Royal’s context, to recognize meant to feel the 
eternal presence of the model, as I argued previously. The Emmaus pilgrims could be read as a 
fable about unveiling and recognizing the true presence of Christ hidden behind the appearance of 
a pilgrim. This last portrait of Christ worked in symmetry with the first portrait of Saint-Cyran, in 
which the saint also needed to be recognized behind his human appearance. 

Before analyzing Champaigne’s specificity, I would like to examine more thoroughly the 
subject of the Emmaus Supper and unpack the traditional analogy with the painting process. The 
risen Christ, dressed as a simple pilgrim, was at first not recognized by his disciples. Luke reported: 
"Their eyes were held back so that they could not recognize him.” This question of the eyes that 
were held back and the disciples who could not see has long been a controversial theological point. 
What was the nature of this blindness? According to Saint Augustine, the face of Jesus was "in 
alia effigy," transformed as it was during the Transfiguration, which did not allow the disciples to 
recognize him. He referred to an appearance that did not resemble Himself. This suggests that the 
disciples should search beyond appearance to discover His true identity.  

The sudden recognition of Christ by the apostles was described in Luke (XXIV, 15-16; 30-
31) and generally corresponds to the moment of the story illustrated by the painters, from 
Caravaggio to Champaigne:179  

Etant avec eux à table il prit le pain et le bénit ; et l’ayant rompu, il leur donna... En même 
temps leurs yeux s’ouvrirent, et ils le reconnurent ; mais il disparut de devant leurs yeux... 
 (...in the breaking of bread... their eyes were opened, and they recognized him) 
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The process of recognition involved the metaphoric opening of the eyes, which in Saint-Cyran's 
case resonates with the mission of the portraitist working from a death mask, who literally opens 
the eyes of his model.  

Christ, as a human, was shown performing the ritual of the breaking of bread. His 
identification was not obtained by morphological recognition of the face, but by His gesture, the 
same gesture repeated by the priest during the consecration at mass. As a consequence, the portrait 
of Christ operated beyond appearance, by the acceptance of His presence, evoked by the similarity 
with the gestures of the Eucharist. The disciples, along with future viewers of the painting or 
worshippers, could similarly feel Christ’s presence through the sacrament commemorating His 
sacrificial act. Transcendence was invoked here by the understanding of Christ as a mediator 
between humans and the divine. Similarly, Saint-Cyran's death mask activated the saint's presence 
in Champaigne’s portrait, by invoking the sacred bond established between the deceased and his 
invisible relic. In both cases, only faith would lead to the Son of God by an act of gratitude, 
disregarding the simple power of the eyes but involving the "eyes of the heart." The "true" vision 
that Barcos was advocating was one beyond ordinary vision, attained by an act of revelation, as 
opposed to the mere gaze of the blinded observers, reactivating mystery of transubstantiation. 

However, this theoretical approach to the Emmaus subject was difficult to transpose 
visually. How could painters, within their pictorial vocabulary, represent blindness, especially 
blindness that ceased once the apostles recognized the sign of the Broken bread? How to mark on 
canvas this passage from a contingent and visible reality, although opaque and hiding another 
meaning, to a "true" but invisible reality? The transparency of the idea, like the spectral image of 
the dead, was intrinsically challenged by the opacity of pigments applied on canvas and was as 
complex a challenge as replacing the absent sitter with an artifact.  

As Todd Olson noted, the pervasive theme of Emmaus was picked up by Rembrandt, 
Velazquez, Caravaggio, etc.180 Caravaggio, in particular, offered a pictorial solution for expressing 
the sudden revelation, by depicting two different reactions of surprise on the part of the apostles. 
The disciple on the left was about to get up to return to Jerusalem since the resurrection of Christ 
had revealed to him the meaning of the Beatitudes. For his part, the disciple on the right, imitated 
Jesus by repeating the gesture of the Crucifixion, like Peter during his martyrdom. Christ’s hands 
were also turned outwards in such a way as to include the viewer in the scene and include him in 
the state of astonishment. Champaigne, following the Caravaggesque spirit (figs. 152), took up the 
half-length figures and correspondingly arranged them, gathering two pilgrims and a servant 
around the table. Pericolo suggested that a Caravaggio’s follower, Abraham Bloemaert, who 
painted the Emmaus subject for the Discalced Carmelites of Brussels, probably inspired 
Champaigne.181 But Champaigne’s depiction of surprise is restrained; gestures are replaced with 
the revelation symbolized by a ray of light falling on Christ’s face, whose eyes are turned towards 
the sky. The dazzling light flattens his features and obscures visual information. This same ray of 
light was depicted in the Ex-Voto, revealing the presence of the Holy Spirit and rendering other 
action unnecessary. This dazzling effect, correlated with the Eucharist, invited the viewer to 
complete the visual message himself and seek beyond the limit of perception to access the 
transcendental message. The moment of recognition was communicated through the excess 
visibility of the over lit Christic face. Light created an imprint of his presence, at the same time 
that this excess of luminosity limited what could be clearly distinguished. 
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Barcos, in the last letter he addressed to Jean-Baptiste de Champaigne on December 12, 
1678, once again invoked the necessity for the natural to be rendered with truth, which he more 
clearly assimilated this time with an effect of presence and liveliness: 

Les traits du pinceau, quelques beaux qu’ils soient en eux-mêmes, ne doivent être considérés 
qu’en tant qu’ils servent à la vérité et la rendent présente et vivante.182 

The respect of Scripture that Barcos invoked, together with the truth in painting, was contrasted 
with the "lies," the "idols," and the "false images of religion" that the Italian painters spread. Barcos 
contrasted their "vices and disorders" to Champaigne’s last work in which the truth was respected 
and respectable, "toute nue, simple et sans artifices comme elle est en elle-même," without 
ornament or false colors. This sobriety was indeed at the center of Champaigne's aesthetic quest.  

This last portrait once again presents proof that the painter’s concern was to create touching 
portraits that simulated the presence of the sitter beyond mere visibility. In Port-Royal, this was 
achieved by indexicality through the mortuary imprint, producing an image that would touch, or 
point to ("toucher du doigt") an absent reality, as well as touch the viewer's heart, revealing the 
true essence of the model ("la vérité toute nue"), understood as the subject’s unfailing presence. 
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CONCLUSION 
 

My title "Champaigne against Nature" was inspired by that of Joris-Karl Huysmans, the 
symbolist writer who published, in 1884, À Rebours, a novel whose translation into English was 
Against Nature. This novel is an example of Decadent literature against bourgeois art, in which 
the protagonist is an eccentric dandy who retreats into his own artistic fantasy, seeking refuge in 
illusions. The theme of the retreat describes Champaigne particularly well and reflects the 
evolution of his brilliant career that began under the Royal patronage in the Luxembourg palace 
of Marie de Medici, continued in the Palais-Cardinal of Richelieu, and finished in the Val-de-
Grâce of Anne of Austria, but evolved by the same time towards the intimacy of the convent's life 
in the proximity of Port-Royal. As a last example of this backward itinerary, I'll conclude with 
Champaigne's lost self-portrait, painted in 1668, which illustrates a movement of retreat within the 
self, à rebours of his social career. 

In chapter one, I examined Champaigne's concern with historical truth and the necessity to 
transform portraits of Illustrious Men into virtuous examples for posterity. This concern for truth 
was also foundational for Port-Royal whose followers assigned the image with a role of access to 
God. In the second chapter, I focused on the balance between resemblance and the need for 
prototypes. Since images were to be replicated and power was measured in terms of the spreading 
of effigies, the effectiveness of this process depended on the resemblance of the prototype, as well 
as the faithful transposition of the model. These operations raised some anxiety about the material 
transport of resemblance and the authenticity of the semiotic link between the referent and its 
copies.  

As the multiple diluted the genuine link with the model, my third chapter, as a result, 
reversed the paradigm and examined the almost anachronistic movement of Champaigne towards 
unicity. The painter, who, at this point of his career, perfectly manipulated the symbolic images of 
the temporal power – accompanying the great current of secularization underway since the 
Renaissance with the consequence of replacing cult images by cultural images – returned to 
portraits as consecrated objects. It resulted in the 1662 ex-voto to celebrate the healing of his 
daughter. I thus analyzed in this last chapter the re-assignment of the function of portrait au naturel 
towards the sacred, exploring the indexicality of portraits within the clausura as pointing to a 
referent cast. 

This story of Champaigne à rebours – against the flow of History – justified my title of 
"Champaigne against nature," mainly because the painter did not give in to the sirens of the social 
world as they would soon be heard at the court of Versailles and celebrated under Le Brun's 
brushes. Instead, Champaigne brought back archaic forms, developing a concern for pictorial 
restraint, subtracting pigment layers rather than adding them. To illustrate this move, I found it to 
be particularly fruitful to put historical pressure on the shifting concept of the natural and consider 
Champaigne's portraits in the orbit of different communities of resistance. His studio brought new 
light to painting as a rational tool of self-transformation, hence a philosophy. 

As a last example of this productive anachronism, I'll examine the 1668 Champaigne's self-
portrait (fig. 153) that is only known by two replicas (one by Jean-Baptiste de Champaigne is in 
Le Louvre, cat. 328; another copy of a lesser quality is in Brussels, cat. 329) and by the Ederlinck 
engraving (fig. 155). This last "object" of study proposes a spiritual testament, in which the painter 
demonstrates his self-reflective attitude towards his own media. I even argue that it gathers all the 
tension to which Champaigne had to respond throughout his career in order to satisfy, on the one 
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hand, the needs of patrons, implying emulation and self-fashioning and on the other hand, the quest 
for a spiritual asceticism, with the aim of transmitting religious virtue. 

Champaigne's self-portrait (fig. 153) combines landscape and portraiture, in other words, 
nature and human nature. The artist directly addresses the viewer with his contrapposto posture 
and frontal gaze. He poses in front of the Brussels skyline, easily recognisable by the two towers 
of the Sainte-Gudule Church and the polygonal spire of the Town Hall. The artist is fully immersed 
in an enveloping nature: the veduta that was first a timid opening to Les Champs behind mère 
Angélique (fig. 138a), is now wide opened. No more frame, as if the immersion were total, denying 
the mediation of art. The artist presents himself within the infinity of nature. However, as if he 
could not totally give up his social life, he is seen on the threshold, which is suggested by his elbow 
resting on the ledge of an imaginary chair. He also holds the certificate of his membership as a 
rector of the Royal Academy. Champaigne looks at the viewer as the witness of the old world that 
the painter acknowledges, although he is ready to give it up and to move towards his future, 
merging with his birthplace. In the background, a path seems to lead to Sainte-Gudule Church 
where his parents married, then baptized him on May 26, 1602: "point de départ de son chemin 
sur terre," as Pericolo suggested.1 The picture indicates a loop of time: Champaigne, at the end of 
his career, in the spotlight of the Academy, is seen for the last time and is preparing for his demise. 

Louis Marin, in his essay on Champaigne, questioned the nature of the introspective look, 
"le regard sur le Moi," questioning the impenetrable and unrepresentable detours of the gaze. How 
is it to look at the self as someone in the imagination of the other? …to look one last time at the 
one who is looking at me, so as to scrutinize this gaze other than my own. To look in the other 
gaze to find something of the self. The doubt always remains about the authenticity of this 
exchange – "le regard vrai vers soi"?  Is the answer about the self to be found in the viewer's space 
towards which the painter turns, or in the background, which features both a landscape and the 
infinite nature bearing the mystery of birth, of God, of the point of departure and end of the 
existence? "This is my truth, from where I started, to where I am returning," seems to utter the 
painter; and while turning to the viewer, he would add: "give me your truth in return." 

This self-portrait, however, offers more than a playful interaction. It illustrates the tension 
between the natural and the artificial, the same tension that supplemented Champaigne's earlier 
portraits. Tension between showing himself as a worldly painter and withdrawing into the self as 
a good Christian, following Jansenist principles "d'une habitation de Dieu dans son temple de 
l'âme." (Marin, 107). The tension between nature and art is also evoked by the subject matter: a 
landscape, a painted nature. Champaigne did not represent himself against the unified background 
of most of his Jansenist portraits but introduced the artifice of nature within the pictorial space. He 
did not show the self in the abstract space of the clausura, but rather depicted a painter in the social 
world, although ready to retire, facing the viewer, displaying his accessories as part of the pictorial 
convention. Félibien held this self-portrait in high esteem, which suggests that it was made to be 
largely seen: 

Quelques temps avant sa mort, il fit son portrait d'une grandeur considérable. Il est accompagné 
d'un paysage où, dans le lointain, est une vue de la ville de Bruxelles. C'est un des plus beaux 
tableaux qu'il ait faits.2 

With this picture, Champaigne testified, above all, his belonging to the humanistic tradition of the 
representation of the painter. The Renaissance had featured, with different tones, the moral energy 
of the painter, subject to various moods, sometimes emphasizing the pride of the artist, the serenity 
of the learned painter, or the fervor, anxiety and melancholy of the artist-poet, but highlighting, in 
the early modern period, the grace and spontaneity of the courtly painter, in the way Van Dyck 
represented Vouet (fig. 157b), holding a book, wearing a large coat and looking at the viewer.  In 
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all cases, inspiration was conventionally expressed through the eye, window to the soul. The 
visionary gaze of the painter is fixed on the viewer and challenges him, favoring immediate 
confrontation and exchange. But again, this attitude competes, for Champaigne, with the Christian 
one. Dürer (fig. 157a), in 1500, was one of the first artists to impose the image of the noble 
Christian painter, adopting here a hieratic Christic attitude with a frontal, intense gaze. The hand 
gesture, as in the act of blessing, reminds us of Champaigne's gesture. Art, an act of faith? Lorenzo 
Pericolo suggested that Champaigne's gesture indicated fidelity – fidelity to one's own vision?3  

Champaigne displays himself with another conventional accessory of the painter which is 
the Greek-style mantle, the himation, toga of doctors, symbol of humanist culture participating in 
the intellectual dignity of the artist, reminding that painting acceded to Liberal arts. While 
Champaigne marked his adherence to the pictorial tradition by including symbolic attributes and 
adopting the visionary painter's scheme, he nevertheless asserted his difference by the choice of 
the setting. His difference becomes more obvious by contrasting his image to that of Nicolas 
Poussin's self-portrait, serving as a counterpoint. Dorival already pointed out the similarities of 
Champaigne's self-portrait with the one that Poussin offered to Jean Pointel in 1650.4  For my part, 
I find it more conclusive to contrast it to the second version of Poussin's self-portrait that the artist 
offered to Paul Fréart de Chantelou (fig. 156) and that the latter placed in his private hotel - on 
which Bernini, visiting Paris, commented fifteen years later. 

Champaigne's self-portrait works in direct opposition to this version of Poussin’s self-
portrait that shows the painter "trapped" between canvases that close off the horizon, while 
Champaigne's opens up on nature. The comparison of both paintings reveals the complexity of a 
long, and mostly undocumented, relationship between the two great painters, which began when 
they were apprentices in the Palace of Luxembourg for Marie de Medici, leaving together in the 
collège de Laon (1622-1625).5 They probably met again in the 1640s when Poussin came back to 
France and worked on the Grande Galerie du Louvre – again, a counterpoint to Champaigne's 
decoration in the Palais-Cardinal. More than thirty years later, each of the self-portraits epitomizes 
a distinct philosophical attitude towards art: Poussin questions the notion of imitation and 
emphasizes the reference to the Antique; conversely, Champaigne addresses the interrelation 
between human nature and nature.  

Poussin's background is composed of four canvases tracing like a cross that frames the 
painter's face.6 Poussin, who holds his drawing portfolio to emphasize preparatory work, takes up 
the topos of the direct gaze to the viewer and asserts the theme of vision as central to his artistic 
vocation. His gaze epitomizes a form of mental concentration. Poussin writes: 

Il faut savoir qu'il y a deux manières de voir les objets, l'une en les voyant simplement, et l'autre 
en les considérant avec attention. Voir simplement n'est autre chose que recevoir naturellement 
dans l'œil la forme et la ressemblance de la chose vue. Mais voir un objet en le considérant, c'est 
qu'outre la simple et naturelle perception de la forme de l'œil, l'on cherche avec une application 
particulière, le moyen de bien connaître ce même objet : ainsi on peut dire que le simple aspect 
est une opération naturelle, et que ce que je nomme le Prospect est un office de raison.7 

As an illustration of this "Propect," or vision governed by reason, the painter represented on one 
of the canvases an allegorical figure that personifies painting, as confirmed by the eye on the tiara. 
Poussin asserts that way the visionary quality of the artist driven by reason. The eye of Prudence 
reminds the viewer of the importance of the mind so as not to get lost in the illusion of painting, 
which in the context of the early modern period was also understood as walking away from God. 
Linking aesthetic judgment to Christian virtue was indeed a common concern of seventeenth-
century painters. Both painters address the question of the artifice of painting as a possible vanity 
but resolve it in different ways. 
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Champaigne deliberately opposes the natural, embodied by nature, to Poussin's 
representation of frames pointing out to the artificial making. A drawing signed by Champaigne 
and dated 1927, that Frédérique Lanoë reproduced in her catalogue (Cat 3) (fig. 154), which was 
probably made during the painter's first stay in Flanders, before he was definitively recalled to 
France, could have served as a model for the background. However, Lanoë notes that the church 
is oriented slightly differently in the painting, probably in an effort to better mark the outline of 
the two towers that stand out on the horizon. This drawing testifies to Champaigne's early aptitude 
for landscape, which Félibien also pointed out in his painter's biographical notice – a genre which 
he would have studied in Brussels with his first master, Michel de Bourdeaux, and later with 
Jacques Fouquières.8 

If Champaigne holds his diploma as a sign of his attachment to the Royal Academy, he 
wears no other sign of social status, no chain like Rubens or Van Dyck, no cross like Velasquez, 
no ring like Poussin - his main attribute is nature. However, by this setting, he complies with the 
academic tradition of displaying accessories to evoke virtue. Does the oak tree, on which the figure 
stands out, indicate the artist's spiritual force? More unusually, the oak is entwined here with an 
ivy branch: according to Cesare Ripa's Iconology, "this emblem signifies that as the ivy extends 
itself and rises to any height, in like manner, assiduity surmounts the greatest obstacles." 9 
However, it should be noted that in the emblematic language developed by writers such as 
Garcilaso de la Vega, Alciat, or Pierius Valerianus, ivy more generally expresses ambivalence. 
Although Ivy, with which Bacchus crowned himself, symbolizes the creative force of poets (since 
the prophetic drunkenness of the god was associated with inspiration), it is commonly understood 
in opposition to laurel. While laurel celebrates the glory of epic poetry, or the triumphal honor 
following military conquests, ivy refers to lyrical poetry tinged with melancholy and placed under 
the sign of Saturn. On the one hand, Ivy sides with the fragile ones, with the lonely and abandoned 
lover, hence suggesting the weakness of the poetic subject matter and humility. On the other hand, 
with its permanent foliage, ivy signals fidelity, tenacity, a lasting glory, or an attachment until 
death: "I die where I attach it," says the popular adage about lasting love – a druidic good-luck 
charm. With its evergreen foliage, ivy evokes eternal life and is associated to the cycle of death 
and rebirth, like Champaigne's Brussels landscape that suggests the passage between two worlds. 
In Champaigne's self-portrait, landscape acts as a Memento mori, reflecting back on the vanity of 
the painting activity. 

Thus Champaigne, playing with the paradox of the natural and the artificial, manipulates 
erudite symbols to signify his modesty, in the same way that he uses pigments to simulate nature. 
This tension between the natural and the artificial is also intrinsic to the seventeenth-century 
episteme, which understands artistic "genius" not in terms of subjectivity but of obedience to the 
classic rules of art inherited from the past – controlling the Dionysian impulse of creation inspired 
by nature. Art borrows from nature its form of intelligibility which aims at the truth of art.  

The tension between the rational and the impulsive approach to art is echoed by 
Champaigne's reception and variety of patrons. The first function of the self-portrait was an official 
one for the Royal Academy. The date 1668 is inscribed on the scroll the painter is holding in his 
hand and probably refers to Champaigne's appointment as a rector of the institution - which is 
confirmed by the engraved inscription in the 1676 print by Gérard Edelinck (fig. 155): "Philippus 
de Champaigne Bruxellensis Pictor Regius, et Regiae Pictorum Academiae Rector: Eximiae hujus 
artis excellentiâ, et christiana pietate oeque insignis." By his inscription, the engraver confirmed 
Champaigne as an office holding academician (rector) and emphasized the excellence of his art, 
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as well as his Christian piety. The portrait was offered to the Academy by Gilles Rousselet on June 
27, 1682. 

Augustin Gazier (1844-1924), one of the first art historians to rehabilitate Champaigne at 
the beginning of the twentieth century, opted, for his part, for the most obvious function of the 
self-portrait that is to preserve his memory for loved ones: 

C'est pour lui [Jean-Baptiste de Champaigne] et sa jeune femme que Philippe peignit, en 1668, le beau 
portrait du Louvre qui était destiné, dans sa pensée, à leur rappeler les traits d'un oncle bien-aimé.10 

According to Gazier, this self-portrait of Champaigne at the age of 66 was expressing the feeling 
of getting older, "au moment même où… la vieillesse commençait à s'appesantir sur lui," and like 
Bossuet, he was noticing his grey hair, "averti par ses cheveux blancs du compte qu'il aurait à 
rendre."11 It was made a year after the magnificent portrait of his friend, Robert Arnauld d'Andilly 
(Louvre, 1667) bearing the following caption: "quam dulci senet quiete !" ("combien est doux le 
repos de sa vieillesse"). 

But the self-portrait was not only intended for the artistic community or his family; 
surprisingly it was also offered to the Jansenist community, in particular to Barcos, the abbot of 
Saint-Cyran, who expressed sincere regret at the death of Champaigne on August 12, 1674: "parce 
que l'amitié vaut mieux que la parenté," he writes in his thoughtful letter of August 26, 1674. The 
bond of friendship, that has been well documented in the case of Chantelou and Poussin, is 
transposable here to the relationship between Philippe (and later Jean-Baptiste de Champaigne) 
and the friends of Port-Royal. Barcos advised Jean-Baptiste to be firm in his intention to preserve 
his uncle's memory, "rester ferme dans la résolution que vous témoignez de conserver cet esprit 
de feu Monsieur votre oncle."12 Here is clearly formulated the need, examined in chapter 3, to 
transport the "soul" of the deceased in time and, through painting, to resurrect the dead person. 

Thus Jean-Baptiste offered Barcos, two years after the painter's death, a few portraits 
representing his uncle: 

Ce n'est pas son image, mais lui-même, et que vous l'avez rendu tout vivant et ressuscité devant 
le temps. Il ne se peut voir rien de plus semblable ni de mieux fait ; il semble que ce n'est pas 
un ouvrage de l'art, mais de la nature.13 

In the same letter of April 15, 1676, Barcos expresses his gratitude to the painter's nephew and 
qualifies his gift as an "act of charity" towards the deceased who can live again under his brushes 
("lui  redonner la vie") and more generally towards painters, by instilling them Christian virtue 
("en leur inspirant l'amour de la vertu chrétienne"): 

[...] Vous avez aussi exercé une plus grande charité que si vous eussiez donné cet argent aux 
pauvres ; non seulement par celle que vous avez rendue au défunt en lui donnant la vie, mais 
aussi par celle que vous avez répandue dans les esprits de ceux de votre art, en leur inspirant 
par ces portraits l'amour de la vertu chrétienne, comme ils vous l'ont témoigné par des 
ressentiments extraordinaires. 14 

The letter also mentions that after his uncle's death, Jean-Baptiste was the one who made a copy 
of the self-portrait for the members of the Academy to ensure the posthumous celebrity of the 
painter. Barcos approved his action as a way to spread faith: 

[...] Cette charité qu'ils ont reçue de vous est merveilleuse et inouïe, les peintres étant assez 
portés d'eux-mêmes à imiter l'excellence de la peinture qui a paru en M. votre oncle, mais fort 
peu, d'ordinaire, à chercher et à désirer la piété qui l'a rendu plus rare et plus admirable, et qu'il 
a estimée lui-même beaucoup plus que toute sa science et tous ses autres avantages. 15 

I conclude my study with this unexpected link between the Academy and the Jansenist 
community, and facilitated by the painter's self-portrait, which testifies to the painter's effort to 
bring together different social communities, as well as to bring out the natural with artificial means. 
Addressing a concern quite vivid in the spirit of the seventeenth century, he sought to subvert the 
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possible vanity of painting by complying with the artistic rules imposed by the academic tradition, 
and simultaneously by devoting his art to the service of truth, ultimate sign of a virtuous painter. 
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NOTES - INTRODUCTION 

 
1 "Frondeurs," meaning opponents to the Royal Crown. See note 3. 
Although the term "Jansenists" was first a pejorative one coined by their enemies, it refers today to the religious group 
of Port-Royal who adopted the theories of Cornelius Jansen. I will use it in this neutral sense. 
2 Jansenism was a theological movement within the Roman Catholicism that appeared primarily in France and in the 
Low Countries in the seventeenth century. It took its name from the Dutch theologian Cornelius Jansen, bishop of 
Ypres (1585-1638), who espoused the teachings of Saint Augustine of Hippo. 
Jansenists emphasized original sin and the necessity of divine grace and predestination. For that reason, they were 
identified by their Jesuit opponents with Calvinists or Gallicanists, who were struggling with the papacy. They 
organized their political defence in France around Jean Duvergier de Hauranne, Abbot of Saint-Cyran (a small city in 
Poitou), the philosopher Antoine Arnaud and the nuns of the Cistercian convent of Port-Royal-des-Champs. The 
Jansenists criticized the monarchical absolutism of Cardinal Richelieu and, later, that of Louis XIV, the Sun King, 
simultaneously opposing the hierarchy of the French clergy. Ultimately, Louis XIV's determination to eliminate the 
Jansenists as a threat to the unity of the kingdom, led to the destruction of Port-Royal-des-Champs in the early 
eighteenth century. 
3 The Fronde is the French civil war during the Regency of Anne of Austria, between 1648 and 1653, opposing 
different political factions – mainly, the Princes, the Parliamentarians and the Crown (represented by Anne of Austria 
and her Chief Minister Mazarin, since the King Louis XIV was still a child). 
4 In his French dictionary, published in Paris in 1684, Antoine Furetière indicated two ways of using the word "naturel" 
in the context of portraiture:  
1) "Ce tableau a esté peint sur le naturel,"  
2) "Ce peintre l'a peint au naturel, il a bien attrapé sa ressemblance, ce qui se dit aussi des descriptions politiques, & 
oratoires." In this sentence, naturalness was associated with likeness, while painted descriptions was associated with 
political statements & eulogies. 
See Antoine Furetière, Essais D’un Dictionnaire Universel : Contenant Généralement Tous Les Mots François Tant 
Vieux que modernes et les termes de toutes les sciences et les arts (La Haye, Rotterdam: Arnout et Reinier Lerrs, 
1690). 
In the Littré, cited from Jacques Amyot (1513-1593), Périclès,5 9 : "Faire un portrait au naturel ou après le naturel." 
See Émile Littré, Dictionnaire de la langue française : Édition intégral (J.-J. Pauvert, puis Gallimard, Hachette, 1967). 
5 Bernard Beugnot, Le discours de la retraite au XVIIe siècle (Paris: PUF, 1996). 
Bernard Tocanne, L'idée de Nature en France dans la seconde moitié du 17e siècle: contribution à l’histoire de la 
pensée classique (Paris: Klincksieck, 1978). 
6 In French, the term portrait au naturel, suggesting that the model is alive (un modèle vivant) directly opposes still 
life (nature morte), which implies the "death" of any model. 
7 L'honneste-homme, ou l'Art de plaire à la cour par le sieur Faret, was first published in 1630. The concept honnête 
homme refers to a man who behaves with measure and property (convenable et mesuré). Witty, refined and well-
educated, he knows how to please and entertain in society. This ideal behavior perfectly epitomized the classical spirit 
of the seventeenth-century France. 
8 Baldassare Castiglione's The book of the Courtier was published in Italian in 1528. 
9 Tocanne, 816. 
10 Préciosité refers to a French literary and cultural movement of the first half of the seventeenth century, bringing 
together poets, writers and aristocrats in Parisian salons, mainly ruled by women. For example, in the Chambre bleue 
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of the Hôtel de Rambouillet, witty and educated ladies gathered, whose social refinement was particularly praised. 
Their conversations contributed to the development of fictions and romances privileging feminine values, such as 
elegance and honesty. Pastoral settings and heroines like taken out of fairy tales (see Honoré d’Urfé's Astrée) became 
particularly fashionable and politically preeminent during the years of La Fronde. The Précieuses opposed Mazarin 
and aligned with the party of the Princes (le Grand Condé or la Grande Mademoiselle). 
Anthony Blunt, "The Précieux and French Art," in Fritz Saxl, 1890-1948, ed. Donald James Gordon (London: Thomas 
Nelson and Sons, 1957), 328. 
11 François de La Rochefoucauld, Réflexions Ou Sentences et Maximes Morales et Réflexions Diverses (Paris: Honoré 
Champion, 2005). First published in 1664. 
12 See Furetière's dictionary. 
13 René Descartes published his Traité des Passions in 1649, followed by Traité de l'Homme in 1664, which had a 
direct influence on Le Brun who first presented his theories on passions at the Royal Academy on April,1668. 
Félibien, in his Mémoires (Feb. 26, 1648), confirmed his understanding of passions : " De même que les vingt-quatre 
lettres de l'alphabet servent à former nos paroles et exprimer nos pensées, de même les linéaments du corps humain 
à exprimer les diverses passions de l'âme pour faire paraître au dehors ce que l'on a dans l'esprit." 
14 The letters of Barcos to Jean-Baptiste de Champaigne are cited in Jean Lesaulnier, Philippe de Champaigne et 
Port-Royal (Paris: Classiques Garnier, 2019). See the letter on Dec. 12, 1674, in Lesaulnier, 106. 
15 Roger de Piles, Abrégé de la vie des peintres, avec des reflexions sur leurs ouvrages, et un Traité du peintre 
parfait ; De la connoissance des desseins ; De l’utilité des estampes. Par M. de Piles, (Paris: J. Estienne, 1715), 501-
2. 
16 Frédéric Cousinié, Esthétique des fluides : Sang, Sperme, Merde dans la peinture française du XVIIe siècle, 
(Paris: Editions Le Félin, 2011), 133. 
 
 
NOTES - CHAPTER 1 
 
1 Michel de Montaigne et Maurice Rat, Essais, (Paris: Éd. illustrée. Classiques Garnier, 1962), 249. 
2 Promenade is a genre in itself that found its full scope in Versailles under Louis XIV. As proof, La Promenade de 
Versailles, dédiée au roi by Madeleine de Scudéry. But the genre was already well established as a type of social 
visibility for l'honnête homme under Louis XIII. Thus, Desmarests, who was a famous author, published in 1653 Les 
Promenades de Richelieu ou Les Vertus Chrestiennes (ed. Henry Le Gras; dedicated to the Duchess of Richelieu). But 
this type of urban promenade, like in Richelieu's palace, was soon replaced in literature by a tribute to simplicity of 
Nature. 
In reference to the golden age of the promenade, I propose here a phenomenological approach of the gallery, allowing 
me to anticipate its reception. One can only wonder what kind of promenade Richelieu did enjoy. Was it a meditative 
one, like that of Philip IV of Spain in his Buen Retiro palace, as he was struggling to preserve the unity of his empire? 
Or, an erudite one, like that of a Francis I, as he was challenged with indecipherable allegories that triggered the 
interest of the aristocracy? Or, a mythological one, like that of Marie de Medici represented by Rubens, as she was 
trying to make people forget the many mistakes of her policy?  
3 The Illustrious Men's Gallery is at the second floor (1er étage) of the Northern wing that was built in 1628. See the 
masonry contracts: Françoise Bercé, "Marchés pour le Palais-Cardinal de 1628 à 1642," Archives de l'Art français 
XXVI (n.d.), 47-70 
4 Jean Guillaume ("La galerie dans le château français: place et function," 32-42) showed that, from the end of the 
15th century onwards, the gallery in France was directly connected to the castle's private apartments (the Château le 
Plessis-Bourré was one of the first examples). It traditionally occupied an entire wing, perpendicular to the private 
apartments (bedroom, antechamber and cabinet) and was traditionally leading to the chapel. A similar disposition can 
be seen at the Château de Richelieu, which was built at the same time as the Palais-Cardinal: "la galerie y est à 
l’extrémité de l’appartement du Cardinal." Accessible exclusively from the private apartments, the gallery therefore 
was not initially conceived for social events – as often thought, because of the later function of the Galerie des Glaces 
in Versailles. According to André Chastel (addressed in his conference at Tours in 1974, cited in Guillaume, note 13), 
it was "un lieu de passage où l’on s’arrête" – both a private space for the owner to stretch his legs and his spirit. Since 
aristocrats, who longed for horse rides and the handling of weapons, were not inclined to rest, the gallery allowed 
them to move while discussing, meditating, or even stopping by the fireplace. Guillaume also considered the gallery 
as a place for children to play : " A Laval, les enfants du duc s’y amusent ; un siècle plus tard, le petit Louis XIII joue 
à la chasse au renard dans la Grande galerie du Louvre et à la balle dans la galerie de Montceaux." (Guillaume, 38, 
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note 31) Henri IV had built the Grande Galerie du Louvre to walk around and see what was happening on the Seine 
river (Guillaume, 38). 
5 In addition to the 25 paintings, there were 38 busts of marble and alabaster – including the busts of Henri II, Henri 
III, Charles IX by Pillon and Jean de Boulogne by Pietro Tacca. The Galerie des Hommes Illustres disappeared around 
1730 during the refurbishment of apartments for the Duke of Orléans' family. 
6 The exact dimensions of the gallery are: 47.75 meters long (24 and a half toises); 5.84 meters wide (3 toises) and 
4.43 meters high (13 feet and 8 inches). Dorival described this gallery as "a gut, rather low, of rather unfortunate 
proportions." See Dorival, "Art et Politique en France au XVIIe siècle: La Galerie Des Hommes Illustres Du Palais 
Cardinal," Bulletin de La Société de L'histoire de L'art Français (1973), 43. 
7 Alexandre Gady et Marc Fumaroli, Jacques Lemercier : Architecte et ingénieur du Roi (Paris: Maison des Sciences 
et de l'Homme, 2005), 38. Quotations published by Bercé, 47 and 49-51. 
8 See Henri Sauval, Histoire et Recherches des Antiquités de la ville de Paris (Paris: Ed. du Palais Royal, 1974), 158. 
Sauval explains how this inscription, initially understood as "insolente" by the envious at the time of Richelieu, was 
again the subject of controversy when Anne of Austria settled in after the death of the Cardinal. It would be maintained 
though, at the insistence of the Duchess of Aiguillon, in memory of her deceased uncle. It was removed when the 
Orléans family moved into the premises: the palace was then renamed "Palais-Royal." 
9 In 1635, it was commissioned to Champaigne. This reconstruction is based on the seminal work of Dorival who 
attributed and dated the gallery's pictures (Dorival, "Art et Politique en France,"43), and on the further study of Sylvain 
Laveissière, who suggested the possible order in which the paintings were hanged.  
See Sylvain Laveissière, "Counsel and Courage: The Galerie des Hommes Illustres in the Palais Cardinal, a Self-
Portrait of Richelieu," in Richelieu, Art and Power, Hilliard T. Goldfarb (Montreal: Cologne: Ghent, Belgium: 
Montreal Museum of Fine Arts: Wallraf-Richartz-Museum--Fondation Corboud , Snoeck-Ducaju & Zoon, 2002). 
Gady, in his biography of Jacques Lemercier, also provides precious information about the gallery's structure and 
published the few remaining elevations and plans of the building. See Gady, 297-306. 
For historical accounts, see Sauval,166. 
See also Guillet's account of August 6, 1689: Georges Guillet de Saint-George in Mémoires inédits sur la vie et les 
ouvrages des membres de l’Académie royale de peinture et de sculpture, t. I, 241. 
10 André Thevet, in the dedication of his book to Henri III, explained the way in which virtue was transmitted "…cet 
appétit de gloire, laquelle, comme vif aiguillon, espoinçonne nos esprits à entreprendre choses loüables, vertueuses 
& dignes de mémoire, à celle fin qu'un jour nous puissions être celebrés par la postérité." It was signed "André Thevez, 
cosmographe du Roy, au Benevole lecteur. Salut." 
See André Thevet Angoumoysin, Les vrais pourtraits et vies des hommes illustres grecz, latins et payens : recueilliz 
de leurs tableaux, livres, médalles antiques et modernes (Paris, with privilege du roi by Vesve Kervert and Guillaume 
Chaudière, 1584). 
Here are some of the virtues honored in the texts: the Prudence of Brissac, the Loyalty of Boucicaut, the Generosity 
of Marie de Medici, the Eloquence of the Cardinal of Lorraine, the Loyalty of Gaucher, the Courage of Gaston de 
Foix...  
11 "Quelque temps après il voulut que Champaigne le peignît de son haut et grand comme nature."  
See André Félibien, Entretiens sur les Vies et les ouvrages des plus excellents peintres anciens et modernes, avec la 
vie des architectes (Paris: Gregg P, 1967), t.V, 169-172. (First published in 1685). 
According to Dorival ("Art et Politique," 43), the commission was placed between 1630 and 1631. 
12 Jacques Thuillier, "De l'amateur à l'homme d'État," in Richelieu et le monde de l'esprit (Paris: Imprimerie nationale, 
1985), 40. 
13 Richelieu was appointed Cardinal on 5 September 1622; he entered the King's Council on 29 April 1924; he was 
appointed Duke and Pair on 26 November 1629; on 11 November 1630, he triumphed during the Journée des Dupes, 
which marked the exile of the Queen Mother; he was awarded the Croix de l’Ordre du Saint-Esprit on 14 May, 1633. 
14 Jules Michelet, Henry IV et Richelieu (Charleston, SC: BookSurge Publishing, 2001): " il vous regarde du fond de 
son mystère, le sphinx à robe rouge. Je n'ose dire du fond de sa fourberie." 
15 Marc Fumaroli, "Richelieu, Patron des Arts," in Richelieu, Art et Pouvoir, ed. Goldfarb (Montreal: Cologne: 
Ghent: Montreal Museum of Fine Arts ; Wallraf-Richartz-Museum-Fondation Corboud ; Snoeck-Ducaju & Zoon, 
2002), 16. 
16 From the Greek polemarkhos, "warlord". Dorival, "Art et Politique," 46. 
17 Armand Jean du Plessis de Richelieu, Memoirs of the Cardinal of Richelieu, Volume XV, Book XXVI, (paleo 
2006): 
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"Après avoir longtemps lutté contre la guerre (…) enfin cette année il nous est impossible de reculer davantage, et 
sommes contraints d’entrer en guerre ouverte avec eux, guerre que nous déclarons, mais que nous ne leur faisons pas 
les premiers, vu que c’est eux qui nous attaquent et qui nous y forcent par tant d’hostilité. " 
18 Dorival, who carefully examined the biographies of the Illustrious men, noted "the considerable proportion of those 
who died in the war." (Dorival, "Art et Politique," 59) He inferred that Richelieu wanted to convince aristocrats to 
fight for the monarchy, and in so doing, for their honor: "Richelieu entendait rappeler aux grands que le champ de 
bataille est le lit de mort qui leur convient le mieux." 
19 Dorival, then Lavessière (note 9) argued that the decorative program of the Galerie des hommes Illustres had a 
political resonance. 
20 In the Palais-Cardinal, Richelieu mainly brought together the artists who had worked for the Queen Mother, Marie 
de Medici', in the Luxembourg palace – in particular, the architect Jacques Lemercier and his mason, Jean Thiriot; the 
sculptor Guillaume Berthelot, the painters Philippe de Champaigne and Justus of Egmont (Rubens' former assistant). 
Simon Vouet and Jacques Pöerson would only join the team later. 
21 "une monarchie administrative," according to Fumaroli ("Richelieu, Patron des Arts," 16) 
22 Louis XIV, heir to the Crown, was born in 1638. 
23 The paintings are on average 220 cm high and 135-140 cm wide. Figures are generally 180-185 cm high – which, 
for the time, was slightly larger than life. 
24 Sauval, 166. 
25 The gold letters that indicated the hero's name at the bottom of the canvas no longer exist; they were covered, two 
or three years after their completion, by Latin distiques, which are still visible on the few paintings left. However, on 
the painting representing Gaucher, the first inscription is still visible under the new one - which confirmed the 
chronological order of the making. 
26 The term "intrigant," meaning plotting, refers to an anecdote cited by both Sauval (166) and Félibien, Entretiens, 
t.V, 171-172, which suggested that Vouet had imposed himself as one of the key artists of the decor, that was initially 
given to Champaigne, and was introduced by the Marshal of Effiat, his protector. From there would come the rivalry 
between the two artists. We shall address this question at the end of the chapter. 
27 Analogy explained by Dorival, "Art et Politique," 50. 
28 Ibid., 50. 
29 Ibid., 50, with the motto "nunquam visus impune" (never seen without), and the wordy explanation specifying that 
he was " le pronostic de la perte " for his enemies. 
Concerning Longueville, Dorival (54) cited Vulson de la Colombière : " la valeur de Dunois s’est rendue éternelle en 
la personne des illustres successeurs de nostre Héros et notamment dans celle du très vaillant et très généreux Prince 
Henry d’Orléans, duc de Longueville." 
30 Published by Bercé (51), dated 30 April, 1634: "Marché passé entre le cardinal de Richelieu et Richard Richer, 
maître maçon, pour la construction d'une galerie parallèle à celle qui était déjà construite et à une terrasse reliant 
les deux galeries, entre la cour et le jardin." 
31 Sauval (t.II, 168) speaks of "sterility," since the legs of the figure were not painted so that the canvas could be placed 
above the door. 
32  In 1635, "Vie du Cardinal d’Amboise" was published by Hay du Chastelet in Le Recueil de diverses pièces pour 
servir à l'Histoire, 417. The virtue of this hero was understandbly transferred to Richelieu : "Qui est-ce donc qui 
pourra etrange, si nous voyons aujourd’hui un grand Roy avoir pour principal Ministre en la conduitte de ses affaires, 
& de ses Armées un Cardinal, qui a toutes les vertus de ceux que nous avons nommez, & plusieurs qualitez eminentes 
qu’ils n’eurent jamais ? » 
33 Dorival, "Art et Politique," 51. Dorival concluded that Richelieu wanted to appear "comme le loyal serviteur qui 
n’ambitionne rien d’autre que de servir son prince." I will argue that the emblems and symbols in the gallery 
reinforced the message of loyalty that Richelieu hoped to convey to Louis XIII. Dorival concluded (52): "De là, le 
soin apporté par lui à n’admettre dans cette élite de « Français illustres » que des personnages signalés par leur 
dévouement à la couronne de France et leur exactitude à combattre ceux qui s’étaient révoltés contre elle. (…) 
Obeissance à la Couronne de France, telle est la première condition requise pour avoir place dans la Galerie des 
hommes Illustres, dont les images doivent être pour ceux qui regardent une invitation à pratiquer cette même vertu à 
leur tour. » 
34 This view from the gallery is illustrated in Champaigne's 1634 portrait of Richelieu (Ministry of Foreign Affairs), 
that I will carefully examine in the second chapter. Dorival suggested that it was painted in Richelieu's office which 
was located in the old part of the building, and oriented in a similar way as the gallery. See Bernard Dorival, "Un 
portrait inconnu de Richelieu par Philippe de Champaigne," La Revue du Louvre et des musées de France 20, no. 1 
(1990) 
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35 Ibid. 18-19. 
36 Guillet de Saint-George mentioned that each wall was attributed to one artist: "Il (Champaigne) fit les portraits 
des hommes illustres qui sont reproduits sur la main gauche de la galerie, M. Vouet fit les portraits qui sont sur la 
main droite de cette galerie." Guillet, 241. 
37 Sauval, t. II, 164: "Tout flamand qu’il fût, le Cardinal l’avoit toujours préféré à tous nos autres Peintres François, 
pour peindre son appartement & une partie de la Gallerie des hommes Illustres, non pas moins parce qu’il étoit habile 
homme, mais parce que ses coulaurs lui plaisoient très fort." 
38 Dorival, "Art et Politique," 55. 
39 Sauval, t. II, 167. "...sur tout la composition de son corps est si ingénieuse, que ce n’est pas une des moindres choses 
de Champagne (…) & quoiqu’il [ce héros] y soit le plus mal placé, & à un endroit qui n’est nullement propre à mettre 
une figure ; cependant c’est ce qui sert à faire éclater davantage l’invention & l’esprit du Peintre : car, comme il se 
trouvoit gêné par une porte qui le réduisoit à ne faire qu’une demie figure, & à couper les jambes à son Héros, il l’a 
représenté assis au milieu d’une campagne, reposant un pied nonchalamment sur un de ses genoux ; son siège est 
disposé de façon, qu’il semble descendu, & être caché derrière la porte, & qu’un bout de l’ouverture de cette porte 
serve d’appui à sa jambe gauche." 
40 Joan of Arc was popular again in the seventeenth century as a strong symbol of the Nation in danger, saved by her 
heroism. It was celebrated in Chatelain's epic, which also mentioned Guido Reni's work, later in a tragedy in prose by 
Aubignac in 1641-1642, and finally in a tragedy in verse by La Mesnardière. 
41 The invoice of the painting commissioned to Champaigne in 1635 was found in Masle's papers (Hôtel-Dieu's 
collection), see Léon Brièle, Collection de documents pour servir à l’histoire des hôpitaux de Paris..., (Paris: 
Imprimerie nationale, 1887) 
42 Alliance between Charles IV and Gaston. 
43 Sauval, t. II. 167. 
44 Dorival, who analyzed the heroes' legacy, defined three main goals for the Cardinal's cultural politics: " tout ce 
travail n’en mettait que davantage en lumière les intentions de Richelieu envers ces aristocrates : tâcher d’amadouer 
les uns, récompenser  de leur service les autres et s’efforcer de se les attacher tous, dans la mesure du possible, de 
leurs intérêts et des siens.  Exalter le loyalisme monarchie, donner des gages (à peu de frais) au parti dévot, flatter 
les puissantes familles… " Dorival, "Art et Politique," 55. 
45 See Thomas Kirchner, "Richelieu et son usage programmatique de l'art. L'image du cardinal dans le décor de ses 
résidences," in Richelieu patron des arts, (Paris: 2009), note 40: "l'Amiral, comme le connétable qui dirigeait l'armée 
tout entière, était un rouage de l'ancien système féodal qui, depuis la mort d'Henri IV, représentait une menace de 
plus en plus grande pour le roi. C'est ainsi que Richelieu abolit en 1626 la charge d'amiral royal ainsi que celle de 
connétable, pour intégrer définitivement la marine dans les nouvelles structures administratives et poursuivre ainsi 
sa politique de concentration du pouvoir entre les mains du roi." 
46 I object to the idea that Sylvain Laveissière defended ("Art and Power," 2002), after Sauval- that there was a 
difference in scale between the heroes' portraits, "greater than life," and the life-size Cardinal's portraits au naturel, 
and King's portrait with the Victory. To make my point, it is enough to take as a reference the painting Louis XIII and 
the Victory, which is 2.22 meters high, which is about the same size as the average 2.20 meters high portraits of the 
Illustrious Men.   
I reached the same conclusion by measuring the figures' height in the pictures: Richelieu's figure in the London picture 
approximately measures 1.90 meters high, which is slightly larger than life; it is similar to the heroes' height., evaluated 
from Vouet's Gaucher de Châtillon. Louis XIII's figure, in the Louvre portrait with the Victory, also measures 1.90 
meters high, which confirms my argument.  
47 In his 1973 paper about Richelieu's commission of the Palais-Cardinal (see note 1), Dorival proved that art was a 
key component of the Cardinal's politics. Dorival, like Laveissière, proved that unlike the few previous French 
galleries hosting portrait collections (such as that of the Château de Beauregard, or that of Richelieu's palace in 
Limours), the Palais-Cardinal displayed a clear political goal ("un dessein fort arrêté"). It confirms what Sauval noticed 
about Richelieu's patronage: "Richelieu l'a conduite lui-même : (…) lui-même en fit le choix et les rangea ainsi que 
nous les voyons ." 
48 Few years later, Mazarin will be the one with the enrichment of the Cardinal's collections. 
49 Diane Bodart studied the Habsburgs' imperial model and showed the mirroring device by which the portraits of the 
sons were looking like that of their fathers and were using the same common attributes: the globe, the sword, the 
scepter and the crown. They were all based on the seminal model of Philip II (for exemple, the genealogical series of 
portraits in the Prado gallery, 1560). Diane H.Bodart, Pouvoirs du portrait sous les Habsbourg d’Espagne (Paris: 
CTHS, 2011), 41. 
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50 Dominique Moncond'huy, "La Galerie et sa description en France," in Suite, Série, Séquence, (Poitiers: UFR langues 
littératures : Maison des sciences de l’homme et de société, Poitiers, 1998), 24. The author argued that the series 
allowed to legitimize the dynasty and concealed any interruption in the genealogical transmission. 
51 The sequencing on two separated walls was confirmed by Guillet de Saint-George, 241. 
52 For example, when Marion de l'Orme secretly visited the Cardinal Richelieu, he was wearing his satin attire (un 
habit de satin gris de lin, brodé d'or et d'argent") in Gédéon Tallemant des Réaux, Historiettes (Paris: Mercure de 
France, 1906), 59-72. 
53About the introduction for the culture of gallantry, or "préciosité," which defined the notion of "honnête homme," 
refer to previous notes, 7 and 10. The contemporary reference for gallantry was Faret L’honneste-homme ou, L’art de 
plaire a la court (1630).  
The Rambouillet's Chambre bleue was a famous salon for gallant conversations where principles of honnêteté were 
applied. 
54 Many written testimonies testify to Richelieu's sympathy towards Champaigne... See Dorival, "Art et politique," 
43; Sauval, t.II, 164; Félibien, t.V, 169. 
See also Ekkehard Mai, "Portraits as Political Mission: Richelieu and His Apelles," in Richelieu: Art and Power, 
Hilliard Todd Goldfarb (Montréal: Montréal Museum of Fine Arts; Wallraf-Richartz Museum; Fondation Corboud, 
2002), 50. 
55 Fumaroli confirmed that Richelieu did not like Vouet very much: "Il (Richelieu) se méfiait par-dessus tout du 
"libertinage" auquel se prêtent trop aisément les lettres et les arts visuels, notamment la capricieuse poésie lyrique et 
l'art sensuel de la couleur." See Fumaroli, "Richelieu, Patron des Arts," 43. 
56 About the decoration of the Palais-Cardinal, Sauval specified that Richelieu "l’a conduite lui-même (…) C’est là 
qu’il a placé ces Héros qui par leurs conseils et par leur courage ont maintenu de tout temps la Couronne. Lui-même 
en fit le choix et les rangea ainsi que nous les voyons…" (Sauval, 166). As for Laveissière, he considered it as a 
manifesto ("un manifeste politique pictural") and an attempt of seduction towards the nobles who defended the Nation. 
(Laveissière, 64) 
57 With the term "discours," I refer to Foucault's understanding of the Classical age's paradigm, which he defined, in 
Les mots et les choses, in opposition to the Renaissance's one based on the notion of similarity. 
58 Around the Cardinal, the advisers could be classified into three successive circles of proximity. 
59 The reconstruction is based on the recent work of Laveissière in Richelieu, Art and Power (2002) who published a 
prospective plan of the gallery's sequencing (see fig. 11), including the position of the different doors and windows. 
This was corroborated by Gady's architectural studies of the Palais-Cardinal in Jacques Lemercier's biography (2005). 
60 Sauval, t. II."La Gallerie de l'avant-cour,"164-165 and "La Gallerie des Hommes Illustres," 166-168. 
61 Victor Champier published Champaigne's invoice found in Le Masle's accounting records: see Victor Champier & 
G.-Roger Sandoz, Le Palais-Royal D’après Des Documents Inédits (1629-1900): Ouvrage Illustré de Planches Hors 
Texte, Eaux-Fortes, Héliotypies, Fac-Similés D’aquarelles (Paris: Société de propagation des livres d'art, 1900), 59. 
"Mémoire des portrets faict en la gallerie de l’hostel de Richelieu par le commandement de Monseigneur, par Philippe 
de Champaigne:" 
Premierement, le portret du Roy grand comme le naturel, 
Accompagné d’une Victoire …150 livres 
Plus le portret de la Reyne mere du Roy, pour ce… 50 livres 
Plus le portret de la Reyne regnante, pour ce… 50 livres 
Plus le portret du Roy deffunct, pour ce… 50 livres 
Plus le portret de Monseigneur frere du Roy, pour ce… 50 livres 
Plus le portret de la puseelle d’Orléans, pour ce… 50 livres. 
Je soubsiné confesse avoir reccu de Monseigneur le cardinal duc de Richelieu, par les mains de Monsieur Picot, la 
somme de sept cens quatre vingt quinze livres pour les parties ci-dessus dont je suis content. 
Faict à paris, ce 16 novembre mil six cent trente-cinq. 
Champaigne. 
62 Thesis Eminentissimo Cardinali Duci by Richelieu Pari Franciae, engraved by Michel Lasne after Claude Vignon, 
1635 (see Fig. 21). The print represents the Cardinal's effigy, praised by the Painting and Architecture angels, holding 
a compass, a palette and some brushes. On the ground lie the portraits of the Illustrious men. 
63 Victor Champier, Le Palais-Royal d'après des documents inédits (1900). See also Gady's biography of Jacques 
Lemercier (2005). 
64 Bercé, 47-70. 
65 Gady, 39. 
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66 This plan was thought to be a alate copy, until it was recently authenticated as Lemercier's autographic document 
from 1633. 
67 Gady, 297. 
68 The masonry contract of 25 February 1628 referred to the Grande Galerie that would be perpendicular to the main 
building body and would face Charles V's ancient fortification walls. Its dimensions were defined as "vingt quattres 
toises et demyes de longueur trois toises de largeur et treizes pieds huict poulces de haulteur soubz poultres." Its walls 
would be thick as "deux piez d'épaisseur", and made of stone from Saint-Leu ("fact de pierre de cliquart jusques 
dessus l’imposte des arcades et le reste en amont sera faict de pierre de Saint-Leu"). 
69 See Guillet de Saint-George, 241. 
70 Gady, 301. "Restitution of the disposition, state 1642", drawing by Guillaume Fonkenell. 
71 Bernard Dorival, "Recherches Sur Les Portraits Gravés D’après Philippe de Champaigne Aux XVIIe et XVIIIe 
Siècles," Gazette des Beaux-Arts (mai-juin 1970), note 2. 
See also Laveissière. Richelieu: Art and Power, 68. 
72 Gady, 298-299. 
73 I shall mention and discuss the different editions of de la Colombière's book at the end of this chapter. 
74 Vulson de la Colombière, Les hommes illustres et grands capitaines françois qui sont peints dans la galerie du 
Palais Royal. Ensemble un abrégé de leurs vies & actions memorables. Composez par M. de La Colombière. Avec 
leurs portraits, armes et devises, dessinez & gravez par les sieurs Heince & Bignon peintres & graveurs du Roy (Paris: 
Sara, 1650). 
75 See Roger-Armand Weigert, Inventaire du fonds français, graveurs du XVIIe siècle (Paris: Boulanger Chauveau, 
1951). 
76 Sauval mentions the book, at the same time as he describes the gallery, which proves their consistency. 
77 The Napoleonic Code, or French Civil Code of 1804, was the first modern legal code to be adopted in Europe. 
Among other features, it secured the right for property and abolished the privileges based on birth. 
78 Dorival, "Portraits gravées," (1970), note 2; Laveissière's reconstruction, 68. 
79 Dorival."Art et Politique," 51: "Et, d'abord, il y a le leit-motiv, constamment repris, que la fidélité absolue au Roi 
est la condition nécessaire, indispendable même, pour avoir droit au titre de "Français illustre." 

    80 Most of the paintings are reproduced in the Montreal catalogue, Richelieu: Art et Pouvoir (2002), which includes 
Lavessière's captions and notes. The drawings are analyzed by Frédérique Lanoë, Trois Maîtres Du Dessin : 
Phillippe de Champaigne (1602-1674), Jean-Baptiste de Champaigne (1631-1681), Nicolas dePlattemontagne 
(1631-1706) (Paris: Éditions de la Réunion des musées nationaux, 2009). 
82 Jacques Thuillier, Barbara Brejon de Lavergnée and, Denis Lavalle, Vouet: Galeries Nationales Du Grand Palais, 
Paris, 6 Novembre 1990-11 Février 1991 (Paris: Réunion des musées nationaux, 1990), 240. 
82 According to Dorival (cat. n°196), the painting is part of the duke of Montesquiou-Fezersac's collection, at 
château de Marson. It was copied after a drawing in Paris, Bibliothèque Nationale, Cabinet des Estampes, recueil 
Gaignières (invent. Na21Res, page 72). Dorival suggested that Champaigne eliminated the hat but added the collar 
("fraise") to historicise the figure ("donner à son personnage une couleur historique plus évidente."). 
83 Georges de Scudery, in Le Cabinet de M. de Scudéry, provided a literary description of Richelieu's full-length 
portrait (he owned one version of it). Despite its fictional nature, the text suggests that Richelieu's portrait of the 
Galerie des Hommes Illustres opened on a veduta in the background. 
84 Jambes d'un personnage debout, Musée du Louvre, Arts Graphiques, Fonds des dessins et miniatures, RF 28182 
recto. Drawing still attributed to Vouet. 
85 According to the architectural sequencing, this drawing should be that of Champaigne: see Dorival, "Portraits 
gravées," 299 and Dorival, cat. n°178. However, M. Vallery-Radot (Bulletin de la Société de l'Histoire de l'Art 
Français, 1955, 29-30), as well as Barbara Brejon de Lavergnée, Dessins français du XVIIe siècle: Inventaire de la 
collection de la Réserve du département des Estampes et de la Photographie (Paris: Éditions de la Bibliothèque 
nationale de France, 2014) cat. 53, 77. both considered, on the contrary, that the drawing was "obviously by Vouet's 
hand." Vouet 's assistants were indeed traditionally trained in the studio on such preparatory drawings using black 
chalk, thus constituting a repertoire of forms and attitudes that they would reuse in other commissions (See Brejon, 
27). Lesdiguières' figure, for an unexplained reason, could have been created in Vouet's workshop - which would 
account for the very fashionable coat with which the character is dressed. 
Conversely, as Frédéric Lanoë argued (Lanoë, 181), if Guillet de Saint-George's description was right, and the 
paintings on the Western wall were all by Champaigne, it can be inferred that this highly finished drawing was a copy 
after Champaigne. Champaigne's preparatory drawings were usually executed with ink and wash - as in the case of 
Louis XIII and Victory. 
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86 Dessin à la sanguine, pierre noire et rehauts de craie sur papier beige. Paris, Bnf, cabinet des Estampes et de la 
Photographie, inv. B6e boite A3. See Lanoë, B14, 180. See also "Richelieu debout tenant sa barette de cardinal 
dans la main droite, deux reprises de la main droite tenant un livre," Brejon de Lavergnée, 72-73. 
87 Mexico, Museo Nacional de San Carlos, inv. 7108. See Lanoé, cat.7, 32. 
88 attributed by Brejon in 1997, see St-Fare Garnot, p80-86 
89 This attribution to Justus van Egmont was first defended by Laveissière (2002), then confirmed by Claire Gerin-
Pierre, Catalogue des peintures françaises XVIe-XVIIIe siècle : Musée des Beaux-Arts de Nantes (Nantes: RMN, 
2005), and Dominique Brême, A l’école de Philippe de Champaigne (Paris: Musée d'Evreux, 2007), 30. 
90 Dominique Brême (28) reported a seventh panel in a private collection (though we could not find it), and an eighth 
panel one at the Musée de Valenciennes (56cm x 55 cm): "Guillaume X de Poitiers, Duke of Aquitaine supports the 
antipope Anaclet II, from 1130 until an interview with Bernard de Clairvaux at the Château de Parthenay in 1135", ; 
however, unlike what the author asserts, I could not establish any correspondence with one of Heince & Bignon's 
engraving plates. 
91 Dorival, "Art et Politique," 52. 
92 Ibid., 52. 
93 Laveissière in Art and Power (2002) 
94 Lorenzo Pericolo, Philippe de Champaigne : “Philippe, homme sage et vertueux” essai sur l’art et l’oeuvre de 
Philippe de Champaigne, 1602-1674 (Bruxelles: la Renaissance du livre Dexia, 2002), 122. 
95 Kirchner, patron des arts, 251-272. 
96 Margaret MacGowan, "The Phenomenon of the Illustrious Portrait Gallery," in The Golden Age of Patronage (Paris: 
1985), 411- 422. 
97 Ibid. 412. 
98 Pierre Le Moyne, Tableaux sacrez (Paris, 1601). About the interaction between words and images, see also 
Tapisseries et peintures poétiques. 
99 On court portraiture, see Bodart, Diane H. Pouvoirs du portrait sous les Habsbourg d’Espagne (Paris: INHA: 
Comité des travaux historiques et scientifiques - CTHS, 2011). 
See also, Blaise Ducos Frans Pourbus le jeune (1569-1622) : Le portrait d’apparat à l’aube du Grand siècle entre 
Habsbourg, Médicis et Bourbons (Dijon: Faton, 2011). 
100 A-M. Christin, "Peinture et narration : l'énigme du support", in Moncond'huy, Suite, Série, Séquence, la Licorne 
(Poitiers: UFR langues littératures : Maison des sciences de l’homme et de société, Poitiers, 1998), 12. 
101 Dominique Cordellier, "Un modèle de Dubreuil pour les portraits de la Petite Galerie du Louvre," La Revue du 
Louvre et des musées de France, no 6 (1990). 
102 cf dico rue Paris 
103 On Sauval' life, see the scholarly introduction by Michel Fleury, "Notice on the life and work of Sauval", to the 
1974 reprint of Sauval's Histoires et recherches des Antiquités de la ville de Paris. See also Le Roux de Lincy, "Henri 
Sauval, historian of Paris...," Bulletin du bibliophile (1862), 1110,1178. 
104 For an assessment of decoration work carried out at the Palais-Cardinal between 1635 and the death of Richelieu, 
reference should be made to the reconstruction plans proposed by Gady, 300: "Stages of construction of the Palais-
Cardinal between 1633 and 1642." 
105 Champier, 38. 
106 On Louis XIV's royal education, see Champier, 128. See also Madeleine Foisil, "La Première éducation du Prince 
d'après le journal de Jean Héroard," in Mélanges de l'Ecole Française de Rome (Paris: Temps Modernes, t.99, n°1, 
1987), 305. 
107 In the gardens of the Palace, a miniature military fort was built for Louis XIV when he was a child, and in which 
he would probably invent, with his young brother as a playmate, many war strategies. 
108 Louis XIV, Mémoires pour l'instruction du Dauphin. First complete edition, after Charles Dreyss, Paris, 1860, 96f. 
Quoted in Kirchner, Der epische Held, 36. See also Kirchner, 37, an excerpt from Bossuet, Discours sur l'Histoire 
Universelle..., Paris 1681, 1f., about the necessity to read history to the Princes: "Les Histoires ne sont composées que 
des actions qui les occupent, et tout semble y estre fait pour leur usage. Si l'expérience leur est nécessaire pour 
acquérir cette prudence qui fait bien régner, il n'est rien de plus utile à leur instruction que de joindre aux exemples 
des siècles passez les expériences qu'ils font tous les jours." 
109 To spare Lemercier, Sauval blames the Cardinal. The Cardinal's taste was often criticized after his death, notably 
by Chantelou in the presence of the Bernini. Gady replaced this rumor in the context of the intellectual quarrel that 
accounted for a change of taste in the architecture at the turn of the eighteenth century. 
110 Ceilings evolved in the 1640s towards vaults painted in the Italian style. French and Italian ceilings are stylistically 
opposed – thus, politically. 
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111 Sauval, 164. 
112 Ibid., 164. 
113 Ibid., 164. 
114 Ibid., 165. 
115 https://fr.wikisource.org/wiki/Le_Peintre_Apelle_et_la_Peinture_grecque_au_temps_d' Alexandre, 271. 
116Ibid., 264. 
117 At least this is Chantelou's argument in Bernini's account. 
118 Félibien, t.V, 169-172. 
119 The same arrangement was noticed in the Hôtel de la Vrillière, see Sauval, 230. 
120 Ibid., 230. 
121 The painting's provenance from Palais-Royal is well-documented: it was a revolutionary seize from the Duke of 
Orléans' collection. 
122 See Sauval, 229, recording his visit of the Galerie de la Vrillière. 
123 It can also be thought that since the abandonment of the Cardinal Palace by the royal family during the Fronde, this 
monument has become more accessible to the public, fueling rumors about its "beauties." 
124 Amaury Lefébure, in Les Tapisseries et leur usage en France au XVIIe siècle (20) noted: "au fur et à mesure que 
la destination des pièces tend à se fixer, l’utilisation des tapisseries tend aussi à se limiter (....) Lorsque peu à peu la 
salle disparaîtra au profit de la galerie, ou plus tard du salon, les tapisseries ne seront plus d’usage que dans les 
antichambres et les chambres, les galeries et les salons recevant alors un décor peint ou lambrissé." 
125 Bercé (55), 3 March 1638, "Marché de menuiserie pour l'aile construite en 1634… ce marché concernant les 
lambris, plafonds et cheminées..." 
126 Here is an exemple of the type of description (Bercé, 56):"dans le milieu de la dite corniche sera ung masque 
coueffé de feuille de chesne et crochets, sur laquelle petite corniche sera posé ung petit pied d'estal portant le buste 
de son Emminence qui sera posé dans une ovalle en cartouche au-dessus.." 
127 Bercé (55). 1 pied = 0.3248 meters ; 1 toise = 1.949 meters 
128 Sauveur le Conte was a student of Van der Meulen collaborating with Charles Le Brun, but also a "peintre ordinaire 
des Conquestes du Roy dans l’hostel des Manufactures royales des Gobelins." Unfortunately, he died very young, but 
his involvement in tapestry was important. 
129 "La reine d’Angleterre y demeure avec tout son train, qui a fait un fort grand degast en la dorure et au relief de 
toutes les chambres et de cette fameuse galerie, où les grands hommes de France et leurs belles actions sont 
représentés avec leurs devises et leurs hierogliphiques ; c'est une pitié de voir que, pour avoir quelques sols, ils ayent 
enlevé des pièces qui ont cousté de bonnes sommes." Philip de Villers, Journal d'un voyage à Paris, 1657-58, Paris 
1862, 73. 
130 Félibien, t.V, 169, cited in Brême, Ecole de Ph. De Champaigne, 28. 
131 It should also be noted that the small historical scenes, as they appear in Heince & Bignon's book, retrace events 
beyond Richelieu's death: the last event takes place during the reign of Anne of Austria, in 1645. The birth of the 
dauphin (the future Louis XIV) in 1638 is also depicted. However, it cannot be completely certain that these late 
historical scenes have been painted on canvas, since they could simply have been engraved. In particular, the portrait 
of Anne of Austria that was placed above the door could have been deprived of the frame including the small scenes. 
Nevertheless, it is probable that some small historical scenes were painted after Richelieu's death, which would suggest 
that the decorative work continued under the Regency, as the Queen lived in the Palais-Cardinal. 
132 Laveissière (2002), Gerin-Pierre (2005), and Brême (2007) attributed these oils on panel to Justus van Egmont, 
while Brejon and Saint Fare Garnot had previously attributed them to Poërson. 
133 https://www.de-zeventiende-eeuw.nl/articles/10.18352/dze.1552/ 
Prisca Valkeneers, in "Van timmermanszoon tot schilder aan het hof. De adellijke ambities van Justus van Egmo," 
raised the question of Justus van Egmont's social ambition, from his collaboration with Rubens, his being appointed a 
peintre du roi in France, his participation in the creation of the Royal Academy of Painting and Sculpture, to his return 
to Flanders. More disturbing is Egmont's very mundane ability, during the Fronde years, to paint both royal portraits 
and portraits for the Grand Condé or Gaston d'Orléans, in full rebellion against the king. Egmont seemed able to 
navigate easily between these different factions, perhaps because of his Flemish origin, in between the French and the 
Spanish cause. 
134 Brême, Ecole Ph. De Champaigne, 230. 
135 Valkeneers argued that the two painters were not influenced by one another and that they each had their own style. 
136 There are two equestrian portraits of Juste in Versailles, representing Louis XIII and Anne of Austria, and testifying 
to this same abbreviated style. The painter suggested forms rather than he defined them. 
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137 Surprisingly, the grisaille was modified after the death of the Cardinal: Richelieu was replaced on the picture by 
Gaston d'Orléans. 
138 Although he arrived late in France, he soon received the commission of many religious paintings. He painted the 
May for 1642 and 1653. He produced a large part of the series of tapestries for Notre-Dame de Paris, after 
Champaigne and Jacques Stella. 
139 Sauval, 166. 
140 Dorival, "Art et politique," 46-47. 
141 Dictionnaire administratif et historique des rues de Paris et de ses monuments, Félix Lazare, Paris, 1844. 
His notice serves as a reference: http://www.academie-francaise.fr/les-immortels/nicolas-bourbon 
142 Dorival ("Art et Politique," 46) indicated that the booklet is available both at the Bnf (French manuscript collection 
17324, p187), and at the print reserve (Yc 968 -43). 
143 The dispute allegedly began over a motto that Guisse invented in 1635 for the Assembly of the Clergy, "dont le 
coeur était une Grenade ouverte, avec ces mots, "Tot cedes unica firmat." que Montmaur s'appropria et auprès de 
laquelle il rajouta, deux ans après, lors de la publication de ses propres devises : "hoc symbolum falso fibi arrogat 
Petrus de Montmaur Gracus". Proof of his repentance, or supreme irony? 
See P. Menestrier, "The Just King's Motto," 1679. 
https://books.google.com/books?id=aThhAAAAAAcAAcAAJ&pg=PA77&lpg=PA77&dq=devises+jean+guisse&s
ource=bl&ots=UoltdDjmBn&sig=Jf_o1M2UHdlG_bwfJSDvVAhDhLs&hl=en&sa=X&ved=0ahUKEwirpdCvrMX
bAhUKIXwKHVpHAQ0Q0Q6AEIQTAE#v=onepage&q=devises%20jean%20guisse&f=f=false 
144 Paris, Bibliothèque Nationale, YC-1428 
145 In 1633, he published les Devises de Madamoiselle niepce de sa Majesté; the Duchesse de Montpensier, Princesse 
de Dombres, was the only daughter of Monsieur, brother of the King. 
146 N.M. Bernardin, Hommes et mœurs au XVIIe siècle, 1900, 162-163. 
147 Ibid. 162. "Il n’était pas convive plus recherché que Pierre de Montmaur à ces tables d’élégants et doctes..."  
148 Bnf Z-3524 
149 Dorival, "Art et Politique,"51. 
150 Guisse, Edition 1637, 4. 
151 Dorival, "Art et Politique," 51. 
152 "qui ne laissent pas de souligner le loyalisme des modèles," as Dorival noted. 
153 Félibien, t.V, 171-172. 
154 Thuillier considered as fake, or "ragot d'atelier," Félibien's narratives. Thuillier, Vouet, 240. 
155 Ibid. 240. 
156 Argument shared by Gerin-Pierre, 78: "Malheureusement, l'exécution est un peu rapide et pauvre." 
157 Sauval, 166. 
158  Between 1630 and 1635, after Marie de Medici's exile, and once the Luxembourg decoration had stopped, 
Champaigne worked for the Carmelite convent. 
159 Sauval, 167. 
160 Sauval, 167-168. 
161 French rivalries have been highlighted by Domna Stanton in her study of the honnête homme, pointing out the 
dandy qualities of seventeenth-century aristocrats. See Domna C. Stanton, The Aristocrat as Art. 
162 Ernst. H. Gombrich, "Light, Form and Texture in 15th-Century Painting," in Journal of the Royal Society of Arts, 
vol. 112, n° 5099 (October 1964), 826-849. 
163 Champaigne copied an earlier model of Gaston de Foix, that he thought to be an authentic portrait of Raphael, as 
Sauval confirms. We now know that the small painted model that served as a reference was in fact a copy after a 
portrait of Giorgione (probably copied from the Castelfranco alterpiece). Champaigne chose a model presumably from 
the Renaissance and from Northern Italy to oppose Vouet and his influence from Rome. I will further argue that 
Champaigne's model illustrates the legacy of the lustro technique of the Flanders. It thus suggests that Giorgione's 
treatment was also very influenced by the Flemish painters, which is in fact testified by the influence that Rogier Van 
der Weyden had on the Bellinis in the 1470s, and which later influenced Giorgione when he worked at Castefranco at 
the beginning of his career. 
164 Sauval, 167. 
165 Pericolo, 122-123. 
166 This painting was probably representative of Champaigne's mastery, since he kept a copy of it in his studio (see 
inventory after death). It is precisely this portrait that Sauval estimated been the best of the gallery. 
167 Renée Davray-Piekolek, Madeleine Delpierre, Jacques Ruppert, et Pascale Gorguet Ballesteros, Le Costume 
français (Paris: Flammarion, 1996) 84. 
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168 Ibid. 84. See also Domna Stanton, The Aristocrat as Art (New York: Columbia University Press, 1980), note 160. 
169 Le Costume français, 94. 
170 Richelieu: Art and Power, 90. Pericolo, 123. 
171 Particularly noticeable are the three successive positions of God, wrapped with draperies, in the three preparatory 
drawings by Vouet, for the Saint-Eustache altarpiece. 
172 Pericolo, 123. 
173 Note the polysemic use of "réflexion" in French, applying both to light reflection and thoughts. 
174 Frédéric Cousinié concluded his remarkable essay, "Christ mort couché sur un linceul," in Esthétique des Fluides, 
133-134, by unpacking Champaigne's archaism : "L’archaïsme de Champaigne est donc moins un quelconque 
« retard » vis-à-vis d’une évolution inéluctable de l’histoire de la peinture, qu’une forme de fidélité à une tradition 
représentative chrétienne que le peintre a tenté, de façon originale, non de substituer mais d’articuler aux normes 
toujours plus obligées de la peinture de son temps." 
175 Sauval, 166-167. The fact that Champaigne was able to choose his models is contradictory to Guillet de Saint-
George's testimony that the heroes represented by Champaigne were all placed on the same wall in a quasi-
chronological order. It is more likely that Champaigne had to follow the program designated by the Cardinal and his 
advisors. 
176 Sauval, 166. 
177 Ibid. 168. 
178 Ibid.166-167. 
179 Ibid., 167. 
180 This painting is now at the National Gallery, London. 
181 Raphael was venerated in France seventeenth century. His influence lasted until the nineteenth century. His 
cartoons for tapestries circulated throughout Europe and participated in establishing his fame. 
182 Sauval, 167. 
183 On exemplarity, see Todd Olson, Poussin and France: Painting, Humanism, and the Politics of Style (New 
Haven: Yale University Press, 2002). 

See also Timothy Hampton, Writing from History: the Rhetoric of Exemplarity in Renaissance Literature (Ithaca, 
N.Y: Cornell University Press, 1990). 
184 The term "period eye" was coined by Michael Baxandall in his book Painting and Experience in Fifteenth-Century 
Italy: A Primer in the Social History of Pictorial Style (Oxford: Oxford Unversity press, 1988), to describe the socio-
cultural conditions under which art was viewed during the Italian Renaissance. 
185 See Bourdieu, Esquisse d'une théorie de la pratique (Paris: Essai (Poche), 2015), 282: "l'habitus est le produit du 
travail d'inculcation et d'appropriation nécessaire pour que ces produits de l'histoire collective que sont les structures 
objectives (e. g. de la langue, de l'économie, etc.) parviennent à se reproduire, sous la forme de dispositions 
durables, dans tous les organismes (que l'on peut, si l'on veut, appeler individus) durablement soumis aux mêmes 
conditionnements, donc placés dans les mêmes conditions matérielles d'existences." 
186 In this section, I'll borrow many references from Olson's Chapter 2 of Poussin in France. The author thoroughly 
considered the proximity between Education and Exemplarity. He also demonstrated the importance of gathering 
"archeological objects" for connoisseurship and for Poussin's reception in France. The exempla-based education that 
Olson described as a "Patriotic Visual Culture," was based on the humanistic tradition. He proved the emergence in 
France, under Louis XIII and before Poussin's return to Paris in 1640, of a humanist culture dominated by the 
noblesse de robe. On the exemplarity rhetoric, I also refer to Marc Fumaroli, who proved the importance of Jesuits 
for the continuity of exemplarity from the sixteenth century, since they used "de grands exemples" in their 
predication. See Marc Fumaroli, L’Âge de l’éloquence : Réthorique et res literaria de la Renaissance au seuil de 
l’époque classique (Genève: Librairie Droz, 2002), 680. 
187 Olson, 28. 
188 Isabelle Robin-Romero, "Éducation et accès au savoir des enfants" in Les Sociétés au 17e siècle (Rennes: Presses 
Universitaires de Rennes, 2006), 367-387. 

   189 Michael Bath, The four seasons tapestries at Hatfield House (London: Archetype Publications, 2013), xiv. 
190 Olson, 28. 
191 Ibid. 28. 
192 Quoted and translated into English by Bath, 30. 
193 Ibid. 81. 
194 Books of emblems from Geoffrey Whitney, Joannes Sambucus, and Thomas Combe. 
195 Bath, xiv. 
196 Ibid., xvi. 
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197 I will largely refer to the chapter "Les Tapisseries et leur usage en France au XVIIe siècle" in Amaury Lefébure, 
Lisses et délices. Chefs-d'œuvre de la tapisserie de Henri IV à Louis XI (Paris: Editions Caisse nationale des 
monuments historiques et des sites, 1996), 17-28. 
198 Ibid. 20.  
In Richelieu's inventory after death, were listed twelve pieces of History of Tobit in the main room; eight pieces of 
History of Diana in the antechamber; eight pieces of Ovid's Metamorphoses in the cabinet; eight pieces of a Brussels 
tapestry "à verdures et bestiaux" in the Cardinal's room; and eight pieces of History of Pompey in the Salle du Conseil.. 
199 Ibid., 24. 
200 Raphael tapestries were displayed in the Borgo in Rome for the Feast of Corpus Christi. This practice prompted 
aristocrats to retain large collections of tapestry and display them in the city streets for the feasts of major patron 
saints. That was the case for Saint Geneviève's procession in Paris in the seventeenth century. 
201 Sauval, 168. 
202 Ibid. 168. 
203 For the description of Poërson's tapestries, refer to Barbara Brejon de Lavergnée, Charles Poerson, Nicole de 
Reyniès, et Pierre-Nicolas Sainte-Fare-Garnot, Charles Poerson: 1609-1667 (Paris: Arthena, 1997), 200. 
204 See Bath, Fig. 72. 
205  Bath, while describing the Four Seasons tapestry, described the emblems' "chain of copies," and the many 
borrowings from old books. He detailed, frame by frame on the tapestry, the origin of each symbol. 
206 Bath, xiv. 
207 Derrida, La Vérité en peinture (Paris: Flammarion, 1978). 
208 About the interplay between the center and the margins, see also André Chastel, La Grottesque (Paris: Le 
Promeneur, 1988). 
209 Bernard Teyssandier, “Les métamorphoses de la stoa: de la galerie comme architecture au livre-galerie,” Etudes 
littéraires, Université Laval 34, no°1–2 (hiver 2002), 72-73. Teyssandier considered the Greek stoa - the peristyle at 
the center of the agora that was dedicated to walking, discussing and learning skills – as the origin of the painting 
gallery which appeared in 16th century France. He noted many references used by seventeenth-century authors to this 
type of ancient and public architecture.  
210 In Athens, the author argued it was a place of convergence of Speech and Beauty: "le lieu où parole et beauté se 
rejoignent," Teyssandier, 75. He also mentioned the common etymology between "gallery" and "se galer," meaning 
to rejoice (note 30).  Similarly, "mener grand galerie" meant "se réjouir avec effusion." 
211 Ibid. 73. Joost-Gaugier studied, in particular, the use by the Romans of series of illustrious men for educational and 
moral purposes. It might be the origin of what he called "public art." 
212 Ibid., 57. 
213 Ibid., 58. 
214 Joost-Gaugier cited a few Renaissance decorative sets using series of painted portraits (most of them lost, but 
documented): in Milan (for Azzo Visconti), in Naples (Hall of the Giants painted by Giotto), in Siena (frescoes of the 
Palazzo Pubblico by Ambrogio Lorenzetti and Taddeo di Bartolo, in Padua (Hall of the Illustrious Men, after Petrarch, 
in Foligno (Palazzo Trinci), in Florence (for the Carducci villa in Legnaia). 
215 As Joost-Gaugier demonstrated, while in ancient times the visual preceded the literary practice, this tendency was 
reversed in the Renaissance with the predominance of the humanists' works. See Teyssandier, 71. 
216 Eugene Dwyer,"André Thevet and Fulvio Orsini: The Beginnings of the Modern Tradition of Classical Portrait 
Iconography in France," The Art Bulletin 75, no 3 (1993), 467. 
217 Book by P. Iovio (or Giovio), translated in Paris in 1559 by Blaise d'Everon under this title. 
218 Estelle Leutrat, Les Débuts de La Gravure Sur Cuivre En France: Lyon 1520-1565 (Genève: Droz, 200), 178: 
"La lettre, soit l'ensemble des inscriptions figurant dans une gravure, connaît de nombreuses hésitations avant de 
s'imposer à la fin du XVIe siècle et de devenir l'une des composantes indispensables de l'estampe." 
219 Jacques Amyot translated Vies parallèles des Hommes Illustres from the Greek into French between 1559 and 
1565. 
220 Dwyer, 468-470. 
221 See Jean Bouchet, Les anciennes et modernes généalogies des Roys de France, Paris et Poitiers 1527, with 
medallions of kings, engraved on wood (Lyon, Bibliothèque municipale). Cited in Estelle Leutrat, "L'Epitome des 
roys de France (Lyon, 1546) : un nouveau mode d'illustration," Histoire de l'Art, n°45 (December 1999), 28. 
222 Jeanneret, 219. 
223 Leutrat, Epitome, 15. 
224 Cited in Leutrat, Les débuts de la gravure, 141. 
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225 Ibid., 177: the author attributed to Georges Reverdy and Master CC the fact of bringing legible inscriptions into 
images, whereas the intertext was previously invisible. She evokes "textualized images." For example, see 
Chronique abrege des faitz, gestes et vies illustres des roys de France, published in 1555 by Balthazar Arnoullet, 
including prints of Master CC. See also Epitome Gestorum LVIII Regum Franciae, 1546. 
226 The most remarkable engraved books are: 
- Theodore de Bèze, "Vraicts pourtraicts des Hommes Illustres en piété et doctrine," 1581 (with 44 Christian emblems) 
- "La biographie et prosopographie des roys de Franc," Cavellat, 1586. 
- J.J. Boissard, "Disticha in Iconas Diversorum Principum, Caesarum, Philisophorum et aliorum illustrium hominum 
tam antiqui, quam hodierni temporis," Metis, 1587. 
- Jacques de Bie, "Les vrais portraits des rois de France," 1634 
227 This illustrated repertoire directly echoed its literary equivalent, associating the series of kings with ethical virtues. 
Thus, Ronsard, in his Franciade dedicated to Charles IX, created poems for the series of 63 kings and clearly declared 
his intention to spread the good example: "célébrer les bons pour inciter à la vertu; évoquer les mauvais pour 
encourager à fuir leur exemple."227 
228 Sauval, 166-167. 
229 On Thevet's biography, refer to Adhémar, Joost-Gaugier, and Lestringant. 
230 Reference (HI II, Book VI, ch 119, f.576 r°-v°), cited in Lestringant,163. 
231 See Eugene Dwyer (1993). 
232 André Thevet, Les vrais pourtraits et vies des hommes illustres grecz, latins et payens : recueilliz de leurs 
tableaux, livres, médalles antiques et modernes / par André Thevet Angoumoysin (Paris: la Vesve Kervert et 
Guillaume Chaudière (A Paris), 1584).  
233 A few years earlier, in 1575 and 1577, a new edition of Paolo Giovio's book was published in Basel in a luxurious 
edition. See Dwyer, 472. 
234 Four years earlier, a similar work was published by Theodore de Bèze: Les Vrais Pourtraicts des hommes illustres 
en piété et doctrine, du travail desquels Dieu s'est servi en ces derniers temps, pour remettre sus la vraye Religion en 
divers pays de la Chrestienté. As the author was committed to the cause of the Reformists, the choice of illustrious 
men was more specific. 
235 Thevet, in "avertissement au "Bénévole lecteur." (cf. ed. Biblio 17, 205 (2013) 
236 Lestringant, 274. 
237 Ibid., 275. 
238 Lestringant noted that the in-12 format was more convenient to carry around: "aussi propre pour porter à la 
campagne ou dans les promenades solitaires, que pour le cabinet." 
239 For example, about Gaston de Foix, Thevet asserted: "Ce Gaston de Foix (duquel je vous présente icy la figure 
naturelle, tiree d'un tableau peinct en huile, que j'ay vu en la ville de Milan) est provenu de la greffe Foixienne ..." 
(322); and about du Guesclin: "Ce vaillant chevalier Messire Bertrand du Guesclin redouté & vulgairement nonmé le 
fléau des Anglois, duquel je vous represente icy le pourtraict tel qu'il est à la chappelle & sepulture à Sainct-Denis 
en France, fera foy de mon dire..." Thevet, 259. 
240 Ibid., 474. 
241 Ibid., 423. 
242 Ibid., 279. 
243 Thevet asked duc de Nemours for the "vray et naturel pourtrait, d’un si genereux et heroique Prince, que des 

memoires et instructions de sa vie ». Letter published in the appendix of Frank Lestringant, André Thevet, 
cosmographe des derniers Valois (Genève: Librairie Droz, 1991), 355. 

244 Thevet, 356. 
245 Ibid., 283. 
246 Thevet owned the Codex Mendoza that was the pictorial source for his portrait of Monteczuma, which proves 
once more that likeness had a different truth value for Thevet. 
247 Caignière collection, p22. This portrait was first exhibited at the Sorbonne in 1985, but no image is available. Refer 
to the catalogue Richelieu et le monde de l'esprit (1985), 355. 
248 About Marino's book, "Galeria" (1620), that gathered mottoes under the illustrations, see Marc Fumaroli, "La 
Galeria de Marino and the Farnese Gallery." 
249 π, "la galerie et sa description en France : le modèle Richelieu", in Licorne, 21. 
G. Sabatier, " Politique, histoire et mythologie: la galerie en France et en Italie pendant la première moitié du XVIIe 
siècle," in La France et L'Italie au temps de Mazarin, 1986, 283. 
250 Jacques Thuillier, “Peinture et Politique : Une Théorie de La Galerie Royale Sous Henri IV,” in Études D’art 
Français Offerts À Charles Sterling, 1. Ed., (Paris, 1975), 177. 
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Laval in his Des peintures convenables aux Basiliques et Palais du Roy (Thuillier, Peinture et Politique, 197), on the 
other hand, distinguished the "hand" from the "spirit". He claimed that painters were too busy doing the work ("à la 
besogne") –  since painting is the result of a learning process based on repeated drawings "à force desseins, griffonages, 
portraitures, imitations" – to propose a program that would require historical knowledge ("une grande connaissance 
d'Histoires, de Poësie, de sciances diverses, de considerations des choses de nature, des celestes, bref d'une infinité 
de secrets cachés dans le fons inepuisable des bones létres, auquel ces grans Peintres n'ont pas bien le tans").  
251 Thuillier, Peinture et Politique, 198. Laval, venerating ancient practices and Vitruvius' example, criticized "toutes 
ces niaiseries de fables, de Grotesques, de choses impossibles an nature, & qui ne peuvent rien represanter de solide 
ny de grave, tel que le requiert le Majesté venerable, & auguste magnificence des somptueuses Basiliques et maisons 
Royales." 
252 Henri IV's transformation of Le Louvre palace has been thoroughly described in Hilary Ballon, The Paris of 

Henri IV – Architecture & Urbanism (New edition. New York, NY: MIT Press, 1995). 
253 Interestingly, Sauval (t.II, 37-40), while visiting the Great gallery, recycled Laval's terminology: "Les portraits des 
Rois & des Reines, que j'ai dit occuper les intervalles d'une croisée à l'autre, sont grands comme nature, & représentés 
avec des habits & des gestes proportionnés à leur génie. Les Rois sont placés à main droite ; & vis-à-vis de l'autre 
côté, les Reines qu'ils ont eu par compagnes. Et tous ces portraits, tant des uns que des autres, sont entourés de têtes 
(...) Tous les autres portraits sont de la main ou du dessein de Bunel. Il peignit d'après le naturel, ceux des personnes 
qui vivoient de son tems. Pour deterrer les autres, il voyagea par tout le Royaume, & prit les stucs des cabinets, des 
vitres, des Chapelles & des Eglises où ils avoient été peints de leur vivant. Il fut si heureux dans sa recherche, que 
dans cette Galerie, il n'y a par un seul portrait de son invention, & que par le visage & l'attitude, tant des hommes 
que des femmes qu'il a représentés, on juge aisément de leur génie & de leur caractere."38. 
254 Thuillier, Peinture et Politique, 197. 
255 Ibid. 
256 Ibid. 
257 Ibid. 
258 Olson, 26. 
259 Ibid. 19. 
260 Ibid. 20-21. 
261 Dedication to Chancellier Séguier. 
262 My analysis is based on the 1650 Sara edition from the Bibliothèque Nationale, Paris Tolbiac. The 1655 edition of 
Pépingué is quite similar, and conclusions remain valid for both cases. 
263 The "speaking power" of images, a formula largely borrowed from the ancients, was reformulated in the sixteenth 
century by Blaise de Vigenère in Les Images de Philostrate (first translated from Greek in 1578). It provided 
descriptions of paintings that once decorated a fictitious palace. In his preface, Vigenère insisted on the necessity 
and autonomy of images: "Aussi semble-t-il défectueux, de vouloir simplement reduire en discours, ce qui despend 
entierement de la veüe, et vouloir escrire ou parler des tableaux sans peinture.” 
264 Cited in Teyssandier, 83. 
265 Ibid., 83. 
266 Audin, l'Histoire de France, representée par tableaux, commencant au regne de Hugues Capet, chef des roys de 
la troisième branche. Avec des discours et reflexions politiques, 2 tomes (Paris, 1647), tome 1, 3. Cited in Kirchner, 
28. 
267 Roland Barthes, La mort de l'auteur (1967). About the concept of "discursive formation" is discussed in Michel 
Foucault, L'Archéologie du Savoir (1969). 
268 Teyssandier, 72. About the architectural metaphor, used in both literary and theoretical texts, see Henri Coulet, "La 
métaphore de l'architecture dans la critique littéraire au XVIIe siècle," in Critique et création littéraires en France au 
XVIIe siècle, Actes du colloque de Paris (CNRS), (Paris: CNRS  1977), 291-306. 
269 …using Walter Benjamin's terminology. 
270 Teyssandier, 91. 
271 McGowan, 419. The author provides some examples of books that testifie to the rivalry between painters and 
writers : Crispin de Passe, Les vrais pourtraits de quelques-unes des plus grandes dames, 1640 ; Sainte-Marthe, Eloges 
des hommes illustres, 1644 ; Hilarion de Coste, Les éloges de nos rois, 1643 ; Les éloges et les vies des Reynes, 1647 
; P. Le Moyne, La Galerie des femmes fortes, 1647 ; F. Dinet, Le théatre de la noblesse où sont décrites les vertus qui 
font les hommes Illustres, 1648 ; Melle de Scudéry, Les Femmes Illustres, 1650. 
272 Georges & Mademoiselle de Scudéry, Ibrahim. Or the famous Bassa, First Part, (Paris, 1641), 429-43. 
273 Georges de Scudéry published Le Cabinet de Monsieur Scudéry in 1646. 
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In the next chapter, I shall analyze Georges de Scudery’s description of a full-length portrait of Richelieu which 
strangely resembles the painting that supposedly decorated the Palais-Cardinal’s gallery. 
274 Benigne Griguette Éloges des hommes illustres peints en la gallerie du Palais roial, par B. Griguette (Len Pod, 
2017), 3-4. 
275 See Henri-Jean Martin, Livre pouvoirs et société à Paris à Paris au XVIIe siècle (Geneva: Librairie Droz, 2000). 
276 Jane McLeod, Licensing Loyalty: Printers, Patrons, and the State in Early Modern France (Philadelphia, PA: 
Pennsylvania State University Press, 2011), 35. 
277 In France, Sara's édition is available at the Bibliothèque Mazarine (cote 2° 6767 D [HR]), at the Bibliothèque de la 
Sorbonne (R2=122, res. Mag.A310), and at the BnF Tolbiac (FOL-LN1-2 (A): 
 Les portraits des hommes illustres françois qui sont peints dans la gallerie du Palais Cardinal de Richelieu : avec 
leurs principales actions, armes, devises, & eloges latins ; desseignez & gravez par les sieurs Heince & Bignon, 
peintres & graveurs ordinaires du Roy. Dediez a monseigneur Seguier chancelier de France, comte de Gyen, &c. 
Ensemble les abregez historiques de leurs vies, composez par M. de Vulson, sieur de La Colombiere, gentilhomme 
ordinaire de la Chambre du Roy, &c., à Paris, chez Henry Sara, imprimeur & libraire ordinaire de Son Altesse Royale, 
au Mont Sainct Hilaire, pres le Puits Certain. Et au Palais, chez Jean Paslé, & Charles de Sercy, en la galerie Dauphine. 
Et chez les autheurs, ruë S. Honoré, au Singe d'or, proche le Palais Cardinal. M. DC. L. Avec privilege du Roy. 
278 Pépingué's edition is available for consultation at INHA, CNAM (Fol Me 4 Res) and Bnf Tolbiac LN1-2 (A) in-
fol. An online edition is also available: http://diglib.hab.de/drucke/uo-gr-2f-5/start.htm: 
Portraits of famous French men painted in the Gallery of the Cardinal Palace of Richelieu, ed. Edme Pépingué, 
Charles de Sercy; Guillaume de Luynes 
279 Moncond'huy, 33-35. The author noted the instability of Richelieu's position in the first Heince & Bignon's 
editions. The author mentioned the exemplary of the Bibliothèque Mazarine in which the Cardinal was rejected at 
the very end, as it is the case in Grignette's book. In all the other editions, Richelieu was placed before Louis XIII. 
How to explain this variation in the first edition? Was it an exception, or even a defect in the printing process? Or 
did it reflect political instability? 
280 1668, Jacques Cottin (two editions); 1669, Jacques Cottin. 
281 1690, Les hommes illustres et grands capitaines français qui sont peints dans la galerie du Palais-Royal ; ensemble 
un abrégé de leurs vies et actions mémorables in-folio, ed. in folio by Charles de Sercy (Arsenal GR FOL-306). 
1690, Les Hommes Illustres et grands capitaines français qui sont peints dans la Galerie du Palais-Royal, avec..., ed. 
in folio Jean-Baptiste Loyson. 
1690, see also some other in-12 versions, bearing almost the same title. 
1699, Les Vies des Hommes Illustres et Grands Capitaines... ed. Nicolas Le Gras. 
282 Sauval, 165. 
283 The allegory of Painting is often represented fighting against Envy, sister of Calumny, as well as against Ignorance 
and Fortune. This battle, as the Greek Lucien reported, was once illustrated by the great Apelles – to whom 
Champaigne was compared by both Sauval and Félibien – who had been the victim of a similar misadventure: a rival 
painter (symbolized as Envy) had unjustly slandered him and involved in a plot (as a result of Fortune). A foolish 
judge (under the yoke of Ignorance) had sentenced Apelles to death. Fortunately, Truth delivered him, revealing to 
the public the calumny. Apelles, grateful to have been exonerated, painted his own story in allegorical form inside a 
public building. He hoped to prove, thus, how much emulation was opposed to Jealousy and how virtuosity, guided 
by Truth, always ended up triumphing over the envious. 
284 See Genevieve Bresc-Bautier, "Les Portraits de la bibliothèque de Richelieu au Palais-Cardinal," in catalogue 
Richelieu et Le Monde de l'esprit, 149-168.  
Bresc-Bautier highlighted the difficulty for artists of finding models to copy: "Le portrait historique est une catégorie 
particulière en histoire de l'art ; on y trouve rarement des originaux. Sa fonction importe plus que sa qualité 
esthétique. Chez Richelieu, l'exécution des toiles fut soignée ; elle est nettement meilleure que celle des portraits de 
Beauregard, par exemple. Mais c'est dans le programme iconographique que réside son principal intérêt ; un 
échantillon de savants et d'humanistes fut judicieusement choisi pour illustrer ce lieu d'études." See Bresc-Bautier, 
153. 
285 Kirchner, in his article "Richelieu et son usage programmatique de l'art," (catalogue Richelieu, Patron des Arts, 
2009), proved that Richelieu's pictorial program varied according to the type of architecture, depending on how 
Richelieu considered himself at different places - statesman in Paris, duke in Richelieu, clergyman in Rueil. 
286 Teyssandier, 95-96. 
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NOTES - CHAPTER 2 
 
1 "Resemblance is not a means of imitating life, but rather of rendering it inaccessible, of fixing it as a double 
which escapes life." Maurice Blanchot, l’Amitié, (Paris: Gallimard NRF, 1971), 42-43, cited in Louis Marin, 
Philippe de Champaigne ou La présence cachée (Paris: Hazan, 1995), 91. 
2 Mazarin arrived in Paris on December 13, 1639 and gradually established himself as the political successor of 
Cardinal Richelieu, who died in December 1642. 
3 I understand "Baroque taste" as opposed to the burgeoning French "âge Classique." Few years before La Fronde, 
imports were still florishing, but would become difficult during the civil war. See Madeleine Laurain-Portemer, Etudes 
Mazarines (Paris: de Boccard, 1981), 12, note 3. Excerpt from a letter from Mazarin to Chavigny, March 21, 1639 
(Archives du Ministère des Affaires Etrangères, dossier Rome, 65, fol. 209). 
4 Laurain-Portemer used the term "offensive baroque" to designate Mazarin's artistic influence in France between 
1634-1642, while at the same time Gallican art was defined in resistance to foreign influences. See Jacques Thuillier, 
"Doctrines et querelles artistiques en France au XVIIe siècle...," AAF nouv. XXIII (1968), 136. 
5 Mazarin's letter to Chavigny on March 21, 1639 (archives Rome 65, fol. 209). See Laurain-Portemer, 12, note 3. 
Laurain-Portemer (183) also mentioned that Mazarin sent "douze torses d'albâtre dont quatre viennent d'être pourvus 
de têtes de femmes par les soins d'un élève de Bernin" to Richelieu for the Dauphin's birth in 1638. 
6 Ibid., 185-186. Mazarin did not hesitate to trade in these "curiosités" that he imported from Italy. The painters 
particularly appreciated were Guercino, Claude Lorrain, Carracci, and Romanelli. 
7 I borrow the term "offensive baroque" to Laurain-Portemer, see note 4. 
8 Mazarin had previously written to the ambassador, the Maréchal d'Estrées, to limit to one the number of carriers, for 
economis reasons, but his letter arrived too late: the two émissaires were already underway. 
9 Benedetti's letter to Mazarin: "M. Le Cav.re a conduit à une très bonne conclusion le buste de M.C. Duca, et je 
comprends qu’il est miraculeux." (Laurain-Portement, 205, note 5, n°1) ("Il s. cav.re ha redutto a buonissimo termine 
il rittratto del s. C. Duc ache ha fatto in busto et intendo che riesce miracoloso"). 
Similarly, an agent of the pope, Antonio Feragalli, working with Cardinal Antonio, declared: "Il n’y a pas très 
longtemps que par hasard j’ai rendu visite à M. Cavaliere Bernini, et j’ai vu un très beau portrait qui m’a rendu fou. 
Il surpasse celui de Borghese, celui du Roi d’Angleterre, et celui que le Cav.e avait fait de cette dame dont il était 
aveuglément amoureux… En plus de toutes les qualités merveilleuses de ce buste, on a l’impression de saisir son 
esprit, et il a l’air de parler." ("…non sono molti giorni che a fortuna andaidal s.re cav.re Bernini e viddi un bellissimo 
ritratto a segno che io hebbi a impazzirene. Intorno quello di Borghese, quello del Re d’Inghilterra, quello ch’el med.o 
Cav.e fece d’una sua dama quando n’era ciecamente inamorato, non sono da pargonare di gran lunga. Oltre molte 
mirabili esquisitezze vi si conosce lo spiroto e par che parli.") (Laurain-Portemer, 205, note 5, n°2) 
10 Franco-Italian relations in the artistic field were particularly complex, as Thuillier suggested. This example provides 
evidence of the ambiguous position of the French, who were both fascinated and distrustful of Italian art (often hastily 
catalogued as "baroque"). This also applies to the politics of acquisitions for the Château de Richelieu. 
11 Laurain-Portemer, 205 note 5, n°4: "...Le nuove datemi delle perfettioni del ritratto mi riempiono di gioia e mi par 
mille anni di poterlo ammirare come ha fatto V.S.a e veder correre tutto Pariggi a far il medesimo e confessare che 
il s. cavalier Bernini non hebbe e non havra à mai par." 

  12 Cited by Domenico Bernini, The Life of Gian Lorenzo Bernini [A Translation and Critical Edition, with 
Introduction and Commentary, by Franco Mormando] (Pennsylvania State University Press, 2012), 144-145. 
Courajod proposed a French translation, 29: "L'impatience que j'éprouve de commencer à m'assurer cette gloire, m'a 
fait sculpter le portrait de vote Excellence; je fais des vœux pour qu'elle juge ce faible ouvrage digne de son cabinet, 
afin qu'il soit à jamais un témoignage de mon dévouement. Je dois supplier la bonté de Votre Excellence de daigner, 
pour mon excuse, faire quelques réflexions sur les désagréments qu'entraîne la distance où je suis, privé comme je 
l'ai été de tous les secours qui m'auraient été nécessaires..." 
13 See the exchanges between the ambassador and Mazarin on July 10 and July 13, 1640. 
14 This hypothesis will be further discussed in the last section. There is no certainty that Champaigne's Triple portrait 
(London) was the painting that Bernini received. 
15 Although it is commonly accepted that Champaigne was the one who sent profiles to Bernini, the date or the 
version are still debated. 
16 Benedetti's letter to Mazarin, July 7, 1640: "Il s. cav. Bernino ogni giorno mi domanda nuova de i ritratti del s. 
Card. E Duca e della reltione che a V.S.Ill .ma disse haver di bisogno del sito o positura della statua per potere 
mettervi le mani." Cited by Laurain-Portemer, note 4, 203. 
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In July 1640, profiles were sent to Bernini to make a statue; the artist asked where it would be placed. The profiles' 
format was not specified. In the letter of July 10, 1640, Mazarin mentioned to the Maréchal d'Estrées that one of the 
profiles (but the letter is damaged, it is impossible to read which one) is "similissimo." 
17 Jean-René Gaborit, "Le Bernin, Mocchi et le buste de Richelieu du Musée du Louvre : un problème d’attribution," 
(BSHAF, 1977), 91, note 17. 
18 I will justify this change of attitude in the next section. 
19 The French dictionary, le Littré, provides, among others, two interesting examples illustrating the conceit of 
similarity: 
 1)"Deux visages semblables, dont aucun ne fait rire en particulier, font rire ensemble par leur 
ressemblance," Pascal, Pensée VII, 38, ed. Havet.  
2)"Ce grand Dieu qui l'avait fait [l'homme] à sa resemblance," Bossuet, Hist. II, 1.   
20 See Jean-Marie Pontevia cited by Louis Marin, 97. 
21 "…identifier cet autre qui est l'endroit, le plus manifesté, d'un obscur envers, l'angoisse de la perte de soi dans le 
vide sans cesse creusé par le temps et la mort," cited by Marin, note 25. 
22 About the Barberini family and Antonio's place, see Olivier Poncet, "Antonio Barberini (1608-1671) et la Papauté," 
https://www.persee.fr/doc/mefr_1123-9891_1996_num_108_1_4438 
23 Francesco was the cultural attaché in charge of Bernini at St. Peter's Basilica and of Poussin. Antonio’s behavior 
here may be explained by his friendship with Mazarin. 
24 Louis Courajod, Jean Warin, ses oeuvres de sculpture et le buste de Louis XIV du musée du Louvre (Paris: 
Monoré Champion, 1881), 30. 
25 Archives Ministère des Affaires Etrangères, Mem et Doc, France 259, fol 417 recto : "Giunsero ligiovani del s. Cav. 
Bernino com il busto de s. Cardinale Duca, ben conservato, ma vi dirò confidentemente che non somiglia... A me 
dispiace in extremo perche l'eccellenza della testa, che per verità supera ogni aspettatioine, qui non sarà cosi 
universalmente ammirata, come si sarebbe fatto dalla somiglianza. Bisogna però concludere, che li ritratti, che si 
madorano fossero diffettuosi in qualque parte. Io non mancarò per tanto di fare valere l'opera e digià ne ho insinuato 
all'Eminenza sua la perfettione, e impegnato la maggior parte della corte à vrederla similissima... Io m'ho persuaso 
che il ritratto dovesse essere dal S. Cardinale Antonio donato al S. Cardinale-Duca, senza che in cio fosse per 
prendere alcuna parte il S. Cav. Bernini..." 
26 Louis Marin, 97. 
27 Sefy Hendler, "Echec à la berninienne: le buste de Richelieu, une nouvelle approche," Revue de l’Art, n°149 (2005), 
65-68. 
28 See the notice of Musée des Monuments Français. 
29 About the long-standing quarrel over attribution between Charageat and Laurain-Portemer and Reymond, see 
Marguerite Charageat, "La Statue et les bustes de Richelieu par Francesco Mocchi," in A travers l ‘Art Italien du XVe 
au XXe siècle, ed. Henri Bédarida (Paris: Publication de la Société d’études Italiennes, 1949). See also Marguerite 
Charageat, "Le Buste de Richelieu par Francesco Mocchi au Musée du Louvre. Notes de Melle Marguerite Charageat," 
(Soc. Hist. Art français, 1976), 95-98 ; Marcel Reymond, "Le Buste du Cardinal de Richelieu par Le Bernin," Bulletin 
des Musées de France, n°5 (1910). 
30 As Fumaroli noted, Louis XIV thought that "l'art de sculpter se montrait trop, et pas assez l'art de régner du 
modèle. Ces jaloux du vrai pouvoir étaient... méfiants envers la jouissance de l'art." See Marc Fumaroli, "Richelieu: 
Patron des Arts," in Richelieu: Art and Power, ed. Goldfarb, (Hilliard T. Montreal: Cologne: Ghent, Belgium: 
Montreal Museum of Fine Arts: Wallraf-Richartz-Museum--Fondation Corboud: Snoeck-Ducaju & Zoon: 2002), 28, 
note 47. 
31 Laurain-Portemer, 178.  
Rudolf Wittkower, Bernini: the sculptor of the Roman Baroque (London: Phaidon Press, 1955), 182. 
32 About Sourdis, see Dorival, "Un portrait inconnu...", 22.  
Henri de Sourdis had admirably served the Chief minister both at the siege of La Rochelle and during the War of 
Succession in Mantua. He was rewarded by the Order of the Holy Spirit in 1633. About Bernini’s monument in 
Bordeaux, see Wittkower, 182; Laurain-Portemer, 178 (Bnf, Mss Ital 2084, fol. 123); Filippo Baldinucci, Vita Di Gian 
Lorenzo Bernini (Milan: Samek Ludovici, 1948), 176. 
33 On July 21, 1640, when the English agent, Montaigu, asked Mazarin, to interfere in his favor and convince Bernini 
to undertake Henrietta-Maria's bust, he paid him this compliment: "Vous, Monseigneur, qui le gouvernés..." thus 
revealing Mazarin's special friendship and influence on the sculptor. See Laurain-Portemer, 202, note 1 (Angleterre 
48, fol. 152) : "Le cavalier Bernino a plus fait pour la doctrine des images en ce pays-cy que n'a jamais (fait) le card. 
Bellarmin. La vénération luy est accordé sans controverse... Por le pourtrait de la Reyne qu'on travaille a cestheur... 
vous, Monseigneur, qui le gouvernés, estes aussi obligé à luy persuader ce reste de sa gloire." 
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34 Courajod, 32-33: "...non credo sia uscito mai dalle sue mani testa più viva, meglio ricercata, ne più finita di questa, 
avendo qualcheduno detto che era impossibile che in qualche ora del giorno non parlasse." 
35 References to the speaking likeness are already found in Pliny. See Andrea Bacchi and Catherine Hess "Creating a 
New Likeness," in Bernini and the birth of Baroque portrait sculpture (Los Angeles: Ottawa: J. Paul Getty 
Museum; National Gallery of Canada, 2008), 24-25.  The two authors mentioned that Aristide of Thebes "had 
painted a Suppliant, who almost appeared to speak;" ; Vasari quoted Angelo Poliziano's epitaph for Fra Filippo 
Lippi: "My touch gave life to lifeless paint, and long deceived the mind to think the forms would speak;" in the early 
modern period,  the art critic Giulio Mancini privileged the portraits' "attion e affetto" like that of Sir Thomas More 
"about to speak to someone after having read a letter;"  the Florentine Francesco Bocchi declared that "we take 
pleasure and are filled with sweetness, and our souls are moved, when (a sculpture) that we are admiring is so well 
crafted that is seems to live, move and speak to us." 
36 See Feragalli's letter, previously cited. 
37 For example, Xeuxis, or Praxiteles. 
38 Paul Fréart de Chantelou, Journal du voyage du cavalier Bernin en France / par M. de Chantelou ; ms. inédit publ. 
et annoté par Ludovic Lalanne (1885), Sept. 4, p155, note 33.  
Bernini specified his approach to portraiture: "to make a successful portrait, it is necessary to choose an action and 
represent it well; the best time to represent the mouth is when (the model) has spoken or is just about to speak; that is 
the moment to catch." 
39 Cited in Bacchi and Hess, 3. See also Charles Louis de Montesquieu, Œuvres Complètes (Paris: Garms 2002), 132-
133. 
40 Ibid.,3. Reynolds, 7. 
41 Bacchi and Hess, 15,16. 
42 Le Bernin prétendait que dans un portrait le tout consistait à mettre en lumière les qualités propres de 
l’individu, ce que la nature avait mis en lui spécialement, et non chez d’autres : mais qu’il importait dans cette 
recherche de s’attacher non aux particularités secondaires, mais aux plus belles. A cet effet, il avait une méthode 
de travail toute spéciale. Il ne voulait pas que les personnages qui posaient devant lui restassent immobiles, mais 
il les faisait marcher et causer. De cette façon, il découvrait mieux leur nature intime et il pouvait les représenter 
tels qu’ils étaient. Un personnage qui se tient immobile, disait-il, n’est jamais aussi ressemblant à lui-même que 
lorsqu’il est en mouvement. Reymond, 65, note2 (cited in Baldinucci). 
43 Damian Dombrowski, "Apotheosis and Mediality in Bernini’s Later Portrait Busts." Artibus et Historiae, Vol. 32, 
n°63 (2011), 175. 
44 Cousinié explains Bernini by the perspective of morbidezza:   
"Bernin aurait su « restituer aux corps leur morbidezza, cet ensemble de qualités liées à la douceur, à la souplesse, à 
la mollesse, à une certaine tendresse ou au " flou" de certaines formes et matières." Cela inclut l’abondance des plis 
de chairs, la chair pressée, écrasée, la multiplication des creux et saillies du corps, l’alternance de parties lisses, 
striées, piquées ou mates – une main qui frôle, un drapé qui enveloppe…" 
See Frédéric Cousinié, "De la morbidezza du Bernin au “sentiment de la chair” dans la sculpture française des 
XVIIe et XVIIIe siècle." In Le Bernin et l' Europe, ed. Chantal Grell, Milovan Stanic (Paris: Presses de l'Université  
de Paris-Sorbonne, 2002), 285-302.. 
45 "De l’imitation des formes, nous sommes passés à celle de la matière (la chair) et, en vérité, moins de la matière 
en soi que de ce qui la traverse et l’anime de toutes parts : la vie. D’une mimesis des apparences extérieures, où le 
réel semble se donner une seconde fois dans sa représentation, nous sommes encore passé à une mimesis plus 
complexe où le réel se trouve réélaboré afin que puisse en être exprimé son essence vitale."  Cousinié, "De la 
morbidezza,"285. 
46 Catherine Hess, in Bacchi and Hess, 251, cat. n°6.4. 
47 Andrea Bacchi and Anna Coliva, Bernini. [Exhibition, Galleria Borghese, Dec. 2017- Feb.2018], (Milan: Officina 
Libraria, 2017), 318. 
48 Reymond, 65. 
49 French translation by Courajod, 33-34. "Le cardinal-duc a voulu me donner un cadeau pour l'envoyer à Madame 
votre épouse, attendant, pour vous récompenser dignement, l'occasion que lui fournira la statue qu'il compte 
recevoir de vous. 
50 Ibid., 33-34. "On presse Van Dick de venir ici, comme il l'a promis, afin de tracer dans la perfection les profils 
de son Eminence, sur lesquels Votre Seigneurie pourra travailler avec l'assurance d'avoir sous les yeux les 
portraits les plus ressemblants de Son Eminence"  
("...a fine di fare perfettamente li profili di Sua Eminenza, sopra li quali potra V.S. travagliare con sicurezza di 
non poter (avere) avanti gli occhi ritratti che più somiglino l'Eminenza sua").  
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51 Letter of November 6, 1641 (dated Nov. 16) in which Van Dyck required a passport to leave France for England. 
Cited in Van Dyck: a complete catalogue of the paintings, ed. Susan Barnes (New Haven: Published for the Paul 
Mellon Centre for Studies in British Art by Yale University Press, 2004), 12. 
52 Ibid. 12."…mal à un point de ne pouvoir pas travailler si tost,," as Van Dyck noted. 
53 Ibid.12. 
54 Charles Avery, Bernini: Genius of the Baroque (London: Thames & Hudson Ltd, 2007), 233, note 10. 
55 The bust was listed in the duchesse d'Aiguillon's inventory, n°917. Its price was 1200 pounds. 
56 Baldinucci, 25. 
57 Domenico Bernini, 145. 
58 About the bust's replicas, see Catherine Hesse, 252, cat. 6.4. She mentions two bronze versions in Postdam (Château 
du Sanssouci) and Melbourne (National Gallery of Victoria), probably from a new mold found in Bernini's studio at 
his death. Some other marble copies are known, of unequal qualities: Cummer Art Gallery (Jacksonville, Florida); 
private collection New York (formerly David Schaff Fine Arts, Delaware); unknown location (sold Sotheby's March 
21, 2007 lot 27); Musée Baron-Gérard in Bayeux version by to Luigi Secchi. 
59 Laurain-Portemer, 191. 
60 "... see at Warin's if my bust is completed." 
61 "a hollow bust of Cardinal-Duke Richelieu in plaster." See Richelieu: Art and Power, n°1, 72. It could also refer to 
the small bust in gold belonging to M. de Ménars. 
62 Germain Brice, in Guide de Paris, attributed the bust to Jean Warin. 
Besides, la Duchesse d'Aiguillon's accounting book mentions four busts. One bust of 3000 pounds paid to Le Sueur 
on June 12, 1643; two busts of 2000 pounds paid to Perlan on Octobre 17, 1643. 
63 Richelieu: Art and Power, n°1, 72. 
64 Courajod, 20: "Richelieu mort, la sculpture de Warin était devenue sinon l'unique, au moins le principal modèle à 
consulter. Girardon s'en était servi pour la statue du tombeau érigé en 1694. Une fois le buste installé dans la 
bibliothèque, le ty officiel de Richelieu à la Sorbonne ne pouvait être autre que le portrait de Warin." 
65 Laurain-Portemer, Annexe II, 234, note 9 (Aff. Etr, Rome 86, fol. 73 v°). Letter of Benedetti, Avril 25, 1644: « Fui 
hieri in casa del s. cav. Bernini e veddi un modello di greta del ritratto di busto del fù Card.e Duca assai piu bello e 
più simile di quello che mando costa in marmo. Mi dice che lo fa gettare in metallo per il s. card.e Antonio et io gli 
soggiunsi che haverebbe fatto un gran’ torto a V.a Em.za, quando non ne havesse fatto fare uno anco per lei, come 
voglio credere sia per fare e l’Em.za V.a per gradirlo, essendo veramenta d’une straordinaria esquisitezza per 
conservarlo qui tra le cose più insegni del suo palazzo. » 
66 Letter sent to Vincenzo Martinozzi on June 30, 1640. See Laurain-Portemer, 203, note 5. 
67 1662, see Mazarin's inventory at Monte Cavallo. 
About Barberini, Laurain-Portemer, 235 note 3. See also Marilyn Aronberg and Irving Lavin, 17th c. Barberini 
documents and inventories of art, New-York, 1975, in-4°, XVI, 741. 
68 The two bronzes, which are non-similar to the marble version, were examined by Wittkower. See Rudolf Wittkower, 
"Two bronzes by Bernini," art bulletin Victoria (Australia), 71 1970, vol.1 (1970-71), 15. 
69 Baldinucci, 106.   
70  Christiane Chardigny, "L'image de Richelieu," in Richelieu et le Monde de l'Esprit (Sorbonne 1985), 135 ;  
See also Dorival, "Recherches sur les portraits gravés aux XVIIe et XVIIIe siècles d'après Philippe de Champaigne," 
GBA 1970, 257-330. 
71 André Félibien, Entretiens sur les vies et sur les ouvrages des plus excellens peintres anciens et modernes, avec la 
vie des architectes (Paris: Gregg P, 1967). 
72 This success has been largely quantified by Dorival in his catalogue raisonné. See also his 1970 article on 
engraving. 
73 Dorival, cat.raisonné t.II, n° 203 to 314, 388 to 394, 1075 to 1122. For Jean Morin, see Sorbonne Monde & Esprit, 
 1985, p312, n°8. 
74 Fig. reproduced by Courajod, 27. 
75 Courajod, "Jean Warin, ses œuvres de sculpture," in l'Art, 7e série, vol. III, tome XXVI, 26. 
76 Dorival, "Portraits gravés...," 1970, 313; cat. Montréal n°19, 102. 
77 Taking this lost painting as the source of the known replicas is above all conceptual. In this series, there is no definite 
temporal order; however, I will bring some iconographic elements suggesting that this painting was at the inersection 
of two periods and could very well have served as a prototype for the new series. 
78 Scudéry had a full-length painting of Champaigne in his cabinet. The background of this picture was probably close 
to that of Mellan's engraving, no doubt inspired by a painting of Champaigne that is lost. See Dorival, "Portraits 
graves," 312. Mellan's print is reproduced in cat. Lille, 138, fig. 24. 
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79 Those realized in 1634-35, "où le cardinal coiffé généralement d'une barrette cardinalice une chevelure abondante 
et légèrement ondulée, tandis qu'un cordon court noué en deux boucles ferme son col", et ceux réalisés autour des 
années 1637-1640, "où une calotte de pourpre couvre des cheveux plus rares et plus plats, et où un long cordon, qui 
n'est pas noué en boucle, descend jusqu'à la hauteur environ du sternum". See Dorival, "Un portrait inconnu…," 24 
80 Dorival, "Un portrait inconnu de Richelieu," 15-28; Cat. Dorival n°204. See also cat Montréal, n°5, 78. 
Such a perspective was perhaps also been painted in the background of Richelieu's effigy in the Galerie des Hommes 
Illustres; but nothing allows to decide, since the engraver did not transcribe the backgrounds. 
81 cat Lille, n°13. Nicolas Sainte Fare Garnot noted "un souci de réalisme qui n'est pas encore édulcoré" and suggests 
it was an early portrait, probably placed above a chimney. Perhaps was it the one from the Chateau de Richelieu.  The 
head is similar to the Chantilly portrait (Musée de Condé) in which Richelieu is represented seated in a similar garment. 
This effigy probably dates back to the same year. 
82 Dorival, "Un portrait inconnu...," 25, figs.13-15. 
Dorival also mentioned another full-length portrait, quite similar to the 1634 one, that would be an earlier replica made 
for Claude de Bullion (private collection). See, Cat. Dorival Supp 95. 
83 The five portrait's location is: 1- Museum of Le Louvre, 2- Chancellerie (rectorat de l'Université de Paris, dated 
1640), 3- Collection of Bourg de Bozas in Paris (destroyed in the Second WW, dated 1644), 4- National Gallery, 
London, 5- National museum of Varsovie. 
84 Similarly, the Cardinal's red biretta symbolizes the blood that cardinals must be ready to shed in defense of the 
Church. See Laurain-Portemer, 84. 
85 Dorival, "Un portrait inconnu...," 28. 
86 For Dorival (cat n°206bis) and Lanoë, it is a studio replica, because of the right hand's poor drawing, of the 
clumsiness with which the left hand grasps the cloth of the mantle, and finally, of the incompleteness of the cardinal's 
face. 
87 Dorival, cat 211. Lille 110. 
88 Reproduced in Fr. Boucher, "sur quelques portraits du cardinal de Richelieu par PdC," Bulletin de la société de 
l'histoire de l'art français, 1930, 192-208. 
89 Dorival, "Un portrait inconnu", 26-27, fig. 16-18. 
90 "En 1640, Champaigne fit encore un Portrait du Cardinal, qui fut trouvé parfaitement beau. C'est le dernier qu'il 
fit de son Eminence, qui lui commanda de le garder pour servir d'Original, étant persuadé qu'il étoit difficile d'en 
faire un qui fût mieux et plus ressemblant. Il lui ordonna de retoucher d'après ce dernier, tous les autres qu'il avoit 
faits auparavant." Félibien, Entretiens sur les vies… t. V, Paris, 1688, 173. 
91 Another picture corresponds to the Strasbourg painting representing Richelieu in bust and in profile; I will connect 
it to the London Triple portrait in the last section. 
92 Dorival, cat… 
93 Ekkehard Mai, "Portrait officiel des monarques," in Richelieu: art and power, ed. Goldfarb (Montréal: Montréal 
Museum of Fine Arts; Wallraf-Richartz Museum; Fondation Corboud, 2002). 
94 Félibien, Entretien sur les Vies, 173. 
95 Dorival first coined the term in his catalogue raisonné (101) and Thuillier reasserted the concept in Du maniérisme 
romain à l'atticisme parisien, 2004. 
96 Dorival, "Un portrait inconnu...," 28. 
97 See in the introduction, de Piles’ understanding of the natural.  
98 Dorival, "Deux tableaux inédits de Philippe de Champaigne," SHAF, 1992, 25-27. 
99 the statue of Sully was commissioned by his widow, Rachel de Cochefilet, for the château de Villebon, and was 
achieved in 1642; it is now at the château de Sully-sur-Loire. 
100 On Place Royale, see Hilary Ballon, The Paris of Henry IV – Architecture & Urbanism (Cambridge, Mass. and 
London: the MIT Press, 1991), 199-207. 
101 Bresc-Bautier, 161. 
102 Courajod, 26. 
103 Richelieu: art and power, n°4, 76. 
104 Laurain-Portemer, 203, note 1: lettre of Mazarin to Martinozzi (Rome, supplément 4, fol. 266 v°) 
105 Laurain-Portemer, 202, note 4 (Rome 76, fol. 454) 
106 Mazarin brought to France a "brigades" of five Italian artists (two painters, a stucco artist and two carpenters, 
including Francesco, one of Bernini's assistants) who contributed to the decoration of Richelieu's new Comédie at the 
Palais-Cardinal; he also facilitated the journey of Chantelou and Fréart de Chambray who stayed in Rome between 
the 1st July and the 28th October 1640 to study Roman new art, but essentially to bring Poussin back to France, and 
if possible, Duquesnoy as well. 
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107 See letter of Mazarin to Maréchal d'Estrées. See Laurain-Portemer 203, note 2 (Rome, supp 4, fol. 336 v°) 
108 Laurain-Portemer 203, note 4 (Rome 72, fol. 113 v°) 
109 Laurain-Portemer 203, note 3 (Rome 69, fol. 215 v°). The Maréchal replied to Mazarin on July 13, 1640 (ibid. fol. 
220 v°) 
110 Laurain-Portemer 203, note 6. (B.V., Capponiani 97, fol. 25 v°) : « He says that he will not fail to serve V.S. Ill.ma 
for the head that desires of S.Em.za and that he will also give a look to the gladiator. » 
111 Laurain-Portemer, 203, note 5 (Rome 72, fol. 95). Letter of June 30, 1640, from Martinozzi to Mazarin: "Quando 
si haveranno quei ritratti, il cav. Bernino porà mano alla statua del s. Card.le Duca della quale io saro' solecitatore ne 
mi scordaro' del bronzo che desiderarete per voi." 
112 "The Ambassador brought those portraits of the Cardinal-Duke to Bernini… I talked to Bernini directly to 
solicit the work; he told me he did not know what to do because, after mentioning it to the Pope, he was doubtful 
that the work could ever please them since Antonio had never told him anything about it." (my translation) 
Laurain-Portemer, 204, note 2 (Rome 72, fol. 339 v°) 
113 "Cavaliere Bernini mentioned to Cardinal Antonio that he was working on the Cardinal-Duke's statue, as suggested 
by the Ambassador who had brought him the profiles. I must say His Eminence (Cal Antonio) opposed. He was 
expecting to be the one to commission the statue; he expressed he did not want the Ambassador to interfere and asked 
the Cav. to bring him back the profiles."(my translation) See Laurain-Portemer, 204, note 1 (B.V., Capponiani 97, fol. 
27, v°) 
114 "Cavaliere Bernini decided for now on to make only a half-length portrait of his Em.za Cardinal-Duke, yet told me 
he almost finished it; he is convinced that His Em.za will approve the idea since he might be able to enjoy it better 
that way and display it in his private apartments. He mentioned he would make the statue later." (my translation) See 
Laurain-Portemer, 204, note 3 (Rome 73, fol.42) 
115 "The Cavaliere achieved the bust portrait of the Duke and I must say he succeeded miraculously." (my translation) 
See Laurain-Portemer, 205, note 1 (Rome 73, fol. 300). 
116 Irving and Marilyn Aronberg Lavin, "Duquesnoy's "Nano di Créqui" and Two Busts by Francesco Mochi," the Art 
Bulletin 52, n°2 (juin 1970), 132. 
117 "Antonio is still hoping to send in his name Bernini’s portrait of the Card.-Duke, although the Ambassador got the 
profiles and the measurements back, so that the statue can be made by some other sculptor." (my translation). See 
Laurain-Portemer, 206, note 1. (Rome 74, fol. 41 v°).  
118 Laurain-Portemer 206, note 2 (Rome 74, fol. 292). 
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NOTES - CHAPTER 3 
 
1 Blaise Pascal, "Disproportion de l'Homme," Pensées, Laf. 199/ Br.72. 
2 Although the term "Jansenist" was only coined later to designate Port-Royal's community and was first used in a 
pejorative sense, I will use it here in a neutral acceptance of today. 
3 Pascal never authorized any portray of him during his lifetime. However, a small drawing was made and hidden 
from him... See Dorival. 
4 One version belongs to La Société des amis de Port-Royal. 
5 "Le moi est haïssable. (Ainsi ceux qui ne l'ôtent pas, et qui se contentent seulement de le couvrir, sont toujours 
haïssables…) En un mot le moi a deux qualités ; il est injuste en soi, en ce qu'il se fait le ventre de tout ; il est 
incommode aux autres, en ce qu'il le veut asservir ; car chaque moi est l'ennemi, et voudrait être le tyran de tous les 
autres." Pascal, Pensées (XXIX (Laf. 597) on the vanity of human nature. This famous text, part of a dialogue, 
denounces the excess of a self-centered and inauthentic subjectivity. Pascal call the self ("le moi" ou "l'amour propre") 
to be modest and turn towards God. 
6 The series of eighteen letters of the Provinciales was published between 1656 and 1657. 
7 "Un portrait porte absence et présence, plaisir et déplaisir. La réalité exclut absence et déplaisir." Pascal, Pensées, 
(laf. 260). This sentence is related to some other fragments on the notion of "figures," including the question on 
rhetorical figures in the Bible. Figures, like portraits, give pleasure when they provide representations of the real, but 
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give displeasure when they reveal the absence of the represented model. Pascal also highlighted the spiritual meaning 
hidden behind the rhetorical figures of the New Testament: "Chiffre a double sens. Un clair et où il est dit que le sens 
est caché." 
8 According to Marin, "le signe, au lieu de représenter le sens, peut le cacher ou encore simultanément le 
représenter en le cachant et le cacher en le représentant." See Louis Marin, "Signe et représentation : Philippe de 
Champaigne et Port-Royal," Annales, 25e année, n°1 (Jan-Feb 1970), 5. 
9 This question was widely debated in the context of Louis Marin's theory of representation.  
10 Hans Belting, An Anthropology of Images: Picture, Medium, Body (Princeton: Princeton University Press, 2011). 
11 Pericolo, 140. 
12 The importance of the nuns of the Parisian Carmel as a pictorial model will be later developed. The contemplative 
Carmelite nuns, known officially as the Order of the Discalced Camelites of the Blessed Virgin Mary of Mount 
Cramel," were part of a catholic mendicant order that was established in Spain in the sixteenth century by Saint Teresa 
of Avila and Saint John of the Cross. 
13 Letter from mère Angélique to the Queen of Poland, on June 12, 1648: "...jour du très Saint-Sacrement, que nous 
avons célébré dans notre nouvelle église, laquelle, à ce que disent tous ceux qui la voient, est la plus jolie et la plus 
dévote de paris, quoiqu’elle soit des plus simples. Notre chœur est aussi très beau et très commode  ; il y a quatre-
vingts chaises." Cited in Lesaulnier, 15. 
14 Pericolo, 107. 
15 The explanation of this subject matter was provided by Jean Morin's etching: "Dilectus meus inter ubera mea 
commorabitur" (my beloved will remain between my breasts). 
16 As Marin suggested, sign replaces visual demonstration and evokes what remains invisible. 
17 Ed. Sellier, 1991, fragment 481, 378. 
18 Dorival attested that most of his portraits dated back to 1644-1660. See Dorival, Portraits Gravés, 272. He also 
cited Richelet : "Ses ouvrages furent recherchés. Il les vendait cher aussi et à leur faveur il amassa du bien." 
19 Louis Marin, Philippe de Champaigne ou La présence cachée (Paris: Hazan, 1995), 11. 
20 Pericolo, 43. 
21 From 1648 onwards, many frontispieces of Jansenist books were portraits painted by Champaigne: for example, 
portraits of Mazarin, Voiture, Duc de Longueville, Jesuit Le Moyne and a Protestant theologian, Moïse Amyraut. 
See Orcibal, "Frontispices," in Philippe de Champaigne et Port-Royal, (Paris: Réunion des Musées Nationaux : 
Diffusion Seuil, 1995), 33-47. 
22 Louis Marin, "Signe et représentation," 19. Louis Marin, who is interested in representations ("qui font signe"), 
priviledges the figuration of individuals seized "at a moment of existence or action," rather than in their psychological 
individuality. 
23 Etienne Jollet devoted an article to gaze in Champaigne's work, highlighting the recurring theme of vision. He 
suggested that the immobility of the figure "traduit la certitude quant à ce qu'elle est et donc quant à ce qu'elle 
montre, quant à sa maîtrise des passions." Jollet, "Le regard dans l'œuvre de Philippe de Champaigne: la présence et 
le jugement," in Philippe de Champaigne, ou, La figure du peintre janséniste: lecture critique des rapports entre 
Port-Royal et les arts. Ed. Cojannot-Le Blanc, Marianne (Paris: Nolin, 2011), 35. 
24 Ibid., 35. 
25 « Les mouvements intérieurs de l’âme », Nicolas Fontaine, Le Dictionnaire chrétien… (Paris: Élie Josset, 1691), 
430. 
26 Marin, " Signe et représentation," 19-20. 
27 Bernard Dorival, "Philippe de Champaigne et Robert Arnauld d'Andilly," (Paris: La revue des Arts n°3, May-June 
1958), 129-136. 
28 Lesaulnier, 24. 
29 A quatrain (the twelfth of Quatrain on various engravers, abbé de Marolles) helped authenticate this double 
paternity: 
"C’est de Pierre Daret que Monsieur de Hauranne 
On conserve en portrait, de mémoire exprimé, 
Par du Moustier le peintre en sa teste imprimé 
Honorant d’un grand nom le vénérable organe." 
30 In 1088, Robert de Molesmes founded the monastery of Cîteaux, which followed the rule of St. Benedict; the 
Cistercians took vows of poverty, chastity, silence, perpetual prayer and charity. In 1115, St. Bernard, a Cistercian 
reformer, founded Clairvaux, following the same rule, but insisting on a return to manual labor and poverty inspired 
by the life of the Desert Fathers ("Pères du Désert"). 
31 Claude Lancelot, Mémoires touchant la vie de M. de Saint-Cyran, Ed. D. Donetzkoff (Nolin: Paris, 2003), 358. 
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32 It seems that dispute occured between mère Angélique and Zamet about the degree of austerity: "Lui  eût voulu 
faire du Saint-Sacrement une maison assez élégante pour ne pas effaroucher les filles de la Cour ." (Louis Cognet, 
Claude Lancelot, solitaire de Port-Royal, (Paris: Éditions Sulliver, 1950), 12). Conversely, Angélique wanted to 
preach poverty and austerity - which is the reason why Saint-Cyran supported her. 
33 Pericolo, 176-178. 
34 Lesaulnier, 84. He provides an account of what happened on July 16, 1664. 
35 Divers actes, lettres et relations, 1725, 2°,74. See Orcibal, "Frontispices," 37. Cited by Lesaulnier, 19. 
36 Cited. By Bernard Dorival, Philippe de Champaigne et Port-Royal (Paris: Editions des Musées nationaux, 1957), 
p24-25: "Relation de ce qui s'est passé à Port-Royal depuis le commencement de l'année 1664 jusqu'au jour de 
l'enlèvement des religieuses qui fût le 26 août de la même année" (manuscript of the Société de Port-Royal Paris, 
151) 
37 Lesaulnier, 17. 
38 Lesaulnier, 18. 
39 Lesaulnier, 48: Letter from mère Angélique to the Queen of Poland, 25 January 1658. 
40 Letter from mère Agnès to Catherine, August 26, 1655, quoted in Lesaulnier, 31. 
41 Letter from mère Agnès to Catherine, le 26 juin 1655, quoted in Lesaulnier, 28. 
42 See Lucien Goldmann, Le Dieu caché, Paris: Gallimard, 1956. The author examined the "tragic vision" in both 
Pascal's Pensées and Racine's theater pieces, in which God is a hidden spectator.  
43 Constitutions du monastère de Port-Royal du Saint-Sacrement, (Paris: Nolin, 2004), Chapter XIX. 
44 About the Christian tradition of retirement, see Beugnot, 216. 
45 Orcibal, "Frontispieces," 39. 
46 Pericolo, 16. 
47 See Frédéric Cousinié, Esthétique des Fluides, 113. 
48 The engraved text is an invite to participate in the Christ's baptism  through death: " BAPTISÉS DANS LE 
CHRIST JESUS, C'EST DANS SA MORT QUE NOUS SOMMES BAPTISÉS. NOUS SOMMES ENSEVELIS 
AVEC LUI PAR LE BAPTEME DANS LA MORT." 
49 Louis Marin, "Signe et représentation," 5. 
50 Pascal, Pensées, Laf. 40. Cited in Louis Marin, La Critique du discours: Sur la Logique de Port-Royal et les 
Pensées de Pascal. (Paris: Minuit, 2018), 64. 
51 Fontaine, 413. 
52 "Thou shalt not make any carved image, anything like that which is in the heavens, up there or on the earth here 
below, or in the waters below the earth. You shall not bow down to these images, nor serve them, for I, the LORD 
your God, am a jealous god...3 (Exodus, 20, 4-5) 
53 Ralph Dekoninck, "Entre ressemblance et dissemblance. La pensée de l'image chez Nicolas Fontaine au regard de 
l'incolologie jésuite," http://ceredi.labos.univ-rouen.fr/public/./?entre-ressemblance-et-dissemblance.html 
54 Fontaine, 483. 
55 Nicolas Caussin, Eloquentiae sacrae et humanae Parallela libri XVI, Paris, J. Libert, 1643 cited by R. Dekoninck 
in Nicolas Caussin: rhetoric and spirituality at the time of Louis XIII, ed. S. Conte (Berlin: Berlin read. Verlag, 
2007), 317-25. 
56 See André Moisan, "Suger de Saint-Denis, Bernard de Clairvaux et la question de l'art sacré," in Le beau et le laid 
au Moyen âge (Aix-en-Provence: Presse universitaires de Provence, 2000), 383-399. 
57 Jollet, 36. 
58 Fontaine, 483. "…Cette comparaison nous doit donner beaucoup d'éloignement de l'amour propre (…) Les 
peintures & les tableaux ont paru aux Saints, une vive image de la vanité du monde, qui n'est que comme une 
peinture, où il n'y a rien de grand ; comme au contraire il n'y a rien de petit en Dieu. Quelque belles & agréables que 
soient les peintures, elles n'approchent jamais de la beauté, ny de l'agrément des visages naturels qu'elles 
représentent, & moins encore les excellences des personnes…" 
59 Fontaine, 511. 
60 Cited in Lesaulnier, 21, from Lettres de la mère Angélique Arnauld, tI, 88-89. See also Lettres de Sainte-Jeanne 
de Chantal à la mère de Beaumont, cited in Dorival, catalogue. raisonné, 139.  
61 First there were the memories of Saint-Cyran, then, from the first persecutions of 1652, a collection of collective 
memories gathered over a period of twenty years (Mémoires d'Utrecht, published in 1742), then correspondence of 
mère Angélique (1664-65), followed by the coreespondence in captivity of mère Angélique de Saint-Jean, finally 
memories of the Mémorialistes, between 1657-1597: Mémoire de Pontis, d'Andilly, de Lancelot (Racine's teacher), 
d'Arnauld, d'Hermant, de Hamon, de Brienne, de Fontaine, de du Fossé, de Racine. 
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62 Images are not idols, since they are only a sign towards what is not here. See La Fabrique des Saintes Images : 
Rome-Paris 1580-1660, Ed. Frank, Louis, Philippe Malgouyres, Xavier Salmon and others (Paris: Somogy éditions 
d’art, 2015), 25. 
63 Nicole was the nephew of mère Marie des Anges Sureau. Friend of le grand Arnaud, he settled in Les Champs in 
the 1650s where he was a teacher in Les Petites Écoles (Racine was one of his students). He is mostly known for his 
Essais de Morale (1671). 
64 Pierre Nicole, Essais de Morale (Paris: Presses universitaires de France, 1999), letter XCIII, 278. 
65 Nicole, 84. 
66 Cited in Marin, "Figurabilité du visuel : la Véronique," Le champ visuel, Gallimard, no 35 (1987). 
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List of Illustrious men 
(reproduced from Cat. Richelieu: Art and Power, 66)
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ORDER IN WHICH ILLUSTRIOUS MEN ARE LISTED

published in 1646 1646

date of Birth, name date of Death, name
"Devises" 
Desmarest Griguette

Anne of Austria 
(dedicace)

Henri IV Henri IV
Marie de Medicis Marie de Medicis
Louis XIII Louis XIII
Anne of Austria Anne of Austria
Gaston
Richelieu

1081 Suger 1151 Suger Suger Suger
1150 Montfort 1218 Montfort Monfort Monfort
1250 Gaucher 1328 Gaucher Gaucher Gaucher
1320 Du Guesclin 1380 Du Guesclin du Guesclin du Guesclin
1336 Clisson 1407 Clisson Clisson Clisson
1365 Boucicaut 1421 Boucicaut Boucicaut Boucicaut
1403 Dunois 1431 Jeanne d'Arc Dunois Dunois
1412 Jeanne d'Arc 1468 Dunois Jeanne d'Arc Jeanne d'Arc
1460 Cal Amboise 1510 Cal Amboise Cal Amboise Cal Amboise
1460 Tremoille 1512 Gaston de Foix Gaston Foix Bayard
1475 Bayard 1524 Bayard Bayard Gaston Foix
1489 Gaston Foix 1525 Tremoille Trimoille Trimoille
1493 Montmorency 1563 Cossé Montmorency Cossé
1500 Montluc 1563 Fr de Guise Cal Lorraine Montluc
1506 Cossé 1567 Montmorency Fr de Guise Montmorency
1519 Fr de Giuse 1574 Cal Lorraine Cossé Montluc
1524 Cal Lorraine 1577 Montluc Montluc Cal Lorraine
1524 Biron 1592 Biron Biron Biron
1543 Lesdiguières 1626 Lesdiguieres Lesdiguières Lesdiguières
1553 Henri IV 1610 Henri IV Richelieu
1573 Marie de 
Medicis

1642 Marie de 
Medicis

1585 Richelieu 1642 Richelieu
1601 Louis XIII 1643 Louis XIII
1601 Anne d'Autriche 1660 Gaston Duc d'Anguien
1608 Gaston 
d'OrléansÒ 1666 Anne
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ORDER IN WHICH ILLUSTRIOUS MEN ARE LISTED

published in 1650 1655 1655 1667, 1668
Heince & Biron, 

Sara H&B, Pepingué "Devises" in Pepingué ed. Cottin or Mauger

(listed at the end of H&B)

dédicace Séguier Séguier (dedicace)

Suger Suger Suger Suger

Monfort Monfort Monfort Monfort

Gaucher Gaucher Gaucher Gaucher

du Guesclin du Guesclin du Guesclin du Guesclin

Clisson Clisson Clisson Clisson

Boucicaut Boucicaut Boucicaut Boucicaut

Dunois Dunois Jeanne d'Arc Dunois

Jeanne d'Arc Jeanne d'Arc Tremouille Jeanne d'Arc

Cal Amboise Cal Amboise Dunois Cal Amboise

Tremoille Tremoille Cal Amboise Tremoille

Gaston Foix Gaston de Foix Bayard Gaston de Foix

Bayard Bayard Gaston de Foix Bayard

Cossé Cossé Cossé Cossé

Montmorency Montmorency Montmorency Montmorency

Fr de guise Fr de guise Fr de guise Fr de guise

Cal Lorraine Cal Lorraine Cal Lorraine Cal Lorraine

Montluc Montluc Montluc Montluc

Biron Biron Biron Biron

Lesdiguieres Lesdiguieres Lesdiguieres Lesdiguieres

Henri IV Henri IV Henri IV Henri IV

Marie de Medicis Marie de Medicis Marie de Medicis Marie de Medicis

Richelieu Richelieu Richelieu Richelieu

Louis XIII Louis XIII Louis XIII Louis XIII

Anne d'A Anne d'A Anne d'A Anne d'A

Gaston Gaston Gaston Gaston

APPENDICES – TABLE 3/3

234



Galerie Des Hommes 

Illustres
Petite Galerie 

Fig.1– Palais Cardinal, perspective view, before 1650
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Fig.2 – Paris, Charles V’s walls

Galerie des Hommes Illustres
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Fig.3 - Reconstruction. Elevation - Galerie Des Hommes Illustres
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Fig.4 – Northern side of Palais-Cardinal  (Silvestre, 1650)
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Fig.5 : Southern side of Palais-Cardinal (Boissière, 1650)
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Fig.6 - Palais-Cardinal, Rez-de-Chaussée, extension project
(Lemercier, 1633)
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Fig.6 bis - Palais-Cardinal, extension project (Lemercier, 1633)

Galerie des Hommes Illustres

Petite Galerie – projected
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Fig.7: Layout diagram of the Grande Galerie, reconstruction
(Karine Douplitzky)
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Fig. 8 – Champaigne, 
Louis XIII Crowned by 
Victory, 1635

Fig.9 – Champaigne, 
Richelieu, ca. 1640 (London), 
Similar to the lost portrait of 
the Grande Galerie
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Fig.10 – Abraham Bosse after Callot, Profil de La Rochelle et de la Digue
From The Siege of La Rochelle, Plate 16, 1628
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Fig11 - Disposition of the Galerie, reconstruction.
Reproduced from Richelieu, Art & Power, Montréal catalogue
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Fig.12 – Vouet’s series ; wall facing East (after Heine & Bignon’s prints)
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Fig.13 – Restitution of Champaigne’s series ; wall facing West
(after Heince & Bignon)
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Fig.14 – The Royal Family by Champaigne.
Reconstruction. Wall facing South (after Heince & Bignon)
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Fig.15 – Vouet, Suger

Fig.16 – Vouet, Montfort

249



Fig.18 – Vouet, Clisson

Fig.17 – Vouet, Gaucher
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Fig.19 – Champaigne,
Gaston de Foix, 

Fig.20 – Champaigne,
Montluc, Henry Scheffer, copy 
from Rigaud’s portrait, copied
from Champaigne’s prototype, 
1834 
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Fig.21 – Thesis, illustrated by Michel Lasne
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Fig. 22- Palais-Cardinal, Rez-de-Chaussée, 
Anonymus, ca. 1640 (from Gady, fig.229)
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Fig. 23- Palais-Cardinal, Rez-de-Chaussée, 
La Boissière, 1679
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Fig. 24- Palais-Cardinal, 1er étage, reconstruction:
distribution of the rooms in 1642

(from Gady; Guilllaume Fonkenell’s drawing)
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Fig. 25 - Palais-Cardinal, Building stages
(from Gady ; Guilklaume Fonkenell’s drawing)
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Fig.26 : Champaigne, Richelieu and the view
from the Palais-Cardinal,1634
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Fig. 27 : Heince & Bignon’s
illustrated book
1650, Title page (in page 2), 
First edition, 
Ed. Sara &al.

Fig. 27bis : 1655, Title page (in 
page 2), Second edition, Ed. 
Pepingué &al.
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Fig. 28 : Heince & Bignon -
page 3 (Ed. Pepingué) 

same as page 4 
(Ed. Sara)

Aurea Purpuream Subnectit (bientôt la pourpre)
Magna Inter Praemia
Supereminet (surpasser)

Patrium servavit honorem
Prima fides pelago
Nullis Labentia ventis (en l'absence de vent) 
Nil radices egent (rien sans raciness)

Cartouche: 
Aedis Cardinalitiae Porticus Summorum
Galia, Regum Principum Ducum,
Herumque Imagines, Acta, Symbola,
Et Elogia, Stylo Referens et Verbis Adornans.

A Zac. Heince delincata, 
Franc. Bignon sculpta et illusta o
Do Petro Seguier F Cancello
DDa
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Fig. 29 : « Avertissement au lecteur », only in 1650, Ed. Sara & al.
This page does not exist in Pepingué ed.
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Fig. 30 : 1655, Ed. Pepingué. Page 1, portrait of Séguier
Page 8 in the 1650 Sara edition
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Fig. 31 : Heince & Bignon, Dedicace to Séguier, 
signed by H & B page 10-11 (Ed. Sara)
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Fig. 32 : Heince & Bignon First illustrious man : Abbé Suger
- In page 5 (Ed. Pepingué) 
- in page 12 (Ed. Sara) 
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Fig. 32bis : Heince & Bignon - First illustrious man : Suger
Open book: Ed. Sara
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Fig. 33 : Heince & Bignon, Portrait of Gaston de Foix

Up: first edition (Ed. Sara)
Down: second edition (Ed. Pepingué) 
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Fig. 34 : Heince & Bignon - Mottoes (« Devises héroyques »)

Example of captions (mottoes) as they were
painted in the gallery’s large frames around
the portraits
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Fig. 35 : Heince & Bignon - Privilege
(Ed. Pepingué) 
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Fig. 36 : Distique of Gaucher 
(Détail Vouet / Ed. Pépingué )
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Fig. 37 : Heince & Bignon ; Illustrious man : Richelieu
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Fig. 38 : Richelieu’s Cartouche with escutcheon

Fig. 39 : Central small historical scene - Richelieu
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Fig. 40 : Small historical scene – Anne of Austria
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Fig. 41 : Richelieu’s four emblems from the « Devises héroïques »

a - Their only scent
is pleasant to me 

b - Whiteness is preserved
with purple

d - There is not a moment 
without marking the line

c - Jupiter 
experienced as 
faithful
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Fig. 42 : Suger – central portrait and three small historical scenes from the 
frame ; Nantes Museum
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Fig. 43 : Comparison of Suger’s small historical scene : 
painting / engraving
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Fig. 44 : Justus Van Egmont, Small historical paintings for the Gallerie des 
Hommes Illustres ; oil on panel

a- for Suger’s frame
Suger is made Abbot 
of Saint-Denis

b- for Suger’s frame
Suger rebuilds the 
abbey of Saint-Denis

c- for Suger’s frame ; Louis 
VII cries over the death of 
Suger in 1152
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Fig. 44bis : Justus Van Egmont, Small historical paintings for the Gallerie
des Hommes Illustres ; oil on panel

d- for Gaucher’s frame
The siege of Saint-Omer 
by Gaucher de Châtillon

e- for Du Gesclin’s frame
The governor of Châteauneuf-
de-Randon delivers its keys to 
the deceased Du Guesclin

f - for Dunois’ frame ; 
Dunois Comes to the Assistance 
of the City of Orléans with the 
aid of Joan of Arc
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Fig. 45 : Louis XIII Crowned by Victory, 
ca. 1635, pen, ink, brown wash on paper, 
Mexico City,
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Fig. 46 : Louis XIII (Heince & Bignon’s engraving)
and the distique (detail)
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Fig. 47 : Richelieu : scale
(up) Heince & Bignon’s print / Le Louvre 
(down)  National Gall., London
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Fig.48 : Simon Vouet, Gaucher de Chatillon,
Louvre, 2.18 x 1.37 m / Heince & Bignon‘s print
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Fig.49 : Simon Vouet,
Gaucher de Chatillon 
(detail)

Fig.49bis : Abraham Bosse,
Le courtisan suivant le dernier édit
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Fig.50 : Lesdiguières, drawing / print
Cabinet des Dessins, Musée du Louvre

Fig.51 : Richelieu, drawing / print
Bnf Cabinet des Estampes
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Fig.52 : A Man in Armor, 17th

c.-imitator of Giorgione, 
National Gallery
Model for Champaigne for 
the Galerie des Hommes 
Illustres,
First considered to be by 
Titian.

Gaston de Foix
:// print, from Thevet
// Champaigne, 
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Fig.52bis : Giorgione , Armoured St George or St. Nicasisus
and Madonna and saints, Cathedral of Castelfranco, ca. 1504

Originally placed in the chiesa vecchia of St Liberale
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Fig.53 : La Tremoïlle, Heince & Bignon not borrowed from Thevet
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Fig.54 : Joan of Arc, Heince & Bignon, not borrowed from Thevet
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Fig.55 : Dugesclin, Heince & Bignon, not borrowed from Thevet
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Fig.56 : Cardinal d’Amboise, Heince & Bignon, 
not borrowed from Thevet
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Fig.57 : Cossé, Heince & Bignon, borrowed from Thevet
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Fig.58 : Cardinal de Lorraine, Heince & Bignon borrowed from  Thevet

290



Fig.59 : Duc de Lorraine, Heince & Bignon borrowed from Thevet
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Fig.60 : Montluc, Heince & Bignon borrowed from Thevet / drawing from 
the Caignière collection (center)
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Fig.61 Montmorency, Heince & Bignon borrowed from Thevet
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Fig.62 : Marie de Medici, Heince & Bignon borrowed from Van Dyck
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Fig. 63 : Henry IV, Heince & Bignon / Pourbus
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Fig.64 : Triomphal Entries, Heince & Bignon, small historical 
scene from Louis XIII’s frame
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Fig.65 : Henry IV, Jacob Bunel (1558-1614), d‘après un projet de Dubreuil
pour la réalisation des portraits des rois et reines de France de la Petite Galerie 
du Louvre.
Plume et encre brune, lavis brun, rehauts de blanc, tracé préparatoire à la 
pierre noire et au stylet, papier beige; H. : 40,7 cm. ; L. : 29,8 cm 
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Fig.66 : Justus Van Egmont, Salle de la Comédie, grisaille
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Fig.67 : Miniature military fort built in the Palais-
Cardinal’s gardens for Louis XIV’s enjoyment
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Fig.68 : Decor by Sauveur le Conte in Chantilly, Galerie des Actions de 
Monsieur le Prince
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Fig. 69: Collection of historical portraits, Château de Beauregard 
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Fig. 70: Gaston de 
Foix’s emblem (detail
from the frame) : 
« Despite it is small, it
can bear big fruits »

Fig. 70 bis: Gaston de Foix’s « Devise heroyque » from Heince & Bignon, 
Ed. Pepingué & al.
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Fig. 71: Exemple of famous Tapestries
a- Justus Van Egmont, Caesar embarks by boat to join his army
b- Poërson, Visitation from the Life of the Virgin, Starsbourg cathedral
c-Vouet, Rinaldo Views His Image in the Diamond Shield, ca. 1633-1637
(Manufactory of Raphael de la Planche), wool & silk, Flint museum
(455x 386 cm)
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Fig. 72: Four Seasons tapestry, Winter, Harfield House
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Fig. 73: Books of emblems. Influences on the Four Seasons tapestry
(up):
a- Andrea Alciato (right), Emblemata
b- Geoffrey Whitney (left), Choice of Emblems and other Devices
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Fig. 74: Emblems’ books:
a- Ripa, Iconology, 
b- Georgette de Montenay, Emblème Chrétien
c- Guillaume de la Perrière, Theatre des bons engins, 1539
d- La Perrière’s Morosophie, 1553

c

a b

d
c
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Fig. 75: transposition from oilto engraving : Vouet’s Gaucher (up) 
and Clisson (down)
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Fig. 76: First page of new editions of sieur de La Colombière's
Hommes Illustres - 1664 to 1699. 
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Fig. 77: Sieur de La Colombière, Vie des Hommes Illustres, (Paris, Cottin), 
1668. Format in-12
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Fig. 78: Comparision of Richelieu’s engraving between the 1650 original in-
folio edition and the 1668 Cottin in-12 edition.
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Fig. 79 : new plates for Cottin’s in-12 edition
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Fig. 80: Decreasing quality of images in the in-12 editions
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Fig. 81– Champaigne, sketch for the Petite Galerie, Palais-Cardinal
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Fig. 82 : Bernini, Richelieu, Le Louvre
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Fig. 83: Champaigne, Cardinal Richelieu (left), Cardinal Mazarin (right), 
Chantilly
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Fig.84: Triple portrait of Richelieu, National Gallery, London
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Fig. 85 : Transposition process from Champaigne’s painting 
to Bernini’s sculpture
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Fig. 86 : Detail of Bernini’s sculpture - The broken cords ;
notches in the eye
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Fig. 87: Bernini exhibition at Galleria Borghese, Nov. 2017- Feb. 2018
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Fig. 88 : Speaking likeness. Vouet’s self-portrait
(left) featuring an open mouth. 

(right) A similar vividness in Bernini’s self-portrait
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Fig. 89 : Bernini, Scipione Borghese
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Fig. 90 : Bernini, 
Louis XIV (left)
Francesco Este (right)
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Fig.91 : Jean Warin, medals of Richelieu.
Diameter: 7.8 cm
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Fig. 92, Warin, 
Bust of Richelieu.
Bronze, Musée Jacquemart-André
// compare with the medal

324



Fig. 93 : Two copies from Bernini’s « terra cotta » (Melbourne (left) ; 
Château de Sans souci, Postdam (right))

325



Fig. 94: Richelieu’s funerary monument. The Sorbonne.

From Jean Warin’s prototype (detail).
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Fig. 95: Michel Lasne’s prototype, Richelieu, ca. 1625
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Fig. 96 : Van Lochon, Richelieu is proposed as a model for all the arts of 
France
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Fig. 97 : Champaigne, early portraits of Richelieu (short cords), 
1634-1635

a- Ministère des Affaires Etrangères (left), 220 x 148 m
b- from Chaalis (right), Jacquemart-André Foundation

a

b
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Fig. 98 : Champaigne, Richelieu. Late portraits (long cords), 
1637-1640, 

a- Le Louvre (center) /   b- London (right)

a b

Fig. 98bis : Heince & Bignon’s engraving
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Fig. 99 : Champaigne, Richelieu. Late portraits (long cords), 
1637-1640, 

a- Musée National de Varsovie
b- Rectorat de l’Université de Paris (Chancellerie) 

a

b

a

b
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Fig. 100 : Champaigne, Richelieu. Late portraits (long cords), 
1637-1640, 

a- Bourg de Bozas, destroyed (1644?) /
b- coll. Part. (Dorival, cat. 208) 

a b
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Fig. 101 : Vedute behind Richelieu’s portraits: Rueil’s castle

a b
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Fig. 102 : Evolution of Richelieu’s facial features
(Right) : Chaalis’head (inverted), Richelieu is younger
(Middle) : Nanteuil’s engraving
(Lef)t : 1640 facial prototype (Triple Portrait)
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Fig. 103 – The standing formula:
a- Pietro da Cortona, Giulio Cesare Sacchetti
b- Diego Vélasquez, Count of Olivares

b

a
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Fig. 104 – Van Dyck’s Scaglia, the anti-Richelieu
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Fig. 105 – Berthelot, Statue of Louis XIII, for the Château de 
Richelieu  
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Fig. 106 : Mochi, St. Veronica, St. Peter’s Basilica, Rome

338



Fig. 107: Mochi’s busts
a- Cardinal Antonio Barberini
b- Carlo Barberini
c- Pompilio Zuccarini 

a

b

c
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Fig. 108: Mochi, Richelieu’s full-length statue, ca. 1642, Niort.
(emulating the standing formula:

Heince & Bignon’s Cardinal of Lorraine, 
and Champaigne’s, Portrait of Richelieu, London, National Gallery)

Heince & Bignon, 
Cardinal of Lorraine

Champaigne, 
Richelieu, London
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Fig. 109 : Triple Portrait, scale comparison
a- Van Dyck, portrait of King Charles I (see Fig. 114)
b- Champaigne, portrait of Cardinal Richelieu (see Fig. 84)

a

b
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Fig. 110 : Lotto, « Portrait of a Goldsmith in three views », 
1525-1535, oil on canvas, 52 x 79 cm
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Fig. 111 : Leonardo, ‘Cesare Borgia’, Triple portrait d’un homme, 
1490, red chalk, 11,1 x 28,4 cm, Turin, Royal Library
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Fig. 112 : Rubens, sketches
a- Four Studies of the Head of a Negro (Royal Museum of Arts, Brussels),
b- Four Studies of a Male Head (Getty Museum) 

b

a
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Fig. 113 : Casts and copies of Bernini’s lost bust of Charles I’s: 

a- 3 views of a plaster cast bust of Charles I after Bernini (31 x 20x 
35 cm), 
b- Richardson collection, 1790

a

b
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Fig. 114 : Van Dyck, Triple Portrait, 1635-36,
London, National Gallery
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Fig. 115 : Looking for replicas of Charles I’s bust by Bernini
a- Jan Blommendael (Windsor castle), based on a lost bust by Dieussart
b-Louis François Roubillac (Wallace collection)

a

b
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Fig. 116 : Bernini, Thomas Baker, V&A
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Fig. 116 bis : Bernini, Thomas Baker, detail of the hand
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Fig. 117 : François Dieussart
a- 1636, Charles I
b- 1637, Rupert of the Rhine
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Fig. 118 – Ressemblance and contenance : Charles I (Roubillac after
Bernini) and Richelieu (Bernini)
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Fig. 119 : Van Dyck’s
portraits of Henrietta-Maria 
of France
a (left)- Memphis
b (center)- Windsor, front 
view
c (right) – Windsor, profile to 
the left
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Fig. 120 : François Dieussart
a- 1636, Charles I
b- Henrietta-Maria (Rosenborg castle Copenhagen )
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Fig. 121 : Champaigne, Richelieu’s profile, Strasbourg Museum
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Fig. 122: Comparison of Champaigne’s Triple Portrait / 
Strasbourg’s profile of Richelieu
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Fig. 123 : Pressure on the face: Champaigne / Bernini

356



Fig.124: Cardinal Richelieu, Transposition from paint to marble
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Fig. 125 – Likeness - Comparison of profiles, 
Champaigne’s Triple Portrait
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Fig. 126 : 
Blaise Pascal, 
death mask made by Duvivier few hours after his death.

Copies (Société des amis de Port-Royal; Bibliothèque Ste- Geneviève; 
Newnham Coll lib Cambridge ; one missing copy at Harvard, William 
James donation)
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a- Jean Morin, 1646, 
Portrait of Arnauld d’Andilly
(cat 306) 
from Champaigne’s lost original

c- Morin, Portrait of Gilbert de 
Choiseul-Praslin, 1644
Evêque de Comminges

b- Morin, Jean-Pierre Camus
Friend of François de Sales, évêque de Belley

(cat 155), 1643

Fig. 127 : First portraits, « les amis du dehors »
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c- Saint-Cyran in 
his library, 
(cat 216) 1646-48, 

(Versailles), 
1,30 x 1,05 m
with books of St-

Augustin and the bible

b – Versailles

Fig. 128 : Champaigne, Abbé de Saint-Cyran
(Jean Duvergier de Hauranne), from a death mask 1646-48 

a- (cat 215) Grenoble,
74 x 57 cm
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Fig. 129 : 
Abbé de Saint-Cyran
(Jean Duvergier de 
Hauranne)
a- Champaigne, 1646-48
(cat 215) (Grenoble)

b- Daniel Dumonstier, 
drawing
c- Pierre Daret from
Dumonstier, 1645 
(Versailles) 

a

c

b
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a- (cat 145), 1646 (dated), 
75,7 x 59,5 cm
+ Copie (cat 146) (Magny
Port-Royal), not dated
58 x 51cm

Fig. 130 : Champaigne, Portraits of Martin de Barcos, second
abbé de Saint-Cyran

b- (cat Lanoe 24), 1648 (dated), 
lead mine & washes
23,4 x 18 cm
Provenance: Geoffroy’s collection with the 

familly album, from Champaigne’s studio

c- (cat Lanoë 22), red
chalk & washes, 
18,7 x 12,7 cm
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Fig. 131 : Champaigne, Singlin
(cat 217) 79,1 x 65,1 cm, ca. 1646.

Provenance : probably Port-Royal des Champs (leg 1646)
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Fig. 132 : Triumvirate- Singlin, Barcos, Saint-Cyran
Champaigne (cat 217), (145), (215) 

See fig.84
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Fig. 133 : Champaigne, 
Mère Angélique Arnauld,
with inscription: 
« Agée de 57 ans, 1648 »

Fig. 134 : Port-Royal abbesses – Prototypes
left : Jacqueline Pascal, 
right : Mme Le Maître, 
Up Right : Sœur Angélique de St-Jean
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Fig. 135 : Champaigne, Isaac Louis Le Maistre de Sacy, 
(cat 214), 1646? 1648?
53 x 45 cm 
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d- Bénédict-Louis de Pontis, 
(cat Lanoe 32), ca. 1650

a- Voiture, (cat 411), 1649, 73,4 x 59,7 cm
b- Voiture as Saint-Louis (cat 220), 
c- Nanteuil, etching

e- Pierre de Bérulle (cat 149)
ca. 1650 ; 72 x 58 cm

Fig. 136 : Champaigne in  the 1648s

c

ba
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a- Antoine Le Maistre, after
Champaigne, 1660,
from a death mask in 1658

c- Antoine Le Maistre as St-Jean 
Chrysostom, J.-Bapt. Champaigne, 
Frontispiece, 1664

d- Isaac Louis Le 
Maistre de Sacy, 1658, 
16 x 11cm

Fig. 137 : The two Le Maistre brothers

See fig. 135

b- Lubin, print, 1696 
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a- Champaigne (Cat 143), 1654  
; 130 x 98 cm 

Inscription: 
« Anno 1654, Aets62.
Obijt 6 Augt 1661 » 

Fig. 138 : Champaigne, Mère Angélique Arnauld, 
Port-Royal des Champs

b- Port-Royal des Champs, 
drawing, 1654 
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c- Mère Agnès, 1662
75 x 59 cm

d- Boulanger, print
dated on the crucifix 

b- Sœur Catherine de 
Sainte Suzanne,
Study for the Ex-voto
65 x 54 cm

Fig. 139 : Champaigne,  Ex-voto, 1662
Mère Catherine-Agnès Arnauld
and sœur Catherine de Sainte Suzanne
165 x 229 cm 
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Fig. 140 : Port-Royal des Champs

From Gazier, Port-Royal au XVIIe 
siècle
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Fig. 141 : Mère Angélique’s death mask
placed in the chapter of Port-Royal des Champs

Engraving after Hortemels
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Fig. 142 : Port-Royal Paris (after 1625) 
Rue du faubourg Saint-Antoine

Chapelle of Port-Royal Paris,
architect Le Pautre, project

In the chapel,
engraving after Hortemels
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b- Quesnel II, 1657
Miracle de la Sainte Epine,
sœur Jacqueline de Sainte-Euphémie

Fig. 143 : Port-Royal Paris
a- The Reliquary of the Sainte-Epine 

c- Vision of Saint Julian,
ca. 1636
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a- Henri IV’s 
death mask

Fig. 144 : After the death mask: effigies of the deceased. 
Wax or plaster casts used to create portraits

b- Carlo Crivelli
1477
painted one year
after the death of
St. James of the 
Marches

c- Unknown. New York, 1908
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Fig. 145 : “Portraits au naturel”, anonym 17th century

c- « Portrait en son vivant »,       
Chanoine Balicque

on his death bed, Lille, XVIe

b- Mère Isabelle des Anges 
1644, (cat. Carmel n°44) 

Carmelites’ portraits, 

a- Mère Geneviève 
de Saint Bernard
1644, 

(cat. Carmel n°52)  
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Fig. 146 : Soeur Marie de l'Incantation (Mme Acarie)
in the parlor, with Michel de Marillac 

(cat. Carmel n°36)
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Fig. 147 : Carmelite portraits : Saint Teresa of Avila

a- The Dove portrait
Portrait of Saint Teresa 

of Avila by John of 
Misericordia, 
Carmel of Sevilla

b- Holy Spirit appearing to Saint Teresa of Avila 
(cat. Carmel n°8)
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Fig. 148 : Champaigne, portraits and History painting

a- Le Bon Pasteur,
Tours museum

b- Virgin and Child, 
74,5 x 60 cm, ca. 1642
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Fig. 149 - Antoine Arnauld: « Le Grand Arnauld »
Drevet, after Jean-Baptiste de Champaigne, 1680
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Fig. 150 – Champaigne, 
Robert Arnaud d’Andilly, 1667
Le Louvre, 78 x 64 cm

Morin, Portrait of Andilly, 1648
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Fig. 151 – Champaigne’s Vanities

a- Champaigne, 
Holy Face

b- Still life, 
(attributed to) 
Champaigne
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Fig. 151 bis – Champaigne, Dead Christ (« Le Christ mort couché sur 
son linceul »), Le Louvre, oil on canvas, 1654 (0,68 x 1,97 m)
given to Port-Royal-des-Champs by Jean-Baptiste de Champaigne
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Fig. 152 – Champaigne , The disciples of Emmaus,
a- Angers museum.

b- Attributed to Jean-Baptiste de 
Champaigne, mid-17th c., 
Nantes museum. Provenance : 
Église Saint-Leu-Saint Gilles, 
Paris

Compare to Carravaggio, 1601
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1668, replica, (cat 329)
around 1674

Jean-Baptiste de Champaigne, 
after his uncle’s
self-portrait,

Le Louvre, 1674
(cat 328)

Fig. 153 : Champaigne, 1668 self-portrait
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Fig. 154 : Philippe de Champaigne, 
L’église Sainte-Gudule à Bruxelles, 
Black chalk on white paper, 1627,
(cat. Lanoë 3) dated, with autograph inscription
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Fig. 155 : Gérard Edelinck, Philippe de Champaigne, 1676, 
Engraving, Date of 1668 on the paper
Inscription : Philippus de Champaigne Bruxellensis Pictor Regius, et 
Regiae Pictorum Academiae Rector:
Eximiae hujus artis excellentiâ, et christiana pietate oeque insignis
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Fig. 156 : Self-portraits, Poussin vs Champaigne (up)
a- (down) Poussin, 1650 (painted for Chantelou)

a b
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Fig. 157 : 
Image of painters
a- Self-portrait, Dürer, 

1500,  
b- Simon Vouet after
Van Dyck

a b
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Fig. 158 : Champaigne, Portrait du prévôt des marchands et des 
échevins de la ville de Paris, 1648
oil on canvas, Le Louvre, (2 m x 2,71 m)
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