
The Importance of Palladio's Villas 
for Seventeenth-Century France 

Susan Davis Baldino 

This paper elucidates the effects of Andrea Palladio's 
villas on prominent French architects of the seventeenth 
century. The subject is challenging because, though one 
might expect that Palladio's designs were widely imitated 
in the century after his death, the notion of French Pal
ladianism is absent from the literature dealing with this 
period. While historians have written about early 
seventeen I h-century English Palladianism, which was ini
tiated by Inigo Jones, they have not recognized a similar 
movement in France until the advent of Neo-Palladianism, 
which occurred in several Western nations after 1720. 
Furthermore, references to Palladian-like structures in 
France are scattered, invariably brief, and, at times, skep
tical. However, the results of my study indicate that 
Palladio's innuence was quite significant in France dur
ing the second half of the seventeenth century, especially 
where it concerns his residential architectur~ 

One can measure Palladio's impact in two areas
theory and practice. To justify a Palladian movement, 
evidence must exist to show that French architects not only 
followed his wriuen precepts but used his physical plans 
for their own buildings. Palladio is generally considered 
10 have been a theoretical genius whose well-known 
treatise, I quauro libri dell'arr:hitettura (first published in 
1570), informed architects in many countries about an
cient monuments and rules concerning the orders. The 
French were no exception. Architectural publications and 
academic discourse evince a reliance on the axioms found 
in the Quauro libri, therefore proving a theoretical 
dependence on Palladio. To argue that Palladio's own 
practical designs had a comparable authority requires 
closer scrutiny. As Anthony Blunt pointed out, French 
architects of this period did not visit Venice or the Veneto, 
so they lacked firsthand knowledge of the actual 
buildings.' However, by focusing on the French designs 
identified as Palladian in various art historical texts, and 
examining them for Palladian hallmarks, I have compiled 
a weallh of visual evidence. Moreover, one must realize 
that the Qua11ro libri is not solely theoretical; a major por
tion, Book II, is devoted to Palladio's own designs for 
private residences. The French had access to the buildings 
of Palladio through his book. James Ackerman aptly 
describes this as follows: 

There is liule abstract theory: Palladio was a 
practical and straightforward writer who used 
words economically and liked to discuss ac
tual situations. Most of the text relates 10 

issues raised by existing buildings, partly 

ancient and partly modern- the latter being 
primarily of Palladio's own designs.' 

In view of both theoretical and practical innuence, I can 
identify an initial phase of Palladianism in France from 
about 1650 to 1712. 

Theoretical lrifluence. Seventeenth-century French 
architects were exposed to Palladio primarily through a 
proliferation of French literature that developed from the 
Quallro libri. These publications disseminated Palladio's 
views on the orders, public edifices, ancient monuments 
and designs for public residences. In 1645, Pierre Le Muet 
translated Palladio's book on the orders, the first book 
of the Qual/ro /ibri. • Five years later, Roland Freart de 
Chambray offered the first complete French translation 
of all four books comprising Palladio's treatise: Les 
quatres livres d'arr:hitecture.' This important publication 
included the original woodcuts from the first Italian edi
tion. In the same year Freart's Pbrallele de l'arr:hirecrure 
amique et de la moderne praised Palladio for his exper
tise in measuring ancient monuments.• In 1665, Abraham 
Bosse included a Palladian table in his Traite des pratiques 
geometrales. Between 1675 and 1698, Fran~ois Blondel's 
Cours d'architecture was published in volume form and 
included more references 10 the work of Palladio than to 
that of any other architect. ' These publications vested 
Palladio as a resource for French architectural theory.• 

The Quauro libri also played a prominent role at the 
Royal Academy of Architecture.• The proces-verbaux 
(minutes of academy mee.tings) Te\<eal that as the academi
cians strove to establish a common theoretical founda
tion, they employed the rules of Palladio, the great 
Vitruvian, to legitimize their endeavor:~ The records state 
that soon after its formation in December 1671, the 
Academy declared Palladio supreme among modern 
architectural authorities!' By 28 February 1673, Palladio's 
treatise was on the agenda. For fifteen months, until 4 

June 1674, the Academy scrutinized the Qual/ro libri us
ing both an Italian edition and Freart's 1650translation. 
The procedure involved chapter by chapter readings and 
subsequent discussions. Sixteen meetings were devoted 10 

Book I on the orders, nine covered the second book on 
private dwellings, twelve dealt with the public buildings 
of Book III and, finally, fifteen concentrated on Palladio's 
conceptions of ancient structures in Book IV. It was only 
after their examination of Palladio that the academy ap
proached other architectural authorities. 

In 1682, during a consideration of past registers, the 
conferees devoted fourteen meetings 10 a rereading of the 
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proees-verbaux that involved Palladio. Fifteen years la1er, 
on 11 May 1699, they began a second chapter by chapter 
reading of the treatise, taking over a year and a half, un
til 19 Deeember 1700 when they completed their s1udy 
with chapter 24 of Book IV. 

Prequcntly, they used the Quattro libri 10 confront 
1heore1ical problems 1hat dealt with proper employment 
of the orders and other ancient motifs. This is particularly 
rencc1ed in their discussions of Book l on the orders and 
Book IV on Roman monuments. They found Palladio 10 
be the archi1cc1ural s1andard of excellence whose authori1y 
equalled or surpassed 1hat of Vi1ruvius!' This confirms 
Palladio's 1hcore1ical value for the French. 

Practical ltifluence. The overwhelmingly favorable 
cri1icism ceased when 1he Academy 1urned to 1he portions 
of the Quauro libri which presented Palladio's own designs 
of villas and 1own houses for Vene1ian gentlemen. In many 
cases 1hese were problema1ical for 1he Prench architects. 
Pereep1 ive comments from the proc'es-verbaux mix denun
cia1 ion wi1h praise. The entry for 15 February 1700 ex
plicates the divergen1 evaluations. Firs1, they found tha1 
Palladio's ground floor eleva1ion of a certain residence 
was too excessive and 1ha1 his designs in general were nol 
appropria1e for use in France. Then, 1hey deemed him 
praiseworthy for being the firsi of the modem architec1s 
10 display spatial harmony in his residen1ial interiors! ' 
Various entries show the problems 1hey had with other 
concep1ions. For instance, the minu1es for 24 and 31 July 
1673 are leng1hy censures of the Palazzi Chiericati and 
Valmarano!' Palladio's corner treatments of 1hese 
buildings were 1hought to be 100 corrupt, and 100 man
neris1 by his critics. On 28 Augus1 1673, 1hey found the 
stairway at the Villa Ragona to be poorly designed because 
Palladio had nol incorporated landings in his arrange
ment!' 

Jean-Marie Perouse de Montclos construes the harsh 
cri1icisms to mean that Palladio's conceo1s were incom
pa1ible with 1he French archi1ec1ural idiom!' Perouse joins 
fellow theorist Blunt in contending tha1 Palladio's com
mand of matters of 1heory is his only notable influence. 
They rejeet Palladio as a leading source for French ar
chi1ccts because, for 1hem, his practical inOuence was 
negligible!' The following statemen1 by Perouse encap
sulates their position: 

The work of Palladio appears 10 be less a 
model 10 imitate than one 1ha1 succeeds as an 
example which oughl to be analyzed and 
reduced 10 i1s principles. Due to this the in
fluence of Palladio on trea1ises [i.e., theoretical 
issues) constitutes the principal chapter of the 
history of French Palladianism!' 

However, I believe that a reassessment of the opinions 
expressed in the proces-verbaux is in order. The faul1s tha1 
1he Academy found wi1h the Quauro libri should nol 
cause us 10 minimize Palladio's influence on building 
design. Al1hough the architects at the Academy subscribed 
10 a stricl 1heory, 1hey were less dogmatic in 1heir prac-
1ical work!' Their high regard for Palladio seems to have 
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led 1hem to emula1e his villas in their own designs. Freart's 
praise of the villas, in the following passage from 1he 
Parallele, certainly conveys 1ha1 1hey would: 

The first of all is wi1hou1 any con1es1 the 
famous Andrea Palladio, 10 whom we are 
obliged for a very rare collection of antique 
plans and profiles of all sons of buildings, 
designed after a most excellent manner, and 
measured with a diligence so exact, 1ha1 there 
is nothing more in 1hat particular left us 10 
desire. Besides the very advantageous oppor-
1uni1ies which he has had al Venice, and in all 
1he Vincentine his native country do leave us 
such marks as clearly showed him not only to 
have been a specia1or of 1hese great masters 
of amiqui1y; but even a compe1itor wi1h 1hem, 
and emulous of their glory." 

Punhermore, the unique character of the Quatlro libri 
must again be stressed. Much of it was a pic1ure book 
of Palladian houses; thirly-seven palazzo and villa designs 
were fully illustrated with plans, elevations, sec1ions, and 
details, accompanied by a cursory text. The remarks in 
1he proces-verbaux signal 1he extreme care with which 
1he French architcc1s scrutinized the illustrations. For ex
ample, 1heir understanding of 1he stairway at the Villa 
Ragona was due solely to their reaction to the woodcut; 
Palladio wrolc only a brief description of the villa 1ha1 
barely mentions the stairs." Careful s1udy thoroughly 
familiarized them wi1h Palladio's practical work. ii follows 
tha1, when they se1 down their own schemes, they dis
carded what seemed incompatible and incorporated 1hose 
Palladian concepts that appealed to them. 

Visual Evidence. The visual evidence supports the view 
that Palladianism was founded in France before 1he 
eighteenth century. An examination of French designs 
shows that ten important structures are derivative of villas 
found in the Quauro libri. These structures variously 
adopt the following Palladian hallmarks: (I) the concep
tion of the s1ructure as a compact freestanding block; (2) 
the organization of 1he ground plan into integra1ed 
systems that include corresponding rooms, cross vis1as, 
and the axial system of the vestibule/main hall combina-
1ion; (3) the employment of central emphasis, both in 
ground plan (especially with domed central salon), and 
in facade decoration (with 1he distinctive unadorned 
planar walls usually embellished by the order surrounding 
the entrance); and (4) the addi1ion of curving side wings 
to the central block." 

Two French examples, Germain Boffrand's Hotel Le 
Brun (1699) and Pierre Bullet's Cha1eau d'lssy (1681-87) 
epitomize the concept of 1he unencumbered cubic block 
(Figure I). 801h depart from the tradi1ional French 
residence that comprised a loose aggregate of forms 
(corps-des-logis, pavilions, galleries) integrated with a 
courtyard. They express the monolithic character con
sidered to be a fundamental Palladian trademark. 

Their facades similarly adopt 1he Palladian 
characteris1ic of a simple wall 1reatment 1hat relega1es 



classical ornament 10 the central motif. Boffrand denied 
1hc French penchant for surface enrichment; as Kalnein 
observed, 1he H61el Le Brun's unadorned expanse is un
thinkable in France wi1hout Palladian influence." A slight 
projection in the middle accompanied by a pediment over 
the cornice is rcminisccn1 of a similar 1rea1ment used by 
Palladio in 1he Villa Zeno." Al Issy, aside from some 
quoining and minimal window cmbellishmcnl, Bullet 
reserved the classical ornament for 1he central pedimented 
1emple front, a trait widely used by Palladio in such Quat
rro libri designs as the invenlion for Oarzadore (Figure I). 

The ground plan of the Chateau d'Issy further reveals 
Bullel's debl 10 Palladio. First, its vestibule and salon oc
cupy the central axis, mimicking the loggia/ main hall 
system of the Villa Sarcgo (Figure 2). Second, the posi-
1ioning of 1he lesser rooms exhibits a correspondence be-
1ween 1he chambre on the right and the chambre i:, coucher 
on the left, and one between the salle a manger on 1he 
right and the combination or small rooms and s1aircase 
on the lef1. This correspondence exhibits Palladio's desire, 
as stated in the Quauro libri, that "the rooms ought 10 
be dis1ribu1ed on each side of the en1ry and hall . . . those 
on 1he right correspond with those on the left:'" In addi
tion, the stairs and portico or the front are echoed on the 
garden side as in numerous Palladian cases such as 1he 
Villa Valmarana and the Villa Oleardo-Thieni." 

An1oine Le Pautrc's Second Design from Desseins de 
plusieurs palais (1652) enables a similar comparison with 
the Villa Pisani (Figure 3). Both plans display a square 
block into which a visi1or would enter a ves1ibule area, 
proceed through a central rectangular hall, and enter a 
long gallery si1ua1ed on the cross axis. Lesser rooms on 
ei1her side of the main axis correspond 10 one another. 

The exterior view of Le Pautre's Second Design pic
tures a fantastic conception flaunting gigantic Persian 
carya1 ids, strong channeled rustication and bold 
moldings- motifs more assertive lhan Palladio's (Figure 
4a). Yel, 1he rising central dome and projecting porches 
echo 1he most famous of Palladio's works, 1he house 
Palladio devised for Monsignor Paolo Almerico, known 
as La Rotonda (Figure 4b)." 

La Ro1onda inspired a number or French conceptions. 
l1s design incorporates the freestanding cubic mass, flat 
facades with central embellishment, and corresponding 
rooms, but adds a significant dimen~ion 10 1he Palladian 
repertoire. Herc, the master incorporated a bi-axial 
vestibule/hall sys1em that radiales outward from a circular, 
domed central hall 10 four lookou1s framed by pedimented 
temple fronts." 

J.H. Mansan extracted motives from La Rotonda for 
two structures, 1he Chateau de Marly (1679) and Chateau 
de Navarre (1686). Though des1royed, Marly is well
documented with remaining plans, elevations, and aerial 
views. Its ground plan closely follows Palladio's preccdenis 
(Figure Sb). A large ociagonal salon, like La Rotonda's 
circular hall, comprises the central core. Vestibules radia1e 
outward ending in entrance pla1forms lhat correspond to 
the porticoes of the Italian plan. Triple room apparrements 

occupying the areas between the vestibules compare 
favorably with the L-shaped double configurations of La 
Rotonda. The disposition of 1he rooms in both designs 
allows for cross visias from one end of the interior 10 the 
other. The aerial view shows another example of the 
detached cubic mass (Figure 5a). However, the continuous 
decoralion that articulates 1he facades signifies the 
typically French preference for decorated surfaces. The 
Chateau de Navarre, also destroyed, but known by an ex
isting print, is another insiancc of an isola1cd cubic mass, 
here dis1inguished by a dome rising in the center (Figure 
5c). Steps lead from four entries that are defined with col
umns. The walls, however, are articula1ed by quoining 
strips, variously shaped windows and an assortment or 
moldings tha1, as at Marly, break from the Palladian 
aesthetic. 

La Rot0nda influenced I wo French schemes for 
garden structures. The Pavilion or Aurora (1673-77), 
variously attributed 10 either Claude Perrault, Charles Le 
Brun, or Andre Le Notre, decorates the garden at Col
bert's Chateau at Sceaux (Figure 6a). With an obvious 
affinity 10 La Ro1onda, it exhibits a detached compact 
block with a dome 1hat implies the existence of the cen
tral salon. T he four side projections serve as reminders 
or the Palladian pedimented ponicoes. The Pavilion or 
Apollo (1712), designed by Nicodemus Tessin for 
Versailles, was also patterned after Palladio's mas1erpiece 
(Figures 6b and 6c). The plan is disposed similarly 10 La 
Rotonda. A cen1ral circular salon is surrounded by iden
tical suites or rooms on four sides. Cross views unite the 
outer rooms; projecling ponicoes define each facade. The 
elevation displays 1he four projecting pedimented temple 
entrances, bu1 it a lso shows that, as in several of the 
aforementioned buildings, the architect handled the wall 
surfaces differently than Palladio by adorning 1hem with 
ornamentation. 

Jus1 after the close or the seventeenth cenlury, Ger
main Boffrand completed a design for a hunting pavilion 
at Bouchefort (1705, Figure 7). A comparison with La 
Rot0nda shows its unique use or ralladian motifs. 
Bouchefort's elevation contains more surface ornament 
and fenestration than 1ha1 of La Ro1onda, but it shares 
the elemems or detached block, central dome, and pro
jecting pedimented porticoes on four sides. Ground plans 
of the two indica1e the common use or a central salon 
and a central focus that radiates outward in four direc
tions through vestibules 10 the entries. The arrangements 
or the peripheral rooms of both structures may seem in
comparable since Bouchefon is an octagonal structure 
with spatial variety and complexity that typify a Baroque 
concep1ion, whereas La Ro1onda is square wi1h a round 
central core surrounded by four identical pairs of rooms 
that evoke Renaissance clarity. However, closer scrutiny 
of Bouchefort divulges a symmetrical system that com
plies with Palladio's notion of room correspondence. On 
the plan, the rectangular chambre de Madame El cor
responds 10 1he amichambre de Son Altesse El,· the hex
agonal anrichambre de Son A ltesse El corresponds to the 
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hexagonal area reserved for the staircase. The garde robes 
and pelit cabinels of Madame complement those of the 
Monsieur that are opposite. 

A final structure illustrated in the Quauro libri, the 
Villa Trissino at Meledo, provided impetus for two public 
buildings in Paris (Figure Sa). The Villa Trissino plan 
approximates the design for La Rotonda with one impor
tant difference: the addition of curving side arms that pro
ject from the central domed block. This is repeated in J.H . 
Mansart's project for a square in front of the Dome des 
lnvalides (1698, not built, Figure Sb) and Louis Le Vau's 
College des Quatres Nations (1662-72, finished by 
d'Orbay, Figure Sc) where colonnades define the areas 
before the main structures. In his remarks about such 
designs, Palladio wrote chat loggias, "which like arms tend 
to the circumference, seem to receive those that come near 
the hous~"• Here Palladio initiated the concept of em
bracing arms reaching out w the visitor also auribured 
to Bernini's Piazza de San Pietro;" the French adopted 
it after their perusal of the Qua//ro libri. 

Similarities and associations provided by these visual 
comparisons justify the assumption that French architects 
used Palladio as a source. They had unique ways of do
ing this that did nor involve duplication, bur rather, im
itation on a motif by motif basis. In almost every exam-

This paper .summarizes research I conducted ror a gradua1e seminar in 
trench Baroque Architccmrt. I "'ish to thank Professor Robcrl Neuman 
for suggesting lhis provoca1ive topic. 

The scopt of this paper includes Palladio's villas a1,d ccnai1, of his 
IO\\ll houses (such as La Ro1onda and P-alaz20 An1onini) that arc 
charactcri.stic.all)· indistinguishable from villas; it docs not include 
lhc innucncc of Palladio's rcligiou.s or public architecture. 

2 Anthon)' Blunt, "P.-.tlladio in Francia:· Bolletino CJSA 10 (1968) 10. 
Blunt srn1es that rela1ively few French archi1ec1s visi1ed l1aly during 
the six1eemh a1ld sevemetnth centuries, and when they did, 1hey 
sought out the a ncient archi1ce1urc of Rome as in 1hc case of Philiben 
de l'Orme. The only other instance he si1cs is Clement 1\>tC1c1.cau's 
visi1 10 Florence to sec 1hc Palauo PiHi, which served as a model 
for the Luxemboura Palace in P..1ris (begun 161S). 

3 James Ackennan quo1Nl in Dora Wiebcnson, Architec111rol Theory 
and Procrice/rom Alberti to udoux (Chicago: University of Chicago 
Pres,. 1982) t.-2l. 

4 Le Muet's translation "a.'- enti1led Troicte des cinq ordres d'orchitf'C"
ture desq11el.s se so111 seruy /es onc-iens, (Paris: Langlois). 

S T here is evidence 1ha1 French architects followed Palladio's QuQ11,o 

librl C\'CO before the French tran5lations of 164-S and 1650. For in
stance, Franwis Mansar1's library included a copy of the 1616 Italian 
edition along with Frtar1 's i6S0 tran.sla1ion. See Allan Braham and 
Peter Smith, Fronf<>iS Monsort (London: A. Zwemmer. 1973). 

6 The ti11c page of FrCan's work includes reference to Palladio. The 
full citation reads: Po.rolli?le de /'architecture antique et de lo modemt, 
01•e(' "" rtt"ueil des dix prinripoux ,1111he11rs qui om tt,it des dnq 
ordres, scavoir: Palladio et Scomou.i, SerUo ti Vignola, D Barboro 
et Cotaneo. L. 8. Alb4!rti ti Violo, Bui/om e1 de Lorme, compure;. 
e11tre eux (Paris: E. Martin, 1650). In Jean-Marie PCrou.se de 
Momclos. "Palladio ec la thCOrie classique dans l'archite('turc f ra~is 
du XVIICme siCdc," 8Qlletino CtSA 12 (1970) 99. the au1hor points 
out 1ha1 Frean recog,oized Palladio as the g,rea1cs1 of modern 
architec1s a nd !he founder of classical art. 

7 Pfrousc de 1\.1ontclos. "Palladio et la thCOric dassiquc·• IOI, 103 and 
105 n. 18. 
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pie, their buildings retain a certain "Frenchness:• whether 
it be in the inclusion of surface enrichment or in more 
complicated ground plans. Just as Palladio added classical 
elements 10 the Venetian villa vernacular to form his com
posite style, the French added Palladian traits to transform 
their native architecture. Hautecoeur expressed the pro
cess as follows: 

Artistic forms follow on the span of rime as 
a fugue continues; a motif appears, is 
developed, and reprised by another instrument 
on a different register; by then the melody is 
already transformed." 

RudolfWinkower noticed that the same behavior oc
curred half a century later in England. Writing about 
English arehitectS he stated, "In reaLity, their Palladianism 
is a good deal more English than is generally realized. 
These men could neither ignore the development of the 
previous hundred years in English architecture nor their 
own national tradition ... "u Thus, with France an
ticipating developments in England, seventeenth-century 
French Palladianism deserves full recognition as an 
historical movement. 

Florida Stare U niversiry 

8 SBghd)· later. the following publications, which included discussions 
o n Palladio's use of 1hc orders, also served 10 establish his impor• 
tance: Francois Nicolas Blondel's Cours d'IJ.rt:hltecturt (Paris: 
Lambert Roulland, 167S), Antoine Babuly ~godet's Les ldificts 
amiques de Rome (P'aris, 1682), and Jean Le Blond's Deux exemples 
des cinq ordres de rorchitecture ontique, et des quo1rts plus excelens 
authe11rs qui e11 0111 troiue scovoir Palladia, Scamozz.,: Serlio, f'I 
Vignole (Paris: Chez'au1heur, 1683). Palladio's supremacy in 1he 
theoretical realm was also recogni1.cd b)• Perrault, who considered 
him as one of 1he 1hrce most famous architec1ural authors.. and 
d<:\'Olcd chap1ers 10 Palladio's designs of a ncicn1 and modern 
buildings in Ordonnonce. for this. sec Wolfgang Herrmann, The 
Theory of Claude Ptrfflult (London: A. 2\\'tmmer Ltd., 1973). 

9 for a 1horough discussion as 10 the func1ion and purposc.s of the 
Royal Ac.l.demy of Arehitec:ture, see M. Henr)· J-.t-monnier, trans .• 
Proc~S•\'l.,rlxm;..- de l:!kodfmie Royole d'orchitectutP. (Paris.: Edouard 
Champion. 1915) I. Intro .. vii., and Louis Hautecoeur. Histoirede 
l'orcJritecturp rlossique t11 Fro11re (Paris: Picard. 1948) II. chap. 4, 
462. We know tha1 the Academ)' members (Bruand, Giuard, l..c 
PJ.utre, F. Le Yau. J. H. Mansar1. Boffr:.md, Bullet) perused the 
Quuuro libri and can be rela1ivcl)' sure tha1 most iml')Ol"tan1 architec1s 
working in France al the time were familiar \\·ith the treatise and 
its \\'oodcu1s. which '-''tre so often referred 10 by French writers 
(especially FrCar1 and F. 8londel). The archi1cc1s discussed in thi.s 
essay who were 001 on the roster at the Academ)'. i.L. Le Vau and 
Tcssin, were llC\'Crthclc:ss mentioned repeatedly in 1hcproies•w~rbo1Jx. 
Tessin in 1705 for his wo,1: 0 11 the Louvre (see Proc'es-l•erbaux Ill. 

226-31; 234-36) and Le Vau on many occasions (sec ProN's-1wbo11x 
X 153). 

10 Theprocts•w:rba11xcomprise a record of the subjects that \~ere re.ad. 
discussed. and cri1ici1.cd by the ro)·al academicians. Their compila
tion w:.1s underiaken earl>· this century and fi lls ten ,·olumes. sec M. 
Henry Umonnier, trans., Proc'es-verbaux de litcadem;e floyole 
d'of'C'Jlilet:tllf'(', 

11 Proces-verboux, ll Feb. 1672. 1:6. At its incep1ion, the Academy 
delibera1ed as 10 which archite<:1 be-s1 ex.pressed 1hc doctrine of 
Vi1ruvius. Palladio headed their hie.rarch)' of Vitru\'ian disciple$, 
follov.·ed b)' de l'Orme, Scamou.i, Albcr1i, and Se,lio. 



12 Procts-verbaux, I, 3IS. comajns a passage from 9 June 1681 1ha1 
exemplifies Palladio's foremost p0si1ion of au1hority: "La facilite 
de la division des panics de 1rois en trois dans le dessein de Vitruve 
luy paroist ingtnieuse. mais commc le file1 sur le ialon semble un 
peu petit, elle ne dC$8prouve point le changement que Palladio y 
a fait:' 

13 Procts-verbaux~ Ill, 90. 

14 Proc~s~,·trbtmx. I. 42. This criticism was repeated in 1682, sec Prtri.f• 
verbaux I I, 7. 

IS Procts-verbaux I, 47. This commen1 was repeated in 1682, sec PrrJres. 
,•erbaux II, 8. 

16 PCrouse de Mon1clos, "Palladio in Francia" 102. 

17 See a series or three ar1ic.les; Anthony Blum, "Palladioe l'architettur.t 
franc«• Bollelino CISA 2 (1960): 14-18; Anthon>' Blunt, "Palladio 
in Francia;• Bolletino CISA 10 (1968): 9-14; and Petouse de Montd0$, 
,;Palladio cl la thOOrie c lassiquC:' Bo/Jttino CISA 12 (1970): 97-I0S. 

18 " ... L:ocuvre de Palladio apparait moins commc un modete a imiter 
que commc une rCussitc cxcmplaire qui doit @tre analysee e1 rcduite 
~ scs prineipes. De ce fait, l' influencc de Palladio sur lcs traitCs con
stitue le chapi1re principal de l'histoire du paUadianisme fran~ais . " 
(PCfousc de Mon1clos, "Palladio" 97) 

19 A case: in poinl would be Germain Boffrand, who produced cx1remely 
im agina tive designs, frtt from 1hcoretica.l constrainlS, but bcha,•ed 
in a sokmnl>' dogmatic fashion at Academy meetings.. See W. 
Herrmann. ''Anto ine Oesgodeu and the Acade1nie Ro)•al 
d'architecturC:' Ari Bulletin 40 (1958): 23. 

20 Roland Frfan de Chambray, Porallele de l'orc.hitecture antique et 
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tional Publishers Ltd., 1970). 
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Figure I. a. Germain Boffrand. HOtel Le Brun, 
cour1 facade. 1699. Courtesy of Miehe-I Galle-1 and 
J. Garms. Germain Bo//rund 1667-17$4; t.:ove11fllff' 
t/'1111 1lrr:liit«te lndt~ndont (Pari~: Herscher. 
1986). 
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b. Pierre Bullet, 0ia1cau d'lssy, cleva1ion, 1681-87. 
CouneS)' of Louis Haurecoeur. Histoire de /'ar
chitecture classique en France (Paris: Picard, 1948). 

c. Andrea Palladio, lmec:ntion for Can.adore. de-va-
1ion. Quouro lib,;, Book ll, pl. LVII. Cour1csy of 
Andrea Palladio: The Four Books of Architttturt 
(New York: Oo\•er Publica1ions. Inc:., 1965). 

Figure 2. a. Pierre Bulle1. Chateau d'lssy. plan, 1681-87. 
Courtesy of Louis Hautecoeur, Histoire de l'orthitecture 
classique en Fronce (Paris: Picard, 1948). 

b. Andrea Palladio, Villa Sarcgo. plan. Quouro libri, Book 
II, p l. L. Courtesy of Andfi'O Palladio: The Four Bocks 
of Arr:hi1«1ure(New York: Dover Publica1ions_ Inc. l96S). 



Figure 3. a. An1oine l..c Pautrc, Sc-cond Design, plan, 1652. 
Cour1esy or Roberi W. Berger. Antoine Le Pourrt·: A 
French Arc-hitect t>/ the Ero of Louis XI V(NC\'• York: New 
York University Press. 1969). 

Figure 4. a. Antoine Le Paut~ Second Design, view. 1652. 
Counes)' of Robert W. Berger, A11toine Le Poutrp; A 
French Atf:hlrec1 of the Era of Louis XIV (New York: New 
York Uni\'crsity Press.. 1969). 

b. Andrea Palladio_ Villa Pisani, plan. Qu(lttfO libri. Book 
II. pl.xxx. Cour1esy of Andrea Palladio: T11e Four 8()()ks 
of Architecture (New York: Dover Publita1ions, 1965). 
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b. Andrea Palladio. La Rotonda, Quaumlibri, Book II, 
pl. X III. Courtesy of A11dreo Palladio: nre Four Books 
of Arr:hit«lure (New York: Dover Publications, 1965). 



Figure 5. a. J. H. Mansan, Ch8tcau de Marty, vicv.1, 
1679. Courlts)' of Anthony Blu1u. Art ond Ar• 
chitttlure in Fronce 150()-.17(}() (New York: Viking, 
1988). 

Figure 6. a. Claude Perrault, Charles Le Brun. or 
Andre Le Notre. Pavilion of Aurora, view. 1673/ 4. 
Courtesy of Rohen W. Berger, Antoine U! Pouire: 
A French Archi1ec1 of the Ero of UJuis XIV (New 
York: New York University Press, 1969). 
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b. J. H. Mansan. CM1eau de Marly, plan, 1679. 
Councsy of Jean-Marie PCrou$C de Mon1clos. 
Hisroire de l'orchitect11re frar1roise: De lo 
RenoiSS(lnct b fo R<!YOfution (Paris: Menges, 1989). 

b. Nicodemus Tess-in, Pavilion of Apollo, plan, 
1712. Courtesy of Versailles t1 Stockholm: Dess.ins 
du Nationalmuseum Pt?in1ures. Meubles et Arts 
Dttorotifs des Co/leclions Suedoises ti Donoises 
(Stockholm: Nationalmuseum. 1985). 

c. J.H. Mansart, Chliteau de Navarre, vicv.•, 1686. 
Courtes)' of Louis Hautec0tur, Hlstoirt de l'or
chitecture clossique tn Frol'tC't (Paris: Picard, 1948). 

-
c. Nicodemus Tessin, Pavilion of Apollo. elcvalion, 
1712. Cour1csy of VerStJilles Q Stockholm: Dessins 
du Nu1ionolmuseum Peintures, Mtubles ti Aris 
Dkorotifs des Col/ec1ions Srltdoises et Donoists 
(Stockholm: Nationalmuscum, l98S). 



figure 7. a. Germain Boffrand, Hunling pavilion at 
Bouchefon. ele\•a1ion, l 705. Courtesy of Michel Gallet 
and J. Garms, O~rmain Bo/frond /667-1754: L'oventure 
d'un Arr:hitet:te lndtpendam (Paris: Herscher, 1986). 

b. Germain Boffrand. Hun1ing pavilion a1 Bouchefort, 
plan, 1705. Courtesy of ft.,fichel Oalk1 and J. Garms. 
Germain Bo/frond 1667./754: L'oventure d',m Arr:hiterte 
lndipendont (Paris: Herscher, 1986). 

figure 8. a . Andrea Palladio, Villa Trissino at Mclcdo. Q1101tro fibri, Book 
II, pl. XLIIJ. CourteS)' of Andrea Palladio: The Four Books of Arr:hittr> 
1ure (New York: Oo\·er Publications, 1965). 

b. J. H. Mansart, project for the 06me des lnvalides.. 1698. 
Courtesy of Jcan•Maric PCrouse de Montclos, Histoire dtt 
J'orr:hit«111re frvnf'1ise: De la Renaissance Ota Rbolution (Paris: 

c. Louis Le Vau, Coll~ge des Quatres Nations, 1662•72. CounC$)' 
of Albert Laprade. Froncoi.s d'Orbay Arr:hil«I~ dt Louis XIV 
(Paris: Frfal, 1960). • 
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