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Around 1604, Henri IV commissioned a cycle of mural maps depicting royal residences in
Fontainebleau’s newly constructed Galerie des Cerfs. The gallery was part of Henri IV’s response
to the dynastic disruption and civil war that had precipitated his ascendance and was designed to
signal his authority over France as a unified realm. This article examines the Galerie des Cerfs in the
context of contemporary cartography and architecture as an expression of continuity at a moment
when the royal family’s retreat to the Paris region threatened the political efficacy of the architectural
network that had previously sustained the monarchy.

INTRODUCTION

IN 1609 , HISTORIAN and geographer André Du Chesne (1584–1640)
described the role of royal buildings as serving “the glory of the prince, the orna-
ment of the kingdom, [and] the common utility of the people.”1 Throughout
Les Antiquitez et recherches des villes, chasteaux, et places plus remarquables de toute
la France (Antiquities and investigations of the most remarkable towns, cha-
teaux, and squares of all of France, 1609), Du Chesne positioned architecture
as a symbol of unifying monarchical authority in a civil war–torn realm. In the
aftermath of Henri II’s (r. 1547–59) fatal jousting accident in 1559, France had
suffered decades of political and religious turmoil. Uncertainty about France’s
identity and future were heightened by the last Valois kings’ inability to pro-
duce the dauphin that Salic law demanded to secure a direct succession. This

As ever, I am grateful to Sara Galletti for her suggestions on this essay. I would also like to
express gratitude for the feedback of colleagues and conference participants at Duke and
Rice Universities, as well as to the anonymous reviewers whose insights improved the text.
Conversations with Kyle G. Sweeney helped shape my thoughts on early modern maps, and
Corinne Noirot kindly assisted with an enigmatic translation quandary.

1 Du Chesne, 1609b, 1.14. Du Chesne reproduces the words of Pierre Mathieu in Histoire
de France et des choses mémorables advenues, fol. 264v. On Du Chesne, see Fragonard;
Deschamps-Juif. All translations are the author’s own unless otherwise noted.
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situation was further intensified by the fact that, absent a male child, the heir
apparent was Henri of Bourbon (1553–1610), the Protestant king of Navarre
who was related to Henri III (r. 1574–89) by just twenty-two degrees. When
Henri IV finally ascended the throne in 1589, he set about taking physical con-
trol of the kingdom that was nominally his. Subduing his enemies and conquer-
ing Paris would prove to be a lengthy military endeavor. Yet the process of
persuading French subjects to accept the first Bourbon as their sovereign was
to be an even longer project that would require social and cultural solutions.
In addition to texts like Les Antiquitez and commissioned portraits of the
king in the guise of classical heroes like Hercules, Henri IV leveraged the
built environment to ground his authority in blood lineage and to generate a
perception of continuity.2 Among the king’s cultural projects was a cycle of fif-
teen mural maps adorning Fontainebleau’s new Galerie des Cerfs (fig. 1).

Painted between 1604 and 1608, the Galerie des Cerfs (Gallery of the
stags) was created at a moment when cartography’s centrality as a tool of

Figure 1. Interior view of the Galerie des Cerfs, Fontainebleau. © RMN-Grand Palais / Art
Resource, NY.

2 Babelon, 1982; Bardon; Thomas, 95.
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government and an expression of political ideals was growing.3 In its general
format, the gallery engages with painted map cycles in Italy created in the six-
teenth century. Yet an examination of the gallery’s iconography and architec-
tural setting at Fontainebleau, as well as the circumstances of its inception,
reveal a complex history that goes beyond simple imitation. The tumultuous
rise of the Bourbon dynasty, Henri IV’s marriage to Maria de’Medici (1573–
1642), and dramatic changes to the royal family’s way of life are all reflected in
the space. Drawing on a 1989 article by Jean-Pierre Samoyault that estab-
lished the basic facts of the identity of the artist, Louis Poisson (d. 1613),
and the gallery’s commission, a recent essay by Emmanuel Lurin positions
the idiosyncratic cycle as part of a larger effort to establish Bourbon legitimacy
through architecture.4 This article expands upon that notion to read the space
within the contexts of royal travel, contemporary cartographic culture, and the
gallery’s physical site. The vast gaps that remain in knowledge of Henri IV’s
building projects, along with the Galerie des Cerfs’s later restorations, partially
explain its absence from art historical studies. Yet a reconsideration of the map
murals in relation to their spatial and temporal contexts reveals the gallery’s
agency in the transition from Valois to Bourbon France. To explore what was
at stake in the Galerie des Cerfs, this article first analyzes the cartographic
visual culture from which it emerged. It then turns to the subject of royal itin-
erancy, evaluating Henri IV’s travels against those of his Valois predecessors
and analyzing the influence of alterations to the monarchy’s peripatetic life-
style on cartography, the built environment, and the kingdom’s social cohe-
sion—all topics addressed in the gallery. It then turns to the gallery’s physical
setting at Fontainebleau and, finally, to the content of the paintings.

CARTOGRAPHY AS TERRITORIAL PURSUIT

Samoyault located the Galerie des Cerfs cycle in the context of Henri IV’s inter-
est in cartography, a fascination the king shared with his favored minister,
Maximilien de Béthune, Duke of Sully (1559–1641).5 Indeed, the Galerie
des Cerfs was created at a moment when European sovereigns were increasingly

3 Samoyault, 1989; Biggs; Buisseret, 1992 and 2003; Fiorani, 2005; Shulz.
4 Samoyault, 1989, definitively attributes the gallery to Poisson based on Archives nationales

de France (hereafter AN), O1 2387, fol. 17r–v, published in Laborde, 2:875–76. See also Lurin,
2012, 235–37.

5 Samoyault’s essay focuses primarily on establishing the facts of Poisson’s life and career, as
well as those concerning the commission. He sees in the gallery references to Henri IV’s forestry
policies and places it in the context of Poisson’s work in the adjacent Galerie des Chevreuils and
the Louvre’s Petite Galerie: Samoyault, 1989, 27.
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deploying maps to understand, control, and represent their realms.6 Renewed
interest in Ptolemy’s Geography led to the production of maps ranging from
urban plans to national atlases commissioned by rulers across early modern
Europe.7 In France, royal interest in cartography had grown steadily since
Oronce Finé (1494–1555) created the first known map of France in 1538.
The ongoing foreign wars and attempts to simultaneously chart and subdue
the French kingdom that had motivated François I’s (r. 1515–47) cartographic
endeavors likewise drove his son and grandsons—as well as queen mother and
regent Catherine de’ Medici (1519–89)—to commission maps.8 By the time
Henri IV became king, cartography was well established throughout Europe
as a tool of government, a source of visual pleasure, and a way to exhibit
one’s knowledge.9 In his funerary oration for the king, Antoine de Laval
(1544–1619) remarked that Henri “loved chorographic maps with a passion,”
and the first Bourbon’s commissions, along with anecdotal accounts of his col-
lecting habits, speak to his investment in cartography.10

As J. Brian Harley and Peter Barber have shown, maps were discursive
objects wielded to address a variety of political agendas.11 One such project
exemplifies the web of significations inherent to the early modern maps that
inspired the Galerie des Cerfs. In 1594, Maurice Bouguereau (d. ca. 1596) pub-
lished the first atlas of France, Le Théâtre français (The theater of France), com-
piling maps from a variety of sources.12 Dedicated to Henri IV, Bouguereau
wed the history of the French monarchy to representations of its territories.
At the beginning of the book, a table provides a royal chronology and
explanatory texts describe individual regions of France through the monarchs’
presence, emphasizing cities, natural features, and historical buildings, many of
which the author calls antiquities. Through references to the ancient past,
Bouguereau portrayed the monarchy as an inherent feature of the French

6 Barber, 1997; Buisseret, 1992; Strandsbjerg.
7 The essays in Cartography in the European Renaissance treat this subject comprehensively.

For French atlases, see Pastoureau; Conley, 206–08. On early modern atlases in general, see
Goffart.

8 Buisseret, 1992, 99–107.
9 Cartography in the European Renaissance.
10 De Laval, fol. 187v. See Barber, 2004, 193; Biggs, 380; Buisseret, 2003, 64; Buisseret,

1992, 107–13; De Béthune, 1:167–68. The king’s interest encompassed geographic texts as
well as images: Lestringant, 294–95.

11 Harley, 52–81; Barber and Harper.
12 See Bouguereau. On the atlas, see Dainville. On the literary aspects of Bouguereau’s atlas

in the context of contemporary works, see Mackenzie, 32–50; Conley, 202–47. According to
the inventory of Poisson’s books at the time of his death, the painter did not own an atlas:
Samoyault, 1989, 37n66. This does not preclude the possibility that Poisson employed one.
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landscape, as intrinsically tied to the kingdom as the geographic features he enu-
merates. With its frontispiece, which bears Henri IV’s arms, and the placement
of the king’s portrait over a map of France on the following pages, Bouguereau’s
atlas used royal history to bound the kingdom chronologically and geographi-
cally.13 The unified kingdom envisioned in Le Théâtre français was aspirational;
as with Poisson’s Galerie des Cerfs, Bouguereau’s atlas sought to define France
symbolically as much as physically.14

As maps entered the visual language of mapmakers and viewers, they became
increasingly entrenched in early modern visual culture. A number of prints
depict Henri IV and his family alongside maps and globes, a mode commonly
employed by early modern rulers to express grandeur and territorial ambition.15

Some of these cartographic images juxtaposed portraits of the king with a map,
as in the 1591 map of Gallia by Flemish cartographer Jodocus Hondius (1563–
1612).16 Here, the king’s likeness overlaps a map of France, visually merging
monarch and kingdom. In the words of Monique Pelletier, in such examples
the “image of France confounds itself with that of its monarch.”17 Reflecting
the reality on the ground, France’s borders are either loosely suggested—as
with the Pyrenees—or completely absent, as in the northeast. Early modern
Europe’s confused, contentious, and unstable frontiers prohibited a strictly lin-
ear definition of the state’s physical limits. Cartographers and rulers alike
deployed architecture to confront this ambiguity. In Hondius’s image, a series
of small, stylized buildings dot the landscape. This was a common visual device;
a 1596 engraving by Thomas de Leu (ca. 1555–ca. 1612) employs similar archi-
tectural icons on a miniature scale, as do the earliest maps of France by Finé and
Jean Jolivet (d. 1553).18 In De Leu’s image, minute maps of Navarre and
France surround the king. The depiction of France shows only the northern

13 The appearance of maps with architectural structures in printed texts was a common early
modern device for conveying power: Harley, 73–76.

14 Lestringant and Pelletier see in Bouguereau’s work a representation of Henri IV’s unifi-
cation of the kingdom: Lestringant and Pelletier, 1463.

15 Fiorani, 2007, 813–14; Harley, 71–73. See, for example, prints like Thomas de Leu,
Henry IIII de ce nom roy de France et de Navarre, 1596, London, British Museum,
1848,0911.585; or Léonard Gaultier, L’Olympe des François ou sont représentez au naturel, le
Roy, la Royne et les enfans de France, 1607–1608, Bibliothèque nationale de France (hereafter
BnF), département Estampes et photographie, Réserve QB-201 (15)-FOL.

16 Jodocus Hondius, Regi Galliae et Navar. a consiliis ectz. apud serenissimam Angliae
Reginam legato DD, 1591: BnF, département Estampes et photographie, Réserve FOL-QB-
201 (10).

17 Pelletier, 9.
18 Jean Jolivet, Vraie description des Gaules, avec les confins d’Allemagne, et Italye (Paris: M. du

Chesne, 1570), BnF, département Cartes et plans, Réserve GE C-4877.
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part of the kingdom, centered on the Loire and Seine rivers that formed the
primary axes of Capetian and Valois power. The use of architecture to mark
territory has a long history, from Mediterranean portolan charts to the maps
of Rome created by Leon Battista Alberti (1404–72) and Pirro Ligorio
(ca. 1510–1583).19 In these latter examples, the inclusion of antique monu-
ments expressed the creators’ and their patrons’ knowledge of history, allowing
them to claim intellectual ownership over cultural heritage. In the Galerie des
Cerfs, France is defined through a network of royal, noble, and religious archi-
tecture. Poisson’s detailed renderings of the built environment diverge markedly
from their simplistic representation in printed maps like those by Hondius and
Finé. Nonetheless, the visual language of both sets of images, with their
juxtaposition of natural landscapes and the built environment—including
road networks and villages as well as single edifices—share the goal of fortifying
royal power and equating Henri IV with his territory.

Because of Henri IV’s attention to Paris and his urban interventions there,
the city was a favorite subject of early seventeenth century mapmakers. One
example from 1609 by Bénédict de Vassalieu superimposes an equestrian por-
trait of Henri IV above illustrations of the king’s projects at the Place Dauphine,
Pont Neuf, Place Royale, and the Louvre.20 Another 1609 map by the painter
François Quesnel (1543–1619) presents similar visual links between Henri IV
and the city’s architecture through references to Paris’s “edifices, maisons, pal-
lais” (as Quesnel calls them in the dedication) as the source of its greatness.21 As
in the Galerie des Cerfs, these maps exploited recent cartographic developments
to highlight Henri IV’s connections to Paris and to the royal past embedded in
its urban fabric. Expanding out from Paris, Claude Chastillon (ca. 1559–ca.
1619), a military engineer employed as a topographer by Henri IV, created a
compendium of images that approach architecture in a similarly cartographic
manner: Topographie francoise ou Representations de plusieurs villes, bourgs, chas-
teaux, maisons de plaisance, ruines & vestiges d’antiquitez du royaume de France
(French topography or representations of several towns, villages, chateaux, plea-
sure houses, ruins, and vestiges of antiquity of the kingdom of France, 1641).22

Although Chastillon was primarily interested in martial technologies like

19 Buisseret, 2003, 26.
20 Ballon discusses early seventeenth-century maps of Paris in relation to the king’s building

projects: Ballon, 212–49. Life dates for De Vassalieu, who was also called Nicolay, remain enig-
matic. By 1585 he was an ingénieur du roi (engineer to the king) and also published a treatise on
artillery.

21 François Quesnel, 2 May 1609: BnF, département Estampes et photographie, Réserve
AA 3.

22 The volume was published posthumously in 1641 with subsequent editions in 1648 and
1655. On Chastillon, see Buisseret, 1964; Renault.
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fortification walls, the images in his book include the decorative elements that
made buildings recognizable; the signature pediment sculptures of a stag and
hounds on an entry portal, for instance, identify the chateau of Anet. The
book’s title is significant: in this formulation, French topography—and, there-
fore, the French kingdom—was woven together by the architectural features
that marked the landscape. As in Du Chesne’s book, Chastillon makes a
claim for France’s antiquity, describing an explicitly royal past for France.
Here the story of France is inextricably tied to the monarchy, and architecture
is the enduring physical manifestation of this union. Building was also a way of
improving the landscape. By attending to the built environment, the royal fam-
ily accepted the mantle of stewardship of the kingdom and its inhabitants in a
highly visible manner.23

In their conception of architecture and maps as simultaneously functional
and aesthetic objects, Chastillon’s book and Poisson’s paintings drew on
Jacques Androuet du Cerceau’s (ca. 1511–86) Les plus excellents bastiments de
France (The most excellent buildings of France, 1576–79). Another royal
commission, Du Cerceau’s books attend carefully to each building’s history
and topographical situation.24 This publication—which Poisson seems to
have owned a copy of—connected noble and royal buildings to imagine a net-
work of geographic and political influence that was critical to the maintenance
of royal authority during the Wars of Religion in the latter half of the sixteenth
century.25 As a project that described the material reality of dynastic rule and
defined France via architecture, Du Cerceau’s publication was timely in its
appeal. The author stated these goals explicitly, describing his hope that “our
poor French (to the eyes and senses of whom do not appear [anything] other
than desolations, ruins, and pillages that the past wars have brought us), taking,
perhaps, in breathing, some pleasure and contentment in contemplating here a
part of the beautiful and excellent buildings with which France is still today
enriched.”26 Like Chastillon’s Topographie francoise, Du Cerceau’s text is ori-
ented toward a broad readership. Each entry is paired with one or more printed
images and recounts a building’s architectural provenance—that is, who built it,

23 Mukerji describes land stewardship as an expression of good governance tied to the
Christian humanism of the early modern period.

24 Recent work on Du Cerceau clarifies his biography and work, although many questions
remain: Boudon and Mignot; Guillaume et al.

25 Archives départementales des Yvelines, Inventaire après décès de Louis Poisson, 16
September 1613, séries B, Prévôté de Saint-Germain-en-Laye, pièces du greffe 1613.
Samoyault, 1989, suggests that the book listed as “Bâtiments” refers to Du Cerceau.
Poisson’s use of Du Cerceau as a visual reference would make sense given the scope of his pro-
ject at Fontainebleau.

26 Du Cerceau, fol. 1:2r.
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who inherited it, and who expanded or improved it. Frequent references to
François I, for example, indicate that these edifices retained clear associations
to that king decades after his death.27 Du Cerceau also regularly employs the
words ancienneté (length of existence) and anciennement (formerly) to suggest
an even longer history for edifices like Amboise, Blois, and Fontainebleau. Like
Du Cerceau’s prints, the Galerie des Cerfs attempted to define a history for
France that was grounded in the succession of kings and their architecture.
Jacques Thuillier has described the renewal of this tendency under Henri IV
as a drive to “restore in the French the consciousness of their history, and there-
fore of their unity, around a dynasty whose succession must appear unfailing.”28

The Galerie des Cerfs thus consciously drew on earlier precedents while
borrowing from contemporary cartographic images to represent a king and a
kingdom firmly rooted in the past.

THE FRENCH COURT ’S ITINERANCY

In addition to imagining a cohesive French kingdom and translating it to two
dimensions in maps, the royal family animated the landscape with near constant
movement. Itinerancy characterized the lifestyle of medieval and early modern
monarchs throughout Europe.29 This was, in part, because royal presence in
urban and rural areas alike was an effective tool of government that supplied
opportunities for rulers to grant favors, reaffirm loyalties, and, when needed,
to delimit the space of their authority.30 In France, the peripatetic royal family
moved frequently among their own chateaux as well as those of the nobility and
even, on occasion, less prominent subjects for much of the sixteenth century.31

Each monarch favored slightly different routes, motivated by personal prefer-
ence as well as unpredictable and continually shifting exigencies like plague,
construction, weather, and war. The Hundred Years’War, for instance, pushed
the French kings from the Île-de-France, where their Capetian forebearers had
focused, south to the Loire Valley. Adding to this complex network of move-
ment, the queen’s itinerary periodically diverged from that of her husband, and
the royal children normally traveled separately. In addition to serving practical

27 Du Cerceau’s entries on François I’s new projects at Chambord (fol. 1:7r), Folembray
(fol. 1:4v), and Madrid (fol. 1:7v), as well as his renovations at Coucy (fol. 1:4v), the Louvre
(fol. 1:3r), Saint-Germain-en-Laye (fol. 1:5v), and Villers Cotterêts (fol. 2:4r).

28 Thuillier, 1975, 183.
29 Hill Cole; Gomes; Ruiz.
30 Steinberg, 473, describes movement as a constitutive act of a territory.
31 Recent publications of the monarchs’ itineraries update and interpret nineteenth-century

predecessors: Chatenet, 2002, 15–35, 318–23; Zum Kolk, 2015; Zum Kolk and Rocher. On
François I’s sojourns at noble residences, see Chatenet, 2002, 38.
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purposes like limiting the spread of disease, the division of these groups
extended the physical range of the monarchy’s outreach to its subjects and, at
least in theory, the appearance of the heirs served to bolster local support for
future reigns.32

The French kings’ sojourns with subjects both noble and not created a rep-
utation for accessibility and familiarity that was unique among European rul-
ers.33 By the late seventeenth century, the courts of England and Spain were
traveling in progressively circumscribed regions. During periods of temperate
weather, Elizabeth I made regular progresses around England, using her travels
to visit prominent subjects, participate in elaborate ceremonies, and, above all,
to attend to state politics.34 In her extensive study of these travels, Mary Hill
Cole shows that the queen nonetheless remained mostly in the southern part of
her kingdom, especially in the regions near London.35 Because of the need to
govern the disparate geography of his far-flung empire, Emperor Charles V trav-
eled widely and his son, Philip II, initially followed suit. As king of Spain, Philip
traveled out of necessity but seems to have preferred to stay close to Madrid and
Toledo.36 Throughout the sixteenth century, members of the French royal fam-
ily, on the other hand, traveled frequently and relatively widely. In the early part
of his reign, Henri IV mimicked his forebearers. Many of these voyages were
motivated by necessity; strategic trips to regions held or influenced by the
Spanish-backed League enabled military endeavors or enhanced local support.37

Yet unlike most of his predecessors, as the king of Navarre, Henri IV already
knew the southernmost provinces well and his unique circumstances led him to
frequent slightly different parts of the kingdom. Securing subjects’ loyalty in
areas vulnerable to rebellion was a central objective of his itinerancy, as alle-
giance to the monarch was not only an obvious way to assure peace but also
concretized the physical extents of royal authority. In a 1602 survey of
Picardy, for example, interviews with subjects inquired about their political
loyalties as a way of establishing whether a village belonged to France.38 The
relationships cultivated through direct contact were invaluable to Henri IV,
as the Wars of Religion had laid bare the vast kingdom’s seemingly

32 Narkin, 2019, 108–11. Chatenet, 2002, 21–28, outlines the division of the various
courts.

33 Smith, 1988; Chatenet, 2002, 106–12; Baillie.
34 Hill Cole; Dovey.
35 Hill Cole, 23–25, 202–05.
36 Ruiz, 13–20; Parker, 1988, 24; Parker, 2014, 41, 135–37; Gachard.
37 Buisseret, 1984.
38 Buisseret, 1984, 104. This was also true with Claude de Chastillon’s study of the frontier:

see Branch, 20. Branch calls such factors, which also included taxes and judicial districts, “non-
territorial” strategies. On the reality of controlling land versus subjects, see Sahlin, 28.
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unbridgeable linguistic, cultural, and religious diversity, and allegiance to a
common ruler was viewed as a singularly unifying force.39 Burgundian cleric
Guillaume Paradin (1510–90) observed this effect of itinerancy, stating that
“there is nothing that so holds a people in obedience and fidelity as the sight
of their sovereign prince.”40

Relationships nurtured by physical proximity were essential, for as
Machiavelli (1469–1527) knew, and as the Wars of Religion confirmed, in
France it was in the monarchy’s best interest to appease the powerful provincial
nobility.41 When traveling, the monarchs interacted with the local nobility, reli-
gious groups, and civic institutions.42 This was, in part, what made the Valois’
itineraries so successful in eliciting subjects’ fidelity: nobles, clergymen, and
merchants alike clamored to be near their rulers in the hopes of currying
royal favor and the financial and social rewards it promised. The residences
spread across the kingdom also indexed the Crown’s territorial expansion; as
France subsumed regions like Brittany, the monarchy’s real estate portfolio
grew. Even when unoccupied, these buildings manifested the Crown’s author-
ity and stood as visible indicators of royal dominance. Because these stone struc-
tures endured through generations, many residences also visualized dynastic
continuity in their union of old and new construction and continued usage.
Yet despite its clear political benefits, early modern travel was dangerous and
uncomfortable. France’s road system was expanding, but terrestrial journeys
remained arduous, especially given the large trains of people, animals, and pos-
sessions that accompanied the monarchs.43 The hazards of navigating the
French countryside were infamous among visitors like Venetian diplomat
Giovanni Soranzo, whose 1550 report is riddled with complaints about the
“cattivo camino” (“bad road”) he encountered while traveling with the
French court.44 Accidents occurred regularly: in 1606, for instance, Henri IV
and Maria tumbled from a ferry at Neuilly-sur-Seine and the queen had to be
plucked from the water.45 That travel was undertaken despite these perils
underscores itinerancy’s usefulness as a political tool.

39 The unnaturalness of modern French borders is explored by Sahlin; the history of the
concept of borders by Nordman.

40 Paradin, 651. Also cited in McFarlane, 15; Zorach, 104.
41 Machiavelli, 131–46.
42 In Pierre Bourdieu’s formulation, spatial proximity engenders social proximity: Bourdieu,

16–17.
43 Though rough, France’s road system was increasingly well described thanks to Charles

Estienne’s La guide des chemins de France (1552), which appeared in several editions but was
not originally illustrated.

44 Biblioteca Museo Correr, MS Cicogna 1134, fol. 12r.
45 L’Estoile, 7:223.
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Henri IV would have absorbed this lesson during his childhood, much of
which was spent at the French court. At the time of his ascension to the throne,
however, one critical region remained outside of his grasp: Paris. Paris’s status as
the realm’s preeminent city was well established; contemporaries like Du
Cerceau and François de Lorraine (1519–63) referred to it as the capital long
before this was an official designation.46 Upon his release from captivity in
Spain in 1529, François I had declared his desire to make Paris the court’s pri-
mary home, yet his itinerary and construction projects indicate that he was not
fully committed to staying put.47 Thus, although Paris hosted the kingdom’s
major religious and political institutions, the true seat of power traveled with
the royal court.48 The outbreak of civil and religious war at mid-century,
however, forced François I’s grandsons to retreat to the relative safety of the
Île-de-France, and as queen mother, Catherine de’ Medici also spent much
time in the city.49 After finally retaking control of Paris in March 1594,
Henri IV established the region as the primary residence for the court and
the royal family. The king’s bodily safety nonetheless remained a persistent con-
cern; Henri III’s assassination at Saint-Cloud and the numerous attempts on
Henri IV’s own life, culminating in his eventual murder inside a carriage in
Paris, attest to the threats facing the monarchs when traveling. The practical
considerations of security drove the first Bourbon to occupy the same residences
that his immediate predecessor, Henri III, had favored for similar reasons.50

Less well understood, however, are the symbolic benefits—and challenges—
of the decision to largely limit royal travel to the Île-de-France. Further,
the connection between the royal family’s peripatetic lifestyle and the

46 Du Cerceau, fol. 1:3r. In 1547, François de Lorraine called it “Paris, capital of their king-
dom”: Archivio di Stato di Mantova, Archivio Gonzaga (hereafter ASMN, AG) 640 (12 April
1547, François de Lorraine, Saint-Germain-en-Laye), while the author of an undated sixteenth-
century chronicle refers to Paris as “the city of their kingdom”: BnF, MS fr. 23289. Historians
debate when Paris emerged as the kingdom’s capital city: Bove; Boutier et al., 25; Mousnier,
1962; Zum Kolk, 2017.

47 The king declared that he wished to spend “the majority of our residence and sojourn in
our good town and city of Paris”: Registres des délibérations du bureau de la ville de Paris, 17. A
discussion of and data for Francois I’s itineraries can be found in Chatenet, 2002, 20, 37, 320–
21; as well as Zum Kolk, 2017.

48 Chatenet, 1992, 20.
49 Zum Kolk also attributes this decision to changes in the structure of the court: Zum Kolk,

2017.
50 Chatenet, 2010; Chatenet, 2008, 133–41; Chatenet, 1992; Le Roux, 230, 243. A shift

toward Paris was already underway during the reign of Charles IX: Boucher, 148; Babelon,
1986, 71; Zum Kolk, 2017.
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built environment has received little attention, even as the court’s later concentra-
tion at Versailles is remarkable precisely because it so radically altered the mon-
archs’ mode of living. The court’s geographic settlement was a gradual process,
and the paintings in the Galerie des Cerfs manifest a critical moment of change.

In settling the court in the Île-de-France, Henri IV concentrated his archi-
tectural efforts on existing residences and urban interventions rather than new
projects.51 The financial and political uncertainty of Henri IV’s early reign are
viewed as factors in what some historians view as a failure to build, though his
visionary projects in Paris suggest that the story is more complex.52

Contemporary texts on royal buildings indicate that familial lineage was a sig-
nificant factor in how Henri IV organized his architectural efforts. Du Chesne,
for example, narrated architecture through dynastic history. In his discussion of
the chateau of Vincennes, the author described the interventions of Philippe de
Valois (r. 1328–50), his son, and his grandson Charles V (r. 1364–80), before
culminating with the contributions of the first Bourbon’s immediate predeces-
sor, Henri III.53 Among the buildings he describes, Du Chesne signals three
residences in particular as “fruits of the peace” that had been achieved through
Henri IV’s reign: Fontainebleau, the Louvre, and Saint-Germain-en-Laye.54 At
these sites, Henri IV expanded and renovated existent structures, appropriating
their symbolic associations with previous monarchs, foremost among them
Louis IX and François I. Henri IV’s legitimacy as the rightful king of France
depended on his ties to these two men.

François I had successfully assumed power following the deaths of Charles
VIII (r. 1483–89) and Louis XII (r. 1498–1515) without male heirs, the
most effective example of dynastic change in recent memory. His son, Henri
II, daughter-in-law Catherine de’ Medici, and reigning grandsons all adopted
François I’s political authority and cultural hegemony in one way or another
to convey stability.55 It is unsurprising, then, that Henri IV chose to follow
suit. Reaching back into the medieval past, Henri IV’s self-identification with
Louis IX (r. 1226–70) was critical for two additional reasons. First, the Bourbon
king’s claim to the throne remounted three centuries back to Louis IX. The
chronological distance of this relation was a source of tension that Henri IV

51 Ballon; Galletti, 2016, 328; Lurin, 2016.
52 Thuillier, 1992, 355, 360, addressed this historiographic oversight. Lurin ascribes Henri

IV’s focus on existing residences to pragmatism, and financial precarity certainly informed the
king’s plans, although it does not tell the whole story: Lurin, 2012, 235. On the king’s building
projects, see Ballon. Galletti, 2016, discusses Henri IV’s galleries specifically.

53 Du Chesne, 1609b, 1.245.
54 Du Chesne, 1609b, 1.245.
55 Chatenet, 2002, 136. Catherine appealed to her son, Charles IX, to follow in his grand-

father’s footsteps in ordering the court’s daily ceremonial: La Ferrière, 2:90–95.

THE GALERIE DES CERFS 465

https://doi.org/10.1017/rqx.2021.3 Published online by Cambridge University Press

https://doi.org/10.1017/rqx.2021.3


sought to overcome by foregrounding the endurance of blood ties. Second, the
medieval king’s sainthood lent Henri IV religious credentials that he desperately
needed to overcome the stain of his earlier Huguenot faith. A woodcut by an
unknown artist created sometime after 1594 visualizes these familial relations
(fig. 2): an olive tree sprouts from the torso of a reclining, serpentine Louis
IX and bifurcates into two branches, one of which holds the lineage of

Figure 2. Unknown creator. Le prix d’outrecuidance, et Los de l’Union, ca. 1595. Paris,
Bibliothèque nationale de France, Rés. FOL-LA25-6. © Bibliothèque nationale de France.
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Henri IV and the other that of Henri III, which includes François I.56 As Lurin
has shown, in a similar vein, the frontispiece of Du Chesne’s Antiquitez et
recherches de la grandeur & majesté des roys de France (Antiquities and investiga-
tions of the greatness and majesty of the kings of France, 1609) presents Henri
IV alongside portraits of Clovis (r. 481–511), Charlemagne (r. 768–814),
Hugh Capet (r. 987–96), and Louis IX, relating these rulers to one another
via the shared architectural pursuits described in Les Antiquitez et recherches
des villes, chasteaux, et places plus remarquables, published the same year.57

With the dedication to the dauphin and the young prince’s appearance along-
side his siblings, the Antiquitez further connected Henri IV’s heirs to his pre-
decessors through French architectural heritage.

Analysis of Henri IV’s itinerary also demonstrates a strong preference for
Fontainebleau, Paris, and Saint-Germain-en-Laye in the years following his
1600 marriage.58 The king’s itinerary, published with his letters by Jean-
Claude Cuignet in 1997, provides a glimpse—partial though it is—into
Henri IV’s movements. The data provided by Cuignet’s published itineraries,
once cleaned and plotted on an interactive ArcGIS map, visualizes what at first
appears to be the impressive geographic scope of Henri IV’s travels (fig. 3). This
map is designed to show the relative frequency with which the king visited each
region.59 Yet singular events had provoked the king’s visits to many of these
locations. After nominally conquering his realm, the king continued to travel
for military purposes; the Franco-Savoyard War of 1600–01, for example,
took him to Lyon and Chambéry. Even after accounting for these extended
voyages, Henri IV spent a remarkable 86 percent of the dates for which his itin-
erary is known at the three Île-de-France residences named above. A graph cre-
ated in the data visualization program Tableau to represent this information
must be interpreted in tandem with the map, as the former shows the relative

56 Jean Brunel proposes that this anonymous image was based on a print with accompanying
German and Latin text by François Hogenberg, although he notes important differences. The
French version’s reference to JeanChastel’s attempted regicide, which the anonymous author com-
pares to Jacques Clément’s assassination of Henri III, dates the print to after 1594: Brunel, 88.

57 Du Chesne, 1609a; Lurin, 2012, 258n131.
58 The king’s itinerary is based on Cuignet, which utilizes various sources. The dauphin is

tracked using Héroard’s journal. Maria de’ Medici’s itinerary has yet to be published. The
adjoining graphs end with Henri IV’s assassination on 14 May 1610.

59 To create themap, the textual data inCuignet’s itineraries was translated into ArcGIS shape-
file layers for the years 1600 to 1610. The years prior to 1600 were excluded, since the military
campaigns the king undertook at this time necessitated an entirely different type of travel. These
were then imported into the software and themap iconography set toweigh the entries according to
the frequency of their appearance in the data. IfHenri IV visited two locations on a single date, they
are entered as separate data points in both the map and the chart.
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frequency with which Henri IV visited each location as well as demonstrating
the number of days for which no data is currently available (fig. 4).60 Even in
the absence of richer information, reading the map and graph together makes it
possible to conclude that the king spent a great deal of his time at the Louvre,
Fontainebleau, and Saint-Germain-en-Laye. The same phenomenon is appar-
ent in the itineraries of other members of the royal family. While young princes
and princesses usually traveled independently of the adult court, their spatial
upbringing informed their later sociopolitical relationships, and the dauphin’s
itinerary should be understood as a corollary to his father’s. In a break with the
conventions of the last Valois, Henri IV’s dauphin, Louis, principally resided at
Fontainebleau and Saint-Germain-en-Laye. Under François I and Henri II, the

Figure 3. Map of Henri IV’s itinerary, 1600–10. Author’s diagram.

60 This represents 55 percent of all dates in the period 1600–10, however it is likely that the
1,334 missing days include sojourns at Fontainebleau, Paris, and Saint-Germain-en-Laye as
well. To create the pie chart in figure 4, ArcGIS data in spreadsheet form was uploaded into
Tableau software. The Unknown section reflects the total number of days for which Henri IV’s
location is not known.
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royal children had frequented Saint-Germain but only rarely lodged at
Fontainebleau or in Paris, preferring instead the safe distance and healthy airs
of the Loire Valley.61 In addition to responding to practical concerns, Henri
IV’s decision to raise his children at these residences suggests that he wished
to associate his heirs with particular buildings and the monarchs who had
built them. The pronounced changes in the royal family’s itineraries at
this point in history mark a comprehensive shift in the monarchy’s manner
of occupying its realm.

Against a backdrop of the French monarchs’ historically close proximity to
their subjects, Henri IV’s removal to the Île-de-France radically transformed the
space of royal power. This was potentially problematic, since, as described
above, a central goal of royal travel was to curate personal relationships and
strengthen subjects’ perception of closeness to the sovereign. Henri IV’s dimin-
ished personal presence in the provinces thus required a substitution—a way to
fortify loyalties that was grounded in representations rather than frequent face-
to-face contact. Political remedies like the burgeoning intendant system and
reconfigured clientage relationships sought to address the evolution of

Figure 4. Graph with Henri IV’s itinerary, 1600–10. The Other category includes locations at
which the king spent fewer than twenty days total during this period. Author’s diagram.

61 Narkin, 2018.
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governance caused by the monarchy’s diminished itineraries.62 As complements
to these solutions, images like those in the Galerie des Cerfs memorialized a
network of residences that had largely ceased to serve a practical function.
The portrayal of residences—most of which Henri IV and his family rarely
or never visited—in the Galerie des Cerfs emphasized the king’s ties to dynastic
history and visualized his control over French territory in a way that had pre-
viously been accomplished through travel.

THE ARCHITECTURAL SETTING

The complexity of Fontainebleau’s plan is the result of its enduring prominence
in the life of the French royal family. Though the chateau’s earliest origins are
medieval, monarchs continued to demolish, renovate, and expand the site
through the sixteenth century.63 Following in this tradition, Henri IV erected
the Galerie des Cerfs on the ground floor of a new building adjacent to the oval
court. The building was finished by January 1600.64 Shortly thereafter, he com-
missioned his Peintre Ordinaire (Principal Painter in Ordinary), Louis Poisson,
to decorate the gallery with a series of mural maps representing a selection of
royal residences, their parks, and nearby villages, work the artist completed
by 1608.65 Galleries were common in early modern French chateaux. Their
oblong shape made them an ideal “place to stroll”—to use the words of architect
Sebastiano Serlio (1475–ca. 1554)—and offered the royal family a space for
indoor exercise and visits with guests.66 These spaces’ long walls lent themselves
to expansive painting cycles that could capture the attention of those who
entered. As Fontainebleau expanded, its galleries had multiplied: François I
constructed the gallery which is now named after him as well as the Galerie
d’Ulysses.67 Henri IV’s addition of a gallery complex in the chateau’s northern

62 Buisseret, 1966; Finley-Croswhite.
63 Boudon and Blećon.
64 Ciprut, 160–63.
65 Samoyault, 1989, 27. Earlier authors, including Dimier, erroneously attributed the cycle

to Toussaint Dubreuil based on Guilbert, 183. Samoyault identifies 20 March 1608 as the lat-
est date on which Poisson’s paintings could have been completed, citing the dauphin’s visit to
the gallery—recounted in Doctor Jean Héroard’s journal—as evidence: Samoyault, 1989, 27.
He dismisses an earlier visit by the prince on 1 September 1604, stating that the paintings were
not necessarily finished by then: Héroard, 83–84, 325. On the gallery’s construction, see AN,
Minutier Central XIX 341, no. 47.

66 Sebastiano Serlio, book 7, 56; Guillaume.
67 On the Galerie d’Ulysses, see Mignot; Béguin et al.
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quadrant was a spatial answer to his predecessor’s architectural and political
reputation.68

The Galerie des Cerfs was part of Henri IV’s expansion of the chateau’s east-
ern and northern extremities.69 Since the reign of François I, the king’s apart-
ment at Fontainebleau had migrated from the Pavillon de Saint Louis in the
oval court to the Pavillon des Poêles, finally returning to the donjon under
Henri IV.70 Abutting Henri IV’s quarters to the east were Maria de’ Medici’s
apartments, from which the Galerie de la Reine extended to the north.71 The
Galerie des Cerfs sits directly below this gallery on the ground floor. Extensive
reconstruction of the existent oval court apartments was necessary to position
the superimposed galleries at a harmonious angle with the irregular donjon.72

The new galleries’ location placed them firmly within the royal domain, even
though they were accessed independently. As a residence, Fontainebleau per-
formed royalty by housing ceremonies along with a revolving cast of courtiers
and household staff. Because the chateau served these multifarious functions,
its spaces were routinely altered to address the royal family’s evolving
needs; nonetheless, the monarchs’ apartments held exceptional significance
since they indicated the physical presence of the king and queen. With other
buildings commissioned by Henri IV—the Orangerie and the Galerie des
Chevreuils—the Galerie des Cerfs formed an enclosed courtyard near the
royal apartments, now known as the Jardin de la Reine.73 Analyzing the politics
inherent to Henri IV’s collecting activities, Delphine Trébosc describes this
entire complex and the objects it housed as a conscious effort to laud the
peace won by Henri IV and his “inscription in monarchical continuity [and,]
in this way, the legitimacy of his sovereignty.”74 With the hunting trophies and
artworks Trébosc analyzes, the Galerie des Cerfs depicted a global vision of
Henri IV’s domination of France’s land, people, and the past.

68 This can also be said of the new galleries at Saint-Germain-en-Laye’s Château Neuf, as
Lurin indicates: Lurin, 2016, 356.

69 Fontainebleau’s construction history is recounted in detail in Boudon and Blécon.
Samoyault, 1989, discusses the archival documents describing the construction and decoration
of the Galerie des Cerfs.

70 Boudon and Blécon, 29–30, 67–71, 75–77.
71 To be consistent with existent studies of Fontainebleau, this article uses the European

system of floor numeration wherein the ground floor is not counted and the first floor is the
étage or piano nobile.

72 Boudon and Blécon, 75–77.
73 The gallery gained this name because of its proximity to Catherine de’ Medici’s apart-

ment. This space is visible in Du Cerceau’s prints, 1576–79, and in drawings at the British
Museum, ca. 1580: 1973,U.1354, 1972,U.858.

74 Trébosc, 42.
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The Galerie des Cerfs may have been inspired by an eponymous space at
Blois, a residence that Henri IV rarely visited but that nonetheless had dynastic
significance, having entered the royal domain with Louis XII’s succession in
1498. As at Fontainebleau, Blois’s gallery extended from the royal apartments
to the chateau’s gardens, and both its decor and its architecture linked it to
nature.75 A plan conserved at the National Museum of Stockholm shows
that one would have accessed the Galerie des Cerfs via the garden, which in
turn could be entered from the oval court or a stairway that led down from
the king’s cabinet on the first floor (fig. 5).76 Compared to the Jardin de la
Reine, the oval court was a more public space that the royal family employed
for ceremonies, including the baptism of the dauphin and his sisters in 1606.77

Lacking an ostentatious entryway like the oval court’s Porte du Baptistère, the
gardens were further removed from the heart of activity in the donjon. Visiting
in 1625, Cardinal Barberini’s (1607–71) legate referred to it as a “secret gar-
den.”78 While the precise meaning of this phrase is unclear, it suggests that
the space was less accessible than Fontainebleau’s other courtyards. The gallery’s
distribution, however, indicates that access was not restricted solely to the mon-
archs.79 Although the royal apartments overlooked it, they did not communi-
cate internally with the Galerie des Cerfs. Since both monarchs’ suites included
separate galleries, the Galerie des Cerfs was a third space that expressed a con-
ception of dynastic monarchy that was intimately tied to the French landscape
(of which the adjoining Jardin de la Reine was a microcosm) and to the Crown’s
architecture, with Fontainebleau situated at its symbolic heart. In early modern
France, gardens formed an essential component of daily and ceremonial life for
the monarchy. One need look no further than Du Cerceau’s prints and draw-
ings to comprehend the centrality of natural spaces in the planning and occu-
pation of royal architecture. Henri IV expanded upon this tradition, creating

75 Blois’s Galerie des Cerfs was destroyed in the mid-seventeenth century to accommodate
the new Gaston d’Orléans wing: Smith, 1989, 311–12; Lesueur and Lesueur, 46–54. On its
probable décor, see De Beatis, 144.

76 Boudon and Blécon, 76. A drawing at the State Museum of Stockholm, National
Museum Tessin-Harleman (NM THC) 23, created sometime before 1609, shows the location
of this stairway: Samoyault, 1992, 313–24.

77 The distinction between public and private is a modern invention; this article uses the
relative definitions outlined in Galletti, 2016, 329, wherein access to a public space was
based on rank and private rooms could be entered only with the monarch’s permission.

78 Müntz and Molinier, 14.
79 On the increasing diversification of gallery types and functions under Henri IV, see

Galletti, 2016.
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the Jardin de la Reine as well as Fontainebleau’s Grand Canal and the grottoes
and terraces of Saint-Germain-en-Laye’s Château Neuf.80

Despite their exclusion from the line of succession in France, dynastic suc-
cess depended on women to bear heirs, expand the Crown’s territory through
the territories they brought to their marriages, and to serve, when necessary, as
regents for their minor sons.81 Maria de’ Medici’s role as mother of the
Bourbon line, the proximity of the gallery to her apartment, and the
Florentine precedents for the gallery’s mural maps, suggest that the queen
was critical to the form and meaning of the Galerie des Cerfs. As the daughter
of Grand Duke of Tuscany Francesco de’ Medici (1541–87) and Archduchess
Joanna of Austria (1547–78), Maria’s pedigree advanced France’s diplomatic

Figure 5. Claude Mollet. Plan of Fontainebleau, before 1609. Stockholm, Nationalmuseum,
Tessin-Harleman Collection (NM THC) 23. Author’s diagram. © Nationalmuseum. A. Galerie
des Cerfs; B. Donjon court; C. Royal apartments; E. Galerie François I.

80 Lurin, 2008, 139. On the Francini brothers, see the articles in the special issue of the
Bulletin Monumental edited by Lurin and Rostaing.

81 Anne de Bretagne’s marriages to Charles VIII and Louis XII are an example of the suc-
cessful annexation of territories via marriage. Henri II hoped to acquire Scotland through his
son’s marriage to Mary Stuart in an equally ambitious, if ultimately failed example. On the role
of queens in early modern France, see Cosandey.
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and financial relationships in the Italian peninsula. Poisson set his paintings in
trompe l’oeil frames and bordered them with painted architecture that featured
both the king and queen’s initials.82 The union of the two monarchs’ insignia, a
decorative tradition in France, can also be found in Fontainebleau’s Porte du
Baptistère, which commemorated the dauphin’s baptism. The presence of
intertwining emblems in these two dynastically significant spaces underlines
Maria’s role in the Bourbon dynasty.83 When she arrived in France in 1600,
Maria brought with her the knowledge of contemporary Florentine map cycles
and an astute comprehension of art’s political potential.84 The Medici had long
employed painted maps to communicate domination of land or geographic
knowledge.85 Maria’s grandfather, Cosimo I de’ Medici (1519–74), had
commissioned a cycle of maps representing the earth and cosmos for the
Guardaroba Nuova at the Palazzo Vecchio, where he housed his
Wunderkammer, itself a visualization of intellectual authority.86

Even more closely related to the Galerie des Cerfs in both subject and style
were the seventeen lunette paintings depicting the Medici villas created by
Flemish painter Justus van Utens (d. 1609) between 1599 and 1602.
Commissioned by Maria’s uncle, Ferdinando I (1549–1609), Utens’s cycle
adorned a sala (sometimes called the Room of the Cities) at the newly con-
structed Villa di Artimino.87 Like Utens, Poisson rendered most of the resi-
dences from a cavalier perspective with careful attention to architectural
detail and the surrounding landscapes. The smaller format and higher place-
ment of the Villa di Artimino paintings required the painted edifices to be pro-
portionately larger than those at Fontainebleau, yet the two cycles evidence
similar impulses: to visualize a family’s architectural grandeur and the corre-
sponding accumulation of territorial power. By the time Maria departed
Florence, the Artimino project was underway and the queen corresponded reg-
ularly with her Italian confidants throughout her reign. The number of portraits
of Maria and Henri IV in the archives of the Guardaroba Medicea at the
Archivio di Stato of Florence attest to the bidirectional cultural exchange that

82 While later repainted, the current décor mimics the original paintings: Guilbert,
183, 192.

83 Guilbert, 192, attests that these were part of the original design.
84 Galletti, 2014; Bassani Pacht.
85 Foriani, 2007; Shulz. Barber and Harper outline the conventions of mural maps in the

period.
86 On the arguments presented in the wardrobe’s maps, see Foriani, 2007; Foriani 2005,

17–39.
87 Only fourteen of these paintings survive. Mignani’s is the only in-depth analysis of the

cycle, although Utens’s work is frequently cited in studies of Renaissance gardens as evidence
for these sites. See, for instance, Vercelloni and Vercelloni, 44–46.
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existed between the two states.88 As the mother of the Bourbon dynasty, Maria
de’ Medici was invested in its legitimation as a source of honor for her family
and an assurance of stability for her children. The coincidence of her arrival in
France and the commission makes it likely that Utens’s cycle inspired the
Galerie des Cerfs and it is possible that the queen contributed in some way
to its planning. The gallery’s proximity to the royal quarters, similarities to
Florentine models, and occurrence around the time of Henri IV’s second mar-
riage indicate its role as a statement about royal dignity’s endurance and the new
king’s place in French history.

THE PAINTING CYCLE

The name of the Galerie des Cerfs refers not to Poisson’s paintings but, rather,
to the forty-three mounted stags’ heads that lined its walls.89 Although danger-
ous, the stag hunt was a noble sport in which the monarchs performed
their physical prowess and asserted spatial as well as social domination.90 For
this reason, stags figured prominently in the coats of arms of Charles VI
(r. 1380–1422), Louis XII, and the dukes of Bourbon.91 Fontainebleau’s
history was intimately tied to hunting and, according to Père Dan’s 1642 guide-
book, the residence had developed in part because of its proximity to game-rich
forests.92 The inclusion of hunting trophies accentuated the gallery’s claims
about Henri IV’s connections to royal history. In his discussion of the space,
Dan identified the stags by their provenance, tracing them to monarchs such
as Charles VI, Henri IV, and Louis XIII (r. 1610–43).93 The Valois kings—
including Henri II and Charles IX (r. 1560–74)—had also played a part in
assembling the collection.94 While many of the residences painted in the
Galerie des Cerfs were hunting retreats, this was not universally true and
even in cases like Chambord, the identity of the residences was not solely or

88 These encompass works from during and after Henri IV’s reign: see Baldini.
89 Dan, 4–6.
90 The chaplain of Lodovico Gonzaga, who was raised in France as a page to the future

François II, continually expressed fears about the dangers of hunting stag and described previ-
ous accidents: ASMN, AG 647 (26 April 1555, Francesco Borsieri, Fontainebleau); AG 645
(10 April 1553, Francesco Borsieri, Saint-Germain-en-Laye); AG 645 (26 April 1553,
Francesco Borsieri, Saint-Germain-en-Laye); AG 645 (16 September 1553, Francesco
Borsieri, Senlis). The sport’s inherent danger added to its power as a symbolic performance.

91 Girard discusses the iconography of stags in the context of Louis XV’s Versailles, describ-
ing their liminality and sexual connotations.

92 Dan, 4.
93 Dan, 4–6.
94 Herbet, 406.
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even primarily characterized by the hunt. Instead, the hunt was one aspect of a
complex decorative cycle that was more deeply concerned with royal architec-
ture and French history.

As in the seventeenth century, visitors entering the Galerie des Cerfs today
face the expanse of the long eastern wall. Here, eleven paintings show buildings
in the Île-de-France and the other traditional regions of the monarchy’s resi-
dency: the Loire Valley and Picardy (fig. 6).95 Moving through the gallery
from north to south, these include Folembray and Coucy, Compiègne,
Villers-Cottêrets, Blois, Amboise, Chambord, Saint-Léger, Charleval,
Montceaux, Verneuil, and the chateau of Madrid. These chateaux vary dramat-
ically in style, location, size, and history but are unified through their references
to the kings with whom Henri IV wished to associate himself.96 Louis IX had
either built or inhabited at least five of the residences, while nine of the seven-
teen edifices offered explicit connections to François I. Henri IV had recently
acquired two of the buildings: Montceaux—once the property of Catherine de’
Medici—which he repurchased for the Crown in 1594, and Verneuil, which
he procured in 1599.97 The inclusion of these two buildings in the
gallery cycle inserted the first Bourbon into a visual history of royal architecture.

Figure 6. Location of paintings in the Galerie des Cerfs. Author’s diagram.

95 Royal itineraries from Charles VIII to Henri III show a marked preference for these latter
two regions: Chatenet, 2002, 15–38, 318–23. On Cour-de-France.fr, Caroline Zum Kolk has
created searchable databases for the itineraries of a number of French monarchs: see Zum Kolk,
2015; Zum Kolk and Rocher; Zum Kolk and Müller.

96 Louis IX: Amboise, Blois, Saint-Germain-en-Laye, Vincennes, and the Louvre. François I:
Amboise, Blois, Chambord, Compiègne, Coucy, Folembray, Madrid, Saint-Léger, and Villers-
Cottêrets. On the king’s identification with certain kings, see Mousnier, 2008, book 2,
63–228. Lurin argues, and this article concurs, that Henri IV’s architectural commissions strate-
gically emphasized continuity: Lurin, 2016, 344; Lurin, 2012, 236; Lurin, 2008.

97 Montceaux remained unfinished at the queen mother’s death and subsequently passed
out of royal hands. Henri IV’s mistress, Gabrielle d’Estrées, inhabited the chateau during
the renovations. In 1601, the king gifted the residence to Maria de’ Medici and construction
continued: Coope, 72–73. Henri IV acquired Verneuil for another mistress, Catherine
Henriette de Balzac d’Entragues.
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In this way, the gallery visualizes Henri IV’s pronouncement to Parlement
on 7 January 1599, when he proclaimed that the kingdom was his “by heritage
and by acquisition.”98 Though ostensibly referring to the macrocosm of
the realm, this statement likewise applies to the Crown’s built environment,
which, I argue, marked and molded French territory. The buildings
painted in the gallery were thus not mere monuments; they had long
functioned as seats of power from which the monarchy governed. Their
assembly at Fontainebleau visualizes an enduring network of territorial and
social power.

Like Alberti’s and Ligorio’s views of Rome, the Galerie des Cerfs envisioned
a kingdom whose grandeur derived from the continuity of past and future glory
as embodied by the built environment. The inclusion of the chateau of
Charleval is particularly revelatory of this strategy. Begun by Charles IX on a
plot of land in Normandy, the building was not completed and almost never
occupied. By the early seventeenth century it was largely abandoned.99 In
addition to adding a historicizing veneer, Charleval’s crumbling appearance
provided a critical link to the last Valois and pointed to Henri IV’s reestablish-
ment of French prosperity in the wake of civil war.100 A century later, the gal-
lery’s success in evoking a specific version of the royal past is evident in Pierre
Guilbert’s Description historique des chateau, bourg et forest de Fontainebleau
(Historical description of the chateau, village, and forest of Fontainebleau,
1721). In his discussion of Poisson’s paintings, Guilbert narrates each building’s
history, connecting the images to the Gauls, Clovis, and Charlemagne, as well
as to Henri IV’s immediate predecessors and heirs.101 This circle of associations
linking past and present to the future embodies the propagandistic political
narrative inherent in the Galerie des Cerfs.

In connecting his reign to France’s network of royal residences, Henri IV drew
on a long-standing artistic tradition. Buildings were understood in relation to their
residents, and this symbolic association had assumed visual form from themedieval
period on. In addition to Les plus excellents bastiments de France, the manuscript
illuminations now known as the Très riches heures (The very rich hours, begun
ca. 1412) include edifices tied to the volume’s patron, the Duke of Berry

98 L’Estoile, 7:165.
99 Boudon and Mignot, 168–71. Lurin points out that the depiction of Charleval is not

wholly original and seems to have been taken from a 1696 drawing during one of the gallery’s
early restorations: Lurin, 2012, 235. Nonetheless, the architect, Alexis Paccard, did historical
research on the originals and it is likely that Poisson also showed Charleval in a state of ruin: see
Trébosc, 42.

100 Lurin, 2012, 235.
101 Guilbert, 183–93.
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(1340–1416), who had wrestled with his power relative to that of the throne
throughout his life.102 A lesser-known document from 1460 at the Bibliothèque
nationale de France, MS fr. 4991, visualizes the connection between
individuals and architecture even more explicitly. Its pages present a genealogy
of the French monarchs that pairs royal portraits with buildings associated with
each king’s reign: Philippe Auguste, for instance, is shown alongside the chateau
of Vincennes. In such examples, the artist employed buildings—primarily prom-
inent churches and other religious edifices—to construct a map of France, com-
pleting the trinity of associations between ruler, architecture, and the kingdom
that was essential to securing the peace in the period immediately following the
dynastic tumult of the Hundred Years’ War.103 Henri IV’s adaptation of such
visual models in the Galerie des Cerfs addressed a similarly disruptive moment
for royal authority.

The gallery’s current state is the result of a long history of destruction
and renovation. Following an early restoration by Poisson’s grandson, in the
eighteenth and nineteenth centuries Louis XV (r. 1715–74), Louis XVI
(r. 1774–92), and Napoleon I (1769–1821) expanded and partitioned
the space to accommodate additional apartments.104 Later, Napoleon III
(1808–73) undertook work to return the space to its original state.105 Some
of the paintings, including the chateau of Madrid, were well preserved during
this process while others, like Charleval, were discovered in a sorry state of dis-
repair.106 The architect charged with the project, Alexis Paccard (1813–67),
seems to have thoroughly researched the restoration project.107 Although the

102 Buisseret views the Très riches heures as a prototype for the expression of territoriality:
Buisseret, 2003, 29–48.

103 Serchuk describes this manuscript and interprets it in the context of English aggressions
and the Hundred Years’ War.

104 Payments to Jean Poisson from 1646, 1646, and 1656 in Société de l’histoire de l’art
français, 44–45. The 1656 payment specifies that it was for restoration work. Louis’s son
and Jean’s father, Pierre, was also paid for the upkeep and cleaning of the paintings at
Fontainebleau and Saint-Germain-en-Laye in 1636: Société de l’histoire de l’art français, 44;
Müntz andMolinier, 107. On the gallery’s evolution, see Herbet, 407–10; Gouvenin; Lameire;
Samoyault, 1989. Archival sources documenting the restoration include AN, F21 802, no. 3;
AN, F21 1485; AN, F21 1486; AN, F21 3141; and AN, F21 3142.

105 Herbet, 405–10. Granger provides an overview of this work, which was supervised by
Paccard and Alexandre-Dominique Denuelle. On the team charged with executing the resto-
ration work, see Lameire; Gouvenin, 41; Granger, 243–44.

106 Letters from bureau chief Juinias to Fould, AN, F21 1484 (December 1858 and 10
October 1860). A reconstruction of original parts of the Louvre painting relative its restoration
can be found in Berty and Legrand, 2:96–97, plate 21.

107 Gouvenin, 40.
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nineteenth-century interventions mediate modern understanding of the cycle,
certain facts—principally the identity of each building and the overall schema of
each layout—allow one to understand the murals’ content. Most of Poisson’s
paintings deploy cavalier perspectives in which some buildings are shown in
profile, a solution similar to the representation of architecture in maps created
by Henri IV’s Géographes et Ingénieurs du Roi.108 Each of the panels centers on a
chateau, which is usually positioned in the bottom half of the frame where its
details could be legible to viewers. Except for the Louvre and Vincennes, which
use a different format, the buildings occupy only a small portion of each paint-
ing. The remaining spaces reveal the villages, religious edifices, and natural land-
scapes that surrounded the chateaux. Poisson carefully renders the sprawling
gardens, fields, and forests of the countryside as well as the roads and rivers
that connect them, listing their names in accompanying white cartelline (ban-
ners). Naming these sites contributed to the maps’ ability to express the king’s
domination: through their appearance in the gallery’s maps they are cataloged as
Henri IV’s possessions.109

Additional labels inside trompe l’oeil cartouches furnish the name of the cha-
teau and note the total size of its park or forest. These measurements give an
impression of the royal domain’s vastness; Fontainebleau contained nearly
26,000 arpents, with one royal arpent equivalent to approximately half a hect-
are. The roads and waterways suggest movement between the buildings and
invite the viewer to visually link the paintings. The distance and path from
one chateau to another were crucial for planning itineraries, ceremonies, and
military maneuvers. In Les plus excellents bastiments de France, Du Cerceau con-
sistently references the distance between royal and noble residences in the texts
that accompany his prints, describing Saint-Germain as “five leagues from
Paris,” for instance.110 Given the first Bourbon’s diminished itinerary, the
importance of distance as a symbolic expression of the geographic reach of
the Crown’s authority increased.

The short ends of the gallery feature the chateaux of Fontainebleau (fig. 7)
and Saint-Germain-en-Laye. As his itinerary shows, Henri IV spent much time
at these two residences due to their strategic locations, ample interiors, and his-
torical importance. Critical to the narratives of continuity and territorial dom-
ination embedded in the Galerie des Cerfs was its location at Fontainebleau, a
residence that had, even by the early seventeenth century, come to serve as a

108 See, for example, Jean de Beins, Carte du Baillage de Gex, 1606 (British Library MS
21117, fol. 33v), cited in Barber, 1997, 86–87. On the ingénieurs, see Buisseret, 1964.

109 Harley, 69, lays out a useful formula for the representational hierarchies of maps.
110 Du Cerceau, fol. 1:5v.
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palimpsest of royal history.111 As at Fontainebleau, at Saint-Germain-en-Laye
François I constructed a new edifice atop existent foundations, physically wed-
ding his reign to the past. The new structure was designed to highlight the
Gothic chapel of Louis IX, which it embraces while simultaneously leaving
the chapel visible from both the street and the courtyard.112 Henri IV further
expanded the residence, building the now-destroyed Château Neuf overlooking
the Seine just two hundred meters to the east of the older chateau.113 In doing
so, he completed a project originally undertaken by Henri II before his death.
With this addition, the king created a site capable of comfortably housing the
entire royal family and court according to the specific needs of each constitu-
ency, just as he had done at Fontainebleau and the Louvre. Du Chesne empha-
sizes Saint-Germain’s medieval origins and François I’s interventions, but
ultimately he credits Henri IV with having “rendered this maison of his
predecessors truly Royal” through the architectural and engineering feats he
narrates at length.114 Du Chesne describes Saint-Germain’s ancient history as
central to its meaning, aligning Henri IV’s reign with the past through his
architectural accomplishments and continued use of the historical spaces.

Figure 7. Louis Poisson. Fontainebleau, ca. 1608. Galerie des Cerfs, Fontainebleau. © RMN-
Grand Palais / Art Resource, NY.

111 Dan; Boudon and Blécon; Lurin, 2016.
112 On the medieval chateau at Saint-Germain-en-Laye, see Léon.
113 Kitaeff; Lurin, 2010.
114 Du Chesne, 1609b, 1.275.
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The pairing of Fontainebleau and Saint-Germain-en-Laye in the Galerie des
Cerfs recurs in another painting cycle that Henri IV commissioned from Poisson
later in his reign.115 In a gallery at the Château Neuf, Poisson depicted twenty-
twomaps of world cities ranging fromMantua to Aden in present-day Yemen.116

Among these places, Poisson included Fontainebleau, positioning it alongside
the metropolises of Italy and the Holy Roman and Ottoman empires and elevat-
ing its status by association.117 This space mirrored a second gallery
decorated with paintings that portrayed Henri IV as Francus, the heroic founder
of France in Pierre de Ronsard’s Franciade (1572).118 Similarly to
Fontainebleau’s new superimposed Galerie des Cerfs and Galerie de la Reine,
at Saint-Germain-en-Laye the new galleries were built adjacent to the royal apart-
ments and their architecture and décor were closely allied to the monarchs’ iden-
tities. The Saint-Germain-en-Laye cycle expressedHenri IV’s imperial ambitions
and, when juxtaposed with the epic that Ronsard had penned for Charles IX, fur-
ther linked the king’s territorial concerns to dynastic strategies.119

Poisson’s visual quotation of the Galerie des Cerfs on its own walls com-
pleted a chain of references that centered on architecture as a defining aspect
of Crown and kingdom. A precedent for this conflation of architecture and
authority can be found in Fontainebleau’s Galerie François I. Here, a diminu-
tive stucco-framed fresco representing the chateau’s Porte Dorée adjoins a
painting of Fontainebleau Nova Pandora and wood panels featuring François
I’s arms, emblem, and initial.120 This earlier example likely influenced Henri
IV’s commission of the Galerie des Cerfs, which argued for legitimacy through
domination of royal history rather than the mythical past presented in the
Galerie François I. Lurin has pointed out the discursive similarities between
Fontainebleau’s galleries and the Bourbon king’s commission of the Louvre’s
new Petite Galerie, which was adorned with the king’s portrait and those of
his predecessors.121 Writing on French history in 1605—likely with the
Galerie des Cerfs in mind—De Laval expressed his “surprise that [François I]

115 Samoyault, 1989, 29.
116 Gölnitz, 179–80, describes the cycle. Some of his identifications are erroneous:

Samoyault, 1989, 30–32.
117 Poisson drew from Georg Braun’s Civitates Orbis Terrarum: Samoyault, 1989, 32.
118 BnF, MS fr. 26192, no. 106, includes payments for Poisson’s work at Saint-Germain-en-

Laye as well as Fontainebleau. On the Franciade cycle, see Cordellier, 1985; Lurin, 2016, 356–57.
119 There is no consensus on which of these two galleries corresponded to the king’s apart-

ment: Samoyault, 1989, 37–38n74. However, Lurin convincingly argues that the Ronsard gal-
lery connected to the king’s gallery: Lurin, 2008, 133–35.

120 Zorach, 48–53.
121 Lurin, 2012. See also Galletti, 2016, 322–23; Cordellier, 2004.
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had not somewhere depicted his beautiful palaces, a subject proper and partic-
ular to his predecessor kings and to himself.”122 Henri IV took up exactly this
subject, playing on the associations between the concept of dynasty and the
built environment that were so clear to Laval. The spatial primacy accorded
to Fontainebleau and Saint-Germain in the Galerie des Cerfs supported the
establishment of two residences as poles of Henri IV’s itinerary and as central
actors in his performance of dynastic history.

A second pair of complementary residences flank the entrance to the Galerie
des Cerfs: the Louvre (fig. 8) and the chateau of Vincennes. Because of their
location on the wall of windows facing the courtyard, these paintings have a
different format than the others: they are square, the edifices are proportionally
larger, and the frames are cropped more closely around the buildings, revealing

Figure 8. Louis Poisson. Louvre, ca. 1608. Galerie des Cerfs, Fontainebleau. © RMN-Grand
Palais / Art Resource, NY.

122 De Laval, fol. 446v.
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less of the surrounding landscape.123 Like the Fontainebleau–Saint-Germain
dyad, this pairing visualized Henri IV’s spatial relationship to the Capetians
and Valois. Louis IX and François I had built at both sites and periodically
inhabited them. Since the reign of Philippe Auguste, the Louvre had been an
important royal landmark within Paris, even if it was inconsistently occupied.
François I renovated the old fortress, as did Henri IV, slowly shifting its func-
tion from fortification to residence.124 Located east of Paris, Vincennes had
once served an analogous defensive role. Henri IV visited Vincennes only spor-
adically, but perhaps because of its proximity to Paris and his desire to connect
his own reign to that of his predecessors through architecture, he also initiated
renovations there.125 Lurin views the pairing of Vincennes and the Louvre as an
effort to suggest a parallel between Henri IV’s architectural pursuits and those of
his ancestor, Louis IX.126 This dynastic link is certainly crucial to the selection
of these two edifices, as is their location in the Île-de-France. Louis IX and
François I’s primacy in French history rested on their early modern reputations
as just rulers, defenders of the faith, and champions of the arts, traits with which
Henri IV also hoped to identify. The spatial distinction accorded to the
Vincennes-Louvre and Fontainebleau–Saint-Germain pairs asserted the Île-
de-France region as well as Henri IV’s predecessors, Louis IX and François I,
as the historical and dynastic foundations of Bourbon authority.

The Galerie des Cerfs was conceived in dialogue with the adjacent Jardin de
la Reine. The length of the gallery’s western wall consists of bays of large mul-
lioned windows that open onto the garden, allowing visual continuity between
Poisson’s landscapes and the outdoors. While traversing the Galerie des Cerfs,
one’s eye moves between painted nature on one side and real flora on the other.
The cultivation of gardens was one way early modern rulers exercised control
over their land: because these spaces molded unwieldy nature into contained
forms, well-kept gardens symbolized good government.127 At Fontainebleau,
this concept was reinforced in the visual prominence attributed to landscape
in Poisson’s paintings, which depict royal buildings as deeply embedded in
their natural surroundings. By visually associating the gardens with the broader
French kingdom, the Galerie des Cerfs communicated the geographic extent of

123 Aside from their formats, these paintings may also appear slightly different from the oth-
ers because of the hand of the nineteenth-century restorer who worked on them. With Charles
Lameire’s supervision, M. Bernard repainted this pair: Lameire, 356–57.

124 Babelon, 1978, describes Henri IV’s work at the Louvre. On its earlier functions, see
Chatenet and Whiteley.

125 On Vincennes, see Erlande-Brandenberg and Jestaz.
126 Lurin, 2012, 236.
127 Mukerji, 4.
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Henri IV’s power. Through its association of nature with architectural prestige
and political power, the gallery appealed to the naturalness of the Crown’s ter-
ritory, painting the king’s authority as innate.128

In earlier areas of Fontainebleau like the Galerie François I and the chamber
of the Duchesse d’Étampes, decorative cycles linked nature and abundance to
signal the realm’s prosperity.129 In these spaces, the iconography of fruit and
foliage alluded to nature’s feminine connotations and associations with fertility,
a subject at the heart of dynastic stability. The productivity of French lands and
the monarchy’s fecundity are likewise conflated in the Galerie des Cerfs, where
the fruits of centuries of architectural labor are pictured alongside the realm’s
verdant landscapes. By placing France’s rich landscapes in relation to the
Crown’s traditional residences, Henri IV deepened the epistemological
correlation between nature and nation that Rebecca Zorach identifies at
sixteenth-century Fontainebleau.130 The concepts of abundance and fertility
were of heightened significance at the dawn of the seventeenth century.
Henri IV had ascended the throne following the unexpected deaths of
his three Valois predecessors without male heirs. The king’s own twenty-
seven-year first marriage to Marguerite de Valois (1553–1615) likewise failed
to produce children. After more than fifty years without the birth of a dauphin,
the arrival of Henri IV and Maria de’ Medici’s son Louis in 1601 assured the
Bourbon line’s survival and was perceived as a sign of its divinely ordained
legitimacy. Following this momentous event chronologically, the Galerie des
Cerfs referenced the physical inheritance the dauphin would one day receive
and historicized the bourgeoning dynasty’s ties to the Capetians and the Valois.

Through its architectural and dynastic references, the Galerie des Cerfs
returns the viewer to Fontainebleau and its royal patrons. In doing so, the paint-
ings invited participation; guests recognized the building in which they stood
and felt themselves present at the heart of royal power and, ideally, complicit in
its propagation. Henri IV used Fontainebleau to receive prominent guests: Du
Chesne describes it as the chateau where the king “most often [gave] audience
to the ambassadors of foreign princes.”131 According to Dan, the standard visit
to Fontainebleau began in the Concierge and moved immediately to the Galerie
des Cerfs, perhaps because of the way it situated the chateau in French archi-
tectural history.132 Tuscan diplomat Camillo Guidi and the entourage of

128 Mukerji, 5–8.
129 Zorach, 84–86, describes Fontainebleau’s imagery of abundance, nature, and fertility.
130 Zorach, 86.
131 Du Chesne, 1609b, 1.373.
132 Dan, 194.
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Spanish ambassador Pedro de Toledo Osorio (1546–1627) both reported on
tours of Fontainebleau that were conducted by Henri IV himself.133 Don
Pedro commented specifically on the king’s ability to discuss every painting
inside.134 Under Henri IV’s descendants, the space would also host banquets,
such as those for Charles Stuart, the Prince of Wales (1630–85), in 1646—a
purpose for which it is well configured and which it continues to serve
today.135 During such encounters, the images in the Galerie des Cerfs allowed
the monarch to demonstrate his knowledge of the realm and its history, archi-
tecture, and peoples while simultaneously inserting himself into the narrative.
This educational function worked equally well for members of the royal family.
In 1608, the six-year-old dauphin recognized the residences in which he lived
among those in the gallery, exclaiming, “There is the Louvre, which is in Paris,
it is Paris that is my mignon [darling],” and also, according to his doctor Jean
Héroard (1551–1628), “recognized Saint-Germain-en-Laye with enthusi-
asm.”136 These informal lessons indoctrinated the young prince into his father’s
spatial regime while instructing him about his ancestors. In his text on the
instructive possibilities of gallery décor, De Laval described the ancient prece-
dents for such didactic imagery, noting that “the ancients . . . wanted those of
their century to receive instruction and utility [from this décor] as well as pos-
terity after them.”137 The question of who else may have had regular access to
the Galerie des Cerfs remains. Héroard reported, for example, that the dauphin
occasionally played in the space; additionally, a vast range of courtiers, servants,
and visitors could enter spaces within the chateau, a fact that may surprise mod-
ern visitors.138 For those who did have the opportunity to view it, the iconog-
raphy, architecture, and functions of the Galerie des Cerfs provided a cohesive
vision of the Bourbon dynasty’s continuity with the past. Through spatial and
architectural references to his predecessors, Henri IV announced himself as
their heir.

As the royal residences painted by Poisson lost much of their practical value
as destinations in the royal family’s itineraries, they assumed an increased role in
the monarchy’s symbolic self-construction. Although Henri IV attended to the

133 Guidi’s account is at the Archivio di Stato di Firenze, Mediceo 4620, fol. 135v.
134 Müntz and Molinier, 259; Dan, 294.
135 Herbet, 410–11. In recent years the gallery has been used during the annual Festival de

l’histoire de l’art and local gastronomical events.
136 Héroard, 325.
137 Thuillier, 1975, 198.
138 Héroard, 83–84, 325. Because the gallery was not part of the royal apartments, admis-

sion to the space would not have been highly regulated, but audiences for Poisson’s paintings
were limited to those physically present at the site.
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repair and maintenance of the buildings pictured in the gallery, itineraries reveal
that he and his family occupied few of these edifices on a regular basis. The
connection between the edifices’ appearance in the Galerie des Cerfs and the
court’s physical absence from their halls was not fortuitous. In its use of
architecture to assert territorial control of the realm and narrative control of
history, the gallery drew upon and functioned in concert with contemporary
cartographic imagery to replace the royal itinerary with representations of it.
Within this visual culture, the gallery was an index for dynastic continuity at
a moment when juridical debates about the succession and foreign and domes-
tic quarrels over the geographic limits of France reconfigured the royal family’s
spatial relationship to its subjects. Drawing on artistic precedents in France and
abroad, Henri IV deployed visual territoriality in an effort to regain control over
France’s dispersed peoples and his own historical narrative.139

ARCHITECTURAL NETWORKS:
LIVED, PAINTED, PRINTED

Printed maps and Poisson’s paintings were oriented toward different viewers
but they shared an objective, and print media allowed the gallery’s iconography
to circulate even more widely. Texts like Dan’s and Guilbert’s histories of
Fontainebleau or the description of the chateau in Abraham Gölnitz’s travel
narrative Ulysses Belgico-Gallicus (1631) introduced a relatively broad audience
to the cycle. Given the greater accessibility of images to a less educated public,
however, printed images were even more effective in communicating royal ide-
als. The general principles of Poisson’s map murals—detailed portraits of the
residences in dialogue with the natural world, with an emphasis on Henri
IV’s interventions—were quickly translated into ink for this purpose. In
1614, four years after Henri IV’s death, Alessandro Francini (d. 1648) made
two drawings, known through engravings by Michel de Lasne (ca. 1590–
1667), of Fontainebleau (fig. 9) and Saint-Germain-en-Laye. From a
Florentine family, Francini was an engineer who Henri IV employed
to work on Saint-Germain’s grottoes and gardens, a position that
afforded him access to the chateau’s plans.140 Francini’s brother, Tommaso
(1571–1651), also designed a hunting-themed fountain for the Jardin de la

139 This article uses Robert Sack’s definitions of territoriality: Sack, 1981 and 1983.
140 Francini is likely the author of a short text on fountains: BnF, Réserve PET FOL-HD-

100 (A) and a book on the orders entitled Livre d’architecture contenant plusieurs portiques de
différentes inventions sur les cinq orders de colonnes (Book of architecture containing several por-
tals with different inventions on the five orders of columns) (Paris: Melchior Tavernier, 1631).
See Lurin and Rostaing.
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Reine, onto which the Galerie des Cerfs looked.141 The engravings adopt the
concept of the architectural portrait to print by portraying the buildings as more
regular than they are in reality. This regularization is especially apparent in
Fontainebleau’s donjon court. Alternately called the oval court because of its
irregular shape, the space is quadrilateral in Lasne’s print, rendering the site
more uniform and, therefore, more legible. Francini’s images were evidently pop-
ular, and printmaker Abraham Bosse (1602–76) went on to reproduce them in

Figure 9. Michel Lasne after Alessandro Francini. Portrait de la maison royale de Fontaine
Belleau, 1614. Paris, Bibliothèque nationale de France, GE BB-246 (XI,128-129RES).
© Bibliothèque nationale de France.

141 An image of the original fountain by Abraham Bosse after Tommaso Francini was pub-
lished in Dan, 175.
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Dan’s book, which in turn was used as source material for Paccard during the
nineteenth-century restoration.142 By extending the territorial and dynastic argu-
ments of the gallery to a more expansive audience, the engravings consolidated
the identification of Fontainebleau and Saint-Germain-en-Laye as the royal fam-
ily’s homes and used architecture to ground the dynasty in legitimizing history.

The reappearance of Poisson’s formula in Francini’s drawings demonstrates
that dynastic transition and the evolution of the monarchy’s relationship to its
architectural network could not be accomplished in a single reign. A narrative of
continuity was of renewed importance during the early years of Louis XIII’s
rule. Henri IV’s death and Maria de’ Medici’s difficult position as a foreign,
female regent left the new king’s power vulnerable to the same noble infighting
that had hindered his father’s early reign. De Lasne’s engravings pair Louis
XIII’s coat of arms with those of the queen mother, once again reaffirming
the new regime’s ties to the past through architecture.143 If civic strife and
war limited the monarchs’ ability to travel comfortably around their kingdom,
the cultural weapons of cartography, art, and architecture furnished a partial
remedy. These tools were revised throughout the long seventeenth century as
the French court’s itineraries continued to shift. Although modern histories
focus heavily on Louis XIV’s (r. 1643–1715) installation at Versailles, the
court did not settle there until 1682, almost forty years into his reign. Until
then, Louis XIV frequented the same Île-de-France residences as his father
and grandfather.144 The transformation of the monarchy’s residential habits
was a gradual, nonlinear process predicated on continual modifications of the
sovereign’s lifestyle as well as on domestic and international politics.145 Notable

142 Paccard used Dan’s and Guilbert’s books on Fontainebleau as sources for his restoration:
Granger, 244. A letter from 9 June 1868 (AN, F21 802, no. 3) shows that the artists made the
grave error of switching the locations of Fontainebleau and Saint-Germain but Lurin convinc-
ingly maintains that parts of the paintings of the Louvre and Saint-Germain are original: Lurin,
2012, 254n18 and 254n19. The print in Dan’s volume bears the signature of T. de Francini as
draftsman (“T. de Francini, inv.”: Dan, 29) whereas the earlier images include the inscription of
Tommaso’s brother, Alessandro. In these latter versions, the labels under both buildings read
“Alexander francini florentinus figurauit, 1614.” Fontainebleau: BnF, Réserve QB-201 (170)-
FT4, and Saint-Germain: BnF, Réserve QB-201 (171)-FT 5. Lurin suggests that the brothers
routinely worked from a shared template: Lurin, 2017, 330.

143 Through the prints as well as better-known commissions such as Rubens’s Life of Maria
de’Medici cycle, Maria founded the fragile reign of her minor son and her own claim to power
on her ability to continue the political and artistic initiatives of Henri IV: Galletti, 2014.

144 The king demonstrated great affinity for Saint-Germain-en-Laye, where he was born and
baptized. Solnon, 338–51, 376–78.

145 Assessing itinerary changes from François I to Henri III, Zum Kolk, 2017, draws a sim-
ilar conclusion.
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among artistic responses to the model set forth in the Galerie des Cerfs is a set of
tapestries produced by the Manufacture des Gobelins around 1680. Woven
based on drawings by Charles Le Brun (1619–90) and alternately called the
Mois or the Maisons royales, the much-reproduced series represented twelve
royal buildings: Blois, Chambord, Fontainebleau, the Louvre, Madrid,
Montceaux, Marimont, the Palais Royal, Saint-Germain-en-Laye (fig. 10),

Figure 10. After Charles Le Brun. Château Neuf de Saint-Germain-en-Laye from the Royal
Houses, ca. 1676–80. Musée national du château de Pau, P.282. © RMN-Grand Palais /
Art Resource, NY.
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the Tuileries, Vincennes, and Versailles.146 The media may have changed, but
the tapestries’ use of architecture to visualize territorial rule and dynastic con-
tinuity descends directly from the Galerie des Cerfs.

In commissioning the Galerie des Cerfs, Henri IV replaced the Valois kings’
strategy of physical presence with painted and printed images that redefined his
connections to French history and territory. Though physically static, architec-
ture’s meaning is fluid and the symbolic associations and functional usages of
royal buildings shifted over time. By this process—as well as their continual
morphological changes—the residences portrayed in the gallery were living
agents in the kingdom’s sociopolitical life. As Henri IV’s itinerary shifted, pro-
foundly altering the Crown’s spatial relationship to its realm, the king commis-
sioned the Galerie des Cerfs as a chronological and spatial portrait of the royal
family.

146 It is possible that it was this set of “tapestries representing views of royal residences” that
had been suggested as replacements for the badly damaged murals prior to their restoration:
Gouvenin, 39.
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