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The queen was in the grand cabinet, where she had Monsieur de Vend6me informed through 
those who were before her. [Then] she entered the petit cabinet where, immediately after, she 
summoned Monsieur de Vend6me by means ofMlle Catherine, one of her Jadies;34 

During the day, right after supper, most times the queen retires to her petit cabinet, where she 
has private discussions with [chancellor] Sillery and the marechale d 'Ancre [Leonora Galigai];35 

[Monsieur le Fevre] was introduced to the king [Louis XIII] by the queen in her petit cabinet, 
in the presence of Monsieur the count of Scissons, Monsieur de Villeroy, Monsieur le president Janin, 
and Monsieur de Souvray.36 

Since these reports date between the summer of 1611 and the summer of 1615, the apartment 
they refer to must be the queen consort's, which Maria occupied before Louis XIII's marriage. Upon 
the arrival of Anne of Austria, in the fall of 1615, Maria moved to the quarters traditionally destined to 
the queen mother, on the ground floor of the chil.teau's south wing. In view of this move, the apartment 
that had been Catherine de ' Medici's (fig. 21) was significantly enlarged and modified, as shown in a 
1629 drawing by Jacques Lemercier (fig. 22). The entrance was moved from the central bay to the east 
end of the courtyard elevation, and a salle (S) and antechamber (ACH) were added to the previous 
layout. The antechamber was partitioned in order to make room for an oratoire (0) and a cabinet (C) 
both facing the queen's private garden (JP). Catherine's bedchamber (CH) was maintained, while her 
antechamber was converted into a grand cabinet (GC) and her cabinet into a wardrobe (GR). 
Catherine's wardrobe became a petit cabinet (PC) which could only be accessed from the grand, the 
door formerly opening onto the bedchamber having been walled up. Finally, a corridor (c) was created 
in order to connect the antechamber directly to both the grand cabinet and the bedchamber, thus 
providing the visitor with two alternative routes: antechamber-bedchamber, and antechamber-grand 
cabinet. 

There is no reason to doubt that the pair grand cabinet-petit cabinet served the same functions 
in all three of Maria de' Medici's apartments, the two in the Louvre and the one in the Luxembourg. 
Florentine diplomats use alternatively the Gallicism "gran gabinetto" and the Italian "gabinetto 
dell'audienza" (audience chamber) to refer to the grand cabinet of the Luxembourg/7 thus confirn1ing 
that, similarly to a Florentine (or Roman) audience chamber, this room was largely accessible to 
courtiers as part of the public sequence preceding the bedchamber. As in the Louvre, the queen must 
have used it to hold the Council, to give audience to her guests, and to gather the court members on a 
variety of other formal occasions. The official function of the room is also explicitly referred to in the 
discussion concerning its decorative program, in particular the series of paintings known as the Medici 
marriages.38 The ten scenes were executed in Florence in 1624-1627 as a "summoned gift" offered by 
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"La reine etoit dans le grand cabinet, oil ayant avise Monsieur de Vendome au travers de ceux qui etoient devant elle, 
elle entra dans le petit cabinet, ou incontinent apres, elle fit, par une de ses femmes Mademoiselle Catherine, appeler 
Monsieur de Vendome", letter rrom de Malherbe, 13 February 1614, published by L. LALANNE (ed.), CEuvres de 
Malherbe, Paris 1862-1869, v. Ill, p. 390. 

"II giomo, subito doppo desinare, il piu delle volte Ia regina standosene ritirata nel suo piccol gabinetto, negotia molto 
alia stretta con il commendator di Sillery, et con Ia marescialla d' Ancre", letter from Luca Fabbroni, 16 June 1615, ASF, 
MP 5974. 

36 " [Monsieur le Fevre] fut presente au roi par Ia reine, Monsieur le comte de Soissons, Monsieur le chancelier, Monsieur 
de Villeroy, Monsieur le president Janin et Monsieur de Souvray, dans le petit cabinet de Ia reine", letter from Fran.;:ois 
de Malherbe, 14 August 1611, published by L. LALANN E (ed.), CEuvres de Malherbe .. . cit., v. !II, p. 250. 

37 

38 

"[La regina madre] ringraziava affettuosissimamente [i granduchi di Toscana) di cosi bel regalo che le volevano fare con 
il donarlc l' omamento intero peril suo gran gabinetto" (letter from Giambattista Gondi, 29 March 1624, ASF, MP 4637, 
published by D. MARROW, "Maria de' Medici and the Decoration of the Luxembourg Palace", Burlington Magazine 121 
(Sept. 1979), p. 787, n. 10) ; "Questi d ieci quadri hanno da stare nel gabioetto dell'audienza, che e illuogo piu nobile ct 
piu degno di qualsiasi altro" (letter from Giambattista Gondi, 8 February 1624, ASF, MP 4637, published by D. 
MARROW, "Maria de' Medici. .. " cit., p. 787, n. 6). The paintings Gondi refers to belong to the series of the Medici 
marriages. 

In their studies of the series, both A. Blunt and D. Marrow misinterpreted the archival sources in regards to the location 
of the grand cabinet, which they both confused for the antechamber (A. BLUNT, "A series of paintings illustrating the 
history of the Medici fami ly executed for Maria de Medieis", I and II, Burlington Magazine I 09 (Sepi. and Oct. 1967), p. 
492-498 and 562-566, D. MARROW, "Maria de' Medici ... " cit., p. 783-79 1). The location of the room was correctly 
identified by M.-N. MATUSZEK-BAUDOUIN, "La succession de Maria de Medicis .. . " cit. 
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the grand dukes to the queen, who chose their subjects. The series was not intended as a dynastic 
celebration, as its (modem) title misleadingly suggest. Instead, it depicted the diplomatic relations 
between the house of Medici and the French crown - as in Giovanni Bilivert's Interview of Leo x and 
Francis I (fig. 23) -and the marriages fitted in as a means of political alliance. As clearly expressed in 
a letter addressed to the Florentine court by one of her intermediaries, Maria had a very specific 
audience in mind for the paintings, one that suited the public and political function of the room: 

Of those deeds of the Most Serene House of the Medici that are to be represented in these 
paintings [for the grand cabinet], Her Majesty would be most pleased by those that would show and 
remind the French that France is not without obligations to the Most Serene House of Her Majesty.39 

Maria 's apartments in the Luxembourg and in the ground floor of the Louvre were very 
dissimilar in shape, due to the fact that the fonner was a new residence built on a suburban plot clear 
of all the limitations of the inner-city, while the latter was the result of a refurbishment within the 
predefined architectural frame of the old chateau. However, the two layouts were s imilar in regards to 
the distribution of space. The sequences leading from the entrance to the bedchamber, in particular, 
were identical: they both comprised a salle, followed by an antechamber which led to a grand cabinet 
on one side and to the bedchamber on the other side (fig. 19 and 22). Also, precisely because of the 
parallel location of bedchamber and grand cabinet as each independently accessible from the 
antechamber, both layouts were atypical, because in both of them the common enfilade arrangement 
had been intentionally avoided. The intentionality is especially evident in the case of the Louvre, 
where it would have been easier (and more elegant) to dispense with the corridor (c) and to place 
antechamber (ACH), grand cabinet (GC) and bedchamber (CH) in an enfilade. This would also have 
provided the queen with a grand cabinet larger than the one realized and better lit, since its windows 
would have opened on two exterior walls instead of only one. Besides, the enfilade was a clearer 
spatial solution in the social context of the cow1 because, consisting simultaneously of a progression 
towards the sovereign and of a regression in the size of rooms, it reflected the court's pyramidal 
structure as well as the values attached to spatial relations of distance and proximity. On the contrary, 
the anomalous parallel disposition of grand cabinet and bedchamber constituted a significant 
ambiguity, since the two rooms - set at the same distance from the apartment' s entrance and sharing 
some of the same functions - seemed equivalent with regards to the social ranks of those who could 
access them. Yet, evidently- given the architectural straining it took to realize it in the Louvre and the 
fact that it was reproduced in the Luxembourg - this laborious and ambiguous solution met the 
functional requirements set by the queen. 

Maria de' Medici never issued a ceremonial; hence there exist no textual evidence of what 
such requirements might have been. However, the comparison with earlier layouts suggests the 
sequence of public rooms in her apartments to have been an ingenuous response to two potentially 
contrasting objectives: on the one band the desire to reorganize the court, as Henri IT had done by 
adding the antechamber to the royal suite; on the other hand the need to avoid the fiasco Henri III had 
occurred into when trying to further extend the same suite with a chambre d 'etat (state chamber) and a 
chambre d'audience (audience chamber). The introduction of the antechamber had enabled Henri II to 
restructure the ceremonial by dividing the courtiers into three groups: "those who remained in the 
salle; those entitled to enter the antechamber; and those who merely pass through the antechamber on 
their way to the king's chamber."40 However, the scornful mocking Henri lli bad drawn upon himself 
in 1585 proved that reorganizing the court by simply multiplying the number of rooms of the royal 
suite was not always a solution: courtiers might perceived it (and reject it) - as they bad - as a mere 
means for the king to isolate himself at the end of a long suite of rooms in a pompous (Spanish-like) 
fashion that they did not see fit within their own tradition ofjamiliarite. The function and location of 

39 "Che delle azzioni della serenissima casa da rappresentarsi nei sopraddetti quadri quelle sarcbbcro piu grate a sua maesta 
che potessero far vedcre et ricordare ai franzesi che Ia Francia non sia senz'oblighi alia casa serenissima d i sua maesta", 
letter from Giambattista Gondi, 29 March 1624, ASF, MP 4637, published by D. MARROW, "Maria de' Medici ... " cit., p. 
788, n. 10. 

40 M. CHATENET, "Etiquette and architecture ... " cit., p. 85. Se~ also, M. CHATENET, "Architecture ct ceremonial a Ia cour 
de Henri II: !'apparition de l'antic hambre", in H. Oursel, J. Fritsch (eds.), Henri II et les llYis: actes du colloque 
international, Ecole du Louvre et Mu.w2e national de Ia Renuissunce-Ecouen, 25, 26 et27 septembre 1997, Paris 2003, p. 
355-380. 
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Maria's grand cabinet in both the Luxembourg and the Louvre denote the queen's (her architects', and 
her master(s) of ceremonies) ingenuity in implementing some of the innovations introduced by Henri 
III while circumventing the obstacles that had determined the failure of his ceremonial. To place the 
grand cabinet parallel to the bedchamber so that both rooms could be accessed directly from the 
antechamber, meant placing it off the enfilade salle-antechamber-bedchamber thus, de facto, not 
interfering with the traditional royal suite. With this subtle arrangement the queen gained an extra 
room, which made it possible for a number of official ceremonies (and the crowd associated with 
them) to be transferred out from the bedchamber, while, since the new room was not in sequence with 
the others, the court members could still perceive themselves as at the usual distance from the 
sovereign. As in the case of Henri II, it was a change in the ''scenery, not in the script"41 that enabled 
Maria to modifY the staging of the ceremonial and to reorganize her court not simply in space but 
through space. 

Rubens' galleries 

In conclusion to the present article, I will explore how what argued thus far on the distribution 
and use of space at the Luxembourg affects the interpretation of its decorative schemes, particularly 
with regards to Rubens' Life of Maria de· Medici and Life of Henri IV. 

Historians have dedicated much attention to the biographical scenes executed by Rubens for 
the queen's gallery; issues of iconography in relation to identity, gender, and political context -
amongst others - have been, and still are, the subject of a rich scholarly debate42

. This is especially 
true for those images that have been ca11ed controversial - that is, depicting contentious episodes of 
the life and political career of Maria de' Medici's, such as the Flight from Blois (fig. 24) and the 
Council of the Gods (fig. 25). The Flight depicts an act of disobedience: in February 1619 the queen 
had fled the Chateau of Blois, where Louis XIll had confined her in 1617 following the political 
turnover which had started off with the assassination of Maria's minister, Concino Conciru. Maria's 
flight set off a civil war (the War of the mother and the son) the resolution of which took a long 
negotiation process, represented by Rubens in the following paintings, the Treaty of Angoulbne, the 
Peace at Angers, and the Reconciliation after the death of the Constable. The Council depicts a major 
political controversy. The scene has been traditionally read as a representation of Maria's wisdom in 
her role as regent. Yet, Ruben's correspondence makes it clear that the theme of the painting is "the 
marriage treaty with Spain'"'3 - that is to say, the arrangements for the marriages of the heirs of the two 
crowns, Louis XIU and Philip N of Spain, with the infanta Anne of Austria and Elisabeth of France 
respectively (the marriages themselves, celebrated in 1615, appear in a subsequent scene, The 
exchange of the princesses). Accordingly, Ronald Millen and Robert Wolf have interpreted the scene 
as referring to "the long-range policy of peace which the queen regent envisioned as her great 
contribution to the Europe chess-game" (that is, the placation of the power competition between 
France and Spain supported by marital ties) - and as asserting Maria's "Olympian vision of world 

41 M. CHATENET, ''Etiquette and architecture .. . " cit., p. 85. 
42 The literature on this topic is an ocean. Amongst the fundamental works, 0 . VON SIMSON, Zur Genea/ogie der weft lichen 

Apotheose im Barock: besonders der Medicigaferie des P. P. Rubens, Leipzig 1936, J. THUILLIER, J. FOUCART, Rubens ... 
cit.. S. SAWARD, The golden age of Maria de' Medici, Ann Arbor, Ml 1982, R. F. MILLEN, R. E. WOLF, Heroic deeds and 
mystic figures ... cit., and M. W ARNK.E, Laudando praecipere: der Medicizyklus des Peter Paul Rubens, Groningen 1993. 
Amongst women and gender studies, see in panicular G. A. JOHNSON, "Pictures lit for a queen: Peter Paul Rubens and the 
Maria de' Medici cycle" Art history 16/3 (Sept. 1993), p. 447-469, F. COSANDEY, La reine de France ... cit., p. 333-360, 
and S. R. COHEN, "Rubens's France: gender and personification in the Maria de Medicis cycle", Art bulletin 8513 (Sept. 
2003), p. 490-522 

43 "Per conto della transpositione del Consiglio delfi dei avanti 1'/mprese di Giufiers, ci siamo poi chiariti che, oltre le 
considerationi allegate da Vostra Signoria, Ia verita dell'historia vi convicne bcnissimo, havendo trovato un trattato dclli 
detti matrimonii reciprochi con Spagna conchiuso prima di quello di Giuliers", leiter from Nicolas-Ciaude Fabri de 
Peiresc, 26 May 1622, published by M. ROOSES, C. RUELENS. Correspondance de Rubens et documents epistolaires 
concernant sa vie et ses amvres, Antwerp 1887-1909, v. II , p. 415. Cassiano dal Pozzo also refers to this scene as a 
depiction of the "reciprocal marriage negotiated between France and Spain'" (S. A. ZURAWSKI, Peter Paul Rubens and the 
Barberini, ca. 1625-/640, Ph.D. dissertation, Brown University 1979, p. 251). 
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affairs, of the divine sanction she could claim as its inspiration, and, above all, of her declaration that 
her policy would have had the approval of her sainted spouse."44 As the authors have pointed out, this 
policy perpetuated the ideals of the late Henri IV but conflicted with Louis Xlll's orientations, and 
was a matter of bitter contrasts between mother and son. Thus, they have concluded, the painting was 
a public provocation of the king. The same applied, of course, to the less-than dignifying nighttime 
episode of the Flight from Blois. Overall, according to Millen and Wolf, the cycle was too audacious 
of a "political challenge"; hence, it became an "embarrassment" once on the walls of the "main public 
room" of the Luxembourg.45 While not all of Rubens ' scholars agree with Millen and Wolfs reading 
of the Life of Maria de' Medici as primarily a political statement, it is a generally accepted notion that 
there was an intrinsic bravado quality in the queen 's choice of the scenes to be represented. It has also 
been generally assumed that the queen's gallery was a public room, as claimed by Thuillier and 
Foucart.46 Such claim, though, was never questioned despite the fact that Thuillier and Foucart 
themselves (or anyone after them) never provided any evidence in support of it. Nor is there any 
evidence linking the end of Maria 's political career to the paintings, nor any indication that the 
"embarrassment" they supposedly produced was a determining factor in Rubens' inability to carry out 
the project for the second gallery, as Millen and Wolf have suggested.47 

The controversial quality of an image depends heavily on its audience. The composition of the 
audience is what ultimately determines whether a disrespectful political provocation results in a 
career-ending, self-inflicted humiliation or in a consensus-generating exploit. The determining factor 
is of course the quality, not the size, of the audience - what could have been foolish for Maria to show 
to the undifferentiated audience of a public room might have been astute to show to the selected elite 
of a private one. As mentioned earlier on, private is not to be understood as off limits: the prestigious 
collections and artworks housed in private rooms (such as cabinets, study rooms, galleries, etc.) in 
early modern times were not hidden objects, nor objects without an audience, nor objects with small 
audiences . Rather, they were objects whose audience - be it small or large - was selected by their 
owners. A gallery which, as the one of Maria de Medici in the Luxembourg, had no direct connection 
with the public rooms of the apartment- the salle (fig. 19, S) and the antechamber (ACH)- and could 
only be accessed from the private ones- the Cabinet des Muses (CM) and oratoire (0) to one end, the 
cabinet (C), arriere cabinet (AC), and private stairway to the opposite end- could not be (and was 
not) a public room. This is also confirmed by the fact that occasionally Maria used the gallery as 
discreet access to her quarters - that is, an access which allowed selected visitors to receive audience 
without passing through the salle, the antechamber, and the bedchamber where the courtiers gathered. 
This was the case, for instance, of the private (and secret) visit Cardinal Richelieu and Cardinal Bagno 
paid to the queen after the Jow·nee des Dupes: 

On the 23 [November 1630], the king spent the entire morning with President Souffran in the 
apartment of the queen [Maria de' Medici] in order to convince her to look favorably on the cardinal 
[Richelieu]. After Their Majesties had dinner, they retired in private in the Cabinet des Muses ( ... ), 
and after a little while Cardjnal Bagno and Cardinal Richelieu joined them, but they passed through 
the gallery [of the queen] so that no one could enter and witness this ceremony.48 

At the queen's wish, the same gallery might have been populated and crowded, but its location 
implied that the queen controlled its access, thus the audience of Rubens' paintings. The Life of Maria 
de' Medici was never intended for the undifferentiated multitude imagined so far- to the contrary, it 
was reserved for an elite selected by the heroine of the narrative herself. 

44 R. F. MILLEN, R. E. WOLF, Heroic deeds and mystic figures ... cit .. p. 143. 
45 Ibid., p. 8-13. 
46 See note 23. 
47 R. F. MILLEN, R. E. WOLF, Heroic deeds and mystic figures ... cit., p. 12-13. 
48 "II giomo sopradetto del 23 [novembre 1630], il re fu lutta Ia matt ina col prcsidcnte Souffran dalla regina per disporla di 

vedere di buon occhio il suddetto cardinale, et doppo che )oro maesta hebbero desinato, si ri tiromo sole nel gabinetto 
delle Muse [ ... ] et poco tempo appresso il cardinale di Bagno col cardin ale di Richelieu arrive in detto gabinetto 
passando per Ia galleria, a ffinche alcuno non potesse enlrare a vedere questa cerimonia", letter from Giambattista Gondi, 
20 December 1630, ASF, MP 4643. 
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Furthermore, Rubens ' correspondence shows that the complex allegorical language of the 
paintings was used to regulate intellectual access to the series when physical access could not be 
impeded - such as on the inevitable occasion of Louis XIII' s first (and apparently last) visit to the 
brand-new gallery, in May 1625. Rubens being confined in bed by a foot injury, the person appointed 
as the king's guide to the cycle - who was to translate and interpret the painter's allegories for him -
was Claude Maugis, the queen's chaplain and closest adviser. In a letter to Peiresc in which he relates 
the outcome of the visit, Rubens reports how artfully Maugis had diverted and dissimulated the 
images' real meaning for (or, rather, from) the king: 

The king too honored me by corning to see our gallery, and it was the first time he had set foot 
in the palace, which has now been under constmction for sixteen to eighteen years. His Majesty was 
very pleased with our paintings as well, as I was told by all those who were present and, in particular, 
by Monsieur de Saint-Ambroise [Claude Maugis] who served as an interpreter of the subjects and who 
most artfully diverted and dissimulated their real meaning.49 

Hence, Louis XIII was simultaneously received and deceived in the queen's gallery; the real 
content and meaning of the paintings (or at least some of them) was deliberately distorted for him in 
order to conceal what he might have perceived as a controversial, provocative or offensive message. 
Maria was not naive, and this episode shows that hanging the Life in her Luxembourg gallery was no 
foolish act; not only was access to the room under her control, but Rubens' language was complex 
enough that access to the paintings' "real" meaning could be manipulated at her wish. 

Finally, physical and intellectual control combined made it possible for the gallery series to be 
widely publicized as the prestigious, spectacular masterpiece it was {and whose limited accessibility 
was, incidentally, a surplus value), without compromising the confidentiality of part of its content. 
Indeed, it comes at no surprise that the early descriptions of the gallery either do not grasp or do not 
disclose any insight into the "real" meaning of the paintings. The first commentators, Mathieu de 
Morgues ( Vers latins sur les tableaux qui sont en Ia Gal/erie ... , 1626) and Claude-Barthelemy Morisot 
(Porticus Medicaea, Paris 1626 and 1628) both identify the Council of the Gods as having to do with 
the regent's wisdom, for instance, and they both cmise through the scenes depicting the conflict 
between mother and son. Morgues was the queen's panegyrist, which leaves little doubt that his text 
had been concerted with her. As to Morisot, the Porticus had been submitted for approval to Rubens 
himself. As "authoritative" texts - that is, not only written during the lifetime of both the artist and his 
patron, but also in collaboration with them - the Vers latins and the Porticus were used as primary 
sources in later descriptions, such as Bellori's (Le vite de' pittori ... , 1672), Felibien's (Entretiens ... , 
1685), Moreau de Mautour' s (Description de Ia go/erie du Palais de Luxembourg, 1704), and others'. 
This, in tum, perpetuated the initial dissimulation in meaning up to modern times, which in itself is a 
proof that it was feasible to broadcast images (and the prestige they brought along) while 
simultaneously censoring content. 

The undifferentiated audience scholars have thus far associated with the Life of Maria de ' 
Medici was instead intended for the parallel cycle, the Life of Henri I V. 

Both the interior of the east gallery and the paintings were left unfinished in 1631 , when the 
queen was exiled,50 but the function of the room is provided by the contract for the construction for the 

49 " II re ancora rni fece l'onore di venire a vedere Ia nostra galeria, per Ia prima volta che giarnmai pose gli piedi in quel 
palazzo, che sono piu de 16 o 18 anni che si comincio a fabricare . Mostro ancora Sua Maesta d 'haver ogni soddisfattioni 
delle nostre pitture, come mi e stato riferito di tutti che si trovarono presenti e particolannente di Monsieur di 
Sant'Ambrosio che servi d 'interprete degli soggietti con una diversione e diss imulatione del vero senso molto 
artificiosa", letter from Rubens, 13 May 1625, published by M. ROOSES, C. RUELENS, Correspondance de Rubens ... cit., 
v. lll, p. 35 1. 

50 In 1645 the interior of the gallery was still described as "sans aucun parquetz, larnbris ny croisees" (Proces-verbal 
d'estimation des biens immeubles ... cit., published in M.-N. MATUSZEK-BAUDOUIN, Maria de Medicis ... cit., p. 264). As 
to the paintings, only fi ve unfinished canvas are extant (the Bailie and the Triumph in the Uffizi, the Siege ofCaen in the 
Kunst museum in Goteborg, the Battle of Arques in the Aile Pinakothek in Munich, and the Battle in the faubourgs of 
Paris in the Rubenshuis) together with several sketches (J. S. HELD, The oil sketches of Peter Paul Rubens: a critical 
catalogue, Princeton 1980, p . 123-1 36). On the Life of Henri IV, see I. JOST, "Bernerkungen zur Heinrichsgalerie des P. P. 
Ruben", Nederlands Kunsthistorisch Jaarboek 15 (1964). p. 175-219, J . THUILLIER, J. FOUCART, Rubens: Ia galerie 
Medicis ... cit., p. 59-69, N. VAN Hour, "Henry IV valait bien une Galerie! Rubens' unfinished Luxembourg project", in 
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basse-cour (service courtyard) of the palace, located to the east of the gallery itself. 51 The courtyard 
was designed by Jacques Lemercier and it comprised a salle de bal, a kitchen, and two loggias for the 
connection of these buildings to the main residence. Construction started in 1630 and by 1631, when 
all work on the Luxembourg came to a halt, only the lcitchen had been erected (fig. 26). Lemercier's 
drawings are lost, but the text of the building contract is specific enough to allow reconstructing the 
outline of his project (fig. 27). The kitchen and the east wing of the palace, containing the Icing's 
gallery, stood along the north and west sides of the courtyard respectively; the salle de bal (sb) was to 
be constructed on the east side, across the yard from the gallery; and the two connecting loggias (pl 
and p2) were to close the square along its north and south sides. The south loggia (p2) is described as a 
two-storey building providing a "lower" (ground floor) passage, and an "upper" (first floor) passage, 
both vaulted and 3.24m in width. The upper passage was to open off Henri IV' s gallery and to give 
access to the salle de bal: 

The upper-storey passage will be vaulted in the same manner as the one on the ground floor, 
and the descent from the palace to the salle de bal will be from the entrance of the gallery [of Henri 
IV] into the upper-storey passage. 52 

The door to this passage (b) would thus have opened next to the first painting of the series 
dedicated to king, the Birth of Henri (fig. 28). 

Leading to the salle de bal of the palace, the east gallery was thus conceived as a largely 
accessible room in which Rubens' Life of Henri IV was to have the same audience of the 
divertissements organized by the queen - that is to say the court at large. Henri ' s actions though, 
differently from Maria's, were suitable for such a setting because they didn ' t lend themselves to 
controversy; not because they hadn' t been controversial per se though, or less controversial than 
Maria's, but rather because they were located in the past instead of the present. Yet again, the 
memorial quality of the east wing reveals itself a key feature of the Luxembourg project - it not only 
generated the symmetrical layout of the palace but it also detennined the functional distribution of 
some of its interiors, as well as the nature of their decorative schemes. 

The Luxembourg Palace has been described as "a testimony to the magnificence of a consort 
and mother of kings who associated to her royal dignity the government of one of Europe 's most 
powerful kingdorns"53

• Indeed, the building and its decoration were designed to glorify Maria de' 
Medici's multifaceted identity: as queen, regent, and member of the government of France; as the 
founder, with Henri rv, of the dynasty of Bourbon kings as well as a Medici of imperial descent; and, 
of course, as a patron of the arts. 

But the Luxembourg is more than just a "testimony" and it conveys more than just 
"magnificence" once the complexity of the relations between its architecture, its functional layout and 
its decorative schemes is restituted. More than testimony, because the palace did not simply project an 
image of Maria de' Medici but it also played an active role in the production and definition of that 
image. More than magnificence because, besides being the queen' s masterpiece, the palace marks a 
crucial episode in French architectural history and significantly contributes to our understanding of 
how royal residences were planned to both serve and manipulate the structure of courts. The size and 
layout of Maria's apartment in the Luxembourg, the complexity of its articulation in a variety of 
differently accessible spaces and visual programs, and its subtle relation (both spatial and symbolic) to 
the memorial wing dedicated to Henri IV resonate with notions of power, control, and access which 
are central to our construal of court societies and denote the queen' s fundamental role in the shaping of 
early modern ritual space. 

(Comd.) ----------- -
M. Ciatti (ed.), Rubens agli Uffizi: il restauro delle 'Storie di Enrico IV', Florence 2001, p. 23-40, and S. G ALLETTI, 

"Rubens et Ia galerie de Henri IV au palais du Luxembourg ( 1628-1630)", Bulletin Monumenta/ 16611 (2008), p. 43-5 1. 
51 Devis et marche de Jean Thiriol, 30 April 1630, Bibliothi:quc Historique de Ia Ville de Paris, Nouv. Acq., 123, f. 34-4 1 v. 
52 "Le passage d'en hault sera couvert a voulte de mesme celluy du rez-de-chaussee, et Ia descente dudit palla is a ladicte 

grande salle du bal sera faicte des I' entree de Ia galerie dedans ledil passage' ' , Devis et marche de Jean Thiriot .. . cit., f. 
35v. 

53 F. COSANDEY, La reine de France ... cit., p. 337. 
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Fig. I - Galerie Francois Icr (left) and Galerie des Glaces (right) 

Fig. 2 - Desgodets, Plan general du pal a is et jardins de Luxembourg, !696. The plan is oriented with South at 
the top. 
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Fig. 3- Israel Silvestre, Veiie du Palais d'Orteans appele Luxembourg . 

Fig. 4 - Desgodets, Plan du premier etage du palais de Luxembourg, 1696. The plan is oriented with South at 
the top. 
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Fig. 5 -- Chambord, Plan and elevation (J . Androuet du Cerceau, Les plus excellents bastiments de France, 1576-
1579). 

G 

salle 

Fig. 6 - Chambord, Francis I' s apartment (M. Chatenet, Lacour de France au XVf siecle: vie sociale et 
architecture, 2002). CH, chambre; C, cabinet; GR, garde-robe; 0, oratoire; G, galerie. 
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Fig. 7 - Tuileries, Royal apartments (M. Chatenet, Lacour de France au XVf siecle: vie sociale et architecture, 
2002). 

Fig. 8 - Saint-Maur: a (left) Royal apartments in Philibert Delorme's second design; b (right) Jean Bullant's 
design (Monique Chatenet, Lacour de France au XVf siec/e: vie sociale et architecture, 2002). 
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Fig. 9 - Jacques Androuet du Cerceau, Char/eva!. 
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Fig. I 0 - Fontainebleau, Works commissioned by Henri IV (F. Boudon, J. Blecon, Le Chateau de Fontainebleau 
de Franr;ois fer a Henri IV: les biitiments et leursfonctions, 1998). The queen's gallery is highlighted. 
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Fig. II - Israel Silvestre, Plan du choteau de Saint Germain en Laye. The twin galleries are highlighted. 

Fig. 12 - Anon., Porte de !'entree principale du Palais du Luxembourg. 
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Fig. 13- Peter Paul Rubens, The consignment of the regency. 
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Fig. 14 - Peter Paul Rubens, The coronation (detail). 

Fig. 15 - Peter Paul Rubens, Henri IV and Maria de' Medici. 
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Fig. 16 - Guillaume Dupre, Medal portraying Henri IV and Maria de' Medici (obverse), and Henri IV, Maria de ' 
Medici , and Louis XIII (reverse), 1603 
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Fig. 17 - Fontainebleau, Charles IX's apartment (F. Boudon, J. Blecon, Le Chateau de Fontainebleau de 
Franr;ois 1 er a Henri IV: /es biitiments et leurs f onctions, 1998). S, salle; A, antichambre; CB, 
chambre; C, cabinet; G, galerie. 
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Fig. 18 - Luxembourg, Maria de' Medici ' s apartment (A. Hustin, Le Palais du Luxembourg: ses 
transformations, son agrandissement, ses architectes, sa decoration, ses decorateurs, 1904). 2, grand 
escalier; 5, salle; 6, appartement prive; 8, chambre d'apparat. 

Fig. 19 - Luxembourg, Maria de' Medici's apartment (S. Galletti, "L'appartement de Maria de Medicis au palais 
du Luxembourg", in P. Bassani Pacht, T. Crepin-Leblond, N. Sainte Fare Gamot, eta!. (eds.), Maria 
de Medicis: un gouvernement par les arts, 2003). GE, grand escalier; S, salle; ACH, antichambre; GC, 
grand cabinet; PC, petit cabinet; CH, chambre; CM, Cabinet des Muses; 0, oratoire; GR, garde-robe; 
G, galerie; C, cabinet; AC, atTiere cabinet; V, voliere, JP,jardin prive. 
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Fig. 20 - Versaitles, Royal apartments (Mortin, ca. 1709). 25-30, grand appartement du roi; 11 -15, appartement 
de commoditc du roi; 16-23, cabinets du roL 
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Fig. 21 - Louvre, Apartment of the queen mother, Catherine de' Medici's layout (M. Chatenet, Lacour de 
France au XVf siecle: vie socia/e et architecture, 2002). ACH, antichambre; CH, chambre; GR, garde­
robe; C, cabinet. 
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Fig. 22 - Louvre, Apartment of the queen mother, Maria de' Medici's layout (J. Lemercier, ca. 1629). S, salle; 
ACH, antichambre; 0, oratoire; C, cabinet; CH, chambre; GR, garde-robe; GC, grand cabinet; PC, 
petit cabinet; JP,jardin prive. 

Fig. 23 - Giovanni Bilivert, The interview of Leo x and Francis I. 
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Fig. 24 - Peter Paul Rubens, The flight from Blois. 
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Fig. 25 - Peter Paul Rubens, The council of the gods. 

Fig. 26 - Luxembourg, The basse-cour (E. Martellange, 1634). To the left, the east gallery; on the background, 
the building containing the kitchen. 
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Fig. 27 - Luxembourg, Reconstruction scheme of Jacques Lemercier's design for the basse-cour (S. Galletti, 
"Rubens et Ia galerie de Henri IV au palais du Luxembourg, 1628-1630", Bulletin Monumental2008). 
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Fig. 28 - Luxembourg, Reconstruction scheme for the paintings' order in Henri IV's gallery (S. Galletti, 
"Rubens et Ia gal erie de Henri IV au palais du Luxembourg, 1628-1630", Bulletin Monumenta/2008) 
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